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The new Dolby" DP600-C Program Optimizer, together with 

Neyrinck SoundCode for Broadcast software, offers post facilities 

with Digidesign® Pro Tools", other DAWs, and video workstations 

an ideal solution that speeds postproduction of file-based content 

destined for television broadcast and packaged media. 

Neyrinck SoundCode for Broadcast interfaces most workstations with 

the DP600-C, giving DAW users complete access to its unique set of 

audio tools: Create and manipulate metadata directly within the audio 

file's metadata chunk. Automatically normalize program loudness 

levels. Encode, decode, and transcode files into all Dolby and other 

broadcast audio formats. Prepare files from multiple rooms in faster 

than real time, meet any program delivery specification, and save time 

and money. 

Find out more by visiting our websites and clicking on our 

product spotlights. 

dolby.com 
neyrinck.com [I] DOLBY ± NEYRINCK 
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Neyrinck SoundCode for Broadcast Software 

0P600-C Supported Technologies: 

Dolby E 

Dolby Digital 

Dolby Digital Plus 

MPEG-1 LII 

PCM 

Dolby and the double-D symbol are I egistered clademarks of Dolby Laboratories. Digidesign and Pro Tools 

are registered trademarks of Avid Technology, Inc. 2008 Dolby Laboratories, Inc. All rights reserved. 
508/19236 
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STUDIO CLASSICS COLLECTION 
4000 Cciect•Dn • Ire API Cceecuon . V-Seras 

Studio Classics Collection 
Three legends. One box. 

SSL 4000 
Collection 
• SSL G-Master Buss Compressor 

• SSL E-Channel 

• SSL G-Equalizer 

The API Collection 
• 550A 3-Band Equalizer 

• 550B 4-Band Equalizer 

• 560 10-Band Graphic Equalizer 

• 2500 Stereo Compressor 

Studio Classics Collection. The ultimate console sounds — in the box. 

www.waves.com 

V-Series 
• v-comp 
• V-E03 

• V-EQ4 

11111 
WAVES 



"Royer microphones are remarkably reliable and 

resilient. The R- 122's on electric guitar are 
smooth and true, no EQ required. The SF-24 is 
perhaps the finest overhead microphone 
available. It was immediately apparent to Jason 

and myself that we had entered a new realm of 
live sound when we first heard this mic. The 

imaging and frequency response have to be 
heard to be believed." 

Steve Law - FOH Mixer for Keith Urban 

Visit www.royerlabs.com/live.html 
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Royers 
Our Royers work hard, night after night, and they 

consistently give us a perfect result. Thes6,-ar:dgrOwebi out. 
microphones that will change the way you 

The imaging we get from the SF-24 as the 

overhead is stunning. That imaging combined with 
the silky. smooth response of the ribbons provides 

the most natural drum sounds I've ever been able to 
deliver in a mix. As for the R-122 - it's in a class all 

its own. When the artist is noodling with his guitar in 
front of his amps, then reaches to put his in-ear 

monitors in. not realizing that he already has them 

in; that's a good thing. The R-122 captures the 
subtleties and nuances of a guitar amp like no other 

mic, allowing me to provide an 'organic' guitar tone 
in the ears." 

Jason Spence - monitor Mixer for Keith Urban 

Royer Ribbons - hears Like Your Ears 
handcrafted in Burbank, Cil • www.royerlabs.com • 818.847.0121 SF- 24 
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EVENTIDE H8000FW ULTRA-HARMONIZER 

'ece 
Eventide's signatLre 5.1 reverbs and effects requtr r processing power for se rev s and complex algorithms — the kind that can crush 
mortal effects processors. If you're ready to push thé boUndaries of creativity, meet the new super-heavyweight champion: the 8-channel, 24-bit/96kHz 

Eventide H8000FW Ultra-Harmonizer® effects processor. 

Built on a foundation of eighteen hundred preset-algorithms that encapsulates Eventide's last 37 years of digital effects processing.And with over eighty 
5.1 presets, this baby's ready to take the future head-on with headroom to spare. If, for example, a complex algorithm gets a little too big for its britches, 
Monolithic Tandem TN runs it on two DSP chips.With that kind of parallel processing power, your creativity is unrestrained. 

Despite all that brain and brawn, the H8000FW is remarkably friendly and easy-to- use, optimized for flexibility and control.Virtual racks have been 
crafted which give you up to five stereo effects processors combined in one preset-algorithm. Search functionality helps you sort presets for easy 
retrieval. 

The H8000FW combines the advantages of the H8000A with the H8000 and adds seamless FireWire connectivity with your computer. 

So, crank up am Eventide H8000FW Ultra-Harmonizer and feast your ears on the most amazing effeczs you've rever imagined. 

• 8 channels of 24-bit AES/EBU,ADAT and FireVVire I/O 

• MIDI, BPM and Tap Tempo synchronization 
• Up to 96kHz sampling frequency 
• PC and OS X graphic editor/development tools included 

• 4 channels of pristine analog I/O; s/n > I I OdB 

For more information visit eventide.com, email audio@eventide.com, or call 201-641-1200 
Eventide and Harmonizer are registered crarkmarks, and Monolithic Tandem is a trademark of Eventide Inc. ©2008 Eventide Inc.A1 other trademarks are the property of their respective owners. 

Eventide 



—Sweetwater 
Microphones 

We've got an incredible 
selection of some of 
the best microphones 
available for studio and 
stage alike. You'll find 
condensers, dynamics, 

ef ll 
w accessories) from 

a wide range of mic 
mic packages and 

and ribbon models ( plus 
Sweetwater-exclusive 

manufacturers such as 
• .'.,---- p Shure, Neumann, Royer, 11 Sennheiser, AKG, and 

many more! 

Uti IENNHEISER 

„audrotechnica RODE' 

6111111D  
Studio Processors 

Its Your Sound 

earthworks 

Lexicon PCM96 

At Sweetwater, you'll find exactly what you need to create some 
of that elusive studio " magic," thanks to our incredible selection 
of processors. Our huge warehouse is stocked with great reverb, 
delay, and multi-effects units from Eventide, Yamaha, Lexicon, 
and TC Electronic, plus a host of others. 

Eventide Ltelectronli lexicon _ill:a °YAMAHA 
VINTECH 

Toff Audio ATB-32 

Mixers 

The mixer is the nerve center of your operation, and we know yo 
want the best possible unit for your money. Our knowledgeable 
Sales Engineers are here to help you find the one that's just 
right for you. We carry an incredible range of mixers from 
Allen & Heath, Mackie, Yamaha, and many, many more. 

ALLEN HEATH OVIIIACKIE. lifoftateo Designs TASCA 

O YAMAHA 

_iatirmalaitmlini#11#1umw,v\N 

G,souxicraft 

AD 

Preamps Avdlon AD2022 

u• • 

There's no more important item in your signal chain than a good 
preamp — and we have a huge selection of them. Whether you 
want to add " color" to your sound or seek pristine transparency, 
Sweetwater has the preamp that's just right for you, from great 
manufacturers such as Avalon, Focusrite, PreSonus, and Manley, 
just to name a few. 

A Designs 

AVAI ON DESIGN 

PreSonus 
«eFb 

Foctisrite. 

NO Payments! NO Interest! For 90 Days! 



The Lowest 
Price 

Possible 

L2_ 

A Dedicated, 
Knowledgeable 

Staff 

••n- 
A Really 
Huge 

Selection 

SweetCare® 
Here for 
You 24/7 

The Best 
Shipping 
Around 

My Sales Engineer has been nothing short of amazing. Ile takes the time to answer all my 

questions without rushing me. From free shipping and an excellent and iuformatire website. 

musicians cannot go wrong with Sweetwater. — Mark Sip 

Con-puler 

We offer a stellar selection of ooth Macintosh and PC 
computers. When combined with the audio software and 
hardware of your choice, we can even provice a custom 
turnkey installation solution for your studio. And did you 
know we build or own Creation Station PCs? These 

powerful machines are made to suit your studio needs, with 
audio-optimized drives, whisper- quiet operation, top-quality 

components, and rock- solid reliabirty. Tower, rack, or portable, 
Sweetwater has the right computer for you! 

Sweetwater 

Creation Station 

Studio Monitors 

We offer a stellar selection 
of passive and active studio 
monitors with a range of 
wattages and speaker sizes, 
and we'll help you find the 
setup that suits your room 
best at a price that's right 
for you. With monitors from 
JBL, Genelec, ADAM, Event, 
Mackie, and Tannoy ( among 
many others) to choose 
from, Sweetwater has 
you covered! 

GENELEC tlynaticlioacotistics iF.:7 ADAM 

IVI/ICKEE. A LeSI S TANVOY [HI 

ADAM Audio 

S2.5A 

Apple Mac Pro 

Computer Audio 
Production 

We know how critical 
it is to get the best 
production from your 
studio. That's why we stock 
computer audio hardware 
such as audio interfaces 
from MOTU, M-Audio, and 
PreSonus ( among many others), to fully 
featured console- style control surfaces from 
several manufacturers, including Digidesign, 
Mackie, and Euphonix. Sweetwater's got the 
right hardware for your studio. 

11/11ACKIE. me! 
IVII-AUDIO MOTU ZIPreSonus liege 

Digidesign 
ICON 

D-Control 

1-800-222-4700 Sweetwater 
innarwasweetwater.com Music Instruments & Pro Audio 



On the Cover: Red Bull 
Studio in Santa Monica. 
Calif., was designed by 

Dave Bell of Whiteman: 
and Troy Germano (for-
merly of Hit Factory). Lt 
features a 48-channel 

SSL K Series console and 
custom Exigy monitorinç, 

and will support Red 

Bull's record label and 
music production efforts. 
Photo: Robert Wright In-
set Steve Jennings. 

TALKBACK 

PROFESSIONAL AUDIO AND MUSIC PRODUCTION 
MARC II 2 (1 0 8 . V 0 UME 32. NUMBER -I 

features 

22 Streamlining Hip-Hop Production 
When individual tracks on one album are created with a host of 

different producers and engineers, consistency has to come from the 

artists' vision. Mix reveals what happens on both sides of the glass, 

with a first look at hotly anticipated albums from The Roots, Nelly and 

Al Kapone. 

34 Dynamics Processing Plug-Ins 
Whether they're designed to emulate analog hardware or take your 

project someplace new, the growing range of compressor/limiter plug-

ins give engineers a convenient set of creative tools. Check out our 

buyer's guide to gain- reduction software. 

42 Upward Mobility in the Club World 
Higher-quality mid-sized digital gear at lower prices: It's what 

club owners—and visiting engineers—have been waiting for. Sound 

reinforcement editor Steve La Cerra breaks down next-generation club 

systems around the country. 

46 Winter NAMM Show Report 
In this issue, and at mixonline.com, you'll find our most comprehensive 

NAMM show coverage ever, bringing you all the news about company 

shake-ups, new gear and trade show events. 

Yes, we want to get to know our readers better! 
Let us know what you like, what you don't like, 

what you wish you could get at mixonline.com by 
e-mailing us at mixeditorial@mixonline.com. 

Check Out Mix Online! httn://www.mixonline.com 
(Volume 32, Number 4 is D2008 by Penton Media Inc., 9800 Metcalf Ave., Overland Park, KS 66212. Mix (ISSN 0164-9957) is published monthly with an extra issue in January. One-year ( 13 issues) 
subscription is $35. Carspda e $40. All other .nternotional is $50. POSTMASTER: Send address changes to Mix, PO Box 15605, North Hollywood, CA 91615. Periodicals Postage Paid at Shawnee Mission, 
KS and at additional offices:this publication may not be reproduced or quoted in whole or in part by printed or electronic means without written permission of the publishers. Printed in the USA. 
Canadian GST # 129597951; Canadian Post Publirations Mail agreement No. 40612608. Canada return address: BleuChip International, P.O. Box 25542, London, ON N6C 6B2. 
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DPA microphones capture many of the great piano performances world-

wide, with absolute fidelity and integrity. 

Now the new S/01(4061 Stereo Microphone Kit partners a pair of DPA 4061 

miniature omnidirectional microphones with a comprehensive range of mounting 

accessories to deliver a complete and uniquely discreet stereo micing solution for 

pianos. 

Closed lid or open stick, the SMK4061 achieves exceptional result in both live 

sound and recording applications. 

REDEFINING 
PIANO MICING 

SMK4061 
Stereo Microphone Kit 

The microphones for sound 

professionals with uncompromising 

demands for musical accuracy 

D PA: 
O.A Microphone, Inc. 2432 No-th Malin Street. Suite 200 Longmont. CO 80501. Th: 303 485 1CQ5 Ermil nit r>phone,,,n 

MICROPHONES 

w ww.d pa microphones.co m 
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The Art of Analog 

Universal Audio: Making Music Sound Better Since 1957 
1945: Milton T. " Bill" Putnam established Universal Recording in Chicago, 

where he installed a prototype " 610" console. 

1947: The first million-selling record, " Peg 0' rel Heart" by The 
Harmonicats appeared on Bill's Vitacoustic (" Living Sound") libel. 

1948 - 56: Bill engineered and/or produced Bing Crosby, Frank Sinatra, Nat King 
Cole and countless others while pioneering innovations such as the 
control room, vocal booth, console, sends/returns, echo, artificial 
reverberation ... even stereo recording and half-speed mastering. 

1957: Bill founded United Recording, and later United Western Studios on 
Sunset Boulevard n Hollywood, which are low the world-famous 
Ocean Way and Cello. 

1957: Bill founded Universal Audio, whose legmcary products such as the 
1176LN, LA-2A anc LA-3A became synonymous with sound quality 
and hit records. 

1983: Bill retired and sold UA (now UREI) to Harman International. His original 
products became prized collectors items for almost two decades. 

1999: Universal Audio was revived by two of Bill's sons. Bill, Jr., and Jirn 
Putnam continue their father's legacy with hand-assembled 
reissues based on Bill, Sr.'s, drawings, vintage components and 
design secrets from his personal diaries. 

2000: Bill, Sr., was awarded a posthumous Technical Achievement 
Grammy as the " Father of Modern Recording." 

Today: UA continues the Putnam legacy of " making music sound 
better." Its world-class hardware and software is designed 
with passion in Scotts Valley, California, according to the 
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 subscribe to our free, 
informative, online 'zine, "The UA WebZine": 
www.uaudio.com/subscribe 
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FROM THE EDITOR VWW.MIXONLINE.COM 

The Music Life 

The ongoing state of confusion and borderline despair in the music industry—and, 

by association, the recording industry—is not really about a nosedive in CD sales 

or the now decade-old "threat" of file sharing. It's not about label layoffs or big studios 

closing. It's not even about quality vs. convenience, or whether pirating can or can't be 

stopped. These are simply today's realities. No, the confusion is the result of a much lon-

ger but now-hyperaccelerating shift in the culture at large—the culture of information, 
the culture of social interaction and certainly the culture of music. 

Music isn't only about music any more. Well, some of it still is, but for the majority 
of consumers, music is about lifestyle. It's about the culture they live in and the friends 
around them. It's about a rite of passage or a stumble through darkness. And it's al-
ways been this way, from the lament of a Depression-era Okie to the howl of an alien-

ated, plaid-shirted Northwest teen. Steve Jobs knows that. When the culture shifted, he 

adapted, then led. Toyota knows it, making the Scion a lifestyle surrounded by hip art 
and cutting-edge music. Red Bull, whose studio is featured on this month's cover, knows 
it, too. Music is about who and what we are. Music is culture. 

I, too, cringe when Led Zeppelin helps sell a Cadillac, but I also know that my teenage 

daughter later bought her own Zep two-disc set. I don't endorse Red Bull the energy 

drink; I've never even tasted it, but I do recognize that the company has done as much to 
promote music worldwide as any label in recent years. Red Bull has been entwined with 

the music industry for years, hiring L-Acoustic RA.s for an air race in San Diego, hosting 
Red Bull Music Academies and Red Bull Music Labs around the world, teaching Reason 

at Red Bull Music Workshops and building out the Red Bull Studio music network out of 
New Zealand. Yes, Red Bull sells a lot of drinks. They also help sell a lot of music. 

And, of course, there's the store on every corner. Starbucks has embraced music play/ 

sales/distribution as part of its business model and its own beverage-centered culture, 
forming alliances with Apple, XM Radio and the Concord Music Group. Whether you're 
a Frappucino drinker or not, there's no denying that innovations like its onsite iTunes Wi-
Fi Music Stores promote and sell a lot of music. 

What does this all mean for the recording industry? There's more music being made— 

with a greater potential audience—than ever before. There's more audio being produced 

than ever before. Yet big studios will close in favor of new condo developments, while 
other studios will open to address a wide-open market in interactive audio. Manufactur-

ers with innovative products will thrive while others will fail. Some musicians, engineers 
and producers will continue to make money, either in traditional ways or in ways we 

never saw coming. Others will go back to their day jobs and sing in blues bars. It's always 
been that way. It's just a new way. 

The point is not that Red Bull or Toyota or even Apple represent the future of our 

industry. But we could all stand to take a look at the way they, and countless others, view 
music: as a lifestyle. As the heartbeat of culture. 

Tom Kenny 
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Unlimited 
Sound 

Quality 

D5 
Dynamic 

Vocal 
Microphone 

5 — LESS FEEDBACK 

Laminate Varimotion capsule delivers 

significantly more gain- before-feedback 

than any other mic in its class. 

C5 .() 
Condenser 

Vocal 
Microphone 

C 5 — STUDIO-LIKE CLARITY 

Patented condenser capsule delivers 

legendary AKG studio-quality sound, 

now on stage. 

WIRED 8« WIRELESS 

• 

4‘ 

el> 

Aerosmith's 

Steven Tyler 

using his customized 

AKG WMS 4000 

wireless with the 

D 5 capsule 

MU 666/1 
••• • 

www.akg.com 
H A Harman International Company 

AKG SOUNDS BETTER 
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Seek Out 
Smart outputs 

****epeN:,•%‘ 
utSwartse 

Balanced Line Driver ICs 
OutSmarts outputs are quieter, and they're cleaner when clipping 

into single-ended loads. Insist on products with OutSmarts outputs. 

Look for our 0 logo on the smartest audio gear. 

THAT. Corporation 
Analog ICs for Pro Audio' 

Tel: + 1 508 478 9200 
Email: info@thatcorp.eom 
Web: www.thatcorp.com 

W ESTONE DEFEND EAR HEARING PROTECTION 

Your hearing is under assault 

Working high-decibel live events is like working 

in a combat zone. It can easily do permanent 

damage to your hearing. 

Your defense? Westone's ES49—the custom-fit 

earpiece developed specifically for pro musicians 

and sound engineers. Effectively attenuate sound 

levels to your needs with a choice of 9, 15, or 25 

dB filters. And, because they are made from an 

impression taken directly from your ear, they 

provide long-wearing comfort and consistent, 

repeatable protection show after show. 

Don't wait ' til it's too late. The best defense 

against hearing loss is Westone. Contact your 

local hearing care professional and ask for 

Westone ES49s by name. 

R. 

eh. 

The Westone ES49 is 

available in a variety of 

custom colors 
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The Studio-In-A-Bag Laptop "-kage 

When you graduate from the Conservatory, you leave 
with all the skills you need to go straight to work in the 
recording industry. Now, with our Laptop program, you 

can take the gear you need with you. 

composing, game production, live performance or scoring • b•N 
Whether the job is studio recording, 

video, this rig has you covered. The Studio-In-A-Bag gives you all‘ •  

• • 

the tools you need to create, record and perform your music, right 
down to the mic, cable and clip. Hardware, software, interface, everything—it's all in the bag. 

The program at a glance: Our 42-week program 
ii“..L.aes a CRAS-exclusive industry internship. Classes are 

limited to 12 students who are trained in pro- level studios 

on gear from Digidesign, SSL, Neve, Otani, Neumann, 

Sennheiser and more. 

888.273.6412 
CONSERVATORY 2300 E Broadway Rd I Tempe, AZ 85282 

OF RECORDING ARTS & SCIENCES 1205 N Fiesta Blvd I Gilbert, AZ 85233 
www.audiorecordingschoolcom/mix.html 



Letters to Mix 
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Bu .j4i!ItJ 

Ozomatri 
Kelly Clarkson 

The Donnas 
Billy Joel 

STUDIO RECORDING: A DYING ART? 

I had to chuckle when I saw the cover of your 

January 2008 issue: " Live Sound Issue." What 

Mix issue is not about live music anymore? I 

feel as though you have gotten away from 

your roots. The reason is simple: Music record-

ing is dying. 

iPod and Sirius/XM devices are ruining 

music daily. I've had it with the current crop of 

"musicians," and I suspect that I'm joined by 

hundreds, if not thousands, of other engineers 

and producers. The " producer" nowadays is a 

kid making " beats" in his bedroom. Most of the 

companies who make high-end audio gear will 

be out of business by the end of this decade, 

unless they retool and start offering VST plug-

ins for every piece of equipment they make. This 

is a nightmare for those of us who believe that 

there is such a thing as a signal chain that one 

needs to go through to achieve a good sound. 

If we continue down this path, all music will 

be " live." This is good for the paying customer 

who wants to go out for some entertainment. 

The problem is that most older listeners don't 

go to the kinds of venues that feature live 

music. Most kids can't appreciate the vagaries 

of " good" music or, at least, music that was 

created with an ear for the finer and subtler 

aspects of the art. This will result in a dumb-

ing-down of music, the likes of which has not 

been seen since, well, the 1950s. And if you 

think that the '50s were the " golden age of 

crummy pop," wait until the teens and '20s 

of the 2000s. 

What happened to all of the great music 

that we all used to listen to and love? Who will 

carry on the mantle of this incredible art form? 

Sammy James 

ROY PRITTS TRIBUTE 

I have enjoyed Mix magazine since my first is-

sue, which may have been one of the very first 

issues published. The subscription was given 

to me by Dr. Roy Pritts, who brought me into 

the music business/recording/live sound/syn-

thesizer program at the University of Colorado 

at Denver Auraria [campus]. He was a good 

friend and mentor, even after I graduated from 

the program. 

Every issue reminds me of him, and I be-

lieve it was Mir that paid such a fitting tribute 

to Dr. Pritts after he passed away a short time 

ago (" Current," August 2007). Thank you 

always for such a fine magazine! I read every 

issue cover to cover, and there is always good 

information that I use in my day-to-day audio 

pursuits. 

Brian Salyards 

TALKBACK 

The January editions of the MixLine e-newslet-

ter asked readers who work in game audio 

production after beginning their careers in 

music and post-production to tell us why they 

made the switch, as well as name the title of 

the first videogame they worked on. Here are 

a few of the responses that we received. 

I got my start in late 1993 to early 1994. 

I was playing in bands and was in my last 

year of college. I had a friend who was an 

occasional set-design artist and worked on 

a couple of movies, like Batman and Jurassic 

Park. He got a job through a friend at New 

World Computing as a 2-D animator for the 

company. I was working at Sam Goody's re-

cord store, and he came in to see if I would 

be interested in interviewing for the " sound 

guy" position. The only computer I owned 

at the time was an Atari 1040ST running 

Master Tracks Pro. 

Two days prior to the interview, I purchased 

a ton of magazines current to the gaming in-

dustry and read like a madman so I knew a 

little about the current game biz. The thought 

of getting paid to be creative was just a won-

derful thing to me, and I was determined to 

try it out. 

Needless to say, I got the job and here I 

am roughly 15 years later with more than 100 

game credits and my own sound company 

and recording studio. I have actually used my 

game experience to get into post-production 

and have done a feature film and TV spots for 

the movies 300, Pathfinder, We Are Marshall 

and, most recently, 1 Am Legend. I am thank-

ful every day for the chance I got. 

The first titles I worked on came out about 

the same time; they were Hammer of the Gods 

and Inherit the Earth, both for the PC. I think 

our audio budgets were about a hundreth of 

what they are now. 

Rob King 

Green Street Studios 

I'm a DJ/producer/MC getting into the game 

industry. My first game audio gig was doing 

sound for the THQ title Saints Row with Voli-

tion Inc. I chopped up a lot of voice, designed 

the ambience implementation and made 

some placeholder radio station ID/speech 

recordings. 

I'm an old-school gamer and have a de-

gree in computer science, so the transition 

was pretty natural for me. I actually got in the 

loop with the developers through my work 

organizing hip hop events in their area. Then 

a friend of mine who I DJ'd with got a job 

there and recommended me for another spot. 

My electronic music/networking skills were 

integral in being the right person [ in the] right 

place [at the] right time. Before that, I didn't 

have much intention in going into game au-

dio, but it turned out to be a great career path 

for me. 

I plan to get further into sound design with 

Foley/synthesis and audio programming, then 

eventually branch into game design. I believe 

interactive multimedia is the medium of the 

future and we're just starting to see the begin-

ning of next-level gaming. 

Victor Carreon 

My first title was The Playroom for Bro-

derbund. I made the switch from full-time 

musician/composer to games because of the 

position that opened up at Broderbund. I 

found out about it as CD-ROMs were getting 

popular. I've been doing sound work in games 

about 80 percent [of the time] since then, the 

rest [ in] TV, film and some live. 

Tim Larkin 

TALKBACK 
We'd like to hear from 

anyone who has worked 

in Nashville. Tell us about your most mem-

orable Nashville session! And if you've 

worked in Nashville for several years, tell 

us about how the scene has changed. E-

mail us at mixeditorial@mixonline.com. 
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Designed to Adapt 

Nature has come up with clever ways to 
let some animals adapt quick'y to their 
environments. 

At Genelec our new 8200/7200 DSP 
Series also have the ability to adapt to 
their environment, by design. 

AutoCalTM, Genelec's optimisation software 

takes into account level, distance and 8-
band equalization to adapt each monitor 
loudspeaker to its immediate environment. 
What's more it does it as a system. with 
network control of up to 30 adaptable 
loudspeakers, including subwoofers. 

On screen, GLM software 
uses its Interactive Response 
Editor to give visual indication, 
loudspeaker-by-loudspeaker. 
of exactly what the response 
of each loudspeaker is. 

Ir 1978 Genelec brought active monitoring 
tc :he professional audio world. An essential 
part of our active design is the room 
response controls. They are incl Jded in 
every Genelec analogue model to help 
integrate them to the listening environment. 
To further this, Genelec Product Specialists 
travel the world providing system calibration 
services to ensure optimum monitoring 
performance for our large system customers. 

The Genelec DSP Series now brings this 
commitment, along with our acoustical 
knowledge and experience, directly to 
every customer. 

AutoCal" 
Cleverly designed to give you the room to adapt. 

GENELEC® 
www.genelecusa.com 



CuRRENT, PROFESSIONAL AUDIO NEWS AND EVENTS 

...WINTER NAMM NEWS... WINTER NAMM NEWS... WINTER NAMM NEWS... 

THE AWARD GOES TO... 

The night before Winter NAMM 2008, EM and Remix held a joint awards show 

celebrating the best in audio technology for 2007. Pictured from left are 

Remix technology editor Markkus Rovito, Universal Audio's Mike Barnes and 

Joseph Lemmer, and EM editor Gino Robair. For additional photos from the 

bash, as well as all of Mix, EM and Remix magazines' coverage from Winter 

NAMM, visit emusician.com/ms/namm08. 

METALLIANCE GOES PRO 

METAlliance founders (L-R, rear) Elliot ScheMer, Ed Cherney, Al 

Schmitt, Frank Filipetti, Phil Ramone, George Massenburg and 

Chuck Ainlay. Foreground (L-R): Inaugural Pro Partners Bill 

Putnam Jr., Universal Audio; Joel Silverman, Millennia Media; 

Jeff Phillips, Lexicon; Peter Chaikin, JBL Pro; Mike Edwards, 

Audio-Technico; EveAnna Manley, Manley Labs; John Jennings, 

Royer; and Carl Jacobsen, Cakewalk, 

GIBSON GUITAR,TC GROUP MERGE 
Gibson Guitar chairman/CEO 

Henry Juszkiewicz (pictured at 

right) and IC Group CEO Anders 

Fauerskov held a press confer-

ence at Winter NAMM, where 

they disclosed that the two com-

panies will merge. 

"This merger will revolution-

ize the music industry for many 

years to come," said Juszkiewicz. 

"The synergy between the two 

companies will allow us an enor-

mous advantage in the develop-

ment of new audio technologies." 

"The opportunities ahead are very exciting for us," said Fauerskov. 

"This merger will create exciting new opportunities for all employees 

within TC Group and Gibson, and in particular fantastic new tools for our 

markets and customers." 

Under the terms of the new merger, Fauerskov will remain based in 

Europe and serve as COO of the new combined Gibson Guitar Corp. The two 

companies expect to finalize the deal by the end of February 2008. 

At Winter NAMM, the 

METAlliance (metalliance. 

com) announced the 

first group of Pro Partner 

manufacturers in a new 

program of professional 

audio and video compa-

nies working with the alli-

ance to recognize the call 

for quality in the record-

ing arts. The METAlliance 

comprises award-winning 

audio engineers and pro-

ducers who have been 

involved in establishing 

techniques and technical 

standards. Its Board of Directors includes Chuck Ainlay, Ed Cherney, Frank Filipetti, 

George Massenburg, Phil Ramone, Elliot Scheiner and Al Schmitt. 

Massenburg, addressing the press conference, said, "We hold thorough, compre-

hensive testing and evaluation in the highest regard. The METAlliance is all about 

recognizing the benefit of quality workmanship, not to mention quality listening. We 

qualify tools knowing that in our everyday work we're using what we're testing." 

Pro Partners who joined the METAlliance at the press conference include Audio-

Technica, Cakewalk, GML, JBL Pro, Lexicon, Manley Labs, Millennia Media, Royer 

Labs, Sanken Microphones and Universal Audio. 

BIGGER SLICE OF CAKE 
CAKEWALK, ROLAND UPDATE 

Cakewalk has expanded its strategic relationship 

with Roland; in 1995, Roland began distributing 

Cakewalk products in Japan. In 2003, Roland 

invested in Cakewalk to help fund the develop-

ment and marketing of joint products, as well as 

distributing products outside of the U.S. Now, 

Roland owns a bigger share of Cakewalk, but 

didn't acquire the whole company; i.e., Cake-

walk is not becoming a division of Roland. No 

other details of the agreement were announced, 

but stay tuned for future developments regard-

ing the two companies creating joint products. 
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JOE DESMOND, 1953-2008 
Joe Desmond, a well-known indus-

try figure with more than a quarter-

century in pro audio and M.I. sales, 

passed away on January 16, 2008, 

after being diagnosed with liver can-

cer this past fall. A graduate of Bos-

ton University, this native Bostonian 

went West to California for his first 

job as a Guitar Center salesman. Mov-

ing rapidly within the organization, 

Desmond opened and managed stores 

in California and Illinois before start-

ing his own company, which exported 

rare guitars to Japan. In 1987, Des-

mond went to work for Furman Sound 

in Northern California, and during his 

17-year tenure there became a driving force responsible fo' bringing the 

company from fewer than 51 million in annual sales to a position as an 

industry leader. 

Several years ago, he left Furman to found Joe Desmond & Associ-

ates (www.jdagear.com), a rep firm and import business located in nearby 

Rohnert Park, Calif., handling top suppliers such as Adamson, Aphex, 

BBE, Dantey, ETA Systems, FBT, G&L Guitars, Nady Systems, One System 

Raxxess, Rolls, SE Electronics, X2 Digital Wireless aid others. Joining Des-

mond in the operations at JDA was his wife, Pam, whom he met at a NAMM 

Show in 1982, when she was working as an ad executive at HAM (Boy Area 

Music) magazine. 

Desmond, whose hobbies included classic automobile restoration, was 

known for his warm smile and his ability to put his customers' needs 

ahead of his own. He is survived by his wife and two children, Jittian and 

Ben. Desmond will long be remembered by his many friends throughout 

the industry. 

TIME MACHINE 

—George Petersen 

KORG MI. TURNS 20 
Back in 1988, the Korg M1 music workstation was one of the first products 

that combined a keyboard with realistic sounds (using PCM-sampled wave 

ROM), sequencing and digital multi-effects in a single package, helping 

to bring many D.I.Y. musicians to the forefront. To celebrate this anni-

versary, Korg is offering numerous promotions; visit www.karg.com/proreo 

for info. 

ON THE MOVE 

Who: Harry Chatmiers, president of Mc-

Nally Smith College 

Main Responsibilities: I am leading an 

inclusive ptanning process called 20/20 

VISION. We are creating a new vision for 

the college (what will it be like in the 

year 2020). 

Previous Lives: 

1998-2006, VP for academic affairs/prov-

ost at Berktee College of Music 

1994-1998, executive director of MacPhail Center for Music 

1985-1994, executive director of Indian Hill Music Center 

1978-1994, instructor, College of Music, University of Massachusetts Lowell 

The most exciting thing about working in the education field is...the 

opportunity to shape the process and content of education to become as 

meaningful as possible to young people. 

The one profession I would like to try is...professional golf. 

Currently in my CD changer: Bela Bartok, Broken Social Scene, BT, Imogen 

Heap, Radiohead and some working drafts of new songs I'm writing. 

When I'm not at work, you can find me...working on my novel. It's a 

suspense story set in two locations: a music college in Boston and Soutn 

Louisiana after a major hurricane. 

CAS TECH NOMINEES 
The nominees for the Cinema 

Audio Society's 4th Annual 

Award for Technical Achieve-

ment are: 

PRODUCTION 
Aaton Cantar X2 

Schoeps CMIT 5U 

Fostex PD606 

Sonosax SX-STD mixer 

Zaxcom DEVA 5.8 

POST-PRODUCTION 
iZotope RX 

CEDAR DNS 2000 

Steinberg Nuendo 4 

Euphonix S5 Fusion 

Digidesign ICON 

The awards will be presented on February 16, 2008. The ceremony 

will also honor Outstanding Achievements in Sound Mixing in five 

categories: Motion Pictures; Television Movies and Mini-Series; Tele-

vision Series; Television Non- Fiction, Variety or Music Series or Spe-

cials; and DVD Original Programming. Music scoring/sound re-record-

ing mixer Dennis Sands will also take home the Career Achievement 

Award, while writer/director Bill Condon will be presented with the 

Filmmaker Award. 
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Go beyond the printed page and log on to www. 

mixonline.com to get extra photos, text and 

sounds on these select articles—plus much 

more online: 

PLAY: Winter NAMM 2008! 

Watch videos, read the blog, check out new 

products and so much more at our special Winter 

NAMM Website, emusician.com/ms/namm08. 

LISTEN: Midi Mafia 

They're climbing the charts with their distinctive 

production of R&B and hip- hop artists. Check out 

samples of Midi Mafia's projects. 

WATCH: Foo Fighters 

There are always more tour photos than we can 

print. Log on and 

peruse our Foo 

Fighters photo gal-

lery. 

LISTEN: Record-

ing Notes 

Hear clips from 11‘›.• 
, 

P.O.D. and Jonas 

Brothers, Tommy 

James & The Shon-

dells' "I Think 

We're Alone Now" 

and "Cool Spins." 

Steve Seal,le 

CURRENT 

FERNANDEZ MIKES ADAMS 
Scoring mixer Bob Fernandez recently completed recording 

Joseph Vitarelli's score for the HBO miniseries John Adams, 

which is based on David McCullough's Pulitzer Prize-winning 

biography of the second American President. Fernandez chose a 

nice selection of Sennheiser and Neumann microphones for the 

project, including a pair of MKH 8040s on the violin section. 

Other selected mics used at the Sony Pictures scoring stage were 

a Decca Tree with three Neumann M 150s, and a pair of Neumann 

M 1495 that were used as outriggers. Additional M 149s served 

to capture the bass section, with Neumann TLM 170s on the cellos. A Sennheiser MKH 40 

miked the harp, and several additional MKH 40s captured the violas, flutes, oboes, clarinets 

and bassoons. A bank of Millennia Media HV-3 preamps served the entire ensemble. 

MIX L.A. OPEN UPDATE 
The 13th Annual Mix LA. Open, set for Monday, May 12, 

2008, at the Malibu Country Club, promises to be bigger and 

better than ever! Hosted by honorary chairman Ed Cherney, 

the best ball tournament will have more contests, more 

prizes and more auction items. Open to any level golfer, the 

event begins with registration and a continental breakfast 

at 8 a.m., with the shotgun start at 10 a.m. The awards 

dinner and silent auction are scheduled for 3:30 p.m. 

Proceeds will benefit hearing health and audio educa-

tion programs, including the House Ear Institute's Sound Partners program (www.hei.org/educa-

tion/soundpartners/sp.htm) and L.A.-based Sound Art (www.soundartla.org). 

For information about sponsorships or entry fees, go to www.mixfoundation.org or call Karen 

Dunn at 925/939-6149. 

INDUSTRY NEWS 

PE 

Dr. Charles Chen joined Lauten Audio (Santa Clara, CA) as chief engineer. The company has 

also sparked a distribution agreement with Analog Audio GmbH (Grbbenzell, Germany)...New 

York City-based Syntonic Design Group is joined on the left coast by David 

P. Hoover, general manager of West Coast operations...Harman ( Northridge, 

CA) updates: Blake Augsburger, country manager of Harman USA, and Ken 

Yasuda, country manager of Harman Japan...Auralex Acoustics (Indianapo-

lis) expanded its sales force with Tim Martin, director of sales... New produc-

tion manager at Linear Acoustic (Lancaster, PA) is Steven Glynn...Previ-

ously at Disney, Steve Seable joined Yamaha Commercial Audio Systems 

(Buena Park, CA) as product manager for the DSP and amplifier group, while 

Peter Robinson is the new product manager for the speaker product team... 

Sennheiser (Old Lyme, CN) appointed Ben Escobedo to associate product 

manager, music industry products...iZ Technology (Vancouver, BC) opened three authorized 

service centers for the West Coast, Central and East Coast...New distribution deals: TransAudio 

Group (Las Vegas) is the exclusive worldwide distributor for TRUE Systems (Tuscon, AZ); K&K 

Productions is the new Providers Series' (Dacula, GA) rep in southern Illinois, Iowa, Nebraska, 

Kansas and Missouri; DiGiCo (Surrey, UK) products will be distributed in the U.S. and Puerto 

Rico by Group One Ltd. (Farmingdale, NY); and APB-Dynasonics (Totowa, NJ) is represented in 

Southern California, Arizona and Southern Nevada by Marshank Sales (Tarzana, CA). 
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ON THE COVER SANTA MONICA, CALIF. 

Red Bull Studios 

By Tom Kenny 

D
oes it really surprise anyone in 2008 
that Red Bull would build a world-

class recording studio in the heart 

of Santa Monica, Calif., a few miles down 
the 1-10 from the entertainment capital of the 

world? Or that the company would hire the 

former owner of The Hit Factory who would 

then bring in his longtime partner, one of the 
world's leading designers, to bring it to life? 

Red Bull North America doesn't do 
"small." And they don't do " local." In the 

summer of 2005, Greg Hammer, a veteran 
label exec and now head of music at Red Bull, 

called Troy Germano and told him of plans 
to build a recording space within the new 

100,000-square-foot U.S. headquarters then 
just starting construction. By September 2005, 

Germano, now the principal of Studio Design 

Group, New York, and David Bell, a partner 
in White Mark Ltd., London, began designing 
the studio together. 

During the ensuing months, the live room 
was made slightly bigger, the control room 
was pushed back and some editing rooms 

were nixed. "Thirty-foot ceilings, no col-

umns—it was an ideal space," says Germano. 
"We knew the enormity of the project going 

in. To have 100,000 square feet on one level 
is essentially four airplane hangars. We were 

able to work with our 5,000 square feet in 

the back as they were shoring up the front. It 
went very smoothly." 

From concept to completion took 26 

months, with the actual construction hap-
pening from February 2007 to the opening 

this past October. For Germano, it marked a 

re-entry into studio life following the sale of 
The Hit Factory building in 2005 and a two-

year stint purchasing large-scale concerts for 

the Sazka arena in Prague. It also rekindled his 
20-year partnership with Bell. 

"David and I first worked together on Hit 

Factory London in 1989, when my dad and I 
began a joint venture with the CBS UK facility 

on Whitfield Street in Soho," Germano recalls. 
"David was heavily involved in that project 
with his previous partnership. Ten years later, 

Dave formed White Mark with partners Derek 
Buckingham and Alan Cundell, and we did 

Studios 6 and 7 in New York, as well as the 

entire facility at the Hit Factory Criteria in 

Miami. Red Bull is very reminiscent of Studio 

6, and that room was modeled loosely 
on a studio I'd seen in Stockholm back 

in 1992. 

"I went one weekend in '91 to see 

Polar Studios, where Led Zeppelin had 

recorded In Through the Out Door and 
where all those great ABBA records 

were created," Germano continues. 

"There was a 56-input SSL E Series and 

really just three booths around the con-

trol room. One was marble, one was 

wood and one was a combination of 

materials. I called my dad from Stock-
holm and told him I knew how we 

should build the new room on the third 
floor. Not really a studio, but a control 
room with four booths. That idea be-

came Studio 2, and the same concept 

was extended to Studio 6, which won a 
TEC Award in 2003. In some ways, that 

concept carried over to Red Bull. There are 

three booths surrounding a large live room, 
and one of them is tremendous." 

The rooms could have been even larger, 

but Germano and Bell opted not to use all 30 
feet of ceiling in favor of accessible and iso-

lated HVAC systems. The advantage, besides 
luxurious room to treat the studio ceiling, is 
a 12-foot pocket of air between studio and 
structure. 

"The height of the building translates 
from a user's point of view into a live room of 
majestic size with great decay," says Bell. "The 

acoustic treatment is a mixture of broadband 

absorption and a large amount of diffusion. 

We believe in broadband solutions in all de-
signs and do not install tuned elements, as 
these can run the risk of producing uneven-

ness in the room's response." The back wall 

is made up of three sections of diffusers with 

areas of absorption between them, and the 
live room features diffuser clouds. 

On the cover this month is the 48-channel 

SSL K Series in custom Red Bull colors; this is 
the last K series ever built. Directly behind it, 

built into the producer's desk, is a Digidesign 
Icon D-Command. " Usually that would be 

rolled into the side for a project," Germano 

explains. "This is an experiment, and we'll see 

if it gets used. But in today's world, 48 faders 

is enough, even without the small faders. So 
much processing goes on inside the box, we 

The live room and control 
room (below) feature broad-

band acoustic treatment in 
custom Red Bull colors. 

thought it would be nice to have D-Corn-
mand at the listering point—the benefit of 
both worlds." 

The main monitoring system is by Exigy, 

the London-based company of Matt Dobson, 

former owner of Boxer. (Germano installed 
Boxer moritors in the original Hit Factory at 

421 West 54th St.) "There are four 18-inch 
subwoofers built into the front wall below the 

stereo mains. I wanted to do something differ-

ent; these punch, they have clarity." 

The D-Command atop the producer's 
desk is flanked by Teletronix, Manley and 

vintage Universal Audio gear, among count-

less other analog gems. The mic collection is 
still growing, and the room has had its share 
of sessions. 

Red Bu) has been in the music industry for 

more than a decade now, promoting musc 
worldwide far better than most major labels. 

It should come as no surprise that they now 
have a world-class space. 

Tom Kenny is the group editorial director 
for Mix, EM and Remix magazines. 
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and glues stuff together in a way I haven't 

heard anything else do." Goldstein also uses 

the Sonnox Inflator on the stereo bus to add 

dynamics and increase apparent loudness. 

The always eclectic Roots criss-cross 

through various musical territories on Rising 

Down, from the fuzz-pop single "Birthday 

Girl," featuring Fall Out Boy, to the hard-hit-

ting street romp "Get Busy," to the moody, 

synth-heavy "Singing Man." So, mixing the 

album sometimes means smoothing out any 

distracting contrasts. "The songs, no mat-

ter how smooth or pop-y, need to knock, 

need that hip-hop weight," says Goldstein. 

"There's a sensibility about the low end— 

they're not going for the contemporary 

hip-hop overdone low end, which hits you 

in the chest, but something more full that 

envelops the records like a feeling." 

NELLY'S BRASS KNUCKLES 

.11 past Duccinlx_1-, s1. louis--based rapper 

Nelly, the consummate hip-hop hit-maker, 

delayed the release of his highly anticipated 

new album, Brass Knuckles, for a few more 

months so he could spend more time in the 

studio. Nelly's engineer, Carl Nappa, expects 

they'll stick hard and fast to the new June 24 

release date, though with 50 songs to pare 

down to 14, it's decision time. 

Nappa, who engineered most of Nelly's 

last release, the 2004 double-disc Sweat and 

Suit, moved to St. Louis to set up and oper-

ate Nelly's recording studio, located within 

his label's headquarters. "This has not been 

a typical process for a Nelly record," says 

Nappa. "In the past, he'd go into the studio, 

and three to four months later he'd be done. 

But he seems to be searching for something 

on this new record, which he started last 

January 120071 out in Los Angeles with a 

producer named Nef-u." 

According to Nappa, during the past few 

months, the album's sound has changed 

pretty dramatically, at least in terms of 

Carl Nappa moved Nelly's portable studio from L.A. to St. Louis for 

Brass Knuckles. 

writer/producers with tracks in the running. 

Nelly has a history of relying on his last-

minute instincts, according to Nappa. "Pro-

duction on Nellyville [20021 had wrapped 

in time for the label's release date, but 

Nelly wasn't satisfied and went back into 

the studio, delaying the album's release, to 

cut the last two songs—'Hot In Herre' and 

Dilemma'—which became the album's big-

gest singles." 

Making Brass Knuckles, Nelly has 

logged time at The Record Plant in Los An-

geles and in Atlanta studios with Jermaine 

Dupri and Polow da Don, but the majority 

of the recording and mixing has happened 

with Nappa at Nelly's studio in St. Louis. It's 

not the first time Nelly has worked in his 

own private studio—he did so for 90 per-

cent of Sweat and Suit in a makeshift studio 

Nappa set up in a Los Angeles rental. "I sold 

Nelly on the idea of doing the last studio in 

L.A. with the notion that we would bring all 

the equipment back here and set it up again 

in St. Louis," he says. 

The St. Louis studio is the base camp 

for Nelly and artists on his Universal im-

print, Derrty Entertainment, though it's 

entirely portable. Nappa says, "I worked 

with acoustic designer Mark Donahue and 

builder Joe Zimmerman to build a totally 

modular acoustic design for this studio. All 

the acoustic treatments are built in modular 

blocks and screwed onto the wall. We can 

easily unscrew these panels and make the 

same dimension room somewhere else." 

Equipped with Pro Tools HD, Digide-

sign Control 24, Augspurger mains with 

18-inch subs and ProAc near-fields, Nappa 

has recorded a good deal of Nelly's vo-

cals and mixed nearly 20 songs in the St. 

Louis studio so far. Professional Audio 

Design's Dave Malekpour equipped and 

tuned the room. "The monitoring system 

is from the Hit Factory Studio 2, with 

Crown and Bryston amplification," says 

Nappa. "The only thing 

Dave and I changed was 

the crossover; it had been 

an old BSS crossover that 

I could hear overloading 

and we changed it to the 

new Dolby Lake System, 

which is incredible." That 

said, Nappa adds, "I do 90 

percent of my mixing on 

my Avantone—the new 

Au ratone— and ProAc 

speakers, but Nelly loves 

the big monitors." 

Right after the Sweat/ 

Suit albums, Nappa start-

ed getting a lot of calls 

for indie projects and began mixing in-the-

box to fit the lower budgets. Now, and for 

the past two years, Nappas been mixing 

this way full time. "With Nelly, this style 

of mixing is invaluable because he'll often 

be out of town, and I can easily send him 

MP3 mixes and keep it open to production 

for weeks after that," says Nappa. "We'll go 

back and forth—he'll change a lyric, add a 

vocal or request some sonic revision. I'm still 

tweaking stuff that I mixed months ago." 

Having Nappa at the helm of the St. Louis 

studio helps Nelly work as fluidly as possi-

ble, while maintaining an album producer's 

control over the entire catalog of material 

in the hopper. "As a songwriter, Nelly gets 

into these really prolific modes of writing," 

says Nappa, "and with the studio here we 

can keep the production open on as many 

songs as we like." 

An expert melody-man, Nelly intuitively 

sees songs rising up around the beats, an 

approach that's likely to blame for the num-

ber of songs in production. "On this record, 

Nelly's barely written anything down," Nap-

pa observes. "He'll get inspired and go into 

the booth, work on a couple lines at a time 

and create as he goes. We're just filling in the 

pieces after that." Nelly's vocal chain, new 

on this album, is a Sony C800G microphone 

into an Avalon AD2022 mic pre, then the 

AD2044 compressor and AD2055 EQ. 

Those songs produced outside the St. 

Louis studio come into Nappa's hands in 

varying degrees of "produced." When Nelly 

works with big-name producers, the songs 

come back fully mixed by their own engi-

neers, but in cases of less-equipped writer/ 

producers, production-oriented work falls to 

Nappa. "When I get the multitrack, I'll match 

my basic levels and panning to what the 

producer had on his 2-track, and from there 

I'll take it into the mix, compressing, EQ'ing 

and sculpting the low end," Nappa describes. 

"Most of these songs revolve around a 4- or 

8-bar loop, but since most of the producers 

don't come out during mixing, I'll be very 

involved in the arrangement—doing drops 

to create choruses, bridges, transitions; work 

that, in another genre, would be handled by 

the producer." 

As for mixing, Nappa says, "You . re-

ally can't screw up Nelly. He's got the 

mic technique down so well that you put 

up the vocal and it's 90 percent there." 

He mixes with a tried-and-true technique 

and his go-to plug-ins. On Nelly's vocals, 

typically, he applies light compression with 

the Waves Renaissance compressor and 

then—depending on the song—he'll EQ 

with Focusrite, Renaissance or Massenburg 

Design Works plugs. "If I need to do aggres-
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sive EQ'ing, I'll hit the Focusrite; if it's more 

of a singing part, I'll use the Renaissance," 

Nappa explains. "If I need to do some dis-

secting, I'll use the Massenburg EQ. The last 

thing in my chain is the Crane Song Phoenix 

Dark FsqPnce plug-in." 

Nappa runs his submixes out through 

an 8-channel API summing mixer into the 

new Dramastic Audio Obsidian TXIO ste-

reo compressor, through the broad-stroke 

Manley stereo Pukec EQ, and then limits the 

mixes and sends them off to mastering. "I 

spend a lot of time mixing, and we invested 

a lot of money in monitoring so I would 

know accurately what was going on," Nappa 

concludes. "So I don't leave a lot of room for 

mastering—I or 2 dBs—and I use mastering 

ungineerç that I trust." 

AL KAPONE'S 

THE HIP-HOP BAND MOVEMENT 

Memphis rapper Al Kapone has the crunk 

energy and lyrical flow of his Dirty South 

rap brethren down pat. He's even adapted 

it for the big screen, penning the Hustle & 

Flow highlight track "Whoop That Trick," 

as well as the soundtrack's "Get Crunk, Get 

Buck." On his ambitious new album project, 

tentatively titled The Hip-Hop Band Move-

ment, 'Capone digs much deeper into his 

Memphis roots, cutting a new musical path 

that fuses Memphis past and present. 

It all started backstage at a Grammy 

event in Memphis. Talking about putting 

together a hip-hop band, Kapone caught 

the ear of Atlanta-based writer/producer/en-

gineer Billy Hume, who had been working 

live instrumentation into more and more 

of his hip-hop productions (David Banner, 

Shop Boyz, Bonecrusher, Ying-Yang Twins). 

The two chatted and decided to keep in 

touch. "A month later, I went to Billy's stu-

dio in Atlanta," Kapone relays. "We totally 

clicked. We'd never worked together and 

barely knew each other, but in just two days 

we came up with two completed songs. I 

knew this was the vibe for my next project 

and there was no turning back." 

What started out as a songwriting ef-

fort turned into a full-fledged album, and 

Hume was given the reigns over the en-

tire project, including songs produced by 

Memphis-based Hustle & Flow and Black 

Snake Moan score composer/musician 

Scott Bomar and producer Kurt "KC" Clay-

ton. "Every song on this album has been 

an adventure," says Hume. "It's not like the 

a.ssembly-line production that goes into 

rap music. It's more like producing a rock 

record, and it's taken me drawing from all 

my experience—with alternative and jam-

band rock, acoustic and reggae music—to 

pull this off." 

Kapone's vision and artistic approach 

for the album were, as Hume describes, 

"inspired" and often resulted in magical ses-

sions. "I wanted to make a hip-hop record 

that reflected the live musical roots here in 

Memphis—Stax and Sun Records—and the 

blues from the Delta," Kapone notes. To 

represent older-school Memphis, Kapone 

enlisted legendary session hands such as 

guitar player Charles "Skipp" Pitts, members 

of the North Mississippi All-Stars and mem-

bers of Kapone's live gigging band, Tha 

Untouchablez, assembled by Clayton. 

Hume and Kapone did very little ad-

vance planning before going into the studio, 

a method Kapone recognizes would not 

have been as successful without a full-

on writer/producer/engineer partner like 

Hume. "Billy is amazing in the studio, and it 

really helped free my mind," says Kapone. "I 

whistle or hum something, and Billy blows 

that up. We ride the wave to the end, and it 

always comes out hot." 

Though Hume says the process varied 

track to track, the songs were often built on 

musical jams. "We went to Dave Matthews' 

Haunted Hollow Studio to work with DMB 
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drummer Carter Carter Beauford," says Hume. "I 

went there with the agenda to have him do 

some live drums we could use to liven up 

some of our MPC beats, but we ended up 

creating some great stuff on the spot there 

with Kurt Clayton on keys and Carter on 

drums. I went back to my studio and started 

building songs out of my favorite sections." 

Lyrically, the album's defining track, "The 

Music," written by }Capone and Clayton, 

pays tribute to Memphis as the birthplace 

of rock 'n' roll. Hume and Kapone brought 

members of Tha Untouchablez into Young 

Avenue Sound in Memphis to cut the song's 

music. "I wanted to capture that live energy, 

with the band playing the song beginning 

to end," says Hume. "By the end of the day, 

we got that magical take, and I brought it 

back to my studio and programmed an MPC 

along with it. Then I cut some more guitars 
and grabbed some keyboard parts out of 

Kurt's original version and stretched and 

pitch-corrected them to the new version's 

key and tempo. We re-cut vocals and used 
another rock element—the bullhorn—for 

some background parts." 

Hume recorded Kapone's lead vocals 

with a Neumann M149 through an Ava-
lon VT-737SP, a Distressor compressor and 

,0 
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into Pro Tools, using Shure SM7 and SM57 

for backing vocals and stacks. He is very 

selective with instruments, amps and mi-

crophones; he meticulously changes guitar 

strings and drumheads, and tunes every-

thing obsessively. "I want to get the best 

performance and the best sound going in, 

a process that's balanced out by the endless 

possibilities and total control we have once 

we're all in-the-box and mixing." 

Hume notes that, as opposed to rock 

projects, the mix process with a hip-hop 
artist tends to be highly interactive and kept 

open to revision for months, making in-the-

box mixing the preferred method. "The main 

challenge I have in combining hip-hop and 

rock is where to put the low end," Hume 

explains. "In rock music, so much of the low 

end is carried by the bass guitar, whereas in 
hip-hop it's carried by the big booming [Ro-

land TR-] 808. And with the rise of the Dirty 

South sound, that 808 got 10 dBs louder." 

Hume blended the live and sampled 

drums on every track in a somewhat uni-

form manner, choosing the MPC kick as the 

primary kick drum. "I found myself filtering 

the live kick drum down a good bit into 

the mix and letting the drum-machine kick 

carry that aspect of it," he says. "So mostly 

• 

- 

what you hear of the live drums is the tom 

fills, snare drum and hi-hats. In sections 

where there's a break, where Carter did a lot 

of amazing fills, I actually automate the live 

kick drum, bring the low end back for that 

split-second and then go back to the MPC." 

Hume's recording and mixing techniques 

have evolved with the surge of live instru-

ment recording he's experienced in the past 
year. "A lot of the artists I'm working with are 

more interested now in using real drums, 

real guitars and basses," he says. "I have 

adopted some new techniques for live hip-

hop band recordings—I'll mike a kick drum 

with a speaker, for example, to get that extra 
fat low-end sound. I can make a kick drum 

sound almost like an 808 doing that." 

Indeed, Kapone's vision for The Hip-
Hop Band Movement is coming to fruition 

as live band hip-hop feels more and more 

like a welcomed trend to Hume, who just 

finished another rock/hip-hop hybrid proj-

ect with Atlanta band Heavy Mojo, as well 

as work with live instrumentation for Kaine, 

from the Ying Yang Twins and crunk master 
Bonecrusher. 

Janice Brown is a freelance writer in 

New York City. 
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PRODUCER'S DESK  
BY ELIANNE HALBERSBERG 

Midi Mafia 

DJ Dirty Swift and Bruce Waynne Break It Down and Build It Up 

or the average producer, land-

ring a career-making hit can take 
years of trial and error, mid-level 

chart positions and what feels like a 

lifetime of sessions. But the produc-

tion/engineering/songwriting team of 

DJ Dirty Swift and Bruce Waynne, better 

known as Midi Mafia, is anything but av-

erage, and the wait for that hit lasted all 

of six months. Swift and Waynne were 

recruited to produce and mix 50 Cent's 

"21 Questions," a chart-topping sensa-

tion that immediately placed the duo in 

a whirlwind of attention and activity. 

. By the time they met, working in 

the same studio and cutting tracks for 

Bad Seed, Swift and Waynne had years 

of experience on their resumes. A pro-

fessional relationship soon became a 

friendship, and they spent two years 

working for Sony Studios in what they 

describe as a 'basement writers' room." 

With nonstop A-list artists coming in 

to track in the main rooms, it was an 

opportunity to network and bring beats to some of rap 

and hip hop's biggest names. But the multifaceted duo 

never limited themselves to one genre, and as their name 

recognition increased so did demands for their talents, 

with artists such as Jennifer Lopez and Fantasia seeking 

them out; that's their work on Fantasia's Number One 

single, "When I See You." 

Together as Midi Ma-

fia since 2003, Swift and 

Waynne have worked on 

singles, remixes, compila-

tions and videogames. They 

have launched an imprint 

label, Family Ties, that 

enables them to sign and 

develop their own roster 

of talent, induding urban 

pop singer Shire. This year, 

they're again working with 

Fantasia, as well as UK art-

ist Bryn Christopher, Earl 

I byes, G-Malone, Lamar and many others. The Midi Mafia 

phones, it seems, never stop ringing. 

Despite being on the cutting edge of technology, 

Swift and Waynne insist that theirs is an "old-school" 

approach: as hands-on as possible, involved in every 

step of the record-making process, and focused solely 

on the artist's vision. 

Bruce Waynne (left) and DJ Dirty Swift—aka, Midi Mafia—keep it real in the studio. 

Looking back on your earliest projects, bou, have you 

grown and perfected your craft? 

Waynne: When we got together, we were a couple of 

guys who needed each other to get to the next level of 

our careers. Our sound was all over the place; now it's all 

over the place strategically. We keep everything melodic 

and soulful in feel, but young, fresh and urgent at the 

same time. Our music has matured from rap and hip hop. 

The hooks have changed into songs. We're better pro-

ducers, better at how we write and put things together. 

We're more conscious of what we're doing. 

Swift: The method has always been the same. With 

pop artists, we bring in different types of instruments 

that we don't need in rap. But we've always liked to be 

there from beginning to end. I mix, Bruce writes, we 

do arrangements. With rappers, we may need choruses. 

They write their own stuff and sometimes we send them 

beats, and when they send back the song it's done. Some 

people you have to walk through the whole process. 

How does the team work? How do your similarities and 

differences balance each otber out? 

Waynne: One of us starts the song. We make separate 

tracks. I'll pick a beat he made and turn it into an R&B 

or pop song, and he takes something I made and turns 

it into something else. Our similarity is that we aim for 

hit records. We're building a serious brand. A lot of artists 

today have an in-house producer and team, so if they 

come to us it's because they want us to take them to 
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PRODUCER'S DESK  

another level. Our differences: He grew up 

in Canada listening to West Coast stuff; I'm 
from Brooklyn and I lived the music. My 

family is Jamaican, so in my house we lis-

tened to reggae. Everyone on the block was 
of a different ethnicity, so whatever Brook-

lyn was doing I was into it hard. Swift and 

I broke into the two sides of hip hop and 

we're constantly learning from each other. 
Our different perspectives of hip hop come 

together. Hip hop is pop now; it's edgy and 
street. What happened between Swift and 

me happened organically and naturally; we 
weren't looking for it. 

Swift: I help keep him focused. If it 

were up to him, we'd never finish a proj-

ect. If it were up to me, we'd never start. 

We both make tracks, we both write. I do 
a lot of mixing. We focus on our strengths: 
I'm good at picking things out and arrang-

ing; he's good at songwriting; and we both 
pick up the trash at the end of the day. 

Our personalities mesh. I never wanted to 
partner up with somebody, but when we 

met it worked. Together, we doubled our 

productivity. Over the years, we've become 
best friends and have mutual respect for 
each other. Plus, we can take the stress off 
of each other. If one of us is having a bad 

day, the other can handle things. 

Producer Fred Wreck and Dirty Swift 

Did you have any idea that "21 Questions" 
would take off the way it did? 
Swift: The nice thing is that we'd both been 

in the business a few years, had contacts and 
knew people in the game. It connected a 
lot of dots for us, but no one ever asked for 

another "21 Questions." That song got so big, 
I'd hear it in cars all day driving down the 

road and not realize it was our song. It was 

the song. I was riding the subway on the D 
train and I'd hear it on people's headphones. 
We knew we had to run with it. We did the 
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(Culture Club) 

(Toto) 

(Sammy Hagar) 

(Eric Clanton) 

They've chosen the best 

plug-ins for their mix... 
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label deal, began producing and we were 

prepared so that we wouldn't be one-hit 

wonders—otherwise, we'd lose it. We had to 

make it work. There was no choice. 

Technology allows you to collaborate with 

artists in different cities and countries. 

Isn't making records that way somewhat 

impersonal? 

Waynne: It allows us to do 10 things at once 

and maximize our time. Sometimes not hav-

ing the artist in the room eliminates the B.S. 

We send out the track, they hear it, like it 

and that's it. We're very professional. We 

have a team of writers and musicians, and 

with technology we can narrow down what 

we like and be very honest and genuine. 

Sometimes when you're in someone's face, 

you're afraid to hurt their feelings if you 

don't like something or maybe the energy 

isn't good at your first meeting. If you're 

not together, there's a mystique. You have 

a song, a better sense of the artist and a 

stronger working relationship as you direct 

the flow of the music. We take elements 

of each other, the artists and ourselves. 

Electronically, you can do things across the 

world at lightning speed, and that's what 

Midi Mafia is about. 

Swift: It can be impersonal, but if it's an 

A-list rapper and he's on tour, he can cut 

the record and all you have to do is mix. 

Others have to fly out and their schedules 

are crazy. If Bruce is in the UK, he can send 

files, I work on them and send them back 

without ever meeting the artist. It can be 

more efficient. It's give and take. It's better 

to be in the studio, but that can't happen 

all the time. As much as possible, we try 

to get them to come to us. We just built a 

facility, Ravenite Studio, in Hollywood. I 

like to mix in my room, but we do what we 

have to. It depends on the artist. It's nice to 

travel sometimes for a different vibe, but in 

LA. I've got all my guys if I need a guitar 

player or choir. 

How does the process work? 

Swift: Basically, we set up an FTP server 

where we can upload, somebody else logs 

on, downloads and we work on tracks that 

way. It's the most cost-effective way. We 

set up different servers for different artists 

and projects, and with Pro Tools it's just 

computer files. Bruce can cut vocals in the 

UK and upload them, and I can mix. It's not 

complicated. It's like e-mail, but the files are 

too big, so on a server you can grab it. 

Let's talk about your studio and your gear 

Waynne: We've got the new Structure [sam-

pler workstation] by Digidesign because 

Swift mixes in Pro Tools and we use so 

many tracks, vocals and musicians that it's 

stable and not breaking down, so why go to 

a whole new system? Structure has a sample 

tank. We have an [Akai) MPC4000 that we're 

not hanging up. We're very, very heavy with 

virtual instruments: Spectrasonics' Trilogy, 

Atmosphere, a lot of soft synths. We embel-

lish samples with strong instrumentation. 

We can't make music without soft synths. 

We have a custom system a friend helped 

us put together. Our on-hand musicians are 

all aspiring producers and understand each 

other's thought processes. We also need 

guys who can write music. We're really 

mixing a lot of variables. 

The studio has four rooms. The main 

room is Swift's, and I run between the other 

three rooms working with writers, beats and 

trying to keep Swift stable! He's stronger 

when he's making music and mixing. He 

can be objective in his opinions. When he 

mixes, I let him do what he's doing and I 

don't listen until it's done. We give each 

other 100-percent freedom. 

Swift: We change what we use all the 

time. I do beat programs directly into Pro 

Tools, and with Elastic Audio we can do 

everything in the box. I can do all my mix-

ing directly into Pro Tools. We use Sony 

Oxford plug-ins, a Duende SSL and Waves 

re. SENN HEISER 

Bob Fernandez - film score mixer 
MKH8000 Series Modular Microphones 

Bob Fernandez' has been the scoring mixer on an 
incredible number of major movies since 1979. 

Hundreds of films, including all of Clint Eastwood's, 
right up to his work on this year's Spiderman 3. Bob 
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Canada: Tel 514-426-3013 • www.sennheiser.ca 

www.mixonline.com • March 2008, MIX 31 



PRODUCER'S DESK  

SSL. They give me the feel of the analog SSL 

I started out on. I can work on five things at 

the same time, and at the pace we work it's 

hard because we may get something from 

the UK [in] one night and they need it right 

away. We used to have to reset the boards; 

now, we just recall it in five minutes. 

We have the MPC4000 and a rack of 

modules, but I use a lot of software plug-

ins because they've gotten really good and 

flexible, and it's easy to have everything in 

one place. Pro Tools and the SSL stuff are 
important for me because I mix as I go, and 

hearing it already mixed is important. The 

MPCs are still important to us. The most 

important thing to me is having optimal 

sounds, drums and effects on my hard 
drive so I can grab what I need. How I get 

to it doesn't matter, whether it's Pro Tools 

or the MPCs. The computer stuff is always 
evolving and I look every six months to see 

what's new and think about it. 
As far as mics, we're open. I use a Sony 

C800 and a [Neumann] U87 a lot, which a 
lot of people think is overrated, but it's my 

go-to mic—I know I won't get a bad sound. 

I have a couple of EAKG) 414s for acoustic 

guitars, an Avalon M5 preamp—which is re-
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ally neutral and clean—and I run everything 

through an LA-2A compressor for the tube 

circuitry to warm up the vocals, like Shire, 

who has a lot of power and midrange in her 
voice. I don't use much outboard gear. I just 

keep it clean, put it into Pro Tools with no 

distortion and mix from there. 
Wbat is your definition of a producer? 

Waynne: My job is to give the artists what 

they need to go to the next level. With a lot 

of producers, people come to them for their 

sound and it's like a cookie-cutter and a tug-

of-war for control. Our job is to be there, 

and say, " This is what you do and what you 

want to do; now, how do we get you there?" 
We try to keep it as simple as possible. The 

blueprint that works is to be very melodic, 

have words that connect to the artist and 
make them part of the process. The goal is 

to have more records, cieate a sound and 

guide the album. 

Swift: The term "producer" is used 
loosely lately with people dropping off files. 

I take the old-school approach. It's some-
one responsible for making sure the song 

happens from beginning to end, choosing 

where to record, who should be involved, 

do we need this or that, who is best to mix. 
I like to mix our stuff because I hear it a 

certain way in my head. It's someone who 

keeps an eye on the budget, makes sure 
the artist is comfortable. In hip hop, the 
artist makes the tracks. They come in with 

a vision and we want to see it through, col-
laborate and, if needed, create the best ma-

terial for that artist. You adjust accordingly, 
and [in the] best case you're there to make 

sure the project starts and comes out right. 

There's nothing worse than starting out with 

a song and someone screws it up in the mix 

because he doesn't know your vision. 

Wbat is the Midi Mafia sound? 

Waynne: I think our sound is melodic, and 

we make it in so many genres. I don't be-
lieve in regurgitating things. If you hear J-Lo 

and Midi Mafia, Fantasia and Midi Mafia, 
and 50 Cent and Midi Mafia and put them 

all next to each other, they're all different 
but all very melodic. 

Swift: I always talk to Bruce about it 

because we don't use the same musicians, 

instruments or sound. Our sound is not 
having a sound, in a way. Maybe there's 

something to it because people say they 

know it's a Midi Mafia beat. Everything we 
do is musical. I don't know how people pick 

it out, but there is a common thread in what 
we're building—the writing, the beats, some 

of the drum sounds. It's production from 
the old-school approach: Mixing, writing, 
tracking and all that gives it a sound that will 

continue to grow. We work with so many 
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people, and the next hit could be pop, 

then rap and all over the place. People 
hire us to do what we do and expect 

the Midi Mafia stamp, but we respect 

what the artists do. It's their vision. We 

approach it from their perspective and 

what they need. 
When is it time to walk away, or say, 

"It's done? 
Waynne: You're never done until it 

comes out. You'd be there forever. You 

always find different things and when 
it comes out, you say, "We should have 

done that." We're both perfectionists. 

When the label says, "We need that 
tomorrow, guys," then it's done! 

Swift: Sometimes that's the hardest thing 
for me because I'm such a perfectionist. If 

I had all the time in the world, I would go 
through the process and listen over and 

over and fix what bothers me until noth-
ing bothers me. With Pro Tools I can walk 
away, recall it and hear something different. 

It's a matter of interpretation. Sometimes 

people get married to the demos they re-
cord on a 2-track and—oh, man—the demo 

sounds like crap, but they like the feel and 
you have to figure out what they mean and 

duplicate it. Fantasia's demo mixes were so 

Midi Mafia and Sonyae 

good that we didn't do anything but clean 
them up. 

When you mix in the box, you mix as 

you go. The artist sings and the sough is 90 
percent of the final mix. But if you record 
on 2-track, you've got to figure out how 
to get the raw feel and not overpolish. I 

pull up the demo when I'm mixing so that 
I can flip back and forth and preserve the 

elements they're attached to. With Fantasia, 

she cut it, Clive Davis loved it, so that's 
the final word. You don't change it. She's 
definitely a one-take vocalist. You get more 

for more options, but there's never a bad 

take with her. 
Do some artists and producers rely too 

much on technology? 
Waynne: Yeah, some people sit there 

and take a vocal and it's bulls' be-

cause at the end of the day if the artist 
can't sing, the artist can't sing. Some are 

about the vibe and swagger, and tech-

nology can take all of that out. 

Swift: Technology puts it in the 
hands of so many people that a lot of 

originality gets lost, but it exposes more 
people who might not be able to get 
into a studio and be creative. At the 

same time, it floods the marketplace 
with mediocrity. The cream rises to the 

top, but there's more to wade through. We 
avoid it by always finding something new 
and never relying on one piece; we're truly 

never stuck on one machine. I just find 
ways to make my life easier and work faster. 

I'm not married to anything, so going from 
ADAT to Pro Tools was an easy shift and 

going to soft synths from a racicmount was 

easy. You embrace what works for you and 

that's it. 

Elianne Halbersberg is a freelance writer 

based in Geœgia. 
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SOFTWARE TOOLS FOR CONTROLLING GAIN 

lAihile most audio pros will state 

up front that there's nothing like hardware 

compressor/limiters, they can generally 

talk a lot longer about why there's nothing 

like a plug-in. "In the scenario where you 

have the choice of both, I'll always grab 

the hardware compressor/limiter because 
it's tactile: It has knobs, tonal qualities, 

transformers and good stuff," says Roey 

Shamir, a busy New York City-based pro-

ducer/mixer whose credits include Al B. 

Sure!, Duran Duran, Ronnie Spector, Sting 

and more. "That said, if I'm mixing and try-

ing to capture a sound that I can bring back 

tomorrow, along with 48 other tracks, with 

some form of compression, the plug-in is 

the answer." 

Composer Wendell Hanes (www.vo-

litionsound.comi writes regularly for na-
tional advertising campaigns, scores films, 

and is the author of the new book, The 

30-30 Career Making 30 Grand In 30 

Seconds—Producing Music for Commer-

cials (AuthorHouse, 2007). Hanes notes a 

number of factors that make plug-in com-

pressor/limiters valuable to his everyday 

workflow. "As a composer, the sound of an 

instrument is just as important to me as the 

melody or line I am playing," he says. "The 

sound of an instrument influences what I 

play. Therefore, I try to nail the sound as 

I am creating melodies. I think plug-ins al-

low for greater experimentation, especially 

when time is of the essence. The ability to 
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You know what they say 
about Allen Sides' legendary 
Ocean Way Monitor Systems... 

"These monitors allow me the 
kind of clarity to sit there and 
imagine, 'What can I do to 
get great sound? Something 
hopefully new to come out of 
these speakers.' If you're 
inspired by the speakers, you 
will come up with something 
new! You will!" 

- Rob Cavallo 
(Green Day, Kid Rock, My Chemical Romance) 

What else do they say? 

"The monitors Allen built for my private studio,which we used 
to mix the last Foo Fighters album, let me hear my music the 
way I want, very loud and very clear." - Dave Grohl 

"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 

"The Ocean Way Monitor Systems are the best speakers 
in LIFE!!!" - Bruce Swedien 

Well, now you know. The amazing monitors 
enjoyed by the world's most respected engineers, 
producers, and musicians are now available, custom 

designed specifically for your studio by Allen Sides, 

exclusively through GC Pro. 

Want to put some Ocean Way in your room? 
Contact your loca GC Pro Account Manager for 

more informatior or to schedule a private demo. 

e 2007 Guitar Center, inc. All rights reserved. 
All images and trademarks are property of their respective holde-s. 

GC Pro has expert 
Account Managers 
in nearly every territory 
of the USA... contact 

us today! 

e800-935-MYGC 
www.gcpro.com 

Iltie PRO 
www.gcpro.com 



Dynamics 
Processing Plug- Ins 

A/B different settings quickly is very help-
ful when I am creating a score. 

Prolific producer/musician/engineer 

Chris Parks (www.albrightmusic.com) cites 

several examples of go-to compressors in 

his own personal plug-in directory. "I like 

the [Universal Audio] LA-2A and LA-3A," 

he says. "It almost seems like a thickening 

agent: You get more low-mids or lows, it's 

a subtle effect if you don't really squash it, 

and it's more based on an amplifier than a 

compressor to me. It's this massive trans-

former you're emulating, and it gives you 
this weight." 

Shamir makes frequent use of the com-

pressors from Unique Recording Software 

when hitting a mix. "Most notably, the Con-

sole Strip Pro," he says, "the reason being 

that you can match it up so well with the 

proper EQ, put it before or after, emulate 

the mic pre front end and then have a way 

to saturate the front end. The key to com-

pression is knowing your gain structures, 

when to overdrive or not, depending on 

how much second- or third-order har-

monic distortion or fuzz you're going for. 

And especially with the URS Console Strip, 

you're able to do Distressor- and Variable 

MU—like stuff." 

Before we venture into our list of com-

pressor/limiter plug-ins, we should state 

that it includes only plug-ins that feature 

gain reduction as their main job set—not 

effects and other processors with embed-

ded compressor/limiters. 

Compression/limiting comes to the fore 

at 4Front Technologies (www.opensound 

.com), starting with the freeware W1 Lim-

iter, a brickwall limiter with threshold and 

release options. The XLimiter is a brickwall 

limiter with soft response and is powered 

by a special multistage algorithm that pro-

vides a very soft transition envelope; thus, 

rapid level changes at an extreme threshold 

level will not pump or distort as much as 

with other limiters. 

Anwida Soft (www.anwida.com) offers 

the CX1V, a compressor/expander plug-in 

with an easy-to-use interface that drives a 

flexible, dynamic control algorithm. Fea-

tures include look-ahead compression and 

hard/soft-knee control, making the plug 

useful in a wide range of applications. 

At BIAS (www.bias-inc.com), one of the 

latest additions is Sqweez, a component of 

the company's Master Perfection Suite. 

Sqweez 3 and Sqweez 5 are multiband 

compression/limiter/upward-expander 

plug-ins with new linear-phase equaliza-

tion algorithms. These offer graphic-per-

band viewing/editing of the threshold 

and EQ, as well as 

linear-phase filters 

providing precise 

control over com-

pression settings of 

three (Squeez-3) or 

five (Sqweez-5) fre-

quency bands. 

Blue Cat Audios 

(www.bluecataudio 

.com) Dynamics has 

been designed to 

serve as a complete 

dynamics effect pro-

cessor: It can be used 

as a compressor, lim-

iter, gate, expander 

or even a distortion 

unit. Users can man-

age the plug-in's dynamics response with a 

unique two-thresholds system. It includes 

an input filter and a sidechain filter to 

control the frequencies affected by the 

compression. 

Camel Audio (www.camelaudio.com) 

holds water with CamelPhat, a "phatten-

ing" processor with a "coloring" multi-effect 

that is optimized for use on guitar, bass and 

drums, adding warmth, punch and pres-

ence wherever required. Other features in-

clude four distortion modules, three filters, 

two LF0s, an envelope follower and 128 

categorized presets. 

Check out Chandler Limited (www. 

chandlerlimited.com) to experience the 

EMI TG12413 limiter plug-in, which con-

tinues the tradition of EMI limiters started 

in 1954 with the RS114 tube limiter and 

continued with the RS168 Zener limiter 

in 1968. Two versions are included in the 

TG Limiter Pack: The 1969 version is the 

historically accurate take from the TG12410 

Transfer or mastering desks, which has the 

original Hold control. The 2005 is closer to 

the Chandler TG1 hardware reissue, which 

exchanged the Hold control for a standard 

input control, and also features a 12dB 

higher input to the compressor. 

Digidesign's (www . dig idesign . com) 

Smack! has three compression modes, 

ratios ranging from subtle compression 

to hard limiting, the ability to add ana-

log-sounding distortion, external/internal 

sidechain processing with a sidechain EQ, 

multichannel support for all Pro Tools track 

types and full sample rate support, includ-

ing 192 kHz. Impact is a console-style mix 

bus compressor with a flexible control set, 

support for Pro Tools multichannel formats 

and sampling rates up to 192 kHz, exter-

nal sidechain input with key listen and a 
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Digidesign Smack! offers three compression modes. 

photo-realistic gain-reduction meter. Maxim 

is a professional brickwall limiter with full-

color histogram, high-quality optimization 

of audio levels and advanced predicting 

peak limiting. From the Digidesign/Bomb 

Factory line emerges Classic Compressors 
BF-3A, offering peak-reduction controls, 

output gain, bypass and comp/limit switch-

ing. Then there's the Slightly Rude Com-

pressor, a unique and aggressive plug-in 

that lets users tailor the sonic footprint via 

traditional and "rude" controls, introducing 

more punch to the signal. The Fairchild 

660 and 670 Bundle is modeled after the 

rare and coveted Fairchild compressor/ 

limiter, the 660 (mono) and 670 (stereo). 
The Focusrite d3 is modeled on the Red 3 

dual-compressor/limiter and provides two 

separate plug-in configurations, allowing 

for maximum DSP efficiency in the TDM 

environment. The d3 can be used as an 

AudioSuite or RTAS plug-in for file-based or 

real-time host processing. The Trillium Lane 

Labs Th Aggro is an analog-modeled FE'T 

compressor with optional low-frequency 

compensation, linked stereo operation and 

a tube drive module. 

Drawmer's (www.cirawmer.com) Dy-

namics TDM plug-in for Pro Tools is based 

on the Drawmer DL241 auto-compressor 

and DL251 limiter. Auto-gain adjusts the 

compressor's gain when the threshold 

or ratio controls are changed. The com-

pressor/limiter section of TourBuss for 

Digidesign VENUE combines aspects of 

both ratio-style and soft-knee compressors, 

promising analog-style response. SDX100 

for Soundscape digital audio workstations 

features many Drawmer innovations, such 

as frequency-conscious noise gating, pro-

gram-adaptive expansion, "bootstrap" com-

pression and zero-overshoot limiting. 
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At Eventide (www.eventide.com), the 

Omnipressor dynamics processor is avail-

able in the Anthology II bundle. The plug-

in can compress and expand audio, and is 

capable of extreme compression, limiting, 

expanding and dynamic reversal. 

Focusrite (www.focusrite.com) offers 

40 different compressors via its Liquid Mix 

platform, offering DSP powerful enough 

to drive 32 tracks of vintage EQ and com-

pressors simultaneously without taxing the 

host an.i. 
IK Multimedia (www.ikmultimedia 

.com) is building its own fan base for T-

RackS, a complete mastering suite that is 
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IK Multimedia T-RackS mastering suite 

available as a plug-in and as the T-RackS 

24 stand-alone package. According to the 

company, T-RackS' algorithms are based 

on true analog circuitry, with a familiar in-

terface for controlling all five processors. 

iZotope (www.izotope.com) has been 

making its own plug-ins for years, includ-

ing the Ozone mastering system and the 

Trash distortion processor. The highly 

useful Multiband Dynamics plug-in, part 

of the Ozone 3 64-bit mastering system, 

features up to four bands of compression, 

expansion and limiting; analog-modeled 

and linear phase crossover filters; gain-

reduction meters; and level histogram and 

spectrum analyzer. It supports resolution 

up to 64-bit, 192 kHz. 

Kjaerhus Audio (www.kjaerhusaudio 

.com) offers the Golden Audio Channel 

GAC-1, which gangs its processors in a se-

rial fashion, including two equalizers, two 

compressors, a noise gate and a de-esser, 

• The New Overbuilt PEQ2. 
PEQ2 & PEQ2R New Features: 

1 New improved NIC transformers, with 5% pure cobalt. 

2 New output stage added, for greater maximum gain. 

3 New Gain/EQ switches (over 3 x gold contact/switch position). 

4 Light pipe pushbuttons, as used in the Wunderbar Console. 

5 Discrete, active high pass filter. 

6 LED metering with Green signal indicator and Red clip light. 

7 1/4" instrument selectable input (Active or Classic) on PEQ2R. 

8 Gain knob has one extra counter clockwise position to 

achieve -6db less gain (-24dB instead of - 18dB like on old units). 

9 Totally redesigned enclosure with thicker gauge metal for 

superior shielding and better RF protection. 

10 Thicker faceplate on PEQ2R. 

11 1% Metal Film resistors for lower noise floor and better 

matching from channel to channel. 

12 Sturdier amp compensation or RF rejection capacitors. 

13 New PCB with optimized layout with beefier traces. 

14 RF filtering. — Overbuilt by Wunder. 

4/111111 . . • • \..A.D.z.def aud io 
• • • • 

v\iunder audio- wunderaudio.com 
(512) 338-6777 
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Dynamics 
Processing Plug- Ins 

with a double EQ and compressor archi-

tecture. Next, the GCO-1 is a versatile com-

pressor and expander plug-in featuring high 

compression and expansion rations, five en-

velope types and program dependency to 

avoid pumping. The GPP-1 is a high-quality 

soft-limiter/peak compressor designed for 

peak taming/compression during real-time 

tracking, sub-tracking and mixing—live or 

in the studio. The Golden Uni-Pressor I 

GUP-1 is a general-purpose compressor 

made for tracking, mixing and mastering 

apps, offering VCA and opto models that 

can be run in a Warm or Smooth mode, and 

a Program-Dependent Envelope (PDE) to 

decrease pumping and increase loudness. 

The MPL-1 Pro SE is a mastering limiter 

offering oversampled peak detection with 

look-ahead, smooth-hold function and four 

stereo meters with peak hold. 

Visit McDSP online at www.mcdsp.com 

and check out Channel G, which is actu-

ally four plug-ins, including G Dynamics, 

a fully featured console-style dynamics 

section with an expander/gate, compres-

sor/limiter and a versatile filter section; 

and G Surround Compressor, a compres-
sor/limiter solution with compressor "sets" 

(L/R/C/Ls/Rs/LFE). All Channel G configu-

rations feature calibration modes for music 

and post-production, as well as models 

of popular analog mixing desks. ML4000 

is a high-resolution limiter and multiband 

dynamics processor designed for music, 

mastering, post and live sound, and fea-

tures the ML1 mastering limiter and ML4 

multiband gate, expander and compressor 

fed into the ML1 mastering limiter. 

Compression/limiting reigns supreme at 

PSPaudioware (www.PSPaudioware.com), 

where three different plug-ins provide 

audio pros with some very useful tools. 

The latest is Xenon, a full-band, dual-

stage limiter plug-in that was designed 

for controlling peaks and crest factors of 

the recording while preserving its spec-

tral balance and clarity of the transients. 

VintageWarmer features digital simulation 

of an analog-style compressor, and offers 

single or multiband gain reduction. Un-

veiled as a high-fidelity stereo dynamics 

processor, MasterComp's double-precision 

(64-bit floating point) and double-sampled 

(Frequency Authentication Technique) 

processing offers transparency even at 

extreme compression settings and high 

sample rates. 

Massey Plug-Ins (www.masseyplugins 

.com) has the CT4, which provides clean 

and smooth gain reduction with a little 

punch. Designed to have both electro-

optical and vari-MU charac-

teristics, users have noted 

that the CT4 is very good at 

preserving the "air" of the 

source material. 

Nomad Factory (www. 

nomadfactory.com) is the 

source of Analog Mastering 

Tools, a high-resolution lim-

iter and multiband dynamics 

processor that includes three 

plug-ins. The A.M.T Amp 

Leveler is a highly optimized, 

look-ahead brickwall limiter 

and level maximizer using a new proprie-

tary algorithm, ensuring maximum loudness 

without digital-overclipping and low CPU 
consumption. The A.M.T Max Warm is a 

highly optimized, look-ahead brickwall lim-

iter, EQ and level maximizer, with a unique 

approach to its dynamic signal analysis that 

maximizes the incoming signal level while 

limiting the ceiling peak levels. The A.M.T 

Multi-Max multiband peak limiter features 

a 3-band look-ahead brickwall limiter and 

level maximizer with separate gain controls 

for each band and five settings each for 

limiting and recovery. Also from Nomad 

Factory is the Blue Tubes Dynamics Pack, 

a collection of six plug-in processors for 

PC and Mac OS X that re-create the warm 

sound qualities of classic dynamic analog 

hardware with a simple and functional vin-

tage-style interface, while offering low CPU 

consumption. It includes the BT BrickWall 

BW2S-XP brickwall compressor/limiter; BT 

Compressor CP2S analog tube compressor 

emulation; BT De-Esser DS-2S, a stereo 

de-esser with vintage controls and sound; 

BT Compressor FA770; BT ExpanderGate 

GX622; and the BT Limiter LM2S tube-emu-

lation limiter. 

RNDig it al (www.rogernicholsd igital 

.com) offers a trio of prod-

ucts starting with Detailer, 

a stereo mastering process 

developed by Roger Nich-

ols that offers a new way 

of increasing the perception 

of "detail" in the mid-level 

of a final mix while still al-

lowing increased loudness. 

With Dynam-izer, multi-

band compression gains 

flexibility because users can 

break up audio levels into 

"zones" for precise control. 

For brickwall limiting and 

loudness maximization, Fi-

nis employs psychoacous 

tic limiting algorithms that 
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Sonnox Oxford Limiter features an Enhance function. 

analyze several aspects of the audio 

and—considering the way humans per-

ceive volume levels—intelligently adjusts 

the audio levels to keep them under the 

maximum specified. 

Time marches forward at Sonic Time-

works (www.sonictimeworks.com). The 

CompressorX is based on the company's 

award-winning compressor algorithm, with 

brickwall or soft limiting, hard- or soft-knee, 

and peak or RMS limiting. It has the ability 

to emulate the UREI 1176, dbx 165A, Manley 

Variable Mu or other digital compressors. 

The Mastering Compressor features soft-clip 

compression/limiting, 64-bit internal preci-

sion and loudness maximization for per-
ceived gain increases of more than 10 dB. 

Two separate compression algorithms and 

improved dithering to 16-bit give you the 

tools necessary to fix poor, lifeless mixes. 

Sonalksis' (www.sonalksis.com) SV-315 

compressor is an analog-modeled dynam-

ics processor featuring the State-Space Sys-

tem that models analog signal path char-

acteristics into the plug-in's digital design. 

CQ1 is a multiband, frequency-selective 

dynamics processor, allowing independent 

compression or expansion of four freely 

adjustable filter bands. 
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TC Electronic MasterX3—an incarnation of the Finalizer 
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The resident smart guys making Oxford 

plug-ins at Sonnox (www.sonnoxplugins 

.com) present the Oxford Limiter, which 

employs oft-used parameters and an En-

hance function, providing the sample-

value limiting needed to avoid overloads 

in digital workstation environments. 

SSL (www.solid-state-logic.com) offers a 

range of plug-ins for its Duende platform. 

These include the SSL Dynamics, offering a 

variable compression ratio foul 1:1 to infra-

ity:1; variable threshold and release; auto-

sensing attack time; and peak and RMS de-

tection. Also available for the Duende is the 
Stereo Bus compressor modeled from the SL 

4000 G Series. The venerable VST Listen Mic 

Compressor plug-in is also available from the 

company's Website as a free download. 

There are multiple compression/limit-

ing possibilities within the PowerCore 

platform from TC Electronic (www.tc 

electronic.com). Five-Band Dynamics for 

PowerCore offers five bands, different filter 

slopes and double-precision processing for 

even more detailed access during the mas-

tering process for CD and broadcast. The 

Fabrik C is a full-blown EQ, de-esser and 

3-band/full-hand compressor in a single 

Unique Recording Software URS 1970 Classic 

Console Compressor 

plug-in for all of the qualities of a channel 

strip. The MD3 stereo mastering package 

for Pro Tools and PowerCore includes 

two pristine algorithms, MD3 multiband 

dynamics and a brickwall limiter. MD3 

offers dual-mono and stereo dynamics 

processing in three frequency bands with 

a true sidechain split-structure. Brickwall 

Limiter gets rid of the signals known to 

generate distortion in consumer CD play-

ers, radio processors and data-reduction 

codecs. The Tube-Tech CL 1B emulation 

plug-in brings the analog sound of the CL 

1B compressor/limiter to the PowerCore 

Bad Drum Sound? 
Replace It. 
DR MAGOG 

0 0 C C r 

1119::31 

Is your drum sound driving you nuts? Relax - Drumagog will make those old, 
stale drums sound like a million bucks! It works by automatically replacing 

what's on your audio drum tracks with samples of new drums. The industry 
choice for over 5 years, Drumagog is available for both PC and Mac, in VST, 
RIAS, and Audio Units plug-in formats. See why producers Chuck Ainlay, 

Brian Tankersley, and Greg Ladanyi use Drumagog in their projects every day. 

877-318-WAVE 
www.drumagog.com WAVEMACHINE LABS 
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"I love my Hear Back system. 
Nothing is as carefree as having my cue 

mixes routed through my Hear Back Hub 

to the sox Mixers in my multiroom studio. 

I never have to worry about the sound. 

The musicians, vocalists and myself enjoy 
our own custom mixes that are crystal clear 

and inspiring. It's like being on stage!" 

Larry Hammel - Owner/Producer 
Deepwave Music Productions 
www.deepwavemusic.com 

256-922-1200 

www.hearback.com 

_ 
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hear back 
Personal Monitor Mixer System. 

A he-power, low-distortion professional 

personal monitor mixer system for 

headphones, in-ear monitors, and 

floor monitors. Perfect for live, 

studio, and houses of worship. 

High quality audio. Flexible. 
Expandable. Easy to use. 

‘, 

hear 
TECHNOLOGIES 

ExpenenceTHE WORLD's 
LOWEST PRICES! 
EVERY MAJOR BRAND IN STOCK! 
Recording Equipment • Sound Systems • Keyboards • Synthesizers 

Samplers • Guitars • Amps • Drums • Software • Accessories 
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Reknown engineer Ed Cherney with 
West LA. Music's Mark Spiwok 

r 

West L.A. Music's Rick Waite with 
Block Eyed Peas engineer Jon Brown 

•11 - 

741 

Legendary arranger Paul Buckmaster 
with West L.A. Music employee 

Engineer/scoring mixer Michael Stern RIO arranger James Anthony Carmichael West LA. Music staff member with 
with West L.A. Music's Rick Waite with West LA. Music staff member legendary composer Elmer Bernstein 

Shop Where the Pros Shop • Call Us Today! leadWest  West Los Angeles (310) 477.-1945 • Ulleniversal City (323) 845-i1145 
Fax (310) 477-2476 • sales@westlamusic.com 

We will beat any price from any authorized stocking dealer anywhere in the United States. 

Dynamics 
Processing Plug- Ins 

platform. For Pro Tools, the Master X3 is 

the virtual incarnation of the TC Electronic 

Finalizer'°, a standard mastering processor 

in the pro audio field. It features multiband 

processing with expansion, compression 

and limiting separately for each band. 

Unique Recording Software (www.urs 

plugins.com) offers a wide range of 

compressor/limiters, including the URS 

1970 Classic Console Compressor, which 

digitally re-creates transformer input and 

diode bridge gain-reduction amplifier 

characteristics. The URS 1980 Classic Con-

sole compressor takes the mimicking up 

a decade by emulating the IC input and 

voltage-controlled gain-reduction ampli-

fier (VCA) characteristics of popular '80s 

desks. Lastly, the URS 1975 Classic com-

pressor takes the feed-forward 1975 VCA 

compressor into consideration with fully 

adjustable knee, emulating the transformer 

input and voltage-controlled gain-reduc-

tion amplifier characteristics. 

Universal Audio (www.uaudio.com) of-

fers a range of products for its UAD plat-

form, including the Precision Bus Compres-

sor, a dual-VCA-type dynamic processor 

that yields transparent gain-reduction char-

acteristics specifically designed to "glue" 

mix elements together for a cohesive and 

polished sound typical of master-section 

console compressors. The Precision Bus 

Compressor's control set includes threshold, 

ratio, attack and release, with all param-

eters specifically tailored to bus compres-

sor usage. The famed 1176LN is available 

as a classic analog emulation. Originally 

designed and built during the 1960s, the 

1176LN was the first to use a Field Effect 

Transistor (FE') as a voltage-controlled vari-

able resistor, and that innovation was key 

to the product's unique character. An in-

depth analysis of the 1176LN's "personality" 

allowed Universal Audio to methodically 

reproduce those results within a plug-in 

architecture. The 1176SE is derived from 

the 1176LN, providing sonic characteristics 

similar to the 1176LN but with significantly 

less DSP usage. The 2-channel Fairchild 670 

is modeled after Allen Sides' favorite unit 

from Ocean Way Studios. The Teletrortix 

LA-2A levelihg amplifier is a digital copy of 

the LA-2A, purportedly upholding all of the 

original's classic, analog characteristics. 

Also from Universal Audio, the LA-3A 

emulation provides that unit's unique com-

pression characteristics and sonic signature 

within a DAW. The Neve 33609 is derived 

from the original Neve 2254 compressor, 

circa 1969, which uses a bridged-diode 

gain-reduction circuit and a range of custom 

40 \ IIX, March 2008 • www.mixonline.com 



transformers. The UA Precision Multiband is 

a specialized mastering tool that provides 

five spectral bands of dynamic range con-

trol; compression, expansion or gate can 

be chosen separately for each of the five 

bands. Next up, the Precision Limiter is a 

single-band, look-ahead bricicwall limiter 

made primarily for use with program mate-

rial. The plug-in achieves 100-percent attack 

within a 1.5ins look-ahead window, which 

prevents clipping and guarantees zero-over-

shoot performance. 

Wave Arts' (www.wavearts.com) Track-

Plug is an all-in-one channel strip processor 

featuring a 10-band EQ, brickwall filters, 

dual compressors, gate, sidechain EQs, 

Wave Arts TrackPlug channel strip processor 

clean/vintage compression modes, a peak 

limiter and impressive CPU efficiency. Mul-

tiDynamics is a multiband dynamics proces-

sor useful for mastering, noise reduction, 

volume maximization, sound design and 

more, with up to six independent bands 

available with a full-featured compressor 

or expander/gate per band. FinalPlug 5 is 

the company's professional peak limiter/ 

volume maximizer, featuring extensive bit-

depth truncation and dither options, along 

with noise-shaping options and a limiting 

algorithm with auto-release. 

Waves (www.waves.com) continues to 

up the ante with its expansive, popular line 

of plug-in compressor/limiters. The list of 

its compressor offerings is long, beginning 

with the stereo API 2500, the three-in-one 

AudioTrack, Cl Parametric Compander, C4 

Multiband, vintage-inspired De-Esser, Linear 

Phase Multiband, MaxicVolume, guitar-ori-

ented Renaissance Axx, Renaissance Chan-

nel, Renaissance Compressor, Renaissance 

De-Esser, Renaissance Vox, Solid State Logic 

4000 Series (emulating the SSL E-Channel), 

SSL G Master Bus Compressor, 2254-inspired 

V-Comp, DeBreath, TransX and C360* Sur-

round Compressor. Waves' limiter plug-ins 

include the Ll/L2/13/13-11 Ukramaximizers, 

L3/L3-16/L3-LL Multimaximizers and L360' 

surround limiter. 

David Weiss is Mix's New York editor. 
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aybe its because high-end au-

dio technology is finally reaching lower 

price points or simply because genera-

tions of outdated, ratty P.A. systems are 

falling apart, but the result is the same: 

The overall quality of installed club and 

theater systems is improving. As line 

anuys replace conventional boxes and 
digital consoles become the norm, more 

acts are content to leave their systems in 

the truck and ron the house rig. We took 

a sampling of rooms across the country 

and found some pretty serious audio 

systems that have become a permanent 

part of the club tour circuit. 

HARD ROCK LIVE BILOXI 

First stop is Biloxi, Miss., where after 

surviving the ravages of Hurricane 

Katrina, the Hard Rock Live Biloxi 

built a new room and hired Orlando, 

Fla.—based Technomedia to install the 

new L-Acoustics P.A. According to pro-

duction manager Maxie Williams, who 

has toured with Marilyn Manson, Stone 

Temple Pilots and Alice in Chains, 

"When they hired me, they came to me 

Rising above the New York City skyline is HighLine Ballroom; its 

Yamaha PM5D-RH board has mixed McCartney, „Santana and more. 

UPWARD VOBILITY 
in the CLUB WORLD 

with the equipment list and asked if I 

thought it wouid work for this room. 

It was awesome, huge overkill for the 

room! I told them not only will it work, 

but it will be phenomenal because I 

won't have engineers coming in here 

starved for headroom." 

The new system comprises 13 V-

DOSC line array cabinets per side, but 

the room's size and capacity ( 1,500) 

requires only eight boxes per side. 

"We have seven V-DOSC front-fills on 

the downstage edge, plus fills that un-

derhang the balcony, time-aligned to 

the main RA.," he says. "Everything is 

powered with the L-Acoustics 48A amps 

made by Lab.Gruppen, so there's plenty 

of power. Stage wedges are Clair 12AM 

with the proprietary QSC/Clair power 

BY STEVE LA CERRA 

amps. Sidefills are Clair R4s and the subs 

are Clair, and we have a complete set of 

Shure Beta Series mks. 

"I have a rack built into the amp 

room for the 16 monitor mixes," Wil-

liams continues, "and it's set up so that 

you can do soft patches at the monitor 

desk. Most of the system is on fiber. 

The only place we use copper is from 

the stage to the mic preamps. We have 

Iwo 48x16 snakes made by Optocore, 

which include the mic preamps and A/ 

D converters. Once the signal has been 

converted to digital, it goes directly to 

the cards in the back of two Yamaha 

PM5Ds—one for house and one for 

monitors. Optocore makes its own ex-

pansion card for the 5D, so we load the 

software, pop the cards in and the 5Ds 
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A New Generation of Mid-Size P.A. Systems 

remotely control the Optocore pre's." 

Williams admits that the system did 

need a few adjustments. "Originally, 

the floor was painted concrete. It was 

flooded by Katrina, so I thought if 

we ever come back after Katrina, we 

ought to put a light carpet in here. 

They ordered a shallow grade of 

indoor/outdoor carpet for the room. 

A lot of the room was treated with 

4x8-foot sections of 2.5-inch insulated 

acoustic panels, but the front of the 

balcony was Sheetrock: hard and 

reflective, and you'd get slap from 

the balcony back to the deck. I sug-

gested we cover the entire front of the 

balcony—the surface that faces the 

stage—to get rid of the reflections. It's 

those little things that really help the 

engineer. When the room is empty 

during soundcheck, it sounds pretty 

good, and with 1,500 people in here 

it sounds even better. 

"The coolest thing is in the morning 

at load-in to watch the house and moni-

tor engineers walk in the door. Every 

engineer says the same thing. They look 

kit and then look right on the deck and 

invariably say, Dude, you think you got 

enough P.A. in here?!" 

HIGHLINE BALLROOM 

o,,,L,\ Hilo, in a green space 30 feet 

above the streets of New York City in an 

arm known as High Line Park, a new 

venue called the HighLine Ballroom has 

hosted acts such as Paul McCartney, Car-

los Santana, Amy Winehouse, Mos Def 

and James Blunt since opening in April 

2007. Outfitted with a Yamaha PM5D-

RH at FOH and a Yamaha M7CL desk at 

monitors, the venue's P.A. was intended 

to accommodate a wide range of artists. 

Amit Peleg is the president of Peltrix 

(Purdys, N.Y.), and was responsible for 

the new system's design and install. 

"We chose JBL VerTec speakers, dbx 

DriveRack processing, Crown i-Tech 

amps and Yamaha PM5D-RH EFOH1 and 

M7CL lmonitorl consoles because, based 

on artist riders from all genres of music, 

those are the most frequently requested 

brands and models," Peleg says. "You 

can never please everybody. But with 

these models, we hit the majority. And 

if those brands are not their first choice. 

most can live with it. It is virtually impos-

sible to hang or stack 'guest' P.A. here 

because of either weight-load 

limitation or stage sightline, so we 

had to install a system everybody 

could work with." 

"We installed a very flexible 

wiring system that allows guest 

engineers to insert their own 

consoles, both for FOH and 

monitors, without affecting the 

house configuration," he adds. 

"In addition, a recording truck 

can be parked outside and be up 

and running with a single snake 

run in a few minutes." 

The house array is all JBL 

VerTec, including six VT4888DPs, 

four ASB6128Vs and two ASB6128 subs, 

as well as VP7212/95DPAN fills; de-

layed balcony arrays comprise two 

VT4888DPs and two VT4tS82DP subs. 

Outboard gear at the house position 

includes a Tascam DV-RA1000 and two 

dbx DriveRack 4800s; an additional 

DriveRack 4800 located in monitorland 

provides processing for the sidefills and 

drum mix. Processing for the monitor 

wedges is via DSPs built into the Crown 

iTech amps. 

MEMORIAL AUDITORIUM 

Halfway across States, the 

Memorial Auditorium (Pittsburgh, Kans.) 

recently received a system overhaul, 

which had not been updated since 

1984 The new system was designed 

and installed by MSM Systems Inc. in 

nearby Lawrence, Kans. According to 

Steve Bauer spec'd new gear for the Fox Theatre (Redwood City, Calif.). 
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MSM president Kent Clasen, "The community 

is very active in theater, and now they can 

increase the level of their music productions. 

We're very pleased with the Nexo loud-

speakers, and the Yamaha M7CL-48 [board] 

with the digital CobraNet transport works 

extremely well and has the lowest noise floor 

of any system I have heard." 

The 16 Nexo GEO S8 line array speakers 

are powered by three QSC PL380 amps. "The 

small size of the GEO 58 is conducive to the 

sensitive nature of the aesthetics in many 

performance spaces," he explains. "They are 

only 16 inches wide, so usually the first time 

people see them, they say, 'Are those little 

things the new speaker system?' Then when 

they hear them, they are amazed. We still 

specify a long enough array to get reasonable 

vertical control of the lower frequencies." 

The main stereo L/R army comprises 

seven 5-degree vertical cabs with a horizontal 

pattern of 80 or 120 degrees. One 30x120 

cabinet provides downfill, and two high-

power QSC PL380s provide amplification for 

the main arrays. Signal processing for the 

mains is via the Nexo NX242; a QSC PL380 

provides amplification for the existing EAW 

SB1000 subs. CobraNet was chosen to reduce 

ground noise between the console and amp 

room on the second floor, as well as to lower 

costs of cable runs. 

THE FOX THEATRE 

Boasting a digital audio system that can be 

used with equal success for sound reinforce-

ment, digital recording and digital radio 

simulcast is the Fox Theatre in Redwood 

City, Calif This system was spec'd by Steve 

Bauer, owner of Audio Video Innovations 

( also in Redwood City) and is built around a 

48-channel Digidesign VENUE augmented by 

a Pro Tools HD3 Accel recording rig with an 

extensive set of plug-ins. 

Bauer explains that he met with a bit of 
resistance to installing a digital system in the 

theater. "I design and install audio distribution 

systems on a daily basis, so the benefits of 

digital technology are clear to me," he says. 

"But many sound engineers had the attitude 

of, 'This will never fly. I learned on analog 

and that's what I'll continue to use.' In two 

years, what a change. Now, 92 percent of the 

acts coming in here embrace the technology 

once they see what it can offer them. 

"The Pro Tools HD system gives engi-

neers the ability to record a soundcheck and 

play it back while the musicians are off hav-

ing dinner," he continues. "It allows the op-

portunity to experiment with different plug-

ins and compare them for sonic attributes. 

When Randy Newman came in here, we used 

two vocal microphones and 

four piano mks. Once we 

got his wedges to where he 

was happy, soundcheck wa• 

over. Recording the sound-

check gave us the ability 

to sit there and try different 

plugs, like tape saturation or 

various compressors for his. 

lead vocal mic. It sounded 

fantastic, and at the end 

of the night Randy said he 

felt like he was performing 

in his living room—a great 

compliment to us. We had 

the ability to really fine-tune 

the sound, but he didn't 

have to sit around for hours waiting for us. 

It's a tremendous advantage." 

That's not the only muscle that digital 

audio is flexing at the Fox Theatre. "The 

theater has a complete digital infrasructure," 

continues Bauer. "By interfacing the VENUE 

with a wireless Ethernet router, engineers can 

mix their show via laptop from any seat in the 

house. Location of the front-of-house mix po-

sition is somewhat of a compromise. Do you 

give up those prime seats for a visiting en-

gineer? Or do you compromise the position 

of FOH so that the best seats can be sold to 

patrons. Now, there is no compromise. You 

can take the laptop to the sweet spot and do 

anything you need to correct the mix." 

Bauer has also observed that when it 

comes to providing content, "Digital is king. 

The Fox has the capability—while doing a 

show and mixing—to send a 2-track feed 

through the VPN [Virtual Private Network] so 

that a truck from a content-delivery company 

like XM or Sirius Satellite can park nearby the 

venue and pick up the VPN. They can send 

a simulcast for a national act performing at 

the theater without laying down a cable to ac-

cess the audio stream. In addition, recorded 

audio can be transferred via DigiDelivery for 

acts who want to have their tracks instantly 

delivered digitally to the studio of their choice 

for remix and mastering. 

"Many of the acts from the late '70s and 

earlier do not have much material in digital 

format," he continues. "A house system 

like ours can create content for them while 

performing a show. House mix CDs or USB 

sticks could even be sold after the show to 

the audience. In the near future, we see this 

expanding to cell phone delivery, as well as 

e-mail delivery. Digital technology is here to 

stay, and to be an early adapter to 'digital 

content delivery' is really great. I feel it gives 

us an edge as the front-runners as more and 

more acts embrace the future. 
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Amit Peleg, president of Peltrix, designed/installed HighLine's new system. 

"We also rent the Fox to acts that are 

rehearsing for upcoming tours. By using 

the VENUE board, Pro Tools and a USB 

stick, the engineer can tweak via virtual 

soundcheck and create snapshots of all the 

mix settings on a per-song basis, including 

effect and MIDI triggers, as well as all EQ 

and gain structure. Once satisfied with the 

overall mix, the engineer can create a snap-

shot and save it to a memory stick. With the 

VENUE applied to the act's rider, they simply 

take the memory stick to each show and 

load it in. The amount of pre-show work 

required is basically reduced to stage setup 

and room EQ." 

Of course, the Fox also incorporates a 

first-rate P.A. built around 16 JBL VerTec 

VT48&S line array boxes and four JBL 4880 

subs for the house. The monitor system 

features a Soundcraft MH4820 console, and 

EAW SM200s and SM500 monitors. All power 

is supplied by various vintage Crest amps. 

THE NEXT PERFORMANCE? 

It's clear that the future of live audio lies in 

the digital realm. It's taken a long time for that 

technology to trickle into the dub and theater 

market, but now that we're seeing digital 

consoles in the $10,000 to $15,000 range, we 

can expect that those old analog workhorses 

will be replaced with their PCM counterparts, 

enhancing audio quality and making the lives 

of traveling engineers easier. We'll also see 

a "retrofit" of smaller venues with digital in-

frastructure, facilitating digital networks akin 

to the one at the Fox Theatre. Technology 

will not only raise the quality level, but will 

make the audio datastream more accessible 

for storage, transfer and delivery to content 

providers. 

In addition to being Mix 's sound reinforce-

ment editor, Steve La Cerra mixes front of 

house for Blue Oyster Cult. 

o 

î 
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JIMMY DOUGLASS 
Multi- GRAMMY Award- Winning Engineer, Producer whose credits include proiects with: 

Duran Duran Joy-Z Justin Timberlake Ludacris Missy Elliott Timbaland 

Nelly Furtado Rob Thomas Foreigner Aretha Franklin The Rolling Stones 

Amazing ears, extraordinary musicality and nechnological savvy 

keep Jimmy Douglass first call among top producers and artists. 

"I picked up a JBL LSR4300 5.1 surround system ,for my studio because 

the speakers are extremely transparent, very very clear, and with RMC 

tune- ability, everything is right in its place. They're a really great reference." 

Hear why world-renowned engineer, producer, jimmy Douglass 

relies on the sound and revolutionary technology in the award- winning 

LSR series studio monitors. 

Visit JBLPRO.com/LSR 
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ooking for the place where pro 

meets MI.? NAMM is it. With an exhibitor 

list featuring names like API, Universal 

Audio, Focusrite, Crest, QSC, Studer, Man-

ley, Crane Song, Rupert Neve Designs 

and Neumann, you might think you were 

at AFS, but all were at NAMM. 

Perhaps this year's theme was prod-

uct downsizing, as top-end companies 

showed lower-priced gear such as Solid 

State Logic's Duende Mini, Waves' $99 

¡GTR guitar processor and Euphonix's 

Artist Series mix controllers. At the same 

time, affordable, high-res pocket record-

ers were everywhere, from Edirol, Kay-

sound, Korg, M-Audio, Marantz, Olym-

pus, Samson. Sony, Tascam, Yamaha and 

Zoom—offering a complete 24-bit/96kHz 

remote rig fir as little as $299. 

IPOD-IFICATION 

Apples il'cx.1 continues to show its 

versatility via interesting, new third-

party add-ons. The Alesis (www.alesis. 

corn) MultiPort is a pro-grade USB in-

terface with XLR mic and 1/4-inch I/Os, 

transport control keys and the ability 

to record directly to a computer—or 

iPod. Samson's (www.samsontech. 

corn) StudioDock powered monitors 

have something extra—a built-in iPod 

dock and USB interfacing. And Numark 

(www.numark.com) is now shipping 

its Fit for Sound, a rackmount iPod 

dock with RCA/XLR outs and large 

transport keys. 

Connection 

Product Hits of Winter NAMM 

MIC MANIA 

also the launchpad for high-

end products. JZ Microphones (www. 

jzmic.com), a new company formed by 

mic designer Juris Zarins, debuted its 

$1,850 Black Hole multipattem studio 

mic. The mic's center hole accommo-

dates a spring-loaded shock-mount; in-

side you'll find Class-A discrete electron-

ics and back-to-back condenser capsules 

with unique variable sputtering. 

SE Electronics (www.seelectronics 

.com) announced a range of Rupert 

Neve Signature Series mica under the SE 

name. Due to ship in late summer, the 

first entry is an active ribbon design using 

discrete circuits and custom transformers 

designed by Mr. Rupert Neve. Following 

the new ribbon will be large-diaphragm 

tube and solid-state condensers, with all 

three sharing a look that combine retro 

with modem industrial chic. 

Groove Tubes (www.groovetubes 

.com) lived up to its moniker with the 

new Velo 8T ($ 1,199) tube ribbon mic. It 

comes with a spare engine that you can 

easily swap out should the ribbon get 

damaged. The Genesis ($799) mic from 

MXL (www.mxlmics.com) is a large-dia-

phragm, cardioid condenser featuring a 

1.2-inch capsule with a 6-micron, gold-

sputtered diaphragm; Mullard 12AT7 

tube; and phantom powering. Violet 

Design w.violetusa.com) launched 

The Wedge, a condenser model with 

a long, sleek dark-red body housing a 

large. dual-diaphragm cardioid capsule. 

Every-body seemed to have new USB 

mica, but we found a couple faves. 

Audio-Technica's (www.audio-technica. 

corn) AT2020 USB is a version of its 

popular AT2020 studio condenser, but 

with USB output and a mini-tripod stand. 

The Audix (www.audixusa.com) USB 

12 features a mini-condenser capsule 

set into a gooseneck desk stand with a 

USB output. 

AKG (www.akg-acoustics.com) an-

nounced its new D4, a short-body dy-

namic designed for high-SPL instrumental 

rniking. Its name should 

not be confused with the 

Audis D4, a different short-

body dynamic designed 

for high-SPL instrumental 

Goin' stereo? Sony's 

(www. so ny com/proa u - 

dio) $449 ECM-957PRO is 

a battery-powered stereo/ 

M-S mic. Its slick design 

has two elements—one 

is rotatable to make the 

mic front- or side-address 

and change the directivity 

MXL Genesis from 90 to 120 degrees. 
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Avantone (www.avantelectronics.com) 

showed two stereo mies: the $599 

multipattem CK40 and the $349 single-

pattern CK33. The capsules rotate to 

change the stereo pattern. 

RODE (www.rodemic.com) pre-

viewed a high-performance shotgun mic 

(shipping around NAB) that slides into an 

indestructible, aluminum transport case 

that resembles a Mag,lite flashlight and is 

ideal for location work. 

STUDIO ESSENTIALS 

Euphonix (www.euphonix.com) created 

a lot of buzz with its MC Control ($1,499) 

and MC Mix ($999) DAW controllers. 

(See the "Technology Spotlight" in last 

month's issue.) MC Control has eight ro-

tary encoders, a touchscreen, jog wheel, 

four faders and more. MC Mix offers 

eight faders, dual-level scribble strip 

and eight rotary encoders. Each unit can 

stand alone or combine to create a large 

controller. 

maru (www.motu.com) ran packed 
demos of its Digital Performer 6 DAW/ 

sequencer software. The $795 program 

boasted, among other things, track 

comping, multi-mono plug-ins, bounce-

and-burn to CD and a streamlined GUI. 

Aires (www.akaipro.com) new 

MPC5000 ($3,499) features 8-track disk 

recording, a 20-voice analog synth with 

arpeggiator, 64-voice drum/phrase sam-

pler, 12 Q-Link controllers, onboard 

effects, internal 80GB hard drive, large 

240x128 backlit LCD and optional CD-

R/DVD drive. 

Several companies showed signature 

versions of earlier products. Universal 

Audio's (www.uaudio.com) LA-610 Sig-

nature Edition ($2,399) is a limited-mn 

version of its best-selling LA-610 channel 

strip, signed by Bill Putnam Jr. and fea-

turing hand-selected parts. API's (www. 

apiaudio.com) $2,300 550A Saul Walker 

Edition EQ boasts a slick buffed alumi-

num front plate, point-to-point wiring 

and hand-picked components. 

Millennia's (www.mil-media.com) 

HV-3R remote-controlled, 8-channel pre-

amp is shipping soon. In addition to its 

included AE-Logic Windows/Mac OS 

X software offering Ethernet control of 

up to 99 units, the HV-3R has awesome 

specs, with a bandwidth beyond 300 

kHz and near-nonexistent noise (-133 

dB EIN). 

Named after company founder Dave 

Derr, Empirical Labs' DerrEçser (dist. by 

Wave Distribution, www.wavedistribu 

tion.com) is a 500-rack-compatible de-es-

ser with HP and LP filters, HF limiter and 

bypass controls. 

Avarttone www.avantelectronics. 

com) introduced powered versions of its 

MixCubes ($359/pair), sporting 35-watt 

Class A/B amps. These stylish "Auratones 

for the new millennium" have single 

5.25-inch drivers. 

NAMM also had new studio acoustics 

products. KRK's (www.krksys.com) $599 

Ergo is a room-correction unit that can 

be used with any speakers; with onboard 

DSP, it's independent of a host computer. 

Ergo offers switching and separate correc-

tion for two sets of speakers and a large 

analog speaker-level controller. Aurakir 

(www.auralex.com) debuted its Eco Stu-

dioFoam, made with 60-percent—renew-

able soy-based material. Keeping with the 

green theme, MSR (www.msr-inc.com) 

unveiled its wood Dimension4 diffuser 

panels, providing hemispherical or planar 

3-D/2-D-field sound-reflection scattering 

for rewiding/performance spaces. 

Primacoustic (www.primacoustic 

.com) now offers its Recoil Stabilizers 

in six sizes. The units sit under your 

monitors, providing a rock-solid base 

that translates into better audio. Even 

on the show floor, stereo image and 

low-frequency information were more 

centered and full. 

PLUG-INS, AND OUTS 

Steinberg w.steinberg.net) an-

nounced software developer kits for its 

next-generation VST3 protocol. Now 

implemented in Cubase and Nuendo, 

VST3 offers enhanced CPU efficiency, 

CePtiFiRd 
HMS 

Mi  
CERTIFIED 

¡hit 
Here are our picks for NAMM's Top 10 hits, 

listed alphabetically: 

Akai MPC5000 

EastWest Fab Four Virtual Instruments 

Euphonix Artist Series 

KRK Ergo 

MOTU Digital Performer 6 

Peavey ReValver Mk III 

Primacoustic Recoil Stabilizers 

Sonnox Suppressor 

Spectrasonics Omnisphere 

SSL Duende Mini 

sample-accurate automation, the abilit 

to assign audio inputs to VST instruments 

and much more. 

Peavey's (www.peavey.com) $299 

ReValver Mk HI guitar amp—modeling 

software is amazing, with unprecedented 

control over amp tonality, gain structure 

and coloration. Windows or Mac VST 

host/Audio Units users can click through 

presets or get tweakoid, selecting differ-

ent tube combinations or adjusting pa-

rameters such as plate voltage, cathode' 

grid resistors, bias voltages and more. 

SSL's (www.solid-state-logic.com) 

Duende Mini offers up 32 channels of 

console-grade SSL dynamics and EQ pro-

cessing. The $799 system is PC/Mac com-

patible, works with all popular DAWs 

and is upgradeable. 

TC Electronic's (www.tcelectronic 

.com) PowerCore X8 ($1,745) has twice 

the power as the company's original 

PowerCore. Compatible with VST, Audio 

Units and RTAS formats, its 14 included 

plug-ins can mn multiple instances with 

a near-zero hit to your CPU. 

The Sonic Maximizer plug-in from BBE 

Sound (www.bbesound.com) is compat-

ible with all Audio Units, RTAS and VST-

host apps, and features programmab/le 
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Peavey ReValver Mk III amp-modeling software 

patch memory. The $129 plug works across 

Mac OS X and Windows XP/Vista. 

Eventide's (www.eventide.com) $199 E-

Control RTAS plug-in offers Pro Tools control 

of its H8000FW, H7600 and Eclipse hardware 

processors, letting you easily bring your hard-

ware processors into the digital realm and 

save settings to the session. 

The Oxford SuprEsser from Sonnox 

(www.sonnoxplugins.com) is a $315 de-

esser and dynamic EQ plug-in providing 

a way to detect sibilance and other nasty 

track artifacts quickly and then render them 

nonexistent. 

Waves (www.waves.com) introduced the 

Studio Classics bundle with modules and 

strips from legendary studio consoles—the 

SSL 4000, API and the V Series—allowing us-

ers to create the console of their dreams. 

INSTRUMENTS— REAL 

AND OTHERWISE 

After more than a year of work and plan-

ning, the Fab Four Virtual Instrument col-

lection from EastWest (www.soundsonline. 

corn) puts the kinds of instruments and 

studio gear used by The Beatles into the 

hands of composers. The $395 collection has 

newly recorded multisamples of a million 

dollars' worth of rare period guitars, basses, 

drums, amps and keys recorded through 

vintage mics and EMI console/preamps to 

a Studer J-37 tube 4-track. It also includes a 

software version of ADT (Artificial Double 

Tracking) with built-in tape simulator. 

Spectrasonics (www.spectrasonics.net) 

previewed its Omnisphere virtual instrument, 

combining a variety of hybrid, real-time syn-

thesis techniques; a huge "psychoacoustic" 

sound library; and innovative features never 

seen on any hardware or software synth. This 

$499 cross-platform (Windows XP/Vista and 

Mac OS 10.4 and higher) synth is slated for 

September release. 

The real thing: The $2,595 Minimoog 

Voyager OS (Old School) from Moog Music 

(www.moogmusic.com) is an analog synth 

with no digital functions—no program mem-

ory, no fancy arpeggiator—just the classic 

sound and hands-on controllability of Moog's 

Model D. It does everything the vintage Mini-

moog did in an all-new package. 

Original Prophet-5 designer Dave Smith 

(www.davesmithinstruments.com) showed 

the Prophet '08 ($2,199), an updated ver-

sion of the Sequential classic with an all-

analog signal path, eight-note polyphony 

and five-octave keyboard with velocity and 

after-touch. 

P5 Audio (www.p5audio.com) was rock-

in' with its Loop sets. The numerous col-

lections include guitar and lums loops, RrIB 

construction loop sets, individual loops, hip-

hop construction loop sets and rock hybrid 

construction loop sets. 

HOU POD YOU IVIi011U FIRVE MiBBECI 
Audix's (www.audixusa.com) CabGrabber ($59) 

is an adjustable arm offering secure, no-stand 

mic placement on your guitar amp/cabinet. 

Novation's (www.novationmusic.com) Nocturn 

($99) puts fast, intelligent control of automat-

able plug-ins in all DAWs from a USB remote 

with nine touch-sensitive rotary encoders with 

LED positional rings. 

SM Pro Audio's (www.smproaudio.com) iNano 

$69 passive volume controller is an easy, clean 

way to control master volume—ideal for DAW 

users. 

Tech 21's (www.tech2lnyc.com) Sans Amp 

Character Series stomp boxes 

different amp type—Fender, 

Vox, Marshall and Mesa-Boo-

gie—and are designed for live 

or studio use. 

Waves (www.waves.com) 

iGTR ($99, right) keeps with 

NAMM's "mini" theme, of-

fering the sounds of its ac-

claimed guitar amp/effects 

modeling in this cigarette 

pack-sized processor. 

each emulate a 

Spectrasonics Omnisphere virtual instrument 

LIVE SOUND AT NAMM 

NAMM continues to be a major springboard 

for sound reinforcement products. Digidesign 

(www.digidesign.com) showed Mix Rack, 

an affordable hardware option for VENUE 

systems combining all stage, local audio I/0 

and DSP processing into a single 11-space 

rack. Just add a D-Show and D-Show Profile 

console, and you're ready to roll. Peavey 

(www.peavey.corn) debuted its new large-

format Versarray 212 line array rig. Mackie 

(www.mackie.com) updated its best-selling 

speakers, now known as the SRM450 V2 and 

SRM350 V2, with lightweight neodymium 

drivers and onboard Class-D bi-amplification, 

resulting in a 20-percent weight reduction. 

Da-Cappo (www.da-cappo.com), an Aus-

tralian company distributed by Hosa, showed 

waterproof and EMI-resistant ear-mount, 

headset and lavalier mica with adapters for 

hardwired use or wireless beltpacks. Violet 

Design's (www.violetdesigns.co.uk) The Pearl 

line of handheld mks have discrete Class-A 

electronics and an optional reflection ring 

that can change the tonal and directional 

characteristics. X2 Digital Wireless (www. 

x2digitalwireless.com) expanded its offerings 

with the XDR955 handheld wireless with an 

Audix 0M3 capsule. 

Lectrosonics (www.lectrosonics.com) and 

Heil Sound (www.heilsound.com) teamed up 

to cleate pro wireless products. Lectroson-

ics' UTPR20 combines Hell's PR20 dynamic 

capsule with Lectrosonics' UT Series digital 

hybrid wireless transmitter. And after 

months of beta tests with top acts, Bob 

Hell is shipping the wired PR35 ($250), 

which puts the element from his PR30 

studio dynamic into a handheld body. 

Ge 

MORE TO COME 

We'll present more highlights from 

NAMM in our monthly new products 

sections and online at www.mixonline 

.com. Meanwhile, Summer NAMM re-

turns to Nashville, June 20 to 22. See 

you there! 
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Making real records in 
your 'personal' studio? 
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Solid State Logic - 
AWS 900+ 
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If you're like 10-time GRAMMY . winner Rafa Sardina 
(Luis Miguel, Mariah Carey, Stevie Wonder, Sheryl Crow and 

many more), you require the ultimate combination of 
workflow flexibility and sonic excellence. Soilid State Logic's 
AWS 900+ Analogue Workstation System is the unique 

solution that provides a compact, world-class analocue 

mixing console and a comprehensive DAW controller in 

one elegant package. 

GC Pro is the best all- in-one source for any serious 
audio environment, from the commercial facility to the 
personal studio. Contact your local Account Manager today 

and see why! 

Music • Post • Live Sound • Lighting 

• ••• 
• • •• 

GC Pro has expert 
Account Managers 
in nearly every 
territory of the 
USA... contact 
us today! 

- 

800-935-MYGC 
www.gcpro.com 
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PROJECT STUDIO  

BY BARBARA SCHULTZ 

Rudy's Studio 

Mark Obermeyer's One-Stop, Hard-Rocking Shop 

L
et's get this out of the way: Rudy is a little dachs-

hund, not an engineer. Mark Obermeyer, the 

owner of Rudy's Studio (and of the dachshund) 

is a musician/engineer/producer and a champion ut 

Denver's hard-rock scene. During the past 10 years, th.• 

has recorded more than 100 local bands in his studio 

(www.rudysstudio.com). He says he and his associate, 

Justin Preston, make it their job to help those bands 

grow. "We're into producing bands and challenging 

them to be more when they leave here than they were. 

when they came in," says Obermeyer. 

Like many project studio owners, Obermeyer's back-

ground includes playing in bands. He was also enrolled 

in University of Colorado at Denver's Recording Arts 

program. "I was lucky to take classes with Roy Pritts 

and Rich Sanders," Obermeyer says. "Those guys taught 

me so much about recording—digital and analog. Roy 

worked at Caribou [Ranch Studio], and he brought a lot 

of gear down to UCD when Caribou closed. So we were 

lucky enough to use that Neve board from Caribou." 

Obermeyer opened his own studio in 1997. The con-

nections he developed as a musician and as a student 

gave him a built-in client base from the start. Within a 

couple of years, he had developed a working relation-

ship with Preston, a fellow rock musician/engineer who 

had been doing mastering projects in his own facility, 

Dragon Studios. In 1999, Preston began working primar-

ily with Rudy's. "When I started the studio, it was just a 

little demo studio," Obermeyer recalls, "but when Justin 

came along, it grew. He had a Pro Tools rig when I was 

still fussing with [Tascam] DA-38 machines." 

Preston is also skilled at designing CD art and Web-

sites. "We're a good team," Preston says. "We fill in each 

other's gaps in terms of our talents." 

Obermeyer says he and Preston have completely gut-

ted Rudy's Studio three times since he started. The latest 

redesign happened two years ago, when they upgraded 

to Pro Tools HD3. Obermeyer hired Alan Baca of Pro 
Audio Services to help refurbish the rooms. In addition 

to the new Pro Tools rig, Obermeyer and Preston use 

API, Grace Design and Great River mic pre's, and API 

analog summing. 

"Things remain really clear and punchy with the ana-

log summing," Obermeyer says. "The API is about as 

punchy as you can get, which is great for the hard-rock 

that we do." 

Obermeyer also swears by his ADAM Audio S3A 

monitors: "Anything you mix with those translates well 

to other systems, and they're not fatiguing at all. That's 
important with the kind of work we do." 

Rudy's studio itself is divided into four spaces, the 

largest of which is the 14x15-foot control room. Three 

Engineers Justin G. Preston (left) and Mark Obermeyer can take 
projects from demo through mastering at Rudy's Studio. 

small, adjacent recording spaces range from most to least 

live acoustically. Two of the recording rooms have a 

window between so that bandmembers can cue each 

other visually. There are no windows from Obermey-

er's control room into the tracking rooms, but he works 

around that with closed-circuit TV cameras. "But lots of 

times, we'll track in the control room," Obermeyer says. 

"Sometimes we'll do guitar layers and bass in the control 

room. Or we'll track vocals in the control room if a singer 

is struggling with headphones." 

Recent projects at Rudy's include recordings for No 

Fair Fights, who have had a couple of songs placed in 

the FX channel's TV program The Riches. Music from 

No Fair Rights and another client, Saving Verona, has 

also been featured on MTV's The Road Rules Real World 

Challenge. Producer Mark Berry visited Rudy's recently 

to work with the band Majestic X, featuring world-class 
violinist Eugene Fodor. 

"These are some of Denver's greatest rock bands," 

Obermeyer says. "We're just waiting for the rest of the 

world to discover them." 

At face value, Rudy's Studio is a typical project room 
with good gear and enough space for creative work. What 

makes the facility shine is the engineers' approach. 

"Everything we record, we do something new," 

Obermeyer explains. "We brainstorm about that con-

stantly. We're known for being hard on people be-

cause we don't just tell bands that we produce what to 

do—we try to educate them so that every album they 

make will be that much better. We do pitch training, 

ear training, help them blow up their harmonies—really 

working with singers and creating something none of 

us imagined when we started. If we put our hearts into 

what we do, they will, too." 

Barbara Schultz is an assistant editor at Mix. 
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DISTRIBUTION FOR THE AMERICAS 

40 Years  -enema  
U 87 Anniversa ry 

Only a number? For some it is a legenc171.MIM 

The U 87 is the most commonly used large diaphragm condenser 
microphone in the world. With a legendary sound that's powered literally 
thousands of hits since 1967, 2007 marks the 40th anniversary of this legend. 

Neumann proudly introduces the Neumann U 87 Anniversary Set. Find out more 
about this limited edition model and the entire Neumann range of microphones by 
contacting your Neumann dealer today. www.netimannusa.com 

The Measure 
o All Sound 

Hear into your mixes with 
unparalleled clarity, accuracy 
and detail. Listen longer with 
less fatigue. Neutral, uncolored 
sound, an uncompromised 
midrange, surprising bass 
extension and shocking output. 
These are the hallmarks of the 
all- new Klein + Hummel 0 410. 

0 410 
Active 3-Way 
Tri-amplified 
1" / 3" / 10" 

www.klein-hummel.com 

Klein+Hummel USA 
A Sennheiser Company 
Tel: 860-434-9190 Fax: 860-4343-1759 
www.sennheiserusa.com 
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vintageking . we've got it all. 
888 653 1184 I info©v1ntageking com 

•( studio standards I vintage classics I recording console sales & restoration 

Prism Sound Orpheus Firewire Interface 
All- in-one firewire interface solution for your DAW. Includes 8 channel 
AD/DA, 4 mic preamps. and "Over-killer" limiters on every channel, 
along with a host of other cutting edge features. 

..... 

Pne itAce, 

Neve Classic 1073 1 1084 1 1081 1 33609 J/D 
13..ry any: ( 8) Classic Modules, get an 8 Channel Rack 

(2) Classic Modules, get a 2 Channel Rack 
(1) Classic Module, get a 1 or 2 Channel Rack 1/2 Off 
For a limited time 
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D.W. Fearn VT-15 Vacuum Tube Amplifier 
The VT- 15 Vacuum Tube Recording Channel combines the mic pre 
from the D.W. Fearn VT-2, and the DI input functionality of the new 
VT-3, plus the acclaimed dynamics control of the VT-7 Compressor. 
and the most-often used features of the VT-4 Equalizer. 

Shadow Hills Dual Optograph 
Derived from the optical section of it's behemoth big brother. the 
Shadow Hills Mastering Compressor, the NEW Dual Optograph is a 
no-compromise, stereo optical compressor. on-par with the sought 
after esoteric corr,pressors of the past. 

shadow hills 

Royer Labs R-122v Tube Ribbon Microphone 
The world's first vacuum tube ribbon microphone, its amazing 
depth and reach in the midrange frequencies will add dimension 
to any source it encounters. 

Tonelux V8 Roadster Portable Rack 
Why have a straight 6 when you can have the power of a V8? 
Holds 8 Tonelux modules Powers a Vrack, XLR & D-Sub I/O. Vrack bus 
links. It's Portable. It's Roadabfe...Inquire about a FREE V8 Roadster! 

Vintage King offers the widest array of professional audio recording equipment in the world 
Our product lines range from vintage classics and esoteric rarities to exciting new boutique gear many of which are exclusively 
aval able through Vintage King You want it? We got it! 

vintageking re" 
t ade 

r13111 Me Latee is subject to credit approval at determned by the lenaer CR Bank, Salt Lake CIty Utah Is 
governeo by Utah and Federal Law and rs mailable to US customers who are of lecal age In thew state of 

resuierce. Seewebsite or Important chscleeures about payment amounts and terms 
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Rupert Neve Designs 5088 Mixer 
The 5088 is a fully discrete analogue mixer designed by the master 
himself. Inquire with Vintage King today for a custom quote to 
your specifications! 
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Helios Type 69 4 Channel Lunchbox 
Exacting replica of the pre/eq modules used on classic recordings by 
Led Zeppelin, The Who, The Beatles, Rolling Stones. these modules 
are the sound of classic British rock and roll! 
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Audio Accessories Shorti Patchbay 
Professional quality 2x48 audio patchbay terminated to DB25's. 
Pinned out to allow direct connection to ProTools and other popular 
pro-audio gear. Quick-Switches on rear of unit to allow reconfigurable 
normals and grounds. audio accessories 

audio-line 

Barefoot Sound MicroMain27 
Nearfields. mains & mastering monitors - all in one! 
The Barefoot MicroMain27 is a ground-breaking active monitor that 
lets you hear what's really happening in your mixes from top to bottom 
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A Designs HM2EQ Hammer 
The smoothness of its operation and the musical tones generated by 
the HAMMER Dual Mono 3 Band EQ makes this an invaluable tool for 
any studio. "You don't know it's there until you take it out." 
- Tony Shepperd A Designs 
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Weiss ADC2 A/D Converter w/Firewire Option 
Vintage King is proud to announce we are now the exclusive 
distributor of Weiss Engineering in the U.S. Please give us a call 
today to demo any unit you like, including the new ADC2 w/Firewire 
connectivity! weiss 

We offer the best customer service in the business - before, dur ng AND after the sale 
Shopping for studio equipment can be overwhelming We offer trial/demo periods for nearly all items we sell We can even 

arrange on-site consultations with one of our sales specialists 

vintageking' 



AUDIONEXT  
BY ALEXANDER BRANDON 

Let's Play Peek-a-Boo 

An Interview With George "The Fat Man" Sanger 

I
t wasn't too long ago that videogames represented an 
interest of less than 10 percent of the nation's popu-

lation. That meant if you sold 1 million copies of a 

game, you were wildly successful. A handful of develop-

ers created games that were this financially successful, one 

of which was Wing Commander, released in 1990. Not 

only did the game sell well more than 1 million copies, but 

it also represented the first time a game programmer (Chris 

Roberts, who was also the game's designer) went on to 

direct a feature film. One of Wing Commander's most no-

table aspects was its soundtrack: A groundbreaking leap 

was taken in cinematic presentation, and the soundtrack 

followed suit with a John Williams/Alan Silvestri—inspired 

score that made players' jaws drop, especially on high-end 

sound modules such as the Roland MT-32. 

Team Fat—headquartered in Austin, and run by 

George Sanger, aka "The Fat Man"—composed the game's 

music. Team Fat went on to compose scores for more than 

200 games and became the best-known music team in the 

gaming industry. I caught up with Sanger to find out what 

he's up to, and discovered a remarkable approach toward 

music and recording that is refreshing in today's ideal of 
"more is better." 

You've been making music and sounds for games for 25 

years, and you're one of the most unique personalities in 

game audio. Tell us a little about yourself 

We're all unique—that's what makes us the same. 

[Laughs] But I think what makes me different is that 

I look at the large, pristine, groomed studios loaded 

with neatly stacked gear and it speaks to me of fear. 

I picture—especially in game companies—the foreign 

shareholders being paraded through the studio, and if it 

has the wrong kind of wood paneling or doesn't have 

one of those acoustic baffles that look like a city made 

out of blocks—if it doesn't look "rear—then they might 

not invest in it. 

For me, I have this mental picture on the cover of 

Castno's &lam, by Creedence Clearwater that shows 

kind of a garage studio. I said, "That's the way to make 

music." A combination of that and the big rooms in the Let 

It Be movie, right? Somewhere between those two things, 

where you make noises and there's a tympani on the wall 

and a closet full of percussion instruments. I assumed with 

the explosion in home recording that there would be 

thousands of places like that creating music like that. For 

some reason, it short-circuited somehow, where people 
with the home studios tend to make fairly dance-oriented 

stuff and it tends not to get into games or films, and it 

didn't turn out the way I thought. 

To me, the equipment and the room are to make 

something of the expressions that come from within. And 

even if it's not deep within, it's something that is at least 
fun. Or in the ca.si- of a game, something that is warm or 

good or appropriate. The playfulness of it is where the 

art and beaky are. 

It comes down to peek-a-boo. The only reason 

we play, or come to this planet for that matter, is ex-

periencing fun moments that we tend to call art, but 

it's essentially sophisticated peek-a-boo. An expecta-

tion is set up, and it is either filled or it's not. Marty 

[O'Donnell] in Halo 3 gets extra points for using synths 

in Halo that some folks might consider "outdated" or 

"not orchestral," or whatever the current "safe" fads are 

in soundtracks instrumentally. Because people expect 
unexpected things from me, I need to tear some new 

buttholes these days. So I tend to like something more 

like Beck or The Beatles, in the context of what went 

before them—something scary to listen to. 

Switching gears, what do you think the minimum level 

of interaction a composer or sound designer should have 

with a game? 

I start with my creatively encouraging rig, and it's clear to 

me that I can sit in that rig and make great noises that will 

sound great in the game. If you get things too complex, 

you drift away from that, from the peek-a-boo. When you 

sit down at a piano, you start banging away and eventu-

ally perhaps create a melody. If you sit down at a synth, 

you may begin to play with patches and envelopes. If you 
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AUDIONEXT  

sit at a computer, you may just start surfing 

the Web. The last two things don't yield a 

melody or something you consider cool. 

Just the same, mapping sounds to an 

environment in a game is many layers away 

from a great moment in the game that could 

either derive itself from music or sound, an 

audio "joke" or something that creatively 

explores new ground. I'm a little bit closer 

to being in touch with the idea that I'm 

going to make a noise, listen back again, 

and say, "Wow, hah! That's cool!" The best 

tool that I work with right now is for the 

slot machines that Dr. Cat put together for 

me awhile back, and it is basically a text 

file I edit in Notepad. Parameters are con-

trolled such as panning and looping when 

a sound plays. This allows me a fast way to 

map sounds into the game, and I've done a 

couple hundred games that do that and it is 

very efficient. The most important aspect is 
that there's no programming involved. I'm 

trying to get Full Sail to teach this as an ab-

solute minimum for when someone designs 

a game, not necessarily a standard. 

If you don't have something like that 

script or better, you're in the position where 

your programmer has basically forgotten 

about anything that might be complex, 

subtle or interesting about audio, and has 

mapped one action to one WAV file and 

named the WAV file after his favorite sci-

ence-fiction character. So you load the game 

and it plays "Borg.way." What you've done 

is you've shot to hell your ability to adjust 

volume, to use more than one sound for a 

given event, to track your file version be-

cause everything will have to have the same 

name and you can't hear it until you ship it 

off to him and bother him. He's dug himself 

a hole in which he's going to be bothered 

by you, the "sound guy." 

{Mat was your first game? 

It was Thin /ce by Intellivision. We just played 

the theme at a Classic Gaming Expo in Las 

Vegas. It just got posted to YouTube [at www. 

youtube.com/watch?v-205YB5RFC0c]. 

I saw that—you rigged a keyboanl case as 

your kick drum when it didn't show up 

and used a cell phone delay for the guitar 

delay! 

You can have your readers watch that. That'll 

confuse 'em. "Surf music? What the hell!" 

I have to admit, interpreting game music 

as a surf band was a little confusing when 

!first saw it years ago at the Game Develop-

ers Conference. 

People would say, "What does surf music 

have to do with black T-shirts and pixels? 

This isn't game music!" [Laughs) So, good. 

I always took my eclectic tastes for granted 

and assumed there were a lot of other 

people who wanted to make exciting and 

extreme stylistic combinations. Maybe I was 

gifted, maybe I was cursed. When I do it, it 

confuses the hell .out of people. I just make 

any noise, any style, and try to make it im-

pactful to the heart rather than in a specific 

style for its own sake. 

These days, there isn't as much experi-

mentation in games themselves. People are 

making great games, don't get me wrong, 

but the strokes aren't as broad except in 

the indie, casual game arena. I want people 

to laugh so hard that coffee will come out 

of their noses. Games are no good if the 

increment between one and another is too 

small and safe. But if the increment is too 

great, there's just as good a chance that 

the game will flop. People making games 

along those lines aren't doing "wrong"; 

they're being responsible. But I'm catering 

to people who can set their business up to 

be a little loopy. 

Alexander Brandon is the audio director at 

Obsidian Entertainment. 

Rob Chiarelli 
(Christina Aguilera, Will Smith, 

Madonna, Janet Jackson) 

"A beautiful microphone for vocals and acoustic 
Instruments. It sounds like the C800g for one-
third the price. I love the sound of this mit!" 

z.,eue 

t 
MADE N LETVIE, EU 

Design registered: 000529375-0001 

www.emic.com 

fitocrophone 

Bryan Carlstrom 
(Alice in Chains, Rob Zombie, The Offspring) 

"The clarity and smoothness was amazing, 
reminding me of a really good sounding vintage 
u87. The BH is also my favorite mit for strings." 

Characteristics of MASTER: 

Multi - pattern condenser: rardloid, omni, figure- 8. 

Class A discrete amplifier circuit. 

Two ( I) opposite placed, Independent, large, true 
electrostatic capsules Inside the compact head. 

New special capsule with single, less centre tap diaphragm 
and adiustable backplate. 

Patented variable sputtering of diaphragm, using specially 
mixed alloy for coating. 

Integrated capsule shockmount. 

Hear it at: P152008 

4.1 F80 
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Go Smart, Go Green 

"McDSP plug-ins sound great 

and are the most efficient on 

DSP usage. I use them all the 

time, they are a smart choice." 

Patrick Dillett 
Producer Engineer 

Mary J. Blige, They Might Be Giants 

FilterBank HD 

Every EQ Ever Made 

List 5495 

ML4000 HD 

Mastering Limiter 

List 5495 

Channel G HD 

Console Emulator 

EQ & Dynamics 

List 5995 

McDSP PROFESSIONAL AUDIO PLUG- INS 

TOOLS LE 7 
',OFTWARE 

Download free demos of our entire product line at www.mcdsp.com 
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U2 3D 
Rocking Band Takes Concert Footage to New Heights 
By Matt Hurwitz 

F
or the past 30 years, only audiences 
at U2 concerts have known what it 

was like to experience one of the 

band's live shows. But with the recent 

release of their newest concert film, U2 

3D, that's all changed. The first live-action 

multicamera 3-D feature shot in HD, U2 

3D places movie audiences smack in the 

middle of the crowd and onstage with the 

band, giving fans an experience almost as 

rich as attending in person surrounded by 

90,000 other fans. Released by National 

Geographic Entertainment and directed 

by Catherine Owens and Mark Pellington, 

the movie can only be seen in 3-D, either 

in digital cinema—equipped theaters using 

REAL D 3-D projection or in ¡MAX 3-D. 

The film was shot over a three-week 

period in March 2006, during the group's 

Vertigo tour in South America. Seven live 

concerts were filmed: two in Mexico City; 

two in Sao Paolo, Brazil; one in Santiago, 

Chile; and two in Buenos Aires, Argen-

tina. An additional "phantom shoot"—sans 

audience—was filmed early the first night in 

Buenos Aires, with cameras placed close up 

onstage to permit such "macro" shots to be 

captured without camera operators interfe-

ring with the view of audience members. 

For audio recording, executive audio 

producer (and one of the film's producers) 

John Model of 3alitv Entertainment enlisted 

From left: Warner Bros. re-recording mixer Tim LeBlanc, Carl 

Glanville, John Modell and Robbie Adams 

the help of two U2 alums: co-producer and 

recordist Robbie Adams and music produ-

cer and mixer/re-recording mixer Carl Glan-

ville. Adams has worked with the band on 

and off since 1989, engineering and mixing 

their Acbtung Baby and Zooropa albums, as 

well as mixing front of house with U2 vete-

ran Joe O'Herlihy and recording on numer-

ous tours and live DVDs. Glanville, with the 

band since 2002, had produced and mixed 

two live concert DVDs for U2, as well as 

numerous other remixes; this was his first 

re-recording project. "That was the hallmark 

of the whole production—to 

work with guys who've been 

working with the band for-

ever—rather than sending in 

some outside company with 

a truck," notes Modell. 

As a base. Adams used 

the band's live miking setup, 

comprising mainly Sennhei-

ser 421s; Shure SM58 Betas, 

SM57s and RF58As (for Bo-

no's vocals); AKG 414s; and 

Countryman DI boxes. W-

nue/audience ambience was 

picked up by Audio-Technica 

AT4073As and ÀAKG 414s. 

Additional spot mics, mostly 

SM57s, were placed at various 

locations along the stage's 

tendril-like ramps—down which bandmem-

bers would wander during certain songs— 

for pickup of individual audience clusters. 

"It really brings quite a lot and helps suck 

you into the movie," Adams explains, "so 

that when you see a person screaming on-

screen, that's the person you're hearing." 

Placement of audience/ambience mics 

was crucial to the 3-D experience. "The La-

tin American audiences are very vocal and 

exuberant," notes Modell. "We knew that 

was going to be a big part of the movie." 

The varying architecture of the different ve-

nues posed a challenge—both to Adams for 

recording and, later, for Glanville in mixing 

when trying to match ambiences from dif-

ferent recordings. "In one venue, we might 

paint a mic at a wall near a large audience 

section, though that place doesn't exist in 

another stadium," Adams says. "And one 

stadium might have a roof, while another 

is smaller, is shaped like a dish and has no 

roof. So you're totally guessing—you do the 

best you can and then deal with it later." 

The microphone signals were split 

through a Clair Bros. splitter to both stage 

and local racks containing the digital mic 

preamps for the DiGiCo D5 FOH desk, as 

well as the other D5 used for the monitor 

system. An additional set of audio splits fed 

the -Digidesign VENUE console (operated 

—CONTINUED ON PAGE 61 
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Assassin's Creed 
2Ist-Century Game Audio for the \Norld of the Crusades 
By 131 a r Jackson 

W
ith sales of more than 2 mil-
lion copies worldwide, Ubi-

soft's remarkable Assassin's 

Creed for the Xbox 360 and PlayStation 

3 formats (with a PC version released at 

the end of last month) is one of the most 

successful new videogames of the past 

year, a hit with both players and critics. 

The game's complex story involves a 

barkeep in the year 2012, who, through a 

machine called an Animus, is able to re-

live the memories of one of his ancestors 

who lived during the Crusades—an Aral) 

assassin named Altair Ibn La-Ahad. 

Much of the game action comprises 

La-Ahad wandering through different 

Middle Eastern cities in the year 1191, 

hunting down various people who arc 

propagating the Crusades. La-Ahad is 

one stealthy dude, and there's much 

pleasure to be derived from skulking 

about the incredibly well-rendered ba-

zaars, deserted alleyways and scenic 

rooftops of places like Jerusalem and 

Damascus as he searches for his prey 

and encounters all sorts of resistance 

from various foes along the way. It's a 

fantastic yet realistic world, and the in-

tricate sound design is one of the game's 

many outstanding features. 

Recently, finterviewed the lead audio 

designer for Assasin's Creed—Mathieu 

Jeanson of Ubisoft Montréal— about 

some of the challenges of working on 

this sophisticated and spectacular game. 

orem 

At what stage in the game's production 

was the sound team brought in? 

At Ubisoft, it's standard that triple-A 

games have their own audio designer 

from pre-conception until release. Assas-

sin's Creed initially had a different audio 

designer during pre-conception, but then 

I came on as lead audio designer around 

the end of pre-conception. My role was 

to define how the audio would correlate 

to the game and to establish general au-

dio artistic direction. This was based on 

brainstorming meetings with the creative 

director and game designers. I've found 

that establishing a good relationship and 

solid communication with the de-

sign and creative team is essential 

to the success of any project. 

Once we officially started the 

game production, I brought on 

three other audio designers to 

form the sound team. The roles 

and responsibilities of each mem-

ber were divided by specialty 

based on their audio vision and 

experience. One led sound effects 

and Foley, one managed the music 

and ambience, and one oversaw 

all voice content: onomatopoeias, 

AI dialog and script dialog. I was 

in charge of the artistic direction 

Assassin's Creed lead audio designer Mathieu Jeanson of all audio, team management 

and planning, tools, technical issues and 

studio booking. 

I presume beroose of bow long it takes 

to get finished animation that the sound 

team probably bad to work from a com-

bination of story boards and/or crude 

animatics when developing sounds for 

the action? 

Yes and no. In general, it's best that audio 

production wait to have the final design 

and game system more or less in place 

before starting to build the overall sound-

scape. In a game like Assassin's Creed. 

there are thousands of blended anima-

tions that needed audio implemented. 

and our time frame didn't allow us to 

wait for all animations to be final before 

recording or editing the sound. 

Foley recording was planned to fol-

low the animation-validation process, so 

a lot of management and validation were 

required to ensure that audio assets would 

remain coherent with their animations 

Some parts of the animation design con-

tinued to adapt up until the end of pro-

duction. But as with all aspects of audio. 

we often integrated placeholders, and at 

the end we replaced them with the final 

versions, sometimes requiring some re-in-

tegration and tweaking in the engine. 

What sort of gear did you employ pr 

original Foley and effects recording? 
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For Foley recording, the signal path we 

prefer is a Neumann TLM 170R micro-

phone fed to a GML 2020 module, one of 

the best recording channels ever built, from 

our experience. We then record everything 

to Pro Tools HD, which is controlled us-

ing a ProC-ontrol surface. Depending on the 

character we're after for a given sound, we 

might reach for outboard gear or sometimes 

plug-ins just to obtain the specific color or 

that extra bite factor. In the digital world, 

we really like the McDSP products, Filter 

Bank, Analog Channel—all great-sounding 

stuff that's easy and fun to use and feels like 

the real thing. 

For several years now, the Ubisoft Mon-

tréal studio has had complete audio facili-

ties to accommodate all in-house audio pro-

duction—SFX, ambience, Foley, mixing and 

voice recording. 

Basically, we start from a capture of the 

animation from the game editor. The final 

output given to us is a video file with a sta-

ble frame rate and frame size supported by 

our DV Canopus playback system: 720x480, 

29.97 fps, QuickTime DV. 

What sorts of things went into the sword 

bits and horse gallops and suck? Did you 

use libraries at all? 

For the sword impacts and combat ele-

ments, we experimented with hitting and 

scraping a great number of different metals 

together—steel and aluminium rods, vari-

ous blades—just to re-create the different 

impact intensities and sword types used in 

the game. For example, for just one sword-

body impact, we recorded approximately 

five to eight layers combined together. 

For the horse footsteps design, there 

was no way we could lift samples from a 

commercial sound library that would suit 

our needs. So we actually organized a field 

recording session away from the city, and 

used a real horse hoot with horseshoe on 

fabricated surfaces just to get the move-

ment, the weight and the level of realism 

that we're after. 

In general, though, we will use a mix of 

in-house and commercial SFX libraries for 

ambience elements like wind, background 

noise and some specific elements that we 

don't have in-house. 

But we spent many months recording 

original assets for pretty much everything that 

we could hear in the game. For example. the 

footstep system uses more than 1,500 origi-

nal recorded samples. We managed 22 sur-

face materials, with 14 different step inten-

tions sneak, walk, run, jump, land, pivot, 

et cetera—including three to eight variations 

for each intention per surface. 

For the crowd walla, we started with 

ambience from commercial libraries as a 

base layer. We also organized custom walla 

sessions, including varied languages and 

accents, but, in fact, most of the material 

came from previous Ubisoft projects. 

At what bit rate were sounds recorded and 

delivered? 

Internally, all audio files are at 24-bit, 48kHz 

broadcast WAV from recording to editing. 

Files are mostly delivered at 16 bits, 48 kHz 

to the audio designer for implementation, 

but that doesn't mean that all files play back 

in the game ai this quality. We keep audio as 

high-quality as passible, while also optimiz-

ing to respect the memory budget, which is 

established by the lead programmer. 

What sorts of sound considerations were 

there for parts of scenes where there is a lot 

of repeated action? 

Watching the same animation repeatedly is 

much less annoying than hearing the same 

sound being played in succession by the 

animation, so often it's the role of the audio 

to simulate visual variation by using differ-

ent SFX variations. It's always a challenge to 

create a realistic world that doesn't sound 

the same everywhere. But one of the big-

gest challenges was to manage the AI dia-

log properly since it was all driven by the 

AI system, and the complex logic of our Al 

system didn't always automatically produce 

natural dialog behavior. 

At what point were the cool reverbs and 

other sonic manipulations done—before 

or during the mix? 

The basic game mix is done progres-

sively throughout the game production. 

There are so many assets to manage that 

we don't want to wait until the final mix 

session to tweak all the little details. Two 

weeks before shipping, we play the whole 

game, step by step, and tweak all remain-

ing levels that remain to be balanced. Most 

of our effects are pre-rendered to save 

CPU and memory, but we're always using 

software reverb at the console output to 

simulate the acoustic environment of each 

location. We used a lot of volume and pan-

ning manipulation done in real time, such 

as dynamic ambience mixing based on 

the character height to simulate different 

.height perspectives. 

Was the sound for the game mixed using a 

conventional console or "in the box"? 

All sound in the game was edited, recorded 

and mixed on "in-the-box" systems. Years 

ago, we worked with an SSL Axiom-MT and 

Pro Tools 24 as a recorder, but have since 

upgraded the main studio with Pro Tools 

HD on Mac-based systems using the ICON 

as a worksurface. 

At this point, do sound designers for Xbox 

games have to vary bit rates for FX as they 

did on earlien less sophisticated plaeorms? 

That is, do you have to make determina-

tions about which FX "need" to be beard 

more clearly than others? 

Initially, Assassin's Creed was planned to 

be shipped only on the next-gen platforms 

Xbox 360 and PS3, so we didn't really have 

to worry that much about platform-specific 

assets and console-specific quality. We were 

more concerned about how much RAM 

would be available for sound on the PS3. 

But, fortunately, the PS3 has a hard drive, 

which we used to stream a lot of stuff that 

we could put in RAM on the Xbox 360. 

The quality difference between plat-

forms is mostly due to the consoles' pro-

prietary compression formats—XMA in the 

case of Microsoft and a variation of ADPCM 

called VAG for Sony. Technically, the quality 

is variable from console to console, but un-

less you're able to compare both platforms 

back to back, you won't detect a significant 

sonic difference. 
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U2 3D 
—FROM PAGE 58 

by longtime U2 monitor engineer Dave 

Skaff), from which the signal was drawn for 

recording. 

Adams recorded the earlier shows on 

his Steinberg Nuendo system, inputting 96 

channels until it was discovered that addi-

tional inputs would be required for the ad-

ditional ambience mics, totaling 110 inputs. 

So they switched to Pro Tools HD. In fact, 

for multiple redundancy, two Pro Tools rigs 

were used, the second acting as a backup 

along with the Nuendo. 

Interestingly, Modell found that there 

was no direct way to sync picture and 

sound recording together with a digital 

clock. "Front of house would have had to 

sync their whole show to our camera clock, 

and that was not going to happen," he says. 

To solve the problem, a stereo FOH mix 

was recorded to both systems. Editor Olivier 

Wicki then imported that mix into his Avid 

editing system, which was then output as 

an OMF (Open Media File), which Adams 

and Glanville then imported into their Pro 

Tools session, visually aligning transients of 

the FOH mix with their own recording of 

that mix in the Pro Tools session. 

In addition, the click-track used by the 

musicians was also recorded to both sys-

tems; Adams and Glanville used it to make 

slight adjustments, as needed, to Wicki's OMF. 

"He would put together what he thought 

was the closest version of the thing," Glan-

ville explains. "But Oliviers not a music 

editor, so every once in a while he might 

skip a beat or come in halfway through a 

beat because he couldn't hear it clearly in 

that mix." The team would make whatever 

slight ad¡ustments were required and send 

the OMF back to Wicki, who would then 

regenerate picture and return the corrected 

file back to the audio team. 

PUTTING IT ALL TOGETHER 

As mentioned, the film comprises recordings 

made at a total of eight performances from 

four different venues that were seamlessly 

edited together, both in picture and sound, 

to appear to be from a single source. No 

overdubs were done by the band, which, 

Modell notes, " is a real testament to the 

band's talent and accomplishment." 

Adams and Glanville edited and mixed 

the soundtrack over a period of more than 

a year—from July 2006 to October 2007—at 

Effanel Music in New York City, taking full 

advantage of the studio's Digidesign ICON 

console. "Its the only 'real' 5.1 room that's 

of a size [that] music engineers who are 

used to making records would appreciate," 

says Glanville. "We knew the scope of this 

project was going to require some serious 

hardware and a room that was specifically 

built for 5.1." 

Glanville notes that for concert films, 

the picture is usually conformed to whate-

ver performance of a song is deemed best, 

but in this case that wasn't possible due to 

picture limitations at certain venues. Pro-

duction was limited to only one or two 3-D 

camera systems on all but the Buenos Aires 

shows (to avoid multiple cameras block-

ing audiences' views), which left director 

Owens and editor Wicki with only a single 

camera angle with which to work for songs 

from those nights' performances. 

"We realized that because the picture 

department wanted to put together the best 

collection of shots they possibly could for 

any one song, we couldn't just pick the best 

version of the song and have them conform 

picture to it," says Glanville. "It was clear 

we were going to have to conform our 

audio to their picture." 

Complicating matters, says Modell, is 

that the band—Bono, guitarist The Edge, 

bassist Adam Clayton and drummer Larry 

Mullen Jr.—varied the phrasing in their per-

formances from show to show, and that 

the 3-D film featured 10 to 20-second shots 

(as opposed to the customary quick cuts in 

concert films). "So you don't have a choice 

but to use the real audio from whatever pic-

ture you're seeing, because you'll run into 

lip-sync and instrument-sync issues that will 

be obvious to the audience," Glanville ex-

plains. 

The team then developed an "assem-

bly line" of sorts at Effanel, with Adams 

constructing Pro Tools playlists of the re-

cordings in one room and Glanville mixing 

in the other. It was decided to first assemble 

a playlist that matched the picture, shot for 

shot, of each song: a master wide shot, say, 
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from Mexico City, with its associated audio 

recording, and then a close-up of The Edge 

playing a guitar riff from Buenos Aires with 

its recording, etc. 

Adams' playlist contained the full group-

ing of all tracks from each night's perfor-

mance of each song, stacked one below the 

other on the list, allowing him to comp the 

track group of a night's show to match the 

image appearing onscreen. 

"We just built an exact replica of what 

they had, and then started looking at what 

that meant to the performance, sonically," 

Glanville explains. "Then, once we'd done 

that, we said, 'Okay, now let's do ano-

ther version of that edit, and pull out 

any unnecessary edits.'" Glanville found 

that, while it was literally accurate to 

switch to the recording from a different 

show, say, for a quick cut to a group 

of audience members singing along, 

doing so would unnecessarily interrupt 

a guitar or vocal performance. 

"We spent a lot of time going through 

each song and removing those kinds of 

cuts," says Adams. "For the most part, the 

main body of a song was from the single 

night's tecording." Sometimes, though, 

the picture might cut to, for example, 

The Edge playing his guitar lead or 

a drum bit from a different show. In 

many such cases, because the band 

was playing to a click track—provi-

ding a uniform rhythm for each song 

from show to show—Adams was able 

to simply reselect from within his comp 

the guitar track for the song appearing 

onscreen while bringing in the remainder 

of the backing track from the master per-

formance. 

Switching between performances wasn't 

always so simple, however, where ambience 

was concerned—particularly where Bono's 

lead vocals were involved. If a master shot 

of one night's performance, with its asso-

ciated venue ambience, cut to a close-up of 

Bono singing a line taken from a different 

night's show, with its own associated am-

bience, Glanville was forced to use the re-

cording from the close-up's shot during that 

close-up and then carefully switch back to 

the master when the close-up was over. 

"What I ended up having to do was 

group his vocals, with all the audience mics. 

and then build a vocal performance, so that 

every time you saw him I could switch to 

a different playlist that included all of the 

audience mics. So when the vocal switches, 

his voice is always in the ambience," Glanville 

says. He then staggered the edits of the am-

bient mics—anywhere from a millisecond 

to five seconds—to crossfade smoothly 

between the two takes, helping to mask 

any differences in echo/delays caused by 

differences in venues. 

MIXING FOR 3-D 

While mixing a concert film into 5.1 sur-

round is not new, mixing one for 3-D is, 

requiring a different approach from that 

employed for a "flat" (2-D) film. "In 2-D," 

explains Adams, "generally most of the 

action is happening in the middle of the 

screen. In 3-D, you've got so much detail: 

There's something happening in the top of 

that corner or that corner. If there's some-

thing happening in one corner, people will 

he looking there, so you put a little voice 

in. People watch it completely different-

ly—it taps into their brains in a completely 

different way." Adds Modell, "We had only 

one rule: What feels real?" 

This is not to say that a 3-D 5.1 mix 

means things flying all about the audito-

rium. "It means if you cut to a close-up shot 

of The Edge, you pull the guitar forward 

slightly in the mix," Modell notes. "Not in 

a gimmicky way. The idea is that both the 

visual part and the audio part should be-

come transparent as media. If you're feeling 

a bunch of gimmicky stuff going on, it will 

pull you out of the experience." 

For Glanville, it was all a matter of fin-

ding the right moments, many of which 

were fairly organic. "When you see a pre-

sentation on a 50-foot-wide screen, and you 

suddenly hear Bono's voice come out of the 

left speaker, your eye is immediately drawn 

to the left side of the screen. You turn your 

head and out pops Bono from the edge of 

the screen, walking up the ramp, and then 

the audio tracks him to the middle of the 

stage. It's little moments like that that make 

it a very different experience from some-
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thing that you would see in 2-D." 

Glanville also played with dynamics and 

ambience, and took advantage of the SM57 

spot audience mics to create a different ex-

perience for the viewer. At the end of "Miss 

Sarajevo," says Glanville, "Robbie had the 

idea of pulling out all the ambience, where 

you see Bono slowly walking up the ramp." 

Adams adds, "He's just sung his heart out, 

and as he walks back, he just strikes a lo-

nely figure. There's all these people scream-

ing out his name and he can't even hear 

them. It just lets you get inside his head for 

that moment." 

Indeed, the audience mics played a 

crucial part in the 3-D experience, particu-

larly with this band's following. "There's so 

much happening with a U2 crowd during 

the body of the song that as soon as you 

strip that out, the soul just disappears out 

of the whole performance," says Glanville. 

"There's too much interaction between the 

two to just let it go. If there was a night 

where a crowd really sung their hearts out, 

we made sure to fish that out and use it, to 

really give you a sense of what it's like to 

be in that crowd." 

To counter the effects of unpredictable 

multiplex theater sound systems, the team 

spread bass material throughout the mix. 

"We were worried about relying too much 

on the subwoofer channel to give us the 

bottom end of this picture," explains Mo-

dell. "This is different from a normal pictu-

re, where it's 90 percent dialog with the odd 

crash or gunshot or boom. This is driving 

eighth notes the entire time and a constant 

kick drum with a lot of bottom and energy. 

If we relied on the subwoofer to give us a 

lot of that, we'd be hosed in a lot of thea-

ters." 

The case was different from IMAX 6 mas-

ters, where theaters have a bass-management 

system to take full advantage of low frequen-

cies. "We actually brought a Pro Tools system 

into two IMAX theaters in Los Angeles and 

essentially rernastered it for IMAX right in the 

theater," Modell says. 

In October, over a three-week period, 

the team reconvened at Warner Bros. Dub 

Stage 6 to do the film's re-recording. "Dub 6 

has the largest ICON console in the world," 

Modell says. "And having done all this work 

in New York on the ICON, it was great to 

just come and open stuff up and not have 

to wrestle with remapping anything." 

Glanville's stem layout comprised 

drums, bass, guitar, Bono guitar, Bono vo-

cal, Edge vocal, keyboards, audience and 

supplemental audience. "Sometimes we'd 

split the audience across two sets of tracks, 

just to feather in some extra sounds to make 

transitions work between the songs," he ex-

plains. Gaps between songs were also ex-

tended slightly. "It was felt that to have the 

songs just keep hitting you one after ano-

ther like that in the movie theater could end 

up being a bit overwhelming. Adding an 

extra five seconds in between some of the 

songs gives you that little moment to come 

down from what you've just heard and then 

get ready for the next thing." 

There were actually two sets of stems— 

one dry and one containing the effects— 

allowing Glanville to rebalance at Warner 

Bros. as needed. "And that amounted to 

about 230-odd tracks of audio," he adds. 

U2 3D was a project of "firsts" on many 

fronts, Modell notes. "It's the first digitally 

captured 3-D live action film of its kind, the 

first time zoom lenses were ever used in 

3-D, and it was Carl and Robbie's first re-

record mix. And because it had never been 

done before, there were no rules to break. 

It was a wide-open canvas. And it was Carl 

and Robbie's creativity and meticulousness 

that made it happen." 
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Live mix La 
Blue Man Group   

By Sarah Benzuly 

You may have seen them at 

your local theater, but the 

men in blue are taking their 

production on the road with 

their How to Be a Megastar 

Tour 2.1. The main performers 

in the production, the "Blue 

Men," are silent characters 

that use a variety of unusual 

materials to create a wonderful 

musical soundscape; the 

production is supported by 

a full live band, with gear 

provided by audio rental 

company Audio Analysts. 

Handling front-of-house 

duties is Ross Humphrey, with 

support from Audio Analysts' 

Chris Hoff (crew chief and system engineer), monitor engineer Matt Fitzgerald, and Rick 

Procopio and Brian Post, Audio Analysts' P.A. system techs. According to Hoff, "There are 

a lot of unusual instruments being used, including several made of PVC material, so there 

are some gain-before-feedback issues that you don't normally see with conventional 

instruments. With the OBLI VerTec line arrays, we have good rear rejection and don't 

have a lot of SPL coming off the back of the boxes, so gain before feedback is not so 

much of a problem." The system is powered by Crown 1-Tech amps. 

"The arenas that we play range in size from 'A' market to 'B' market venues, so 

flexibility and scalability of the system is important," Hoff adds. "Sometimes we don't 

have the trim height that we have in other arenas, but with Veffec we can easily scale 

the system down with good results. We are using JBL's new Veffec Version 4 DSP presets, 

which give us even more flexibility depending on the size of the room and the array. 

Considering the style of the music and the way the mix is approached, this has proven 

to be a very effective tool." 

Front-of engineer Brent Rawlings is relying 

on a Britannia Row-supplied Turbosound Aspect 

system during Kings of Leon's European tour. 

This is a five-way system and some of the bass 

speakers are being flown as part of that five-wide, 

five-deep to get some bottom end in the air. We're 

doing this because if you are sitting off to the side 

of the stage and you have a cluster of speakers pointing at 

high-mid and low-mid, it might just be a little harsh. Adding in some bass means 

you can feel a little pressure on your chest from the other instruments. We are 

experimenting as much as possible to get rid of what we call 'power alley'—to make 

the bass nice for everybody, not just a select few. A big part of it is trying to keep 

everything going forward, as opposed to wrapping around itself and coming up on 

the stage and messing with the band. I am trying to shake the body of the person 

that is in the back of the arena without affecting the band. 

you, which are treble, 

inside 

Live Mix News: 

Tours, Events, Installations 

All Access: Foo Fighters 

Tour Profile: James Taylor 

Local Crew: Horne Audio Inc. 

New Sound Reinforcement Products 

According to FOH engineer Wayne Pauley, the 

Celtic Woman U.S. tour uses a Meyer Sound 

MILO system being hung in numerous venues; 

Masque Sound provided the system. 

Longtime audio provider for the New Year's 

Eve Show in New York City's Times Square, 

Maryland Sound International, handled both 

performance stages— each with a 96- input 

Studer Stagebox—and a broadcast stage 

with 10 inputs were all fed to an optical 

splitter, which fed both a Soundcral t Vi6 

running monitors for each performance stage 

and a Studer Vista 5 SR in the main " mix 

container" Constantine Zachariou, engineer 

and project manager for Washington- based 

audio/video design firm Avides, handled the 

audio renovation of the downtown Seattle Art 

Museum, which included choosing Symetrix's 

SymNet DSP systems. UK hire company 

Concert Sound finished providing a large-

scale sound reinforcement system for Joe 

Cocker's latest European concert tour. EON 

engineer Chris Madden chose EAW line array 

and loudspeaker sets.. Village Baptist Church 

Destin, ELI upgraded its wireless systems vvith 

Sennheiser SKM 5200s with Neumann KK 105 

capsules, HSP 2 headworn mics with SK 500 

62 and SK 5212 transmitters, and ew 300 IEM 

62 personal monitoring systems coordinated 

through Sennheiser's NET 1 system. 
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Live mix 
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The Minnesota Orchestra (Minneapolis) 
has taken in a C,adac 24-channel S-Type 

compact live production console as part 

of a major sound system upgrade for its 

Orchestral Hall. The venue hosts a 98-

member ensemble, which performs for 

annual programs that include live con-

certs, broadcasts and recordings. In ad-

dition to the board, head of sound Terry 

Tilley (above left), who has been with the 

orchestra for 30 years, spec'd 64 additional 

mic lines, Lab.Gruppen fp2600/3400 amps 

and a Yamaha PM5D submixer for road 

show projects. 

The hall's acoustics were designed by 

Cyril Harris. More than 100 large cubes 

form a "falling rock" pattern on the audi-

torium ceiling to deflect sound through-

out. The wood floor and stage allow for 

better sound vibration, and the angle of 

the balconies offers optimal sound reflec-

tion. The venue comprises two buildings: 

a rectangular-shaped auditorium and a 

glass-and-steel supporting structure (lobby 

and admin offices) that is separated from 

the auditorium by a 1-inch gap to free the 
hall from any outside sound. 

"I wanted a really good-sounding 

desk, capable of handling the eclectic 

mix of recording and broadcast projects 

we get involved with—anything from 

classical reinforcement to light jazz," Til-

ley says. "Earlier this year, our director 

and the musicians put in a pretty loud 

request for some new equipment. Man-

agement said yes, and I was allowed to 

go shopping. 

"We need a very fine and controllable 

sound, along with a very precise EQ for 

the wonderful acoustic we have in the 

hall," he continues. "With the S-Type, 

everyone is very happy with what we 

can now achieve, including the broadcast 

guys! Given that I have a pretty good col-

lection here, that is saying something!" 

Tilley and his assistant handled the 

install, despite the lack of any cable pulls 

in the 1970s building, while continuing to 

work through a daily schedule that involves 

some four shows in rotation at any time. 

Now Playing 

The Mars Volta 
Sound Company: Rat Sound 

PON Engineer/Board: Toby Francis/Digidesign 

Profile 

Monitor Engineer/Board: Daniel Bonneau/ 

DiGiCo D5 

P.A./Amps: MicroWedge, dV-Sub, L-Acoustics 108p/ 

Chevin Q6, [-Acoustics LA48 

Monitors: Sennheiser ew 300 IEM G2 

Outboard Gear: XTA DP448 

Mics: Shure SM91, Beta 52, SM57, Beta 98, SM81; 

AKG 414; Audio-Technica AT4050 

Additional Crew: monitor tech Manny Barajas, tour 

manager Narci Martinez, production manager Amery 

Smith 

Cobra Starship 
FOH Engineer/Board: Chris "V" Villanueva/ 

house-provided 

Monitor Engineer/Board: Tony Marino/Crest XRM 

P.A./Amps: house-provided 

Monitors: Sennheiser ew 300 IEM G2 

Mies: Audix 06. i5; Sennheiser 421 Ils, e 609, e 604; 

Shure SM57, SM58, SM81, Beta 58 

Additional Crew: guitar tech Dave "Hansel" Hansen 

Daly Survives With CONE() 

For the final live telecast of Survivor: 

China, sound designer and lead mixing 

engineer Bill Daly relied on the Real Sound 
Lab CONEQ tuning process to equalize 

the PRG-supplied system. A CONEQ 

measurement, and the resulting 4,096-point 

amplitude correction, is based on acoustic 

power instead of SPL measurements. 

According to Daly, "The usual time I 

allocate for system tuning with an FFT 

was cut in half, while the results were better than I could have imagined. On a major 

live telecast like Survivor, I normally allocate two nights for system tuning. With 

CONEQ, I was ready for rehearsals in just one. My rack of 'emergency graphics' was 

literally left untouched, as were the EQ filters on my 10 channels of XTA loudspeaker 

processors. The 10 channels of CONEQ correction were all that I needed. The sound 

for the telecast was smooth as silk, and 

in particular I've never heard the main 

arrays sound better." 

The Survivor system also included 

left and right dV-DOSC main arrays, 

two arrays of Meyer M1Ds for down-

fill, a row of d&b C-6s for delay fill, 

and 72 Apogee SSMs and 64 SAT-3s 

for front-fill and under-seat fill. Two 

Yamaha M7-CLs were used for house, 

while a PM1D and a PM4000 handled 

monitor duties. 
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Dave Grohl sings through 

a Sennheiser 431. 

Front-of-house engineer Bryan 

Worthen is manning two DiGi-

Co D5s: one for the main "A" 

stage (42 inputs) and one for 

the "B" stage (30 inputs). 

As for rack gear, "1 have 

one rack per stage of six 

Avalon 737s," Worthen says. 

"These are being inserted on 

Dave (Grohl's1 vocals, Dave's 

spore vocals, Taylor (Hawkins') 

vocals and the three acoustic 

guitar channels. The other rack 

is just a CD player, CD burner 

and DAT recorder." 

Photos & Text by Steve Jennings 

ou ring nonstop to promote their latest album, Echoes. Silence. Patience and Grace, 
knock-out rock band Foo Fighters are taking the concept of stage setup to new 

levels: There's an A stage for the main electric show and a smaller B stage ( located 
in the middle of the floor) for the acoustic segment; the latter is hidden above the 
audience in the center of the venue, and is lowered when required. The trick for audio 

pros Bryan Worthen (front of house) and Ian Beveridge ( monitors) is making sure that 
the sound from either stage is cutting clearly through the RA. Mix checked in on the 
team at Oakland, Calif.'s Oracle Arena show in early February—just days before the 
group's performance at the Grammy Awards. 

Front-of-house engineer Bryan Worthen with system tech Mark Brnich, who is holding a Dolby Lake Contour table PC; 

additional audio crew includes guitar techs Joe Beebe and Sean Cox, bass tech Geoff Templeton and drum tech Chad Ward. 

1 
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Monitor engineer Ian Beveridge (below, right, with Worthen) is mixing on a 

mostly maxed-out Yamaha PM ID, using 80 or 90 inputs and close to 48 mixes. 

"For monitoring stage A (main stage) and stage B (audience stage), there is 

a brain and input/output racks at either stage, but only one worksurface at the 

A-stage position," Beveridge explains. "This was done to get rid of the 600 feet 

of copper that B-stage monitor audio would have ended up running in. Also, the 

band wanted a seamless transition from stage to stage, so ear mixes had to be 

sent from the one rack, which also lives at the A-stage position." 

The main stage (above) 

uses four hangs of L-

Acoustics V-DOSC and dV-

DOSC, and d&b 82 subs 

on the floor; stage B fright) 

has two hangs of V-DOSC 

and dV-DOSC, four hangs 

of dV-DOSC and three 

hangs of d&b subs. Six 82 

subs are located on the 

floor around the stage. 

bie 

# 
' 4 

Bassist Drummer Taylor 

Nate Mende! Hawkins' kit is 

miked with all 

Sennheiser: 9C Is, 

908s, 609s, 6048 

and 614s. 

Guitarist Chris 

Shiflett (below, 

left) and 

touring guitarist 

Pat Smear 
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ON E 

By Nick Russell 

A SINGULAR SOUND 
FOR JAMES TAYLOR 

ames Taylor's One Man Band tour 

isn't quite as solitary as the name 

implies. There are, after all, other 

players onstage: The talented Larry Gold-

ings accompanies him on piano. keyboards 

and harmonium; and an imposing drum 

machine that looks like it was handmade 

from a closet full of Rube Goldberg's spare 

parts makes a pair of appearances. The Tan-

' glewood Festival Chorus (including Taylor's 

wife, Kim) also joins the show, collaborat-

ing with him via video screens during "My 

Traveling Star" and "Shower the People." 

Playing rooms as large as 3,600 seats 

but making most stops in venues built for 

2,500 to 2,700, Taylor's current pared-down 

approach to touring is, as he says, "An in-

timate retrospective of 40 years' worth of 

songs and the people, places and events 

that inspired them." The One Man Band 

performances weave a full 20-song concert 

set with a rich narrative that draws from six 

decades in the artist's life. Illustrated with 

photos, drawings and more from Taylor's 

private archives, the monologue provides a 

time line and reveals the back-stories and 

inspirations behind the songs. 

"The audience gets to hear all 

the songs," ilotes David Morgan, the 

show's front-of-house audio engi-

neer; Andy Sottile handles monitor 

engineering duties. "They share in 

everything from a look at James' old 

black-and-white photos and home 

movies to stories of past girlfriends 

and adventures. There are plenty of 

opportunities for fun, too." 

Morgan began working with Taylor 

during the artist's 2005 Summer's Here 

tour. Since March of 2006, Taylor has al-

ternately traveled either with his full band 

or as a one-man act. The one-man show 

was captured for release on DVD this 

past summer by Sydney Pollack and Don 

Mischer when Taylor performed at the 

Colonial Theatre in Pittsfield, Mass. 

THE VOCAL APPROACH 

111c lir thing I Vs .t ntcd to examine when I 

came into this was his vocal sound," Morgan 

recalls. "He had been using a wide-pattern 

cardioid mic, an AKG 535, for quite a while, 

Front-of-house engineer Dave Morgan at the Digidesign 

VENUE D-Show Profile board, which he has found perfect 

for Taylor's theater tour. 

and had made a switch to in-ear monitors 

some time ago. I always try to put myself in 

the performer's place. We used the 535 for 

the four background vocalists on Whitney 

Houston in 1986 and 1987, so I know it 

pretty well. It's a great-sounding mic, but it 

lets in a lot of the outside world. I reasoned 

that if I were James, I'd want a vocal mic a bit 

more suited for use with my in-ears, a mic 

exhibiting greater off-axis rejection while 

still producing a rich and accurate sound." 

In 2004, Morgan latched onto a pair 

of new unmarked prototype mics from 

Shure: One was a cardioid, the other 

a supercardioid. Morgan first used the 
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supercardioid model on backing vocalist 

Margaret Dom while touring with Bette 

Midler. 

"It had a realistic vocal quality to it I 

had never experienced with a microphone 

designed for live sound applications," Mor-

gan recalls. "It was clear, transparent, sweet 

sounding, quite honest and it worked well 

in Margaret's in-ears. Quite often with a 

tight-patterned mic, off-axis info comes 

back hard and distorted, but that wasn't 

true with this one. I went and listened with 

ear buds to what she was hearing, and the 

background info sounded amazingly true." 

While he was working on Taylor's Sum-

mer's Here tour, Morgan's no-name mi-

crophones began being called KSM9s. By 

the time he showed up at One-Man Band 

rehearsals in 2006, he was using production 

model KSM9s. 

THE GUITAR SOUND 

Taylor engages his audience with a pair 

of Olson acoustic guitars: a full-bodied 

concert model and a cutaway. A Telecaster 

makes an appearance for "Chili Dog" and 

"Steamroller," but the Olsons get the most 

use onstage. 

The Telecaster is routed through a Line 

6 PODxt Proa, which, according to Morgan, 

"works fine for this purpose, giving us a 

nice, distorted, bluesy sound without de-

stroying the acoustic vibe of what's going 

on. We didn't want a single amp onstage." 

Conversely, each of Taylor's acoustic 

guitars is outfitted with L.R. Bag,gs LB6 Se-

ries pickups. A unitary pickup and saddle 

commonly used by large-venue perform-

ers over the years, the LB6 is used with a 

Radial Engineering Tonebone PZ-Pre pre-

amp leading into a Fishman Aura Acoustic 

Imaging Blender. "This combination gives 

a dimensionality to the instrument that 

enhances the illusion of space," Morgan 

explains. "Taking this route was all part of 

The handmade drum machine goes by various monikers, including 

”Gaddmatic," a name that pays homage to drummer Steve Gadd. 

our never-ending search for 

reality; the strings sound as if 

they are resonating in wood, 

not across a crystal. Making 

an acoustic guitar sound real 

is a major sound reinforcement 

challenge." 

NEXT UP, PIANO 

Morgan laces a similar di-

lemma every time he mikes 

the tour's 7.5-foot Yamaha C7 

grand piano, which is played 

with the lid closed. To deal 

with this issue, Morgan de-

vised a system based around 

a pair of Shure KSM44s, an 

Applied Microphone Technology M40 piano 

mic and a Barcus-Berry piano pickup. 

"One KSM44 is placed on the low-end 

side just above the area where the strings 

cross," Morgan explains. "The other is on 

the high end, miking the smallest hole on 

the soundboard slightly off-center so that 

you hear a little ambience, too. The Barcus-

Berry goes in the second largest hole in the 

soundboard, and the M40 goes all the way 

down to the nose of the piano, facing back 

at the hammers." 

At the bottom end, the KSM44 favors 

a good, strong left hand, and in turn the 

Barcus-Berry adds high-frequency sparkle. 

Morgan predominantly bandpasses the M40 

for low-mid warmth, while the second 

KSM44 over the small soundboard hole 

brings out high-mids. Atlas clamps hold the 

latter in place, along with gaffer's tape; a 

piece of Ozite carpet protects the piano from 

the clamps' setscrews. 

"Each of the transducers adds its own 

unique component to the sound," Morgan 

adds. "It's like having a four-way crossover 

inside the piano. If you think about it, a 

closed-lid piano is somewhat of a con-

tradiction, but is often a fact of life in a 

sound reinforcement situation. 

The instrument was meant to 

be played open. Add up the 

characteristics of these compo-

nents, though, and it sounds 

real again." 

The One Man Band stage setup for Taylor and the other musicians 

IN THE HOUSE 

With input from the stage taken 

care of, Morgan's choice for 

bringing sound to the audience 

fell upon Clair Bros.' i3 line ar-

rays. The enclosures are three-

way in configuration and pack 

a pair of 12-inch LF transducers 

topped-off by twin 6-inch com-

pression drivers. Morgan calls 

the enclosures "sweet-sounding boxes—the 

vocal sound that comes out of them, as well 

as that of the acoustic guitar, is absolutely 

perfect for the format we are representing 

and the venues in which we are perform-

ing." 

Morgan mixes on a Digidesign VENUE 

D-Show Profile console, a compact board 

he's found well suited to the smaller theater 

aisles he's constantly negotiating. Describ-

ing the VENUE plug-ins as sounding like 

"equipment that could only exist in a dream 

a few years ago," he feels as if he's in a 

toy land, where he can pick from a full 

range of vintage compressors, reverbs and 

more. "All the wonderful stuff we used to 

see in studios in days gone by, equipment 

that would cost you a mint in rentals, are 

not pieces of gear you want to take on the 

road and break anyway. The whole VENUE 

console concept is geared around running 

a live show. You don't have to divert your 

attention or think too much to use it as a 

mixing platform." 

Morgan's mix takes aim at trying to give 

the audience the impression that they're 

sitting in their own living room listening to 

a personalized concert. While quite a few 

effects are used in the show to obtain the 

realism for which Morgan is constantly striv-

ing, he stresses their judicious use. 

"I was fortunate early on to have a men-

tor who gave me the greatest advice I ever 

got," Morgan confides. "Whenever you use 

an effect, bring à up to where you can hear 

it, then back it down a little. Along with 

that bit of shared insight, also remember 

that equalization usually isn't about adding 

what you want, but rather taking away what 

you don't need. All the artistry and subtlety 

of audio engineering really revolves around 

those two tips, and they serve me well as 

guideposts on this show, too." 

Nick Russell Ls a freelance writer in Chicago. 
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LOCAL CREW  
BY SARAH BENZULY 

Horne Audio 

At the End of the Day, It's All About the Gear 

I
n the highly competitive local sound rein-
forcement field—where the market is relative-

ly small and saturated—at the end of the day, 

what helps you stand out from the competition 

lives in a warehouse: the gear. You can point to 

the quality of service or the largest festival or the 

most complex install as key elements to your suc-

cess, but if your equipment list is not top-notch, 

then you're not going to get the gig. 

This fact is exemplified by Home Audio Inc. 

(Portland, Ore.; www.home-audio.com), where 

the latest roadworthy gear is king. Granted, rider 

requests can weigh heavily on equipment choices, 

but president J. Peter Home finds that he has to 

take rider specs with a "grain of salt." "A portion of 

rider requests are from experienced engineers who 

are asking for 'legitimate' items," Home explains. 

"On the other hand, many requests come from 

guys who just request the flavor of the month. I love the 

guy who threw a fit because I wouldn't bring AKG 414s for 

overheads. Our 414s generally only leave the warehouse 

for special situations (piano, jazz or symphony miking). 

We, as a rule of thumb, provide Shure KSM 32s for drum 

overheads. Funny thing is, I charged for the 414s, brought 

them and the guy never used them. 

"Rider requests are just a starting point in the [equip-

ment-buying] decision-making process," he continues. 

"While we do try to provide what people are request-

ing, other factors such as versatility, compatibility, 

longevity and cost, among other considerations, are 

also factored." 

Taking a quick peek inside Home Audio's warehouse 

shows that the company is focused on providing state-of-

the-art gear, whether or not those pieces are commonly 

found in riders. For example, consoles available to such 

recent clients as Tenacious D's '07 West Coast tour, USTA 

Davis Cup, Oregon Jamboree, Oregon Zoo Summer 

Concert Series, Tony Hawk's Boom Boom Huck Jam 

Tour, and numerous radio station festivals and special 

events include choice models from Digidesign, Midas, 

Yamaha, Crest, Allen & Heath and Mackie. Speaker 

systems can include components from Electro-Voice's 

XIC/XLD/X1C215, EAW's KF850/SB1000, Stage Accom-

pany's P16/26/C27 and Community's R2/R5. In addition 

to these touring necessities, the company carries a large 

stock in smaller-format speakers, monitors, amps, system 

processing, FX/dynamics, mics and wireless gear—the 

whole nine yards. 

"We are constantly updating our inventory," Home 

says. "Some of our recent acquisitions this year [2007] 

include digital consoles, L-Acoustics wedges and expan-

sion to our wireless inventory. The upgrades that are 

Peter J. Home preps one of the company's systems for an upcoming gig. 

planned for this year include the continued updating of 

our monitor inventory and exploring options to replace 

our aging 'trap box' inventory." 

But this mass of gear did take time to accumulate. 

Home Audio was formed in 1999 (Home has been in the 

audio biz since 1976) by Home, Bill Gardner (who now 

handles operations at the city's theater system) and Dave 

Caldwell (who is now in charge of maintenance and re-

pairs, as well as lead engineer). The threesome found that 

Portland was sorely lacking in quality service and equip-

ment from SR providers and that they could fill this niche 

easily. The company has since added Don Lindsey, head 

of operations, and currently has five full-time employees 

and another half-dozen who are used on a regular basis. 

During the height of the season, as many as 20 Home 

employees can be found working at local gigs. 

While there is stiff competition in town, Home says 

that Portland is a busy metropolis, attracting enough 

events to keep the company very busy most of the year. 

He cites the city's, and Oregon's, quality of life as a perk. 

"Many quality engineers choose the Portland area as a 

place to live," he explains. "When these engineers are 

not on the road, I'm able to draw upon their experience 

and expertise to fulfill my needs. 

"Sticking to a sound business plan—no pun intend-

ed—is critical for achieving success," Home says. "We will 

continue to explore new opportunities while maintaining 

our current clientele and inventory. We have a reputation 

for providing the best equipment and service in the area. 

Because of that success, we're able to maintain our share 

of the market and keep our competition at bay." • 

Sarah Benzuly is the group managing editor for Mix, EM 

and Remix magazines. 
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New Sound Reinforcement Products 

DBX DRIVERACK PX 

The first processor in the industry tailored for 

powered speakers, the DriveRack PX from 

dbx (www.dbxpro.com) offers an all-in-one 

solution to optimize powered speaker setups. 

The 2-in/2-out device (plus stereo subwoofer 

outputs) connects between a mixer and speak-

ers, and features dbx's Advanced Feedback 

Suppression, Subharmonic Synthesis to extend 

bass response and PeakStopPlusTM speaker-overload 

Additionally, an included dbx M2 measurement mic uses auto-EQ 

to correct for audible deficiencies in the room environment. It 

ships this month at a street price of $399.95. 

1111111=1.1: Mil Met 

protection. 

AUDIO-TECHNICA M2, M3 IN-EAR SYSTEMS 

The M3 and M2 wireless in-ear systems from Audio-Technica 

(www.audio-technica.com) feature the company's Personal Mix 

Control, offering independent mix and volume control at the re-

ceiver. Both feature a lightweight bodypack stereo receiver and a 

stereo transmitter with two combo XLR/1/4 -inch line inputs, as well 

as A-T EP3 dynamic earphones with three sizes of flexible rubber 

eartips and a universal foam tip for a customized fit. The top-end 

M3 ($ 1,099) has 1,250 selectable UHF channels with up to 16 

simultaneous systems per frequency band; the $799 M2 offers 100 

UHF channels with up to 10 systems per frequency band. 

AUDIX 

CABGRABBER 

CabGrabbei' from 

Audix (www.audix 

usa.com) is a simple, 

removable means of 

placing a mic on a 

guitar amp or cabinet 

without using a mic 

stand. It accommo-

dates cabinets rang-

ing from eight to 14 inches deep, and will securely support mics 

weighing up to 16 ounces. An adjustable arm rotates 180 degrees 

and locks into place for exact mic positioning. It folds compactly 

and retails at $59. 

PEAVEY VERSARRAY 212 LINE ARRAY 

Designed tor use in large venues with optional Versarray 218 and 

118 subs, the three-way Versarray 212 ($4,399.99) line array from 

Peavey (www.peavey.com) has two 12-inch Black Widow woof-

ers, 10 2.5-inch neo mid-drivers and four waveguide-mounted 

planar ribbon drivers. It's rated at 4,000 watts peak handling for 

the lows and 800W peak each for the mida and HFs. Each 13-ply 

Baltic Birch 2x12 enclosure has Peavey's bracket-and-pin flying 

hardware, allowing adjustments from 0 to 10 degrees for a mul-

titude of array possibilities. The tri-ampable system has Neutrik 

Speakon 8-pin inputs in parallel with four Neutrik Speakon 4-pin 

connectors for the lows and mid/highs. 

DIGIDESIGN VENUE 

MIX RACK 

Compatible with D-Show 

and D-Show Profile con-

soles, Mix Rack is a new, af-

fordable hardware option for 

Digidesign (www.digidesign 

.com) VENUE systems, com-

bining all stage, local audio 

I/O and DSP processing into 

a single 11-space rack. The 

base configuration has two 

Mix Engine cards (expand-

able for more TDM plug-in 

processing), D-Show Version 2.7 software, VENUEPack 3 plug-ins 

and an ECx Ethernet port for remote control. Audio I/O includes 48 

analog XLR mic/line inputs, 16 XLR analog line outs (expandable to 

32), eight analog TRS line-level VO (assignable as discrete VOs or 

insert pairs), 2-track analog/digital (AES or S/PDIF) I/O, word clock 

and MIDI I/O, and an analog aux/com input. Mix Rack supports up 

to 64 tracks of record/play integration with Pro Tools—or 18 tracks 

with Pro Tools LE—and modular card slots allow various analog or 

digital outputs and Aviom A-Net personal monitoring options. 

CERWIN-VEGA CVA-28 FULL-RANGE SYSTEM 

Designed for stand-alone use or with the CVA-115, CVA-118 and 

CVA-121 active subs, the CVA-28 ($849) from Cerwin-Vega (www. 

cerwin-vega.com) is a three-way system featuring 8-inch drivers, a 

concentric compression driver and 400W of onboard amplification. 

Integrated flypoints and pole mounts allow the unit to be used in 

horizontal or vertical arrays. The compact (20-inch-high) cabinets 

weigh 48 pounds, have a 70 to 20k Hz response (±3 dB) and are 

capable of 128dB SPLs. IM 
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TECH'S FILES  
BY EDDIE CILETTI 

Hard Drive Tales for a Rainy Day 

Your Data Is Key, So Make Sure You'll Have It in the Future 

B
etween my wife, my kids and myself, there 
are 10 computers in our house—three 

Macs, six desktop PCs and a lapdog. My 

wife, Polly, and I both work from home, so that 

explains why we need so many—one for her, the 

rest for me and the boys. Despite having dedicated 

audio and video workstations, my desktop PC sees 

the most use—and abuse. It's where the daily busi-

ness gets done. While far from optimum for audio 
and graphic editing, it conveniently does more 

than its share of both. With two internal and at 
least one external drive, it's also where my Website, 

articles, schematics, data sheets, fave music and 

class materials are stored. So when that. computer 

isn't happy, I'm not happy. 

ON THE ROAD TO GREEN 

One ol niy good or bad trait.,,—depending on your per-

spective—is that I hate to throw things away. A perfectly 

functional computer can be "recycled" to perform a less-

er task—the kids' G3 iMacs and my dedicated Pentium 2 
scanner being prime examples—because it is still quite 
usable (though this is a bad idea if you interpret Feng 

Shui strictly as uncluttered interior design). 

The good news is that everyone is becoming more 
"green" conscious. This past fall, a locally sponsored elec-
tronic recycling event at the Mall of America parking lot 
yielded so many "contributors" that it overwhelmed and 
shut down the system. That so many people were saving 

their old junk and waiting for a free and convenient recy-

cling opportunity sent a message that was heard from the 
big box stores and waste-management services all the way 
to government agencies. 

WIDE SCREEN 

loi all the chi lei ent jobs I do, dual monitors are essential. 
And while a dual monitor card should minimize poten-

tial conflicts, it was actually at the root of a problem that 

plagued my office PC several years ago. Nothing makes 

us feel more helpless than the blue screen of death, 
which happened every few months for about a year. 

Through this experience, I figured out a recovery trick 
that's as simple as connecting the boot drive to another 
computer. Windows immediately recognized and fixed 

the "security descriptor" problems, after which the drive 

was as good as new. I did nothing but introduce one 

piece of hardware to the other. Next time a blue screen 

makes your day, try it; there's nothing to lose. 
It wasn't until migrating to another motherboard that 

I accidentally stumbled upon the true cause of the prob-

lem: The OS install was done with a single monitor card. 

Everything seemed fine until the dual monitor card was 

installed—a more obvious conflict than before—but at 

least it happened right away. 

Last summer, the analog monitor died on my scan-

ning PC after 13 years of service. My office PC gladly gave 

up one of its own "tubes" in trade for a solid-state LCD 

upgrade, a stunning LG 1226 22-inch, wide-screen dis-

play that was quite a bump up in terms of resolution and 
brightness. With its 3,000:1 contrast ratio, 2ms response 

time and 1,680x1,050 resolution, I was amazed at how 
small things could be made and still retain clarity—not a 
strong suit for analog but a piece of cake for the 1226. The 
transition to an LCD screen took some getting used to; I'll 
explore more about monitor technology next month. 

DOS BOOT 

Trying to bring your computer back to life? A common 

PC fix is turning off all resident programs that invade 

the Notification Area of the taskbar. This also applies to 

Pro Tools, which is particularly intolerant of background 

programs, especially anti-virus software. 

When my current PC became sluggish, I immediately 

went on a search-and-destroy mission for viruses and ad-

ware to no avail. For a while. I even considered whether 
the new monitor's significantly higher resolution was tax-

ing the system. Whenever a computer is unhappy, my first 
inclination is to pull the boot drive and start fresh. I'm no 
fan of trying to fix a boot drive while it's online and I don't 
know many people who can. A fresh install on a new drive 

can solve a lot of problems. In this case, the computer was 

too new and I wasn't ready to rebuild the desktop from 

scratch as there were just too many programs to load. 

UNCONVENTIONAL 

I've been using low-capacity boot drives for the operat-

ing system and related files. Rather than let new pro-
grams install themselves into the Program Files folder, 

I keep a similarly named folder on a separate drive. I 

also prefer to create storage folders that are logical to 
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Imagine a technology 

that takes 300 hundred 
measurement points 

around a loudspeaker 

or a loudspeaker array 

in under two minutes, 
characterizing the true 

Acoustic Power 

Frequency Response 

of the sound system. 

Then imagine that this 

same technology can 

synthesize a 4096 point 

amplitude correction 

curve, rendering your 

sound system 

absolutely ruler-flat! 

Sound Good? 
(It's good!) 

Discover CON] D" from Real Sound Lab! 
CONEQ is the world's leading equalization technology based on Acoustic Power. Standing for CONvolution EQualization, CONEQ 

represents a radical departure from traditional techniques. Unlike conventional SPL measurements, which form the basis of virtually 

all existing measurement and equalization processes in use today, Acoustic Power opens up an entirely new dimension in system 

alignment. By acquiring the Acoustic Power Frequency Response of a sound system, the CONEQ generated 4096 point correction curve 

applies to the entire coverage pattern of the loudspeaker system, not just to one, or several, arbitrary points in space. 

With a total latency of less than 1.5 ms, CONEQ may be applied to theatrical systems, touring systems, recording studios, post and 

broadcast facilities, as well as commercial sound. A CONEQ corrected system provides incredible benefits. To begin with, it simply 

sounds better. A typical perception is that a thick veil has been lifted from in front of the speakers. Sweet spots are minimized because 

the corrective curve is based on hundreds of measurement points taken within the loudspeaker's coverage angle, not just a few SPL 

measurements. In addition to flattening the sound system, CONEQ may be used to target an arbitrary response curve. For example, you 

can make one loudspeaker sound like another. You can compensate for air absorption loss. You can introduce a preferred 'house curve.' 

And the corrective algorithm may be based on multiple composite measurements taken at various locations within the environment. 

In live sound reinforcement, realism is dramaticaby increased while feedback is significantly reduced, due to the phenomenal flatness 

of the 4096 point response correction. In recording, broadcast, and post production work, translation issues are helped significantly. 

When your monitors are literally ruler-flat, worrying about how your mix will sound on other playback systems is largely mitigated. In 

the future, CONEQ will be available for consumer products as well, opening up an entirely new paradigm of audio content uniformity! 

CONEQ is available as both a software solution and as a professional-grade hardware solution ( pictured below). 
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me rather than use the "nested" approach of 

storing files within a program's folder. It's a 

no-brainer for people who work with audio 

and video to keep their files on a separate, 

portable drive; backing up is easier when 

you know where everything is. 

If my program drive gets weird, then ev-

erything can be dragged and dropped to a 

new drive without angering the OS goddess. 

(Remember to identically name the new 

drive.) Despite my best efforts, iTunes man-

aged to load itself and all of my music files on 

the boot drive until it eventually had so little 

reserve that defrag,ging didn't help. This may 

have accelerated the problem. 

BOOT COPY 

Cloning a boot drive is not drag-and-drop 

simple. After some frustration with a well-

known boot drive-copying utility, I took 

advantage of a 30-day trial version of Fu-

ture Systems' Casper (www.fssdev.com). 

It was so quick, easy and effective that I 

gladly gave them $50 for the license after 

the first day. The old drive was indeed the 

problem; my desktop and sanity (what's left 

of it) were preserved. Casper also reports 

on the drive's condition and suitability, as 

do other programs mentioned below. 

LISTEN TO THE DRIVE 

One of the clues to my boot drive problem 
was a cyclical mechanical noise that occurred 

about every five seconds. My friend Dave 

Meyers suggested the problem might have 

been due to thermal recalibration issues. This 

is not a concern with modem drives, but it 

was back in the last century when this 8GB 

Seagate drive was made (in '99). If my expe-

rience serves one particular purpose, then it's 

that listening closely can assist in the trouble-

shooting process—a "country geek doctor" 

diagnostic tool, especially if your noisy com-

puters are kept behind closed doors. 

REMOTE DIAGNOSIS 

When my brother recently Skype'd me, I 

complained about a background noise that 

sounded like a bad fan-motor bearing. As 

he was wearing headphones and using the 

laptop's internal mic, the noise didn't bother 

him, but it made conversation impossible. 

Sure enough, he called me a few weeks 

later, saying his laptop died. It was a Dell 

Inspiron with an IBM Travelstar 2.5-inch 

drive. My geek buddies call these "Death 

Stars" due to their high failure rate. 

When the laptop showed up, I pulled 

the old drive and immediately heard that 

telltale Death Star sound; something loose 

inside is even scarier when the platters are 

spinning at 5,400 rpm. So while loading a 
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fresh OS on a new 80GB Seagate, I removed 

the old drive cover and the offending bit of 

techno-flotsam, popped the drive into an 

external USB drive case and powered up. 

Argh—it emitted a horrible clanking sound 

as I watched the head arm swing back and 

forth across the disk surface. 

I had much better luck with a similar 

drive that seemed to spin properly but 

would not show up on my desktop. Again, 

I popped the cover to see what was going 

on, only this time there was no head move-

ment. On a whim, I pulled the USB cable, 

which, on a drive like this, is also the power 

cable. Upon reinserting the cable, the head 

arm suddenly came to life and started doing 

its happy dance, bouncing back and forth 

as it read data and then popped up on my 

desktop. With a drive like that, I was drag-

ging and dropping its data to one of my 

own drives within about two heartbeats. 

DATA'S NOT ALL, FOLKS! 

Few things are worse than losing data, and 

let's face it, data-recovery services are be-

yond pricey. We can't have our ears on the 

drive 24/7, but, fortunately, there are pro-

grams that take advantage of a modern fea-

ture—Self-Monitoring, Analysis and Report-

ing Technology. S.M.A.R.T. keeps track of the 

vitals, including warning signs like how long 

a disc takes to spin up, or whether there's 

an unusual amount of errors. Products like 
ActiveSmart, DiskCheckup and Drive Health 

can be found on the Web. 

My "take-the-long-way-home" approach 

might not seem to be an efficient use of 

time, but it serves multiple purposes, even 

in this world of ¡Phones, Blackberries and 

disposable everything. Anyone in the busi-

ness of gaining access to and archiving 

older drives already face challenges like 

this (and worse). Right now, IDE is still a 

popular interface format and SCSI interface 

cards are still available. (You'll need one to 

connect drives that are a decade or so old.) 

But in 10 years, can you foresee the need to 

access drives you're using right now? 

Aside from storing valuable data in mul-

tiple formats and places, experience also 

suggests the need to periodically exercise 

archived drives. But along with your meticu-

lously documented backup files, don't forget 

that you may need spare interface cards— 

before they're available only on eBay. Like 

vacuum tubes and analog tape machines, 

vintage computer hardware might soon be 

the new retro. Or, as the Boy Scouts (and 

Tom Lehrer) always said, "Be prepared." • 

Visit Eddie Ciletti online at www.tangible-

technology.com. 
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Converter MADE by RME 

8 x Analog I/O ( up to +24 dBu) 4 AES/EBU I/O (8 channels, up to iJi KIII) 
2 x ADAT I/O (8 channels, up tc % kHz) . MIDI I/O . Word Clock I/O 

optional: MADI I/O ( 164 MADI Card) 

The ADI-8 QS is an 8-channel high-end AD/DA converter with an 
unrivalled variety of features. The device combines excellent analog circuit 
design with the latest generation of extremely low latency AD/DA converter 
chips. Along with its integrated SteadyClock, the ADI-8 QS offers AD- and 
DA-conversion of the highest quality. 

Analog and digital limiters, 4 hardware reference levels up to + 24 dBu, AES/EBU 
and ADAT I/O (optional MADI I/O) at up to 192 kHz, digital input and output 
trimming for full level calibration, volume control for all 8 analog outputs, either 
separately or globally, digital thru-mode, operation over a wide voltage range 
and many more features make the QS truly unique. 

Remote Control. All functions can be remotely controlled via MIDI (or MADI 
embedded MIDI), and all status displays queried through MIDI. 

Each ADI-8 QS can be given a separate ID, enabling remote controllability of 
multiple devices via the same MIDI channel. 

dit 
HDSPe MADI 

128-Channel PCI Express Card 

1 x MADII/0 . 24 Bit/192 kHz. Analog Monitor Out. MIDI1/0 . Word Clock I/O 
Support for Time Code Option . Low latency redefined 

Perfect partners 

Visit Us 
Musikmesse Frankfurt 

Hall 5.1 booth 8 36 
prolight + sound 

Hall 8.0 booth A 51 
—15th of March 2008 

8-Channel high-end AD/DA Converter 

24 Bit/192 kHz. Analog to/from AES/EBU, ADAT or MADI 

Reference quality. Fully remote controlled . Low latency converter design 

Low Latency. In the ADI-8 QS RME uses a reference-class AD converter with 
exceptional Signal to Noise and distortion ratios. But the biggest difference, 
compared with all other ADCs out there, lies in the units innovative digital filter. 

For the first time a conversion delay of just 12 samples in Single Speed (0.25 ms), 
down to 5 (!) samples in Quad Speed (0.026 ms) is achieved. The added latency 
can simply be ignored. The DA-converter offers similar conversion speed, turning 
digital to analog monitoring into real analog-style monitoring! 

MADI. With the optional MADI Card the ADI-8 QS offers even more options. The 
card features both an optical and a coaxial MADI input. The input is switched 
automatically, according to where a valid input signal is detected. Loss of signal 
results in an immediate change to the other input. The 164 MADI Card provides 
serial pass- through capability from one device to the next (up to 8 units), giving. 
a total of 64 audio signals on a single line. 

Converters. MADE by RME Outstanding Sound . Flexible . Reliable . Unique 

1.111111 
Micstasy 

8-Channel full range Preamp & AD Converter 

24 Bit/192 kHz . AD to AES/EBU . ADAT or MADI ( optional) 
85 dB Gain Range. A utoSet function . Fully remote controlled 

www.rme-audio.conn 

Engineered and Made in Germany 

North America Distribution 

SYNTHAX USA 
www.synthax.com 

mIE 
The Art of Interfacing 
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Tools of the Trade 

MOTU DIGITAL PERFORMER 6 

Mark of the Unicorn's (MOTU, www. 

motu.com) flagship audio sequencèr soft-

ware is now up to Version 6 and features 

a complete user interface redesign, XML 

file interchange with Final Cut Pro, track 

comping, support for interleaved Broad-

cast WAV audio files, enhanced support 

for operation as a software front end for 

Pro Tools HD systems, pre-rendering of 

virtual instruments, better support for 

third-party Audio Units (AU) plug-ins 

and the ability to "bounce and burn" di-

rectly to an audio CD. Other features in 

DP6 ($795) include a vertically resizable 

track list, streamlined GUI with window 

tabs and a universal track selector that 

updates when switching to a different 

tab. Resident plug-in processors have 

also been upgraded to multimono use, 

and include the ProVerb convolution 

reverb and the MasterWorks Leveler. 

VIOLET AUDIO ADP61 

Studios are having to come up with 

more surround A/V solutions for produc-
tion than ever, and Violet Audio (www. 

violetaudio.com) has heard the call. The 

ADP61 ($ 1,199). preamp/decoder allows 

for monitoring and decoding all signals 

from stereo to 6.1 surround audio. It of-

fers XLR outs and an 

infrared remote con-

trol to quickly switch 

between multiple 

sources, such as CD 

and video players, 

DVD player/record-

ers or TV systems. 

Decoding is provid-

ed for digitally con-

nected devices that 

are compatible with Dolby Digital, Dolby 

Digital Surround EX, DTS, DTS ES, DTS 

ES Matrix, DTS 96/24, DTS Neo and more. 

JI BLACK HOLE MICROPHONE 

The Black Hole ($ 1,850) from JZ 

Mic (www.izmic.com) is a compact 

and slim lyric that comes with, as 

you might guess, a hole in the mid-

dle. The negative 

space incorporates 

a stand-holder 

system and shock-

mount that give 

the mic the ability 

to swivel across its 

base. Rather than 

use a uniform coat-

ing of metal on the dia-

phragm, JZ uses a variably 

sputtered diaphragm com-

prising a specially mixed 

alloy. The mic offers three 

switchable polar patterns 

(ornni, cardioid and figure-
8), Class-A discrete amplifier circuit and two 

opposing electrostatic capsules. 

*leenaele 
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TASCAM DR-1 

This handheld field recorder from Tascam 

(www.tascam.com) captures hours of 

program through integrated stereo mics 

to its 1GB SD card (included). A pair of 

mics, mounted on a variable mechanism, 

allows the DR-1 ($299) to record from 

any angle. Features include manual or 

auto-gain control and analog limiting, 

and a low-frequency cut-off to eliminate 

handling or wind noise. It records at up to 

48k/24-bit to MP3 or WAV files, and runs 

on a rechargeable Lithium-Ion battery. The 

DR-1 speaks to the rest of the world and 

your computer via USB 2. Not only does it 

record on the go, it also features a built-in 

tuner, a vocal cancel function and an over-

dub feature for recording narration, singing 

or instruments over an existing track. 

MINNETONKA'S PLUG-INS FOR AWE 

Minnetonka Audio Software (www.min 

netonkaaudio.com) has released Master 

Bundle for AudioTools" AWE V. 1.3 

($295). The group of processors and 

problem-solvers is specifically designed 

and integrated for use in AWE, the com-

pany's batch-processing app formerly 

known as Batch Pro. Plug-ins include 

Minnetonka Audio's TimeStretch and 

PitchShift (powered by iZotope Ra-

dius), and iZotope's Mastering EQ, 

Mastering Limiter, Mastering Reverb 

and Multiband Compressor. AWE is an 

automated audio workflow engine for 

editing, format conversion, encoding, 

plug-in processing and other process-

ing through external I/O devices. It has 

the ability to process thousands of files 

in a single job. Processing chains can 

be auditioned and saved as templates. 

Advanced job-management features 

include hot folders, a job queue that 

manages any number of sequential jobs, 

robust failure recovery and job logs. 
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SONY ECM-957PRO MICROPHONE 

Field recordists will love Sony's (www. 

sony.com/proaudio) ECM-957PRO 

($449.95) battery-powered stereo mic. 

It features M/S recording via two ele-

ments, one of which can be rotated to 

make the mic either front- or side-address 

and change the directivity from 90 to 120 

degrees. The built-in M/S decoder and 

single AA battery operation ensures that 

this will be a popular item for recording 

on the go. Other features include a 50-18k 

Hz frequency response, max 115dB SPL 

handling, dynamic range exceeding 90 dB 

and an integrated 5-pin stereo XLR output 

connector. 

AUDIO-TECHNICA 40 SERIES 

Audio-Technica (www.audio-technica.com) 

has released two new mic product bundles, 

the AT4040SP ($895) and AT4041SP ($795) 

Studio Microphone Packs. Both packages 

are optimized for live or studio use, and 

feature two mics from the company's 40 

Series of condenser mics, along with 

mounting hardware, stand clamps, 

windscreens and protective wooden 

cases. The AT4040SP Studio Pack 

offers one AT4040 large-diaphragm, 

side-address cardioid condenser and 

one AT4041 cardioid condenser; the 

AT4041SP Studio Pack offers two 

AT4041 cardioid condensers. 

CENTRANCE AXEPORT 

USB DIRECT BOX 

Ponal)le instrument recording is made 

easier with the CEntrance AxePort' Pro 

(www.AxePort.com) USB direct box. The 

tiny unit offers 24-bit/96kHz performance 

and a USB interface for tracking guitar or 

bass to most DAWs on Windows XP/Vista 

and Mac OS X platforms. The unit features 

a rugged aluminum chassis and USB bus 

power drawn straight from the computer, 

negating the need for wall warts or bat-

teries. AxePort Pro also features knobs 

for input and output level control, and is 

bundled with Guitar Combos amp-emula-

tion software from Native Instruments, 

the CEntrance ASIO/GSIF universal driver 

cables and a carry pouch. 

SOLID STATE LOGIC DUENDE MINI 

The Duende Mini ($995) is a new mini-

aturized version of SSL's (www.solid-

state-logic.com) Duende DSP and plug-in 

platform. The unit is expandable, yet oc-

cupies just 1/4 -rackspace. The Duende Mini 

is loaded with a base set of plug-ins that 

can be expanded when the user purchases 

a code to unlock the other plugs inside 

($399 upgrade). Duende is based on the 

powerful DSP technology behind SSL's C 

Series digital consoles. Mini ships with the 

SSL EQ and Dynamics Channel, featuring a 

4-band EQ, two shelving sections and two 

parametric, variable lowpass and highpass 

filters, switchable EQ characteristics be-

tween E Series and G Series EQ, Over-Easy 

soft-ratio compression, variable process 

order routing, and dynamics sidechain pro-

cessing with independent sidechains for 

compressor and expander/gate. Mini also 

ships with fully functional trial versions of 

the growing portfolio of plug-ins available 

for the Duende platform. 

APPLIED ACOUSTICS SYSTEMS GS-1 

You can play like your favorite acoustic 

guitar god with Applied Acoustics' (www. 

applied-acoustics.com) Strum Acoustic 

GS-1 ($229), an acoustic guitar software 

synthesizer based on the latest AAS physi-

cal-modeling technology. The collection 

features steel and nylon acoustic guitars, 

and includes elaborate voicing and strum-

ming modules for the realistic reproduction 

of a guitarist's playing techniques. Chords 

played on the keyboard are automatically 

voiced for guitar, while strumming and 

picking actions are reproduced by an auto-

strum function, special strumming keys or 

MIDI loops. EQ, multi-effect and reverb 

modules complete the package. Strum 

Acoustic GS-1 runs on both Mac OS X and 

Windows as a stand-alone application, as 

well as in host sequencers supporting VST, 

Audio Units and RTAS plug-in formats. 
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SAMPLEBASE.COM 
Sound-seekers worldwide will want to 

check the Samplebase.com Website, which 

features a growing community of art-

ists, many of whom are both contributors 

and users. Many top-notch artists provide 

instrument sets and construction kits for 

download, including Catalyst Audio, Kas-
kade, Def Jef, Peter DiStefano, Midihead, 

Heatseekers, Vienna Symphonic Library, 

Ili°. John "Skippy" Lehmkuhl and others. 

More than 150 SoundBlocks are available 

on Samplebase, and there is a free sample-

synth player called Satellite that loads 

Samplebase SoundBlocks. The free version 

offers a basic set of features but can be up-

graded to Satellite Pro (S149), which loads 

REX, WAV and ACID files, and includes a 
range of additional features. 

UNIVERSAL AUDIO 
LA-610 SIGNATURE EDITION 
You can join an exclusive club of 500 

Universal Audio (www.uaudio.corn) LA-

610 owners who purchase the LA-610 

Signature Edition ($2,399), offered as a 

limited-run version of the best-selling LA-

610 channel strip. The Signature Edition 

features U.S.-made NOS tubes, CineMag 

transformers and a blackface cosmetic 

look complete with its 

own certificate of au-

thenticity from Bill Put-

nam Jr. Features that 

make this unit unique 

are hand-picked au-

diophile components 

and custom cosmet-

ics, along with mic 

pre/DI with gain and 

level controls, E, and 

authentic Teletronix 

LA-2A-style, T4 opto-

compressor. 

SOUNDSNAP.COM 
Obtaining new sounds 

from notable film sound 

designers including 

Paul Virostek (Million 

Dollar Baby, Ali, Bat-

man Begins) and Ric 

Viers (sound effects librar-

ies for Apple, Adobe, Sonic 

Foundry, Hollywood Edge) 

is a snap at Soundsnap.com. 

The site features more than 

35,000 original rand legal) 

sounds and loops that can 

be downloaded for free to 

be used in any kind of film, 

video, music production or 

Website. The Website has at-

tracted a unique community 

of professional and amateur 

music producers, sound 

designers and musicians 

that constantly upload new 

material. 

PRESONUS DIGIMAX D8 
MIC PRE 
PreSonus (www.presonus. 

com) new DigiMax D8 

($499) mie preamp features 
eight Class-A XMAX pre-

amplifiers with trim control, 

eight direct analog outputs 

and ADAT optical I/O, offer-

ing 8-channel or dual-SMUX 

operation. The unit will convert at up to 

24-bit resolution at 44.1/48/88.2/96kHz 

sampling rates, and features JetPLL jitter-re-

duction technology. Other features include 

direct outputs and inserts on every channel, 

and word clock I/O. 

AKG D 4 MICROPHONE 
The new D ($ EA)) troin AKG (www. 

akg.com) is optimized for use on drums, 

percussion, wind instruments and guitar 

amps. Built of rugged aluminum, the 

dynamic cardioid mie features AKG's Van-

motion diaphragm technology, allowing 

the user to fine-tune the mie with no extra 

tuning resonators. Other features include 

custom-built capsule mounting, a spring-

steel wire-mesh grille, an integrated stand 

adapter and a mounting bracket for at-

taching the mie to the rim of a drum. The 

mie will take a blistering 147 dB of SPL 

and offers a slight bump at 150 Hz and 

3.5k Hz, rolling off at 100 Hz to be down 

-20 dB at 50 Hz. 

SONIC REALITY 
OCEAN WAY DRUMS 
Ocean \\ ay Studios and 

Sonic Reality have re-

leased the Ocean Way 

Drums (www.oceanway 

drums.com) virtual instru-

ment/plug-in. Released 

in two versions, Ocean 

Way Drums Gold Edition 

(48k/24-bit, $995) is 40 

GB in size while Ocean 

Way Drums Platinum HD 

($1,995) has both the 

Gold Edition discs and a 

high-resolution, 24-bit/96k 

version that is 80 GB in 

size and pre-installed on 

a 10,000 rpm hard drive. 

Both editions feature 19 

drum kits recorded in 

Ocean Way's Studio B, 

and come as both a 40GB 

sample library for Native 

Instruments' Kontakt 3 

and as a Kontakt Player 

plug-in for Mac and PC 

with support for RTAS, VST, AU and stand-

alone—all in one package. The collection 

offers up to 13 discrete mono 

or stereo microphone levels 

per drum, and comes with 12 

mix presets per kit made at 

Ocean Way by studio owner 

and Grammy-winning engineer 

Allen Sides and producer/engi-

neer Steven Miller. 
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Yamaha LS-9 rear view features XLR I/O, word clock I/O, Ethernet and more. 

Yamaha LS9-32 Digital Mixing Console 

Front-of-House Desk Offers Bountiful DSP, Plenty of Extras 

S
ince releasing the PM1D digital con-

sole eight years ago, Yamaha's design 

engineers have become quite skilled 

at migrating advanced digital mixing tech-

nology to lower price points. On the heels 

of the PM1D came the hugely successful 

PM5D. More recently, Yamaha introduced 

the M7CL and the subject of this review, 

the LS9. Available in 16- or 32-channel 

configurations, the 139 packs serious DSP 

power into a compact desk that can be eas-

ily transported by a single person. 

QUICK AND INTUITIVE 

Nly IS9-32 arrived literally hours before a 

series of local gigs with Wreckords Records 

artist Closenuf—just enough time to unpack 

it and give it a spin. Out of the box, the I.S9 

has VO only on balanced XLRs: 32 inputs 

and 16 omni outputs. The input XLRs are 

self-explanatory. The output XLRs can be 

configured to serve as aux, group, matrix 

outs and main outs. At first sight, this was in-

timidating—I had visions of digging through 

menus just to learn how to assign the L/R 

master bus to two of these outs—but when I 

noticed that outs 15 and 16 were also labeled 

"L" and "R," I opted to leave the manual in 

the box and go for the snoop approach: 

Turn it on and see what happens. 

fffff ,MItt  fffff 111t1 nliTailarr-11M111 

Within approximately 10 minutes of pow-

ering up, I was able to successfully do all of 

the following: connect the L/R master outs 

to a power amp, a Lab.Gruppen FP+10000; 

assign mix 1 to omni output 1 and mix 2 to 

omni output 2 for discrete monitor mixes; and 

assign rack 1 (a 31-band graphic EQ) to mix 

1 and rack 2 (another 31-band graphic EQ) 

to mix 2 for monitor EQ. Within the same 10 

minutes, I called up a great-sounding stereo 

reverb patch from the onboard effects library 

for use on send 13; recalled a mono delay 

from the library for use on send 14; edited 

that delay, named and stored it; tested all the 

inputs using a CD player; stored and named 

the console scene; and then left for the gig. 

The ability to do all this without cracking the 

manual is a tribute to Yamaha's operating sys-

tem and the IS9's intuitive layout. 

LEAVE THE RACK AT HOME • 

Connecting a IRS line-level source to the LS9 

requires either a direct box (in the case of 

the CD player, two Countryman Type 85s) 

or TRS-to-XLR adapters. For those in need of 

TRS I/O, the I-59's rear panel has two mini-

YGDAI expansion slots (the LS9-16 has 

one), which accept cards for additional ana-

log VO, as well as ADAT, TDIF or AES/EBU 

digital VO, and CobraNet. I was initially con-

cerned that I'd have a cable problem at the 

gig, but then I remembered that I wouldn't 

need to bring my processing rack. The I.S9's 

onboard DSP provides compression, gat-

ing, 4-band EQ and highpass filter on every 

channel, plus a total of eight patchable effect 

"racks" that are user-assignable. 

Each channel also features a 100nuti 

motorized fader, 7-segment LED meter, and 

buttons for channel on, SEL and cue. The 

LS9-32 provides control over a maximum of 

64 inputs on two 32-channel layers (32 in-

puts via the XLR ins and 32 more via expan-

sion cards). Four dedicated buttons let you 

choose between the two input layers—a 

"master" layer and a custom layer—where 

you can mix and match any combination 

of input, output and matrix channels or mix 

masters. For example, if you want the star 

channel, two aux masters and a matrix mas-

ter on one layer, you can have that. 

NO TRS? NO PROBLEM! 

Setup at the gig was a breeze. All I needed 

for patching was four XLR cables: two for 

the L/R bus and one each for the two moni-

tor mixes. The band had a Shure wireless 

system, a bunch of wired mics and Ms for 

keys and bass, so the fact that I had no TRS 

VO was no problem. Gain for the head 

amp is digitally controlled across a range 

that encompasses line- through mic level, 

negating the need for a mic/line switch. 

When you store a console scene, the gain 

is also stored. Occasionally, I could hear 

"stepping" while adjusting head-amp gain, 

which is not unheard of in digitally con-

trolled analog preamps. 

During the first show, I had no prob-

lem getting around the 139. While mixing, 

I was able to quickly find the Preferences 

page where I could set the desk to auto-

select, so that by touching a channel's fad-

er or button I could automatically select 

it for editing using the dedicated channel 

controls. These controls are found next to 

the color LCD and include head-amp gain, 

pan, selected send, dynamics 1 (threshold) 
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The Lt5B slot accepts up to a 2GB stick and allows recording of the desk's output to MP3 files. 

and dynamics 2 (threshold), and a set 01 

EQ controls. You can also view the desk's 

parameters using the increment/decre-

ment buttons, cursor and data wheel, all 

of which were easy to read, even in a 

clubs dim lighting. 

To the left of the LCD are a series of 

lit push-buttons divided into two groups. 

One group provides access to mixes 

1 through 16, while the other set is for 

global controls such as scene memory, 

monitor, setup, channel job, recorder, me-

ter and racks 1 through 4 or 5 through 8. 

Thanks to these hot buttons, navigating 

the IS9 is very rapid. Once I had the mix 

up during the second show, I was able 

to name channels (kick, snare, etc.) and 

assign icons to each channel—the band 

really got a kick out of that. Ringing out 

the monitor wedges using the 31-band 

graphic EQs was facilitated by switching 

the EQ to Fader Assign mode, in which 

the faders function like the sliders on a 

graphic EQ—very slick and way more 

intuitive than using scrolling cursors and 

rotaries. Directly underneath the LCD are 

two extremely important controls labeled 

Cue Clear and Home. Home is invaluable: 

Any time I was into a deep menu, all I 

had to do was hit Home and the select-

ed channel reappeared on the LCD. Cue 

Clear does exactly as it name implies, and 

is a control that every console needs. 

Pressing any Mix button once tells the 

IS9 which send you want to address using 

the Selected Send rotary in the selected 

channel section. (This procedure isn't as 

convoluted as it sounds.) If you press the 

Mix button a second time, then the desk 

enters Sends on Faders mode, in which 

the faders control send level. While this 

is happening, the LCD blinks "Sends on 

Fader" to remind you that the faders are 

changing aux levels, not level to the L/R 

bus. Because I had two monitor mixes 

running, I could toggle between the two 

and clearly see what faders were routed 

to which mix and then hit Home to jump 

back to the house mix. Monitor engineers 

will love this feature. 

PLENTY OF DSP 

As 1 expected, the LS9-32 is loaded with 

DSP, but unlike some of its competitors, 

the channels on the secondary layer 

(channels 33 to 64) are not crippled; you 

get exactly the same EQ, routing and dy-

namics capabilities on all 64 channels. 

Channel EQ is capable of subtle changes 

or serious "surgical" manipulation. When 

you are not on the Home screen, mov-

ing any of the selected channel knobs 

causes a pop-up window to appear that 

shows the value of that parameter. I found 

that when adjusting EQ, I could summon 

a shortcut to the EQ display that let me 

view the curve I was carving: Quickly 

press one of the EQ controls and then 

press Enter. (This works the same way for 

the threshold controls and the dynamics 

screen.) This works much faster during a 

show than using a cursor to navigate the 

screen to gain access to a particular pro-

cessing section. 

The dynamics capabilities should ac-

commodate any application you might re-

quire. Dynamics 1 offers a choice of gate, 

ducking, compressor or expander, while 
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dynamics 2 offers compressor, compander 

(hard), compander (soft) or de-esser. Com-

pression can be set to run the range from 

subtle to completely squashing the audio 

signal. In one situation, when I mixed a 

dance-music diva with serious pipes, I 

used the EQ to pull out a bit of 3.5 kHz, 

as well as heavy compression to tame her 

peaks, which resulted in a smooth, musi-

cal vocal sound. 

EXTRA, EXTRA 

One of the LS9-32's bonuses is a built-in 

USB recording/playback device. The USB 

port accepts a standard memory stick 

(up to 2 GB) and allows you to record 

the desk's output to 96, 128 or 196kbps 

MP3 files. You can record audio from any 

bus on the console and route the player's 

output either to a physical output or inter-

nally to two channels. The USB recorder 

can also play MP3s that are stored on the 

stick. MP3s may be linked to scenes so 

that when a scene is recalled, a specific 

MP3 plays automatically. (I admit that I 

had to read the manual to learn how to do 

this.) This feature will be a boon in theater 

applications. 

The expansion slot offers TDIF, ADAT, AES/EBU, CobraNet and analog options. 

Other features include assignable talk-

back, 12 user-defined function keys (I 

used two to bypass my main stereo ef-

fects) and the ability to link channels in 

nonstandard pairing. At one show, drum 

overheads were patched to channels 8 

and 9. The LS9 can pair those channels, 

whereas many digital desks can pair ei-

ther 7/8 or 9/10. Along with the 31-band 

graphic EQ, the LS9's Flexl5GEQ provides 

two linkable channels, where up to 15 of 

the traditional 31 graphic bands can be ac-

tive, which is useful when mixing IEMs or 

stereo wedges. 

A CLEAR WINNER 

One of the LS9's most important features 

is its sound—excellent. The audio paths 

are clean and have enough headroom to 

handle hot inputs, despite the absence of 

a dedicated mic/line switch, and the mix 

buses are as quiet as the day is long. In 

addition to the effects mentioned, you get 

chorus, flange, echo, tremolo and pitch shift 

of the Yamaha SPX nature that we all know 

and love. After using the LS9-32 for several 

weeks, it became apparent that this console 

is intuitive enough for less-experienced en-

gineers and deep enough to perform some 

very serious routing assignments, including 

discrete L/C/R panning. Equally important, 

the operating system is rock-solid. 

For many local gigs, I wrapped the LS9-

32 in a blanket and transported it in the 

hatch of my Volkswagen Golf. It fit per-

fectly, and I was able to carry it solo. The 

power supply is built-in, as well as every-

thing else you need for the "front end" of a 

rem impressive P.A. system. 

The LS9 brings big-ticket digital console 

operations down to earth, perfectly bridg-

ing the gap between consoles that aspire 

to a professional level and consoles that 

cost the same as a hot sports car. There isn't 

much that the LS9 can't do, and it's likely to 

be a favorite among regional sound compa-

nies that want to take it up a notch. Prices: 

LS9-16, $5,999; and LS9-32, $ 10,999. 

Yamaha, 714/522-9011, www.yamaha 

proaudio.com. 
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Neumann KM D Digital Microphones 

Integrated Converters, DSP and Remote Control Via AES 42 

S
ince the DAW became an audio 
standard, the idea of a purely digi-

tal signal path from mic capsule to 

storage medium has interested more than 

a few engineers. That was all but a pipe 

dream until 2001, when Neumann—the 

first company to offer a condenser micro-

phone, switchable directional response, a 

stereo microphone and 48-volt phantom 

power—lived up to its pioneering legacy 

with the release of the D-01 digital mic. The 

Solution-D large-diaphragm digital mic was 

truly groundbreaking, offering converters 

in the mic and supporting the new AES 

42 standard to both transmit signal and 

provide synchronization and remote control 

of pattern, onboard DSP and other param-

eters. The beauty of this system is that no 

mic preamp is needed; gain is strictly digi-

tally controlled in the mic itself. 

The next-gen Solution-D model from 

Neumann, and my review unit, is the KM D 

Series, a small, front-address pencil mic that 

offers DSP, switchable capsules and, like its 

predecessor, remote control. It can be pur-

chased in a nickel or black Nextel finish and 

comes with Neumann's RCS (Remote-Con-

trol Software, Mac/Win). Although it is pos-

sible to run the system without the software, 

I found that it offers a welcome and easy-to-

use interface. 

DIGITAL SOLUTIONS 

'ale KM 18,1 D looks much like Neumann's 

existing KM 180 and KM 100 Series analog 

mics. It can be operated from 44.1 up to 

192 kHz without external converters, and 

it offers five capsule choices: the KK 131 

(free-field-equalized omnidirectional), KK 

143 (wide cardioid), KK 145 (cardioid with 

low-frequency roll-off), KK 183 (diffuse-

field-equalized omnidirectional), KK 184 

(cardioid) and KK 185 (hypercardioid). To 

operate, the mic requires a base unit: either 

the DMI-2 digital microphone interface or 

one of the less-pricey S/PDIF or AES/EBU 

connection kits, which can also provide bat-

tery power for remote situations. Should you 

want to take this concept to the next step, 

this past November RME released the DMC-

842, an 8-channel AES 42 interface with a 

MADI option. At press time, it was rumored 

that Neumann is working on 

its own similar interface slat-

ed for release later this year. 

I had a pair of the KM D 

digital mics with a few differ-

ent capsules and used them 

on several computers and 

sessions with excellent re-

sults. The RCS software load-

ed easily and communicated 

with the mks without a hitch. 

Although I had the full range 

of connection kits at my dis-

posal, the DMI-2 was the only 

choice for me, as the small-

er, portable connection kit 

doesn't allow you to change 

levels or have any other mic 

control or options. The mic it-

self will store the DMI-2's set-

tings for use with the smaller 

connection kits, but I found 

this scenario unworkable in 

a session framework where levels may need 

adjustment at any time. The RCS software is 

absolutely essPntial when managing gain as 

there is no hardware control on the DMI-2. 

More about that process later. 

The software offers basic gain control, 

level meters and gain-reduction meters,plus 

some interesting extras. For instance, each 

mic has onboard DSP in the guise of a 

compressor/limiter, de-esser and peak lim-

iter, which can be controlled remotely from 

the RCS interface. There are also three test 

tones: white noise, pink noise and a 1 k tone 

generated from the mic that can be switched 

on and off using the software, making trou-

bleshooting an easy venture. A quirky ex-

tra is the ability to remotely turn on and off 

the mic's piercing-blue LED. Although not 

useful in my setup, I could see where this 

feature could be tied to other console or 

DAW functions, such as a Record button, 

provided that the console or DAW was AES 

42 compliant. 

AES 42 PIPELINE 

I wanted to explore the upper ranges of the 

mks' sample rates, which required 110-ohm 

cabling. Neumann states that regulation ca-

bling up to 48 kHz can be used, but the 

manufacturer recommends an AES-standard 

110-ohm cable (up to 300 feet) when you 

are operating the mics at any sample rate 

above that. This presented a problem be-

cause I was in a studio where the live room 

had traditional cabling in the walls with 

no other pass-through access readily avail-

able. My enthusiasm for hearing these mics 

at their best led me to Hosa, which gener-

ously provided two 120-foot (and pricey) 

110-ohm AES cables so I could run them 

from my control room, out the door, down 

the hall and into the studio. 

For this setup, the DMI-2 was in the con-

trol room next to the computer and was fed 

by the two cables from the mics. I patched 

a BNC word clock signal from a Pro Tools 

HD 192 I/0 interface into the DMI-2 to pro-

vide a clock source The DMI-2 has its own 

word clock that will automatically sync the 

mics if no external source is available. Next, 

I fed a Cat-5 cable out of the DMI-2 into the 

computer via a Cat-5;USB turnaround (pro-

vided). This connection was used to com-

municate to the mks through the RCS soft-

ware. For the audio connection to the DAW, 

the DMI-2 sums the iwo separate AES 42 mic 

signals and sends them out as an AES stereo 

pair on a single cable, which I patched into 
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the 192's AES/EBU enclosure input. 

LET'S HEAR THEM 

I first used the inic to record three different 

drum kits on different sessions at 96 kHz. I 

employed them as cardioid overheads twice, 
and for the third application as a pair of room 

mics using omni capsules. The first thing I no-
ticed—or actually didn't notice—is the noise 

floor: It's conspicuous by its absence. Even 
with the gain cranked, the signal is crystal-
clear. The air at the top is open and natural, 

and everything else sounds even and just as it 
should sound: like you're in the room. 

As overheads, the mics portrayed the 
cymbals crisply with no brashness or clang. 
Tom and kick hits were tight and precise with 

great transient response. When the other mks 

were brought into the mix, the kit sounded 

beautiful. As room mks, the omni capsules 

represented the room beautifully, with great 
off-axis response, plenty of low end from the 

front of the kit, and an even and clean "room-
iness" from the boundaries. I found that I was 
able to use these overhead and room tracks 

with just a kick and snare drum close-mic for 
a great and full kit sound. 

It's worth noting that the software is 
simple and the GUI easily floats above your 

DAW's session window. I found that once 
I set up the mics, I forgot about the soft-

ware just as I would a mic preamp if the 

levels looked good. I used the integral tone 

generator every time I set up the mics; it's 
a great added feature, allowing me to pay 

attention to the session setup and getting 
signal through the system, even if I were 
alone in the building. 

When using the rnic's integral compres-
sor, latency was a major issue. The software 

compression sounded great and works fine 
if the player didn't have to hear the audio 

through a cue send, but in an overdub situ-

ation they'd be unusable. 
I then used the pair with cardioid cap-

sules to record an acoustic guitar, and the 
results were stellar. Because the mics are 

so clean, you hear every detail of picking 

and the physical sound of the human hand 
on an instrument. The guitar player com-

mented that the tracks sounded just like his 

instrument, with little coloration throughout 
its range. The tone was even from top to 
bottom, and the air on top made it easy to 
stay away from any EQ. 

IS IT DIGITAL TIME YET? 
The sound of the KM D Series digital mics is 

truly delicious. In every situation, they were 

crystal-clear, providing an incredible level 
of detail and transparency. However, when 

setting them up, be prepared to provide 

some extra special infrastructure and be 

somewhat inconvenienced. They'd be ideal 
for use in an open-area recording situation 

like a concert hall, where you could run 
cables up to 300 feet without any barriers, 
or left set up in a personal recording space 
where you could set and forget. But in a 

traditional studio setting where setups vary, 

walls separate you from your source and 
you don't have 110-ohm cabling through-

out, you may have to jump through some 

hoops for optimal performance. 

All that said, nothing great is ever 

achieved without a little extra effort, so get 
out your wallet and prepare to be dazzled. 
These mics set a new standard for record-

ing and give purists a new path to audio 

nirvana. Prices: KM D Series mic with one 
capsule, $ 1,958; extra capsules, $798 each; 
DMI-2 2-channel interface, $1,418; AES or 
S/PDIF connection kit, $ 198. 

Neumann, 860/434-9190, www.neu 
mannusa.com. 

Kevin Becka is Mix's technical editor. 
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"I use two X-48s as the main 96-track 
recording system and two more as a 

backup. I'm very pleased with the sound 
quality, the support has been great and 
I'm happy I went with the TASCA Ms." 

IKoster MC A lister Record Plant Remote 
(James Blunt, Barry Manilow) 

"X-48s are used to record live band 
rehearsals. We also record all of the 
live performances on the show for 
archival purposes using the X-48s, 
and they have performed perfectly 
and sound great as well." 

ndwei 
Sound Design 
(American Music Awards, Beyonce, Tony Bennett, 
Will i Am, usher) 
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Steinberg Groove Agent 3 Software 

An Easy Way to Get Smart Drum Tracks 

F
or producers, songwriters and musi-
cans who need to create bed tracks 
for a variety of uses, Groove Agent 3 

(GA3) has a lot to offer: a wide variety of 
pop drum grooves and fills in familiar styles, 

stylistically appropriate kits with some basic 

sound parameters and the ability to edit the 

drum parts as MIDI tracks. Version 3, devel-
oped for Steinberg by Bomemark Software, 

has some important new features, including 
the ability to use your own samples within a 

Groove Agent kit. The style palette includes 
more than 100 choices, from bop and slow 

blues to hip-hop and trance, and each style 
has more than two-dozen patterns and two-

dozen fills. 

I've been producing a lot of backing 
tracks lately, so I immediately pressed GM 

into service in a Latin-flavored arrangement. 
It delivered the cooking samba feel that I 
needed, but as I got deeper into the soft-

ware I ran into some design issues that left 

me feeling frustrated. 

OPENING UP THE KIT 

Installation was painless. I already have a 
Syncrosoft USB dongle (required, but not in-

cluded), so before long I was checking out 
the styles and patterns. Each style comes 

with a predefined kit of sampled drums, but 

you can unlink them if you want to play, for 
instance, a country train beat-style with an 

electronic kit. Most of the drums are multi-

sampled with velocity cross-switching, and 
an ambience knob can be used to crossfade 

between separate dry and room samples. 

The kit has an 8-channel mixer, with each 
channel handling several drums; all of the 

toms are on one channel, for example. As I 

like to put the sidestick and snare on separate 
channels to give each its own reverb, this de-
sign is not ideal for me. Each channel has ve-

locity, tuning, decay, ambience and volume 

knobs, so it's not possible to adjust the tuning 
of one tom independently or change the am-
bience of the sidestick without affecting the 
ambience of the snare. There's no panning or 

filtering for the drums, but GM has 12 stereo 
outputs, each with its own compressor and 

graphic EQ. Any drum channel can be sent 

to any output, so you can pan and process 
them in the host sequencer. 

I had no trouble load-
ing a few of my own sam-

ples into GM's user setup 
This provides 27 slots, 

which are pre-assigned to 

the channels. There was 

no way to set up my own 

velocity cross-switching, 

but each slot can load dry 

and ambient samples, plus 

volume, pan and dry/am-

bient balance knobs. 
My rapidly aging but still 

capable 3GHz Pentium 4 
with 1GB RAM meets mini-

mum system requirements 

but I had to increase the la-
tency on my Yamaha mLAN 

ASIO output to avoid buffer 

under-runs. The latency was still acceptable 

at the higher setting, but this is the first time 
I've run into the problem. GM also needs 

lots of memory; I encountered a few log-jams 
when it needed to pause and load more sam-

ples during playback. Steinberg recommends 
2 GB for GM users, and so do I. 

In Dual mode, GA3 can don disguises as Special Agent (top) or Per-

cussion Agent (bottom). 

TAKE IT FOR A RIDE 

In Classic mode, the panel houses a small 
but useful set of buttons and knobs. You 

can switch from snare to sidestick; tap 
the Accent button; add a one-measure fill; 
switch to a half-tempo feel; turn the Auto-
Fill knob so that GM adds fills every two, 

four, eight, 12 or 16 measures; or add a bit 
of randomness to its choice of either pat-

terns or fills. Each channel in the mixer has 

mute and solo buttons, and there are global 

ambience, humanize and shuffle knobs. 
After setting up the panel controls, I 

tried to use one of the 10 memory buttons 

to store my setup. Trying to store the new 
setup actually destroyed it instead—a bug 

that wasn't fixed in the V. 3.01 release. The 
workaround turned out to be simple: When 
I clicked on a memory button before I start-

ed creating a setup, this setup became "live" 
and my changes were stored in it correctly. 

The Shuffle knob can add only eighth-
note-based shuffle. Many modern styles rely 

on 16th-note shuffle, and the Shuffle knob 
on GA1 delivered it. Because I normally ex-

port GA3's pattern data to MIDI tracks and 

quantize them there, this is not a big deal. 
Most sequencer-quantize utilities can add 
variable amounts of 16th-note shuffle. 

THE KICK 

There are two ways of working with GM 
in a host sequencer. With Steinberg Cubase 
as a host, I used GA3's MIDI output Uve to 
Host switch to capture some variations and 

fills in a MIDI track I was then able to cut 
and paste the patterns I liked, adjust veloci-

ties, quantize, delete notes and so on. The 

MIDI output contained some extremely long 

notes, apparently due to GM's failure to 
transmit note-offs, but a quick trip to the Cu-

base Logical Editor brought these into line. 
I reported the same problem several 

years ago while using the original Groove 

Agent in a much earlier version of Cubase, 
and at the time Steinberg said it was unable 

to duplicate it. After I reported it again while 
testing GA3, I was assured it had been fixed 

in the 3.01 update, but it hadn't been. 

If your DAW can't record MIDI data 
coming from a VST plug-in, then you can 

run GA3 in stand-alone mode and switch its 

MIDI output to Record to File. When I tried 
this, GM created a MIDI file on my desk-
top, which I then dragged and dropped into 

a sequencer track. 

I also tried letting GM play its own 
patterns in sync with the Cubase transport 
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while I automated its controls to switch 

among the patterns and fills. Automation 

worked as expected, but with a couple of 

caveats. First, changes from one pattern to 

another have to be automated a bit ahead 

of the beat. If this data is on the beat, then 

pattern switching will sometimes happen 

one bar late because GA3 only switches to 

a new pattern on the bar line. If it has al-

ready started a pattern before it checks the 

input for automation data, then the switch 

to a new pattern will be delayed. Second, 

automating parameters using the memory 

slots in Percussion Agent (see below) con-

sistently produced a mess. Even something 

as basic as Percussion Agent's Start and Stop 

buttons couldn't be automated correctly. 

THE SNARE 

New in GA3 is a double-dose of groove called 

Dual Mode, in which the upper and lower 

slots can each hold the standard Groove 

Agent configuration; a module called Per-
cussion Agent that plays tambourine, conga, 

bongo, woodblock, cowbell, triangle and 

shaker patterns; or a loop-based live drum 

performance called Special Agent. 

Percussion Agent has eight channels. 

Each can load any of the 39 patterns, and 
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you can choose a complexity setting from 

1 to 5. A very cool groove-offset parameter 

lets you stagger any channel for more still 

variety in the rhythm. I was disappointed to 

find that Percussion Agent doesn't transmit 

its patterns as MIDI, nor do these sounds 

respond to incoming MIDI notes. The main 

advantage of Groove Agent—the editability 

of the patterns—is not available in Percus-

sion Agent nor in Special Agent. 

Percussion Agent's panel buttons can re-

spond to MIDI note messages. This provides 

a second automation method, but using it 

is needlessly difficult. At least in Cubase 4, 

if you start playback mid-song, MIDI tracks 

can't "chase" the values of notes earlier in 

the song if the notes have ended. Creating 

legato lines in the MIDI tracks being used for 

Percussion Agent automation will allow it to 

play the correct pattern at all times, but val-

ues other than pattern selection and pattern 

mute can't be automated in this manner. 

Special Agent supplies fully professional, 

nicely recorded drum loops in 15 styles such 

as jazz, ballad, Motown and four-on-the-floor, 

each with a couple-dozen complexity levels 

and the same number of fills. There's very lit-

tle you can do with these loops, rhythmically 

or sonically, other than change the ambience 

and pre-delay knobs or cue the fills. 

Special Agent's auto-fills can be triggered 

every two, four or eight bars, and are always 

one bar long. In some of the styles, the Spe-

cial Agent drummer was pushing the kick 

just a bit. As a result, with some combina-

tions of pattern and fill, the kick flama at the 

beginning of every auto-fill. Again, I reported 

this defect to Bomemark while working with 

V. 3, and I was assured it had been fixed in 

the 3.01 update, but it wasn't, at least not 

consistently across all styles and patterns. 

THE CRASH 

Between the problems in the automation 

area, the useless Shuffle knob and the in-

ability of the Percussion Agent and Special 

Agent sub-modules to export their patterns 

as MIDI data for editing, I'm not nearly as ex-

cited about Groove Agent 3 as I had hoped 

to be. I'm sure I'll be using Groove Agent 

for songs in mainstream styles. It's a good-

sounding and useful plug-in, but it could 

have been a whole lot better. Price: $299.99. 

Steinberg, dist. by Yamaha, 714/522-

9011, www.yamahaproaudio.com, www. 

steinberg. net. MI 

Jim Aikin is a contributor to Mix and EM. 
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KRK Exposé E8B Studio Monitors 

Redesign Offers Accuracy, Punchy Bottom and Smooth Top 

K
RK, the brainchild of engineer 
Keith Klawitter, has been build-
ing studio monitors since 1986. 

The company's flagship product, the Ex-

posé, has undergone numerous changes, 

at times incorporating an inverted-dome 
Kevlar tweeter and a titanium tweeter. The 

current Exposé E8B model sports a com-

pletely new, exotic tweeter configuration. 

At $3,250 each, the E8Bs are pricey for 
the project studio market, but nonetheless 

are poised to attack their competitors in 
the exacting near- to mid-field reproduc-

tion range. Although some of the E8B's 
design is old-school, the results are worth 
hearing. 

DIVINE DRIVERS 

All of KRK's speaker lines are notable for 
their characteristic yellow cone drivers. 
The E8B doesn't disappoint, and uses an 

8-inch dual-layer Kevlar woofer, and a 

substance known as Rohacell®. Used with 
Kevlar, Rohacell provides an extremely 

stiff cone structure with a low-weight-to-

high-stiffness ratio, which results in a faster 
response time with less mechanical distor-

tion in the subwoofer. The woofer is in-

deed fast and punchy, sounding superb on 

heavy beat-driven dance material, while 

also providing subtle details in an upright 
bass and the low end of a jazz piano. 

Reproducing the top end is an all-new, 

1-inch, inverted-dome AlBeMET tweeter. 
AlBeMET is a composite material compris-

ing aluminum and beryllium, which offer 

extremely flat HF characteristics all the 

way out to 30 kHz within ±1 dB. Like the 
woofer, this transducer is designed with 

a very high-stiffness-to-low-weight factor, 
essentially extending the bandwidth on 

the top end of the frequency spectrum. 

The resonance of AlBeMET is considered 

beyond the range of human hearing, 
thereby virtually eliminating second- and 

third-order harmonic distortion. I'm con-
vinced: These tweeters have a beautiful 

ilkiness that is smooth and accurate. 

POWER TO THE PEOPLE 

The E8B's are bi-amplified, using dual 120-

watt discrete Class-A and Class-A/B designs 

that cross over passively at 1.9 kHz. Sig-

nal below 8W operates in Class-A mode; 
crank up the volume and the amps go into 

Class-A/B mode. I really noticed the level 

of detail when monitoring at very low lev-
els. The Class-A mode made it quite easy 

to calculate subtle mix changes—the mix 

elements' relational values are kept intact 
and, of course, monitoring at these lower 

levels greatly reduces ear fatigue. But if 

you need the pressure, these speakers will 
produce 115dB peak SPL, with a frequency 

response of 40 to 30k Hz, ±1 dB. They're 
extremely flat. 

To adjust the speakers for optimal play-
back in my studio's listening space, I was 

able to experiment with the woofer and 
tweeter response using several controls 
that are provided on the back of the E8B. 
System Level Adjust has an infinitely vari-

able range of -30 to +6 dB to control the 
sensitivity of the input signal. The HF Shelf 

Switch adjusts the high frequency above 
10 kHz in 0.5dB steps from +1 to -2 dB. 
The HF Level Adjust alters the tweeter level 
throughout the entire frequency spectrum 

(above 1.9 kHz) in 0.5dB steps, from +1 to 

-2 dB. I found that leaving these controls 
flat worked well in my room. The LF Adjust 

switch is used to compensate for the low-
frequency buildup that can occur when any 

speaker is placed against a boundary. The 
three selections offer a -3dB roll-off at 45, 
50 or 65 Hz. A single, balanced XLR for in-

put rounds out the back panel. 

After using the E8B monitors for some 

period of time, I found that subtle mix 

changes were more noticeable. Small incre-

ments, such as 0.2 dB on cymbals and 0.5 
dB on acoustic guitars and vocals are easily 
heard, which allows you to truly fine-tune 
your mix. The low end is exceptionally ac-
curate, with bass guitars and kick drums 

holding their space, with no apparent 
smear or resonance. The front-port design 

leads to a punchy and in-your-face bottom 

end, allowing subtle changes to come to 

the front. The smooth midrange response 

gave me confidence when mixing vocals 

and editing, knowing that my decisions 
were accurate and would transfer well to 
other systems. Imaging is superb, with re-

verb tails becoming almost three-dimen-
sional in depth. 

A FINE FINISH 

KRK has taken basic design characteris-

tics and polished them to a fine sheen. Its 
criteria was to focus on spectral balance, 

distortion management and resonance 
management. The E8Bs do not incorporate 
networking, auto-alignment or software op-
erations—features that might be important 

to some engineers. 

Instead of pushing that particular tech-

nological envelope, KRK chose to produce 

an optimal transducer that lacks bells and 
whistles, but excels in what the comparty 

calls "accuracy. transparency, flat response 

and the truth.- I believe that KRK has met 
its goals, producing a monitor that can be 

used in many different applications. The 
E8B transfers well, has great low end and 

pushes the boundaries for accuracy on the 
top end. I found the monitors easy to listen 

to and accurate at all sound pressure levels, 

experiencing no ear fatigue after lengthy 
sessions. 

KRK Systems, 954/316-1580, www.krk 
sys.com. 

Bobby Frasier is an audio consultant, en-

gineer and guitarist/vocalist in The Beatles 
sound-alike band Marmalade Skies. 
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Introducing a cutting-edge technology 

showcase designed to meet the inoustry's 

growing need for community and 

interaction: Mix Nashville. 

No recording market is hotter right now 

than Nashville, and it's not all country. 

Rock, alternative, hip- hop and blues— 

they're all being recorded and even 

remixed in Music City. 

Nashville has it ail: amazing songwriters, 

incredible mdsicians and the highest 

concentration of world-class recording 

facilities in the country. Now Mix is 

coming to Music City for an intensive two-

day audio event with Platinum Partners 

Apogee, Apple, Digidesign, GC Pro, SSL 

and others. 

Don't miss it. Mix and Nashville. 
Where pro meets pro. 

Contact your Mix 
sales representative 
for more information. 

mixonline.com 



Creation Audio Labs MW1 Studio Tool 

Versatile Tone-Bender Splits, Marries Line- Level and MI Gear 

The MW1 Studio Tool ($995), inspired 
by engineer/producer Michael Wa-

gener, is an all-analog, bidirectional 

interface/distribution system for connecting 

+4dBm line-level studio units to and from 

instrument level gear, such as amps, stomp 

boxes, keyboards, guitars and basses. The 

MW1 was specifically developed to al-

low artistic control over level and tonality 

through gain-structure modification and im-

pedance matching. Combine those abilities 

with flexible signal routing/interconnection, 

low noise and an excellent sound quality, 

and this single-rackspace unit quickly adds 

up to something greater than the sum of 

its parts. 

The well-written manual divides the WW1 

into two sections called "Going To" and 

"Coming From," whose controls are laid out 

on the left and right side of the front panel, 

respectively. The included functional block 

diagram—which shows all of the internal 

signal paths, amplifiers and I/O—helps with 

learning, connecting and using this unit. 

GETTING IN 

Simply put, the Going To side converts the 

signal levels from guitar/basses or keyboards 

to pro +4dBm line-levels. In addition, Going 

To provides both buffered and boosted-

buffered Va-inch instrument output signals 

to drive external amps simultaneously. 

Following the only 1A-inch instrument 

input jack on the unit is an input-Z attenua-

tion control that adjusts the input impedance 

by varying the positive feedback network of 

the input op amp stage. This control is con-

tinuously adjustable from 10 kilohms to more 

than 10 megohms, and works like a tone 

control by loading (for warmer) or not load-

ing (for fuller range) your instrument pickup's 

output. This is followed by a 'A-inch tuner/in-

strument output that's always active, and can 

be used to drive a guitar tuner, effect pedal or 

a secondary guitar amp. Following the tuner 

output is a mute button with an LED indica-

tor that prevents the signal from traveling any 

further within the Going To side. 

The signal then splits into two paths, 

with one path going to drive a balanced 

XLR line output with a 0 to 30dB level con-

trol and both a polarity-flip button and LED 

"traffic light" showing green (signal pres-

ent), mixed (12 dB of headroom) or red (6 

dB of headroom). 

The other path goes to a clean boost 

section for up to +30 dB of boost before go-

ing out its own 'A-inch buffered output jack. 

Boost is used to overdrive a guitar amp's 

preamp section or to add gain for piezo-

electric or very old single-coil pickups. You 

also get an LED th-level indicator and an 

output-impedance control that acts as a 

subtler tone-shaper by deliberately match-

ing or mismatching the impedance in rela-

tion to the guitar amp's input. Boost output 

impedance ranges from 50 to 100 kilohms. 

GETTING OUT 

The Coming From side converts +4dBm lev-

els coming into the rear panel's female XLR 

using a calibrated attenuator circuit over to 

lower instrument levels. Essentially a back-

ward-working active direct box, the Com-

ing From section has an attenuation range 

of -36 to 0 dB, a polarity-flip button and 

signal-present LED. This section also has an 

output impedance—adjustment circuit with 

a range of 50 to 100 kilohms for its 1A-inch 
instrument level output jack. 

All 1/4-inch I/O jacks are either Neutrik 

gold or mil-spec Switchcrafts, and are du-

plicated on the back panel with their func-

tion names backlit by LEDs. This slick-look-

ing feature would be a nice addition to the 

front panel if space permitted. The rear 

panel gold-pin Neutrik XLRs have recessed 

push-buttons that connect pin 1 to ground 

or not; another push-button is used to lift 

the chassis from system ground. 

The unit is RoHS-compliant and runs 

on AC voltages from 100 to 250. The lat-

est Burr-Brown OPA/DRV x134 family of op 

amps is used throughout, along with Pana-

sonic pots, gold-plated C&K switches and 

all surface-mounted components. 

FUN IN THE STUDIO 

For my testing, 1 used a 1968 Fender Paisley 

Telecaster (single coils), a Divide By 13 FTR 

37 amp or vintage Fender Twin, a Marshall 

4x12 cabinet with vintage 30-watt Celestion 

speakers, and the highest-quality guitar and 

speaker cables. 

Cranking up the boost channel's gain and 

reducing the volume on the attached guitar 

amp distorts its preamp section, resulting in 

a cranked-up Vox AC30 tone in the case of 

my amp and cab combo. I liked the fact that 

the boost output at 0 dB (fully counterclock-

wise) was immediately hotter and sounded 

unlike the tuner/buffered output. 

I then played through two amps at once 

by connecting the second amp to the tuner/ 

buffered output. By loading the front end of 

one of the amps with a much lower imped-

ance, I was able to get a tone that was darker 

and thicker—clarity from one and "hair" from 

the other—offering a mixer an abundance of 

tonal choices. If you unite the Going To side 

to the Coming From side by using a short 

XLR jumper cable between the two XLR con-

nectors, then you can drive three amps at 

once. I'd like to see a front panel switch for 

this purpose on the next version. 

The next hookup involved connecting a 

pro gear processor in front of the amp. The 
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out of a separate I/O output and into the 

rear XLR input of the MW1. I then used the 

Coming From's V4-inch output to go to the 
pedal and return the pedal's output to the 
Going To's instrument input jack. Finally, 

I connected the XLR output of the MW1 

back to an I/O input path into Pro Tools. 
This method works great for cleanly inter-

facing instrument level gear directly with 
Pro Tools' +4 environment. Being able to 

adjust the send level and impedance going 
to/from the pedal makes a big difference in 
the finished sound. 

RE-AMPING PLUS 

Many re-amping hookups are possible with 

the MW1. Using the XLR input to take a 
track from Pro Tools and using the Coming 

From's 1A-inch instrument output to go to 
the amp is the simplest path, but you can 
also take that same instrument output and 

connect it to the instrument input, and üse 

both the boost and tuner outputs to go to 
two amps. 

My favorite use is for what I'll call "dou-

ble-track re-amping." I had a direct signal of 
my main guitar track already recorded—in-
tended for re-amping. I was going to re-amp 
it and have the guitar player double-track it 

MW1 makes this easy, and if I owned one, I 

would wire it to my patchbay for this use all 

the time. By connecting a Universal Audio 

1176LN Peak Limiter's I/O to the two XLRs, 
I bridged both sections of the MW1 through 

the 1176LN. The guitar amp connects to 

Coming From's V4-inch output. Being able to 

many the guitar directly to a piece of pro 
gear is a beautiful thing and brings the guitar 

to another sonic level. The 1176LN as a com-
pressor for guitar is much fatter and more 

present sounding than any stomp pedal, 

whose circuitry is lo-fi by comparison. So 
while you get all the squash and sustain, 

there is (relatively) no increase in distor-

tion, even under huge gain reductions. The 

guitar's tone is kept intact and, in fact, the 

compressor pulls out more tone. Whatever 

distortion you add depends on how you set 
the amp that follows it. This is a tonal winner 

because the 1176 reacts directly to the player 
and the guitar's signal, and not to a mic/pre-

amp/EQ/speaker cabinet/amp signal chain, 
which is typically the case. 

Another hookup was for a mix where 
I wanted to process a clean guitar track 

through a Bixonic Expandora pedal, a bou-
tique fuzz tone pedal that is fully configu-
rable. I routed the guitar's track in Pro Tools 
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using the same amp and recording signal 

chain. Instead, I had him double it while re-

amping at the same time through the same 

amp. So I re-amped using the Coming From 

method but then used the Going To's boost 

path connected to the second channel of a 

Fender Twin for the double. Because both 

the original guitar track and now the double 

were coming out of the same amp and re-
corded to the same track using the same 
chain, I was able to push the amp harder, 

making the sound immense. Use two amps 

if you want the guitars on separate tracks, 
but the sound of the two mixing inside one 

amp is glorious. 

VERSATILE AND CREATIVE TOOL 

The MW1 is a highly flexible studio tool that 
fosters creativity in any engineer/producer 

with its universal connectivity and leveVim-

pedance-matching abilities. I was able to 
configure the box in a variety of ways with 

no added noise or loss of tone. 

Creation Audio Labs, 615/884-7520, 
www.creationaudiolabs.com. 

Barry Rudolph is an LA.-based recording 

engineer/mixer. Visit him online at www. 
barryrudolph.com. 

Available in 16, 24, & 32 Channels 
Starting at $3,999 

Audio Oulu's 
ATB Series 
Classic Analogue Consol, 

www toftaudio com 



"Radial makes a Dl 
box that does 
exactly what it is 
supposed to do. 
No compromise." 

Paul Boothroyd 
,fOlt engineer Paul Simon, 

AC/DC Paul McCartney) 

"I'm really happy... 
I replaced my old 
Drs and found the 

A J48's to have more 
output and less 
coloration. Acoustic 
music has never 
sounded so good." 

Jerry Douglas 
(Alnon Krauss & Union Station, 

I 2-time Grammy winner) 

"I thought Radials 
only worked on 
cars, but since my 
sound man 
hooked them up 
to my guitar, I like 

, them even better. ta Great clear and 
pure sound!" 

Phil Keaggy 
(world renowned 

guitanst/performed 

it is nice to find 
great sounding 
industrial grade 
 ̀equipment still 
being made today!" 

Daniel Lanois 
(U2 Robbie Robertson, Bob 
Dylan, Peter Gabriel) 

"Over the past 13 

years I have used a 
.t¡b variety of DI boxes. 

The Radial J48 is 
without a doubt 

the best, cleanest 
and most versatile 
Dl I've ever used." 

Paul Richards 
(California Guitar Trio) 

"With a Radial Dl, 
the difference is 
surprising and 
dramatic.The 
sound is punchy, 
warm, solid and 
accurate.There's 
no going back!" 

David Oakes 
ff (f,iraro,hfelt,,oyriseg,oeunpg)ineer - 

"When it comes 
to sonic integrity, 
nothing touches 

111h, Radial. Great gear 

— ‘ built by great 
- guys." 

e• Steve Stevens 
(Billy Idol, Atomic Playboys, 

soundtrack -'Top Gun') 

"Acoustic 
music has 
never 
sounded 
so good" 

— Jerry Douglas 

Whether you play a jumbo, dreadnaught, dobro or triple-0, the tone 
going from your guitar to the PA system depends entirely on every 
component along the way. And your DI box is the most 

important component of all: It takes the guitar signal, converts 
the impedance from hi-Z to low-Z, balances the line and 

then drives it hundreds of feet to the mixing console. 

An active direct box like the Radial J48 is in fact 
an instrument preamplifier. And like studio mic 

preamps, the quality varies. But what 
actually makes a great direct box? Simple: 

If you take the time to design the 
circuitry so that you get the lowest 
harmonic distortion, virtually zero 
phase-shift, reduced inter-
modulation distortion and then 
provide sufficient headroom so 
that even the loudest guitar 
will not choke the input stage, 
a funny thing happens... 
It sounds better. 

The Radial J48 aciive DI employs a unique digital swehing power 
supply to maximize headroom. (Like having a rurbochorged 500 
horsepower engine in a luxury sedan). More headroom means 
more signal, less noise and less distortion. This ensures the 
natural tone, dynamics and feel of you guitar is delivered 
without artefact. To get he full story, visit our web site 
and check out the Radial Blue Report. It compares 
the Radial 148 with other popular Dls. The 
results are clear — tie Radial 148 
outperforms them al!. 

Radial... 

true to the music-

Radial 
e rig i riri rig 

wuniel.radialeng.com 
1638 Kebet Way, Pon Coquitlam BC V3C 5W9 tel: 604-942-11301 email: info@radialeng.com 

RTLIGOr trademark of Radial Engineering Ltd. fopearance and specifications may change without notice. 



A Designs HM2EQ Hammer Tube Equalizer 

A Dual-Mono Tool for Broad Tonal Shaping 

The A Designs HM2EQ Hammer 
3-band equalizer ($2,695) takes a 

different approach to equalization 

as compared to most other EQs. One look 

at the supplied filter-response graphs in the 

owner's manual tells the story: The band-

width of each channel's three bell-curve 

filters spans more than seven octaves at full 

boost/cut! But don't be fooled into thinking 

that such far-reaching effect can only deliver 

pile-driver action; while the Hammer is cer-

tainly capable of powerful tonal shaping, it 

also produces far more subtle effects. 

PAINT IT BLACK 

The Hammer's jet-black, two-rackspace 

metal chassis and milled-aluminum face-

plate are offset by the highly visible white 

titling for control functions and settings. 

Each of the two channels sports a separate 

frequency selector and boost/cut gain con-

trol for its low, mid- and high-frequency 

bands. Also included are a hard-wired 

channel bypass and separate high- and 

low-cut filter switches per channel. 

Each band offers six switched center fre-

quencies and bell-curve response. The low-

band frequencies range between 30 and 400 

Hz. Six mid-band choices range from 250 to 

2k Hz, while the high-band selections are be-

tween 2.5 and 15 kHz. The boost/cut control 

for each band provides ±13dB continuously 

variable adjustment with no detents. All con-

trol knobs are large and made from milled-

aluminum, and exhibit very smooth and de-

liberate action. There are no Q controls or 

individual bypass switches for each band. 

The Hammer's high-cut (LPF) and low-

cut (HPF) filters' cut-off frequencies are 

fixed at 8 kHz and 84 Hz, respectively. A 

large, blue-jewel lamp (indicating power 

status) and heavy-duty Carling toggle pow-

er switch finish off the unit's front panel. 

The spartan rear panel is home to balanced 

XLR I/O connectors for each channel and 

an IEC receptacle for the detachable AC 

cord provided with the unit. 

The Hammer uses both tubes and solid-

state components; inputs are passive. Each 

channel has one AT7 tube in its audio path. 

Special filters before the tube stage cull 

noise from the audio signal but pass desir-

able even-order harmonics. (The noise floor 

is specified to be -94 dBm across a 30kHz 

bandwidth.) The outputs are driven by ICs 

and are transformerless. 

The Hammer provides no global input 

or output gain controls, but the lack of ad-

ditional amplification stages is intentional, 

because it keeps the signal path sounding 

more pristine and free of noise. The 3dB 

down points for frequency response are at 

5 Hz and 40 kHz. 

IT'S HAMMER TIME 

My first test using the Hammer involved mas-

tering a stereo mix that had a lot of midrange 

and severely lacked both bottom and top 

end. Boosting 30 Hz/12 dB and 15 kHz/9 dB 

lent more fullness, punch and detail to the 

mix, without adding any perceptible noise. 

Considering the broad range of the Hammer's 

filters, the extreme amount of boost I had 

to employ necessitated choosing center fre-

quencies at far ends of the audio spectrum 

to lessen the degree to which the midrange 

would also be boosted. Even so, I needed to 

apply 1 dB of cut at 2 kHz to bring the mid-

range back into proper balance. The overall 

sound was very open, pristine and sweet. 

Next up was an acoustic piano beauti-

fully recorded with a spaced pair of AKG C-

414 microphones. This track needed no EQ, 

but I ran it through the Hammer anyway 

with all gain controls nulled, and high- and 

low-cut filters bypassed. In bypassing both 

channels, I heard no change in timbre or 

stereo image, confirming that the Hammer's 

pristine audio path has no audible effect 

when in-circuit but "idle." 

On a stereo acoustic guitar track recorded 

with a spaced pair of Neumann KM184 mks, 

I set the Hammer to cut 1 dB at 100 Hz and 

boost 4 dB at 10 kHz. The recording's silvery 

high end was beautifully enhanced whilu 

low-end mud was removed. When I activat-

ed the channels' low-cut filters, the sound cut 

through the mix even better and kick drum 

bleed on the track was reduced. 

I next used the Hammer on an electric 

guitar track that had too much bass and 

brittle highs. I kicked in the Hammer's high-

and low-cut filters, cut several dB both at 

10 kHz and 200 Hz, and boosted mildly 

at 1.2 kHz to accentuate the midrange fre-

quencies. That helped the track a lot, but I 

still ended up using a more surgical equal-

izer—one with Q controls and adjustable 

HPF and LPF comer frequencies—to sculpt 

the track to sound the way I wanted it to. 

The Hammer EQ sounded awesome on 

dull, pre-recorded kick and snare tracks. 

Boosting 9 dB at 50 Hz and 6 dB at 3.5 kHz 

gave the kick way more slap and punch. A 

9dB boost at 5 kHz gave the snare track a 

wonderful crack. 

BROAD STROKES, 

BOTH SWEET AND SMOOTH 

My main quibble with the Hammer is that it 

omits independent band bypasses and out-

put gain controls, making A/B comparisons 

to unprocessed material difficult at best. 

The unit is also fairly pricey. 

If you're looking for an equalizer with a 

vintage-tube sound or the ability to tweak 

narrow frequency bands, the Hammer isn't 

for you. This box delivers a sweet, smooth, 

pristine sound in very broad strokes. Its 

effect is quite subtle until you use large 

amounts of boost. Then the magic begins. 

A Designs Audio, www.adesignsaudio 

.com, 818/716-4153. 

Mix contributing editor Michael Cooper is 

the owner of Michael Cooper Recording in 

Sisters, Ore. Visit him at www.myspace.com/ 

michaelcooperrecording. 
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ANY CLASSIC COMPRESSOR AND EO IN HIsTORY FOR THE PRICE OF A SINGLE PLUG-IN 
Why pay for one plug-in, when you can have 60 plug- ins and a killer hardware control surface? Focusrite's Liquid Mix gives you 32 channels of 

classic compression and EQ, simultaneously across your entire Pro Tools session. Only Liquid technology gives you genuine emulations of the 

most revered signal processors used on countless hits throughout recording history. 

Liquid Mix puts 40 classic compressors and 20 vintage E113's at your fingertips, but then takes you much further. You can bring together individual 

EO bands from any classic EQ emulation to create your own unique seven- band hybrid super-EQ. What's more, using free' mode, original 

compressors with limited or absent controls suddenly become fully featured - yours to use as you choose. The Liquid Mix hardware controller 

allows direct control of every Liquid plug-in throughout the mix. Just plug in, power up, and dial in the perfect mix. 

Take the Liquid Mix Challenge and see if you can spot the original - visit www.focusrite.com/liquidchallenge 

$150 Liquid Mix Rebate. Valid March 1 - April 30, 2008. Visit www.americanmusicandsound.com/rebates for details! 
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IMPORTANT INFORMATION: FOCUSRITE. the pp logo, LIQUID TECHNOLOGY. LIQUID MIX and the LIQUID MIX logo are trademarks of Focusrite 
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ORIGINAL GUITARIST 

BRINGS SPARK TO 

HARD-ROCKING BAND 

By David John Farinella 

While the masses were wan-

dering around the floor of the 

2007 NAMM show, looking 

for free T-shirts and drum-

sticks, producer/engineer Jay 

Baumgardner was meeting 

with the members of P.O.D. 

to talk about recording a col-

lection of new material that 

would feature the return of 

original guitarist Marcos Cu-

riel after more than four years 

away from the group. 

P.O.D. (which stands for 

Payable on Death; it has some 

Christian subtext) burst out of 

their native San Diego, Calif., 

national scene when their combination of rap, metal 

and reggae-dub hit a vein with the 1999 release of 

The Fundamental Elements of Southtown. Fueled by 

the singles "Southtown" and "Rock the Party (Off the 

Hook)," the band's major-label debut went Platinum. 

Their second major-label offering, which was released 

on September 11, 2001, pushed the band over the 

top with songs like "Alive," "Youth of the Nation" and 

"Boom." Over the years, the 

quartet has polished its sound 

and found a combination of 

rock 'n' roll energy and hook-

laden choruses that serves as 

an immediate sonic identifier. 

For their latest album, 

WhenAngels&SerpertuDance 

(in stores April 8), Baumgard-

ner and the band—singer 

Sonny Sandoval, drummer 

Wuv Bernardo, bassist Traa 

Daniels and Curiel—found 

common ground and mutual 

respect before deciding to 

head into NRG Studios in 

North Hollywood. According to Sandoval, Baum-

gardner was picked to produce and mix the record 

for a couple of very simple reasons: "He's got 

his own ideas and he doesn't just put [the music] 

through a system of hit records," the singer says. 

"He was a fan of the band and that's always a plus 

for us. He's not just working to make some cash; 

he's working because he digs the band." 

P.O.D. are (L-R) Marcos Curiel, Sonny Sandoval, Wuv Bernardo and Traci Daniels. 

hometown onto the 

-liegeelegle, • • 1 WHEN ANGEtS SERPENTS 

The sessions started in April of 2007, and the final 

mix and mastering were completed in January 2008. 

According to Baumgardner, the original plan was to 

come out with an album much sooner to kick-start the 

band's new deal with Columbia Records. (They left 

Atlantic in 2006 after eight years and more than 7 mil-

lion albums sold.) "When we started the record, it was 

going to be really accelerated, like [the label) needed it 

done in two months," he says. "But then they pushed 

back the release date, as they always do." 

The extra time worked out for the best. It turns 

out that Curiel had more than an album's worth of 

material, but Sandoval hadn't come up with any lyr-

ics. That's nothing new for the singer. though. "We're 

the kind of band that writes the music and then I 

let the music lead where the lyrics are going to go," 

Sandoval says. "Then I go into the studio and just 

kind of put it down. I think I frustrated Jay a little bit 

because he was the first producer who ever wanted 

all of it at once." 

When they were still working on the two-month 

tirneframe and there were no lyrics in sight, Baum-

gardner brought in vocal coach and singer Mark 

Renk to help Sandoval. "We had all this great music 

and that puts you in a weird, very hard situation 

when you have to write great lyrics and great melo-

dies for 15 songs in two months," the producer re-

ports. "I bsought Mark in because of this accelerated 

schedule so I could continue working on the music 

and he could work on some vocal things. It was one 

of those things that worked out great because he did 

an amazing job." 

—CONTINUED ON PAGE 115 

108 MIX, March 2008 • www.mixonline.com 



AMU BROTHERS 
TEEN IDOLS ADAPT TO WORKING IN 

A ROLLING STUDIO 

By Eliarme Halbersberg 

Forget all those screaming girls, crying and 

pulling their hair out over Kevin, Joe and 

Nick. With the exception of their parents, 

teen sensations the Jonas Brothers' biggest 

fan is probably their producer, John Fields. 

So when the Jonas Brothers asked him to 

produce their upcoming—and at press time 

still untitled—third album, he jumped at the 

chance to work with the group again—even 

though it meant doing the actual recording 

on a tour bus. A rolling tour bus. "There 

have always been mobile recording trucks, 

but usually not while they're moving!" he 

says with a laugh. 

Because the Jonas Brothers spend almost 

all their time on the road, it's virtually impos-

sible for them to stay in one place for more 

than 24 hours. Fields and Dorian Crozier, 

who also played drums on the Jonas Broth-

ers' 2007 Platinum, self-titled second album, 

met up with the trio in Toronto, where they 

were making a movie. "We set up shop at 

Cherry Beach to cut what became the first 

five songs on this new album," says Fields. 

"We needed a bunch more and we'd have a 

record, but they were on the Hannah Mon-

tana tour. They asked if I'd go on tour with 

Drummer Dorian Crozier helped Fields set up the 

recording bus. 

On the bus (clockwise from left): Ke.rin, Nick and Joe Jonas, producer John Fields, cameraman Mark Somer. 

them, and I said, 'In what capacity? And 

when?' They said, 'To cut new songs; we're 

thinking about getting a tour bus from Gil> 

son to use as a mobile studio.'" 

Fields agreed but admits that his next 

thought was: What have I gotten myself 

into? "I knew I would not be able to do 

what I normally do," he says. "In my studio, 

if I think of something, I can go through 

any plug-in, or analog EQ and compressor. 

But I had none of that. I was limited to gui-

tars and little dinky keyboard Sounds, but 

it was refreshing to use new stuff and get 

fresh sounds. 

"It started off with Dorian and me schem-

ing about how to make it work: We're going 

to bring everything: eight compressors, 10 

mics."We'll bring your speakers, my Mac!' 

Weeks go by and you whittle down: 'Maybe 

I won't bring my full-blown Pro Tools HD 

system. There's got to be a better way.'" 

The Gibson bus is fully equipped with 

a shower, appliances, wood floors, guitar 

hooks on the waks and built-in amps allow-

ing for quarter-inch cables to be plugged 

in. "I built a mobile recording rig with 

my laptop—a 15-inch MarBook Pro—and 

[Digidesign] Mbox Pro 2," Fields explains. 

"I'm used to Pro Tools HD3, but because of 

space limitations the only way we could do 

this was to put together a vocal chain, a Line 

6 Pod X3, an Echrol PCR M30 MIDI control-

ler and the guitars on the wall to do the 

next group of sangs on the record. I had an 

API 3124 mic pre, AKG I mic, a Shure 58 

that we used a lot, a pair of Mackie speak-

ers and Big Knob, a Distressor, a couple 

pair of headphones, a couple of big duffle 

bags of wires and stuff, and an alternative 

rig with Dorian's Roland VK MIDI drum set 

we built into the back lounge. Dorian also 

had an Mbox and his Mac, and sometimes 

he used Logic 8 for certain sounds. 

"I would make a rough track to click, 

send it to him, he'd bounce me a file and 

we'd use it as temp drums until we went 

into a real studio to re-cut it," Fields contin-

ues. "We used iChat to send files between 

our rigs. I'm so glad we did it this way. It 

was great to cut these songs and hang with 

the boys in their tour environment." 

The Jonas Brothers' schedule had them 

either driving in the night before a gig or 

staying in a hotel, and either way arriving 

at each venue around 8 or 9 a.m. Consum-

mate professionals, they run a very tight 

ship of in-person and telephone interviews, 

appearances, soundchecks, performances 

and recording, with no time for distractions 

or anything not related to work. 

Fields and Crozier watched first-hand 

and were impressed by the level of work-

manship. "Dorian and I were in the bus, 

enjoying watching this spectacular tour up 

close," says Fields. "There were hundreds 

of people on that tour having a blast and 

playing music. They would go onstage every 

—CON77NUED ON PAGE 116 
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classic tracks 

TOW JAMES h THE SHORDELE 
CI) "I THINK WE'RE ALONE NOW" 

By Man Hurwitz 

In early 1966, a dejected Tommy James arrived home in Niles, 

Mich., from what appeared to be the last road gig with his 

then-group The Koachmen, just in time to answer a phone 

call that would change his life. 

Two years before, the group had recorded their first single, 

"Hanky Panky," which was recorded at a radio studio by a 

local DJ, Jack Douglas, and issued by a small local label. "The 

record just came and went," he says. "I graduated from high 

school in '65, and I took my band on the road. We played 

Rush Street in Chicago and up through the Midwest, and we 

came home very out of work and depressed." 

But then James received that telephone call. "Hanky 

Panky" had sprouted new legs in Pittsburgh, thanks to nu-

merous bootleg pressings from the original single. "They sold 

80,000 pieces in 10 days, and it was the Number One record 

in Pittsburgh," he recalls. James had a hit on his hands. "If 

I had missed that call, there wouldn't have been a Tommy 

.Iames." 

Unable to reassemble his original high school friends, 

The Shondells (a name he came up with in study hall in 

1963—"Anything with an '-ells' on the end of it was cool," 

he says), James says he went to Pittsburgh and "grabbed the 

first bar band I could find." The band, The Raconteurs—Eddie 

Gray on guitar, Mike Vale on bass, Ron Rosman on keyboards 

and Peter Lucia on drums—headed to New York with James 

as The Shondells to find a real label. 

Initially, all the labels 

they visited—Columbia, 

Epic, Atlantic, Laurie and 

Kama Sutra—said "yes" to 

James and his group. But 

within a day or so, they 

each called to say they'd 

changed their minds—all 

except Roulette. It appears, 

says James, that Roulette 

"was pretty mobbed up. 

At the time, Roulette really 

was a singles label, but 

they didn't have much go-

ing, from a creative stand-

Recording the vocals for "I Think point. The last hit they'd 

We're Alone Now": Ritchie Cordell, had was in'63 with The 

Tommy James and Bo Gentry at Essex's 'Easier Said Than 

Allegro Studios, 1967. Done.- Label boss Morris 

Levy was ready for some 

new blood. "Jerry Wexler at Atlantic told us that Morris Levy 

had called all the record companies, and said, 'Dis is my 

record!' So, apparently, we were going to be on Roulette." 

Levy quickly made an official national release of "Hanky 

Panky" on his label in June 1966, and it was a Number One hit 

within six weeks. That disc was followed by another, a cover 

of The Fireballs' "Say I Am." But James quickly realized that in 

absence of such a presence at Roulette, he would need to put 

Tommy James in 1967 

together a production team to keep the hits coming. "I real-

ized that my life, at that point, was going to be a never-ending 

search for the next single," he says. 

"I grabbed a bunch of people over at Kama Sutra," whose 

offices at 1650 Broadway were located in the "Brill Build-

ing District," the legendary songwriteis haven. One of those 

people he "grabbed" was writer/producer Ritchie Cordell, 

who, with writing partner Sal Trimachi, provided James with 

his next single, "It's Only Love." "Almost immediately, after 

we put that record out, Ritchie changed songwriting partners 

to Bo Gentry, and, in November, they came to me with 'I 

Think We're Alone Now.' They banged it out for me on a 

piano. It was a very slow ballad, but you could hear that it 

was a hit record. It had all the elements." 

The trio went to the studio located in the basement of 

the building, Allegro, and recorded a demo, with James 

introducing the song's distinctive thumping bass-plus-guitar 

eighth-note intro (a style known as "pegging"). "We sped it 

up. Bo sang the lead and I played guiar, and we took it back 

to Monis Levy and played it for him, and he flipped out. We 

all knew we had something really special there." 

A month later, on Christmas Eve 1966, James, Cordell and 

Gentry returned to Allegro to record the song for release with 

engineer Bruce Staple. "It was originally Kama Sutra's demo 

studio, which Bruce had built," James recalls. "They kept 

upgrading and upgrading, and finally started taking outside 

clients." 

Staple had assembled a conglomeration of gear from 

Pultec amplifiers—a row of which, says James, made up 

the recording console. "It was very primitive. This was real 

bear skins and stone axes. There was a low-frequency hum 
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A couple of years later, here's Bruce Staple, James 

and Bob King at Allegro_ 

on all of those old recordings—if you play 

them sped up, you can hear it. Plus, we 

were in the basement, and every time the 

subway would run through we had to stop 

recording!" There was a single Scully 4-track 

recording machine, which played back 

through Altec 604 monitor speakers. "The 

Scullys were great," James says. "At the time, 

you could punch in on a Scully faster than 

any other machine." 

One of the first steps in the recording 

process for James was to hire an arranger. 

"I was asked by Morris Levy's secretary if I 

wanted an an-anger, and the first name that 

popped into my head was Jimmy Wisner." 

James was a fan of Wisner's (whom he 

subsequently dubbed —The Win after hear-

ing his arrangement the previous year on 

Len Barry's hit single, " 1-2-3," and spotting 

his name on the label. though Wisner's his-

tory extended back to the days of Chubby 

Checker and Bobby Ryden. 

Cordell and Gentry showed Wisner the 

song, which the an-anger recorded on cas-

sette to study. "The first thing I lilce to do is 

make sure the key and tempo are correct; 

it's crucial," Wisner says. "Generally, people 

don't sing with the same energy in rehearsal 

as they do in the session because there's no 

studio pressure. The excitement triggers a lot 

more energy in people. You generally need 

to compensate by making it a half-tone or a 

tone higher." 

The role of the arranger on pop/rock 

songs of the '60s often overlapped some with 

that of the producer, though Wisner says 

that line was clear to him. "I didn't write the 

song, I didn't pick the song, I didn't pick the 

artist," he explains. "The producer runs the 

session." But Wisner would work together 

with a producer like Cordell to craft the song 

into a surefire hit. "One important part of be-

ing an arranger is helping to format the song. 

People put their song together, but when 

it comes to putting a record together they 

may not have a good feel for, say, how long 

the intro should be or what kind of intro it 

should have. That's where an arranger really 

comes into play. Where do you go after you 

go through the song the first time? Do you 

go right to an instrumental? Do you go to a 

different part? How long is that instrumental, 

if you have it?" 

Another important contribution Wisner 

would make was the selection of musi-

cians—even for an established band like 

James'. While pop bands like The Shondells, 

the Beach Boys, The Monkees and count-

less others might perform well live onstage, 

studio recording required something dif-

ferent. "The session guys in New York and 

L.A. at that time were very record-oriented," 

Wisner says. "A lot of these bands, if they 

didn't have experience going into the studio, 

as soon as that red light goes on they're just 

not that good. But we had studio guys who'd 

came in and knew and could be the band 

immediately, and they were relaxed with the 

recording process." 

Bands would go along with having 

substitute players, though they didn't always 

like it. "I did three Spanlcy & Our Gang hits 

and The Cowsills' The Rain the Park and the 

Other Things," and they weren't too happy 

that we didn't use them. Though the family 

did sing background on the Cowsills track." 

In The Shondells' rase, only James and 

guitarist Eddie Gray played some muted 

guitars on "I Think We're Alone Now," and 

The Shondells sang some background vo-

cals on the song's fade. The main recording, 

however, was handled by legendary session 

guitarist Al Gorgoni (Four Seasons, Simon 

& Garfunkel and Neil Diamond, to name 

a few), veteran session bassist Joe Macko, 

drummer Bobby Gregg and pianist Paul 

Griffin (whose contribution was mixed out 

of the final recording). 

The recording also featured another vet— 

Jeff Barry/Ellie Greenwich session pianist 

Artie Butler ("On Broadway," "Leader of the 

Pack," "Chapel of Love"). Butler performed 

on an Ondioline—a vacuum-powered key-

board forerunner to the synthesizer (the sig-

nature sound on Del Shannon's "Runaway"), 

which played a high run through parts of 

the song. "I wanted something to do a long 

line," Wisner explains. "It's good practice 
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recording notes 

when you have a rhythm going to have a 

long line over the top of it—either an organ 

or a sustain line. It goes against the rhythm, 

but it actually enhances the rhythm." 

The band recorded the rhythm track 

that Christmas Eve, placing drums (Gregg 

on a ragtag kit of various studio drums) and 

Macko's Fender Precision (played through 

the studio's old Ampeg bass amp—"with the 

tubs up top," recalls James) and an electric 

guitar onto one track of the 4-track tape. 

The remaining chord instruments (including 

James' trademark Fender Jazzmaster guitar 

played through a Gemini II amp) were re-

corded to a second track, with miscellaneous 

overdubs added prior to James' lead vocal 

recording. 

"I really discovered a lot about recording 

and producing from that record," James says. 

"Up until that time, people would use a 4-

track by recording everything live and then 

On "I Think We're Alone 

Now," the chorus was the 

quietest part of the record, 

but it was the biggest part 

of the record. 

—Tommy James 

mixing to mono. This was the first time we 

began layering a record." 

In absence of a second machine, Staple 

had to ping-pong submixes onto an empty 

track. "You really had to plan way ahead 

of how you were going to submix prior to 

recording," James notes. "Any one of your 

moves could ruin the record." Prior instru-

mentation would, of course, be subject to 

generational losses during ping-ponging—all 

except whatever was last recorded onto a 

vacant track. "You'd have your final mix... 

and a tambourine. So the tambourine would 

be in your face, and the rest of your mix 

sounded like sweat socks!" 

James triple-tracked his vocal, bouncing 

between the two open tracks before he, 

Cordell and Gentry recorded the song's very-

'60s background vocals. The song was then 

mixed for mono. 

Interestingly, James notes, while the song 

opens solely with the "pegged" bass line, 

the song was actually recorded with the full 

band playing, though the mix doesn't reflect 

that. "Most pop records were written in 

stairsteps," james explains. "You'd start here, 

then the bridge would be here, building up 

to the full chorus. We went in the opposite 

direction—we stepped down to the chorus, 

which is almost bare," except for a chirping 

cricket added by Staple from a sound effects 

record. ("The crickets were in the studio, 

too," James says jokingly.) 

"I learned a great lesson about recording 

for AM radio with that record," James notes. 

"On AM radio, you're going to fill up 100 

percent of the speaker with something. If 

it's two instruments, like a bass and a drum, 

each part gets 50 percent. So, geometrically, 

you make the record smaller when you add 

instruments. You make it bigger by having 

fewer things. On 'I Think We're Alone Now,' 

the chorus was the quietest part of the record, 

but it was the biggest part of the record." 

While beginning a song bound for play 

on tiny portable AM radio speakers with a 

solo bass line would normally be a risky 

venture, the problem was neatly addressed 

by doubling the bass line with an electric 

guitar. "You had to make it very percussive 

so that it would cut through a small speaker," 

the singer says. (james also noted this past 

December that when the song was redigi-

tized for XM radio, those scouring the vault 

mistakenly grabbed a previously unheard 

early mix that featured the full band in the 

intro, which now plays on the network.) 

Mixing for AM also required "a lot of top 

end and midrange," James adds. "You basi-

cally had to EQ things out of each other's 

way, particularly because you're mixing for 

mono and it's all coming out of one point of 
your speaker." 

The song has never been mixed for 

stereo (though a "mock stereo" mix was cre-

ated for the stereo LP release in 1967). Why? 

"Monis Levy didn't want to take any chances 

with radio," says James. "He just said [imitat-

ing Levy's gruff voice], 'No, that's the mix!' 

He didn't want to change a thing. He wanted 

the hit." 

"I Think We're Alone Now" was indeed 

a hit upon its quick release in January 1967, 

playing alongside such other classic tracks as 

The Beatles' "Strawberry Fields Forever" and 

the Rolling Stones' "Let's Spend the Night 

Together." "It was actually banned in Detroit 

for being too dirty!" James recalls. "This is at 

the same time that the Number One record 

was 'Let's Spend the Night Together.'" The 

song did have a curious effect, though, re-

calls Wisner, currently working at a studio in 

New Jersey with James on a Christmas album 

for 2008. "We did a DJ convention 10 years 

ago, and a guy came up to Tommy, and told 

him, 'You know, the first time I made out 

was with that record.' It was a big moment 

for him!" 
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FROM PAGE 108 

So while Sandoval and Renk headed off 

to the latter's studio, the rest of the band 

convened in Studio A at NRG. Engineer 

Sergio Chavez (Alien Ant Farm, Motórhead, 

The Bees) was responsible for the track-

ing dates. "It was really simple," Chavez 

remarks. "Those guys are pros and they can 

really play, so there was no crazy trickery or 

anything like that. Once the foundation was 

there with the drums, then we were pretty 

much cool to go." 

Jay Baumgardner at work at NRG Studios 

According to Baumgardner, the key to 

the sessions was making sure there were 

great-sounding instruments in a great-sound-

ing room. "I think that's more important 

than doing a lot of fancy processing when 

you record, so there was not a whole lot 

of fancy processing," he says with a laugh. 

"Most of the record was recorded in Studio 

A, which has a Neve 8068, so all the drums 

were recorded through those Neve modules 

and straight to Pro Tools. I have a great mic 

selection, and we had great drums. That, in 

my opinion, is more important than any kind 

of junk that you would do." 

Keeping that in mind, Bemardo's drum 

tracks were recorded with a conventional mic 

setup—an AKG D 112 and Yamaha Subkick 

on the kick, Shure 57s on the snare's top and 

bottom, Sennheiser 421s on the toms, AKG 

451 for the hat and ride, and a pair of Scho-

eps 222s for overheads. One interesting twist 

was that Baumgardner used a pair of Royer 

SF-24 stereo active ribbon microphones as 

midfield room mics. He also set up a pair of 

mics to capture far room tones and added a 

mono mic to the room, just in case there was 

ever a call for a surround mix. "The more 

drum mics you have when you do a sur-

round mix the better off you are," he says. "I 

didn't use them for the stereo mix, but they 

are there in the session." 

Chavez was responsible for both the 

recording and the comping of the tracks. "If 

there was anything rushed, I would fix that 

a little bit, but I didn't use Beat Detective," 

he says. "Jay didn't want it to be stale like 

that. That band is a 'feel' band—they have a 

good groove and they do what they do." 

Three weeks later, the crew moved 

into NRG's Studio B to record Daniels' 

bass tracks. A Sennheiser 441 was put on 

his cabinet and a DI was taken through an 

Evil Twin. Both signals went through a Dis-

tressor. Where many producers and mixers 

would look to blend the two tracks, Baum-

gardner has a one-or-the-other philosophy. 

"I'm going to let the cat out 

of the bag and everybody is 

going to hate me, but at the 

end of the day I ended up 

using the DI with the Ampeg 

SVX plug-in for the whole 

album," he says. "It gave me 

so much more control when 

I was mixing. I really tailored 

the bass sound to each song 

because the album bounces 

around to so many differ-

ent things. Even though the 

sound of the amp was cool, 

it was better for some songs 

and some songs it was worse 

for, and I'm able to dial it right in with that 

thing." 

As for Curiel's guitar tracks, both Chavez 

and Baumgardner continued to keep a 

simple approach while working in Studio A. 

Curiel played an assortment of guitars—in-

cluding a series of Paul Reed Smith custom 

models—through modified Marshall JCM 

800s. He also played through Vox AC30, 

Mesa Boogie Lone Star and Hiwatt amps. 

The chain was streamlined, with a 57 on the 

cabinet through a Neve 1081 into Pro Tools. 

The overdubs were recorded in Studio B, 

and the only change was swapping out the 

1081 for a 1073. 

For the most part, Sandoval's vocals 

were recorded at Renk's studio, which is 

about two blocks from NRG, and that meant 

gear could be sent down the road for use 

during those sessions. Baumgardner used 

a Neumann U47 through a 1073 and an 

1176. That doesn't mean there wasn't some 

experimentation at first. "I'm a constant 

tweaker," Baumgardner explains. "We tried 

several different mics on him and that one 

just seemed to be the one for his voice." 

The album features guest appearances 

by Mike Muir from Suicidal Tendencies, 

Helmet's Page Hamilton and the Marley 

Sisters on background vocals. Jason Freese, 

who serves as Green Day's touring key-

boardist, joined in for one song and Suzie 
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recording notes 

Katayama provided string arrangements. 

Baumgardner says he always aims to re-

cord entire sessions—music and vocals—as 

flat as possible. "I try to keep it simple on 

the recording side because it gives you the 

ability to go different places or do things 

on a moment's notice [in the mix], and it's 

easy to match up," he explains. "I keep it a 

lot simpler now because I know I'm going 

to be mixing it. I don't have to present this 

finished product to another mixer where 

they open the faders." 

Everything went through an Apogee Big 

Ben master word clock into a 96k, 24-bit 

Pro Tools rig. "No analog tape was harmed 

during these sessions," Baumgardner jokes. 

Yet he took care to make sure the tracks 

didn't sound like they were recorded digi-

I have a great mic 

selection, and we had 

great drums. That, in my 

opinion, is more important 

than any kind of junk 

that you would do. 

—Jay Baumgardner 

tally. "Every kid now has a home studio, 

so what I'm trying to do is go the opposite 

way and make it sound like it wasn't being 

spit out of a computer. I think that's sort 

of the trick, to go the opposite of making 

it sound computerized and quantized and 

edited to perfection. So use digital tools, but 

use them in a different way—to enhance 

the natural sound of things and not overdo 

it. Any kid can grid a bunch of drums and 

cut and paste themselves a song." 

While gear certainly helped with that 

kind of digi-organic vibe, Baumgardner 

had a definite approach in mind before the 

recording dates started. Angels & Serpents 

was all about letting POD. rekindle their 

relationships and letting that fire the band. 

"And letting the music speak for itself," 

Baumgardner adds. "We were never going 

to try to make POD. something they are 

not. My thing was that Marcos was back and 

we were going to try to use that strength to 

our advantage. We wanted to make a classic 

rock record. It's not a hip-hop rock record. 

It's not a nü-metal record. It's got some 

tastes of different things, but it's definitely 

P.O.D." 

JOI1OS BROTHERS 
FROM PAGL 109 

night at 7, play, drive to the next town on the 

Gibson bus, and we did 8 or 10 days of this. 

The last stop was in Phoenix, [where] Studio 

Refferals' Ellis Sorken booked us Salt Mine 

Studio in Mesa. We spent two days there cut-

ting drums, adding guitar parts and redoing 

some vocals. But the bulk of the record was 

done on the bus, sometimes recording while 

driving, shaking on the bus, the laptop slid-

ing, the guitars flying around, but we kept 

tons of material. When parked, we were on 

generator power and it had a nasty hum, so 

sometimes we had to retrack a vocal later, 

but in a loud rock song not so much; if you 

listen close, you might hear the hum on a 

song or two. After the tour ended, they came 

to my studio, Wishbone, in LA. to tweak 

everything and cap it off for mixing." 

Fields, a Boston native, has had his hands 

in the music industry since childhood. His 

uncle and mentor, superstar producer/song-

writer Steve Greenberg, wrote, produced 

and performed on Lipps Inc.'s 1980s mega-

hit, "Funkytown." Based in Minneapolis, 

Greenberg would take Fields to the studio 

with him when the youngster visited and got 

him into making recorded music. 

'We built a nice studio called Funkytown, 

and I was the local guy who could make 

your album for $500," he recalls. "I played 

in bands and had a huge network of friends 

and musicians. I began producing major-label 

records in the late 1990s. I did Tina and The 
B-Sides in 1997, Dovetail Joint in 1998, then 

Evan and Jaron in 1999. My manager, Frank 

McDonough, who was in L.A., suggested I - 

move there, and finally in 2002 I did. 

"Within the first few months of getting to 

LA., I produced Switchfoot's The Beautiful 

Letdown. We did it in eight days. It was my 

first hit major-label record, and it sold 2.5 mil-

lion copies. It was a perfect match of band 

and producer." 

Fast-forward five years: The Jonas Broth-

ers sign a record deal and, as huge Switchfoot 

fans, request Fields as their producer. Their 

A&R representative, Jon Lind, called Fields 

that afternoon, pointed him to the Jonas 

Brothers Website, set up an immediate ap-

pointment and seçsions began the following 
week. All it took to reel him in, says Fields, 

was to sit in a room while the trio played 

acoustic guitars and performed their original 

songs. The album Jonas Brothers was cut in 

four weeks in LA. at Seedy Underbelly. "It 

was one of the most fun times I've ever had 

in the studio; everything was so positive and 

there was zero stress," says Fields. 

And the Jonas Brothers have just as much 
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Producer John Fields adds some bass to a track. 

praise for Fields. "From the beginning, we 

connected with him," says Joe Jonas (who's 

17). "Since the first song we did together, he 

has always been open to our ideas, almost 

as if we were co-producing." 

"John loves music and is very open-

minded," 14-year-old Nick Jonas agrees. 

"He's very fast, which helps us because we 

work fast, too. During the recording of our 

first album we really became close. John is 

like another Jonas Brother, and I think that's 

why we got such good results with him." 

"We're very hands-on as a group," says 

Kevin Jonas (the elder statesman at 19). 

"We write and build our songs, and when 

someone once asked John how he does this, 

he said, 'I just listen to the boys,' which was 

such an honor for us. Sometimes you meet 

somebody and it just works perfectly right 

away. The connection was there for all of us 

from the start." 

Youngest sibling Nick Jonas began his 

career at age 7, starring in Broadway musi-

cals. He was signed to a record deal when 

he was 11 and subsequently brought his 

brothers with him. Several years later, the 

trio was snapped up by Hollywood Re-

cords, which is when Fields entered the 

picture. Producing a radio-oriented, hook-

laden pop band is second nature, he says. 

"It's easier for me because that's what I do 

naturally. My instincts are in pop and it's 

natural for me to want the instruments and 

vocals to intertwine perfectly. I love the ar-

rangements of classic radio hits—especially 

the vocals. I'm a huge Todd Rundgren fan. 

I like to think he was the architect for what 

I do now: superpop music with emotional 

vocals, with a side of 'anything goes,' as 

long as it sounds cool." 

It's easy for anyone over the age of 20 

to turn their nose up at teen bands, dismiss-

ing them as passing fluff whose stardom 

will be extinguished once their fan base 

is old enough to order a beer. The Jonas 

Brothers are fully aware of this. "Yes, we do 

have that 'pop' appeal in the sense of fan 

reaction," says Kevin Jonas, "but we write 

our songs, play our instruments, and when 

you see us live you get the gist of who we 

are. It's always a fight when you're young, 

especially when you come along with the 

Disney background. But that has helped to 

push us to another level. We have always 

embraced our audience and where they've 

taken us, and we're not going to try to run 

away from it." 
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COOL SPINS he Mix Staff IVlembers Pick Their Current Favorites 

Shelby Lynne 
Just A Little Lovin' 

(Lost Highway) 

Musical interpretation is a difficult art; you're 

always walking the delicate line between reverent 

re-invention and mere imitation. Nearly 40 years 

ago, Dusty Springfield released the landmark Dusty 

in Memphis, which, with its throaty, bluesy vocals 

and open sensuality, completed her evolution from 

a British pop sensation to a soul chanteuse. Shelby 

Lynne, herself having transitioned musically from 

Nashville rebel to a crossover pop success, honors 

the Springfield songbook with Just a Little Lovin', 

a collection of nine classics ranging from the title track to the plaintive confessional "Aryone Who Had a 

Heart" and the utterly heartbreaking "You Don't Have to Say You Love Me," plus one well-chosen original, 

"Pretend." (She steers clear of the untouchable "Son of a Preacher Man.") 

"I wanted to make the kind of album that she might have made today," Lynne recently said. " I 

didn't want to just record these songs; I wanted to make the recording simple and important." Lynne 

collaborated with the dream team of producer Phil Ramone (who engineered Springfield's original 

recording of "The Look of Love") and Al Schmitt; the project was recorded live to 2-inch tape over 

five days at Capital Studio A. Gone are the glamorous, soaring orchestral arrangements of the original 

recordings; instead, spare, graceful arrangements of piano, guitar, bass and drums frame Lynne's 

supple, smoky voice. Lynne inhabits the music like an actor becomes a character—while showing her 

own quiet vulnerability and restraint. It's as if Dusty slipped into a cozy sweater, let her hair down, curled 

up next to you and softly poured her heart out. 

Producer: Ramone. Engineer: Schmitt. Studio: Capitol Studios (Hollywood). Mastering: Doug Sax at 

The Mastering Lab (Ojai, Calif.). —Sarah Jones 

Prenup 
Hell to Pay 

(Prenup Music./ 

Redeye) 

This album came out 

a few months ago, 

but I just heard it, 

and so should you. Prenup is a Dublin-based 

"supergroup" of sorts, formed by ex-Pogue 

Cait O'Riordan (bass, vocals), and Fiachna 

O'Braonain (guitar, vocals) and Dave Clarke 

(drums, percussion, guitar, vocals) of Hot House 

Flowers. The backstory says that these three were 

both just on the other side of divorces when 

they jammed one night in honor of O'Braonain's 

birthday. So take Hot House Flowers, add some 

piss and vinegar, some Pogues raunch and laughs 

between friends, and you have a tight rock ' n' 

roll band as inspired as their name. My only 

complaint: O'Riordan's role is too back-seat. If 

this band sticks, it would be great to hear more 

of her voice. 

Producer: Prenup. Engineers: Colin Murphy 

and Tony Jones. Studios: Elektra, Catch, 

Studio 34 (all in Dublin). Mastering: Murphy 

and Jones at The Bunker (Dublin) and Catch 

Studios. — Barbara Schultz 

Supreme 
Beings of 
Leisure 
//i 
(Rykodisc) 

Since their 2002 

sophomore release, 

which helped shine a spotlight on the duo behind 

Supreme Beings of Leisure (Ramin Sakurai and Geri 

Soriano-Lightwood), the idea of electronic pop has 

morphed from synth and drum modriles leading the 

production path to a more laptop-based creativity 

channel. On their latest, the pair delves into more 

atmospheric rhythms: Light synth textures around 

sporadic drum hits create a sensual and evocative 

overall pulse. Spearheading the effort is Soriano-

Lightwood's strong vocals, which ebb and flow with 

a Sade/Enigma-like feel. The lyrics themselves sound 

like they are straight from the artists' diaries—re-

flecting on the major life changes each dealt with 

in between their latest and this offering: from family 

deaths to marriage to childbirth. This one's getting 

filed under my " bathtub music" iPod list. 

Produced, mixed and engineered by Sakurai. 

Co-producer: Soriano-Lightwood. Studios: Le-

gato Studios, Martinsound. Masteriug: Don Tyler 

at Precision Mastering. —Sarah Benzuly 

Patty 
Larkin 
Watch the Sky 

(Vanguard) 

It's been a few years 

since the superb 

singer/songwriter 

Patty Larkin has come out with an album, but 

it was worth the wait—Watch the Sky is easily 

one of her best. Larkin has always had a strong 

instrumental presence on her CDs, but this time 

she really shines, supplying all manner of guitars 

and other stringed instruments, keyboards, 

loops on what is a true solo project recorded in 

her home studio. There's lots of textural variety 

to the musical underpinnings here—everything 

from Middle Eastern colors to Delta slide to a 

hint of hip-hop rhythm to more traditional folk. 

At once both moody and beautiful, the album 

offers a journey through 12 very different, but 

still connected, places that touch the heart and 

soul. If you don't know Larkin's work, this is a 

good place to start. 

Producer: Patty Larkin. Engineers: Bette 

Warner, Ben Whittman, Patty Larkin. Studio: 

Road Narrows (Wellfleet, MA). Mastering: Ted 

Jensen/Sterling. — Blair Jackson 

Maceo 
Parker: Roots 
& Grooves 
(Heads Up 

International) 

Roots & Grooves high-

lights pioneering funk/ 

soul saxophonist Maceo Parker's pairing with the 

WDR Big Band of Cologne, Germany, for concerts in 

February and March 2007. Disc 1 offers Parker's trib-

ute to Ray Charles. Parker shines as lead vocalist on 

"Busted," "You Don't Know Me" and " Georgia on 

My Mind," sounding rather like Charles himself. For 

"What'd I Say," the horn section takes over Charles' 

signature electric piano riff and trades burning solos. 

Parker and WDR are joined on disc 2 by bassist Rod-

ney " Skeet" Curtis and drummer Dennis Chambers, 

who propel the band through tight arrangements 

played over fat grooves. Disc 2 concludes with Parker 

staples "Shake Everything You Got" and " Pass the 

Peas," which showcases bandmembers' prodigious 

soloing chops in extended-jam form. 

Producers: Joachim Becker and Lucas Schmid. 

Engineer: Reinhold Nickel. Mixer: Klaus Genuit at 

Hansahaus Studios (Bonn, Germany). Mastering: 

Marko Schnieder at Skywalk Mastering (Trierweiler, 

Germany). —Matt Gallagher 

MACEC 
FARKE 
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COAST 

L.A. GRAPEVINE 

by Bud Scoppa 

"Talking about gear in LA. is like being at 

a muscle-car convention," quips Thom Mo-

nahan. "A friend of mine once commented 

that there are more tape machines per cap-

ita here than anywhere else on the planet. 

It seems like every dude in LA. has got a 

home studio." Monahan now counts him-

self as one of this horde of dudes, having 

become a prime P/E/M go-to guy for the 

Cali indie-band contingent since relocating 

from Brooklyn three years ago. He's also a 

Thom Monahan in the control room of The Hangar, where he 

mixed a new album for Jonathan Wilson 

major player in the freak-folk sector, where 

he's worked with Vetiver, Big Black Morn-

ing Light, Espers and Devendra Barnhart. 

Monahan, who has been compared to 

a player/coach, is prized not only for his 

considerable skills, but also for his magnani-

mous presence in the studio. This past fall, 

after he'd co-produced the first solo LP from 

Gary Louris, the former Jayhawks leader said 

of him, "Thom was willing to experiment a 

bit, and he's such a positive person—it was 

really nice coming to the studio every day." 

After hitting the indie-rock radar as a 

member of Monsterland, based out of his 

hometown of Danbury, Conn., Monahan 

moved to Northampton, Mass., where he 

gained wider recognition as the bass player 

and producer of Joe Pemice's Scud Moun-

tain Boys, who morphed into guitar-pop 

darlings the Pemice Brothers, while also 

finding time to play with The Lilys. But in 

2005, Monahan and his wife, Entertain-

ment Weekly staff writer and author Shirley 

Halperin, acted on their long-standing de-

sire to head West. "I was down with L.A. 

from the moment I got here," he says. "I 

like the community of musicians in Los An-

geles a lot." 

Monahan and Halperin initially gravi-

tated to Silver Lake, renting a place near 

Spaceland, and the hospitable couple wel-

comed a steady strearn of touring musicians, 

who'd hang out in their kitchen 

between soundcheck and the set. 

Although they loved the close-

knit Silver Lake scene, they start-

ed house-hunting out of a need 

for more space to accommodate 

guests and Monahan's extensive 

army of gear. They settled on a 

house in Sherman Oaks that had 
an already-converted two-car 

garage and an attached storage 

room with no parallel walls. 

The Monahan/Halperin resi-

dence now doubles as a home 

studio and a sort of indie-rock 

bed-and-breakfast. Recently tak-

ing advantage of the facilities 

were Peter Bjom & John, who 

\\ere in L.A. for four days to write for the 

follow-up to Writer's Block. "I'm friends with 

their manager," Monahan explains, "and I'd 

met Bjom a bunch of times. He was like, 

We could just do a rehearsal-space thing, 

but that would suck.' So I said, Why don't 

you guys just come over here and park in 

my space? I have drums and instruments set 

up, so you could just hang out and do your 

thing in someplace that's homey." 

Homey but functional. "I .don't have 

a room full of insane, esoteric gear," Mo-

nahan points out. "I've tried to make good 

choices and pick up a few solid things ev-

ery year." One key component of his setup, 

built around a Pro Tools LE rig with external 

converters and "decent" clocking, is a Dan-

gerous D-BOX featuring an 8-channel sum-

ming amp through which he mixes. The 

box also cornes in handy for D/A conver-

-CONTINUED ON PAGE 124 

NASHVILLE 

by Peter Cooper 

SKYLINE 

I get to listen while I write. Right now, I'm 

hearing Tom T. Hall singing "The Girl Who 

Read the Same Book All the Time In a few 

minutes, I'm going to switch over to a mix of 

Todd Snider songs because I love his songs 

and because I'm a week away from playing 

bass with Snider on some tour dates. I'm not 

very good at fakery or improvisation when 

it comes to the bass, so I have to make sure 

all the changes are burned into my brain. 

Train wrecks are good subjects for country 

songs, bad subjects for bands and a cou-

ple of errant notes from my Carolina blue 

Waterstone can wreck the best of bands. 

I have too much respect and affection for 

Snider—I produced an odds 'n' sods record 

for him, I've played and sung on three of 

his albums, and we've written some songs 

together—to hang him too far out to dry in 

concert. Plus, we're playing casino gigs and 

I don't want to get fired and lose my shot at 
the blackjack tables. 

In any rase, please excuse the name-

dropping. (I've heard Grammy-winning 

Nashvillian Jim Lauderdale say, "Name 

dropping is rude. I was just having a dis-

cussion about that with Judge lance Ito.") 

This is supposed to be something of an in-

troduction, though, and I'm pleased to say 

that I'm writing to you from my home in 

East Nashville, less than 20 minutes from 

the homes of Hall, Snider, Emmylou Harris, 

Duane Eddy, Nanci Griffith, George Jones, 

Kim Cames, Guy Clark and just about every 

major figure in the contemporary country 

world. In this column, which I'm taking 

over from the hypertalented Rick Clark, I 

will bring you news and opinions from my 

fine town. 

I do all sorts of things around here, in-

cluding writing about music for The Ten-

nessean newspaper, teaching country mu-

sic history at Vanderbilt University's Blair 

School of Music, playing fretted instruments, 

singing, writing songs, recording demos in 

my home studio and recording albums in 

better studios. I know just enough to be 

dangerous, but I have chosen a peaceful 

path. I moved to Nashville from South Car-

olina, mostly because you never see John 
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Prine at the Target store in Spartanburg. I 

used to teach middle school, but I'm feeling 

much better now. 

And I thought I'd tell you about the re-

cent talk I had with Vince Gill, John Hobbs 

and Justin Niebank, the three fellows who 

co-produced Gill's four-disc These Days al-

bum, Nashville's entry into the 50th Gram-

my Awards' all-genre Best Album category, 

and winner as Best Country Album. 

"I never felt like music had to be a good 

idea," Gill says, referring to his notion of 

recording 43 songs of new material, divvied 

up into four, genre-linked discs. There's a 

classic country-sounding disc, one of blue-

grass, one of rocked-up material and one 

that is full of melodic ballads. The project's 

length and breadth allowed the producers 

and musicians to experiment in ways that 

are unusual for a major-label contemporary 

country project. 

"Because we wanted every song to have 

its own character, we tended to change and 

move around most of the mies, so there 

was never a dull moment," says Niebank, 

a remarkable engineer, producer and mixer 

who has worked on projects for Gill, Keith 

Urban, John Mellencamp and plenty of oth-

ers. Niebank, Gill and Hobbs tracked and 

mixed the project at Nashville's Blackbird 

—CON77NUED ON PAGE 125 

NEW YORK 

- by David Weiss 

METRO 

Keep the horse you rode in on, or switch 

to a new steed? For New York-area audio 

facilities where a mainframe analog or digi-

tal desk remains the center of operations, the 

decision to change consoles can be one of 

the most significant undertakings for man-

agement to consider. In a complex formula, 

potential gains in creative options and sonic 

quality must be balanced against downtime 

for the switch-over, unpredictable client pref-

erences and the sheer expense of the flashy 

new investment, among other factors. 

At Allaire Studios, the destination studio 

set high in the hills of Shokan, N.Y., decid-

ing to switch out the SSL 9000J that had an-

chored their Great Hall studio was no sudden 

impulse. "When we purchased the SSL in 

2000, our thought was that we would have 

a console that would be able to do a num-

ber of things well," explains studio manager 

Mark McKenna. "We were anticipating 5.1 

to take off and be a part of our daily opera-

tion, so we wanted to have a studio where 

people could not only mix in 5.1, but track 

in it. But the 5.1 market did not really blos-

som the way we thought it would. 

"Also, we have this enormous track-

ing room, but in the final analysis the SSL 

is more of a mixing and urban tool, and 

it didn't really fit the place," he continues. 

"The other 

The dynamic trio at Blackbird Studios (L- R): Vince Gill, John 

Hobbs and Justin Niebank 

thing that pushed it over the 

edge is we had a remarkable 

run in our other studio, the 

Neve Room (featuring a Fred 

Hill-restored 8068). We had 

periods where the room was 

booked solid for six months 

with only Sundays off. We 

thought we needed to find a 

way to replicate that kind of 

performance." 

Through connections 

and good timing, McKenna 

and his crew realized that 

they had the opportunity to 

procure none other than the 

famed AIR Montserrat con-

sole, which holds a number 

of distinctions. One of only 

three such consoles built 

COAST 

Ataire Studios manager Mark McKenna (seated) 

and chief technical engineer Ken McKim 

and the only one currently situated in the 

U.S., the board was overbuilt by Rupert 

Neve to meet the highest standards of 

Beatles producer George Martin and en-

gineer Geoff Emerick. 

Although its roots are in the 8078 con-

sole, the 52 mic/lines in the AIR Montser-

rat board is distinguished by remote-con-

trolled mic preamps, bandwidth approach-

ing a whopping 100 kHz and a dynamic 

range of 106 dB. It also boasts 52 Flying 

Faders, a 32-input monitor section and six 

reverb returns for 90 total mix inputs. Just 

as remarkable as its technical pedigree is 

the history that has developed around it, 

recording such albums as Synchronlcity 

and Ghost in the Machine by The Police, 

Brothers in Arms by Dire Straits and more 

AIR Montserrat projects from the likes of 

Paul McCartney, Stevie Wonder and Eric 

Clapton. After a 1987 relocation to A&M 

Studios in Los Angeles, U2, Aerosmith and 

the Rolling Stones are among those who 

took a turn with the desk. 

Following a reorganization at A&M, the 

mighty console was warehoused for approx-

imately five years before McKenna, who had 

personally used it on Don Henley's 1989 al-

bum, The End of the Innocence, discovered 

that it was available. "When I was at one of 

the AES conventions," McKenna recalls, "I 

got a chance to talk to Robin Porter, one of 

the chief design engineers on the console, 

and other alumni at AIR, and they all said 

the same thing, which was that this was 

the best-sounding console in the world 

—CONTINUED ON PAGE 126 
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SESSIONS AND STUDIO NEWS 

READEEZ STUDIO PUTS AUDIO FIRST 
WSDG DESIGNS LOFT SPACE FOR EDU-TAINMENT PROJECTS 

The home studio that John Storyk designed for Michael Rachap is built into a 

loft in an 80-year-old building in Atlanta's Midtown neighborhood. The studio 

is the home base for Rachap's Readeez Company (www.readeez.com), which 
creates and markets entertaining, educational films for kids. 

"People ask me what we do and it's tough to give a simple answer," says 

Rachap. "I like to say we make short films for small people. Our business plan 

includes producing hundreds of such films on a broad array of topics." 

Readeez's films show, for example, an animated father and daughter, very 

simply drawn on a white background. While the daughter reads a 

nursery rhyme to her father, each syllable appears in large type as 

she speaks. Voices must be (and are) clear as a bell to reinforce the 

sight-reading that the piece teaches. 

"Kids can be taught to read without even learning the alpha-
bet," Rachap says. "The one-syllable-at-a-time method is something 

I haven't seen anywhere else. When people do read-along things, 

they usually have large, colorful images and very small words at the 

bottom. Kids need big, clear type and clear audio. 

"The sound component of so much online video seems like an 

afterthought," Rachap continues. "You end up with videos that are 

only a few megabytes, but they use 8-bit/22k audio or worse and they sound 

terrible." According to Rachap, all Readeez videos are 16/44.1 and commercial-

free. Right now, they are available on the Readeez site or via iTunes. Rachap 

is currently working on the first Readeez DVD compilation, which will include 

about 25 of the minute-long movies. 

Rachap's home studio effectively incorporates every room in the house. 

Storyk and systems integrator Judy Elliot Brown spec'd wiring/infrastructure 
with audio tielines to the kitchen, bedrooms—everywhere. "I can and do record 

audio from every space," Rachap explains. "I'll go into the control room [adja-

cent to the living room] and do some narration where it's nice and quiet, then 

go back into the kitchen and edit, and go to my daughter's room and do some 
recording. It's all living space, and it's all work space." 

Rachap's living room, known as the Big Room, includes a rotating plat-

form-11 feet in diameter—supporting three red-velvet seats that came from 

The Big Room features a rotating platform 

dubbed the Wheel of Amusement. Inset: 

Michael Rachap at the ICON D-Command. 

Radio City Music Hall. The motorized platform, 
which Rachap calls the Wheel of Amusement, can be turned to face a 61-inch 

plasma display. "The 18-foot ceiling of the Big Room is gently domed," Storyk 

says. " Evidently, the space enjoyed a previous incarnation as a ballroom. The 

result is a natural reverberation that imparts a sonic signature." 

Gearwise, Rachap's studio is centered around Pro Tools HD, a 24-fader 

ICON D-Command and Genelec 8050 monitoring. Outboard gear includes 

two API Lunchboxes, a Summit DCL-200 compressor/limiter and TC-Helicon 

VoicePro. His go-to mics are a pair of Neumann U87s, as well as models from 
Sennheiser, Shure and AKG. 

Until five years ago, Rachap worked primarily as a copywriter for a New 

York City-based advertising firm, but personal interests in music and education 

inspired him to dream up this new enterprise. "I give Michael credit for envi-

sioning this space and making that dream a reality," Storyk says. "He has a tot 

of good ideas." — Barbara Schultz 

STUDIO 

HIGH FIDELITY MASTERING OPENS 
ROGULICH OFFERS FLEXIBLE GEAR, SKILL SET 

Andy Rogulich poses in 

his new studio, High 

Fidelity Mastering. 

Engineer Andy Rogutich's new studio, High Fidelity 

Mastering (Albuquerque, N.M.), went online near 

the end of 2007. High Fidelity is a 7.1 surround fa-

cility, centered around the Rupert Neve-designed 

Legendary Audio Masterpiece mastering system; 

the monitors are B&W Nautilus 800s powered 

by Crown DO-2000 interface velocity-controlled 

amps. He also uses outboard processing from TC 

Electronic, dbx, Focusrite, Lexicon and Symetrix. 

Rogulich says he built the new studio to be as 

flexible as possible; in a relatively small market, 

he's got to be able to do it all. "I wanted to have 

a facility where I could do standard mastering work 

and have complete restoration capability, as well as 

conversion to surround sound," Rogulich says. "In 

the past couple of years, New Mexico has made a 

big push to encourage the film industry to produce 

movies and TV shows in and around Albuquerque, 

so it also made sense to include the capability to 

master in reverb effects for TV and film." 



THE GLASS 

BROKEN RADIO 
K&H MONITORS INSTALLED 

Broken Radio owner Mott Boudreau 

Matt Boudreau's Broken Radio Studios (San 

Francisco) recently took delivery of a new 

pair of Klein & Hummel 0300 monitors. Bou-

dreau, who took over the studio just last 

year, caters to indie artists looking for a 

high-end recording environment at afford-

able rates. 

JAZZ AT AVATAR 
ANDERSON'S SESSIONS 

L-R: Kenny Garrett, Stephen Scott, Clifton Ander-

son, Christian McBride and Steve Jordan 

Jazz trombonist Clifton Anderson is self-pro-

ducing an upcoming album, which will feature 

performances by numerous jazz greats. An-

derson and friends were photographed during 

tracking sessions in Avatar Studio's (New York 

City) C, where they worked with engineer Richie 

Corsello and assistant Brian Montgomery. 

•I 

ORTHEAST 

mily Lazar, chief engineer of The 

dge ( NYC), is celebrating 10 years 

the mastering business with sev-

rai Grammy-nominated clients, in-

cluding The Shins, Tiesto and Shiny 

Toy Guns...My Morning Jacket were 

in Avatar Studios (NYC) record-

ing a new album in Studio A with 

producers Jim James and Joe Chic-

carelli. Chiccarelli engineered, and 

Rick Kwan assisted. Also in Studio 

A: Peter Wolf with producer Kenny 

White, engineer Kevin Killen and 

assistant Kwan...The Grip Weeds' 

studio, House of Vibes Produc-

tions (Highland Park, NJ), took 

delivery of a Sound Workshop 

analog console once owned by Jan 

Hammer. At press time, upcoming 

sessions on the new board include 

Gary Lucas and The Smithereens... 

Cellist Derek Layes and violinist 

Gillian Rivers tracked strings at 

Retromedia Sound Studios (Red-

bank, NJ) for Natalie Walker's up-

coming release. Dan Chen and Nate 

Greenberg produced, and Adam 

Vaccarelli engineered. 

SHEET 

During a recent session at Nightsky Studios (1.-R) are owner/engineer Ron 

Vento, engineer Matt Mckinnley and artist Saw Grow 

NIGHTSKY OFFERS INTERNSHIP 
NEW PROGRAM BENEFITS LOCAL STUDENTS 

Nightsky Studios ( Waldorf, Md.), in association with the Col-

lege of Southern Maryland, has begun offering a paid audio 

internship. The place has been filled for 2008, and engi-

neers at the 10-year-old studio will give one student per 

year a hands-on education in using the studio's equipment, 

including Pro Tools 7.2 and a Focusrite Contra(124 console. 

Nightsky offers recording, mixing and mastering services 

to clients such as Deangelo Redman, Devin the Dude and 

Rum plestiltskingrinder. 

SOUTHEAST 

The Explorers Club were in Los Continent 

Productions (Charleston, SC) recording vocal 

overdubs for their forthcoming Dead Oceans La-

bel release. Jason Brewer produced and Kevin 

Crothers engineered...At Studio B Mastering 

(Charlotte, NC), engineer Dave Harris worked 

on recordings by Brian Vander Ark, Red Limo 

and Bombadil...Jeff Carroll mastered projects 

for Boxbomb, Mark Lawrence and The Vision 

of a Dying World at Bluefield Mastering (Ra-

leigh, NC)...Recent sessions at Crescerdo Sound 

Studios (Gainesville, FL) include The Draft, the 

Classic Struggle and The AKAs produced by 

Alex Newport. 

NORTHWEST 

Lenny Williams visited Laughing Tiger Studios 

(San Rafael, CA) to track vocals for Prince Da-

mon's new album, Atmospheric Sou/...Ryan Foster 

of Freq Mastering (Portland, OR) mastered two 

funk/soul projects for Terrestrial Recoics: Finger 

Five and Anthony Smith's Trunk Fulla Funk. 

SOUTHWEST 

Sugarhill Recording Studios (Houston) presi-

dent Dan Workman is now teaching an audio 

engineering course at Houston Community 

College's Town Country campus. Sugarhill also 

reports that the facility started 2008 with a 

live concert recording of Radio Birdman, 

captured at Emo's and The Meridian ( both ir 

Houston) by the studio's chief engineer, Andy 

"Mort" Bradley...Recent recording and mixing 

clients at The Saltmine Studios (Mesa, AZ) 

include Ice-T, Jonas Brothers, Joni Sledge, 

Mario Winans and G-Unit. 

SOUTHERN CALIFORNIA 

Recent sessions at The Pass (L.A.) include Smash-

ing Pumpkins wokking on an EP with engineer 

Bjorn Thorsrud and assistant Zeph Sowers. Also 

at The Pass, We Are Scientists tracked with engi-

neer Ryan Hewitt and producer Ariel Rechtshaie 

and Sheryl Crow recorded tracks for her latest al-

bum, Detours, with producer Bill Bottrell and en-

gineer Mimi Parker.. Oasis Mastering (Burbank) 

announced that nmerous projects mastered at 

the studio were nominated for Grammys. Artist 

whose work was recognized with nominations in-

clude Bettye Layette, Machine Head, Prince and 

Jill Scott...Producer/guitarist Jerry Stucker was 

in Redstar Studios (L.A.) tracking with drummer 

Sieve Gadd and a-tist Professor RJ Ross...Hans 

DeKline mastered a release for the Diamond 

Platinum Rings and a new compilation for Ra v 

Poetix Records at Sound Bites Dog (LA.). 

Send Track Sheet news to bschultz@mixonline . com. 
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sion and monitor switching between his 

ADAMs, Yamaha NS-10s and Auratones. 

"My garage—my 'studio,' I should say," 

he says with a quick laugh, "is part tracking 

and performance space, part composition 

space for me and part mixing space. More 

than anything, I've tried to make a space 

where the sweet spot for the speakers is 

large enough that a lot of people can hang 

out and listen to what's going on, 'cause my 

core constituency is bands." 

As much as he likes to work at home, 

during the past two years Monahan has 

made the drive up to Sacramento numer-

ous times to record and/or mix at The 

Hangar, his car loaded up with a bag of 

cymbals, another bag of stomp boxes, 

his trusty '72 P bass and a United Audio 

mic preamp loaded with vintage tubes 

and modified compressors. He uses the 

studio because it offers top-notch, old-

school gear at a rate that accommodates 

tight indie budgets. "It's great to be able to 

spend time getting sounds and not feel like 

you're under the gun every moment," he 

says. "The Hangar has absolutely amazing 

gear, a really great live room, tons of in-

struments and two consoles side by side— 

a Neve Melbourne and a Daking A-Range 

custom-built board." 

Monahan takes me through the projects 

he's worked on in recent months, and it's ob-

vious he's not hurting for gigs these days. He 

used The Hangar to mix the first solo album 

from Jonathan Wilson, whose profile in the 

musicians' community has been raised con-

siderably by the Wednesday night jams he 

hosts in his Laurel Canyon pad. The guitarist/ 

singer tracked it himself to 2-inch tape using 

the vintage MCI board in his house. 

"For the mix," says Monahan, "we had 

Studer and Atari quarter-inch machines run-

ning for two different tape delays, along with 

an AKG BX-10, a BX-20 and an EMT, so it 

was just a massive amount of reverb and tape 

delay, and it was fantastic because a lot of his 

stuff is really psychedelic. That record isn't 

just kinda good, it's insanely great, totally 

beautiful, with amazing players." 

Also in Sacramento, Monahan P/E/D'd an 

EP and a full-length of cover songs with his 

homies Vetiver. "I used no condenser mks on 

the whole record," he says. "It was all ribbons 

and dynamic microphones, a lot of Shures." 

Back home in his garage, urn, studio, 

Monahan tracked (live, of course) and mixed 

an album from Tussle, another San Fran-

cisco-based band, which boasts two drum-

mers and specializes in heavily manipulated 

dance music. At press time, he was back in 

Sacramento tracking the debut album from 

LA. buzz band the Broken West. "I have two 

drum kits set up on either side of the room so 

we can flip-flop back and forth," he says. "I 

have guitar amps satellited all over the place 

so we can try different things. I've got pia-

nos miked, keyboard amps, electric pianos. 

There's a lot of stuff up so that I can grab 

things quickly. The great thing about The 

Hangar is they have an absurd amount of 

outboard gear and hardware. I almost don't 

wanna tell people about this place." 

Closer to home, Monahan also likes to 

track at Stagg Street in nearby Van Nuys, 

another well-appointed, extremely afford-

able facility. For the most part, he stays away 

from the high-end studios, "because $1,000 a 

day doesn't make any sense on the budgets 

I'm working with," he points out. "I've been 

doing this for a while and the budgets are 

small, but I don't have a problem with that. 

I just want to work with people that I feel 

some real connection to, on records that I 

feel like I can bring something to." • 

Send "Grapevine" news to bs7777@aoLcom. 
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Studios (www.blackbirdstudio.com). "The 

only exception was Vince's vocal chain: We 

stayed with a great-sounding Neumann U47 

through a Daking pre-amp into an ADL com-

pressor. But when we got to Vince's guitar 

overdubs, we tailored the guitar, amp and 

ink setup to each individual song and part." 

The men tried to stick to a schedule that 

involved cutting rhythm tracks in the morn-

ing and layering instruments and vocals in 

the afternoon. The goal, which wasn't always 

achieved, was to record and mix a song a 

day, in time to enjoy the 5 o'clock margaritas 

made by Gill's guitar tech, Benny Garcia. 

Hobbs is Gill's keyboard player and 

bandleader, and when he's not playing with 

Gill he's an A-list sPssion player. He says that 

the atypical nature of These Days spurred the 

producers to think of instruments and record-

ing scenarios in different ways. Major-label 

country projects tend to be geared toward a 

specific sound because country radio can be 

sonically homogenous. With four distinctive 

discs, though, homogeneity was an enemy. 

Gill, Niebank and Hobbs were determined 

that Gill's lead guitar would be featured 

throughout, and so the decision was made to 

eschew stereo piano, for the most part. 

"The standard way to do a piano here is 

stereo, with a lot of echo, so that it sounds 

mighty and big," Hobbs says. "But because 

of the huge frequency span, it can cover up 

a lot of stuff. When I'm tracking, I usually try 

to find ranges and parts to play that don't oc-

cupy too much space. But a lot of times on 

this record, we used mono piano. It freaked 

me out to play parts that I wouldn't ordinar-

ily get to play. It was like having a different 

voice. And Studio A at Blackbird has a great 

Wwiitzer and a great '73 Rhodes suitcase 

model. So I got to play some classic-sound-

ing keyboards." 

All the experimentation helped Gill to 

find one sound he'd been seeking for years: 

Eric Clapton's Bluesbreakers-era tone had 

long been a mystery even to Gill, who has 

played alongside Clapton at several shows 

and in the studio. 

"He'd play the Strat in the middle posi-

tion and get that tone," Gill says of Clapton's 

sound. "I tried to play there, but it didn't do 

what he was doing. But a friend had given 

me a 1959 Bassman amp, and we plugged 

the Strat into that amp when we were look-

ing for guitar tones on this record. I plugged 

in, played it in the middle position, and went, 

'Hey, found it!'" 

Most of These Days was recorded on 

a Neve 8078 console, into Pro Tools, with 

API, Shadow Hills, Universal Audio and Da-

king mic pre's to augment the console. For 

instruments, the producers used an array of 

ribbon mics from Coles, RCA, AEA, Royer 

and Beyer. Guitar tones were generally 

captured through classic mics facing clas-

sic amps, but there were occasions when 

Niebank used the Focusrite Liquid Channel 

to find unusual tones. Engineers (Niebank 

is quick to credit assistant Drew Bollman) 

took care to keep the original band balance 

from the Neve intact throughout the over-

dub and mixing process; otherwise, mixing 

the 43 songs would have been a time-waste 

and a logistical nightmare. 

"The mix was done through Blackbird's 

SSL 9000K, but it was a hybrid mix, using the 

balances we created in Pro Tools, splitting 

out groups through the console," Niebank 

says. "This helped make the best use of our 

time, but also retained our original creative 

instincts." These Days was roundly ignored by 

country radio, but it received the best reviews 

of Gill's career. "Yeah, but we had to make 

four times as much music to get the same at-

tention," Gill says jokingly. "I figure, 'Sure, it's 

easy for you, Kanye: You only have to make 

one record at a time.'" 

Send Nashville news to skylinemixelive.com. 

LEARN FROM THE PROS! 

The Recording Institute of Technology at Ml 

will prepare you for a career in the professional 
recording industry by providing in-depth 

knowledge of the essential technical aspects 
of recording as well as practical experience in 

MI's state-of-the-art studios. 

Whether your goal is to be a pro audio engineer 
or to master the recording process as an artist 

or producer, RIT provides the knowledge and 
experience to make it a reality. 

For more information: 

1.800. ALL PLAY (US and Canada) 
1.323.462.1384 (International inquiries) 

visit us online: www.mi.edu 

1977 - 2007 
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and they reckoned that it still is. I remem-

bered that everyone who sat down at this 

console was blown away by the sound of it. 

Everything sounded more natural through 

it, like it sounds in the room." 

Allaire nabbed the AIR Montserrat board 

and then turned it over to chief technical 

engineer Ken McKim for refurbishment. 

"We spent a lot of time doing the repairs 

offsite to minimize the turnaround time," 

McKenna notes. "We replaced all the patch-

bays, recapped the console, recapped the 

power supplies, but the board was in re-

markably good shape. 

"Our first client on it was Branford Mar-

salis— he was thrilled with it and the con-

sole performed flawlessly on his session, so 

it was a pretty auspicious way to kick it off. 

Since then, we've actually been doing more 

mixing on the console than we thought we 

would, in addition to recording." 

Combined with the awe-inspiring Great 

Hall, the spacious John Storyk/George Augs-

purger-designed control room and 5.1 Aug-

spurger custom monitoring, it's fair to say 

that the console switch was worth it. "It's 

a statement of what we consider quality to 

be," McKenna says. "There certainly are con-

venient aspects of digital, but I'm not sure 

there's something as satisfying as recording 

through a console like this." 

Back in the urban grit of Williamsburg, 

Brooklyn, a similar scene—albeit on a differ-

ent scale—was played out at the indic rock 

haven Studio G (www.studiogbrooklyn.com). 

Although the engineering/production team of 

Tony Maimone and Joel Hamilton, plus assis-

tant Marc Alan Goodman, were booked solid 

with their customized 26x16x4x2 (Quad-ca-

pable) Auditronics console, Hamilton began 

to feel last year that his long-beloved board 

had hit the proverbial wall. 

"I loved the EQ and the mic pre's on the 

Auditronics, but I didn't love a lot of other 

things about it," Hamilton says. "I was spend-

ing all my money attempting to turn it into 

something that it wasn't, which is—a Neve. I 

always wanted to get my own Neve console, 

and when I wound up doing a session on a 

5316, I fell in love with it." 

Hamilton's personal board/love child was 

procured from and commissioned by Sonic 

Circus. It's a Neve 5316 with 32 channels of 

31114 of EQ/pre. An all-discrete 8-bus de-

sign, the desk gave Studio G the mechanics 

they had been craving with 24 channels of 

uptown 990 moving-fader automation. Paired 

with the studio's outstanding mic collection, 

choice outboard selection and relaxed vibe, 

the Neve helps to sell the room even better 

in a competitive environment. 

Hamilton cautions against putting too 

much stock in a console swap for impact-

ing business, however. "I can't tell you if 

someone looks at the Website, and says, 'I 

have to record there. They've got a Neve!'" 

he says. "I think people are more savvy than 

that these days. It's more about what we can 

deliver. This isn't a public studio with outside 

engineers working here: People get the room 

with one of us. So we're an important pan of 

the equation." 

Both sonic and fiscal improvements 

have been notable post-switch, however. 

"Keeping the Auditronics would have 

been easier—it's a great console—but the 

relative headache of the swap-out was 

worth it the minute we started working 

on this board," Hamilton says. " It's a hard 

thing to describe: the depth of the rela-

tionship of the kick drum to the bass, the 

air around it, the headroom, this vintage 

discrete gleam. We just felt like our jobs 

got more fun that day." 

Send 'Metro" news to david@dwords.com. 

DeLINer, MICROPHONES 
Capturing the Sound Of the Fut 

"I absolutely love the lush, classic tone 

the Yamaha C7 Grand Piano! How I , 

capture that sound in the studio or on 

stage can make all the difference in the 

world. The Berliner CM-33's are what I 

count on to make that happen. They're 

extremely quiet and exhibit an open, 

accurate sound." 

-Clarence McDonald, Pianist, Composer, 

Producer. (James Taylor, Ray Charles, Justin 

Timberlake, Hall & Oates, Michael Jackson) 

99 9 ....... 

•• • e • • us 

me. a% intoeSintS1.›-No 

VVVVVV.BERLINERUSA.COM 
DISTRIBUTED BY VINTAGE SONICS GROUP INC • VVWW VINTAGESONICS COM • 1-888-MIC-THIS (642-8447) • 208-545-0446 (FAX) • 02007 BERUNER USA, INC. 
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ALTERNATE SPEAKER SWITCHING WITH THE SUB 

SPK5+ 1 

• 

71,4.4.6.1 6737Crin 

7 3 5 

.11.11111 

qrer 
SPK 5+ I 

• 

Features: 
Passive switching 
Sub mute switch 
All connections are XLR's 

Veleman udio 
(516) 334-7109 

www.colemanaudio.com 
coleyqecolemanaudio.com 

One stereo input 
Five alternate speakers 

Plus a stereo sub output 
Balanced input and ouputs 

Northern Sound Si 
eirD0L9 Ukceduthel flzuelftie 

;EFFORTLESS SEAMLESS 
LIMITLESS 
WIRELESS 

IEMIPEMI 

A. lecture hall or é conference room. A church or a theatre Whatever the venue She re has the wireless 
system to deliver Ire quality and con.stency you need The SLX and ULX senes Or,cuc on over 80 years 

cl Shure thrology incJuding Shares patented Audio Reference Comoanding for crystal-clear sound 

beyond the limits of conventioeal enreless. For more information, call or visit our website 

CALL TOLL FREE 

t-866-796-6232 
MON-FRI: 9-6 EST 

www.northernsound net 

Top Name Brands 
Award Winning Service 

Maximum Discount Prices 
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L_•   Luu 
STUDIO MANAGEMENT SOFTWARE 

d 

cCe 

Ca.ear 

Co.u.n.• 

r stUdi°5 
su per DuPe 

prom.' 

himimt 

net. 

lan0 

feet, 

Recall 

Seniriples. 

Equipment 

MeinterwqC• 

Pettithays 

pert. 

St'itie el" 
,p06 

SimPlifYleur Manage your Organize your 

Office Studio 
with 

ONE 
Product' 

1.800.450.5740 
fi International: 1.818.752.3900 

alter 

heHorizon Tube Microphone 
"Uke all great mics. the Horizon's got a The Horizon Is a Go-To microphone 
SOUND... Built like a tank, this mic can on all of my sessions" 
handle anything." '221 
Nick Raskutinecr - • , vanneg Proluce,Enewer, 

Our users say this is their best mic for Acoustic Guitar, 
Guitar Amps, Drums, Piano, Strings and Voice-overs. 

CDs/DVDs MASTERING/EDITING MULTIMEDIA 

WHERE SIGHT AND SOUND MERGE 

PL- IT 
259 W. 30th Street, NY, NY 10001 IOU FREE1-800-815-3444 or 212-695-6530 WWW.PLAY-11111001.10014S-Nr1 

Bi-weekly Newsletter Delivers 
Hot deals, discounted gear, B-stock, real estate, 
jobs and more to 85,000 music & audio pros. 

Call (800) 544-5530 to find out more 
BROUGHT TO YOU BY MIX, ELECTRONIC MUSICIAN, AND REMIX 

Don't miss out on eDeals! 
Shop Novi and Buy Anytime. 

eDeals sends the best buys to your inbox so they're only a click away! This bi-weekly 
e-newsletter brings you product updates and blowout deals on manufacturer overstock 

equipment, demo gEar, discontinued products and more. 

In addition, eDeals includes a services and 
employment section of interEst to musicians and audio pros everywhere. 

Subscribe today at: http://www.mixonline.com/edeaL 
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du, leaders in col & find maim ni(1irin 

$799 
SPRING SPECIAL 

500 RETAIL READY CD'S 
4 PANEL 4/1 INSERT & TRAY 

3 COLOR DISC * FREE O\/ERS 

CALL TOI / A, 888.891.9091 or VISIl WWW.MEDIAOMAHA.COM 

:A11•11 

COS • DOS • SHAPED DISCS • SPECIALTY PACKAGING CRSSETTE5. 

NEED CDs? THE CHOICE IS 
CRYSTALCLEAR,9 

DISC RHO TAPE 

9!JI r/L1:11f 
1000 CDs • $ 999 I(OMPLEIE RETAIL READY) 

1000 PROMO CD PACK • 1591 

1000 DVDs • $ 1499 ( COMMIE we READY) 1111111.MI 

TRUSTED EXPERIENCE FOR OVER 35 YEARS! 

WWW.CRYSTALCLEARCOS.COM • 1-800-880-0013 

AWARD WINNING PRODUCTS 

!hit 

fiCeLO-P 440 N-E 
Surround Sound Microphone Systems 

www.holophone.com Ø 01.416.362.7790 

LaChapell Audio 

• Fully Balanced Topology 

• Input & Output Gain Control 

• Entirely Handmade 

LaChapellAudio.com 

MIXrioks 
hià1 

The one-stop online shop 

featuring the latest books, 

directories, and cool 

stuff. Instant access to 

top titles in the biz such 

as M/M Pro, Mix's Master 

Directory, EM's Personal 

Studio Buyer's Guide, 

back issues, Thomson 

Guide publications and 

much more. 

Mix 
MASTER 
FURRY 

. • O. • 

MASTERING 
CUBAS 

Online at mixbooks.com 
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fast - real fast 
i,i LÍ 1 

The MA-2.2 True Class A Microphone Amplifier 

sports a lightning fast slew rate so you can capture 

every last transient in flawless detail. But it does not 

end there, the firm bass response and juicy midrange 

ensure your recordings retain their natural character 

and never sound harsh or sterile. 

buzzaudio 
UK Call 207-231 9661 

USA Call 866.235-0953 
Canada Call 450-227-3818 

visit www.buzzaudio.com and read what our users say 

Soundnideo 
contractor 

keeps you in the loop. 

48/1/C Extra 
is the electronic 
bi-monthly newsletter dedicated to 
helping you maximize your business 
profits, reduce follow-up/service calls, 
and improve installation techniques 
with every e-issue. 

Don't Miss another issue! 

Subscribe Today at 

Wvvvv.›vtOrliu 

se N. 

Hm2E° 
HAMMER 

A Designs 

eco. 

CHANNEL 1 cv, .. • 
CHAH 

THE NEW A DESIGNS HAMMER EQ 
A HYBRID TUBE DESIGN LIKE NO OTHER 

MAKES EVERYTHING SOUND SETTER 

DEMO BOTH 
TODAY! 

this and much more available 
from your pro audio experts: 

sol)nd dre 
BEST GEAR BEST PRICES BEST ADVICE 

www.soundpure.com / sales@soundpure.com 
call toll free 888.528.9703 

Taft kdlo °ems 5iemeLm.‘ 

Chat-4,0* 

Pro ToolsIHD c i 

GilPnth.I.nn -Sebatron- „le 

mum' 

eere/g4,er VIArrrc5-1 dynauclio sCH2e- e> " " s...‘ 

Gefell 
g LAvRy FOtAL s.‘ 

"What a stunning 

microphone, the 

build quality is 
amazing. You've 
gotta hear it to 

believe it!" 
-Chuck Ainlay 

THE PELUSO 2247 SE STEEL TUBE 
NOTHING SOUNDS LIKE A STEEL TUBE 
GORGEOUS SOUND, ENDLESS VALUE 
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JOSEPHSON ENGINEERING C700A 

"... clear, realistic, noise-free and 

quite neutral without a hyped 

high end or midrange. 

allows you to explore and 

experiment with mic patterns and 

the subsequent shift in tune, after 

the recording, during the mix." 

- Barry Rudolph, Mix magazine 

CD & DVD Replication g‹ )0 Full Retail Ready Packages State of the Art A / V Facilities 

Mastering • Editing • Authoring 

Progressive Award-winning Art Department 
Media & Music The Best Customer Service 

FREE T-Shirt from your album art with CD package 
www.progressivecds.com 

Toll Free: (800)421-8273 
THERE'S A REASON WE'VE BEEN HERE 29 YEARS! 
‘ , 

rleecap 

'Plug Into Reality'' 

Mercury IEQ-P1 
Prdgram Equalize' ri 

Built in Hayward. CA USA; 
_ 

rviercury Recoràing Equiriment Co - (510)‘15&-1-3817 

"Built to be tough... but the EQ-Pl prefers to 

be a lover not a fighter, Smooth and Silky" 

1111 

til 

POWER 

Mercin/RecOrdIngEqpipment com 

IN-HOUSE CD • DVD • VINYL MANUFACTURING 

300p fa: $775.00 Includes: Ira/or booklet 8 I color CD label from print- ready 
film, jewelbox, shrinkwrap 

Includes: 4-color booklet 8 

1000 PaCekaDoe: IS 1199.00 2-color CD label from supplied 
artwork jewelbox shronkwrop 

D.J. 1 2" VINYL PROMO 
1 00 1 2" VINYL S799.00 Additional LP's: $ 1.30 each 

500 12" VINYL $1,279.00 REORDER $710.00 
1 000 12" VINYL $1,889.00 REORDER - 51319.00 
PA(KAGES INCLUDE WHITE JA(KEiro HOLE • MASTERING • f ULL PRO(ESSING • 
TEST PRESSINGS • 2-(OLOR LABELS (stock begroundI• SHRINKWRAP • WO TURN AROUND 

RAIN BO RECORDS u .ANUFACIt ('WM( v/s4 
8960 lion Ave., Canoga Park, CA 91304 • 1818/ 280 - 1100 =-Fax: (818) 280-1101 • ..n.rai nhorecords.com • into@rainborccords.com 

1,1 I Read Watch Liste'. 

Go to 

to become an exclusive member today and get 
the best information about music production 

technology and recording! 

Lai A 
1,1101VISOINI 

ND PRESENT 

PERSONAL STUDIO SERIES 

Featuring Steinberg Cubase 
Electronic Musician magazine 

and Thomson Course 

Technology PTR have joined 

forces again to create the second 

volume in their Personal Studio 

Series, Mastering Steinberg's 

Cubase. 

Edited and produced by the 

staff of Electronic Musician, 

this special issue is not only a 

must-read for users of Cubasen^ 

software, but it also delivers 

essential information 

for anyone recording/ 

producing music in a 
personal- studio. 

Order your copy today! 

More than 90 pages of tutorials! 

MASTERING 
CUBASE 

zenzeiu,, „ 
- 

- "imam 

rélriON111, :room EWES 

. ••"' 

s090.1,0 

ca+  ••• s•• 

.>" jeeeZ.., 
era 

Pm. eV. lb.: Axe* 

MIXt1.3:10— OKS 

To order the Personal Studio Series, 

Mastering Cubase,., or any of our other 

publications, please visit www.mixbooks. 

corn, or find it on newsstands wherever 

EM is sold. 
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SUCCEED IN MUSIC WITH 
THIS RE. SEMINAR DVD. 

Contact us today and we'll send you our 
FREE Seminar DVD Achieving Success 
With Your Music. It's full of hard-hitting 
tips on marketing, A&R, and more - only 
from Disc Makers. 

Call us at (866) 677-7912 or visit 

www.discmakers.comfmix to get yours today. 

DISC MAKERS® 

SENNHEISER ew300IEMG2 Wireless In- Ear Monitor System 

Your snarl source for Senrmeiser & more: 

PRail .1.][•] 
smart ir.Jnd splutions 

www.proaudio.com 
or call: 800-433-2105 

CLASSIFIED ADVERTISING: 
Get your company's name into the minds of thousands of customers! 

woreremixmag.com 

emclass@rtatoN.com 
wvax.emusician.com 

al 

emclass@ruinoa.com 
www.emusician.com 

MiXClaSS@PENTON.C3M 

www.mixonline.com 

<le . LIVE 

XClaS.S@PENTON.COM 

www.mixonline.com 

DESIGN 

SET 

WY. I,uprlpç,gflflflhiflp 1"1". 

rernaiclass@p NTON.COM 
wwiv.remiznag.com 

www.liyedesignonline.com 

For classified advertising 
rates and deadlines call: 

(800) 544-5530 

www.mixonline.com • March 2008, MIX 133 



MARKETPLACE 

www.AtlasProAudio.com 
US Toll Free 1.866.235.0953 
Open 'til Midnight EST - 7 days 

ME NOW SHIPPING!! 

JUGGERNAUT 
The NEW all Discrete Liciss A swilcnable input transfomer 
microphone preamp for the modular 500 series format 

FEATURES INCLUDE: 

Fully Class A & Discrete Design 

Switchable custom input transfomer - Iron or Nickel 

Custom Iron core output transformer 
(optional nickel output available) 

Eirik 

Purple Audio 

Ada. 

111 
9 f. 

o 
--

Great River 

è11101 

Peluso Mics 

Telefunken USA 

Variable mic input impedance ranging from 300 ohms to 10k 
(works like a tone knob!) 

All Potentiometers on high quality detented Alps brand 
(approx 1db steps on gain) 

AEA 

Buzz Audio 

Wunder Audio 

;Mil MR 

Lavry Digital 

Over 8o brands of NEW gear! 
mks - Preamps - EQs - Compressors 
AID Converters - PlugIns - Speakers 

Gain range from 6db to 70db - perfect for ribbons 

+THD is 10db pad on OUTPUT 

Boost/Low input gain function to allow for modern hot output mics 

on high SPL sources(without the tonal degredation of an input pad) 

Mute button (Auto mute when switching input transformer) 

Heavy duty fluted metal knobs 

Multicolor LED's on buttons for on off functions 

,41.111,1114e" 

Also from Atlas Pro Audio 

The Revolver Rack 
2 Slot 500 series rack 
400 mA internal supply 

See our website for details 
and special hundle pricing 

(shown left with double 
width Buzz Audio Essence) 

The Ultimate Portable Rack 
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CLASSIFIEDS 
MIXClasstfied Ads are the easiest and most economical means to reach a intwrfor iota product or service. The class (lied 

pages of Mix supe our readers with a taluable shopping matizeelace We suggest Jon Mg wisely: mall-order consumers 

have nets, and sellers must come with the Federal Trade Commission, as ¡MI as tarions state laws. Mix shall not he 

liable for the contents of advertisements. For complete information on prices and deadlines, call (800) 544-5530. 

Acoustic Products 

Standard & Custom Size 

Rooms Up To 16" x 16' 

www.vocalbooth.com 

Toll F 

Intomintion@vocal000tn.com 

LWJsperRoi INC 

SOUND ISOLATION ENQOSURES 

Celebrating over 17 years of 

reducing sound to a Whisper! 

Recording, Broadcasting, Practicing 

19 Sizes and 2 Levels of Isolation Mailable 

New! Sound Wave Deflection System 
(Change parallel walls to- non-parallel) 

Immediate Shipping! 

www.whisperroom.com 

PH: 423-585-5827 FX: 423-585-5831 

REALTRAPS's 
High-Performance Acoustic Treatment 

Rave Reviews From Top Pros 
  The room is so much flatter and true, the peaks and nulls 

remarkably smoothed out, mixing there is now sonically 
accurate and a real pleasure. REALTRAPs eliminated the 
guess work in getting my mix room acoust.cally correct 
We are really happy about how well the roam is non; 
translating both to other top mix rooms in NYC and also 
mastering. -- Tony Maserak mixer for Black Eyed Peas, ,k)' 
Legend Manah Carey, Destiny's Child, R. Kelly, Jennifi 
Lopez Jessica Simpson Ttioac 

Please visit our web site for a wealth of product 
information, demo videos, and some of the clearest 
explanations of room acoustics you'll find anywhere. 

866-732-5872 www.REALTRAPScom 

111— SI1/4 EAT 
58 Nonotuck St., Northampton, MA 01062 
info: 14131584-7944 Fax:14131584-2M 

ORDER: 800-583-7174 
Acousticore Fabric Panels • 

Sound Barrier • Isolation Hanger!: 

Tube Traps • Silence Wallcovering 

WhisperWedge • ProFoam • Clearsci, 

• Hushfoam • R.P.G. Diffusors._ 

Sones • Sound Quilt • More i 

www.silentsource.co . 

inforrsilentsource.corni 
QUALITY• PRICED RIGHT • INTEGRITY 

RP13 AcounricTooLie 
PROVEN, AreowomoLe Room 801.1.ITIONID 

imam Tog MUSIC INowerwv•s LCADINo 

ACOUSTICAL INNOVATOR. 

WWW.RPOUNICI.CONI/PROAUDIO 

_ 

ei(in tklE 1:311_11 
ORDER 800-833A554 (or) 541-947-2602 

e stem n cture and Shi Wolichede 

Sound Isolation Booths 
And 

Sound Control Products 
8e Proessional, 8 the Best! 

, we"vimekacoustics.com, 

Sound Control 
_IY ACOUSTICAL 

, 

1" Noise Reductionl 

Products 

Call 

(888) 529-9220 Freecataloj 
www.AcousticalSolutions.net 

LACOUSTIC 
Design 

Consulting 
Products 

—.soundcontrolroom. 
toll free 866-7881238 

Cables 

"harmonically 

Custom Cables 
Made to Order 

Canare•Neutrik.Mogami 

Instrument/Microphone 
Neumann Tube Mk Cable. 

5147 NUM 5119 

860-667-7747 
www.uoscalemuslc.com 

Transparent" Complete Satisfaction 

MIXIIlEpoks 
Portal to our latest titles like 

[M's Personal Studio Series 

Mastering Cubase, coveted Remix 

Hotel t-shirts, Mix Master Directory 
publications and more. 

www.mixonline.comImixboolu 

AcousticsFirst 
TFC. 888-765-2900 

Full product line for sound 

control and noise elimination_ 
Welx http://www.acousticsfirstcom 

Cases Covers 

UNDER COVER 
Custom Covers and Bales 

Speaker Cabinets / Consoles 
Anything! 

www.undercovernyc.com 
917 237 1535 

Get your gear tinder Cover! 

Sign up for the 

REMIX HOTEL 

Newsletter 

www.remixhotel.com 
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Employment 

Music Instruments& Pro Audio 

Sales Engineer 
Sweetwater has an immediate opening on our award-winning sales force. 

We are seeking an individual with a strong background in audio and high 

professional standards. Your responsibilities would include building and 

maintaining long-term relationships with Sweetwater clients, selling pro 

audio equipment to the professional, educational, and consumer market, 

and staying on the cutting edge of product knowledge and current 

technology. If you love a challenge, are passionate about gear, and enjoy 

selling, visit our online career center today! 

Successful candidates must possess the following skills: 
• A firm understanding of and passion for audio and music 
technology 

• Excellent communication skills, both written and verbal 
• Self-starter and team player with a great work ethic 

• Professional and principled approach to business 

• A strong will to succeed and commitment to excellence 

• An orientation and desire toward a long-term career 

Excellent Benefits & Perks: 
• Best income potential in the industry 

• 401(k), profit-sharing program, health & dental insurance 

• On-site health club, restaurant, hair stylist, and more 
• Employee purchase plan (buy gear at cost!) 

• A whole lot more... 

VISIT: 
www.sweetwater.comicareers 

CALL: 

1-800-222-4700 
Jeff McDonald x1052 

• • • 

••• RECRUIT > RETAIN > EXPLORE 
It's so much more than a job bank. 

Entertainment Technology's JOBzone brings you the 

most user-friendly, network-wide online job bank that 

is exclusively dedicated to serving professionals in the 

Audio, Video, Broadcast, System Integration, Lighting, 

and Performance industries. 

Start your search today. Hit the JOBzone 
link at any of our magazine websites: 

emusician.com I remixmag.com I mixonline.com 

...svconline.com I livedesign.com I digitalcontentproducer.com 

Top commercials Dffline 
editing shop seeks 

brilliant mixer for in-house 
studio. Five plus editors and 
. in-house designer feed you 
[ creative projects for on-air 
i finishing. Must be good with 
. dialogue mixing, A3RNO 
i. recording, problem solving, 
Pand have experience mixing 
Efor TV/irternet. Some sound t 
1) design also possible. 
ro-tools room with %.o booth, 
and space for foley. Possible 
upgrade to 5:1 capuility in 

the near furture. 

Email resume to 
biz@mackcuLcom 

 4/111001101 

exchange 

SEARCH. RECRUIT. COLLABORATE. NOW. 

Reel-Exchange is a professional business 
to business community that connects you 

with the industry's best film and video 

professionals - whether you're looking for 
freelance talent to handle a given project 

a full-time employee with a specific skillset, 
or a collaborator for your next production 

Seek out and view demo reels and profile 
information for freelancers, companies or 
collaborators based on geographic location, 
discipline, equipment/format, project 
credits, and more. They're here. Now. 

[ Nil X WeeingERGioen 

Sign up to receive the FREE Mix 

e-mail newsletter! 

I Watch Listen 

Go to 

lewaudioinsidernet 
to become an exclusive 

member today and get 

the best information about 

music production 

technology and recording! 
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The Vintech X73i! 
"I used five X73i's and one X81 to record all of 
Carlos Santana's guitar tracks for both the 

'Shaman' and 'All that I am' albums." Jim Gaines 
Engineer for Carlos Santana, Stevie Ray Vaughn 

odyssey 
EMI SOUND 

Your Source for the Finest New & Pre-Owni) 
Recording Equipment Anywhere 

-4 
911111 

API I AEA I CHANDLER I MANLEY I DPA & MUCH, MUCH MORE! 

VISIT OUR NEW WEBSITE AT 
WWW.ODYSSEYPROSOUND.0 

TOLL FREE: 1 800 249 1821 
tel: + 1 ( 9 7 8) 744-2 0 0 1 fax: + 1 ( 9 7 8) 744 

NEW & VINTAGE MICS 

FROM RUSSIA 

1 TEL/FAX: 007-495-9115565 

E-mail: aeg210268emtu-netru 

www.valvemics.webzonexu/ 

vintageking 
Our product lines range from vintage classics and esoteric rarities 

to exciting new boutique gear, many of which are exclusively 
available from Vintage King We offer a full warranty and a staff 
of experienced engineers and technicians bringing you friendly 

and unparalleled service 

More high end, boutique audio manufacturers have given then 
exclusive trust to Vintage King than any other dealer. 

...Shouldn't you'? 

'kingcom 

The Vintech X73 
"I use the X73 for recording Patti Scialfa and 
Bruce Springsteen in their home studio." Toby 

Scott, Engineer for Bruce Springsteen 

Keep your headphones 
convenient and safe. 
Clamps to music stand 

or mic stand. 

888-629-5960 'Se 

www.stedmancorp.com 

- ..?;;;-::-̀  •-t3e, - .-:- , 

MARQUETTE 
AUDIO LABS 

VINTECH AUDIO 
CLASS A MIC PREAMPS MADE WITH 

MOB 
NEVE— 1272 COMPONENTS 

www.vintech-audio.com 
call toll free: 1•877.4-mic-pre 

buzzaudio 

the future O4-, 
great recordings 
visit vnwi.buzzaudio.com to begin... 

EN.1 -1— EFZIPRISES 

BAE 1272 repro 

•#. - • • Witte 

Single  w/ps: $1139 l Two-Channel w/ps: $ 1859 

BAE 1073 repro 

473999 , 
Single w/ps: $2550 Two-Channel w/ps: $4900 

14300 Hortense Street • Sherman Oaks, CA 91423 
(tel) 818-784-2046 • 818-784-0750 (fax) 

HI • 114/1.4 .2()()S. \ I I \ 137 



CLASSIFIEDS 

Equipment for Sale 

sopc1 pyre 
GEAR PRICES ADVICE 
www.soundpure.com 
sales@soundpure.com 
toll free 888.5289703 

ood? 
Absolutely not, 

- — 
PYRàMID 
SPEAKERS 

Furniture 

JOSEPHSON ENGINEERING 

C700A 
Two-capsule condenser microphone 

Variable pattern 

For Vocals, spot and far-field pickup. IIII josephson.com 

N I-2 Vacuum I iil,e'Ile 

www.dwfearn.com 

ri 41 

D.W. FEARN É 

Studio Transformati 
800.315.0878 

furniture 

- 

ree-

›•••ARGOSY' 
www.argosyconsole.com 

Instruction 

ABE RECORDING ENGINEER 
774JISI /Or Ea y Home•Study pr ctleal 

training In SI III. aca flee rd. 
ing Join our su nastul w 
ing graduates r Dull y u. 
ow studio Career pul a ce. 
o, Ion", Reolst ed S h ol. 

www.eudIcenebtute.com 

FSEL INF O. 

Eâ.'audio Insdiuie 
of %merle. 

814 46111. Are. San Francisco, CA 94121 

WWW. 

LIVEDESIGNONLINE 

.COM 

NA:;-rfsirIG 

Mastering 

Fumilt Offering the 
finest facilities 
for all your 
audio needs, 
restoration, 5.1 
conversion, filin 

www.highfidelitymastering.com 

MASTERING 
MIXING & RECORDING 

STUDIO VMR 
708.267.2198 studiovmr.com 

MASTERING 
Guaranteed to give you 
that "Big Label" sound. 

$4,ir0 A e 
COMplcie 

. lhum De 

pi 1-800-692-1210 
located .n New York .. ServIng the US.... Since 1989 

www.musiehousemastering.com 

Professional Mixing 
and Mastering Services 

Nathan Eldred 

www.AtlasRecording.com 
US Toll Free 1.866.235.0953 

DRT Mastering 
the Analog Sperm:On/ 

You will have the fat, slammirr 
major-label sound that sells discs. 

Or the work is free... 
Custom gear. 1st-class results. Free broch 
800-884-2576 Yeenv .d r tm aster ing .com 

.com 

C2=1111111'""111116 
Start Selling Single-Song Downloads! 

We'll set up a dedicated page for you with full preview, 
purchase, and download capabilities. Call for your free 

internet starter kit. 

877.828.3886 or visit us online at NoisyPlanetNet 

'ir WAIT TO PLACE YOUR AD IN THE 
CLASSIFIED SECTION! 

_ 
I For details, contact the MIX Classified Department 

at (800) 544-5530. 

arni 

New Y° D-le-

iitlante 
àmt"•,e-kes Los 

Las lieges 
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CLASSIFIEDS 

Software 

Sound&Video 
contractor 

For the lastest news and 
technology check out 

Sound & Video 
Contractor at 

www.svconline.com 

Applications, Tools, and 
Technology for Systems 

Integration 

Records 'Tapes CD Sevices 

NEED CDs? THE CHOICE IS CRYSTALCLEAR 
DISC REO TREE 

CHECK OUT OUR CURRENT SPECIALS! 

1000 CDs • $ 999 (COMPUTE RETAIL ADY) 1000 DVDs • $ 1499 E(ORIPLIlf REUEL READY) 
1000 PROMO CD PACK • 5599 SOO DVDs • $ 999 IEDREPERIR Enna IRREOYE 

WWW.CRYSTALCLEAR OS.COM 1-800-88 0-0073 

(
*---- CD & DVD 4( 4 Duplication 

Progressive 
e&•,1.8.m.,,c and much more, 

www.progressivecds.com 
Toll Free: 800)421-8273 

THERE'S A REASON WE'VE BEEN HERE 29 YEARS! 

www.yourmusiconcd.com 

co e cm PiÉsea99 

100 FULL COLOR CDR PACKAGE $169 

1000 FULL »UDR RACKAG 
100 BULK DVDRS - 599 
100 BASIC DVDRS - 5110 
1000 FULL PACKAGE DVDRS - 51199 

ENTERTAINMENT TECHNOLOGY 

Studio Works 
Scheduling/Accounting Software 

Free Trial 

www.swsecom 

sweet,estudial 

Studio Management Software 
www.studiosuite.com 

See our ad in MarketPlace 

THE ESSENTIAL GUIDE FOR 
DESKTOP MUSIC PRODUCTION 

- O IK 

To order Computer Music 
Product Guide, or any of our 
other publications, please 
visit www.mixbooks.com, 
or find it on newsstands wherever 
Electronic Musician is sold. 

Reach more than 1.1 million web visitors! 

The Entertainment eClassifieds are the user friendly, affordable way to 

connect buyers, sellers, job seeker and employers. 

eClassifieds 

Ad Sections 

Li= 

malmEA4 1111   

• Immediate response Sell your gear to an 

interested market 

• Post items yourself, anytime with 

sel'-service tool 

• Include a photo, audio or video file 

• Power searci capabilties 

eCiassifieds are your one-stop shop for reaching web 
vistors of: www.emusician.com • www.remixmag.com 

www.svconline.com 

Find what you need, sell what you don't! 

www.mixonline.com/eMarketplace 
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Configure the MOTU Studio 
that's perfect for you 

Start with Digital Performer, a Mac 

Pro and a MOTU FireWire I/O, then 

add the latest desktop studio gear 

8-Core Mac Pro Tower 
The fastest, most powerful Mac ever 
Why skimp? Treat yourself and your entire MOTU studio to 

the absolute fastest Mac ever. Make no mistake: these 

machines eat dozens of tracks, plug-ins and virtual instruments 

for lunch. Make DP5 and all your software truly sing. 

• 
— — s 

, 
• '• -'-- •  '•••• - 

e _ 

Waves API Collection 
Authorized by API 

Developed with Automated Processes Incorporated, the 

API Collection features four precision processors based on 

renowned API modules used by engineers worldwide on 

countless hit records. Put authentic API in your MOTU studio. 

R 

:••••••• 

MOTU 8pre 
Eight mic inputs via FireWire 

Record 8 mic inputs at a time via FireWire directly into your 

computer, or connect the 8pre to an existing optical-equipped 

interface or mixer to add an addition 8 mic inputs. Either way, 

you get clean, pristine sound at a great price. 

COMPRESSOR 

.2 3 « 0 .2 .! 1 

.1. n .40 a°. le . 1.  n.2 

•11 .•12.00. 30 1.11 CO.00. 

•10 

THRESH ATTACH RATO RELEASE 

TONE 

• Fe. 

KNEE TYPE 

MEW 
DP , MP 

l• 

.200 • :700 

.• lie 

SM0 1* 

RELEAS« 

UNK 

s. 2. 

LIO ••• 

100 

SHAPE UNLINK 

Off 

OUTP.P 

0 

.24 424 

2500 
oMPRESs, , 

wwvv.sweetwater.corn 



Focusrite Liquid Mix 
60 vintage EQ/compression plug-ins 
Imagine having 40 classic compressors and 20 timeless EQs 

seamlessly integrated into your DP mix with the DSP power 

handled by the Liquid Mix. Tens of thousands of dollars of vintage 

and modern classic gear, faithfully reproduced, is now yours! 

Aterly..LiT.a4Jsx. 

Music Instruments & Pro Audio 

TC PowerCore X8 
TC effects with double the DSP 
Apply legendary TC effects, including new proccessing 

previously only available in the renowned System 6000, 

to your Digital Performer mix with no drain on your Mac. 

Unsurpassed quality for the most demanding requirements. 

511111101111111i11111111111niums 
Mil!ifilIMI111111111111111r 

IK Multimedia Stompl0 
Ultimate Guitar/F3ass Anlp/Fx System 
AmpliTube brings thousands of authentic guitar tones and 

effects to your Digital Performer mix. Now control it with 

the on-stage feel and responsive touch of a hardware floor 

processor, without even looking at the computer! StomplO" 

includes the full versions of AmpliTube® 2, AmpliTube Jimi 

Hendrix'', AmpliTube Metal, Ampege SVX, and the new 

AmpliTube X-GEAR (for complete access to all of the 

"Powered by AmpliTube" gear within one interface for an 

astounding number of analog amp and effects models). 

USS FLOOR CONTROLLER • ACOI0 0 ¡ D L O 

(800) 222-4700 



Novation ReMOTE SL COMPACT 
Intelligent controller with Automap 
Enjoy preprogrammed and intelligent control of Digital 

Performer and other popular audio software and plug-ins. 

No setup required. Feel inspired by 2 octaves of professional, 

semi-weighted keys with aftertouch (also available in 4 octaves). 

KOMPLETE 5 

• .. : : ... 
....... . • ..... 

Shure KSM 44 
Multi-pattern condenser mic 

The flagship of the KSM line — and the new must-have mic 

for any MOTU studio. The KSM 44 has extended frequency 

response specially tailored for critical studio vocal tracking. 

Includes flexible polar patterns: cardioid, omni & bidirectional. 

MU@ • ±, 
• • 

t_ 

c73 a a (1 

11111111“11 
1.410111 at. COMPA, 

11111111111 
111111111111F 

ILL11111111 
NI KOMPLETE 5 and KORE 2 

Legendary VI's with hands-on control 
For DP5 users who want it all: 11 legendary instruments 

including KONTAKT 3 and the award-winning MASSIVE, 

combined with instant hands-on control. Choose from 7,500 

presets in seconds and instantly tweak with real knobs. 

Master Perfertran Su.te  

a uto.eu.2.112—....... 

Bias Master Perfection Suite 
Mastering at its finest 

Six stunning new plug-ins for Digital Performer: unparalleled 

spectral matching, linear-phase multi-band dynamics psocessing, 

super natural pitch correction/transposition, comprehensive 

analysis, 10-band paragraphic mastering EQ and high-quality 

gating — all at a breakthrough price. 

www.sweetwatencom  MOTU 



Configure the MOTU Studio that's perfect for you 

Mackie HR824mk2 
Active studio reference monitors 

Mackie Control Universal Pro 
Automated control surface 

These high-resolution monitors sound as smooth as they look. 

The new Zero Edge 3affleTM minimizes diffraction for a crystal 

clear image and controls sound waves for wide, even dispersion. 

Acoustic Space, LF roll-off and HF controls let you tailor the 

sound to suit your MOTU studio space — and your taste. 

The ultimate hands-on control for Digital Performer. Nine 

motorized, touch-sensitive Penny + Giles faders, eight V-Pots 

and more than 50 master buttons let you tweak to your heart's 

content. Apply the included custom overlay for Digital 

Performer for dedicated labeling of DP-specific functions. 

Presonus Central Station 
Control room monitoring with remote 
The missing link between your MOTU recording interface, studio 

monitors, input sources and the artist. Monitor from among 5 sets 

of stereo inputs (3 anaiog and 2 digital) and manage your sessions 

with hands-on control room features like talkback and listenback. 

00,1.114LLIPATIONMS110« 

(800) 222-4700 
Music lostrumunts & 'ru Audio 
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Akai MPC Series 

Production Techniques in the Studio, at the Gig 

A
driving force in hip-hop production, 

Alcai's MPC music production cen-

ter/drum machine has been used in 

all types of recordings, having crossed over 

to many musical genres and become a main 

instrument in live performances. In most 

studios, you'll find MPC units ranging florin 

the original MPC60 to the compact MPC500 

and up through the latest MPC5000. Here 

are some of my tips and tricks from years of 

using the various types of MPCs. 

COMPATIBLE PROGRAMS 

If you use several MPC drum machines and 

want to exchange files, or you want to share 

files with other MPC users, here's a quick, 

easy method. Before beginning this process, 

save your drum kits and sounds in a program 

(PGM). Now, let's say you're working on the 

MPC4000 and want to bring your programs, 

sounds and samples into the MPC500. Con-

nect both units to the computer via USB 

cables. The MPC4000 comes pre-installed 

with a program called ak.Sys, which provides 

access to its hard drive while it's mounted 

on the computer. Once the MPC500 is con-

nected to the computer through the USB 

cable, it mounts to the computer desktop as 

a separate hard drive. The MPC500 reads files 

through its Compact Flash card memory slot. 

With both units mounted on the computer's 

desktop, you should now be able to drag-

and-drop files from the MPC4000's ak.Sys 

system to the MPC500 that's mounted on the 

computer. You can also use this configuration 

for the MPC1000 and the MPC2500, which 

also have optional hard drives that can be 

mounted for gaining access. 

ZIPPING WAV SOUNDS 

ou can import sounds into the MPC2000 us-

ing a 100MB or 250MB Zip disk. The newer 

MPC1000 and MPC2500 models can store 

files on a Compact Flash card or internal hard 

drive, or read directly from a DVD drive. To 

drag-and-drop WAV files from my computer 

to an MPC2000, I usually connect a USB Zip 

drive to my computer and hook up a sec-

ond Zip drive to the drum machine's SCSI 

port. With the USB Zip drive connected to 

my computer and the Zip disk inserted, I can 

search my sound libraries for WAV files. After-

ward, I take the same mounted 

Zip disk from the computer, 

insert it into the MPC2000 and 

load my WAV sounds. Working 

from the MPC2500, I can load 

sounds directly from a DVD 

without mounting anything to 

my computer. This unit is the 

only model that has a CD/DVD-

ROM drive. 

BEGIN THE SEQUENCE 

The MPC is a pattern-based se-

quencer. On power-up, the de-

fault setting for a basic pattern 

is usually 16th notes that are 

quantized within the 4/4 time 

signature. If you're trying to take 

your track and beat to the next 

level when sequencing with the 

MPC, then adjust the time signa-

ture, which changes the flow of 

how I begin a pattern. By doing 

this, you'll notice a difference in 

the way that the beat, rhythms 

and patterns swing 

Producer/writer Stoni with all of her MPC units 

THE LINEAR RECORDING APPROACH 

Most MPC users are familiar with creating 

one pattern at a time and then making pat-

tern-based songs, but here's a way to make 

the MPC have a more linear recording feel 

when putting your music together. Start this 

process by going into Song mode to insert 

all of your created patterns into one song. 

While in Song mode, use the Convert fea-

ture to transform this song into a pattern. 

Once the song has become a pattern, you 

can add instruments and tracks, and play 

straight through this same pattern—which 

is really your song, but in a style that gives 

you a feel for linear recording. 

OUT ON THE ROAD 

For live performance, I prefer my MPC2500, 

which can create a patch phrase of my track. 

I start by making a beat using the MPC2500 

and then sample the beat back into the same 

drum machine to create a patch phrase of 

my track. So rather than create pre-recorded 

sequences to perform with, I can shoot all 

of my original compositions directly from the 

MPC2500 by simply tapping on the pads. 

To do this, first create your sequences. 

Now press Mode/Record, and with the input 

indicator set to Main Out, press Play. Once 

you've completed this, you won't see any au-

dio levels, but when you press the F6 pad 

['loin within the Record page and then press 

Play/Start, you'll begin ieviirding all of the 

audio from your pattern. Press Stop, name 

the sample, assign it to a pad, hit Mode/Trim, 

scroll to find the "named sample" you just 

created and edit the sample to your liking. Af-

ter editing, select Chop (the F5 pad) from the 

screen and hit Do It. Now the sample should 

be chopped into different regions. From that 

same page, Convert (F4 pad) your "named 

sample" into a patch phrase. Here, you can 

also change the patch phrase's tempo by 

pressing Do It (F5 pad) from the screen. Your 

patch phrase is completed. Go back to your 

main screen and assign that "named sample" 

to a pad so that you can easily trigger your 

sample in a live performance. 

Stoni Ls a hip-hop producer and music tech-

nologist based in New York Ci). Visit her at 

www.stonisndz.com. 
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'TN TEARS or AIJOIO INNOVATION 

Ten Good Reasons Why Lynx 
Aurora Converters are the Tools _ 
to add to your Pieo Recording System. --.4,411,040t 

Well, maybe 11. 

As an owner of a professional recording system, you have made a significant investment to provide world-class audio 

production for you and your clients. The single most crucial factor is the quality of the converters you choose. In developing 

the Aurora 8 and Aurora 16 converters, we had your needs in mind. We would like to point out 10, 11, maybe more reasons 

why Lynx is a great choice for you. 

Of course we can't give you all of these reasons in this ad. But, here is just one... 

Reason #1 Aurora 16 offers 32 simultaneous channels - sixteen channels of analog I/O and sixteen channels of digital I/O 

at sample rates up to 192 kHz. 

Okay, maybe one more... 

Reason #6 The sound / audio quality - Rich, open, transparent. Let yo,..ir ears give it a try. 

So whether you are just starting out, adding channels or upgrading the system, 

you'll have good reason to try out Lynx Aurora converters. 

STUDIO 
To see the entire list, please go to iittp://wuwalynxsturlio.com/lOreasons. TECHNOLOGY 

e Lynx Studio Technology Inc. All rights reserved. 



Introducing the 

4:1128mk3 

• Comprehensive audio VO — 28 inputs and 

30 outputs on balanced TRS analog, ADAT, 

TOSLink and S/PDIF, with XLR main outs. 

• 192 kHz recording— Supports 44.1, 48, 

88.2, 96, 176.4 and 192 kHz sample rates. 

• Digital mixer with effects — 28 input by 

16 bus mixer with on-board DSP effects, 

including reverb with sends, plus EQ and 

compression on every input and output. 

• CueMix FX software — Advanced graphic 

control for on-board mixing and effects with 

tabbed design and peak/RMS metering. 

• Vintage compression — Automatic Gain 

Control faithfully modeled after the legendary 

Teletronix® LA-2A® leveling amplifier. 

• British console EC1— 7-band parametric 

EQ available on every input/output modeled 

after legendary British analog consoles. 

• 60-second reverb — Classic reverb with five 

room types and length up to 60 seconds. 

• Two mic/guitar inputs with pre-amps— True 

hi-Z 1/4" guitar input or low-Z XLR mic input 

with 48V power, pad & precision digital trim. 

• Clip protection — Hardware limiter for mic 

& guitar inputs prevents digital clipping from 

overloaded signals up to + 12 dB over zero. 

• Two banks of optical digital VO — 16 ch of 

ADAT lightpipe, 8 ch of SMUX (96 kHz) or 

stereo TOSLink. Mix and match formats. 

• Stand-alone operation — Adjust mixing and 

effects quickly with intuitive LCD menus. 

• MIDI VO — Connect MIDI gear directly. 

• Includes drivers for Mac and Windows — 

Works with all of your favorite software. 

MOTU 
mot...om 

FireWire audio interface 

with on-board effects and mixing 

CueMix FX on-board digital mixer 

MOTU 
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Reverb Compressor/Leveler 7-band oara EQ Clio protection 

AMÉ 0,Y 

11111111. 
MOW11.11111. 

'0 99. à'îï 

înt 

• 

•••• 

/-
P•à•CS 11•Mit ••••• 

••••• I Cj 
o 

I 

I 

..•••••1 

EQ and dynamics on every input and output channel 

MOTU 
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