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Dolby Media Encoder

Now You Have a Choice

Dolby Media Encoder Dolby Media Encoder SE

Ideal for multiroom facilities Cost savings for individual users

Features

Dolby’ !VIedia Producer js the definitive g, norts encoding of Dolby
professional software suite for mastering  Digital, Dolby Digital Plus, -
the audio files for all DVD and HD disc ~ poloyTruend. aniip

. ossless™ technologies
formats. Now there are two versions.

. g d ible with Mac 0S°X,

Dolby Media Encoder includes three e ater ]
Dolby Media Clients that allow multiple S
operators to set up and submit jobs
locally or over a network to a centralized
facility server. Dolby Media Encoder SE  works with Dolby Media Decoder

Includes integral preview decoder ]

. . . - [ |
is the cost-effective choice for use ona  andMediaTools products
single computer. Both versions support Allows queing of multiple jobs =
all Dolby technologies for packaged  forencoding
media formats.

Optimized for use in multiroom [

Choose the one that’s right for you. Dolby  facilities by multiple operators
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. Additional Media Encoder ]
Clients available

Designed foruseon a
single computer

Allows encoding multipler

codec types simultaneously on |
multiprocessor computers
D D D 0 L BY Permits browser access from
any computer for administrative [ ]
WWW. dOlby. com control of serverjobs
Colby and the double-D symbol are registered trademarks of Dolby Laboratories. MLP Lossless is a trad k of Dolby Lab ies.

Mac O is « registered trademark of Apple Inc. © 2007 Dolby Laboratories, Inc. All rights reserved. $07/17782/17839



For recording, mixing, mastering, post-production, broadcast, and live sound.
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"When it comes to a ribbon mic,

there's nothing like a Royer."
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(Engineer: Diana Krall, Natalie Cole, Ray Charles.
Chris Botti, Barbra Streisand, Steeh' Dan)

World Radio History
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The Eventide H7600 Ultra-Harmonizer® Reviews are in...

"...simply stunning, refined, glowing and always useful." George Shilling, Resolution

"Apart from the dual-engine H8000FW, the H7600 is by far the best-sounding and most versatile
professional multi-effects unit now available." Barry Rudolph, Mix

"If I had the choice of just one processor unit to have with me in the studio, at this point, the Eventide
H7600 would have to be that choice.” Simon Tillbrook, Audio Media

H

"...do yourself a favor and find your inspiration with a great outboard processor like the H7600....it will
long outlast your next several digital workstations." Adam Kagan, Tape OP

Eventide

For more information call (201) 641-1200, email audio@eventide.com or visit www.eventide.com
Eventide and Harmonizer are registered trademarks of Eventide inc.©2007 Eventide Inc.




INTRODUCING
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Designed for HDTV Surround Sound Audio Post

The perfect fusion of...
System 5 Control Surface, DSP Channels
and EuCon control of multiple DAWSs
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Dynam-lzer™ Get Those Levels Under Control
Includes RTAS, VST, AU for viac OSX & RTAS, VST for Windows® Why always apply the same compression to all audio
levels? This plug-in lets you break your audio levels up into zones so you can control them exactly how you want.
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The revelation in digital processing!

RNGER NIGHOLS

DG TA |
www.RogerNicholsDigital.com 727.230-1603

World Radio History

RND™, DETAILER™, DYNAM-IZER ", FREQUAL-IZER™ and
UNIQUEL-IZER™ are trademarks of Roger Nichols Digital, Inc
All ether trademarks and registered trademarks remain the
property of their respective owners. Design ©2006 RND




PROFESSIONAL AUDIO AND MUSIC PRODUCTION

JULY 2007, VOLUME 31, NUMBER 7

features

22 The Inside Track: Mixing Guitars
A finely placed guitar track is key to a successful mix-whether it is the
driving force on a song or strumming quietly in the background. Mix
technical editor Kevin Becka continues this bimonthly mixing feature by
focusing on the axe.

28 New Handheld Microphones
They get screamed at, whispered to, swung around, spit on...but a
handheld microphone can be a vocalist's-and engineer's—best friend. Find
out about the latest models.

36 Native Processing: Ready for Prime-Time?
Multicore processing is here, and it's poised to be a true challenger for
hardware-based systems. But what about those hot-button issues: latency,
CPU load, and everyone's favorite, compatibility? In a souped-up recording
session, we put a quad-core SONAR DAW through the paces.

44 The Unfamiliar P.A.
While you may be in the midst of a summer-long shed tour, it's never too
early to start thinking about the fall and upcoming club dates. Mix sound
reinforcement editor Steve La Cerra offers tips to ensure that your “P.A. du
Jour" is on par, and that nothing is left off the rider.

52 Mix L.A. Open

Everyone scored at Mix’s annual golf tournament, as all of the event's

proceeds benefit hearing health and awareness charities.

56 TEC Awards Nominees
At this year's Technical Excellence & Creativity Awards in New York City,
television sound mixer Ed Greene will be inducted into the TEC Hall of
Fame. Find out the rest of this year's nominees in the Technical and Cre-

On the Cover: Out in
support of her latest, in-
troducing Joss Stone, the
soulful vocalist and 11-
piece band are hitting nu-
merous-sized venues—
from clubs to arenas.
Clair Showco is providing
FOH/monitor/stage gear;
racks and stacks are
venue-provided. Photo:
Steve Jennings.

ative Achievement categories—which you can vote on for the first time
online!

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

{Valume 31, Number 7} is ©2007 by Penton Media inc., 9800 Metcalf Ave., Overland Park, KS 66212. Mix {ISSN 0164-9957) is published manthly. One-year (13 issues} subscription is $35. Canada is
$40. All ather internatianal rs $50. POSTMASTER: Send address changes to Mix, PO Box 15605, Narth Hallywood, CA 91615. Periadicals Pastage Paid ot Shawnee Missian, KS and ot additianal mailing
affices. This publicatian may nat be repraduced ar quoted in whale or in part by printed ar electranic means without written permissian af the publishers. Printed in the USA. Canadian GST #129597951;
Canada Past Publicatians Mail Agreement #40597023. Canada return address: Bleuchip International, PO. Box 25542, Landan, ON N6C 6B2.
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60 Greg Russell and Kevin O’Connell
by Blair Jackson

LIVE MIX

72 Live Mix News

76 All Access: The Decemberists
by Steve Jennings

PAGE 78

78 Tour Profile: Bjork by David Weiss

82 Tour Profile: Joss Stone
by Sarah Jones

84 Tour Profile: Stevie Nicks and Chris
Isaak by Candace Horgan

88 New Sound Reinforcement
Products

6 Michael Brecker by Blair Jackson
7 Avril Lavigne by Heather Johnson

PAGE 117

118 Classic Tracks: The Ventures' “Walk,
Don't Run” by Gary Eskow
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122 L.A. Grapevine by Bud Scoppa
122 Nashville Skyline by Rick Clark
123 N.Y. Metro Report by David Weiss
124 Sessions & Studio News

by Barbara Schultz
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Digidesign Reference Monitor Series—

Nothing but the Truth
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Digidesign revolutionized the music and post-production industries with Pro Tools .
empowering audio professionals to create the best-sounding audto possible. To further
ensure this audio integrity. Digidesign now looks to redefine the near-field monitoring
experience withithe introduction of the Digidesign Reference Monitor Series (RMS),
co-developed with world-leading professional monitor manufacturer, PMC.

Using PMC's groundbreaking Advanced Transmission ILine (ATL *) technology. the RM1
and RM2 professional near-field monitors deliver pristine, high-resolution clarity and
accurate low-frequency response to provide the most honest representation of your audio
mix. You can now hear the excitement and life of your recordings in their truest. purest
form. To facilitate this, onboard DSP manages a variety of tasks, including the complex
digital crossover, which employs sophisticated filter designs resulting in extremely low
distortion and superb phase response over a wide listening window. And if you want to
hear how your mix translates to a ported speaker, simply engage Bass Port Emulation
mode to have the monitors emulate the tonal characteristics of a ported bass reflex
speaker, allowing for easier mix compensation decisions.

ENGINEERED WITH

PMC




Live Sound—New Style

t's often been said that live sound is slow to change--one of the most conservative

industries around. This is partly true in the sense that SR pros are often reticent to
take new, untested gear out in the field for the sake of technology. When a perform-
er's onstage and the audience is in the house, there are no second chances.

Yet live sound technologies have changed radically during the past two decades
or so. These days, it's a rare instance to not find a laptop at front of house, whether
for wireless frequency coordination, running acoustical measurement/analysis pro-
grams or simply storing digital console presets for quick setups. On the manufactur-
ing side, CAD-driven design tools have brought significant improvements, leading to
the development of new enclosure concepts, and better horns and drivers.

Meanwhile, DSP control has become firmly ingrained into even the most basic
routines and procedures of system design/production. Single boxes providing cross-
overs, delays, EQ and driver/system overload protection are now standard, replacing
racks of gear and putting fingertip control in the operator’s hands, whether from a
front pane!, laptop or Wi-Fi tablet. There's something very cool (and certainly con-
venient) about doing system tweaks while sitting in the back row or off to the side
under a balcony.

Fiber-optic snakes offer signal distribution in a lightweight, easily transportable
rig, while the old issues of ground loops and “who gets the first split” become passé.
As an added benefit, remotely controllable stage boxes provide clean signals that are
easily carried over longer runs—unlike the horrors and low-fi results of sending a mic-
level signal over a 200-foot copper snake.

In terms of live sound, these really are the good old days. Amps are smaller, lighter
and more raliable. Wireless rigs offer dependability and a sound that rivals hard-wired
mics, while today’s handheld mics put near-studio quality and condenser performance
into bodies that are almost indestructible. At the house or monitor position, modern
consoles ecsily outperform their predecessors from just a few years back, with digital
boards offering the versatility of onboard processing and/or plug-ins. As in-ear moni-
toring becomes the norm, stage volumes can be substantially reduced.

Now that all of the tools are in place, we finally have the key to the puzzle. Once
such factors as band volume, venue irregularities and system/driver imperfections are
removed fiom the equation, engineers are actually in charge of the mix—where it
belongs. And that is the true benefit of technology.

in othe” news, we ushered in some big changes here at Mix. Tom Kenny moves
from editor/editorial director to take the helm as the group editorial director for Mix,
Electronic Musician and Remix. Sarah Jones steps up as Mix’s new editor, and Sarah
Benzuly is now the group managing editor for all three magazines. The reason behind
it is to offer better ways of presenting the information you need on a daily, weekly
and monthly basis—in print and online. We have some exciting things planned in the
months to come. Stay tuned.

George Petersen
Executive Editor

L -‘ pAn“ AMERICY
MIX MAGAZINE 1S AFFILIATED WITH '@\w" .BPA
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A Better Way To Buy Gear
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> GREAT PRICES & THE BEST VALUE! > FRIENDLY, KNOWLEDGEABLE SALES!
Sweetwater’s great prices and unparalleled Our Sales Engineers are weli-trained and
customer service lead the industry. know the gear inside and out.

> HUGE SELECTION OF THE LATEST GEAR! > FREE 24/7 ONLINE TECH SUPPORT!
Our massive 40,000-square-foot warehouse The best technical minds in the business are
is brimming with the gear you want. at your disposal around the clock.
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Guide to Pro Tools = . 08

Music Instruments & Pro Audio

sweetwater.com

Call tOday and experience the sweetwater difference!
1-800-222-4700




Hear no hum'

Look for InGenius inputs
in your pro'audio gear
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To learn more abot

the Joe Satria
Guitar Amp Mic
visit us at www.cad

iani Guitar Amp Mic Pack
tains: Trion 7000 & D189
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FRANK FILIPETTI

Five-time GRAMMY © Award-winning engineer, - %
producer whose credits include projects with: Y

10,000 Maniacs
Barbra Streisand
Billy Joel

Carly Simon
Courtney Love
Elton John
Frank Zappa
James Taylor
John Waite

Kiss
Korn J \
Luciano Pavarotli

Luther Vandross
Mariah Carey
Ray Charles
Rod Stewart
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"When working in a recording environment, I've found it critical to 1. create an atmosphere that people find
comfortable and 2. make sure the listening environment, especially your speakers, are as good as you can get - so you
don't second-guess what you're hearing. When [ first used the LSR6300s, | just loved what | was hearing and I've been
using them ever since. They're smooth across the entire spectrum. | don't hear the speaker - just the music. Working in @

range of rooms in LA, london, and here in Manhattan, the ability to tune the LSRs to the room is extremely useful. I'm
really stoked about the new LSR4300 series especially the 6-inch model. The 4300s, with automated Room Mode
Correction, go one step further. | put the supplied calibration mic in the center of the room, push a button and the

speaker does all the work. It not only does it, it does it well and it does it right! The technology's
amazing - I'm blown away by it. | take my LSRs wherever | go."

Hear why award-winning engineer, producer, Frank Filipetti is blown away by the
LSR series studio monitors. Visit JBLPRO.com/LSR

& erzen tsrasoo [l

H A Harman International Company




FEEDBACK

Letters to Mix

{Orjustmaking you'deal?)

[

IT’'S ABOUT TIME
God bless you and your staff for the article
on hearing loss. | used to love to record,
getting the sound just right, then | got the
‘T’ [tinnitus]. That was two years ago, and
it's still hard to deal with today. Since then,
I've sold all of my recording gear, which
was very painful to get rid of. | just hope
more people will get the information you
provided in other media ways.

Daniel Thomas

LEARNING TOO LATE
| played in some pretty loud bands and did
not use hearing protection. | actually bought a
pair of Etymotic Research musician’s earplugs
with a 15dB attenuation and didn’t wear
them; they made me feel like | was playing
in another room. Looking back, | feel bad. |
wear two hearing aids now. By the way, good
hearing aids are very expensive. | have a major
hearing deficit between 1 and 6 kHz. | have to
ask people to say things over because | might
not understand it the first time. Also, because
of this, my hearing is inaccurate. Forget mix-
ing. | don’t trust my ears (with great reason).

What would | have done differently? On
concert days, | shculd have worn the plugs
starting mid-afternoon so that | would have
become adjusted to the different dB level
and would not have freaked out onstage
when the music started and removed the
plugs. Once your hearing is gone, it's never
coming back.

Anonymous

MUSIC THERAPY
| was really glad to see your article on audio
therapy (“Insider Audio,” May 2007). | am an

14 MIX, July 2007 » wwre.mixonline.com

audio engineer on the product-development
team for Advanced Brain Technologies. The
company’s primary product, The Listening Pro-
gram (TLP), was designed for home use under
direction of a certified professional, and the
flexibility gained has huge implications.

| was a little disappointed that the AIT
practitioners “don’t talk much about the
technology.” We want people to understand
exactly what TLP is doing and why it works.
ABT set up a Website just for this purpose
(www.thelisteningprogram.com). I've found
that even we audio professionals underesti-
mate the impact that sound has on the brain
and body. Occupational therapists, neurolo-
gists and other health professionals are really
at the front lines of realizing the dramatic
impact that controlled frequency can have
on an individual.

This is a field that needs more research and
attention given by our industry. Good for you
for devoting an entire issue to audio-related
health—both ours and those whom our in-
dustry can rightly take responsibility for!

Greg Lawrence

Lawrence Lockhart Studios

Advanced Brain Technologies

WHEN HEARING DAMAGE HURTS
I work for Hosa Technology, but in my “for-
mer life,” | was a keyboard player/saxophon-
ist in a loud dance band. For four hours a
night, five or six nights a week, my unpro-
tected ears withstood the onslaught of the
drummer’s ride and crash cymbals (which
were set up pretty much exactly at my ear
height), as well as our guitarist’s Strat/Twin
combination, which were always "dimed,”
not to mention my own 15-and-horn-ampli-
fied synth setup. .

Now, at age 57, | have developed a severe
hearing condition called “recruitment,” in
which certain audio frequencies sound pain-
fully loud to me. Certain voices “cut through
me,” and | have to ask the speaker to talk
more quietly, especially if there is any other
sound happening at the same time. Some-
thing as seemingly innocuous as the sound of
a person opening a plastic bag of chips can
force me to plug my ears. Restaurants with
lots of "live” surfaces are particularly brutal.
The sound of plates and silverware clinking,
the murmur of many voices, the background
music system all combine into a monolithic
roar in my ears.

If | had worn foam earplugs during all of
those years of abuse onstage, | could have

prevented this condition that severely reduces
my current quality of life. Now, the only relief
is to avoid those sounds and situations that
exacerbate my symptoms. And yet many of
those situations, like eating out at a restau-
rant, are things that used to give me great
pleasure. To you guys in your 20s who insist
upon monitoring /oud and who frequent the
clubs, and whose car stereo systems’ decibel
levels rival those of live venues, and whose
iPods are plugged directly into the ear canal
for hours a day, | say this: You must protect
yourselves. You wouldn’t repeatedly jam
your thumbs in your eyes, would you? How
important to you is your hearing and your
future quality of life? Get smart now or pay
the price.

Lee Watkins

Hosa Technology, VP/general manager

IT’S JUST TOO LOUD

I'm writing about the earplug poll {at mixon-
line.com}; it is quite revealing. If two-thirds of
musician/sound techs who love music and live
for audio have to wear earplugs at concerts,
is this not a huge wake-up call that concert
volumes have gotten severely out of hand?

Alittle time {of listening at] over 100 dB, our
ears begin to auto-compress and shut down.
If we're at a concert where SPLs are over 110
dB, we cannot “hear everything,” as the poll
suggests. Our ears are already in self-protec-
tion mode, though not equally across the fre-
quency spectrum. Pro studio mixers who want
to hear everything mix at low to mid-volumes,
and rarely above 85 dB. Much above 100 dB
for very long, and we may lose some hearing
permanently in a part of the frequency range.
| understand that some concerts will run up to
and even over 115 dB! | can only assume that
those running sound and those in attendance
have already damaged the sensitivity in their
ears and are by now already suffering from at
least partial deafness.

I would hope the concert industry wakes
up. No way should an engineer mix with ear-
plugs: His sense of balance is impaired. Also,
it is a dead giveaway that he’s simply running
things too loud and people closer to the
speakers are getting their ears damaged. Let’s
bring the music back to listenable levels.

Craig Allen

Send Feedback to Mix
mixeditorial@mixonline.com




You know what your music looks like.
Now find out what it sounds like.

The powerful new EXO studio monitoring system from
Blue Sky delivers true, full range sound, so you'll hear
every detail of your music.

Thanks to a desktop
remote hub, you can
plug in your
computer, your mp3
player and your
mixer, all at the
same time — and all
without having to crawl around under your desk.

It's affordable, accurate audio monitoring that sits on —
and under — your desk.

So when you're ready to hear what your music sounds like,
you're ready for EXO. Find out more at www.abluesky.com
and ask your local dealer for a demo today.

www.abluesky.com
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John Morgan Efargle, an
author, educator, engineer
and product developer
whose writings influenced
a generation of audio stu-
dents, passed away in late
May. He was 76.

Born in Tulsa, Okla., he
pursued degrees in music
and electrical engineering
from the Eastman School of
Music (B.M.), University of
Michigan (M.M.), Univer-
sity of Texas (B.S.€.€.) and
Cooper Union (M.E.).

Eargle joined JBL as
a consultant in 1976, and
soon after moved to a
full-time position as VP
of product development.
In the early 1980s, he re-
turned to a consulting role
as senior director, product development and application, the position he held
for the rest of his life.

Eargle participated in product-development activities for the professional

and consumer JBL divisions, for Harman Becker on branded car sound systems
and for other Farman divisions. He championed the concept of flat power
response in sound reinforcement applications, and conceived of the applica-
tion of the Bi-Radial® constant-coverage horns to both studio monitors and
cinema systems In 2002, Eargle and other JBL engineers received a Scientific
and Engineering Award from AMPAS for the concept, design and engineer-
ing of the modern constant-directivity, direct radiator-style motion picture
loudspeaker systems.

He had just completed the book The JBL Story: 60 Years of Audio Innova-
tion and had previously co-authored JBL Audio Engineering for Sound Rein-
forcement, which are among 10 books on audio, loudspeakers, microphones
and recording that he authored. He taught at the Aspen Audio Recording
Institute for mare than 20 years and was a member of its corporate board.

In recording, he was a member of NARAS, and had engineered and/or
produced more than 275 albums, including releases from Grammy-winners
Joe Williams and Ruth Brown; Eargle took home a Grammy himself in 2001
for Best Engineered Album, Classical, for Dvordk: Requiem, Op. 89; Sym. No.
9, Op. 95 From the New World.

He was a member of the National Academy of Recording Arts and Sci-
ences, the Academy of Motion Picture Arts and Sciences and of the Society
of Motion Picture and Television Engineers; a senior member of the Institute
of Electrical and Electronic Engineers; a Fellow of the Acoustical Society of
America and reviewer of electro-acoustical patents for the ASA Journal; and
a fellow, honorary member and past-president of the Audio Engineering Soci-
ety. Eargle also served as a member of the AES Journal Review Board and was
awarded the AZS Bronze Medal.

“John Eargle and I both joined JBL in 1976, and John was continually
associated with JBL for the last 31 years,” says Mark Gander, JBL Professional
VP marketing. “His broad academic and practical background, his technical
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and applications knowledge, his leadership talents and political acumen, and
his erudite writing and presentation skills all made essential contributions to
myriad JBL projects and products. He was truly a modern renaissance man,
whether behind the keyboard of his piano, behind the mixing console at a
recording session, behind the analyzer with the transducer engineers, be-
hind the lectern giving a presentation or sitting in the listening position in
cinema, studio, car or home. He was a colleague and a friend, and will be
missed by many.”

“John was one of a kind,” adds Leslie Ann Jones of Skywalker Sound. "So
accomptished, so humble, such a great recording engineer, so happy doing

The industry lost a giant with
the passing of John Eargle, but we
at JBL and Harman International
lost a beloved and revered member
of our family. John Eargle cannot
be replaced, but his life, his vision
and his many contributions to our
industry can and will be memonalized
in concrete ways by our company.

—Dr. Sidney Harman, Harman
International Industries’ founder/
executive chairman

what he loved, always equally as interested in other'’s recent works, always a
gentleman. There’s not much more one can say except our community has lost
a great one. I'll miss him.”

John Eargle is survived by brother Robert Gray argle, sister Pauline Ten-
nison Eargle Dahigren, nephew John Paul Eargle and five additional nieces
and nephews.

Industry colleagues have established a remembrance Website at www.
johnmeargle.com; plans are under way for a memonial convocation for friends
and associates to be held in the near future. In addition, a scholarship fund
has been established in argle’s name under the auspices of the Audio En-
gineering Society’s Educational Foundation. The John M. Eargle Memorial
Scholarship will be given to a deserving student who combines the attni-
butes of engineering capability and musical interests in the tradition of John
Eargle. The scholarship is being established with an initial donation from
JBL/Harman International Industries, Incorporated. Contributions should be
made by check to the AES Educational Foundation with instructions to credit
the Eargle Fund. They should be mailed to: AES Educational Foundation, Rob-
ert Sherwood, Treasurer, One Wolfs Lane, Pelham, NY, 10803. All contribu-
tions will be acknowledged. [ ]



TECAWARDS UPDATE

ED GREENE TO JOIN HALL OF FAME
Acclaimed production sound mixer Ed Greene will join an elite group of individuals as he is inducted into
the TEC Hall of Fame at the 23rd Annual Technical Excellence & Creativity Awards, Saturday, October 6,
2007, at the New York Marriott Marquis. For a complete list of this year's nominees, go to page 56.
Greene has mixed some of the most highly regarded music, variety and award shows, and has won 19
Emmys, with a total of 47 nominations. He has taken home nine TEC Awards and has been nominated 14
times (including this year). Greene has also received a Cinema Audio Society Award (four nominations)
and was honored by the organization this year as a 2007 C.A.S. Career Achievement Award honoree. He
has worked on such shows as The Acodemy Awords, The Emmy Awords, Kennedy City Honors, Will & Groce,
Sa You Think You Con Dance, The West Wing and the AFI Tribute to George Lucos, among many others.
For tickets or information about the TEC Awards, contact Karen Dunn at 925/939-6149 or Karen@
tecawards.org, or visit www.mixfoundation.org.

TEC VOTING GOES ONLINE

For the first time, voting for the 23rd Annual TEC Awards will be conducted via an online ballot. Mix
subscribers will be able to access the ballot using a personal passcode beginning August 1 to vote in 25
categories of Technical and Creative Achievement. Voting instructions will be included in the “TEC Awards
Voters Guide” in the August issue of Mix, as well as at www.mixonline.com and www.mixfoundation.org.
If you are not a Mix subscriber, sign up today!

ALBUM CREATION VIA ONLINE COLLABORATIONS
StudioTraxx.com provides a free e-commerce
platform that allows artists/bands to purchase

and book time with musicians, engineers, pro-

ducers and other professionals for online studio
collaborations. Through the site, users create
“Musician for Hire” accounts that include a pro-
file/resume, samples of work, availability and
hourly/project rates. Likewise, bands, songwrit-
ers, managers and individual artists can create
“Artist” accounts whereby they can assemble a
music project and then find and book time with

musicians. All work is exchanged as digital files
through the site.

AND THE WINNER IS...

Keith Denmon is the winner of our “Got a Pocket Full of Quarters...and a Light-
er” arcade game trivia question (March 2007). The winning answer was chosen
in a random drawing from correct submissions. The arcade game was called
Journey and was released in 1983 to coincide with the tour supporting the
band’s release of the Frontiers album. Denmon wins a three-disc Journey box set—congratulations!

Mix also congratulates all those who submitted the correct answer: Mitchell W. Barratt, the
Romano Brothers, Anthony Caruso, Pete Chu, James Creer, Jon Cyphers, Steve Foldvari, John Hen-
nessey, Timothy B. Hewitt, Sammy James, Ken Landers, Sam Larkin, Less Lincoln, Brian Madison, Jeff
Sansone, Kevin Schilder, Robert J. Shook, Elisa Silva, Chris Webb and Sam Wetsel.

COMPILED BY SARAH BENZULY

Who: Ralf Tschanun, AKG VP of sales
Main Responsibilities: develop and
execute the sales strategy to strongly
grow the AKG business.

Previous Lives

® 2006-2007, Avaya Inc. director of
sales

® 1998-2006, Cisco Systems sales manager

© 1988-1998, IBM in various positions in Austria,
Russia and other Eastern European countries

If I could do any other profession it would
be...a race car driver!

If I could ask one question to my favorite
recording artist, it would be: Why did you pass
away so early, Freddie?

Currently in my CD changer (or iPod): Adam
Green's Friends of Mine, The Dresden Dolls’ Yes
Virginia.

When I'm not in the office, you can find me...
doing sporty activities like free-climbing, kite-
surfing, mountain biking, skiing, golfing, wake-
boarding, playing tennis, squash or football.

INDUSTRY EVENT
NEW MUSIC WEST

On May 6, Canadian Recording Services and
the Warehouse Studio (Bryan Adams’ facility)
sponsored a producer/engineer workshop for
music conference New Music West. Of the many
participants, shown is Randy Staub presenting
a master mixer workshop in Studio 1, where he
focused on an engineer's mix role and showed
off some of his tricks. Other presenters includ-
ed Mike Fraser, Dave Ogilvie, Chris Potter and
Jeff Dawson.
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 MEDIATECH GROWS

The MediaTech Institute (www.mediatechinstitute.com), housed at the
Dallas Sound Lab, expanded its Las Colinas facilities to make room for
its new digital film and video arts studios. The studios will shoot for
the commercial film industry, but the institute also includes programs
designed to teach students how to make movies using high-definition
video. The $500,000, 7,500-square-foot facility includes an insert stage
with three studio cameras and a control room, edit rooms with two Avid

DS/Symphony Nitris systems and a post-production lab. Most of the
studio equipment was purchased from Houston’s KPRC.

CREATING MUSIC EXPO

Intel, Cakewalk and Microsoft hosted a listening panel at the ASCAP
Expa: I Create Music (April 19-21, 2007], focusing on what it takes to
make a well-produced and engineered demo. Titled “Audio Produc-
tion & Engineering Listening Panel,” the Intel/Cakewalk-sponsored
panel featured Grammy Award-winning producers and engineers who
critiqued actual demos and gave tips on how to make the best-possible
production. From left: moderator Carl Jacobson (Cakewalk marketing
director} and panelists Allen Sides (Ocean Way Studio}, Nathaniel Kun-
kel {Studio Without Walls), Terry Howard (engineer/producer}, Michael
Boddicker {composer/producer} and Benjamin Wright {producer/engi-

neer/songwriter).

INDUSTRY [ RN

Quentin Howard, chief executive of Digital One and president of the
WorldDMB Forum, has joined APT's (Belfast, Ireland) board of directors
in a non-executive capacity...New York City-based MusicBox hired Aaron
Davis as VP, licensing...New business unit manager for Beyerdynamic's
(Farmingdale, NY) pro audio division is Paul Froula...New face at Aviom
(West Chester, PA) is Michael J. McGinn, VP, sales and
marketing...Networking and storage solutions provider
Small Tree Communications (Oakdale, MN) appointed
Jeffrey D. Bipes to director of marketing and sales...
Digigram (Grenoble, France) new hires: Eric L. Rich-
ardson, director of strategic marketing, and James
b Ohana, solutions integration manager...Responsible
for a temtory comprising Texas, Oklahoma, Arkansas,
Mississippi and Louisiana is Terrence Becht, district

Quentin Howard
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Composers Cody Westheimer and
Julia Newmann have opened their
own recording/mixing facility,
New West Studios (L.A.,
newweststudios.com), which of-
fers two control rooms, a shared
live recording/instrument roomn
and a screening room. West-
heimer (The Runner, Innerstate,
Little People Big World) works
out of Studio C (IBL LSR4300 5.1
monitoring system, Auralex cus-
tom acoustic treatments), white
Newmann (Giving for Giving, Free-
dom Park) can be found in Studio
J (IBL LSR4300s).

www,

sales manager for Harris Corp.’s (Cincinnati) Radio Broadcast Systems business
unit...Sennheiser (Old Lyme, CN) welcomed Robby Scharf to its fold as Western
region market development manager, pro and MI products...Joe Fustolo is EAW's
(Whitinsville, MA) new manager of the company’s application support group...
Gepco (Des Plaines, IL) promoted Todd Harrington to Midwest regional manager;
the company also added a New York branch in Chestnut Ridge, N.Y....Distribu-
tion deals: Bosch Communications Systems (Burnsville, MN} announced ihat
Erikson Pro will no longer distribute its Dyracord line in Canada: Dolby Labs’
(San Francisco) Live Sound group added these distributors: Vari Internacional
SA de CV (Mexico City), Sotex Audio E Luz Ltda. (Brazil), Media Business
Solutions (Warsaw), R.K. International Pte. Ltd. (New Delhi} ard Samat Show
Technics Ltd. (Republic of Kazakhstan); Brauner Microphones’ (Rees, Germany)
new North American distributor is Network Pro Marketing (Corona, CA), which is
also handling Vovox Sound Conductors (Switzerland) in North America.
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FOR STUNNING
FIDELITY.

The ATM710 cardioid condenser
delivers exacting detail and
highest-fidelity vocal reproduction.
Ideal for stages with controlled
volume. Tailored for studio-quality
live performance.

FOR BLARING
STAGES

The ATM610 hypercardioid dynamic
microphone offers focused pickup.
reduced feedback and minimai
stage spill. 1t cuts through the
mix when vocals really need

to stand out.

THHE NEXT GENERATION IS HHIERE.

“J

FOR ULTIMATE
FEEDBACK
SUPPRESSION.

The ATM410 cardioid dynamic
delivers smooth, natural reproduction
in the face of hot stage monitors.
The perfect all-purpose
lead/backup vocal mic.

(»audiotechnica.

For detailed information on the all-new Artist Series, - o
always listening

visit www.audio-technica.com
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www.shure.com

Live Performance Mastery. Engineered to exacting standards, KSM9
unites the best of studio and stage. With its dual diaphragm design
and switchable polar patterns, KSM9 reveals nuance and subtlety in a
microphone optimized for the most demanding live environments.

The choice for the world’s most accomplished vocal performances.

SHURE

LEGENDARY
PERFORMANCE™
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MAKING SIX-STRINGS SING

BY KEVIN BECKA

Mix CONTINUES ITS SERIES “THE INSIDE TRACK,” A BIMONTHLY FEATURE IN WHICH
TECHNICAL EDITOR KEVIN BECKA EXPLORES THE CRAFT OF MIXING IN-DEPTH. EACH
INSTALLMENT TACKLES A DIFFERENT INSTRUMENT, FROM DRUMS TO GUITAR TO PIA-
NO TO VOCALS. WHETHER YOU'RE A STUDIO VETERAN OR JUST GETTING STARTED,

YOU’LL FIND SOMETHING HERE TO HELP

The words “signature” and “guitar” go hand in hand. Along
with a well-conceived and -played part, a well-crafted
mix draws the listener in and sells the tune, whether it's
country, R&B, pop, metal or jazz. To guarantee a good
mix, you have to take into account the interplay between
the guitars and the rest of the track. Is the guitar a lead
track carrying the melody? Is it more of a rhythm part in
a supporting role? Or is it intermittent, random ear candy,
weaving its way in and out as the tune progresses? The
first steps on the road to a great mix involve analyzing
your resources and formulating a good plan.

First, talk to the artist and creative team about di-
rection. Getting the creative team involved early in the
process can keep the mix on track from the beginning
and your clients happy in the end. Of course, the style of
music and the instrument itself will determine how you
will treat your tracks. For instance, you wouldn’t process
an acoustic bluegrass track in the same way you would
layered metal guitars.

In this feature, we'll talk about using panning, effects
and EQ to add dimension and shape tone. We'll also talk
about how a song’s tempo can change your processing
decisions, how to use compression (or not) and how
tube amps can be a delicious addition to your mix, even
after you record. As you read this feature, its important
to remember that a little goes along way—build your mix
incrementally and with taste.

TRADING SPACES

A guitar can be a pushy space-hogging customer, es-
pecially when you have many of them eating up areas
accupied by vocals, background vocals, keys and other
vital mix players. Guitars can even fight with each other
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TAKE YOUR TRACK TO THE NEXT LEVEL.

for bandwidth. A busy mix can comprise a strumming
stereo acoustic, a classical guitar doing fills, phasey guitar
fills that come in and out in key spots, and one or more
distorted guitars with random “wire choir” fills. This is an
extreme example, but the point is, if you have more than
one guitar in your mix and you’re trying to make each
one heard, then simply tweaking the tracks with EQ and
panning is not enough.

To give your guitar tracks extra “spatial” definition in
the mix, bring in. time-based effects such as ambience
and delays. One way to add dimension is to use delays
to increase the presence of your parts across the stereo
soundstage. Start by hard-panning dueling mono guitars
on either side of the stereo field and then double them
across the opposite side using a delay. This incremental
mixing step adds ambience without overpowering other
mix elements. It takes up far less overall stereo space
than sending each one to a stereo reverb, which would
quickly eat up valuable mix space by creating too wide
an image.

Because you're trying to add just a bit of the illusion
of space, set your feedback parameter to zero and add
between 40 and 80 milliseconds of delay time. Play with
the panning of the delays and guitars until you're satisfied
with the total stereo image. The guitars should be loud
enough to be heard, without stepping on the toes of other
important elements such as vocals and keyboards. Keep in
mind that if a player was recorded with effects, you may
have to complement those during the mix. For instance, if
the delays aren't as big as you'd like, then you may have
to add more. Don't overdo it by adding more frosting than
cake, though; sometimes feefing a part, rather than hearing
it, means it stands out enough.

ILLUSTRATION: CHUCK DAHMER
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What if you have four overlapping
stereo guitars? If the mix has a lot of ste-
reo information, then you can make one
or two key tracks stand out by adding a
slight doubling effect, which makes these
tracks louder by creating the illusion of
two parts. Use a harmonizing processor
that allows fine pitch and delay adjust-
ments, and bring up the pitch on the
left side by 4 or 5 cents (1/100th of a
semitone) and the right side down by a
similar amount. Then play with the delay
setting on each side, adding 8 to 12 ms
until you can feel the image jump out a
bit without really hearing the delay as a
double. Subtlety is the name of the game
here: The more your mix sounds open
and free of clogging eftects early on, the
more room you have for other subtle ef-
fects later on in the process.

‘VERB VIBE

Using reverb is the best way to create
ambience. When set up properly, it draws
the listener into a bigger “space” that's
pleasing to the ear. Keep in mind
that if you have numerous, multi-
layered parts. applying a plate reverb

or concert hall setting on everything
will only dull the image because all
the parts are painted with the same
sonic brush. Variety is the spice of
ambient life!

To keep supporting parts from
overpowering your lead track, treat
them with a shorter room with less
than one second of decay or slap
delays, thus keeping the listener’s at-
tention on what counts: the lead actor.
When it comes to your star guitar, go for
a longer plate reverb set to 1.5 1o 2.5 sec-
onds to draw the listener in and create a
unique ambience for the part. In this case,
using a reverb with a pre-delay setting will
make your guitar track more prominent in
the mix because the drier signal appears
closer to the listener. The pre-delay setting
adjusts the time between the initial dry
attack and when the reverb starts. Note
that the faster the song, the less pre-delay
you can get away with because it will have
the effect of tripping over itself. But on a
slower tempo and especiatly on a sparsely
played part, there is plenty of room for
more pre-delay. On a ballad, start at 120
ms or so and trim it back if the delay is
100 long. On a faster tempo, start at 80 ms
and take it down or up by using your ear
to discern if the part has a lot of repeated
notes that are getting confusing.

The reverb's room-size adjustment—in
milliseconds, meters or feet—is just one
way of adjusting the apparent size of your
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space. If the part is sparse (with long rests
in between notes), then increase your
room size and use the reverb's return to
lower the volume of the effect in the mix.
This way, the reverh decay will span over
the open spots (rests) and be present with-
out overpowering,

THE ULTIMATE PLUG-IN?

In the past 40 years, no matter who has
been the rock guitar dier du jour, making
guitars sound big and unique has been
the consistent goal of tracking and mix
engineers. A critical step in creating an ef-
fective guitar-heavy mix is recognizing that
guitars are moving air—the instrument is
going through an amp and not some kind
of freeze-dried emulator or “amp in a box.”
With all due respect to emulators (they do
have their place, as you'll see). there’s noth-
ing like the nuance and individuality you
can get out of a completely tweaked tube
guitar amp going through a speaker. (That's

not to say that a solid-state amp is bad, but
let’s just say a tube amp is true whipped
cream, as opposed to Cool Whip.)

If youre on a budget. you can intro-
duce this kind of power and personality
after you record by reamplifying. This is
a great way to maximize your budget and
studio time by getting the parts right at
home, and then mixing your tracks in a
studio, where you can blaze till dawn and
not wake the neighbors. During tracking,
use an emulator as your guide track while
recording a clean DI feed to another track
for reamplifying. Then. when you mix.
you can add flavor by using amps from
Krank, Mesa Boogie, Fender, Marshall,
Bogner, Engel. Framus and Brunetti to
move some serious air and take you well
beyond what an emulator can provide.

For maximum use of your time, use a
splitter such as the Little Labs Redeye or the
Smart Research Smart Guitar DI to get your
signal out to more than one amp at a time.

DEATH TO SQUEAKY
One of the most an-
noying problems you'll

encounter when mixing
| acoustic guitars is the
squeaking of strings as
a players hand draws
up and down the neck
between chords. It can
ruin the focus of the
song and become some-
thing you can't get rid
of—the audio equiva-
lent of gum on your
shoe. There are some
solutions to this prob-
lem. For starters, try

ducking the squeaks with automated fader
moves. Make a manual move as the track plays
with the fader's automation mode in Write. If
you're working in a DAW, then use a physical
fader to make your moves; a mouse makes it
difficult to react quickly and return the fader
to the proper position. If you're mixing with
a mouse, call up the volume graph on your
waveform and draw in your volume dips where
the squeaks are happening.

Automating an EQ plug-in is another pow-
erful option when trying to eradicate random
squeaks. First, loop playback on a problematic
section and find the frequency of the annoying
squeak by boosting a band set at a narrow Q
(try a setting of 10 to 15) until the squeaky
offender is more apparent. Then automate the
gain on the offending frequency so you can
quickly pull it out when the squeak occurs.
Let's say that you first write the gain at zero

O4 Paragraphic Equalizer

Zeraing in an an annaying squeak using the Waves Q4 EQ

for an entire song; when you put the fader
in Touch-Write mode and let go of the fader,
it will snap back after your move, ensuring
a smooth transition back to your original
volume. This EQ method is a bit less intrusive
than the method mentioned above because
you're not ducking the entire track to get rid
of the squeak, just a part of the spectrum that
offends. If string noise is still too intrusive,
then try adjusting the Q setting until you're
removing only the squeak and not so much of
the surrounding spectral info.

If none of these options work, then zoom
down to the sample level and draw out the
squeak with the pencil tool. Remember that
this is destructive editing, so don't paint
yourself into a corner. As always, when making
permanent audio decisions, having a duplicate
copy of your session is good insurance.

—Kevin Becka
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When you are ready to take
the next step, we’ll be there

Cakewalk is a company founded and run by musicians with the
mission to help you succeed.

We believe the best way to do that is to provide innovative, creative
tools that make a real difference in your music production experience.
So when you’re ready to take the next step, you can focus on what
matters most, your music...and we’ll take care of the rest.

Works with
... Windows
.*. Vistam

We’re happy to announce that in 2007, Cakewalk’s 20th anniversary,

the entire SONAR line, Cakewalk Instruments, and Project5 now support
Windows Vista. So when you’re ready for Vista...we’'ll be there. Visit
www.cakewalk.com/Vista to learn everything you need to know about
music creation on this emerging operating system.

'World Radio Histo
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If youre a tweaker, then experi-
ment with different tubes to change
your tone. (Check out the Tube Store
full

description and list of tubes.) Also, be

at www.thetubestore.com for a

sure that your tube amp is properly
biased for maximum tube life and per-
formance. Lastly, when reamplifying,
use a variety of mics on the cabinet
for flavor. (See “Adding Flavor in the
Tracking Room” sidebar to the right.)

TIME TO TONE UP

Having the guitars properly EQ'd can
make a dull track vibrant. Never make EQ
decisions with the track isolated—this is
like groping in the dark. Have the guitar
in the mix at a level you feel is comfort-
able to see how it's competing with the
other mix elements. For big, speedy and
distorted parts that sustain throughout a
track and eat up a lot of mix room, get
a more powerful, punchy and present
guitar sound by semoving some high end
(7 to 8 kHz and above) so the midrange
and lows are more prominent. Because a
guitar shares this crucial bandwidth with
s0 many competing elements, removing
some of this information makes space for
the other tracks to shine through.

As a general rule, guitar “punch” is at
100 to 200 Hz, whereas bite or more cut-
ting tone is between 3 and 5 kHz, and the
sheen or “air™ is from 10 to 15 kHz. These
frequencies work well for acoustic and
electric guitars. On an up-front finger-
picked acoustic guitar track, only limited
presence boost can be achieved through
panning and levels. To make the track cut
through, experiment with the frequency
ranges mentioned above.

For instance. some producers like to
have the acoustic guitar track married

BEFORE YOU MIX

ADDING FLAVOR IN THE TRACKING ROOM

From the start, your audio project has to be
recorded and conceived with the end product in
mind. It's an old cliché, but expecting someone
to “fix it in the mix" is simply being lazy. When
tracking guitars, err on the side of giving the
next engineer in the chain more than they
need. This means using a few different mics to
capture the tracked sound by employing more
than one mic and taking advantage of your
natural surroundings.

For instance, when recording a guitar amp,
don't just box the amp in a corner, but place
it in a space where you can take advantage of
your room’s acoustics. Your space may involve
two rooms or a hallway if you're recording at
home, or opening an iso booth and putting up
a mic in the “big room” if you're at a proper
recording studio.

When choosing your transducers, put up an
array of mic choices. Options may include a close
mic or two, a mic placed about five feet back
and another 10 to 12 feet back. Add even more
color by using an omni mic in the room to pick
up more ambience. When mixing. the engineer
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A SIDE OF COMPRESSION, PLEASE

Here's a great tip that's mainly for electric
guitar, but you might want to try it on acoustic
guitar, as well. To keep a signal sounding full
in the mix without feeling overcompressed,
use a compressor on a duplicate of the track.
This trick is as simple as multing the signal to
another channel if you're in the analog world,
or copying the track to a second channel in your
DAW and instantiating a compressor plug-in on
the duplicate. Knowing the effect you're going
for is important here. Is fullness your goal? If
s0, use a 4:1 ratio and set the balance between
the compressed and uncompressed guitars so
that the uncompressed guitar is more promi-
nent. Think of it as a wet/dry mix like a reverb
where the original “dry” signal is predominant.

www.mixonline.com

with the hi-hat; if so, add that 10 to 13kHz
sheen until the parts meld together. Also,
be sure not to remove oo much low end
in a boomy track—this can suck the life
out of the instrument. To maintain clarity,
remove 2 to 3 dB of midrange around 300
to 500 Hz by using a notch filter with a
narrow Q. (Try a setting of 10 to 15))
There are no hard and fast Q numbers
to go by here; use your ears as the final
arbiters of what works. Another useful
tool is a mild highpass filter. Start at
50 Hz at 12 dB or less per octave. Start
moving up in Hz value and listen to the
way it affects the guitar's presence in the

Bring up the apparent loudness of the track in
the mix by combining more of the compressed
signal with the original.

If you want a flatly compressed (crushed)
sound, then go for an 8:1 ratio or higher on
the compressor and make it more prominent by
bringing up this track higher than the original
in the mix. On an acoustic guitar, if you need
to tame an especially dynamic part, try a com-
pressor that has some warmth to it, such as the
Empirical Labs Fatso, Universal Audio LA-2A or
the Retro Sta-Level. That way, if a note sticks out
because it was picked too hard, the compressor
will rein that in and add some pleasing harmonic
distortion, as well as soften the attack and re-
lease transients.

—Kevin Becka

can take or leave the extra info to add some
extra zip to the final product. Don't be afraid to
add a DI on a dedicated track to give the mix
engineer the option of reamplifying or just add-
ing some bite and twang to the overall sound.
Using mics with different frequency and
transient responses will bring a variety of
sonic characteristics that will make the mix
more interesting. Think of it as adding differ-
ent colors to a painting: You wouldn't paint a
tree with just blue paint and a roller because
you get more nuance by using varied brush
strokes and colors. For instance, a moving-coil
dynamic (such as the venerable Shure SM57)
coupled with a ribbon (such as a Royer R-121
or AEA R84) can add a variety of colors to your
recording. The dynamic imparts midrange grit
while the ribbon’s lazy transient response can
round out the edges, creating an interesting
aural cocktail. Keep in mind that placing the
paired mics is critical to achieving a phase-
aligned outcome, so be sure to measure the
distance of your mics exactly to the inch.
—Kevin Becka

mix. Watch out, though: This technique
can sometimes make the guitar sound
thin because you're removing frequencies
that are in the same range where desir-
able instrument traits reside. The trick is
to spend as much time as you need and
combine u few different techniques to get
the job done.

It your boominess problem is spotty,
one solution could be to automate a band
of EQ that you only use when the boom
is more pronounced. Find the offending
range of frequencies by raising the gain
on a single band of EQ, once again us-
ing a narrow Q. Once you've isolated the
problem area, write the gain at zero for the
entire song. This way, when you put the
fader in Touch mode to remove the band
at problem points, the fader will jump
back to your zero level,

BEING A FADER JOCKEY

A mix is like a living, breathing thing,
and boosting various elements through
automated fader moves draws the lis-
tener’s attention to important moments
as they occur. When a hook or a par-
ticularly catchy lick comes up, even if it
only happens once, bring up the volume
to keep the mix interesting. The in-
verse—dropping some parts—can have
the eftect of making other tracks louder.
For instance, just because you have 15
guitar tracks playing throughout an en-
tire song doesn’t mean that they all have



to be present in the mix all of the time.
Try building your mix by omitting some
key parts until the song changes to the
bridge or chorus. Or remove an element
altogether in the second verse to make
the melody more prominent, and then
bring back even more layers on the next
"B section,

Keep in mind that reverb and time-
based cffects can also be dynamic. Ride
the sends or returns to bring out more
or take back reverb and effects that can
accentuate a section of the song. Riding
these elements gives the mix a fresh and
dynamic feel that keeps the listener inter-
ested from beginning to end.

Before you put the track to bed, its
always a good idea to hear your mix on
ather systems to see if the decisions you've
made translate well. Use your car system, a

Using reverb is the best way
to create ambience.
When set up properly,
it draws the listener
into a bigger “space” that's
pleasing to the ear.
But keep in mind that
if you have numerous,
multilayered parts, variety is

the spice of ambient life!

hoom box or even an iPod to evaluate the
balance and overall dynamic consistency
of the mix. as well as to listen for that
squeak or bad edit you simply didn't hear
on your system. Headphones can also give
vou a perspective that you don't get from
speakers because the transducers are right
on your ears and the mix is unaffected by
the room.

Mixing guitars is like being a tour di-
rector: You point out a song's high points
to the listener by drawing attention to its
ingredients through tone, fader moves, ef-
fects and compression. By using the tools
and techniques mentioned, you're on your
way to solving even the most difficult and
busicest of sonic puzzles. ]

Mix technical editor Kevin Becka thanks Jeff
Balding, Will Solares and Darve Zeberayee
JSor their belp with this featire.

Today’s PA system requirements demand superior
sound to accompany advanced lighting and staging
techniques. Trust Lectrosonics and their Venue
Modular Receiver to deliver the sound, with rock
solid RF performance.

Raise Your
Wireless
Standards

The Venue UHF system operates with Digital Hybrid
Wireless™ transmitters, and a variety of analog
transmitters. The receiver uses a host assembly
that Includes:

* Six channels in a single rack space

* Built-in antenna multicoupler

» Computer interface included with USB

and RS-232 ports
* Compandoriess Digital Hybrid Wireless™

LECTROSONICS technology
Sl

For more information, call Location Sound Corp., an authorized Lectrosonics dealer:
(818) 980-9891 or outside CA at (8D0) 228-4429
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SOUND CORP

SERVING THE PROFESSIONAL AUDIO INDUSTRY FOR OVER 25 YEARS.
www.locationsound.com
SALES * RENTALSERVICE

Location Sound is a
supptier of
professional audio
and communications
solutions for film,
video, broadcast,
business, institutional
and recording
applications.
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ExperienceTHE WORLD’s
LOWEST PRICES:

EVERY MAJOR BRAND IN STOCK!

Recording Equipment * Sound Systems ¢ Keyboards ¢ Synthesizers
Samplers * Guitars * Amps * Drums ¢ Software * Accessories

West LA. Music’s Don Griffin with
George Duke

West LA. Music's Mork Spiwak
with Frank Sinatra Jr.

Edgar Winter with
West LA, Music’s Mark Spiwok

- {3 )
v O¥h
Earth, Wind, & Fire’s Philip

Bailey with West LA."s Noel Gould

West LA, Music’s Mork Spiwok

with Warren Zevon with Sinbad

Shop Where the Pros Shop ¢ Call Us Today!

ﬂ\\\\' West L.A. Music

West Los Angeles (310) 477-1945 » Universal City (323) 845-1145
Fax (310) 477-2476 * sales@westlamusic.com

We will beat any price from any authorized stocking dealer anywhere in the United States.
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THE LATEST IN HANDHELD VOCAL MICS

28 MIN. ARV

ne ol the most crucial aspects of nearly

any live performance is the lead singer.
Secking musical perfection. other bandmembers
spend thousands on their keybouard/drum: guitas
bass rigs. Yet there’s a certain irony thai—far 100
often—vocalists will grub whatever is handed 10
them before they hit the stage. And even with all
eyes on the singer in the spotlight, the need for
maiching a performer’s vocal timbre and style to
just the right mic that complements that particular
voice is essentiil. The time and money spent in
mic selection 1o improve a vocalist's sonic signa-
ture is an investment that should at least be as

important as picking hi-hat cymbals for the tour.

wwe.mixonline.com

Fortunately, there isn’t a live sound enginecr
on the planct who hasn’t spent countless hours
auditioning every vocal mic available in search of
that perfect blend of response, sensitivity, pattern
control and resistance o0 feedback. Today's latest
handheld vocal mics not only offer studio-quality
response and superior rejection. but also. in some
cases, provide quality rivaling their studio record
ing siblings. It youre in the market for a nearly
indestructible, road warrior—grade dynamic or a
high-end condenser for the ultimate in diva-qual-
ity response. there has never been a better time to
go shopping. All mics featured in this article have

debuted in the past 18 months.



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

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

- Bruce Swedien

“I 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 fast

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!

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? : 9. 800-935-MYGC
Contact your local GC Pro Account Manager for N

more information or to schedule a private demo.
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Recently, AKG (www.akg.com) added
three new vocal handhelds to its line of
performance mics. The D5 ($160) dynamic
features the company’s patented Laminate
Varimotion diaphragm, neodymium-iron-
boron magnet and a supercardioid pattern
for excellent bleed and feedback rejection.
The mic has a stated frequency response of
70 to 20k Hz. A double shock-mount mini-
mizes handling noise.

The C5 ($299) is a hard-wired cardioid
condenser featuring a 24-carat, gold-plated
transducer. The mic is designed to help
vocals cut through dense mixes, and fea-

The AKG C5

features the

company’s

Presence Boost
| adapter.

tures AKG’s Presence Boost adapter, which
adds a 5dB boost from 4 to 8 kHz. The C5
boasts a frequency response of 65 to 20k
Hz, handles SPLs as high as 140 dB and
includes a double shock-mount to minimize
handling noise.

For female vocalists, AKG offers the new
Elle C (price TBA). Similar to the C5, the Elle
C features a tailored frequency response of
60 to 20k Hz and a slim, low-profile design.
It also comes with the company’s Presence
Boost adapter pre-installed. The mic is avail-
able in white and silver finishes.

The latest additions to the Apex (www.
apex.com) line include the Apex115 (§159),
a hypercardioid handheld condenser, and
the Apex381 ($109) dynamic. The phan-
tom-powered 115 features an electret con-
denser design. The mic boasts a stated
frequency response of 70 to 18k Hz and
a signal-to-noise matio of 65 dB. The 115's
low-frequency roll-off is designed to mini-
mize proximity effect. Internal dampening
ensures minimal handling noise, and the
hypercardioid design delivers maximum off-

30 MIX, July 2007  www.mixonline.com

axis rejection. The 381 is a low-impedance,
handheld dynamic’that is built around a
high-energy, neodymium magnet; a double-
dome diaphragm; and an aluminum-alloy
voice coil. The mic also features an internal
double shock-mount to minimize plosives
and excessive handling noise, a rugged
heat-treated grille and the company’s new
“leather feel” grip for easier handling.
Audio-Technica’s (www.audio-technica
com) new AT2010 ($169) delivers the
essential components of the company’s
AT2020 studio condenser in a road-worthy,

Avudio-Technica phantom-powered AT2010

handheld design. Featuring the same 16mm
low-mass diaphragm as its studio sibling,
the phantom-powered 2010 boasts a flat
frequency response of 40 to 20k Hz and a
dynamic range of 133 dB. It can handle SPLs
as high as 136 dB. The 2010 is intended for
lead vocals, and the fixed-cardioid pattern
provides excellent side and rear rejection.
Rounding out Audix’s (www.audixusa
.com) line of mics is the new VX-5 ($299).
Designed for a wide array of live and stu-
dio applications, the VX-5 is a supercardi-
oid condenser. The mic features a 14mm
gold-vapor diaphragm, a -10dB pad, a

Avdix VX-5

bass roll-off filter and a ported steel-mesh
screen. The VX-5 can handle SPLs as high
as 144 dB and is capable of rejecting up to
20 dB of ambient noise. According to the
company, the mic is intended for use on
everything from lead vocals and acoustic
instruments to guitars cabinets and drum
overheads.

German manufacturer Beyerdynamic
(www.beyerdynamic.com) has added two
new products to its collection of live vo-
cal mics: the Opus 89 ($299) and TG-X
48 ($124). The 89 is a hypercardioid dy-
namic that uses a neodymium magnet. It
also boasts an internal pop filter and is

Beyerdynamic Opus 89 hypercardioid dynamic

designed to fight handling noise. The bud-
get-oriented 48 brings together a number
of elements from the company’s higher-
end products. Featuring an internal pop
screen, hypercardioid polar pattern and a
soft lacquer finish, the ruggedly designed
48 is intended to deliver years of worry-free
performance.

Nashville-based Equation Audio (www.
equationaudio.com) expands its Domin-
ion Series of live performance mics with
the DS-V10 and DS-V9. The DS-V10 has
a supercardioid dynamic capsule with a
high-output neodymium magnet structure.
The $179 (retail) mic features a 40 to 175k
Hz response, 140dB SPL handling and a
hardened steel grille over a multistage plo-
sive/pop filter. The electret condenser DS-V9
model features max SPL handling of 129
dB, a multpoint internal shock-mount for
its mid-diameter, graded cardioid capsule, a
low-noise head amplifier and a 30 to 18k Hz




Equatian Audia DS-V10 with supercardiaid capsule

response. List is $199.

The PR 20 (S179) trom Heil (wwaw heil
sound.cony is an all-around live dynamic
with an emphasis on lead vocals and snare
drums. This mic teatures a frequency re-
spense of 50 to 18Kk Hz (with a 3dB bump
at +5 kHz) and 30 dB of oft-axis rejec
ton. It is built around a special magnet
structure and T¥-inch aluminum low-mass
voice coil. The dvnamic clement is built
into a shock-mounting svstem that deliv
ers low handling noise. The PR 20 is also
designed to deliver minimized proxinity
eflect and the ability 10 handle extreme
SPLs. The standard-cedition PR 20 features

The Heil PR 20 is aimed at miking lead vocal/snare.

a matte-black finish and heavy sieel con-
struction. More ‘astidious users can opt for
the Pink Pearl 200 Red Pearl 20 or White
Pearl 20 (cach S210. which all ofter the
same components as the PR 20 but in
pink. red or white finishes. All feature a
fixed-cardioid pattern and include three

e
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Get more with the push of a button.
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During July 2007, get up to $500in
Free Cables with a new Aurora and

If you're looking for coloration an AES16 or LT-HD. See your

from an Aurora Converter retailer for detalls.

This is the only
way you're going to getit.

When we designed the Aurora 16 and Aurora 8 AD/DA converters, we had a simple goal. Converters with
clear, pristine, open sound and no coloration or artifacts. We wanted you to be able to get the identical
audio out of Aurora converters that you put into them. From what we have heard from you and the major
magazines, that’s what we have accomplished.

Aurora includes no compression, no limiting, no equalization. No coloration. Why?

First, if you want or need coloration, you already have that handled. You have carefully selected your
signal processing, which you can add to the signal chain at any point you like, or leave it out altogether.

Second, how would we know what processing would fit your needs and your tastes? We could nail it for
our tastes and for a few of our friends, and completely miss what you want.

Third, we wanted to build the best possible AD/DA converter — period, not a converter/signal
processor/preamp/exciter. Adding these functions would add the price of Aurora, for features you may not
want or need.

Instead we packed in features such as our exclusive SynchroLock™ word clock, LSlot expansion port for
optional Interfaces, and exclusive remote control options into a single rack space format. And, most impor-
tantly, world-class audio quality that rivals converters costing many times the price.

Aurora 8 and Aurora 16 from Lynx Studio Technology. We'll handle the conversion and leave the coloring
up to you.

Ly/}v}g
p STUDIO

TECHNOLOGY
www.lynxstudio.com/auroral
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microphone screens (of varying colors)
and a foam windscreen.

The Heil Handi Mic Pro Plus ($110)
checks in at a diminutive four inches,
yet is anything but short in the features
department. Featuring a cardioid pattern,
this dynamic boasts a frequency response
of 50 to 18k Hz (with a 3dB bump at 4.5
kHz) and 30 dB of off-axis rejection. Its
small footprint makes it useful for close-
miking drums and cabinets, in addition to
use on lead vocals. The mic ships with a
wall-mount, a %-inch mic clip and a foam
windscreen.

Although not strictly a vocal mic,
Nady’s (www.nady.com) VHM-7 ($149.95)
is the perfect solution for harmonica play-

Nady’s VHM-7 lets the user adjust volume level.

ers or vocalists who desire a secondary
mic channel with a gritty, overdriven tone.
This cardioid dynamic features an innova-
tion volume control that allows users to
adjust the level with virtually no risk of
feedback. And for additional flexibility,
the VHM-7 can be plugged into an amp or
a standard vocal channel. Engineered by
Bushman Music Works and distributed by
Nady, the VHM-7 features a retro-chrome
finish.

Similar to the original KK 104/105 S,
the cardioid/supercardioid KK 105 HD
from Neumann (www.neumannusa.com)
brings together the KK 105 capsule with
Sennheiser’s SKM 5000 N wireless tech-
nology. The mic borrows heavily from the
venerable KMS Series of wired mics and
features the same low-handling noise, ex-
cellent rejection and tonal characteristics.
The stated frequency response is 80 to
20k Hz. And like the KK 105 S, the HD
includes a nylon pouch designed to carry
the capsule, transmitter, batteries and
other necessary accessories. Also available
from Neumann is the new KMS 104 ($849)

MPATHX.coM
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BBE Sonic Maximizer and
3-way Crossover...
Two processors, one great unit.
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condenser, which is a cardioid version
of the KSM 105 and features an internal,
elastic shock-mount design.

Blurring the line between studio and
stage, the SE Electronics (www.seclectronics
com) H1 (8299) delivers the attributes of
both a true studio condenser and a road-
worthy handheld. Featuring a handerafted
gold diaphragm, an internal shock-mount
and a five-layer wind/pop screen, the HI is
designed to handie it all. A specially ilored

response minimizes proximity  effect, and
Neumonn’s cordioid KSM 104 the mic can handle SPLs as high as 145 dB for

SE Electronics’ H1 is geared for studio ond live use.

even the loudest live sound applications.

Engineers using the Sennheiser (swww.
POR I ABLI ;, AU DIO MIXING sennheiser usa.com) 5000 Series of wire
less mics now have another capsule at their

LiveMix
e

o

_—cﬂ—
ROOLLS MiniMix ./v

Sennheiser’s MD 5235 is based on the 935 mic.

disposal. The new MI) 5235 (price TBA) is
Rolls makes a variety of battery powered mixers to accommodate most any portable audio a cardioid dynamic based on the 935 vocal
application. From live remote radio broadcasts to professional video recording, a Rolls

. o mic and is designed for vocal applications
mixer will fit the need.

on very loud stages. The capsules en
hanced rejection characteristics and punchy
response make it especially suited to rock
and pop acts that use a lot of guitar and

The MX56¢c MiniMix A/V mixes a microphone with two stereo line inputs
and a single mono line input. Individual line level and mic level outputs are

provided. monitor cabinets. Available in black or silver

finishes, the MD 5235 is the ninth available
The MX34 LiveMix features two mic inputs, switchable phantom power, pan capsule for the 5000 Series and is compat-
controls, and phone outputs designed to connect directly to most video cameras ible with the SKM 3000, SKM 5000 N and
- or any line input. SKM 5200.

Another offering  that delivers  studio

The MX54s ProMix Plus and MX124 ProMix 1V each feature XLR mic grade condenser technology in a handheld

inputs, switchable phantom power and low-cut filters, pan controls, phone out- design is the KSM9 ($850) from  Shure
puts, and transformer-balanced XLR outputs. The MX54s has three mic inputs, (www.shure.com). The mic features a dual-
the MX124 has four. diaphragm design  (¥%-inch, gold-layered

Mylar) for higher gain before  feedback,

. switchable cardioid or supercardioid  pat-
For complete info on these and all Rolls products, check T ,l i off f
out our website: www.rolls.com. terns, and minimized proximity effect. Stat-

ed frequency response is 50 to 20k Hz, and

All Rolls mixers are manufactured in the U.S.A. S;?ikioéryausgvgﬁb the KSM9 can handle SPLs as high as 153
(801) 263-9053 - FA'X (801) 263-9068 dB. Adding to the mic's smooth response is
We've got SOlnething for the jOb. www.rolls.com its Class-A, transformerless preamp circuitry.

And to minimize handling noise, the KSM9
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The Shure KSM9 features a dual-diaphragm design.

features o propriclary two-stage internal
shock-mount.

Violet's  (wwhwvioletaudio.com)  Pearl
(56069) and Grand Pearl ($749) are me
dium- and large-diaphragm cardioid cond
ersers, respectively, that include copious
internal  shock-mounting, making them
suitable tor handheld vocal applications
and a wide range ol live and studio mik
ing duties. The Pearl features a 17mm,
gold-sputtered Mylar capsule; o multilayer

Violet Pear| medium-diaphragm cardioid condenser

brass-mesh grille: Class-A, fully discrete.
transformerless electronics; and 1wo in
ternal shock-mounts. The Grand Pearl ups
the ante with a 26mm diaphragm. Both
mics have a stated frequency response of
2010 20k Hz. The Pearl can handle SPLs as
high as 140 dB, and the Grand Pearl 1ops
out us 136 dB3. u

Robert Heanson s a former editor al Mix
cited Remix. When he's not watching the siun
come up in San Francisco andd wondering
where all of bis cash went. be works for the
Internet and manages 1o sit down in bis stie
dio. at least once a week. and contemplate
Depeche Mode.
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MaxCom actually reveals sonic
details lost with ordinary compressors.

bbesound.com
5381 Production Drive * Huntington Beach. CA 92649 ¢ 714-897-6766
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» 7000 Joules

» Reduce Noise, Heat & Waste

» Firmware & Software Upgrades

SnZARTRAGK"'

& PATHX

“ »WE CONNECT

MPATHX.coM

(316)262-8788

www.mixonlive.com o July 2007 MIX 35



PUSHING THE LIMITS OF

Native Processint

CAN MULTICORE MACHINES
RIVAL HARDWARE-BASED DAWS?

By Tony Nunes

omputers effortlessly handle

most of the the basic demands

in our lives without breaking a
sweat. Yet when it comes to DSP-inten-
sive audiv apps, native systems haven’t
been able to compete with the power
and spee] of hardware-based DAWSs. But
CPUs have reached whole new levels
of performance with such new proces-
sors as AMD’s Barcelona quad-core and
Intel's Core 2 quad processors. In fact,
at press time, Apple announced a mon-
ster Mac Pro with twin quad-core Intel
Xeons. With these advancements, most
native DAWs fitted with a few gigs of
RAM and a dedicated audio drive should
be able to: perform quite well during ses-
sions with high sample rates, hefty plug-
in loads and high track counts.

Before native systems can be ac-
cepted as real-world contenders in the
studio, they must perform as well as
hardware-based systems. Tracking ses-
sions need to flow. If a system fails in
the middle of a perfect take, it's frus-
trating to both engineer and artist. If
rebooling is necessary, it breaks a
session’s stride. Latency prob-
lems can destroy the entire
feel of a performance. An-

other issue is compatibility:
Are third-party products and
developers truly ready for
prime-time? In search of some
answers, we put a multicore na-
tive system to the test.

THE CENTER OF ATTENTION
Our wok flow revolved
PCAudiolabs machine running Win-
dows XP Professional with Service

around a
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Pack 2 installed. Everything within the
four-rackspace case was acoustically
treated for a hushed environment. Two
dual-core AMD Opteron 280 processors
operating at 2.42 GHz and a front-side
bus running at 1,000 MHz powered
the heart of the computer. The AMD
machine was fitted with a generous
3 GB of DDR400 RAM, and storage
included an 80GB SATA drive housing
the OS and a 300GB SATA data (audio)
drive configured in a RAID 0 fashion for
speed and throughput.

To me, record production at 44.1/48
kHz is passé; at higher sample rates of
88.2 kHz and above, there is a definite
sonic improvement. So for the session
and to push the system twice as hard,
I required high sample rates and A/D
conversion for 16 analog inputs and
/A for six analog outs, which included
the feed for the control room moni-
tor mix and four outputs to feed the
cue mixes. My lirst choice was Mytek
Digital’s 8x192 ADD/DA with the optional
FireWire interface. Unfortunately, its
drivers for the FireWire platform were
still under development, but Mytek
would strive to have them ready in time
for the sessions.

I also planned on using two MOTU
828mklls for other sessions, but my
initial tests exposed some clocking er-
rors within the FireWire setup. I couldn't
daisy-chain two units together without
experiencing digital snats due to clock-
ing problems. As a remedy, I tried run-
ning the two 828mklis from two inde-
pendent FireWire ports but experienced
the same issucs. Research led me to a
concern about the Windows XP Service

Pack 2 installation caus-
ing a substantial performance decrease
within the FireWire bus. [ needed Ser-
vice Pack 2 installed for other applica-
tions on my computer, so I tried install-
ing the update but still experienced the
same issues. Because MOTU units clock
their devices through the FireWire bus, I
believe that the FireWire instability was
due to controller chip-set compatibility.
Checking Windows’ Device Manager
revealed that my computer was using
Texas Instruments and VIA chip sets. A
phone call to MOTU and a time crunch
led me to use one of its PCI-424 cards
with a MOTU 24I/0O audio interface.
This setup would more than suffice with
24 simultaneous analog inputs and out-
puts, including support up 10 96 kHz.
With the session date closing in,
Mytek acknowledged that its FireWire
drivers were not perfected. As a fan of
Mytek converters, I still intended to use
the company’s 8x192 as my AD/DA but
would have to use a different interface.
Mytek supplied me with an excellent
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Native Processing

RME HDSP AES-32 PCL card

SESSION SETUP

providing 16 AES/EBU 1/Os
with support for up to 192 kHz
at full channel count. AES/EBU
connections were via two 25-
pin D-Sub connectors accom-
panied by BNC connections for
word clock I/O. MIDI connec-
tions were available through a
supplied breakout cable. The
updated setup now included
two Mytek 8x192s as my AD/
DA and the RME HDSP AES-32
as the audio interface.

I needed a proven Windows
DAW that would work with
any interface. After reviewing
Cakewalk’s SONAR 6 Producer
Edition for Mix's April 2007
issue and being thoroughly im-
pressed by it, 1 selected it for

Ampeg
Porta Bass 800
SSL AWS 900+

Shure SM57

N W

G111 1 0110 B

Royer SF-24
{one side}

DI output

Little Labs
Multi Z PIP

] 160irECtOUtS i
to Myteks

(2} Mytek
8X192 ADDA
{providing clock
for entire rig)

I

= e L) \

..—- ~ : ==a) ‘:;g |

Furman HR-6 PC Audiolabs AMD with
1o players with one stereo RME HD AES32 card
and two mono cue feeds

the tests, SONAR features a 64-
bit double-precision, floating-
point engine, multicore proces-
sor integration, ACT (Active
Controller Technology, dynamic re-map-
ping of MIDI controls), AudioSnap audio
quantizing and surround support. It's worth
mentioning that I ran the Version 6.2 up-
date, which made SONAR the first DAW to
natively support Windows Vista.

Along with SONAR'’s abundant plug-ins,
we added Audio Ease’s Altiverb V. 6 convo-
lution reverb. Altiverb 6 includes a quality
sample library of real spaces, including
everything from cars to cathedrals. It sup-
ports sample rates up to 384 kHz and is
compatible with plug-in formats including
RTAS, VST, Audio Units, MAS and Audio-
Suite. The plug-in roster also included the
PSP VintageWarmer 2, which uses 64-bit
floating precision and supports  sample
rates up to 192 kHz. SONAR’s Lexicon
Pantheon Reverb and the VC-04 Vintage
Channel—which essentially is the Kjaerhus
Golden Channel re-skinned and optimized
for SONAR’s 64-bit processing engine, in-
cluding a gate, a de-esser and dual stages of
compression and EQ—were also in use.

DOING THE BUFFER DANCE

The session was tracked in the Conserva
tory of Recording Arts and Sciences’ Studio
D; an SSL AWS 900+ was in for a short
visit, and 1 welcomed it as the front end for
mic inputs. The signal flow included the
SSL providing the mic pre's directly to the
Mytek converters, which then connected
digitally to the RME PCI card via AES/EBU
for busing into SONAR. Output was simply
through the RME card back to the Mytek
38
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units for /A conversion directly into the
room’s M&K monitoring and cue system.
The Mytek 8x192 AD/DA served as the
master ¢lock for the room, connecting to
the RME HDSP AES-32 via a BNC connec-
tion. I began by launching a preconfigured
24-bit/88.2kHz session  template, which
included all of the input/output routing.
Building a4 cue mix and adjusting levels
within SONAR was a breeze.

As my goal was to keep latency to a
minimum and access to 16 inputs, [ wanted
to use all of them simultaneously to test
the system. I started oft with a buffer set to
128 samples, and the musicians reassured
me that the latency at 128 (equivalent to 3
ms) was not noticeable. [ recorded 16 tracks
while feeding monitors and cues for four
minutes without any issues. The meters
within SONAR reflected a 24-percent CPU
usage and disk usage at 5 percent. (Grant-
ed, no plug-ins were inserted.) Playback
confirmed the absence of digital oddities
and the take sounded superb. The SSL,
Mytek converters and SONAR were a great
sonic combination: The top end was excel-
lent, and the drums sounded better than 1
had ever heard them sound in that room.

For the next take, I tricd my luck with
lowering the buffer to 64 samples while
tracking at 88.2 kHz. Instantly, 1 experi-
enced monitoring quirks with digital pops
and glitches. To say the least, the musicians
didn't appreciate hearing this in their cans,
so I went to plan B: I increased the buffer
to 128 samples and started adding plug-ins.
I set up an aux track and loaded an instance

The studio configuration centered around a PC Audiolabs custom rackmount AMD-powered computer (bottom right).

of Altiverb 6 with its EMT 140 plate emula-
tion. After doing so, the snatting returned.
Increasing the buffer to 256 samples solved
the problem and T was able to record an-
other smooth, glitch-free take.

For the last take, I retained the 256 buffer
setting and, along with the Altiverb, T added
an instance of the PSP VintageWarmer2 over
the kick. Interestingly, 1 didn't experience
any snatting, but the drummer did notice
an increased latency issue on his kick. |
convinced the band to attempt the take and
the system recorded the entire tune, but
the added latency put a dent in their vibe.
This was the first time the session had to be
compromised. The workaround in this situ-
ation would be to use less-intensive plug-ins
during tracking and save the more demand-
ing ones for mixdown. Alternatively, I could
have used a full plug-in complement while
tracking at a lower sampling rate, but I was
adamant about the prerequisites.

At the end of the day, I met my goals
and the session yielded great sonic results.
did encounter a latency issue with plug-ins
but countered it by increasing the buffer
size. Even with the RME interface set to
256 samples (equivalent to 6 ms of delay,
according to its ASIO control panel), the
musicians weren't bothered with latency.

I recalled the same 24-bit/88.2kHz ses-
sion on a later date to experiment with
plug-in count. With the same 1/O routing
and a buffer setting of 128, 1 could record
cight instances of SONAR’s VC-64 Vintage
Channel, but then the system couldn't
handle an instance of either Altiverb 6 or

ILLUSTRATION: CHUCK DAHMER
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Lexicon’s Pantheorzn Reverb. I had the same
experience with the PSP VintageWarmer2
as [ did during thv.;-. tracking date. As soon
as [ loaded it overai live guitar track, I expe-
rienced noticeable'latency. With the buffer
set at 256, I could record with a load of 34
instances of VC-64s, an instance of Altiverb
6 and an instance:()f the Pantheon Reverb
before the system gave up. With a buffer at
256, a channel strip plug-in across all tracks
and two reverbs, these results would more
than suffice during the typical recording
sessions I'm involved with.

I was curious o find out how a differ-
ent interface would change the recording
experience. For allater tracking session, [
used the MOTU ?CI-424 system and the
same computer running SONAR V. 6.2.The
PCI-424 system comprised a PCle card and
a MOTU 241/0 interface connected with
a proprietary AudioWire cable, which re-
sembles a heavy-duty FireWire cable. Each
PCI-424 card can accept up to four MOTU
interfaces. Once the drivers were installed,
SONAR instantly ! recognized the MOTU
system, and within 10 minutes I was on
my way. [ worked with a 24-track transfer
from an analog tape. The SONAR session

was already heavily edited and had volume
automation written across most tracks. This
new session simply required acoustic guitar
overdubs including two inputs, 16 outputs
feeding a custom 16x2 summing system
and two more outputs for a cue mix—all
at 24-bit/96kHz audio.

The MOTU system includes MOTU's
direct-monitoring CueMix software, yet to
push the CPU, I ran the cue mix completely
through SONAR using an Altiverb spring
reverb and SONAR's VC-64 across the two
guitar tracks for a polished sound in the
cans. This test would simply display how
the system would react with choppy edits
and written automation, all at low-latency
buffer settings. For the session’s first at-
tempt, I set the buffer to 64 samples; at this
setting, the session wouldn’t play back, let
alone record. Increasing the buffer to 128
provided clear playback, yet some drop-
outs occurred during recording. Bumping
up the buffer to 256 samples solved the
issue and yielded a successful 4-minute
recording. [ copied all of the previous track
parameters to another two tracks and the
second overdub was as successful, with the
CPU meter peaking at 50 percent and the

disk occasionally peaking at 40 percent.
This particular system worked and sound-
ed great. With a buffer of 256 samples and
the plug-ins across the guitar tracks, there
were no latency concerns and the cue
mixes sounded great in the cans.

PUSHING THE CPU LIMIT
With the recording sessions successfully
completed, [ wanted to see how far [ could
push the system’s plug-in count. Within the
same 24-hit/96kHz SONAR session fully ed-
ited and automated, and the MOTU buffer at
256, [ played back the take with the addition
of SONAR's Vintage Channel VC-64 across
all 28 tracks, two Waves Q10 Paragraphic
EQs and seven Altiverb plug-ins before the
system finally choked. Reverbs are notorious
CPU hogs, 50 as a stress test [ was curious to
see how many I could get away with.
Bumping up the buffer to 512 allowed
a total of 13 Altiverb plug-ins and finally,
with the buffer at 1,024 samples, [ had a ri-
diculous 47 Altiverb plugs in addition to the
28 VC-64s and the two Waves Q10s. [ can’t
think of a situation in which I would need
47 reverbs, but it’s nice to know that the
system is capable of handling it. Under typi-

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

“Most simply put, the Symphony System rocks and is rock
solid! With most big projects, | prefer mixing ‘out of the
box’ through an analog console. Being a Logic user, my
new Symphony System is hands down the best sounding
1/0 option with plenty of expandability for larger track
counts. The other big bonus is the Big Ben clock, the C777,
built right into the AD-16X. The timing precision is so
solid, and with the simple user interface, | easily know all
is running smoothly. | now have the sonic quality Apogee

is known for, mixed with seamless integration on my Mac The Symphony System:

Pro/Logic rig. Life in the studio is good!”

Apogee X-Series & Rosetta Series Converters,
Apple's Mac Pro & Logic Pro

Recent projects: .

See Vincent's system and more Symphony users at:
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Native Processing

cal circumstances, results like this simply
indicate that there is plenty of headroom
in this system to continue with higher track
counts and more plug-ins.

I've used this rig on quite a few mixing
sessions since the original test and it has
never let me down. As an example, a mix
at 24-bit/88.2kHz with a buffer sctting of
1,024 samples executed 52 audio tracks and
two instrument tracks (Session Drummer
2) with a ridiculous 58 plug-ins (10 were
reverbs), and the CPU meter never broke
the 50-percent mark.

NATIVE: THE SUM OF ITS PARTS

Having tested a native Windows DAW in the
studio, 1 found that the resulting sessions
still required balancing configuration and
performance, but considering the heavy
demands we placed on the system, the
outcome actually exceeded my expecta-
tions. The RME/Mytek configuration with
an 88.2kHz sampling rate sounded excel-
lent, and latency was either nonexistent
or minimal. T did hit a bump with some
plug-ins, but this can be remedied with less
intensive selections. The MOTU PCI-424

INSPIRED TO CREATE. CREATED TO INSPIRE.

Shown with included
CM-2M microphone.

“What a capture medium! One
listen, and you'll know exactly
what | mean: It's truly a new
day for those wha record with
digital audio.”

~Craig Anderton, EQ

Superior fidelity.
Unsurpassed versatility.
MR-1: The ultimate
portable recorder.

The 1-bit MR-1 mobile recorder is the highest fidelity
handheld recorder in the industry. Its stunning audio
quality leaves no audible footprints on your recordings.
With an included condenser mic and 20 GB internal
hard drive, the MR-1is perfect for location recording.
Flexible recording options allow you to also record to
WAV, AIFF and MP3 formats, then convert to any other
format with the included AudioGate™ software.

Unequalled location recording now.
Unaltered recordings forever.

Visit www.korg.com/mr1 for demos and info.
Also available: the new 1-bit MR-1000 mobile recorder.

©2007 Korg USA, 316 S. Service Road, Melville, NY 11747 + (631) 390-8737 » www.korg.com
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with the 241/0 provided good performance
and fidelity. Low buffer settings and incffi-
cient drivers can cause tracking headaches
riddled with snatting and audio dropouts,
but in my tests at 88.2 to 90klz sampling
rates, 256 samples proved to be a happy
buffer for both the musicians and the dif-
ferent systems.

Other than the two configurations |
used, there are many FireWire interface
options from which to choose that are
jam-packed with mic preamps, analog and
digital /O, MIDI I/O and sync capabilities.
A few popular choices are Digidesign’s
Digi003 Rack Factory Bundle (32 tracks
at 24-bit/96kHz and an auractive plug-in
bundle), PreSonus’ FireStudio (an  18x18
24-bit/96kHz interface), RME's Fireface 800
(capable of 192kilz rates), the M-Audio
FireWire 1814 is (an inexpensive entry) and
Focusrite Saffire Pro 26 i/o (also capable of
up to 192kl iz rates).

However, a native DAW  system s
definitely the sum of its parts. Any weak
link—a slow CPU, inadequate RAM or
poor interface drivers—may leave you ex-
periencing latency problems and recording
oddities. Viable alternatives include direct
monitoring software, increased buffer set-
tings or limiting CPU-intensive applications
during tracking. If you intend to use an
older computer, there is still hope: A more
costly alternative may be upgrading the
CPU/motherboard and/or a simple invest-
ment in additional RAM.

Considering that the machine [ used
during testing was nearly two years old,
today’s machines are pretty  promising.
Quick visits to Dell and Apple’s Websites
confirm that dual-core and quad-core pro-
cessors are the norm. Furthermore, the
recent combination of 64-bit chips and
Vista’s 64-bit architecture provides DAWS
with more dynamic headroom during tax-
ing applications and improves the scenario
for mixing “in the box.”

The inevitable rise in sampling rates
will continue to increase the fidelity of
digital audio. Lack of processing power
for plug-ins and virtual instruments is al-
most a thing of the past. Ambitious DAW
manufacturers and interface companics
offer platforms for launching host-based
systems to exciting new  performance
levels. With processing punch on the up-
swing and price/performance ratios at an
all-time high, the future outlook for native
systems is bright, indeed. ]

Tony Nunes is an audio engineer, leacher
and new daddy to Luc.
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Waves Live Bundle

27 processors custom-engineered and optimized

for Digidesign Venue Series D-Show Consoles. ‘ ‘ ‘
Finally, studio quality sound = live. ‘ ‘
www.waves.com WAVES

World Radio History




he scariest PA. is the one you've never met before. Traveling with
By Steve La Cerra production is a very comfortable place: You always know what type
of gear you'll be using, you know it will be set up correctly and you learn
1o adapt to any operational quirks you'll discover. When you bring the same
system into different venues, it quickly becomes apparent what the PA.
contributes to the sound vs. what the venue contributes.

However, when fall rolls around, many bands return to smaller venues
such as clubs and theaters. Smaller venues usually mean less revenue, which
translates into “it’s too expensive for us to carry production so we'll use pro-
moter-provided gear.” Mixing on someone else’s P.A. is a completely different
animal from carrying your own. Here are some ideas to help you make the

adjustment and maintain some level of sanity.
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New € 5 and D 5 live
sounc microphones
delver a unique combination
of the L est performance and
durability establishing new standards
for live performance mcrophones.

The € 5/D 5 Series features an attractive and
robust new industrial design with the highest
quality and durzbility standards, along with
excellent sound and urniatched feedback
resistance for professional singers and
musicians.

o dent-resistant spring steel wire
mesh grille

unmatched feedback resistance

attractive and robust new
industrial design

24-carat gold-sputtered
housing

Laminate Varimotion™
diaphragm technology

¢ gold-piated XLR output
connectors

e rugged zinc alloy die-cast housing

e shock absorber minimizes
handling noise

¢ highest quality and durability
standards




The Unfamiliar P.A

GETTING TO KNOW YOU

When advancing a show, start by speaking
with the proper person. Club management
may lose your latest P.A. rider, input list
and stage plot, amd then go into their files
and pull paperwork that someone sent to
them via courier pigeon in 1975. Speak to
the house engineer and e-mail or fax your
info directly to that person. Tread carefully
if youre told, “I won't be here but Bob
will, and he’s mixed everyone from the
Moses tour to Britney.” I find it diffficult to
advance with someone who won't be at the
venue on show day because miscommuni-
cation inevitably leads to a finger-pointing
match over what was promised.

Get a list of gear (often posted on the
venue's Website) and venue capacity. Every
once in a while, T shudder at what 1 think
will be a lack of power or speaker cover-
age, only to breathe a sigh of relief when 1
learn that the room only holds 500 people.
Always ask where the mix position is lo-
cated. I remember one place in New Jersey
where | was expected to mix front of house
from the side of the room, bebind the P.A.,
where monitor land would normally be
located. Sorry, I didn't do that for bar bands

in Brooklyn, and Pm certainly not going to
do it with Blue Oyster Cult. That's why they
call it front of bouse. If the venue rents P.A.,
you might have a say regarding location of
the mix position, but that's a sticky situa-
tion because the venue is usually reluctant
to give up seats. Ask the house engineer if
there are any quirks to the mix position,
especially when it's located in a balcony or
booth. You might learn that you are mixing
within a bass trap. Part of your soundcheck
should include walking the room to evalu
ate the coverage. You may not be able to
solve all coverage issues, but if there are
front-fills, then you can adjust their aim o
make the folks down front happy.
Unfortunately, any advance must in-
clude some silly questions. One of my
favorites addresses the number of com
pressors and gates available at the house
console. Many smaller venues use multi-
dynamic processors such as the dbx 1066
2-channel  gate/compressor or  PreSonus
ACP88, which provides eight channels of
gating/compression. This approach is dif-
ferent from eight channels of gate and eight
channels of compression because you don’t
have the ability to separate the gate from

the compressor and patch them to different
channels. Some folks will count the ACP88
as eight gates and eight comps, which it is
not. (Note: I'm not picking on PreSonus; I'm
picking on people who don’t know how to
count). You need to know ahead of time
whether the requisite number of proces-
sors will be available so you can request
additional gear or bring it along with you. A
note on carrying your own processing rack:
You'll need two sets of wiring harnesses:
one with “insert”-style cables (TRS-to-dual-
TS breakout) and another with “normal” TS
(or TRS) cables for consoles that use sepa-
rate jacks for insert send and return. Other
dumb but necessary questions include:
How many channels on the desk have mic
inputs? How many actually work? What is
the number of snake channels from stage
to FOH? If you don’t ask, don't be surprised
by the reality you encounter.

WHAT YOU NEED TO PACK

If you cant have all of your toys, all of
the time, then you may be able to travel
with key elements. Traveling with the lead
singer’s mic and a “money channel” can cut
down on wasted time and energy. Ditto for

MICROPHONES

“The art of recording drums has evolved quite a
bit over the years. Nevertheless, getting great
drum sounds in the studio remains a daunting
task. Since | started using the Berliner mics, that
task has become so much easier. With only the
CM 33's on overh and the DK1 on kick my
kit sounds killer eVig@ime "

~Steve Stephens, LA Session Drummer,
Composer & Producgr. Uanet Jackson, Stanley
Clarke, George Duke)

WWW.BERLINERUSA.COM
DISTRIBUTED BY VINTAGE SONICS GROUP, INC.+ WWW.VINTAGESONICS.COM + 1-888-MIC-THIS (B42-8447) « 208-545-0446 (FAX) + ©2007 BERLINER USA, INC
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“THE BEST

CUE SYSTEM

IN TOWN"

After winning nine Grammy Awards® as the driving

force behind Asleep at the Wheel, as well as producing
for artists like Willie Nelson, Ray Benson knows a little

bit about what works in the studio.

From his home base at Bismeaux Studios in Austin,
Texas, the "King of Western Swing” has been enjoying
the use of what his studio manager called "the best
cue system in town” — THE AVIOM PRO16™ SERIES.

The Aviom system is intuitive, easy to use, and fully
scalable, so it adapts easily to any size session - from
a soloartist to a six-piece rock band to a full orchestra.

TAKE IT PERSONAL WITH AVIOM AND HAVE
THE BEST CUE SYSTEM IN YOUR TOWN.

425,

"The Aviom system has been the most productive addition to our studio
since headphones! It not only provides the players complete control of
their mix, it frees up the engineer and producer to concentrate on
recording instead of tweakin’ mixes for the musicians.”

"As a guitar player and a singer, | can control not only the volume, but
the many different elements of the session. Having that kind of control,
at the touch of a button, allows me to concentrate on my performance
and creativity to a level unattainable before.”

For more information visit www.Aviom.com/Studio AV’DM




The Unfamiliar P.A.

your effects, particularly if you use a lot of
specific delays or "verbs for specific songs.
This can ease a lot of stress when you have
1o “grab it and growl” and don't have time
for programming. (Armed with the ap-
propriate memory caid, you can program
a device such as the Yamaha SPX-990 at
home, store programs on the card and take
it with you.)

Speaking of pougramming, you'll need
to become familiar with a variety of effects
units. On a daily basis, you can expect
1o see any of the tollowing: TC Elec-
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tronic MeOne and DeTwo, Yamaha SPX-
990/900/90, Roland SDE-1000/3000/330,
Lexicon PCM70/80/81/90/91, and Even-
tide H3000 and Eclipse. Learning how to
quickly program these devices is a manda-
tory skill. Some of the less-common effects
devices you'll encounter include Lexicon
Model 300, TC Electronic M35000/M3000/
M2000 and Klark Teknik DN780. Down-
load the manuals and make it your business
to learn them, or at least maintain a library
of PDF manuals on your laptop. One of
the joys—or horrors, depending on your
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perspective—of P.A. du jour is that you
get to use different gear all of the time, so
you sharpen your tech chops really quickly.
If new consoles scare you, then attend a
demo or workshop for desks such as the
Digidesign VENUE, DiGiCo D5 or Yamaha
PM5D—and don't forget that software is
available to help you preconfigure these
desks, so you can load in scenes when
you arrive.

USE YOUR EARS

A CD with familiar music and/or test tones
can help reveal technical issues in an unfa-
miliar P.A. Listen to the system for left/right
consistency, overall volume capability, cov-
erage, phase relationships between driver
and cabinets, and unwanted noises such as
rattling grille work or blown drivers. Get
into a routine of using signals that help you
understand the nature of a P.A. You may
not be able to run spectrum analysis, but
playing third-octave tones can help identify
nonlinearities so you can adjust accord-
ingly. Though I'm not shy about adjusting
the output levels of a crossover or drive
processor, check with the house engineer
before you modify a crossover frequency
setting. Sometimes these adjustments are
best left alone or left for someone who
knows the system more intimately.

| DON'T WANT TO SHARE

Dealing with opening acts becomes a big
issue at small venues. Carrying your own
mics is a wonderful thing because, as my
friend Bruce Swedien once pointed out,
“you know where they've been.” Nothing
compounds an unfamiliar P.A. system more
than unfamiliar mics, and having your own
means that opening acts need not share,
which facilitates changeover between acts.
Often, there are not enough channels on
the monitor and/or house desks to avoid
sharing between bands. If possible, set
aside any extra channels for the opener’s
drums because that’s where engineers ap-
ply different EQ and gain settings.

Sharing channels on a monitor desk
is another story. In my book, that story
starts and ends with “no.” It's simply too
time-consuming to change monitor set-
tings from act to act unless the monitor
console is programmable. If you don't
have the ability to program a scene, then
you'll need to split the channels between
opening and headlining acts. Concessions
must be made on both parts, so have an
idea ahead of time about which channels
you can nix from monitors. Likely candi-
dates include the snare bottom, overheads
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The Four-Channel Mic Pre with attitude.

Transform your DAW audio interface with four SSL analogue mic preamps

Ultra-clean, high-grade mic preamps with line and instrument level switching

Four independent Variable Harmonic Drive (VHD) circuits

VHD - A time machine of overdrive characteristics

100% analogue signal path

Based on the VHD circuit from our acclaimed Duality console, the Alpha VHD
Pre adds four SSL mic preamps to any line level DAW audio interface,
transforming it into a high quality, multi-channel analogue recording system.

The four high-grade, ultra-clean mic preamps are combined with independent
Variable Harmonic Drive circuits that use 100% analogue signal paths to
generate rich harmonic overdrive - adding SSL analogue attitude to your
digital recordings.
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The Unfamiliar P.A

and bass mic (assuming there’s a DD, plus
“second” channels on a multi-miked instru-
ment. (For example, if there are two mics
on the kick drum, then you don't really
need both of them in the monitors.) Other
omissions will be determined by the band.
At the top of your list, insist on having a
working talkback mic from FOH to stage.
After the changeover is complete, you'll
want to check every line, and you can’t ac-
complish this if you can’t speak with your
crew through the monitors.

MIXING TECHNIQUES

Now that you've piled into a smaller venue,
how does your mixing approach change?
For one thing, you'll have to make adjust-
ments to deal with the stage sound. In large
venues, stage volume is insignificant when
compared to the house mix. Once you get
into smaller rooms, you may need to adopt
the philosophy that the P.A. is “highlight-
ing” the stage sound. When dealing with
raging guitar amps in a smatl room, a major
concern may be getting vocals louder than
the band. This takes control out of your
hands and into the band’s. You may need
to ask your musicians to take the stage level

SOOOARGOSY. . TRANSFORMATION: 0000OARGOSY

Studio Furniture:
Custom-fit consoles

Workstations
Equipment racks
Accessories

The finest facilities in the

world rely on Argosy
studio furnishings...

SO can you.

©2007 Argosy Consoke, Inc
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down—particularly wedges, which will
now contribute to your boitse mix.

You can use brute force to create a
mix that overpowers the band’s stage
volume, but this really isn't much fun, nor
is it healthy for your ears. In rooms with
relatively low ceilings, the need for cymbal
mics decreases radically, sometimes to the
point where you can use one overhead
mic or eliminate them completely. As the
drums (and the entire backline) are now
pushed closer to the vocal mics, leakage
becomes a major issue. A Plexiglas baffle in
front of the kit can clean up the vocal mics
to an amazing degree (if your drummer is
willing). It's possible to unintentionally put
effects on the drums via leakage into the
vocal mic(s), so either baby-sit the lead vo-
cal channel or gate it so that it's off when
not in use.

Ditto for bandmembers who have mul-
tiple “stations,” such as a guitar player who
doubles on keys and has more than one
vocal mic. In some situations, you may
need to move the mic position of a player
relative to his/her amp. If a guitar amp
is blaring in your face, aiming the amp
slightly cross-stage instead of directly at the

DN 80000 ARGOSY
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audience can make a major improvement in
your ability to mix.

Smaller rooms also mean vocal mics
are more prone to feedback. Applying a
highpass filter on a vocal mic not only
helps reduce leakage from the bass amp,
but it also reduces the possibility of low-
end feedback between that mic and the
house P.A. While you're at it, try reversing
the polarity (phase) of the vocal mics while
listening for leakage; sometimes flipping
the polarity can diminish the effects of
backline leakage.

An important aspect of mixing in any
venue is respecting the house gear. The
house engineer knows what the venue's
gear can do and how much it can be
pushed into the red. Its the house engi-
neer’s responsibility to monitor your use
of the equipment and protect the owner's
investment. If he/she thinks you're pushing
the system too hard and asks you to pull
back, you have to respect that—especially
if you want to come back next year. |

In addition to being Mix's sound reinforce-
ment editor, Steve La Cerra is the front-of-
house engineer for Blue Oyster Cult.
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12th Annual
MixL.A

Honorary chairman Ed Cherney and Mix

magazine associate publisher Erika Lopez
get down fo business during the awards

ceremony.

Longest Putt Sponsor, Mix magazine, was represented by Mix
magazine southwest advertising manager Albert Margolis,

4 Drignteéstan ane aucio Manley Audio’s EveAnna Manley, Mixs vice president Jon

at the Malibu Coun- Chalon and Universal Audio’s Erica McDaniel.

—
‘._;_'.-— —— — : -
AN e : . -
e - - e E

Members of first- - -
place-winning Team Scott Weber, representing Team Digidesign,
Ed Cherney (L-R: Ed participates in the Putting Contest.
Cherney, Kenny Grad-
ney, Paul Barerre and
Chuck Cherney), with Special thanks for the support of sponsors Absoliute Music,
Pin-Up Golf's Jennifer Acme Audio, Audio Technica, Design FX Andio. Full Saik,

. Harman Pro/JBL Professional, The I'ass Studios, Record
Pennington. Plani, The PEE Wing, Sennbeiser Electronsc Corp,, Shure.

Sound Design Corporation and Yamaba Corporation
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Not Just Another Audio Interface

Konnekt 24D is a groundbreaking audio interface that integrates TC's world famous effects in a state-of-the art design. Developed for recording
and performing musicians seeking the highest possible sound quality, Konnekt 24D ensures that your analog recordings make it to the hard disk
in perfect shape.

kon nekt 24 D | Expected features

>

v

v

v

v

v

v

v

14/14 1/0: 2 mic/inst/line, 2 line inputs and
4 line outputs, 8 ADAT and 2 S/PDIF (optical
and coaxial)

Full feature stand alone mode

Link up to 4 units to get more inputs, outputs
and effects channels

DICE digital interface chip with JET™ Jitter
Elimination Technology

FireWire bus powered

Low latency drivers: WDM, ASIO and CoreAudio
(Including Intel Macs)

24-bit/192kHz sampling rate
Sample accurate MIDI

Bundled with Cubase LE

Unexpected features

> Built-in real-time DSP effects; Fabrik R reverb
and Fabrik C channel strip based on MINT™

> IMPACT™ mic preamps

v

True Hi-Z guitar inputs

v

Front panel light ring control of internal mixer
parameters

v

Intuitive control panel with automatic input
detection

v

Analog volume control for perfect integration
with powered speakers

v

Dual headphone outputs, one with auto
speaker muting

v

Assimilator Konnekt native fingerprint EQ
included

v

3 DSP programs for total recall of internal
routing, mixer and effects settings

» TC NEAR™ 1394 FireWire based network for
full feature direct monitoring - even between
units

FABRIK R

FABRIK C ASSIMILATOR
KONNEKT

konnekt 8

ULTIMATE BOUND MACHINES

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

WWW. TCELECTRONIC.COM
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Pin-Up Golf’s Jennifer Pennington holds out Sound Design Corp.’s Paul Sandweiss The Producers & Engineers Wing (Golf Cart sponsors}

cards for golfer Benny Mardones. fright] checks out the silent auction. are represented by (L-R} mixer/engineer Jimmy Mitch-
ell, Remote Recording owner Karen Brinton, producer
CJ Vanston, P&E Wing executive director Maureen
Droney and mixer/engineer Jim Scolt.

Johnny Hegan [right] of Absolute

Music, sponsor of Closest Io the Third-place team honors go to, from left, Bose’s

Pin, presents winner Marc Bertrand Rob Grubb, Jeof Wyrick and Bryan Bradley from Team Yamaha (Golf Ball sponsors} members, from left:
with his prize. Guitor Center, and Blue Sky’s Chris Fichera. Val Goray, Paul Furtkamp, John Conard and Mike Mierau

PHOTO KAREN DUNN

JBL Professional’s Lou Wilhelm f(far-

Keeping things lively at the Clubhouse are (L-R} Record left} joined Longest Drive sponsor
ping thing

Plant president Rose Mann Cherney, Capitol Studios studio ] ' Audio-Technica team members (L-R}
manager Paula Salvatore, P&E Wing executive director Second-place team from The Village, from left: Larry Martin from Tour Supply, and
Maureen Droney and Mix magazine associate publisher Kyle Weba, Chris Rossassen, Charles Bidwell, Audio-Technica’s Jeff Simcox and
Erika Lopez. Cort McCown Glenn Roop.
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TECHNICAL EXCELLENGE € CREATIVITY RWARDS NOMINATIONS

isted below are the nominees for the 23rd Annual TEC Awards as selected by

the members of the 2007 TEC Awards Nominating Panel. A special TEC Awards

Voter's Guide will appear in the August issue of Mix, and for the first time,
qualified subscribers will also be able to vote online.

QUTSTANDING TECHNICAL ACHIEVEMENT
Andillary Equipment

Apogee Electronics Symphony

Audio-Technica ATH-M50 Headphones

Dolby Media Producer

EAW Smaart Version 6

PreSonus FaderPort

Ultrasone Edition Headphones

Digital Converter Technology
Apogee Electronics Ensemble
Digidesign Mbox 2 Pra
Focusrite Saffire PRO 26 i/o0
Lynx Aurora With LT-HD Card
PreSonus FireStudio

TC Electronic Konnekt 24D
Mic Preamplifier Technology
AEA The Ribbon Pre

Manley TNT

Neve 8801

PreSonus DigiMax FS

SSL XLogic Alpha Channel
Universal Audio Solo Series 110/610

Microphone Technology/Sound Reinforcement
AKG D5

Audio-Technica ATM250DE

Audix VX 5

Equation Audio DS-V10

Neumann KMS 104

Shure KSM9

Microphone Technology/Recording
Audio-Technica ATM450

Blue Microphones Waodpecker

DPA SMK4061

Neumann KM D Digital Mics

Royer Labs R-122v

Telefunken USA R-F-T AK47

Wireless T

Audio-Technica 1800 Series Dual Channel
beyerdynamic Opus 200
Lectrosonics SMQ Transmitter
Mipro ACT-81/82

Sennheiser NET1

Zaxcom TRX990 Transmitter/Recorder
Sound Reinforcement
Loudspeaker Technelogy
Electro-Voice Phoenix Series

JBL Professional VP Series

Meyer Sound Melodie

Nexo GEO D Series

QSC ILA Line Array

Turbosound Aspect TA-500
Studio Monitor Technology
ADAM Audio A7

Blue Sky Big Blue

Dynaudio Acoustics BM 6A MkII
Genelec 8200/7200

Pelonis Signature Series PSS110P
Tannoy Precision 8 iDP
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Musical Instrument Technology
Access Music Virus TI Polar
Arturia Prophet V

Cakewalk Rapture

IK Multimedia Ampeg SVX

Moog Little Phatty
WaveMachine Labs Drumagog 4

Signal Processing Technology/Hardware
API 5500 Dual Equalizer

Dolby Lake Processor

Eventide H7600

Focusrite Liquid Mix

Langevin Mini Massive £EQ

Neve 8803 Dual Equalizer

Signal Processing Technology/Software
CEDAR Audio CEDAR Tools 3.2
Celemony Melodyne 3 Studio
McDSP ML4000 Mastering Limiter
Roger Nichols Digital Dynam-izer
Universal Audio Neve Classic Console Bundle
Waves V Series

Workstation Technology

Ableton Live 6

BIAS Peak Pro 5.2

Cakewalk SONAR 6 Producer Edition
Digidesign 003

MOTU Digital Performer 5

Steinberg Cubase 4

Recording Devices

Edirol R-4 Pro

HHB FlashMic

Korg MR-1000

Marantz CDR310

Sony MZ-M200

Tascam DV-RA1000HD

Sound Reinforcement Console Technology
DiGiCo D5T12

Digidesign D-Show Profile

Mackie Onyx 32.4

Midas XL8

Soundcraft Vié

Yamaha PM1DV2

Small Format Console Technology
M-Audio NRV10

SSL XLogic Xrack Summing System
Tascam DM-4800

Toft Audio ATB Series

Trident Audio Series 8T-8

Yamaha LS9

Large Format Console Technology

Calrec Bluefin Technology

Fairlight DREAM II With Crystal Core Engine
Oram GP40 Custom

SSL Duality

Studer Vista 5

Note: A new category—Interactive Entertainment Sound Pro-
duction—has been added in the category of Outstanding Cre-
ative Achievernent. Also, a complete list of all Creative nominees
for each project can be found at www.mixfoundation.org.

OUTSTANDING CREATIVE ACHIEVEMENT

Tour Sound Production
Dixie Chicks, Clair Showco
Eric Clapton, Concert Sound
John Mayer, Clair Showco
James Taylor, Clair Showco
The Who, Audio Analysts

Remote or Broadcast
49th Annual Grammy Awards, CBS

79th Annual Academy Awards, ABC

2006 American Music Awards, ABC

40th Annual Country Music Awards, ABC

Super Bowl XLI, CBS

Television Sound Production
24, Fox

American Idol, Fox

Heroes, NBC

Lost, ABC

The Sopranos, HBO

Film Sound Production

Blood Diamond, Warner Bros. Pictures

The Departed, Warner Bros. Pictures

Dreamgirls, DreamWorks

Pan’s Labyrinth, Warner Bros. Pictures

Pirates of the Caribbean: Dead Man's Chest,
Walt Disney

Studio Design Project

Great Divide Studios, Aspen, CO

Levels Audio, Hollywood

Record Plant/SSL 1, Hollywood

Sony Computer Entertainment America, San Diego, CA

Talking House Studios, San Francisco

Call of Duty 3, Activision

Gears of War, Microsoft Game Studios

God of War II, SCEA

Tom Clancy’s Ghost Recon Advanced Warfighter 2,
Ubisoft

Tomb Raider: Legend, Eidos Interactive

Surround Sound Production

A Valid Path, Alan Parsons (DualDisc)

Barenaked Ladies Are Me, Barenaked Ladies (DVD-A)

Live at 1988 Montreux, Carlos Santana & Wayne
Shorter (DVD)

Love, Beatles (DVD-A)

Score XOX—20th Anniversary World Tour Live With
Octavarium Orchestra, Dream Theater (DVD)

Record Production/Single or Track
“Chasing Cars,” Eyes Open, Snow Patrol
“Crazy,” St. Elsewhere, Gnarls Barkley
“Not Ready to Make Nice,” Taking the Long Way,
The Dixie Chicks
"Waiting on the World to Change,” Continuum,
John Mayer
“What Hurts the Most,” Me and My Gang, Rascal Flatts

Record Production/Album

All the Road Running, Mark Knopfler & Emmylou Harris
Continuum, John Mayer

FutureSex/LoveSounds, Justin Timberlake

Stadium Arcadium, Red Hot Chili Peppers

Taking the Long Way, The Dixie Chicks
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BY MATT GALLAGHER

Maurice Gainen Productions

Mastering Starbucks Offerings Complements Label Work

s safe to say that most coffee drinkers are familiar

with Starbucks’ ever-expanding catalog of fHear

Music CDs. Many of these releases are thematic
compilations of diverse tracks that require a highly
skilled mastering touch. Since 2003, musician engi-
neer/producer Maurice Gainen (www.mauricegainen.

com) has put his skill set to use on more than 60 of

these offerings in his private studio
in Los Angeles™ Silver Lake district.
Gainen's Starbucks  credits  include
Remember: Jobn Lennon and  The
Age of Aretba from the Opus Collec-
tion, and Artist's Choice Series CDs
including those from Norah Jones,
Sheryl Crow and Joni Mitchell. But
Starbucks is only one loyal client,

Gainen also produces,  records,
mixes and masters album  releases
for indie and major labels in a wide variety of genres.
His clientele ranges from LA.-bascd artists and bands
to projects for Disney, Clear Channel, Virgin Entertain-
ment Group and Hallmark. Gainen has also produced
two solo albums—/jazz World Colors (2004) and Jazz
Fhate Jams (2000)0—and is currently working on a third.
“L'tell people the best thing about my engineering is my
saxophone playing because [ approach it from a musical
angle,” Gainen says. “The gear is just an extension of my
musieianship.”

A graduate of the Berklee College of Music, Gainen
took an interest in the recording process as a session mu-
siciar in the late "70s. *1 was always curious about what
the engineers were doing,” he remembers. *1 would ask
questions, and I fearned a lot through working as an ar-
ranger and a producer.”

In 1988, he moved his gear into a 16x16-foot storage
space with a concrete floor within a six-unit apartment
building that he owns with his father. “The building is up
on a hill and it's on a wide street that doesn't have any
through traffic,” Gainen notes. “All the walls and ceiling
were insulated and have double drywall and Celotex.
The window has a custom soundproof cover.” In 1996,
Gainen took over an adjacent 175-square-foot room with
wood floors for use as a control room. "I installed a split-
system heating and AC for near-silent temperature con-
trol. The rooms are separated by a wall, and the control
room is about two-and-a-half feet lower than the live
room.” To compensate, Gainen installed a video camera
in the live room for visual contact.

Gainen's control room houses a dual-core 2.5GHz
Mac GS running Apple's Logic Pro Version 7.2 and a
Pro Tools HD3 system with a Digidesign 192 1/0 audio
interface. “Logic works great with Pro Tools hardware as

wiere.mixonline.com

Maurice Gainen in his control room.
Inset: Gainen displays 34 of the
more than 60 CD compilations that
he has mastered for Starbucks.

the front end. and I can use the
TDM stutt in Logic, too,” Gainen
says. He relies on plug-ins from
Waves, Logic and Bomb Factory, among others; Apple
Loops libraries; Spectrasonics soft synths; and Tascanr's
sigaPiano. A Yamaha P-60 88-key weighted keyboard
serves as a MIDI controller. A MOTU MIDI Timepicce
A/V routes MIDI data, and an Avalon Design VT7378P
is critical to his recording chain. He works with four sets
of monitors: Genelee 1030A speakers and a 7000A ac-
tive subwooler, Tannoy Reveal 6.5-inch near-field moni-
tors, Alesis Monitor One speakers and JBL Control Micro
monitors.

Microphones include a Neumann US7; AKG C-414,
D-12 and C-10008; Shure SM57s; and MXL condens-
ers. "The room mics are important,” he says. *1 do
track entire bands at once. If T have acoustic bass and
drums in the same room, | have a fold-up Futon that
I put around the bass. Last week, 1 recorded tabla
and sitar and did the same. If it's a rock band, 1 take
the bass direct and put the guitar amp in the storage
arca. I usually have vocalists in the live room, except
if they're tracking with the band—then they would be
in the control room with me.”

Gainen uses i Logic control surface for mix automa:
tion and masters in Logic with Waves™ Platinum TDM and
Restoration bundle plug-ins. “I'm monitoring through my
[Yamahal 02R, and with one button 1 can casily switch
from listening to the mastered version to the unmastered
version to an example track in the Logic file,” he says.
"Once | started mastering, 1 started mixing differently.
It's just a question of throwing all the songs into one file
and taking a look at them as a whole. Its all very inter-
related. m relying on my ears, but I'm also relying on
the client’s.” ]

Matt Gallagher is an assistant editor at Mix.,



ACT-81 / ACT-82
True Digital Wireless Microphone Systems

The Ultimate Wireless Technology from MIPRO

ﬁc o

j%\

* 24-bit audio quality and digital RF transmission
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» DigitnamicPlus™ technology eliminates compander noise and accurately
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» Digital technology delivers no saturation or distortion at higher
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Transforming Blockbuster Sound
Kevin O’Connell and Greg Russell Know When It’s Loud Enough

By Blair Jackson

7~ 7 hen it comes to mixing sound
/ for blockbusters, the indisput-
able kings of Hollywood are

Kevin O’Connell and Greg Russell. Their
track record is staggering: Since the duo
first worked together in the late '80s, they
have received 11 Oscar nominations for

Kevin O’Connell, director Michael Bay and Greg Russell

a range of projects including Bluck Rain,
Armageddon, The Mask of Zorro, Pearl Iar-
bor, Spider-Man 1 and 2 and, most recently,
Apocalypto. O'Connell, meanwhile, has eight
other nominations, from the quiet of Terms
of Endearment 1o the power of Top Gun and
Twister. Any way you look at it, that’s a very
impressive list, not just because the collec-
tive grosses of those films could probably
subsidize a handful of Third World nations
for a decade, but for the incredible variety
of projects—everything from cffects-filled
spectacles to historical dramas to comic-
book fantasies.

And it just scratches the surface of the
amazing careers in film sound the two have
enjoyed, both together and separately, and
the wide variety of films they tackle. Many
would no doubt be surprised to learn that
within the same time period they were
completing high-profile sound jobs like the
three Spider-Man films, Terminator 3, Men
in Black Il and Apocalypto, they also worked
on the comedies RV, Guess Who, Bewitched
and Talladega Nights; the crowd-pleasing
adventures National Treasure and The Da
Vinci Code; and the sports movie Glory Rodd,
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among many others. When we spoke in late
May, they were hard at work on the final mix
of Michael Bay's latest popcom extravagan-
za, Transformers, in their usual lair: the Cary
Grant Theatre on the Sony lot in LA.
O’Connell was born in Long Island, N.Y.,
but raised in LA., where his parents were
sort of in show business:
His father worked as an
accountant for numerous
television shows, includ-
ing Batman, Danicl Boone
and Voyage to the Bottom
of the Sea; his mother got
a job at 20th Century Fox
as a secretary in the sound
department. Growing up,
O'Connell had only one
career goal, however: to
be a fireman. At 19, he
passed the test to be an
LA. County firefighter
and landed a job battling
brush fires. But with the
persistent  encouragement
of his mother, who frankly did not like see-
ing her son come home charred and dirty, he
abruptly switched career paths. His attempt
at becoming a film projectionist didn’t pan
out, but he landed a job as an apprentice in
the sound department at the Samuel Gold-
wyn Studios, cleaning film and working as
a machine room operator and recording
technician for the mixers there, including Bill
Vamey and Gregg Landaker. By 1981, sound
department head Don Rogers had elevated
O'Connell to the mix chair. His first film was
Steve Martin's Dead Men Don't Wear Plaid.
“That was the scariest moment of my life,”
he recalls, “because I'd never sat and mixed
in front of clients before, and though I only
had 10 or 12 tracks in those days, it was a
non-automated console, and 1 didn’t really
have any idea what I was doing. I asked Bill
varney what to do, and he said, ‘Put all the
faders at 10, so I did that, we hit ‘go’ and it
was horrifying! The movie starts out with a
lightning bolt and rain and a car driving in
the mud, and it was all way too loud. No one
could hear any of the music or the dialog!
It was awful. I was perspiring so heavily |
went into the bathroom and wadded up pa-

PHOTO: ERIK AALAML

per towels and stuck them under my armpits.
Eventually, of course, 1 figured out what [
needed to do, and I learned so much from
the people around me—Gregg Landaker was
always gracious and helped me a lot in my
early years as an effects mixer—but I have to
say that nervousness lasted for several years
before [ settled into a comfortable groove.”

After working as an effects mixer for a
number of years, often with Don Mitchell as
his mixing partner, he branched out to dia-
log mixing. In the early '90s, “I went to work
for Skywalker South in Santa Monica [Calif]
and my partner at the time, Rick Kline, was
a music mixer, so since I'd been a sound ef-
fects mixer first, 1 did dialog and sound ef-
fects. I mixed several films that way, but after
a while it seemed like too much work. You're
literally working from the first day of the mix
to the last day of the foreign—100 percent
of the time you are at the console, so it just
became too much. That’s when I got into
mixing music and dialog and working with
someone who could mix effects.” After work-
ing with a variety of other re-recording mix-
ers, from Mitchell to Kline to Steve Maslow,
O'Connell settled into his fruitful—but always
non-exclusive—relationship with Russell in
the mid-"90s.

Russell was also exposed to the entertain-
ment world at a young age: His father, Sheldon
Russell, was the lead alto saxophonist on 7he
Merv Griffin Show (first in New York, then,
beginning in 1970, in L.A.) and an in-demand
session reeds player who worked on numer-
ous albums by everyone from Frank Sinatra
to Barbra Streisand. Russell sometimes got to
sit on the Griffin Show bandstand between
his father and sax great Plas Johnson (of “Pink
Panther Theme” fame), “and 1 always gravi-
tated toward the musicians,” he says. “At the
same time, I was always interested in what
the engineer was doing; 1 liked studios.” By
his mid-teens, Russell had leamed how to set
up a band in a studio, put slap delays and
reverbs on vocals, and the rudiments of live
sound engineering.

At 18, he took a job as a runner at TTG
Recording in Hollywood, which specialized
in recording music scores for television.
“They did all the Spelling-Goldberg shows—
Charlie’s Angels, The Love Boat, Hant to Ian,”



he recalls. “After about six
months, | was given the op-
portunity o run mag—the
3Smm
was my first real job. From

recorder—and  that

there, [ became Ami Hadami's
second  engineer on these
television shows and even-
wally the engineer recording
the music.”

In 1931, he moved over
to another studio that spe-
clalized in scoring and jingle
work—Evergreen
in Burbank—then in 1983 mi-

Recording

grated 1o a small post-produc-
tion fucility called B&B Sound.
where he branched ino dialog recording
for animated shows. On the side. however.
Russell and Jett Haboush had partnered o
become a mixing team. working on a wide
variety of mostly lower-budget films (the

original Hairsprey. Pronphinbead. “lots of

slasher films.” Russell savs with a chuckle)
and some TV (such as the hit series Hoon-
lighting). “1 was doing both music and ¢1-
fects: Jelt did the dialog and some eflects.
100. e did 33 features together from 1983
to 1988. They were small so you could do
them in three or tour days. We worked dav
and night together: TV by day and small
feature films at night. It was crazy.”

In 1988, Russell received a fateful call
from Warner Holivwood's Don Rogers of-
fering him a job. “Getting a call from him
was like getting a call from the president
of the club.” Russell savs. “and going to
work there was amazing because the stu-
dios were filled with all these people Tid
looked up 1o, like Bob Litt. Elliot Tyson.
Don Mitchell. Rick Kline. Gregg Landa-
ker. Steve Maslow and. of course. Kevin
OConnell, who was still an effects mixer.
[t was almost like a bull player working
in the minor leagues getting that call to
come up to the majors and play with the
big boys.

1 was thrilled and honored to be given
the opportunity. [ was able (o really absorh
and be a sponge and learn a lot.” In his
carly davs at Warner Hollvwood. Russell
primarily mixed music, but by 1991 had

moved back o effects, “which 1 found T'd
really missed. [Us such a creative job. | love
those spaceships going over vour head.”
he sevs with a laugh.

I mention that it's somewhat  ironic
that OConnell stanted out as an effects
mixer and moved into music and dialog.
wheteas Russell had been mixing music
andl moved back 1o eftects. 71 think that's
one reason we work so well ogether”
Russell offers. “When he started working
as @ music mixer. he had someone on the
stage who had 75 films under his be't as a
musie guv. And even though 1 had how-
ever many effeats shaws I'd done, 1 had
A guy who spent many vears andl was a
really excellent eftects mixer in Kevin, So
i's really served both of us well. We can
aive each other suggestions and figure out
together what can we do to make some-
thing sound great.”

[t wes in the mid- 1 late '90s that Hol-
lywood started 1o really take notice of the
Russell ©O'Connell mixing team. thanks o a
string of really fore! action movies. includ
ing Conr Air. The Rock and Armegeddon.
the latter two directed by Bav. Alihough
these gamered the dno Oscar nomina-
tions. these films were also criticized in
some circles for contributing 1o the wend
toward deafening volume in film mix-
ing. Today, both ackncwledge that things
did get out of hand there for a while. but
they've worked hard to pull in the reins.
Irs no coincidence. they say. that the shitt

O’Connell and Russell mixed Michael Bay’s Transformers at the Cary Grant Theater.

occurred with the widespread introduction
of digital technalogy on the stage.

“Anybody who is given a new toy is
going o push it 1o its limits.” O'Connell
notes. “As soon as we got into the digital
e and the fact that most films were go-
ing out not stereo optical anymore but in
6-track. it opened up the door for that stuff
o happen.”

“The Rock was big.” Russell savs. “Ar-
migedelon was even bigger. and too big.
In the case of Armageddon. we were def-
initely asked to make things bigger and
louder. Tl give you an example: In our
shutde take-oft sequence, Michael [Bav]
came in. and said. "Guys. it's wimpy.
And by no means was it wimpy. but he
was looking for more snap out of the
metal. more power. So you go where you
need 1o go to get the thumbs up from the
director. That's not to sav we don't take
responsibility for that pasticular film. But
we were also mixing around the clock.
completelv exhausted, and from car ta-
tigue vou're not listening to things as well
as vou could be il you were fresh. We
did that entire movie from start 1o finish
in five weeks and two davs and that was
urtheard of.

“But in that same veur, we mixed 7he
Musk of Zorro. which 1 thought wus very
tasty.” Russell continues, “with great dy-
namics and detail and definition, and we
were nominated for that, as well. along
with Armagededon. So it wasn't that every-
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thing sudkdenly became too loud.”
“The Mask of
agrees.

O Connell
"Il was more organic sound. and

70 WAS U gas,

for me mavhe it was even more exciting 1o
work on than a flm like Armageddon be
cause there's more subtlety. In Armageddon,
vou've got a rocket ship going by that's on
fire that's then going to explode into an aster-
oid. which then iows into pieces and starts
tearing apart anocher planet. then another
space shuttle comes by, .. [Laughs]

And youre thinking., “Where's my
dialog?”
“Not just that,” O'Con

filmmakers put so much on the screen at one

Il continues, “the

time and [ think they don't always realize
that. ves, it looks cool. but when vou iy 10
hear it all, it becomes a bit of a mess. So what
I've been rving 1o do in the later stages of
my career is figure out what on the screen
do we nieed 1o listen 107 Xhat can we get rid
of and how can we make it all better? That
comes with exj

“One
sometimes they're presented 1o the director

CNce.

redson  movies are 100 loud s

too loud the first time they see it The direc-
tor says, 1 like it but T can't hear the dia
log.” so they the dialog. and then the

music guy says. "Well now 1 dont hear the

music.” so they niise the
music. Its rare that once
they hear the jets and the
explosions loud that they
pull them back: it gener
ally works the other we
to Kkeep turning it up. So
that's something Greg and
Iwork at—to present it to
the director at a reasonable
level that gives us some
room o work with.

But that doesn't alwayvs
get them ofl the hook. As
Russell - explains,  “Some-
times we're still asked to go
really loud. On Terminator  Mask of Zorro,
3 with Jonathan Mostow,
he wanted hige. and his stement when we
tried 1o wlk 1o him about dynamic range—not
plaving evervthing up at “10=——was. | want
the audience. at the end of the movic. w0 be
exbansted.” And [ said. "Well. T think we're go-
ing 1o accomplish that!” Sometimes vau have
1o do things 10 make a director happy, but
there are things within a mixer's control 10
sav,We're where we need o be”

These days, of course. evervthing arrives

on the mixing stage in Pro Tools sessions:

v\ o\ el el =\ -l-
‘I.s,"..s 8. B 8 s s

Both O’Connell and Russell received nominations for their work on The

dialog. FX. Folev. music. “Certainly. it's a lot
easier than when we had things coming in all
O'Connell com

ments. “Pro Tools has got its linde ticks and

sorts of ditterent torma

glitches and whatever, but just like anvthing
else. when you have a technological change
vou work your way through it “There are ma
jor advantages to it. obvioushy. | can reach up
and move tracks and edit tacks and 1 vol
ume-graph tracks. There's a lot T ostill don't

know about, but I'm learning. At this point,
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The Art of Analog

Universal Audio: Making Music Sound Better Since 1957

1945: Milton T. "Bill" Putnam establishes Univessal Recording i in Chlcago
installing a prototype "610" console.

1947: The first million-selling record, "Peg Q' My Heart" by The Harmonicats
appears on Bill's Vitacoustic ("Living Sound") Label in 1947.

1948 - 56: Bill engineers and/or produces Bing Crosby, Frank Sinatra, Nat King
Cole and countless others, pioneering innovations mcIudlmg the
control room, vocal booth, console, sends freturns, echo, artificial
reverberation... even stereo recordlng and half- speed mastermg

1957: Bill Sr. founds United Recarding, and later United Western Studios
on Sunset Boulevard in, Hollywood which are now the world famous
Ocean Way and Cello.

1957: Bill founds Universal Audio who's legendary products such as the
1176kN, LA-2A and LA-3A became synonymous with sound quality
and-hit.records.

1983: Bill retires and sells UA (now UREI) to Harman international. His original
products become prized collectors items for almost two decades.

1999: Universal Audio brand is revived by Bill's sons "Bill Jr." <
and Jim Putnam who continue their father's legacy with N
hand-assembled re-issues based on Bill Sr.'s drawings, £V
vintage components, and design secrets from his =
personal diaries. L

2000: Bill is awarded a posthumous Technical Achievement
Grammy as the "Father of Modern Recording”.

Today: UA continues the Putnam legacy of “making music sound
hetter" with its world class hardware and software, designed with
passion in Santa Cruz, California under its company motto
"Analog Ears, Digital Minds".

Become part of this unique and illustrious recording heritage. Live,
hear and experience the UA difference today. Visit us on the web at
www.uaudio.com or just subscribe to our free informative online ‘zine,
the UA WebZine: www.uaudio.com/subscribe

Umversal AUdIO' Inc WWW uaudlo*com

“Santa Cruz, California info@uaudio.com.

“Analog Ears, Digital Minds”; 866-UAD-1176
IR IRRNRRE

©2007 Universal Audio, Inc. All rights reserved. All trademarks property of their respective holders




I belic 0 Tools is great for recording and
playing «  kon, and 1 believe the Harrison
IMPC] bourd I work on gives me the best
mixing surface on the planet, so 1 have the
best of both worlds.”

Adds Russell, “Pro Tools has made it so
much easier for everyone to present their
material, and it's given all of us much more
flexibility when it comes to making changes.
Editorially speaking, now that everything is
livifig in Pro Tools, if they have picture con-
forms and edits to be made, it's not like they
have 25 drives that have the audio media on
them and individually edit each one. They
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Mainstream

The music industry is evslving.

can put them in a ‘super-session,” which is
how we do things now, and they can make
a conform and give it back to us in the speed
of light, compared to the way it used to be.
And because there's more flexibility, you
find yourself experimenting more now than
betore, which [ think is a good thing in the
creative process.”

Ultimately, it is that tremendous creativity,
coupled with the variety inherent in work-
ing on different projects under different di-
rectors with different editors and supervisors,
that makes being a re-recording mixer's life
so rewarding. Jumping from The Punsuit of
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independent artists have more contrsl than ever.
will put the advantage in your hands.

School of Contemporary Music and Recording

Porformance - Racording - Music Business - Guitar Craft - Filen Production

1655 McCadden Place. Hollwyood, CA 90028

1 800-ALL-PLAY (USA/Canada), 323 462-1384 (Int'l) admissions®miedu www.mi.edu
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Happyness to Spider-Man 3 to Transform-
ens is like entering three completely different
worlds. “It's what makes this job fantastict”
Russell enthuses. “It's absolutely extraordi-
nary. It’s like telling a painter, ‘Here's a palette
of colors to play with and create with. Now,
here'’s a completely different set of colors to
create something very different.” That's what
every film is like. A film like Apocahpto was
completely organic, nothing high-tech indus-
trial—it was just nature at its best, from all the
rock elements and bamboo and weeds and
gravel. Fire elements. Thunder. It was all the
clements of the earth vs, the opposite of what
we're doing now with Transformers, which
is the highest-tech movie you can possibly
imagine. It's literally 180 degr<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>