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9 digidesign

PRO TOOLS 8

An elegantly redesigned, customizable user interface. Brand-new dedicated
MIDI and Score Editor windows. Five all-new virtual instruments and
dozens of additional effects plug-ins included. integrated, full Elastic
Time and Elastic Pitch manipulation. Streamlined track comping workflows.
Up to 3x more audio tracks supported as standard with Pro Tools LE* and
Pro Tools M-Powered™. New, more affordable surround mixing and sound-
for-picture options. And the list goes on...

Introducing Pro Tools® 8 software—the most comprehensive and inspiring
sound creation and production environment on the planet.

To learn how Pro Tools 8 will inspire your creativity, visit your
local Digidesign reseller, or www.digidesign.com/protools8.

Digidesign, Pro Tools, and Pro Tools ols M-Pav demarks or registered trademarks of Avid Technology. Inc. in the United States
Y e the prerlq ollh?lr?ﬂc Product features, g system requirements are subject to change without notice.
.
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Waves brings you four precision-modeled
plug-ins, based on rare pieces from the studio
of iconic producer/engineer Jack Joseph Puig.

Inclucing

* PuigChild 670/660
Based on the Fairchild 670 compressor

*PuigTec EQP-1A
Based on the Pultec EQP-1A equalizer

*PuigTec MEQ-5
Based on the Pultec MEQ-5 equalizer
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The JJP Collection is available separately, and in Waves Mercury.

Www.waves.com




“l couldn't be without my Royers. | use them on every album project. If it's jazz, it's
on a trumpet or piano. If it's rock, it's on the electric guitar. If it's classical, it's on a
violin or a woodwind instrument. Royer ribbons just seem to work. Most importantly,
the musicians respond positively to their sound, and that's always a major indicator
to me. These mics positively make my job easier and yield tones that the artist is

pleased with.
‘The modern day recording studio is not complete without a pair of Royers.”

Joe Chiccarelli

Producer/Engineer/Mixer

Check out the new Royer Demo CD

Inside The Mix

Listen and order at www.royerlabs.com

Royer Ribbons - Hears Like Your Ears

Handcrafted in Burbank, CA « www.royerlabs.com + 818.847.0121




Get What You Really Need

SONAR

PRODUCER

The Leading Choice in Digital Audio Workstations

» Innovations that matter
» The production tools you want

» The best audio quality in the industry

|

New in version 8: d

f 7 SONARE
- Beatscape Loop Instrument - Dimension Pro - TL-64 Tube . } e
Leveler - TS-64 Transient Shaper - TruePianos Amber Module B
- Integrated Synth Tracks - Guitar Rig 3 LE - Lower latency high
track performance - New Loop Explorer View for Audio & MIDI
+ Channel Tools plug-in - Numerous Workflow Enhancements - More 4 et

Cakewalk SONAR 8 is available tnrough leading music retailers.

by Roland  Visit ww K 1 for more details.




Computers

We offer a stellar selection of both Macintosh and PC
computers. When combined with the audio software and
hardware of your choice, we can even provide a custom
turnkey installation solution for your studio. And did you

know we build our own Creation Station PCs? These
powerful machines are made to suit your studio needs, with
audio-optimized drives, whisper-guiet operation, top-quality
components, and rock-solid reliability. Tower, rack, or
portable, Sweetwater has the right computer for you!

- —

Apple Mac Pro

T T T RIS T TR

.............

Toft Audio ATB-32

L ixer is the nerve center of your operation, and we know you
-' ant the best possible unit for your money. Our knowledgeable
E Engineers are here to help you find the one that's just

r you. We carry an incredible range of mixers from
|in & Heath Mackie, Yamaha, and many, many more.

ALLENAHEATH MACKIE. @ i hdilsps TASCAM

oy ©YAMAHA

Bricasti Design Model 7

Studio Processors e
At Sweetwater, you' | find exactly what you need to create some
of that elusive studic “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, p.us a host of others.

Evertide tcelectronic lexicon dbx @vamana ‘3

Computer Audlo
Production

We know
how
critical it
is to get the best
production from your
studio. That's why
we stock audio
interfaces
from MOTU, M-Audio, and

PreSonus (among many others) as well as fully
featured console-style control surfaces from
several manufacturers, including Digidesign,
Mackie, and Euphonix. Sweetwater’s got the right
hardware for your studio. >

Digidesign
ICON
D-Control

MACKEE. =[uphonix
M-AUDIO MOTU {MPreSonus

1’ digricdesigmn

Universal Audio 6176

Preamps

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.

vntecH (15 PreSonus
€«
Focusrite

Solid State Logic 4 %

www.sweetwater.com
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OEAR STAFFL  SUPPORT PRICES,

Great Gear
Great People
Great Prices
and More!

some of the t
for studk)

We Work Hard to Deliver the

It's more than just great gear at great prices. Count

staff of passionate musicians and engineers to help you ¢

the right instrument or the latest piece of technology. Then rela L
knowing that we stand behind you with the best FREE tech support in -
the business, including SweetCare, Sweetwater’s 24/7 online source for
technical support, user tips, resources, and more.

1-800-222-4700 Sweetwater
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::features Mastering
Mix’s annual mastering issue focuses on the specialized tools and techniques that are
needed at that all-important final stage of music production.

32 40 42

From LP to MP3 €ssay: The Limits Mastering in

BY JANICE BROWN of Compression the Box

Top engineers explore the BY GAVIN LURSSEN BY GEORGE PETERSEN

finer points of mastering Like a good parent, mastering Check out Mix's buyer’s
audio for any format, from vi- engineers need to know the guide to plug-in bundles de-
nyl to tape to high-res digital proper time and place to set signed especially for master-
and beyond. limits. ing applications.

(Volume 32, Number 13) is ©2008 by Pemon Media Inc., 9800 Metcalf Ave., Overland Park, KS 66212. Mix (ISSN 1164-8957} is publishea monthly with an extra issue in Januay. One-year (1 2 issues)
subscription is $35. Canada is $40. All otter international is $50. POSTMASTER: Send address changes ©0 Mix, PO Box 15603, Nerth Holiywood, CA 91615, Pericdicals Postage Paid at Shawnes
Mission, KS and at additional mailing office:s. This publication may not be reproduced or cuoted in whole or n part by printed or electronic means wihout written permission of the publishers. Printed in
the USA. Canadian GST #129597951; Canadian Post Publications Mail agreement No. 40612608. Canada retum address: BleuChip international, P.O. Box 25542, London, ON N6C 6B<
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W ww. . dpamicrophones.com

4099
SERIES

The microphones for professionals

Representing years of research and development, the 4099 series of
condenser microphones feature supercardioid polar patterns for supe- . . .
rior gain-before-feedback. Fully capable of handling extremely high with uncompromising demands

SPLs, - particularly important for trumpet players - these microphones for musical accuracy.
live up to their pedigree with sound as accurate as DPAs other

world-class microphones. \ \ll//
The 4099 Guitar, 4099 Sax, 4099 Trumpet and 4099 Violin are multipurpose

microphones. The mounts for the 40995 are meticulously designed and op- // I \\\
timized for each of the four instrument families, ensuring that the finest pos- l

sible audio reinforcement is achieved when performing live. M CROPHON E S

DPA Microphones, Inc. 2432 North Main St.  Longmont, CO 80501 info@dpamics.com  1-866-DPA-MICS
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The Sound of Neve on Pro Tools LE

UAD Software v5.2 Now RTAS Compatible

TEC Winner

Neve Classic Console Bundle

e
M GATE/EXP LINIT/COMP EQUALISER CUT FILTERS

istic Rioht-0} .“'f"i‘{\

— .

Chorus
%uﬂil’ 1
Chorus
PCuitar 2 s e =<, ,’.", .,. -

80
o
4 . X
- Y ﬂ ’. . .
Dl .u m.(. .., L ®
o
) ' 167 mn \
v
ors

I—'” oFF 19 2=

9] / | -
NS 0 N
it slow
)
-esholddBy  recowry ms attack
9 10 200 804

D UL # vt

@. -®u “ -
3

+*

"
k=it slow [ o I ey
n b,

Mmmlk_.

'llead Cotar 308

s

Neve England partnered exclusively with Universal Audio to bring the globally celebrated sound
of Neve hardware to the digital domain. Like tens of thousands of UAD users, they know that only
UA can model the subtle nuances of every component that create the incomparable sound of Neve.

Neve Powered Plug-ins by Universal Audio: endorsed and authenticated by Neve England.

analog ears | digital minds

UNIVERSAL AUDIO

©2008 Universal Audio, inc. Al rights reserved. Universal Audio, the Universal Audio logo, UAD-2. the UAD-2 logo, “Analog Ears, Digital Minds”, and “Powiered Plug-Ins” are trademarks
or registered trademarks of Universal Audio, Inc. Neve is a registered trademark of AMS Neve Ltd. Pro Tools LE and RTAS are are trademarks or registered trademarks Avid Technology, Inc.




FROM THE €DITOR

P> The Forest and the Trees

recently went to a rock show with a mastering engineer who had worked on

that artist's latest album project. After a great set showcasing the new mate-

rial, the house lights came up and | turned to the engineer, and asked, “How
do you think it sounded?” He laughed, and answered that it sounded "like music.”

What he meant was that after spending endless hours in the studio dissecting and
massaging spectral components, tonal balance, imaging and dynamic nuances, he
could finally sit back, listen and just hear the song. (And in this case, even enjoy it.)

Mastering is often regarded as a black art, a mysterious process requiring highly
specialized listening skills and dedicated tools. But mastering is also a paradox in per-
spective, requiring a holistic approach to surgically fine-tune minute details.

One might liken it to a tailor eyeing a swath of fabric, yet at the same time scruti-
nizing stray threads and snags; or a digital illustrator applying overall color and texture
enhancements, yet zooming down to make adjustments at the pixel level.

It may seem counterintuitive to a musician (and most mastering engineers are mu-
sicians) that mastering requires a certain amount of detachment from the
material. (That same engineer told me that whenever clients ask whether he
likes their music, he has to explain that it doesn't matter whether he does
or not.) But this is certainly not to say that the craft is devoid of passion or
Creativity; mastering engineers bring a unique point of view to the creative
production process—instead of focusing on the lyrics or the hook, they take
the right-brain approach right down to the granular level.

All music tells a story, and that message is conveyed not just through
words and melody, but through sonic context, and everyone in the recording
process—from tracking to mixing to mastering—contributes something to that mes-
sage. We all serve the song.

Mastering, of course, is about so much more than golden ears. tn “From LP to

MP3” (page 32), we examine the mastering engineer’s expanding role in preparing
music for multiple release formats.

We take a closer look at specialty mastering tools with our “Mastering in the Box”
feature on available plug-in bundles for the task on page 42. For a look at the business
side, in “Sessions” our roving reporters check in on the regional mastering scene in
major cities across the U.S. And check out our Website (www.mixonline.com) for exclu-
sive Web-only tutorials on the mastering art.

We've all agreed that enough is enough, yet these days a discussion of mastering
just wouldn't seem complete without mentioning the ongoing “loudness wars.” In
“Setting Limits on Compression” (page 40), we bring you one mastering engineer’s
inspiring perspective on this all-too-familiar topic.

How do you tell the musical story? Let us know at mixeditorial@mixonline.com.

Sarah Jones
Editor
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SHIPPING NOW! |
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: 'Stemberg gives me everything | could ever want
\ InteQr‘atlon Controller for working with audio and MIDI instruments."”
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A Unique System That's So Much
More Than the Sum of its Parts

Zero latency True Integrated Monitoring™ « DSP-powered FX that include eight Sweet Spot Morphing
Channel Strips and one REV-X reverb available during tracking or mixing s 8 discrete Class A analogue
‘D-Pre’ mic preamps = Integrated user interface allowing direct access within Cubase without any
need for external windows or applications = Cubase Al4 software for hassle-free recording = Dedicated
controller for all Cubase channel settings = Pius much more

Visit www.steinbergnorthamerica.com for detailed information. e
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INTRODUCING THE
Studiophile DSM Studio Monitors

The Studiophile® DSM1 and DSM2 studio monitors represent a strategic collaboration between M-Audio and Digidesign. M-Audio’s heritage
spans 20 years of award-winning innovation and the best-selling reference monitors in the United States. Digidesign's legacy includes
the industry-standard Pro Tools® high-end audio production systems with DSP technology. As sister Avid® companies, our engineering
teams combined forces to deliver uncompromising acoustic performance with flexible DSP-based EQ controls. The end result is a line of
technologically advanced monitors with a sound you can trust—ideal for a broad array of creative and professional environments.

* co-developed by M-Audio and Digidesign
* DSP-based EQ controls

« digital crossover technology
« digital inputs up to 24-bit/192kHz
* anodized aluminum-cone LF drivers
* 1” Teteron soft fabric HF driver
* 180-watt Class D bi-amplification

> GET M-POWERED

M-AUDIO | 2>

www.m-audio.com years
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Setting a Standard

1 wanted to comment on the October 2008 issue. Mix always manages
to bring a balanced and larger perspective on the recording industry
than any other publication I read. The interview with T Bone Burnett
piqued my interest, partly because this is the third article | have read
in as many weeks, but chiefly because of his promotion of his new
“CODE" innovation. While I appreciate Burnett’s desire to return (or
introduce) fidelity to the average consumer’s listening experience, I am
somewhat mystified by his expectations for this development. I agree
that there is no real delivery standard for audio, and it seems unlikely
that the industry will adopt a new standard that was not the result of an
industry-wide consortium, despite the credentials of its developer.

THX is an example of a process that would not have been adopted
if it had not been for the combined muscle of the developers and
distributors behind it. I also have doubts about the validity of any process meant to standardize
something that is so inherently subjective. There are so many variables in any audio process
that uniform delivery will always be compromised by factors that cannot be controlled. One
can understand the desire to ensure that what you create is delivered in the closest approxi-
maticn possible, but it seems more likely that the best case for uniform delivery is at the
lowest possible standard rather than the highest. THX is (to me) a fine example of this: It is
a standard; it is fairly uniform and sounds completely unnatural.

Burnett is talented; he makes amazing recordings, and maybe he can pull this off. But
given the history of the industry and consumers gravitating to the lowest standard rather
than the highest, I wish him luck.

Todd Zimmerman
Studio 139

Otld Gear, New Tricks

I like reading Eddie Ciletti's “Tech’s
Files” and picking up little insights.
In his July 2008 column [“Eureka
Moments: Unloc:ing a Vintage
Console's Long-Hidden Secret,”
about restoring a 1970s-era Raindirk
portable recording desk}, he dis-
cussed removing a buffer transistor
from one of the channel op amps
when upgrading the amp and
replacing it with a “piece of copper
wire.” Did Eddie consider putting a
low-value resistor (about 22 ohms)
there instead? I’ assuming the
buffer transistor was inside the op
amp’s feedback Icop. Putting an
output resistor inside the feedback
loop is an old trick for increasing
op amp stability when driving large
capacitive loads, and it might help
with his oscillation problem.

Even having the resistor out-
side the loop will help if the trade-
offs are acceptable. (As the newer
op amp has better output drive,
taking a little away due to the resis-
tor may be a good trade-off.) On its
Website, Analog Devices offers a
great explanation of this and other
techniques, along with an interac-
tive spreadsheet.

Marc Lindahl

Bowery Engineering

Eddie Ciletti replies: Marc, thanks
for writing. I think | got lucky in that
there was—and still is—a 100-0hm
resistor between the op amp and
the (former) base of the transistor.
In the figure (upper-right), red rep-
resents the removed transistor; the
green jumper around the transistor
was added with the 100-ohm resis-
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tor still within the loop. There is also
a load resistor (not shown).

I don’t recall which part of
the circuit is interrupted by wiring
to/from the insert points, but no
outboard gear was connected and
no one schematic accurately rep-
resents this model. The “upgrade”
from the original op amp to a 5532

TALKBACK

obviously revealed some shortcom-
ings—whether in power/ground
distribution or circuit board layout.
My acid test was to boost treble
and preamp gain to lure the beast
into a trap, and the tweaks | made
seemed to tame it.

Breaking In
Mix readers tell us how they got into
the business:

I did some recording in Nashville
in the late '70s and early '8os, and
wrote a tune that made it to the
radio in 1978. That's when | got
the bug to be on the other side of
the glass.

| was born with an eye condi-
tion called progressive degenera-
tive retinitis. My retinas are falling
apart—therefore, | am slowly
losing my eyesight. When the
condition took a radical turn for
the worse in 2002, Missouri’s Re-
habilitation Services for the Blind
enrolled me in Berklee’s Master
Certificate in Music Production
and Technology program. | am
almost finished with the program
and have learned more than | ever
thought | could retain.

In a few short years, I've
moved from a two-room, 440-
square-foot studio into a purpose-
built 1,600-squre-foot Pro Tools
HD3 studio here in St. Louis. Four
people work with me now. We also
started a publishing company and
a record label. I've been able to
create a business that | love and
never want to leave—even if it
means 60 to 8o-hour weeks and
some 36-straight-hour sessions. It
makes me feel alive!

Larry E. Cowsert

12 Bar Productions

Mix's January issue will focus on live sound. We'd
like to hear from live engineers—tell us about your

w ldest gig. E-mail us at mixeditorial @mixonline.com.
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Hit Factory Criteria: 50 Years of Musical Milestones

n the studio business, Hit Factory Criteria
| stands apart. Fifty years is a lifetime for
any business, especially one that com-
bines art and technology. In that time, the studio
has helped shape the music industry's leading
lights across six decades and countless idioms:
Eric Clapton, the Bee Gees, The Eagles, Bobby
Vinton, Bob Marley, Duke Ellington, Coldplay,
Placido Domingo, Fleetwood Mac, Sam & Dave,
Mariah Carey, Jay Z, The Hives, Missy Elliott, Mi-
chael Jackson and Madonna. They have made re-
cords with the cream of the industry’s producers
and engineers, including Phil Ramone, Ed Cher-
ney, Al Schmitt, Eric Schilling, Ron and Howard
Albert, Jerry Wexler and Tom Dowd.

"If I could tell you the formula we had for
becoming this successful, I'd put it
in a bottle and sell it," quips Trevor
Fletcher, who started in 1983 and be-
came general manager in 2000 and
VP in 2005. “But | do know some of
the things that contributed. We're in
Miami, not New York, Los Angeles or
Nashville—the cities everyone tradi-
tionally associates with music record-
ing in the U.S. Miami is a place you
come to escape to. But it's also the
crossroads of many musical cultures,
as easy to get to from S3o Paulo and
Buenos Aires or London and Paris as
L.A. or New York.”

But they came for more than that.

They came for the legacy, and the mix
of cutting-edge technology and top
technical talent. Fletcher points out
that keeping the facility at the top of
the tech pyramid has been a key phi-
losophy ever since jazz recording en-
thusiast Mack Emerman decided in
1958 to stop trundling his tape recorders and
microphones from club to club in Miami in the
back of his station wagon and put together a
place that would attract those players and others
to the charms of South Florida.

While Emerman was a jazz buff, the estab-
lishment of a state-of-the-art recording studio
with custom-built consoles and a 3-track multi-
track created its own kind of gravity, drawing tal-
ent across a range of styles and genres.

Emerman loved technology, and he encour-
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aged local electronics genius Jeep Harned to con-
tinue to refine the hreakthroughs 1e was making
after Emermar enl sted him to tweak Criteria’s
recording systems. (By 1665, Harned's work at
Criteria led him to found MCI, the console and
tape deck makar that laid the foundation for the
24-track world of t-e 19705 and '80s, as well as
auto-locatian and split-corso.e concepts.)

The studia has always been all about top-
of-the-line zecinology, investing ir battleship
consoles, from the ageless Neve Boz8 to an SSL
Duality. “They always kept it up as a technology

Above: the control room in Stuttio A, Hit Factory Cri-
teria’s largest of five rooms. Left: Longtime Criteria
mainstays the Bee Gees pose under the studio sign in
the late 1970s.

showcase,” recalls Graramy-winning engineer/
mixer/producer Eric Schlling, who has used
Criteria numerous times aver four decades. “Re-
ally, the whole recording scene in South Florida
stems from this one faci ity.”

The hits started pourirg out of the studio
in 1965, starting with |ames Brown's " Feel
Good"—Criteria’s first Galg record. Local artists
quickly made Criteria their home base, including
Steve Alaimo and Betty Wright. And after Tom
Dowd and producer Jerry Wexler discovered the
studio, much of the Atlartic Records roster would
travel to Miami to record, including music royalty
such as Aretha Franklin ard Wilson Pickett.

Producer Bill Szymczyk was also lured to Cri-
teria’s investment in techrology. "1 told them tha:
if they would upgrade Studio C from 16 tracks to
24, I'd move there,” e says. They did, he did,
and over the next 17 years Szymczyk did records
there with The Eagles, Zlvin Bishop, Wishbone
Ash, The Outlaws and rrany others.

The studio grew from Emerman’s original
single studio to a total of five studios by 1983,
with a sixth added in 200¢. Technology was par:
of the attraction at Criteria, and as Fletcher points

PHOTO: DAVID KING
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Bobby Rydell {facing forward), Diana Ross and the production team in In

an early session at Criteria.

1965: James Brown’s "1 Feel Good" is the first Criteria recording to
go Gold; a slew of other hits would come from the famed studio.

out, the studio’s location away from pricier beach
real estate helped make the expansions possible.
“It was rare then, and even more so now, to have
the luxury to build roorrs that had 22- and 27-foot
ceilings,” he says. “Each studio has its own unique
acoustic character, giving you access to sounds
that you can't easily re-create digitally. When you
combine trat with a wide range of technology,
what you're giving the client are many levels of op-
tions to find a sound, ta find a feel.”

The sheer number of studio rooms and the
tropical atmosphere encouraged artists to lin-
ger over recording projects. it was not unusual
to have Eric Clapton (who recorded both Derek
& The Dominos’ Layla and his own 461 Ocean
Blvd. there), The Eagles (much of Hotel Califor-
nia was done there) and the Bee Gees essentially
setting up residence there. In its heyday, manag-
ing Criteria was as muct a concierge proposi-
tion as it was a technical one. With a 30-mem-
ber staff, “It was like a five-star hotel that just
happened to also make records,” says Fletcher.
And as in any fne establishment, the Criteria
staff happily accept thei- c ients’ eccentricities, as

Fletcher explains by recounting a moment during
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the recording of Iggy Pop's Skull Ring
LP: “I'm sitting in my office and | hear
all sorts of noise going on outside. |
go downstairs and lggy is sitting in
his vintage convertible Caddy. There
are cables hanging out of the hood,
and he is leaning on the horn repeat-
edly. | walked over, and said ‘What's
up, lggy?’ He turns around with a big
smile on his face, and says, 'I'm doin’
horn overdubs, man!" | just went back
to my office. What can you say?"
1999, renowned multiroom
Manhattan recording facility Hit Fac-
tory acquired Criteria, infusing the
studio with a jolt of fresh capital to
fund further renovations and technol-
ogy updates. “There were obviously
some differences in the cultures of
the two facilities, but much of those
complemented each other, such as
Hit Factory's emphasis on the busi-
ness side of studio operations and
Criteria’s understanding of so many
different musical cultures,” says Bob
Lanier, COO of Hit Factory Entertain-
ment, the studio’s holding company.
"And what they shared was just as im-
portant: Both studios put a premium
on service to the client.” With the clo-
sure of Hit Factory's facilities in New
York in 2005, Hit Factory Criteria Miami took on
the martle of carrying both
studios’ remarkable legacies
into the “uture.

In all of its incarnations,
Hit Factory Criteria’s loca-
tion at the nexus of Carib-
bean and Latin American
cultures has kept the studio
at the forefront of several
generations of Latin artists,
including Placido Domingo,
Gloria Estefan, Jose Felicia-
no, Ricky Martin, Juanes and
Mana. It would find itself in
that sarre position as urban
music genres became more
mainstream, as well, in the
1990s ard into the next century. Timbaland, Jay-Z,
Usher, LI’ Wayne, Mary J. Blige, Nelly Furtado and
other hip-hop hitmakers are regular clients at Hit
Factory Criteria, despite most of them having their
own very well-equipped personal recording stu-
dios. “I think that speaks for itself,” Fletcher says.
“In this day and age, when people can have pretty

sophisticated recording systems in their homes or
personal studios, they will still come to a commer-
cial facility like this where the service is the key.”
The same forces that have drastically changed
the fortunes of the music recording industry have
buffeted Hit Factory Criteria, but coping strategies
and tactics have also emerged. “We have adapted
to the fact that instead of one artist and producer
spending three months here working on a single
project, we now have two or three producers work-
ing on one or two tracks for a few days or a week,
or producers working with several artists simul-

taneously,” Fletcher explains. “Music trends are
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more cyclical now and we'll go from hip-hop to
pop to Latin to rock in the span of a few weeks.
The business moves faster and we've had to
change accordingly. We always have.” Il

Dan Daley is a freelance writer based in New York
and Nashville.
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Jim Cowan, 1956-2008

Neutrik president Jim Cowan passed away
peacefully on November 5, 2008, after a bout
with cancer. Well-known and loved through-
out the audio industry, 52-year-old Cowan
was a 20-year veteran of Neutrik USA, start-
ing out as general manager and then mov-
ing on to VP and pecoming president of the

company in 2000,

“Jim was a wonderful leader with just the
right combination of business skills and per-
sonal qualities,” said Neutrik AG's CEO Wer-
ner Bachman, Cowan's associate and friend
for more than two decades. “But more than
that, he was an industry icon and a genu-
inely caring person who touched everyone
with his kindness. He was sincere, yet never

Third €ye Blind's Tony Fredianelli
{left) and Stephen Jenkins are
waiting for your mix.
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took himself too seriously. No mratter how
busy Jim was, he always made the time to
talk to you, especially at trade shows. | know
he will be sorely missed by an industry he so
significantly impacted.”

The first employee of Neutrik USA,
Cowan loved the pro audio industry. In a Mix
interview, he talked about the satisfaction he
felt from “meeting and having one-on-one
conversations over the years with indus-
try leaders and pioneers such as Hartley
and Melia Peavey, Greg Mackie, Phil Hart,
Charlie Wicks and Michael Laiacona—to
name just a few. | have been fortunate to
have met some of the most talented art-
ists, engineers, installers and designers in
the industry.” Cowan recalled that one of his
most rewarding accomplishments was get-
ting Neutrik's Speakon connector accepted
by manufacturers and users. “it was a big
challenge for Neutrik to create something
totally new and to get the industry to like
it, believe in it and support it,” he said. But
Cowan's persistence and hard work paid off,
with Speakon now accepted as a worldwide
industry standard.

Cowan is survived by his wife, Catherine
“Kate” Cowan; sons, Daniel and Gregory;
and his mother, Adele. In lieu of flowers,
donations can be made to Ocean of Love
(www.ocean-of-love.org), a non-profit orga-
nization dedicated to helping children with
cancer and their families.

—Ceorge Petersen

PHOTOS: TIMOTHY HAMPSON
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mix the song and post the finished track on the site {(www.indabamu '
sic.com/studio_access/3eb). Indaba members will vote for their top three
mixes; the band will pick their fave, which will be featured on the band's
Website. Also, a grand-prize winner will be chosen and will perform live
onstage with the band during one of their tour stops early next vear. /

Monster Cable
Rocks With TOP

Looking to its own 30th anniversary in
2009, on October 18, Monster Cable
sponsored Tower of Power's official

40th anniversary concert. The group
played to a scid-out house at San Fran-
cisco's The Fiflmore and featured the

Left: Tower of Pow-
er's Larry Braggs
performs. Above:
TOP bandmembers
and Monster Cable's
Noel Lee (fore-
ground, second from
right).

current lineup
augmented
by former
bancmem-
bers. “There's
a syrergy—
we're both Bay
Area entities, still Number One at our
games,” says Monster Cable “ounder
and owner Noel Lee. The company
also captured the concert in HD video
for a 2009 DVD release on its Monster

Music (www.monstermusic.com) im-
print as a High-Definition Surround
(HDS) SuperDisc. The DVD will offer
listeners a choice between an audience
mix and an onstage mix.

The members of Third Eye Blind are asking their fans to help shape the
final sound of the songs for their upcoming album URSA MAJOR. With
“Studio Access” {via Indaba Music), fans can download the audio stems,




CAS to Honor Maitland

Production sound mixer Dennis Maitland will receive
the Cinema Audio Society’s Career Achievement
Award, to be presented at the 45th CAS Awards on
February 14, 2009, at the Millennium-Biltmore Hotel
in L.A. Maitland has worked on more than 80 feature
films, including As Good as It Gets, The Prince of
Tides, Moonstruck, Prizzi's Honor, The Pawnbroker,
Three Days of the Condor, Searching for Bobby Fischer
and many others. The awards show will also see di-
rector/writer/producer/actor Paul Mazursky receiving
the CAS Filmmaker Award.
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'Tis the Season

The Consumer €Electronics Association
expects a 3.5-percent growth in sales
of consumer electronics in Q4 2008 as
compared to Q4 2007, as most Ameri-

can adults have CE devices in four of
the Top 10 slots on their holiday wish
list. And for those who receive a new
gadget, it’s becoming increasingly easy
to dispose of the old ones properly: A
recent CEA survey of 64 electronics
companies conducted with Sims Recy-
cling Solutions showed that 6g percent
have recycling programs, 14 percent
are setting up programs and 38 percent
are reusing some form of the electron-
ics products they make or use.

Number of Responses

Original Form
(Refurbished)

Adam Muiioz,
Fantasy Studios

engineer (Berkeley,
(oF- 1118}

Main Responsibilities:
To make sure that
artists who come to
Fantasy have a one-of-
a-kind experience and
want to come back.

Previous Lives:
* 2004-2008, independent engineer

* 1992-2004, Different Fur Recording staff
engineer
* 1991-1992, Brilliant Studios encineer

The last great album I listened to was...
probably mastered really loud!

The coolest moment during a session is...
that moment of silence after the first play-
back of a great take, then seeinga smile.

When I'm not in the office, you can find
me...stalking the halls of e3ay looking for
rare effects and reverbs.

“It’s his commitment to excellence that
provides the inspiration for the message
and the story we want to tell.”

Modules/
Subsystems

REUSE PROCESSES AT CONSUMER
€LECTRONICS COMPANIES

Compongnts/
Materials

—Connie S. Gibbons, B.B. King Museum
and Delta Interpretive Genter sxecutive
airecitor, on King

Bookshelf

The first in Focal Press’ new

“Mastering Music” Series,
From Demo to Delivery: The
Process of Production, pro-
vides start-to-finish guides
to the production pro-
cess—from composition
allthe way to distribution.
Contributors include Bob
Katz, Robert E. Runstein, David

Miles Huber, Bruce Bartlett, Jenny Bartlett,
Danny Cope, Craig Golding. William Moylan,
Roey Izhaki, Tom Hutchison, Paul Allen and
Amy Macy. $31.95, demo2delivery.com.
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CURRENT -
Giving
Back

To Stax

Ardent Studios’ founder John Fry has donated the studio’s Audio-
tronics-designed 20-input/8-output console—which is identical to
the one formerly housed at the Stax label and recording studios
to the Stax Museum of American Soul Music, known as Soulsville.
The museum was erected on the corner where the Stax label once
operated, and visitors can stand in a re-created Stax Studio A, on
:he exact spot where so many legendary soul recordings by the
likes of Otis Redding, Isaac Hayes, Aretha Franklin, the Bar Kays
and Booker T. & the MGs were made. For more about Soulsville
and the Stax Museum, visit www.soulsvilleusa.com.
Stax Museum curator

Carol Drake and Fry

Audio at LDI!

Mix hosted a series of "Sound Track"” panels—Using Plug-Ins Live, Last Call for White Spaces?
and Recording the Show—at the October 2008 LDI show in Las Vegas. Panelists included live

sound engineers Buford Jones (Meyer Sound), Robert Scovill (FOH enginee~] and Nick Si-
monds (Hard Rock Hotel), and a host of other audio industry pros. Mix's technical editor, Kew-
in Becka, moderated each panel. Pictured after the plug-ins 2anel arg, from left: Scott Ray
(Waves), Matt Bishop (Alford Media Services), Nick Simonds, Fobert Scovill, Kevin Becka.

3 . 8 Million songs

per month Microsoft sells through
Xbox i.ive, mostly from Rock Band
and Guitar Hero

1 ¢ Mechanical royalty 1 9 . 4 C,)/O

per track, either physical product

(CD) or digitally distributed song
U.S. Copyright Royalty Board decision in early October 2008

Albuin sales down
from September 29
Nevember 1, 2007

SoundSean

Industry News

Bradford Benn has been promoted to director of application
engineering at Crown Audio (Elkhart, IN). In other promo-
tion news, Harman Professional’s (Northridge, CA} Scott
Robbins is the new group-wide VP of sales...Cathy Kelly joins
Mojave Audio (Burbank, CA) in the newly created position of
VP of sales and marketing...Los Angeles—based 615 Music an-
nounced that its Randy Wachtler has been named chairman

Mix Asks...

I prefer to see a band at... ?

| 7% other ————
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of The Production Music Association...New Western regional
sales director for BL (Northridge, CA) is Richard Ruse..Joel
Schwartz was named business development manager for
North America, Stardraw.com (NYC)...New hires at Prism
Sound (Cambridge, UK): Steve Penn, product support; Mark
Overall, SADIE production; Ed Tottenham, SADIE software

/

team; Mark Evans, sales admin/product support; David
Cousins, processing SADIE orders; Matt Mason, accounts;
and Pete Nash, sales consultant...Distribution deals: India-
based Reynold’s Sound & Lighting takes on national distribu-
tor roles for Meyer Sound (Berkeley, CA); Quest Marketing
joined DiGiCo's (Surrey, UK) rep team; and Aviom (West
Chester, PA) named ALGAM as its French distributor.
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Scott Robbins

Go to mixonline.com and put in your two cents:

The thing I'm most looking forward to seeing

at Winter NAMM is..

1. Microphones, can ya hear me?!

2. Guitars, baby, yeah!

3. New plug-ins—car't have enough

4. The hopping Hilton Bar scene

5. The, uh, interestirg music fans roaming the aisles
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Chlcago Mastering Service—Digital Meets Analog

Jason Ward works on the Neumann
VMS-70 vinyl-cutting lathe.

The Midwest 1ow has its own
top-flight, mu tiformat mastering
studio. Cricago Mastering Service,
co-owned by Bob Weston (also
of the incependent band Shellac)
and Jason Ward, épened in 2007 to
provide analog and digital master-
ing for CD, as well as lacque- cut-
ting for vinyl.

The control room was de-

signed by Bob Alach’s Alactron-
ics firm. According to Weston,
"The most important things to
us in the design of the studio
were the room acoustics and
monitoring. We can always buy
new gear and software, but the
listening environment needs to
be extremely detailed and accu-
rate from the start.”

The monitoring  setup
situates the speakers behind
a sheer fabric wall in the front
of the room. The computer's
display is projected onto an
acoustically transparent tex-
tile screen from Screen Re-
search. This setup circum-
vents acoustical reflection
problems that would arise from
physical units on the console itself,
near each other and the listening
position.

The analog mastering trans-
fer console was custom-built by
Shea Ako. “One of the elements
we requested is a button that flips
the source between either the
ATR-102 tape recorder or the com

puter. When the computer is the
selected source, the tape machine
is routed to the inserts [to be used
as an effect] without repatching
anything,” he says. "The console
also has a built-in M/S encoder
and decoder with a width control
that we can patch into any two in-
serts for M/S processing.”

All projects are mastered pri-
marily in the analog realm. “Even
when the source material is digital,
we send the audio out from the
workstation through our transfer
console, inserting analog EQ and
compression/limiting, and then
maybe have a couple plug-ins on
the way out from or on the way
back into the workstation.”

Rega and Technics turntables
are available for checking lacquers.
According to Weston, “We'll look
for sections in the music that will
pose the greatest difficulties during
cutting or playback, like sibilance or
loud, exposed vocals. Then we'll cut
those bits onto a lacquer, bring it to
the turntable and play it back next
to the source audio while A/B'ing

to see if it we need to make adjust-
ments. We first master and assem-
ble any project in our mastering
software. Then we either generate
the 16-bit CD master or play back
through the D/A converters at 24-
bit to feed the lathe.”

The studio has two complete
Ward's
PC-based Sequoia system and
Weston's Mac running sound-
Blade. “We direct the audio using
a digital router, and the keyboards
and monitors in both the control

mastering  workstations:

room and machine room can be
assigned to either or both comput-
ers,” Weston says.

Chicago Mastering boasts the
only Neumann VMS-70 cutting
lathe in the region, along with a
Zuma variable pitch and depth
computer. “When we were first
talking about the studio, we both
really wanted to have a lathe. And,
of course, there is still a healthy
market for vinyl,” jokes Weston.
“We also thought it would lend us
a sense of legitimacy.”

Rich Wells

Stu d Iu Forest Hill Studios

prpect

For 20 years, San Francisco-based musician/composer/
educator Rebeca Mauleén (www.rebecamauleon.com)
has relied on a modestly equipped and “cozy” but highly
versatile home studio for composing, arranging and
teaching private piano students. Dubbed Forest Hill Stu-
dios, it also accommodates live tracking and overdub-
bing for Mauleon's increasingly diverse projects, which
now encompass scoring, composing and recording for
TV, film, videogames and music software.

An established artist, bandleader, author and inde-
pendent contractor, Mauleon divides her time between
numerous jobs and family. “The music business is char-
acteristically unstable—feast or famine, for the most
part,” she observes. “I tend to relish multitasking. My
compositional work is special because it keeps me
home, and | know my kids like it that way.”

Mauledn first emerged in the late 1970s as a pia-
nist working mainly in Latin, jazz and world music
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Airshow at 25 — C

|
ause’

L-R: Mastering engineers Dominick Maiza, Charlie Pilzer, David
Glasser and Jim Wilson in Wilson’s Studio A in Boulder, Colo.

They're toasting in Virginia and Colora-
do, as Airshow Mastering (wWww.airshow
mastering.com) celebrates 25 years. The
Grammy-winning studios serve scores of
clients from String Cheese Incident to
Smithsonian Folkways in two locations:
Springfield, va.—the original facility,
run by Charlie Pilzer—and Boulder, Colo.,
where partner David Glasser moved 11
years ago.

Glasser's facility includes four stu-
dios: Jim Wilson and Dominick Maita's A
and B mastering rooms, and James Tut-
tle's Home Away From Home recording/
mixing studio, in addition to Glasser's
Sam Berkow-designed, surround-ca-
pable Studio C. Since moving to Boulder,
Glasser has enjoyed not only a lifestyle
change, but also the give and take of

working closely with
the other engineers.
“There are people
coming and going all
the time, and there are
different engineers to
bounce ideas off of—
it's a real community,”
he says.
That
spirit was lacking in

communal

Pilzer's one-room oper-
ation, so he's creating
a similar environment
in his hometown of Takoma Park, Md.
Berkow has designed a multiroom space
with acoustics and surround capabilities
that resemble Glasser's studio.

Sharing the new studio will be Mike
Monseur, who specializes in audio resto-
ration, and recording/mixing engineer
Frank Marchand. Pilzer and Monseur's
new rcoms will include similar gear:
Sonic Studio soundBlade and Maselec
maszering consoles and Dunlavy moni-
tors. Those rooms go online this winter.
Meanwhile, Pilzer says the foundation of
Airshow's 25 years of success remains
"customer service—helping artists, pro-
ducers and engineers fulfill their artistic
vision.”

Find more about Airshow at http://
mixontine.corrr. Ml

Blues guitar legend Buddy Guy visited Gravity Studios in
his hometown of Chicago to record for an upceming Jive
Records release. Studio owner/engineer Doug McBride

recorded the session in Gravity Studio
A. Guy was the first to be tracked on the
facility's new Neve 5088 console...Ste-
phen Marsh announced the opening of
his new Stephen Marsh Mastering suite
(Hollywood). Marsh’s previous studio
was in the RCA/Radio Recorders, which
building owners plan to demolish. Marsh
and engineer Stephanie Villa are pleased
to have found "..an existing acoustic
space we could simply treat for sound
as opposed to needing a full build-out,”
Marsh  says...Producer/engineer/mixer
Dave Fortman and artist-development
executive Gene Joanen have opened a
new Balance Studios in the New Orleans
suburb of Mandeville. The original Bal-
ance, which is situated in NOLA, is still

Buddy Guy shake! Benics
with Doug McBride.

in busines: as it has been since only one
month after Katrina, but the partners
had long felt they needed more space.
The new studio was desgned by Walters
Storyk Design Group and is built into
a 4,000-square-foot warehouse. It is
equipped with an SSL 4000 GF+ board,
Pro Tools HD and Dynaudio mains—all

provided by Professional Audio Design.

Send “Sessions” news to bschultz@mixonline.com.

John B displays the CD he completed at Stephen Marsh's new

Hollywosod studio.

by Matt Gallagher

styles. At the same tire, she was studying composi-
tion at Mills College {Qakland, Calif.), where she was
introduced to music technology. “I was inverested in
using sequencing :oftware to flesh out my .deas, and
I wanted to learn no.ation software so | cculd create
charts that looked mcre polished,” she recalls.
Mauledn cont n.ed to refine her arranging and
praduction skills, working with artists and produc-
ers, including Mickey Hart, Tito Puente, Steve Win-
waod and Narada Michael Walden. In 'g7, she self-
produced the first of three solo albums, Round Trip,
sirging, arranging and playing keyboard: and per-
cussion. Drawing on her session experiences, she
expanded the scope of her project work at home.
"I'm in a downstairs office space with ittle more
than 100 square feet.” she says. “The only acoustical
treatment we did was to add some insulation and
ceiling tiles, as well a: a dual-paned window. Fortu-

nately. the studio faces toward the yard and there is
almo:t nc noise on our street. Only occasionally do
I need te stop for an airplane or truck, so it's quite
idyllic so and-wise.

My setup is based around the production desk
witn built-in racks and my Roland RD-600 MIDI key-
board—which | also use for gigs, so it moves in and
out,” she says. Mauleon works on a Pro Tools LE sys-
tern {Version 7.4) using a dual 1.8GHz Mac Gg Pow-
erPC and a Digi ooz Rack, along with a MOTU MIDI
Exprass XT. Outboard gear includes a TC Electronic
Mzcoo, Lexicon MX200, Avalon 737 mic pre and
dbx 231 dual-channel 31-band graphic EQ. Other in-
strurnents include Roland JV-1010 and JV-1080 synth
medules: soft synths from Native Instruments, |K
Multimedia and Yellow Tools; and sample libraries
and loop collections.

Mau edn’s mic collection comprises pairs of

Shure SMs7s and SMis8s; a pair of AKC C-4i4s; a
Sennheiser 421; and a RADE NT1-A. “Wnen | need
to mike something for live tracking—such as per-
cussion, horns or vocals—we tend to miove things
around in the room as needed,” she note’s. She uses
Event Electronics Project Studio 8 speakers and on
different systems, including her car stereo

Mauleén has composed for Elecironic Arts'
Sims 2 and 3 games, and produced ard recorded
Santana percussionist Karl Perazzo for PG Music's
Real Drums software. She also scored tre M5NBC
documentary Crossing the Line. “With dacumentary
and film composition, the task lies in being able to
support the visual image without being too notice-
able,” she says. “It forces my music to remain in-
visible while enhancing the emotive quality of the
scene. | tell my composition students, the music is
doing its job when you don't notice it!" il
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f things seem hectic for New York City’'s major recording

I studias, imagine what it’s like to be in the mastering sector

that depends on them. The past year has been a maelstrom

of rearranging, with a fleet of facilities closing down, others chang-

ing hands, some opening, engineers being bounced around the bor-
oughs like beach balls.

First the bad news: The official out-of-action list includes

Murat Aktar of
Sterling Sound

Classic Sound, Frankford
Wayne, Jigsaw Mastering
and Sony Mastering. In the
gray zone is TruTone, which
has moved to New Jersey
while its former Manhattan
headquarters is currently be-
ing renovated and is expect-
ed to be the new home for
some Sony survivors. Open-
ings include Tangerine Mas-
tering, Meyer Media Master-
ing, James Cruz's Zeitgeist
Sound Studios and Drew
Lavyne’s room within Ger-
mano Studios. The vaunted
Masterdisk has changed
hands follawing Scott Hull's acquisition of its equipment and lease.
Meanwhile, some mastering engineers are also going it alone and
putting Manhattan in their rear-view mirrors.

As mastering is the last stop in the signal path, it makes sense
that New York City’s facilities are in a spin following
the well-documented woes of the recording studios
that feed threm. “New York City rent is just astronomi-
cal—it seems to be tripling at a quicker rate than it
was ever even doubling before,” says Hull. “But this is
where the work is. This is where people want to come
to sessions, and for me staying in Manhattan was the only option.

“So the challenge is to find enough clients to go beyond expens-
es. What I've been trying to do is be more efficient, be more produc-
tive with the time and down time I have, continually network and

find new revenue streams. It's a combination of all those things that
make it work.”

In addition to taking over Masterdisk’s (www.masterdisk.com)
longtime West 45th Street location from longtime CEO Doug
Levine, Hull retained the Times Square site of Scott Hull Mastering
and asked New York City cornerstone Howie Weinberg to helm it as
Masterdisk 321 (for 321 W. 44th St.). “I felt that Masterdisk was a flag-
ship mastering studio that could be rejuvenated to be as profound as
it once had been,” says Hull, who began his career as an assistant at
Masterdisk in 1983. “We're working toward a multiple-engineer-per-
room model, which is a major change. It's more about time-sharing
than it is after-hours, and it requires selecting certain types of people
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by David Weiss

who are cooperative, but so far it's working well.”

Time-sharing probably won't be on the docket anytime soon for
Joe Lambert {(www.joelambertmastering.com), who is now on his
own in Brooklyn and loving it after stints at TruTone and Classic
Sound. “Even when the studios were busy, it was always stressful,”
he recalls. “I thought that I didn’t see a future in the mastering facto-
ries—the real estate in Manhattan is way too expensive. If Sony can't

afford to stay open, I don’t know how anyone can.”

After TruTone went into limbo—and his suite along with it—
Lambert felt confident that his following would support his very
own room in Brooklyn, where he saw a still-expanding client base
and a palpable energy. Building a room in Brooklyn's DUMBO
{Down Under Manhattan Bridge Overpass) section with the help
of Francis Manzella and Kay Hoight of Taytrix, Lambert feels like

he’s finally at home. “The bulk of the people that I work with are
already in Brooklyn,” he says. “Rent here is one-third of Manhattan,
and it's the first stop on the F train—if you're downtown, it takes less
time to get here than to Midtown. So I've gone on my own where
I could have a smaller boutique mastering studio, have the same
room and experience and value for the clients, and do it in a place
that isn't costing so much.”

However, one of the longtime big kids on the block, Sterling
Sound (www.sterlingsound.com), believes that its move to large
Manhattan quarters 10 years ago was a sound decision that continues
to pay off today. “I'd put luck into the way that things have unfolded,
but having a big staff and a big facility has been incredibly valuable
to us,” says Murat Aktar, president of Sterling Sound. “It allows us
to make investments in developing equipment, and over the last two
years we've done a lot of development on software, internal project
management, recording systems and file-transfer systems.”

Even as the cityscape continues to roil, Aktar points out that
it's the people
who drive master-
ing in New York
City and beyond.

“The businesses
that are success-
ful will rely on
the creative draw
and reputation of
their  mastering
engineers, so that
hasn't changed.
They'll continue
to do well because
when you look at
the  transaction
cost for a mastering session compared to the kind of comfort you
get from someone experienced working on your project, it's not that
much of a stretch.”

Send New York news to david@dwords.com.
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NASHVILLE Skyline

| ashville is quieter than New York or Los Angeles. That's

part of its appeal. Nashville mixes, though? Suffice to

say that the Loudness War has spread to bucolic Middle
Tennessee.

“Country music that’s distorted? That’s just wrong,” says Jim De-
Main, who runs Yes Master in Nashville. “Every mastering engineer
would breathe a sigh of relief if we could just dial it back. There’s not
one mastering engineer here thinking, ‘I can't wait to trounce this

record into oblivion.””

That’s not to say that every Nashville record is being trounced,
or that Emmylou Harris is suddenly trying to out-volume the
Metallica album that has been getting so much attention of late
for supposedly hitting the loudness guardrail. But Music City
mastering houses are facing the same issue that is causing
hands to wring and brows to furrow across the country. Artists
and producers come in holding a favorite album, proudly hand
it to the engineer, and say, “I want it this loud.” And every year,
“this loud” goes up. A few years ago, “this loud” became “too
loud” in the minds of many, yet the war goes on.

“I don’t know who came up with the term ‘The Volume
Wars,”” DeMain says, “but I started thinking about that term.
In any war, no one really wants to be there, on either side. So
why are we putting up with this? We're the guys doing it. Maybe
we could have a summit meeting, and say, ‘These are the new
standards of volume.”

DeMain’s suggestion is something like unilateral disarma-
ment. It's a wonderful idea, in the “Imagine all the people/Liv-
ing life in peace” kind of way. The trouble is that mastering is
about pleasing the customer, and the customer is big into loud
these days. The other trouble is that “loud” isn’t just “loud”;
it's also sometimes squashed and lifted until it resembles a bad
plastic surgery. The microdynamics that make people tap their
feet, dance and feel a physical response are smashed. The mac-
rodynamics—the things that make the listener shake a fist and
scream, “Yes” when the verse cedes to a sing-along chorus—are
pounded. And the complexities of a mix get whitewashed like
Aunt Polly’s fence in The Adventures of Tom Sawyer.
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by Peter Cooper

“I call it ‘collapsing,’” says Joe Palmaccio, the engineer at The
Place...For Mastering, located in the Berry Hill section of town.
“The music comes out of the speakers and feels like it's folding
back in. And people who are listening, think, ‘I don’t like this
record.’ It’s not that they know exactly why they don't like it. But
they don’t.”

Andrew Mendelson heads Georgetown Mastering on Music
Row. “People don'’t listen, and say, ‘That record is distorted and
fatiguing.” They're just
like, ‘I don’t like listening
to that.’ It is subconscious-
ly impacting the music
industry. We have a nice
room for listening here at
Georgetown, and some of
these things coming out
now are just really hard
to listen to. We've been
mastering the Neil Young
Archives series lately, and
I can listen down to those, and when I'm done with an album I
can press Play again or move on to the next one, and enjoy it ei-
ther way. But with too many modern records, you're like, ‘I need
a break.’ You should never need a break from music.”

Engineers talk about a mix's “sweet spot,” where the limit-
er holds things in place but still allows a pulse and a dynamic
punch.

“Lately, I've been into the Sony Oxford limiter,” DeMain says.
“Of all the ones I've tried, that one does something where it keeps
the low-mid transients intact. Some limiters smear that away, but
with the Sony you can hear deeper into the mix. You can find
that sweet spot. But, unfortunately, that spot is usually several dB
quieter than what it needs to be to be ‘competitive.”

Palmaccio’s business ranges from working on archival proj-
ects such as the recent box set Hank Williams: The Unreleased
Recordings (Time Life) to new-world work with Melinda Doolittle,
Jewel, Lori McKenna and Dion. When confronted with an artist
or label that wants something at a volume that causes fatigue and
distortion, he likes to try to illustrate the situation.

“I was doing a record with a band out of New York recently
and they were on the fence about how much to push the record,”
Palmaccio says. “I said, ‘Here's the thing with digital limiters: We
can move the mouse and turn it up and turn it up some more.’
And I kept shoving it up until they realized, ‘Wow, it sounds worse
and worse.’ It was an interesting exercise to show it to them and
they understood what was going on.”

DeMain, Palmaccio and Mendelson took note and found sol-
ace in the fact that the Metallica mastering was a story in the
mainstream media: If music-buyers are beginning to notice the
impact of limiting in the name of loudness, then perhaps the
industry will allow a scaling back.

€ngineer Joe Palmaccio in
his studio The Place...For
Mastering. Palmaccio re-
cently restored a box set of
previously unreleased Hank
Williams recordings.

“Has a consumer ever complained that a record was too qui-

et?” Mendelson asks. Survey says...doubtful.
*kk

For another mastering engineer's perspective on the “loudness
wars,” read Gavin Lurssen’s essay on page 40.

Send Nashville news to skylinemix@live.com.
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L.A. Grapevine

n recent weeks, longtime clients of Hollywood's Ocean Way

Recording have been startled when they poke their heads

into Studio A. Jack Joseph Puig, the room’s occupant for

nearly 13 years, has vacated, taking with him a massive amount of

gear and myriad accoutrements, which combined to make it one of
L.A’s most distinctive recording and mixing spaces.

“Jack went in originally for a month booking, then two months,

then a year, then two years,” Ocean Way owner Allen Sides re-
calls. “Finally, I asked him, ‘Jack, when are you gonna leave?’ He
said, ‘I'm not.’ It was basically booked on a daily basis, but he had
enough projects to keep it rolling 50 weeks a year for 13 years. So as
a studio owner, | couldn’t ask for more.”

Talking in 2004 about his motives for transforming A into a sort
of rock 'n’ roll Disneyland, Puig told me, “Most studios
are boring, stale environments. [ wanted to create an en-

by Bud Scoppa

ceiling along the room’s back wall has also been carted off.
Essentially, Sides has restored Studio A to its original purpose:
tracking big dates. Situated in what was formerly the United half
of Bill Putnam’s Western complex, Studio A gained a reputation as
a great-sounding room soon after its construction in 1952. Sinatra
and Basie recorded their classic 1962 album there; Phil Ramone can
vouch for it—as a fresh-faced kid, he seconded Putnam on the ses-
sions. So its history runs parallel to that of Capitol A. “Next to the big
scoring stages, there isn’t much like those two rooms left,” he says.
The move made sense in that Puig has done few projects from
start to finish in the
past few years, in large

part because he’s been
Before: Jack Joseph Puig's in-

doubling as an A&R ex-
spired decor and gear, as they .
appeared in Studio A ecutive for Interscope.
Thus, the hallowed

tracking room had been
reduced to “a very elabo-
rate lounge,” as Sides puts it—way-cool, but underutilized.

However, JJP has not left the building. He's mixing (and deco-
rating) next door in Studio D, a space formerly occupied by Bernie
Grundman Mastering and repurposed as a mixing suite two years
ago. Studio D’s centerpiece is a Neve 88R, which is even bigger than
the Focusrite, as is the control room itself; it’s sizable enough to ac-
commodate Puig’s estimated 500 pieces plus his clients, which had
become an issue in A. “Jack was out and working in the new room
within two weeks,” says Sides.

Since the switch in late summer, there have been only three
days when Studio A hasn't been filled with musicians. The first cli-
ent was Rob Cavallo producing American Idol winner David Cook,
followed by a 65-piece
string date for Dream-
Works. Soon after,
Sides got the chance

to re-acquaint himself

Allen Sides in the Studio A
control room, It's almost
unrecognizable since Puig
moved to Studio D.

vironment that was inspiring to people, so when they
came in, they felt like, ‘Wow, this is cool. We've arrived.’
There’s a lot of eye candy wherever you look.”

Now gone from the walls of the tracking room are
the tapestries; posters of The Beatles, Stones and Brian
Wilson; and mementos of Puig's past projects, like the
tiki bar given to him by the Goo Goo Dolls. Gone, too, are the plush
furniture, the Oriental chandelier, the hookah and the collection of
effects pedals that had been carefully placed, along with lighted vo-
tive candles, atop a road case with “SUZI QUATRO” stenciled on
it. Absent is the mood lighting, which gave the space the ambience
of a romantic restaurant...or a brothel. Instead, you're greeted with
clean lines, functional lighting and a surprising amount of space,
replacirlg the womb-like feel Puig had fashioned.

Transformed as well is the control room; all that remains from
JJP is the one-off Focusrite board that had been one of A’s chief
draws when he took over the room in 1996. The producer/mixer’s
personal collection of gear, from vintage to modern—a veritable
history of pro sound—that had been stacked solidly from floor to
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with the room hands-
on, recording the
Pussycat Dolls and mixing Chris Botti.

“I'd say we're as busy as we were 10 years ago,” says Sides. “In
the "gos, the hallways were always very entertaining, with the vari-
ous clients and all the big rooms going. That's back. As you can see,
this smile is still intact.”

Sides now has yet another reason to smile. This month, he’s
opening Ocean Way St. Barts, located in an 18,000-square-foot
villa on the beach at the Eden Roc resort, complete with a dis-
crete custom Neve console and Ocean Way’s own monitoring.
As the late, great Robert Palmer once sang, some guys have all
the luck.

Send LA. news to bsg777@aol.com.
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The role of the mastering engineer has become more consulta-
tive as artists pursue multiple release formats for their albums.
Enthusiasm for vinyl has spread anew among artists who are

MASTERING

frustrated with the sonic shortcomings of MP3. At the same

time, a burgeoning interest in optimizing material for all avail-

F OR M ULTIPLE able, and even future, formats is beginning to emerge.

San Francisco-based mastering engineer Paul Stubblebine

describes the ways he has expanded his services: “I realized
R ELE AS E recently that I have to say we’re mastering for four formats: CD,
downloads, vinyl and high-resolution digital. And that’s not

including tape, which we're also doing for our in-house label,
The Tape Project.”
It's not just the existence of these multiple release formats

FORMATS

that's expanding mastering engineers’ roles, however, it's also
the changing profile of their clients. “There are more people
with less experience in the music business today,” says Sterling
Sound engineer/partner Greg Calbi. “I see more people than
ever coming in here who've never been in a real recording stu-
dio. At the same time, many of these independent artists are
more interested in their brand, I think, than artists have been in
the past. And they feel there’s a learning curve when it comes
to mastering. It's like we're filling a kind of void. By coming to
us, artists feel they’re getting an important, professional take
on what they do.”

Calbi—who owns Sterling with fellow mastering engineers
Ted Jensen and Tom Coyne, along with president Murat Ak-

tar—notes, “September '08 was our highest billing month in

the 10 years since we've owned the company,” citing a signifi-
cant growth in Sterling’s international business. Additionally,
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he points out that, “2008 has also been
the best year for vinyl, by far, in those 10

years.”

Revisiting Vinyl

By all accounts, customer interest in the
vinyl format has skyrocketed in recent
years, most notably among rock bands and
artists who hadn't traditionally released on
vinyl for club Djs. Calbi estimates that the
number of lacquers cut at Sterling this year
is double that of previous years. “Almost
everybody who comes to Sterling at least
inquires about vinyl; the business just keeps
growing exponentially,” he says. “We even
picked up a second Neumann lathe from
Sony Studios when it closed.”

Ray Janos handles the vinyl cutting at
Sterling. “Generally, he cuts from digital
copies,” says Calbi. “But we do use gGkHz
files when they’re available and when the
client is so inclined; we will create a 96k
master that won't have any of that digital
compression that the CD would have. Your
best bet is to use the highest-resolution file
that can be played back through the best D-
to-A converter that you have. We use Prism
converters that take g6kHz files.”

These days, most records are not so
much mastered specifically for vinyl as they
are re-purposed for vinyl. “There’s really
no difference between how 1 EQ material
for CD or vinyl,” says New York City—based
mastering engineer David Kutch, owner of
The Mastering Palace. “For me, the most
important element in vinyl creation is the
person who is going to physically cut the
master lacquer. Two different cutting engi-
neers will yield two totally different sonic
results. There are engineers who know how
to ‘operate’ a lathe and engineers who play
it like a musical instrument. The latter is
the one who will most faithfully reproduce
the essence of the original recording.”
Kutch names Rob LoVerde of Mobile Fidel-
ity Sound Lab in Sebastopol, Calif., as his
choice cutter.

Doug Sax, owner of The Mastering
Lab in Ojai, Calif,, and veteran mastering
engineer recommends, “You don’t want
to cut vinyl from a CD master—that's
just the way to make the worst-sounding
vinyl. When the client wants a vinyl cutting
master, we re-transfer the album—after
everyone’s approved the changes we're
making—at g6kHz/24-bit, with no digital

LUSTRATION KAY MARSHALL

limiting and without pushing the A-to-D
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converters in any way. We put tones on it and
a sidebreak, and send it to someone, preferably
Bernie Grundman, who's set up to do a flat
transfer to vinyl, going through a minimum
amount of equipment.”

When mastering for CD and vinyl, San
Francisco-based engineer Mike Wells sends a
dual stream out through his Lavry converters,
with “one going into a final stage of limiting for
CD and one that doesn't for vinyl.” Wells then
typically sends material to be cut on vinyl to Paul
Gold of Salt Mastering in Brooklyn, N.Y.

Gold says he prefers to receive a 24-bit un-
peak-limited file but will work with whatever
comes in the door. “My job is to get the clean-
est possible transfer of the source material so
that it will play back relatively distortion-free,”
says Gold. “I'll typically use some high-fre-
quency limiting, de-essing, maybe a lowpass
or highpass filter, and an elliptical EQ. But
basically what I try to do is figure out a way to
do the transfer so that as little of that happens
as possible.”

As far as mastering to both CD and vinyl,
Gold echoes the practices of Kutch, Saxand Wells,
noting, “If I'm mastering the record [for CD], I
always cut off a 24-bit un-peak-limited file, but

E

NG ARTS &

CONS

OF RECORDI

Call toda

www.audiorecordingschool.

34 MIX DECEMBER 2008 | WWW.MIXONLINE.COM

RVATORY

y! 888.273.6412

otherwise the master I make for
the CD is the same as the master
I cut” Special circumstances
do come up, says Gold, where
the dual-format mastering is
not so seamless. “I've mastered
records of experimental music,
and sometimes there will be
elements like superwide stereo
bass, which is very difficult to
cut onto a record,” he notes. “So
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During sessions for a Hugh Masekela record, from left: Bernie

d

I may do two versions of that,
but that's the really odd case.”

When planning for a vinyl release, artists
need to count on significant manufacturing time,
adds Calbi. “The jacket manufacturers and press-
ing plants are so overwhelmed now that there's a
huge turnaround time. There’s just more demand
than there is supply, especially for high-quality
pressing, but even just the raw materials.”
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s of MP3

As the lowest-quality release format, the lossy-
compressed MP3 or AAC audio version of the
record will not be the focus of any mastering
session. Clients may ask about optimizing for

MP;3, custom encoding options and the digital

-

kela and pr Stewart Levine

distributors who support them, but by and
large, the mastering process does not deepen,
technically, to prepare the material for its inevi-
table digitization.

“There is a conversation, sometimes, about
how to optimize for MP3, but it's really not part
of the mastering process for me,” says Calbi,
“because | don't want to master for a dumbed-
down file. I master for 16-bit/44.1."

Stubblebine shares, “We don't really do a
separate mastering for MP3s, but assuming the
CD is going to be used as a source for the MP3
or AAC file, my main consideration is that what
makes it sound good for the CD makes it sound
good for the download, as well.
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“The biggest thing we can do to make sure
the download sounds as good as possible is to
resist the temptation to squeeze it too hard,”
Stubblebine continues. “Once everything gets
squeezed into the top 2 dB of the dynamic
range, when you turn that into an MP3 or an
AAC, what comes out pretty much sounds like
noise. But if you can leave a little bit of dynam-
ics in it, then even the lossy-compressed version
sounds more musical.”

While artists, producers and certainly mas-
tering engineers may be interested in some
higher-quality digital format, the distribution
channels for a higher-resolution digital down-
load are just not there yet for the mainstream
music market. Wells has been “kicking the tire
of digital distribution and fidelity of digital as-
sets” for the past five years, even researching
and writing on the topic. Finally, this year, he’s
seeing clients take an active interest in their
digital assets and how they can optimize sound
quality and find distributors who at least accept
custom-encoded audio files, a process he pro-
motes on his Website (www.mikewellsmaster
ing.com) as “codec mastering.”

“Awareness seems to be coming around,
where clients will ask me if I can provide them
with a high-quality digital asset that's compat-
ible in the marketplace,” says Wells. “I use the
LAME encoder to create assets that are extreme-
ly compatible with players in the marketplace.
There is also the free AAC codec, which is also
very good for doing an AAC packet format. |
use MP3 tag as my tagger application and then
you're covering both bases so you have a nice
digital asset format, fully tagged.”

Many digital distributors do not allow artists
to submit encoded assets directly, and instead
follow a batch-encoding process using submit-
ted CDs. “iTunes used to allow you to submit
your assets directly, but they stopped because it
required too much QA,” Wells informs. “Appar-
ently, they’re making exceptions for the larger
artists and charging a fee. But this is what I see
as the independent artist’s biggest bottleneck at
the moment. They can come to me to get better-
sounding digital assets, but then they run into
problems getting it out into the marketplace.”

Wells notes that the M/S monitoring feature
of his Dangerous Music transfer console has
been particularly useful in mastering digital files.
“I do a lot of work on the CD-mastering side in
M/S, and I wondered whether I could deliver bet-
ter results in the digital asset realm in M/S and
I'm finding that I can,” Wells reports. “You do the
encoding separately and then stitch the file back
together, and it actually seems to sound much
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better. You can do dedicated encodings in M/S
and reassemble your stereo from there.”

Formats of the Future

In the post-SACD and DVD-A world, mastering
engineers and audio enthusiasts wonder what
will emerge as the most viable high-resolution
digital release format. “There is a really weird
blip in the business right now,” says Calbi. “Peo-
ple are coming up here all the time with gGkHz
and 88.2 files, and we could process them and
deliver them that way if anyone wanted them, if
there was any way they could be distributed.”

(/] SENNHEISER
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Stubblebine works for a num-
ber of audiophile labels, includ-
ing Reference Recordings, which
recently started selling DVD-R
releases containing music as
176kHz/24-bit WAV files. “At the
end of the mastering session, we
come out with a CD master and,
starting about a year ago, file

. At Sterling Sound, from left: saxophonist Joe Lovano, engineer
sets for high-res release for the  james Farber and mastering engineer Greg Calbi

clients who want it,” Stubblebine
describes. “In addition to the
176kHz/24-bit WAV files for reference, we also
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made a 9GkHz/24-bit version of the tracks for a
new download site the Cheskys launched called
HD Tracks (www.hdtracks.com). Soiit’s a project
mastered for 176 kHz, 96 kHz and CD release.
We'll make whatever it is they need, and what
they need depends on where it's going.”

Assuming the mainstream music market
develops some high-res digital-distribution
channels, mastering engineers may soon be
delivering multiple digital release formats.
Stubblebine assures, however, “It doesn’t add
too much more work or cost much more for
the client to ask for two more formats because
you've done most of the work getting up to the
point where you have a finished, edited, EQ'd
and mastered 176kHz file, and then it's just in-
cremental work to repurpose to the CD master,
the 176 master, the 96 master.”

The high-res releases from major labels
that would really spark consumer interest could
be years away, however, as Calbi speculates.
“Because we all work in 16-bit/44.1 in terms of
delivery, the engineers here don't have copies of
material mastered over the past several years in
high resolution,” he explains. “So if they wanted
to re-release an album by a legacy artist, the labels
would have to go back and remaster, which would
take a real commitment and investment. Because
they don't have the money, we're stuck in that in-
between period, where the technology can do it
but the business plan doesn’t make any sense.”

Instead of coming from the larger recording
industry, that commitment is being demon-
strated by the efforts of individuals. Doug Sax
and Bill Schnee introduced a new 2-track digital
recording format at AES. “We recorded a jazz
group and a small rock group direct to 2-track
at192kHz/24-bit using these new A/D and D/A
converters made by JCF Audio,” says Sax, who
along with Schnee, originally pioneered direct-
to-disc recording with releases on his Sheffield
Lab audiophile label. “We wanted to see if there
was any interest and if people heard any of the
merits that we heard in making it. We feel this is
our purpose now—to try and explore what can
be done. It was very well-received.”



Producer T Bone Burnett is another emerg-
ing figure in the movement to improve digital
audio. His new CODE technology, which he
described in Mix’s October issue as “a quality-
control system,” will provide a set of standards
for digital audio that would work to optimize
sound for every file format.

Controlling the Process

Eager to deliver elevated music experiences but
frustrated by the mandate to compensate for
inferior production quality while meeting com-
mercial demands, Paul Stubblebine Mastering,
Sterling Sound and Bernie Grundman Master-
ing have all started in-house record labels. Stub-
blebine held a forum on this trend at AES '08.
“1 wondered, what is it that’s making us want

Dave Kutch in his The Mastering Palace facility

to start labels that are all so different from what
the mainstream music business looks like,”
says Stubblebine. “I think we all feel, without
dwelling on the negative, that the whole idea of
making smaller and smaller files for file sharing
hasn’t really moved us in the right direction so
we've looked for other ways of working.”

Stubblebine’s Tape Project produces reel-
to-reel releases, Sterling's Experience Vinyl
deals in vinyl and Grundman’s Straight Ahead
Records takes a natural approach—live record-
ing and mixing using proprietary electronics
for optimizing quality (a system that reportedly
uses less overall electronics than any other).

“We're all operating off the same impulse—
to allow the home listener to hear music at the
kind of quality level we hear it at in the studio,”
says Stubblebine, “without the distractions of
what comes from compressing the stuff down
to MP3 and AAC—that lack of resolution that,
for many of us, is just not enough.”

The in-house labels give these mastering
engineers the opportunity to focus wholly on
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sound quality without pressure to push the
levels at the expense of dynamics. The Straight
Ahead releases, explains Grundman, “are live-
to-2-track and mixed right on the spot, using
all custom-built equipment in the signal path.
We use a special equalizer that has almost ne
electronics in it. We've carefully selected each
piece of equipment in the chain according to
what has the most natural, cleanest sound.”
Neil Larsen’s group, Orbit, featuring Robben
Ford, recently released a Straight Ahead record
as a double-vinyl LP and an Emerald Audiophile

Mike Wells in his San Francisco studio

Series CD. The sound quality of this CD, made
with a dark-green polycarbonate that enables a
more accurate reading of the digital data from
the disc, reportedly “rivals the vinyl.”

Mastering a Tape Project release follows
the flow of any other mastering session, says
Stubblebine. “We'll get the master tape up, run
it through our chain, and once we've got it opti-
mized we'll run that twice to the 1-inch, 2-track.
We'll edit those together and we'll have reel A
and reel B running masters. In some cases, it
requires quite a bit of EQ, and in others, none
whatsoever, and we'll just do a straight connec-
tion. The major difference is in our approach
because we know we're mastering for people
that have decent or great stereo systems, so
there’s no question of compromising the sound
quality.”

Of Experience Vinyl, Calbi says, "We wanted
to do something that would promote the studio
in terms of our commitment to good sound.
I’'s so rare to have a tape that you can put on
a machine and transfer to a piece of acetate
and send it to a plant, but we found one that
we're releasing by an artist named Kim Taylor.
It was a beautiful tape and we did a beautiful
transfer onto vinyl. It sounds really tactile and
rich-sounding. That's our second release; we
also did a blues album by Michael Powers, and
we plan on doing more.” il

Janice Brown is a freelance writer based in New
York City.
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mpression

BY GAVIN LURSSEN

I recently traveled to San Francisco to attend
the AES Convention and 2008 TEC Awards. If
you were there, you know that T Bone Burnett
delivered an inspired speech accepting his
Hall of Fame award. Among other things, he
challenged all of us in this industry to produce
albums that re-think the ways we use the
tools available to us. And he challenged us to
embrace new ways of presenting music to con-
sumers who, over recent years, have become
used 10 a vast array of options when it conmes to
experiencing audio at home and on the move.

While in the Bay Area | also ducked out for
a few hours to see my brother and his young
family. Witnessing his two small children
make their way through the world, something
obvious occurred to me. I realized that, from
the earliest stages of life, we are taught limits
by cur parents—also by relatives, teachers,
friends. Over a lifetime, the lessons of our lim-
its (and how to push themy) are always with us.

This is not especially profound, just some-
thing that occurred to me when a subject im-
portant to all of us—compression and its place
in our work—was on my mind.

The funny thing about limits: We also
spend a lot of time testing them. Whenever
my brother tells his 5-year-old daughter not to
do something, she immediately does it. She
pushes 1o see if it really is the edge—and what
happens when she crosses it

But here’s the interesting thing. I asked my
brother how he deals with this. He said that he
doesn’t sweat the small stuff and, at times that
really matter, he holds the limit. He sees his
job as providing his daughter what she needs
to succeed, and that includes setting limits.

What in the world does this have to do with

compression? A lot, I think.

Recorded music has boundaries, too This
is why we find ourselves again and again talk-
ing about compression and the “loud” CD,
download or MP3—the pushing of limits that
seems to define production and consumption
of music in the Digital Age.

But I think an important lesson lies in my
brother’s approach as a parent. As he steers
his daughter through her world. he sets limits
because he knows he must. But what he really
does is this: He responds to the entire range of
her experience. He focuses on his daughter as
a whole person. And in this way, he brings ont
the best in her.

Call it the parenting equivalent of working
with dynamic range. The limits are meaning-
less by themselves. What matters is the range
and depth between the limits. True of parent-
ing, true of mastering music, true of most
things, probably. If you're with me, this is how
1 think we should approach mastering for
these new times.

Mastering is not just about pushing the
limits, although that is what it has become.
Even at its most conservative, mastering today
requires a certain amount of pushing the limits
to provide sound that fits the mainstream, vis-
ceral expectations of most average consumers
of music. The “whole” of the sound requires
a push to complete the picture—and, frankly,
all too often this means the loss of any real dy-
namic range. In my mastering projects. | find
myself using more equipment in my chain
and just applying a little of each, working very
hard to sound like | was never there. The more
I push a device, the more it presents a veil be-
tween the fan and the artist on a recording.



Last year, | had the honor of being included
on Bob Ludwig's Platinum Mastering panel
at AES. I mentioned in front of hundreds of
people—all there to learn about the current

trends in mastering—that I often get a request
to make sure that the album I am working on
is “not the loudest thing in the world.” I went
on to say that [ always interpret that request as
the opposite of what it seems: By asking me not
to over-cook the audio, what they are really say-
ing is that they do want me to over-cook it, but
that they want it to also sound good. Everybody
laughed; nobody questioned the remark.

What the clients are asking for is to have the
audio fit into today’s standards but to also have
it breathe and feel good. This was easier to do
by previous standards: Records from 10 years
ago and earlier have far lower average levels,
meaning far more dynamic range and room for
the recording to breathe. However, if you print
audio out of the realm of the visceral expectation
in today’s world, it often has to come along with
an explanation. Sometimes I work with produc-
ers and artists who don’t buy into the levels but
rather the depth of field of a recording. Estab-
lished artists and producers find it easier to
take this risk because they have an established
fan base, but I get others who want to copy the
sound.

To borrow again from the parenting anal-
ogy, | think at its worst the current loudness
trend is akin to infusing a diet with too much
sugar. Might taste good up front, but is that re-
ally what you have in mind? Is that best?

If my brother fed his daughter a steady diet
of cereal with copious amounts of sugar, she
would eat her breakfast. Job well done. But she
would also develop a taste for sugar at the ex-

pense of so many other flavors (to say nothing
of her nutrition). That would be her baseline,
the norm. All other tastes would have to be as
“loud” as sugar just to compete.

Sugar has its place the same way pushing
the limits on sound has its important place, but
I think we are at a time when we fear that if we
remove the sugar, no one will eat the cereal.

I am not a gear head. I've always focused
on “vibe” rather than the purely technical side
aof things; the music, the sound, is the primary
focus. I only use whatever tools are necessary
to get the job done, and that changes with each
assignment. Less is more. Less electronics, less
processing, less push on what is in the chain.

But I do have strong feelings about tools
like compression—especially from a concep-
tual point of view. [ like to think of myself as
growing with the new school and participating
in it on every level. Any experience | share, or
mentoring, is offered in the service of creating
an environment of responsible audio transfers,
no matter what medium. My close work with T
Bone Burnett and his CODE sound quality—con-
trol initiative is an additional testament to this.

This idea of humans always pushing
against limits brings to mind the early history
of CDs, starting back in the 1980s when digital
storage arrived for consumers. CD manufactur-
ers would not accept any masters with samples
over digital zero. The engineer would have to
record or capture the music way below the
threshold to maintain a legal master.

In the late '80s and early 'gos, equipment
manufacturers started building tools to clip
audio right before the digital zera point. That,
in turn, allowed the use of compression to
essentially turn up the average volume of the

music and reduce the peak volume while avoid-
ing sample overs.

Compression and limiting became popular
ways to push the limits—no longer simply
part of a set of tools to be used to enhance the
musical vision of an artist, producer or mixer.
The trend gained popularity as more and more
noise infiltrated our lives and our listening
environments. When the Digital Age went por-
table, to compete with ambient noise meant to
push and push the limits of our recordings.

In other words, we sugarcoated everything
to make sure it still got eaten.

“Compression” is an often misunderstood
and misused term. It is nothing more than
dynamic range control. It does not reduce
highs or add lows, as some people think. (I am
referring to compression of the stereo master.
Compression of individual tracks within a re-
cording before it is mixed would be the subject
of a different article.)

The responsibility of all engineering is to
learn from and maintain standards set by the
greats, to embrace and enhance them. It is
about working with the whole of a sound, oper-
ating within the entire dynamic range.

When we limit the range of audio, we are in
fact simply limiting ourselves. We are limiting
the size of the canvas upon which we are asked
to work, and we are, in the end, limiting what
we can contribute to the production of music in
this Digital Age. lll

Mastering engineer Gavin Lurssen is a two-time
Grammy winner for the O Brother, Where Art
Thou? soundtrack and PBS’ Martin Scorsese
Presents the Blues. He won two 2008 TEC awards
Jfor Robert Plant and Alison Krauss’ Raising Sand.
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By George Petersen
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Digital audio workstations have a long history in the
mastering/premastering process, dating back to well be-
fore the days when multitracking on a PC or Mac was
standard practice in the studio. In fact, early on some
of the most successful DAWs—such as Sonic Solutions’
Sonic System and Digidesign’s Sound Tools—were de-
signed specifically for mastering/premastering tasks.
Technology has advanced to the point where nearly every
aspect of music production can be handled with the right
software, and the mastering process is no exception.

Today, most DAW programs include a good selection of
compressors, limiters, equalizers and other DSPs for gen-
eral audio work, but mastering often requires more special-
ized tools. With that in mind, an increasing number of soft-
ware suppliers are offering bundled collections of plug-ins
that are designed for mastering applications. With a lot of
new products in this genre coming to niarket, we decided
to survey what's available.

Designed as an add-on to its Peak Series of editing
DAWs (and included fre with Peak Pro XT), but compatible
with other Mac or PC hosts supporting RTAS/AudioSuite,
VST or Audio Units, the Master Perfection Suite from
BIAS (www.bias-inc.com) is a $599 collection of six plugs,
including Reveal (seven-tool analysis suite), Sqweez-3 and -5
(linear-phase multiband dynamics), Repli-Q (linear-phase
spectral matching), PitchCraft (pitch correction/transposi-
tion), SuperFreq (4/6/8/10-band paragraphic equalization)
and GateEx (gate with downward expander).

While the functions of applications such as Sqweez,
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PLuc-IN PACKAGES
TAKE YOUR Mix

To THE FINAL STEP

SuperFreq, PitchCraft and GateEx are more straignt-
forward, some require more explanation. Repli-Q uses a
linear-phase equalization algorithm to provide high-quality
spectral matching (to add consistency to tracks recorded
in different environments) and mastering for different
delivery targets, such as repurposing a compressed MP3
track for CD release. Reveal has precision tools for looking
at your project, like peak/RMS meters, phase displays and
correlation meters, spectrum analyzer and spectrogram
displays, oscilloscope and more.

Offered in native (RTAS, VST and Audio Units) and
TDM versions, Brainworx Music & Media’s (www.brain
worx-music.de) bx_digital provides a 5-band equalizer—7-
band in the TDM version—de-esser, Mono-Maker, and
intelligent bass and presence shifters. This exparded soft-
ware version of the bxi hardware processor can operate in
three modes: left/right and both mid-side (M/S) modes for
recording and mastering applications. Features include
extensive metering and stereo-width tweaking in M/S
modes, solo buttons for mastering de-essing, and the abil-
ity to transform all LF content with a stereo track into mono
for 100-percent compatibility in radio/broadcast play situa-
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tions. Pricing ranges from about $400 to $780,
depending on the version and exchange rates.

Cube-Tec (dist. by Sascom, www.sascom
.com) has long offered a variety of plug-ins—the
company refers to these as VPIs (Virtual Preci-
sion [nstruments)—for its AudioCube hardware
system. Rather than purchase a set bundle, us-
ers can choose from among various VPIs with
discount quantity pricing based on the number
purchased. Recently, Cube-Tec has begun offer-
ing its Mastering Suite VPIs, which can be used
with any DAW (PC or Intel Mac) by those who
simply purchase the Cube-Tec dongle. Available
VPIs include Loudness Maximizer, a psycho-
acoustic process; Analog EQ, a 7-band equalizer
that emulates the sound of analog filters; Multi-
Comp, a 5-band compressor; Attack Designer,
a 5-band transient shaper; Vitalizer, CubeTec’s
version of SPLs analog processor; and Analog
Comp, a classic compressor interface with ana-
log-style transfer functions.

Priced at $499, the new T-RackS 3 Deluxe
mastering suite from IK Multimedia (www.ik
multimedia.com) offers nine digital- and analog-
modeled dynamics and EQ processors. Among
these are three new analog and vintage emula-
tions (including models based on the Fairchild
670 and the Pultec EQP-1A) and two new digital
processors (intelligent, multi-algorithm brick-
wall limiter and high-precision, high-definition
linear phase equalizer), as well the four classic

IK Multimedia T-Racks 3 Deluxe mastering suite

T-RackS processors (compressor, multiband
limiter, clipper and equalizer).

Beyond the DSP power itself, the bundle
adds features such as a configurable mas-
tering/mixing chain for running up to 12
processes in parallel or series and a metering
section with peak/phase/RMS/perceived-loud-
ness meters, as well as a spectrum analyzer
with peak, RMS and averaging indicators. Other
touches that simplify operations include style-
based presets, full chain visualization, an A/B
compare function, multiple audio processing
in stand-alone mode and single-click bypass of
an entire chain or individual modules. T-RackS
3 Deluxe runs in Audio Units, RTAS and VST on
Intel or Power PC Macs (OS 10.4 or higher) and
RTAS or VST on PCs running Windows XP or
Vista. Another version, the T-RackS 3 Standard,
offers the four classic TrackS processors within
the new application framework for $199.99.

Some Non-Plug-In €ssentials

Plug-ins can expand the capability
of your DAW, but sormetimes a few
basic, bundled, stand-alone apps
can also smooth the mastering
process

The AudioTools™ AWE Master
Bundle from Minnetonka Audio
(www.minnetonkaaudio.com) is a
set of integrated, iZotope-powered

tools designed to address each

step of the mastering process: equalization, multiband compression, loudness maximization and
ambience reverb, Time-stretch and pitch-shift, with a extremely wide 12.5 ta 8oo-percent range, are
also included. Processing chains can be auditioned and saved as templates. This Mac OS X collection
runs with any |/O supporting Core Audio

Going beyond CD? The Dolby Media Producer suite from Dolby Labs (www.dolby.com) supports
oding of Dolby Digital, Dolby Digital Plug,
Dolby TrueHD and MLP Lossless for DVD-Video, DVD-Audio and Blu-ray disc formats. Also available

separately, the $11,000 bundle includes four separate products: Dolby Media Encoder, Dolby Media

multichanne!, non-real-time encoding and real-time filz d

Encoder SE, Dolby Media Decoder and Dolby Media Tools. All are Mac Universal apps for native

operation on Intel-based and PowerPC Macs —George Petersen
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Distributed worldwide by M-Audio, iZotope
{www.izotope.com) announced Ozone 4 at the
recent AES convention, with this new version
of its popular mastering suite shipping next
month. Offered for Pro Tools 7 (RTAS/Audio-
Suite), VST, MAS, Audio Units and DirectX for
Mac universal binary OS X and Win XP/Vista,
Ozone 4 optimizes the Ozone algorithms for
low-latency DAW production. The bundle offers
a new Intelligent Loudness Maximizer, Perfect
Reconstruction crossovers, mid/side process-
ing for versatile soundstage control and a True
Envelope dynamics processing mode, which
introduces an alternative to traditional peak and
RMS-based dynamics processing that’s said to
provide exceptionally transparent compression,
expansion and limiting. The upgrade includes
numerous interface and ease-of-use additions,

iZotope Ozone 4 offers optimized Ozone algorithms.

including an improved preset system for achiev-
ing quick results from just a few parameter
adjustments. Ozone 4 is priced at $249; users
who purchased Ozone 3 after October 1, 2008,
are offered a free upgrade. Other existing Ozone
3 users can upgrade for $79.

The Comprehensive Mastering Suite from
Sonalksis (www.sonalksis.com) is an RTAS/VST/
Audio Units plug-in bundle for Win XP/Vista or
Mac DAWSs. Software tools within the set include
MultiLimit, a mastering limiter with five inde-
pendent bands of control; the MaxLimit stereo
program maximizing limiter; StereoTools stereo-
imaging control; and Ultimate-D, an advanced
dithering processor. Among the features within
the Comprehensive Mastering Suite are G4-bit
floating-point precision internal processing, up
to 24-bit/192kHz resolution, and various display
and monitoring choices, such as phase meter-
ing (polar and Lissajous scope graphs), spectral
analysis and K-System metering options.

Looking for loud? Sonnox (www.sonnox
plugins.com) offers the Sonnox Enhance bundle,
with three easy-to-use plug-ins for stereo mix
enhancement. The set contains the Oxford Infla-
tor (to increase the apparent loudness without
audibly reducing dynamic range with the musi-

cality of tubes), Oxford Transient Modulator {to
accentuate or flatten attacks and transients) and
the Oxford Limiter. Sonnox Enhance is available
for Pro Tools HD TDM ($1,245), TC PowerCore
{$1.024) and $627 native VST/RTAS/Audio
Units versions. Sonnox also offers a variety of
Flexible Oxford bundles that allow buyers to cre-
ate their own combinations of individual plugs
at discounted rates.

From a price standpoint, the clear winner in
the mastering bundles race has to be Sony Cre-
ative Software’s (www.sonycreativesoftware.com)
$34.95 XFX 2 collection, which runs seamlessly

ing

drecord

prismsoun

with any DAW program that supports DirectX
plug-ins. The second in the company’s XFX
Series, the set includes six discrete plugs: graphic
dynamics, graphic EQ, multiband dynamics,
noise gate, paragraphic EQ and parametric EQ.
Designed for PowerCore and the Pro Tools
HD platforms, the MD3 Stereo Mastering pack-
age from TC Electronic (www.tcelectronic.com)
includes the MD3 multiband dynamics and
brickwall limiter, two algorithms ported from
the company’s flagship hardware System Gooo
processor. The multiband plug allows stereo
dynamics processing in three frequency bands,

/0,0@5‘0'
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with true split-sidechain structure on dual-mono
signals, and other tweaks such as M/S process-
ing and Spectral Stereo Enhancer. The limiter
eliminates digital “overs” that generate distortion
in consumer CD players, radio processors and
data-reduction codecs.

Available for Universal Audio’s (www.uaudio
.com) UAD-1 hardware/software platform—and
soon for the new UAD-2 cards—is UA’s Preci-
sion Mastering bundle. The $500 set comprises
three plug-ins intended specifically for stereo
program material. Precision Multiband provides
compression/expansion/gating for each of five
bands, offering complex dynamics control or ba-
sic de-essing processing. Modeled after high-end
mastering filters, Precision Equalizer is a ste-
reo/dual-mono 4-band EQ (and highpass filter)
with 192kHz clarity and stepped 0.5dB controls.
Precision Limiter is a single-band, brickwall
limiter with a 1.5ms look-ahead window for zero
overshoot performance and comprehensive me-
tering that conforms to Bob Katz's “K-system”
metering specs. The limiter plug can also be
bypassed, allowing use of the high-resolution
metering function by itself.

WaveArts (www.wavearts.com) offers its

‘86 Wave Arts: FinaWPlug §

dio Units, MAS, VST, RTAS and DirectX
platforms.

Waves (www.waves.com) offers
more than a dozen bundles, both gen-
eral-purpose and specialized, with its
Masters collection intended specifically
for mastering applications. Available for

PC or Mac in $9oo Native (RTAS/Au-

WaveArts FinalPlug 5 peak limiter/volume maximizer

Mac/PC plug-ins individually and in large inclu-
sive bundles, as well as a $299 Custom Duo for
selecting any two, where a combination of Final-
Plug 5 and TrackPlug 5 makes for a master-qual-
ity tool kit. FinalPlug § is a peak limiter/volume
maximizer with bit-depth truncation and dither
options, 24-bit/192kHz resolution, and presets
for CD and DVD-Audio mastering and track
compression. While intended mainly as a chan-
nel strip, TrackPlug 5’s stereo capability opens
up its 10-band EQ (64-bit), brickwall filters, dual
compressors, gate, sidechain EQs, clean/vintage
compression modes, peak limiter, de-essing and
spectrum analysis functions to mastering appli-
cations, especially when combined with Final-
Plug 5. Both plug-ins support hosts using the Au-

www.argosyconsole.

800.315.0878 or 573.348.3333

Ask how to get a

FREE

Herman Miller
Chair

The finest facilities in the
world rely on Argosy
studio furnishings...

SO can you.
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dio Units/VST/AudioSuite) and $1,800
this bundle includes
three key plug-ins. The Linear Phase Equalizer

TDM versions,

is designed for zero phase-shift operation with
nine selectable filter types and five paragraphic
bands (with a massive +30dB gain change range
per band) and a dedicated LF filter. Linear Phase
Multiband provides five bands of distortion-free
compression, based on linear-phase crossovers
and technologies such as adaptive thresholds,
automatic gain makeup and finite response
filters. Also included is the L2 Ultramaximizer,
offering look-ahead brickwall peak limiting and
level maximization with three dither types and
up to 192kHz resolution. Il

George Petersen is Mix’s executive editor and runs a
small record label at wwwijenpet.com.
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IMazldStoe mer, Dave Keuning, Brandon Flowers and Ronnie Vannucci
]

The Killers

By Heather Johnson

“DAY & AGE” IS NEW ROCK WITH A REMIXER'S TOUCH

During one of the worst times ever in
U.S. economic history, the reports of
stock market nosedives, high unem-
ployment and other gloomy events
seem endless. But there is at least one
positive outcome of all this mess. If
it weren't for our slowing recording
industry and the real estate downturn,
there wouldn't have been a certain

recording studio for sale in Las Vegas.
And the ceiebrated rock foursome
The Killers wouldn’t have bought said
studio, nor would they have remod-
eled the place, bought a few pieces of
equipment and turned it into Battle
Born (www.rmyspace.com/studiofioy),
the recording home for their third
studio album, Day & Age, released

November 25 on Island Records.

The Vegas-based quartet—vocal-
ist Brandon Flowers, guitarist Dave
Keuning, Dbassist Mark Stoermer and
drummer Ronnie Vannucci—had
outgrown their barren rehearsal space
and wanted a more comfortable place
to prepare for their busy tour schedule,

work through song ideas and, ideally,
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music | the killers

record them. “We were hoping to look into some
of these foreclosures that were happening in
some areas of Vegas,” says drummer Vannucci.
“We wanted to find a home or a nice lot where we
could make noise, but that didn’t really material-
ize. Then, on the very last day, the realtor says, ‘1
know a guy that wants to sell his studio in central
Vegas. It’s not listed yet, but I'm sure you can
take a look.”” Ten minutes later, Vannucci was at
the doorstep of Studio V (aka Studio Vegas), a
mid-sized facility with two control rooms, a live
room with two iso booths, a drum room and a
decent stock of equipment, most of which could
stay with its potential new owners. “I made an of-
fer right then and there,” says Vannucci, “hoping
the other guys would like it and I wouldn’t have
to pay for it myself!”

With the paint dry and a newly purchased
API 1608 console with 16-channel Expander
installed, as well as pairs of Westlake BBSM-108
and Focal Twin 6s, The Killers could record their
new album at their own studio without the tick of
the clock counting down the billable hours. They
had the freedom to experiment and re-record
liberally; however, most of the time, they found
that the first or second take was the best one.

Similarly, they followed their instincts when
choosing Stuart Price to produce Day & Age. Price,
an electronic musican/remixer/producer whose
background includes remixes for No Doubt and
Coldplay, as well as producing Madonna’s Confes-
sions on a Dance Floor, had produced The Killers’
Grammy-nominated remix to “Mr. Brightside”
and their 2007 Christmas single, “Don’t Shoot
Me, Santa.” Although the band had only worked
with Price as a remixer, they trusted the creative
and personal chemistry at play.

“The Killers have a history of changing direc-
tion radically on each record,” says Price. “They
recorded their first album very quickly—they
were recording and mixing a song a day. They
spent a lot more time and got a lot more in-depth
in making the second record. So for this third
record, | suppose they were equally interested in
making it in a slightly more chaotic way, which
would give rise to it being a little more of-the-mo-
ment. So it became an odd but interesting choice
to have a remixer produce the record. They took
a big risk, but that's really the only way you can
generate excitement.”

At the same time, Price, with his primarily
electronic and dance-music background, took a
risk when signing on to work with a rock band.
“I always thought it would be great to make a
rock record with remixer’s ideas,” says Price.
“After doing The [Killers) remix, I was secretly
hoping that they would be interested in working
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Flowers and Stoermer at work in the band’s new Battle Born studio in las Vegas

on an album. So the two ideas just married up
really nicely. And I really think that's what this
album is—a rock record made with remixer’s
ideas. That, for me, makes it new and ground:
breaking.”

Trans-Atlantic Demo Recording
The Killers’ spontaneous approach to Day & Age
came after months of preparation. Beginning in
early 'o8 after wrapping up their winter tour, each
bandmember began coming up with song ideas,
and then uploaded those ideas via e-mail and
Apple iDisk accounts so that the rest of the band
could build off of them. “We could add, change
and shoot things back and forth this way,” says
Vannucci. “We ended up with something like
5o ideas for songs, so when we did get into the
rehearsal room, it was like, ‘Okay, let's go down
the list.” Every idea saw the light of day.”

By late summer, they were ready to take the
best of those ideas and turn them into songs.
With Vannucci manning an Apple MacBook Pro
equipped with Logic Pro 8, the band recorded
rough versions of the songs and sent them to
Price, who edited, rearranged and otherwise
manipulated the tracks from his London studio.
“Sometimes these demos would be re-arranged
three or four times until we felt like we got it
right,” says Vannucci.

“There are four prolific writers in the band,
and sometimes all the song needed was some-
one to say, ‘What you've got in that verse is really
exciting; maybe we can expand on that with this
chorus idea,” adds Price. “Ang from my studio
I could be very objective because there was no
one over my shoulder. I could work very hon-
estly. And when I sent songs back to Ronnie or
Brandon, they could be really objective, as well,
about what was coming back. Somewhere in that
international Internet language we found a way
for the songs to evolve.”

The demo recardings evolved so well that

about half of what you hear on Day & Age came
from those sessions. By high-end recording
standards, the tracks shouldn’t have worked. The
band recorded in either their rehearsal space or
their unfinished studio using only a Logic system
and “budget” mics. Oftentimes Flowers would
intend to record scratch vocals in the Battle
Born control room with a Shure SMs8, but they
sounded too good to replace. The quality of the
music transcended any perceived limitations of
recording equipment and technique.

“Stu really liked the sounds that we were
coming up with,” says Vannucci. “A lot of it
couldr’t be duplicated—but we tried! There was
no pressure, and sometimes it ended up sound-
ing befter than something more thought out or
contrived. The tracks had this breath to them
that was very easy, free and effortless.”

Orne- or two-take moments happened fre-
quently, including on “Losing Touch,” where
Keuning nailed a guitar solo. “Dave plugged in
about eight bars before the solo came in,” says
Vannucci. “I miked his cabinet with an SMsy
and recorded a separate line out just from his
guitar. [ also had a dry signal where I would mess
around with plug-ins. Dave had a pitch-shifting
pedal that had kind of a '7os harmony, and I was
also getting that harmony on the dry signal. 1
ran the dry signal through an amp send and it
sounded perfect for that song. So we ended up
using it.”

The epic “Good Night Travel Well” features
an on-the-spat drum pattern from Vannucci. “1
caught a particular drum pattern and I wasn’t
thinking about it; I was just letting it come out,”
he says. “I listened back, and thought ‘Wow,
this isn’t half bad, and it sounds good, too! I
forwarded it to Stuart, and he loved the drum
sound. When we got into the studio, we tried to
go back and re-do those ideas, and it just didn't
work out the same.”

Fromn his well-appointed London studio,



Price fleshed out the arrangements and added
parts of his own, including keyboards and other
embellishments. His Apogee Symphony system
with Logic Pro 8 includes an assortment of Uni-
versal Audio and VST plug-ins, which he uses
with a vintage Neve Melbourne console, GML
and Pultec EQs, UREI u76 compressors, and
Avalon and Neve mic pre’s, among other items.

For music creation, Price turned to his ex-
tensive analog synth collection, which he used
liberally on the album’s lead single, “Human.”
“The pads on that song came from an ARP
Chroma [analog synth],” says Price. “We also
used the Korg MS-20 and Nord Lead 3 quite a
lot. A lot of the drums were processed through
the external filter of the Korg MS20 because the
old transistor distortion of that filter unit is very
characteristic.”

Price also used the Korg SQ-10 analog se-
quencer—triggered by Vannucci's kick drum—
which would activate certain sounds from the
MS-20. “On ‘Human,’ the thythm is very rigid,”
says Price. “I wanted Ronnie’s drums to sound
like a machine, but I didn’t want to replace him
with a machine because that would defeat the
purpose of working with a band.”

Charging Ahead at Battle Born
By the time the band got into the studio—their
studio—to track the album with Price and engi-
neer Robert Root, they had a solid foundation.
“When we first started rolling, we'd say, ‘Okay,
what do we want to build off first?” says Root.
“Then we would get the next piece of the puzzle
laid down. We decided on a song-by-song basis
who was going to play and in what order. So it
was similar to overdubbing rather than straight
tracking, mostly because the demos had already
been heard and manipulated in some way by
Stuart before he came to town.”

For the parts that they did record, the band
took a “less-is-more” approach, choosing a
more sparse miking technique, especially on
the drums, which Root spread out to only nine
tracks. He miked Vannucci’s extensive Craviotto
drum collection with an AKG D-u2 or Audix
DG for the kick, Earthworks SR25 drum mic
for overheads and a Royer R-122 for the center
overhead in certain cases. Snare top was miked
with a Josephson e22$, while snare bottom took
a Shure SMs7. Root used a Brauner VM1 with
a UREI u76 compressor for additional room
sound. For a different type of response, he put
the drum kit in the vocal booth.

Lacking a sub-kick microphone, Price cre-
ated one using a technique borrowed from other
recordists. “We found an old speaker cone in the

studio, but it was a little too small so we took the

two wires out of it and ran it into a mic channel
so it was working backward,” says Price. “That’s
what we used to create a lot of the low end com-
ing from the kick drum. Since the speaker cone
is so much bigger than the normal diaphragm
on a microphone, it creates a really huge ‘subby’
sound.”

Despite its rickety design, the speaker cone
mod worked well enough to also capture room
ambience. “We'd use it in reverse and fire audio
out of it back into the room and capture that
sound from the other side of the room with a
distani room mic.” says Price. Flowers' vocals
got a similar treatment. “If we thought that the
vocal sound needed more body, we would take
a speaker with a bass port and send the vocal
through that, but with an SMs8 right inside the
bass port so it was really just picking up this sick
bottom end. When you hear it back, you hear
this muffled sound, but when you mix it in with
his direct vocal, it added a lot of body.”

Experiments aside, most of the tracking ses-
sions were pretty straightforward and efficient.
Root recorded into Logic using the band’s new
API 1608 with 16-channel extension—a lucky
find. “We were going to try to get away with the
Studer board that was already there, but it blew up
two days into recording,” says Vannucdi,“which
is kind of good because I had my eye on the
1608. We threw in a couple of API 500 Series
and Purple Audio compressors and bought a
bunch of plug-ins to work inside the box.”

While the band recorded new parts to merge
with the demo tracks, Price worked at a brisk
pace embellishing tracks, re-arranging, editing
and mixing, all pretty much simultaneously.
“Sometimes when people aren’t sure if a song
is there or not, theyll say, ‘Well, it's going to
be good when it's mixed.” When you say that,
sometimes you're avoiding the real issue, which
is, ‘Is the song good enough or not?’ I thought
it would be nice to do these two things together.
That involved me and Robert Root working very

quickly and trying to mix as we went along. That
way, if Dave was recording guitar and came back
into the room to listen, we could have it already
sitting in a track. So Robert and I would work in
a very restricted way where we squeezed drum
lines, bass, guitars, keys and vocals onto 16 chan-
nels on the API. Instead of separating the two
processes, we brought the two together.”

Because Price had edited and partly mixed
the album during the tracking sessions, the actu-
al mixing sessions, which took place at London’s
Olympic Studios, incorporated guitar, bass and
a healthy amount of vocal overdubs. (Flowers
originally sang many of the choruses before he
had finished the rest of the lyrics.) Price mixed
on the facility’s SSL gooo K console, and as with
the rest of the process they maintained a collab-
orative environment.

“The Killers are very active in every area of
their career: their promotion, their music, their
image,” says Price. “For that reason, it was good
to not have any separation and for us to make
the record as a unit. There is a certain amount
of smoke and mirrors involved when you're
producing a record. Sometimes it's advisable
not to let people see [what's behind] the smoke
and mirrors, but I thought from day one that if
everyone is there and sees what's going on, no
questions will be raised in the end. And I felt bet-
ter that we were making an honest record that
everyone had been a part of.”

Final mixes complete, Price delivered the
album to esteemed mastering engineer Tim
Young at London’s Metropolis Studios. “Tim
is equally good at his job as he is unimpressed
by anything,” Price says with a laugh. “So when
he gives you the nod, you really know that it’s
good. He thought about what was best for this
album and decided to master it using all analog
equipment.”

Excitement began to build well before Day &
Age dropped on November 25, propelled by its
lead single, “Human,” which debuted at Num-
ber 13 on Billboard’s Modern Rock Tracks chart,
a well-viewed appearance on Saturday Night Live
and just the all-around anticipation from fans
that have waited two years for some new Killers
songs. And considering the attention the band,
both as a unit and individually, has put into their
songcraft this time around, it's worth the wait.
“They're all very creative and have their own
ideas and opinions, but when you get them all
together, it’s like they know what each other is
thinking before they say it,” says Root. “They’re
very tight-knit. They act as one and think as one,
but individually they're all creative. They're the
quintessential rock band.” lIt
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McCoy Tyner §

JAZZ PIANO GREAT JOINED BY TOP GUITARISTS

By Blair Jackson

Over the course of a career spanning five de-
cades, jazz piano giant McCoy Tyner has played
with scares of great musicians on literally hun-
dreds of albuns, botn as leader and bandmem-
ber. Of course, he'll forever be most associated
with John Coltrane’s famous early '6os quartet,
but through the years this fearless and utterly
distinctive stylist has been remarkably adaptable,
whether with Eric Dolphy, Milt Jackson, Wayne
Shorter, Pharoah Sanders or even swing violinist
Stephane Grappelli. On scant few occasions, he
has plied his craft with electric guitarists—Grant
Green being the most notable—but it’s safe to
say he's never made an album quite like his
recent Half Note Records release, Guitars.

For these quartet recordings, Tyner was
joined by the formidable rhythm section of
bassist Ron Carter and drummer Jack Dejoh-
nette—legends themselves—and a handful of
highly creative axermen: John Scofield, Marc
Ribot, Derek Trucks (of the current Allman
Bros.; a young phenem), Bill Frisell and banjo
sensation Béla Fleck. The result is a fresh and
exciting collection of tunes that range from free-
form improvisations (with Ribot), to Coltrane
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classics (“Mr. P.C.” with Scofield, “My Favorite
Things” with Fleck), to originals by Tymer and
the various soloists, and unusual choices like the
folk anthem “500 Miles” (Ribot) and a beautiful
take on “Greensleeves” (Trucks).

The album was produced by John Snyder—
whose decades-long CV is peppered with dozens
of notable albums by top jazz, blues and even
jam-band artists—and engineered and mixed by
Randy Funke, who captured the quartets in two
day-long sessions at New York’s Clinton Studios
in September 2006. Snyder says, “The record
company wanted to get McCoy together with
the commercial players—Larry Carlton, George
Benson, people like that—but [ wanted to get
what I'd call the ‘left-wing’ guys. | wanted to get
really adventuresome players with McCoy.”

Funke—a  Connecticut-based  guitarist,
engineer, computer wiz and video editor—has
worked on projects with Snyder for the past
five-plus years, including a series of Master Class
DVDs with the likes of Cecil Taylor, Phil Woods,
Toots Thielemans, Clark Terry and others,
available through www.artistshousemusic.org,
the Website of the educational Artists House

Foundation founded and run by Snyder. The
Tyner Guitars sessions were also shot for a
remarkably illuminating DVD (packaged
with the CD), which allows the viewer to
choose which player(s) to watch at any given
moment. As Snyder notes, “If you want to go
to school with Ron Carter, you can do it,” or
you can watch a pre-edited version or all four
at once through iso split-screen.

During the sessions, Snyder was in the room
with the musicians, even manning the camera
trained on Tyner. “1 like to be in the room when |
produce,” he says. “On the other side of the glass
you've always got hangers-on and people talking,
and you can’t entirely tell what's going on. You
certainly can’t pick up on the subtleties of the
communication among the musicians.”

The sessions were tracked live to Pro Tools
through Clinton’s 8000 Series Neve and “as
many inboard mic pre’s as possible,” Funke says.
“I didn't really EQ or compress anything at that
stage.” Miking was fairly simple. On the piano
he used three Neumann U87s: “I like to have the
spread of left and right; the middle one I like to
use as a mono to give it a larger-than-life sound.”
Carter’s standup bass was a combo of a DI and a
Neumann Mi50 six or seven inches away. Funke
says that drummer DeJohnette is “like the undu-
lating undercurrent of the world. It seems like he’s
playing every drum every second!” To capture his
kit he used an Audix D6 on the kick, a Shure 57
on the snare, Shure SM81 on hi-hat, Sennheiser
4215 on toms and two U8ys as close overheads.
“Some songs have more overhead than others,”
he notes. “Frankly, I tend to gravitate toward a dry,
in-your-face, non-roomy sound a lot of the time.
But this had a lot of natural room sound in there.”
For the guitarists, Funke used two mics, side by
side, a couple inches from each’s amp (or two,
in Frisell's case)—a 57 and an AKG 414. Fleck’s
banjo was miked with an 87 and a 414.

Funke mixed the album “in the box” at his
home studio, Zone Media, sending mixes back
to Snyder, who was in New Orleans, listening on
his beloved Tetra speakers. On most songs there
was a minimal number of edits; then there were
Fleck's tracks: “Béla likes to overdub very, very
small passages of notes,” Funke says. “He did 46
takes of an eight-bar phrase, and then he wanted
to get a copy of the hard drive so he could edit
his takes and get the things he wanted on his
own. So he chopped stuff up at his studio and
put the notes in he wanted. He did so many edits.
Scofield overdubbed a solo but we didn't end up
using it. And Mark Ribot overdubbed a few little
things. But most of it is really the way it went
down in the studio.” Il
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CLASSIC TRACHKS

"WALK ON THE WILD SIDE”

By Dan Daley

If all Lou Reed’s groundbreaking single “Walk
on the Wild Side” had ever done was put oral sex
explicitly onto the radio and into the pop-culture
lexicon, that would have been enough. But the
track, from the 1972 Transformer LP. was sedi-
tious in a number of other ways. It was a portal
into the mysterious pharmaceutically powered
and androgynous scene that swirled around
Andy Warhaol and the New York ast world, fea-ur-
ing references to drag queens Holly Woodlawn
(“Holly came from Miami F L A...Shaved her
leg, then he was a she”) and Candy Darling (the
aforementioned fellatial reference), as well as
Jack Kerouac-by-way-of-William Burroughs hus-
tlers like Joe Dallesandro (“Litfle Joe never once
gave it away/Everybody had to pay and pay”). But
it wasn't just proto-sndrky cultural references that
made "Wild Side” so archly fun. Bassist Herbie
Flowers’ haunting bass line, which is spread be-
tween an acoustic double bass and a Fender elec-
tric bass, is instantly recognizable and has been
sampled hundreds of genrecrossing dmes; and
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the nonsense refrain of “Doo, doo-doo, doo-doo,
doo-doo doo.” sung by “the colored girls"—actu-
ally three white English girls collectively and
professionally known as Thunder Thighs—is the
slouching Greek chorus of rock ‘n’ roll.

Engineer Ken Scott—who cut his teeth on
Beatles recordings at Abbey Road in the 1960s
and would go on to engineer and produce records
for Jeff Beck, Eltor: John and Duran Duran—had
already finished The Rise and Fali of Ziggy Stardust
and the Spiders From Mars with David Bowie,
who would produce this record for Reed. Scott
was an adventuraus but well-grounded record
maker who meshed well with the innovative but
calculating Bowie, an anchor of practicality as
glam-rock moved from its salad days into its own
business sector clad in $1,000 snakeskin boots
and make-up. Scott was comforiable at Trident
Studios, in Lendon’s SoHo district, in a five-story
former printing factory. The single main studio
reminded him of Abbey Road’s Studio Two—The
Beatles' room—with its control room looking

down on the studio from a floor above. Trident’s
founders, brothers Norman and Barry Sheffield,
were yet to develop the Trident brand into one of
the classic marquees of the console business with
the sublime A-Range and the workhorse Series
80. Scott says it was likely a 20-input/16-output
Sound Techniques console in the control room
in 1972 for Transformer, sideloaded into the room
and underneath a pair of large Tannoy speakers
in Lockwood Audio cabinets. There were two
each Universal Audio LA-2As and UREI uy6
compressors in the rack next to the console. An
EMT plate was the sole reverb.

The recording studio was sizable enough to
hold a 45-piece orchestra, with a drum booth re-
cessed into a cubby underneath the control room.
“Wild Side” was one of 1 songs on Reed's Trans-
former album, and Scott approached the record-
ing of it like any other project. “I make it a point
to never listen to the lyrics, so I wasn't shocked by
anything,” he says. “I was listening to the melo-
dies and the sound. | mean, we were doing this
right in between Ziggy and Aladdin Sane, so Lou
didn’t seem that out-there by comparison.”

On the drum kit, played on this track by
Ritchie Dharma, Scott placed an AKG D-12
dynamic on the kick; a Sony C-38 on the snare,
angled in at about 45 degrees; and either a Beyer
MiGo or an STC 4038 overhead. Scott says that
by this time, he had started recording drums in
stereo, and on this song likely put the kick on
its own track and mixed the snare and overhead
microphones in stereo to the 3M 16-track deck
running at 15 ips with Dolby NR. (Trident was the
first UK studio to use Dolby.)

Herbie Flowers was playing a stand-up dou-
ble bass in the room, on which Scott likely
experimented with a Neumann KM 56 wrapped
in sponge material and stuffed into the bridge,
a technique he had used successfully recording
Stanley Clarke. An acoustic guitar, played by
the late Mick Ronson, Bowie's collaborator and
co-producer on Transformer, was recorded with
two AKG C-12As. The microphones were placed
at an angle of 45 degrees down from the front of
the instrument and facing 45 degrees to its rear. A
second mellow-sounding electric guitar is also on
the track, with a UGy on the amplifier.

As regular readers of “Classic Tracks” are
aware, basic tracks in the early multitrack era
were not drawn-out affairs, and “Wild Side” was
no exception; Scott figures the band nailed it
within three or four passes. But a lot went on
during the run-up—the band learned the song



and rehearsed it, and Scott tweaked the sounds,
though neither party was restricted to one side
of the glass or the other. Initially, Dharma started
running the song down with drumsticks. “I
heard it and it sounded like he was playing a
march, so I ran down and suggested he try it with
a pair of brushes,” Scott recalls.

The first overdub was the trademark bass
line. Flowers laid a Fender bass on top of the
acoustic one, with perfectly matched glissandos
on each. Then came Reed's vocals. He stood in
front of a U67, and it may have been more like
an actor delivering his lines than a singer doing
a vocal. With Bowie and Ronson rehearsing dur-
ing the evenings for a forthcoming live show at
the Rainbow Theatre in London, Transformer’s
session hours were curtailed to the daytime
(not exactly Reed’s best milieu) and Scott was
concentrating on getting the tracks done. He
found it best not to intrude into Reed’s odd,
uncommunicative state of mind and simply
let him perform. “It was a strange time,” Scott
recalls. “David wasn’t around much, he was off
with Rono rehearsing for the show, and 1 had no
idea where Lou was. 1 mean, his body was there,
but I'm not sure about the rest of him.” (Two
weeks after the project wrapped, Scott was in a
Chinese restaurant in SoHo when several RCA
Records executives came in with Reed in tow.
“He had no idea who I was,” Scott says.) Reed’s
vocal required a touch of one or the other of the
compressors and a little EQ, and little else other
than the occasional punch.

Next came the background vocals, the fa-
mous “Doo, doo-doo, doo-doo, doo-doo, doo”
performed by Karen Friedman, Dari Lalou and
Casey Synge—who had become sought-after
backup singers in the London studio scene
and would go on to chart singles as Thunder
Thighs with titles such as “Central Park Arrest”
and “Dracula’s Daughter.” “David said we need
some girls on this track, and 1 put in a call to
them,” says Scott, who had used them on a
previous project. He grouped them around the
U67 and “Doo, doo doo” went into the history
books quickly.

“Wild Side” also has a string section, the kind
of contrast that Bowie thrived on and Ronson
was perfect to execute. Transformer has strings
on some of its other songs, too, but when the
string session came around to this one, for some
reason the violas and cellos were nowhere to be
found. Thus, there are only violins doubling up
on Ronson’s simple, single-note lines, forlorn
and almost Celtic, the antithesis of lush, into the
UG7s Scott had set up. It was emblematic of how
Bowie and Ronson approached the production of

the record: Bowie’s visionary conceptions made
manifest by Ronson’s visceral touch, though
there was a more prosaic side to the equation,
too. “Lou found it hard to understand Rono's
northern English accent and David would have
to translate for him,” says Scott.

The last bit of the song is the saxophone solo,
performed by Ronnie Ross, which plays the song
out to its fade. Scott set up two UGys, one on the
bell and the other facing the upper valves of the
sax, both less than a foot back. “So much of the
sound comes from the upper microphone,” he
says. “That’s where the breathiness is.”

Scott had developed his own unique method
of mixing, born out of a lack of extra hands to
make moves in the pre-automation days. He
would break the song into sections, mix them
individually on the Studer 2-track, splicing the
Ya-inch tape sections together as he went from
one section to the next. “There wasn't even a
second [engineer] with me in the studio,” he re-
calls. “David was on the Queen Elizabeth sailing
to New York. He had to leave early because he
refused to fly after a near accident. So I'd break it
into short sections and mix them bit by bit.”

The song’s mix is hardly radical—the elec-
tric and acoustic guitars are split left and right,
and the rest of the track seems right down the
middle—but the reverb on the background
vocals is notable. The women are introduced
surrounded by a dense halo of reverb, from
which they emerge, the sound morphing into an
intimate breath in your ear. “I had to do some-
thing—how many times can you hear ‘doo, doo,
doo’ without getting bored®” Scott asks. He set
the background vocal track echo send pre-fader
(it was going to an EMT plate), so as he brought
the background vocal track up progressively, the
reverb return stayed at the same level. The effect
is three-dimensional, adding depth and motion
as a counterpoint to Reed’s deadpan delivery.

All of Transformer took little more than three
weeks to make, start to finish. Scott says that's
part of what made it such a good record. “You
got to the point quickly recording that way,” he
says. The song became the only charting single
of Reed’s career, making it as high as Number
16 in the winter of 1973. Big things were ahead,
however. In 1974, his dynamic Rock ' Roll
Animal live album (with extended versions of
Velvet Underground classics written by Reed
such as “Sweet Jane,” “Heroin” and “Rock 'n’
Roll’) went Gold and brought in a new genera-
tion of fans for the idiosyncratic artist. But it's
“Walk on the Wild Side” that has survived the
decades and is acknowledged as one of rock’s
greatest tunes. lll
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PHOTIS PAULE SAVIANO

Janet Jackson

POP QUEEN ROUGHS UP ONSTAGE SOUND

Celebrating 23 years in the music busi-
ness, Janet Jackson has nothing loft to
prove, but she continues to enhance
her live performance year after vear,
including bringing a more rock sound
to her pop sersibility. At the Madison
Square Garden stop on her Rock

Witchu tour, the power voalist swept

¥

i
¥

through her catalog in a two-and-a-
half~hour blitz that showcased hit
songs (including those from her latest
albums, Discipline and 20 Y.O., punctu-
ated by pyrotechnics, celebrity video
duets and even a little mock S&M. For
each tightly choreographed dance rou-

tine, Jackson and 20 backup dancers

By Gaby Alter

whipped tkrough a dizzying number
of costume changes that ranged from
retro-futuristic to fantasy to maritime
“That [brings] its own challenges
in ternts of Janet singing, her coming
on- and offstage, changing costurnes
all the ime.” noves front-of-house engi-
neer Jon Lemon. “We always have three
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live ' janet jackson

or four mics being swapped over, so the whole
wardrobe department gets that together: The belt
packs are in the right place to match the headsets
and handhelds.” In addition, Jackson’s costumes
have pockets sown in for the wireless packs.

Getting the Voice Right

During the show, Jackson sings through hand-
held mics and her signature headset. “For the re-
ally heavy dance portions of the show, she uses a
headset mic—the same one for 12 years: a Crown
311 headset,” says Blake Suib, the show’s monitor
engineer. “Pretty standard; still sounds great.”

“A lot of it is a physical thing because they
attach very well,” Lemon adds. “They were cus-
tom-made for her so they can actually stand up
to the dancing. And she likes the sound of the
Crown microphones.”

For the ballads, Lemon and Suib chose a
Sennheiser SKM 5200 wireless with a Neu-
mann KMS 105 capsule. “I've used the KMS
105 a lot with different bands,” Lemon remarks.
“With women 1 find that they're really, really
good because they're just such a natural-sound-
ing microphone. They're not colored at all, so

that slick pop thing. So it's been really nice to
kind of blend that together because most of her
songs have so many great pop hooks in them
anyway.”

To work in that edgier live sound, Lemon
has found much attention needs to be paid to
microphone and P.A. choice, as well as tuning
of the P.A. “One of the most exciting things
about this tour for me is that I have the new
Clair i5 P.A. system, which is a total revelation,”
he exudes. “It's certainly hands-down the best
sound system they've ever made. I don't think
I've ever had such consistent gig-to-gig audio as
I've got currently.

“One of the great things about the i5 is that
it's got the new Clair subs with Powersoft amps
on them,” he continues. “I'm convinced there
isn't a better sub in the world at this time. I'm
expecting tonight that should really help on that
floor, give us a much better bottom end because
we could actually steer the bass around the
room using delays.”

The new P.A. requires a new rigging
system, deftly handled by Clair tech Frank
Principato, who uses a J-hang for the speakers,
with a stack—from top to bottom—of
six 2.5-degree cabinets, six s-degree
cabinets and two 10-degree cabinets.
“That enables me to get a lot of power
coming straight down the room to the
back,” Lemon explains. “And in arenas,
of course, you need a lot of high end to
cut through the reverb.”

The side hang sees four 5-degree
cabs and four 10s, offering a bit wider
dispersion as you go down the setup.
“And we've been able to make that walk

Monitor engineer Blake Suib (left), FOH engineer Jon Lemon

you get this really sexy-sounding vocal, basically,
almost like a studio-quality vocal.”

Lemon processes both microphones us-
ing two Manley VoxBoxes (“The de-esser is
great on them, the EQ is great on them, the
compression’s just fantastic, so for me they're
a no-brainer”) and two TC Electronic 6000 sys-
tems to add chorusing and double-track effects
to the vocals. The remaining two channels of the
Gooos are dedicated to reverbs for the drums,
such as small plates and small rooms.

P.A. Showcases Rock Quality

Lemon—known for his work with Beck, Oasis,
Marilyn Manson and Nine Inch Nails—might
seem an unusual choice for Jackson. “Pop has
never really been a big part of my genre,” he
says. “But she wanted something kind of edgy:
She wanted loud, rock-y-sounding, not just
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from down the arena going up the side
bleachers right around in the back totally seam-
less now,” Lemon adds. “I think it's been the
first tour where I've been able to make it that
seamless with a line array.”

Lemon mixes the show on a DiGiCo Ds with
“well over 100 cues in this show, snapshots set
up, and then you control that from the MIDI on
the Pro Tools so there's just stuff going on all the
time,” he says, also praising the board’s analog-
like sound: “It’s got that fat, British thing going
on, which most of the other consoles don’t.”

The band comprises two keyboardists, one
of whom doubles on bass, and a drummer. The
remaining sounds, such as loops and backing
vocals, are played through Pro Tools. All the
instruments are DI except for the drum Kkit.
“For this, again, | wanted something that would
bridge the pushier, rockier thing, as well as really
reflect her music,” Lemon says. “The kick drum

is a Beyer TGM 88 and a Shure SMogi—fairly
standard. Snare top is an SMsy, snare bottom is
an AKG 414. And then the top of the kit is basi-
cally all Sennheiser and Neumann—the two
hi-hats have KMS 184s on them, the cymbals
are Neumann TLM 103s and all the toms I use
Sennheiser 604s, which is kind of very interest-
ing because they had Shures on the drum kit in
rehearsals, and [ sent over my own mics, and
they were all amazed when they heard that the
drums were miked up differently—they heard
the difference in dimension immediately.”

A Closer Look at Monitor World

Suib does his mixing on a Digidesign VENUE,
citing the board's recall functionality as crucial:
“We rehearsed for two-and-a-half months to
re-create all the sounds that are on the record,
but with a new twist for the live performances,
which was quite a task because we started with
53 songs. So the great thing about the VENUE
was the recall.” Suib is also taking advantage of
onboard effects, including Focusrite plug-ins
for all mix EQs, Bomb Factory compressors and
TC Electronic reverb.

Jackson and the band all use Ultimate Ear
UEys, with Jackson and one of the musicians
using the Sennheiser 300 wireless system; the
other two are on hard-wired packs. Amplifica-
tion is via Lab.gruppen. Another feature of
the system is Digidesign’s Personal Q mixers,
which give the band control over their own
mixes. “It allows you to have 12 groups or chan-
nels per mixer so I can build stems,” says Suib,
“The band can actually mix their own ears
without having to ask for a mix, and then I can
devote the rest of the time to Janet’s mix.”

Because Suib spent eight weeks with the
band and Jackson before Lemon arrived, he was
able to do something he has never had the op-
portunity to do: “I would record all rehearsals
in Pro Tools through my console,” Suib says.
“I would then mix each song down to a 2-track
and burn a CD for Janet to approve the arrange-
ment. I would use the same stereo outputs I
was using to mix the CDs for her ear mix so
when she liked what she heard, the mix was
saved and that was the mix she heard for the
tour. Each song had its own set of levels and EQ
settings, and because they were saved to their
own snapshots, she always heard the mix she
approved. Most of the time, this is done from
the FOH console, but for this tour, I was able to
do this. The end result was that Janet had total
control of what she was listening to.” il

Gaby Alter is a freelance writer based in New York.
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With Yamaha's Tn Series of amplifiers, what you see
iIs what you get. Clear, consistent, accurate sound.

3 models — T3n, T4n and T5n run respectively into
1800w, 2200W and 2500W per channel into a UL
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any line array system, if you're looking to maintain

control of your mix, trust in honest sound from
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Updating Le Poisson Rouge
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What becomes a legend most? If you're taking over
the space that once housed one of the most beloved
live music venuer on the East Coast—New York
City's Village Gate—you have two choices: Re-create
it or reinvent it.

The entrepreneurial duo of David Handler and
Justin Kantor chase reinvention, as they took cver
the 12,300-square-foot duplex space, rechristened it
Le Poisson Rouge (www.Iprynyc.com) and updated
it for the 21st century. Today, the 80o-capacity room
not only offers audiences extremely clean live sound
every night, it also provides crew members with a
high level of versatility.

The venue redesign was guided by Walters Storyk
Design Group's John Storyk (architect/acoustician)
and his partner fwife, interior designer Beth Walters.
Their firm helped ready the room for multichannel
surround sound capable of 7.4 and the more com-
monly used 5.1 or stereo or mono; the club gives
technical directorfhead sound engineer Josh Loar
choices, choices, choices every night. “There’s not a
room this size 'n New York City with the equivalent
degree of flexibility and sound quality,” Loar says.
“Part of the whole mission of this place is to create
a venue that is for alt music, not just rock or hip-
hop, but also dassical, jazz, blues, international and
avant-garde. What we're striving for here is to have
a standard of excellence that's missing in the New
York City nighiife in a club this size."

Loar, Storvk, WSDG associate David Kotch and
installer Masque Sound's audio specialist Paul
Klimson examined every aspect of the challenging
3,882-square-‘oot area—bedeviled
by inconvenizntly placed fixed columns—to make
it adaptable to almost any situation. For example,
the raised-balcony VIP area creates a much needed

performance
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storage space for the club’s Yamaha S6B
grand piano and additional chairs. Mean-
while, a multiconfiguration, portable stage
can emerge from beneath the main stage
to provide an in-the-round position at the
center of the club. The 200-square-foot
multiformat stage can also be configured
with a semicircular, “dropped front exten-
sion,” or in “fashion-runway” mode to ac-
commodate various performance styles.

For Loar and visiting engineers,
however, the real star is the Meyer Sound
system, headed by the first Digidesign
VENUE Profile Console Mix Rack {48-in x
16-out) installed in New York. The board
also allows Loar to take advantage of
plug-ins such as Sonnox Oxford EQ and
dynamics to enhance live mixes, and the
limiter for premastering CDs and downloadable per-
formance releases. Le Poisson Rouge has a “three-
clubs-in-one” versatility that can be shifted into five
different speaker configurations. “Every element in
the venue's design was selected to optimize the per-
formance of the sound system,” Loar explains. “We
joke that this is our spaceship: It's really fast, and
when you have classical musicians first, a funk band
second, and DJs and party bands for late nights—all
of whom demand soundcheck—we spend half as
much time setting up than we would with any other
type of system.”

For the WSDG team, Le Poisson Rouge was a
chance to step outside of the studio recording world
and share their skills with concertgoers. “Le Poisson
Rouge would be big for a studio, but the fundamen-
tals of acoustics are the same,” Storyk points out.
“It's a relatively small room where factors such as
low-frequency behavior and reflection control have
to be managed—skills that are required in recording
studio design.” —David Weiss

Jakob Dylan and band were recently
spotted performing at the 2008 Austin
City Limits festival. We caught up with
FOH engineer Jimmy “Ace” Acevedo.
Check out the photo gallery from the
festival at mixonline.com/photos/
austin_city_limits_2008.

How long have you been mixing FOH
for Jakob Dylan?

I've been mixing Jakob for the past
year. I have, however, been his monitor

PHOTOS. DAVE VANN

engineer for the past 12 years with The
Wallflowers.

How much gear are you carrying oun
this tour?

This year found us doing TV, festivals
and supporting Eric Clapton and Wil-
lie Nelson, so we haven’t been carrying
production. | have been carrying a Bob
Heil mic package that’s made a big dif-
ference; [ also advance some Summit
DCL200 compressors.

What's in your vocal chain?

The Heil PR35 with the Summit
DCL200 on Jakob's vocal gives off the
natural warm sound of Jakob’s vocal.
Using a TC Electronic 4000, I'll add a
touch of "verb.

What is your mixing style for this
band?

1run a heavily compressed, bass-heavy
show with Jakob's vocal sitting in
front of the compressed instruments
{dbx 160SLs) and a slightly reverbed
drum kit.

When you're not on the road, where
can we find you?

In Austin, playing golf—rain or
shine!




Rebranded Clair Global is providing SR for the
current David Byrne tour, where the artist
pays tribute to collaborator Brian €no, work-
ing through a set list mostly from the duo's
recent outing, €Everything That Happens Will
Happen Today. Mix caught up with the tour at
the Wells Fargo Center in Santa Rosa, Calif.

From left: systems engineer
Michael Conner, monitor tech
Ben Rothstein, Bruce Knight,
lighting designer Jon Pollack
and Bob Lewis

Cerwin-Vega C Series Subwoofers Community M12 Upgrade

The C Series folded-horn ;
subs feature performance }l'\-\‘\‘u‘\“v”",
enhancements and a new [N
design. Folded horns dif
fer from traditional subs,
using a complex path
within the speaker enclo
sure to create a bass horn
that is effectively larger

than the cabinet. Shipping
now, the AB-36C, EL-36C and

JE-36C feature a custom-designed Cerwin-Vega
18-inch cast-frame driver with 6.5-foot folded-horn
chamber lengths in the AB-36C/EL-36C and §-foot
in the JE-36C for more bass per square inch. Irte-
grated wheels and a new ergonomic handle allow
easier transportability.

www.cerwin-vega.com

Byrne Brings ‘€no’ to Shows

Front-of-house engineer Brian Knight
mixes on a Studer Vista § SR, citing the
channel-strip functionality as a perk: "It’s all
right in front of you where you need it, when
you need it, on three large touch-display
screens, including mic pre’s, €Q, dynamics,
stereo imaging and effect sends. The setup
works great and lets me focus on mixing the
show.” Complementing the Studer is a rack
full of gear, including two Summit Audio TLA
100s and a DCL 200, Lexicon 480l and PCM81,
€ventide H3000 D/SE, TC Electronic 2290 and
Yamaha SPX-g90.

The P.A. comprises a Clair i3 line array for
mains (12 boxes per side} with Lab.gruppen
PLM10000Q power, Prism subs (two per side)
and eight Clair FF2 front-fill. "With the new
Lab.gruppen amps with Dolby processing,”
Knight adds, "we are running A€S digital
output from the Studer right to the amps.
Michael ‘Coach’ Conner is hitting home runs
every day, adapting this system to the ever-
changing environments on this tour. ”
Monitor engineer Bob Lewis is mixing on
a Digidesign Profile, taking
advantage of onboard plug-
ins. “We're using Westone
€S2 [in-ears],” he says.
"Great earpieces. David's
vocal mic is a Neumann KM
104 capsule on a Sennheiser
5000 wireless handheld.”

—Steve Jennings

Community has improved its 12-inch, two-way
M2 low-profile stage monitor with rubber pocket-
grip handles for effortless portability and a larger,
easier-to-access connector base. The M2 is ideal
for applications where low visibility is a key require-
ment. Features include a unique asymmetrical
4oxgoxyo-degree coverage pattern, multilayer
glass composite construction and switchable
bi-amp/passive configurations. Max (peak) SPL
is rated at 129 dB. Options include hardware

for wall/ceiling mount
ing, custom ATA
roadcases for two
or four Mizs,
and a choice of
low-luster black
or white finishes.
www.communitypro.com

From left: Gavin Harrison and Tony Levin

(King Crimson); Ian Bond (front of house); and
Adrian Belew, Robert Fripp and Pat Mastelotto
(King Crimson) with the Midas XL8 the band is
using on tour.

DiGiCo’s new SD8 board is already hittin
Art Garfunkel and band's 12-date European tour. Moni-

tor engineer Mikey Osman is manning nine

mixes {one on in-ears and the res
the Audiolease-supplied desk...Quet
theater hosted the latest run of Les Miserables, which
saw audio company Solotech’s Richard Lachance over-
seeing audio production. He chose Sennheiser MKE 1
avalier mics as part of the 32 live mics onstage...Keith
Urban FOH engineer Steve Law and monitor engineer
Jason Spence both manned Studer Vista 5 SR consoles

it the recent NFL Live Kickoff concert in Ne

City's Columbus Circle as part of sound company Clair's
support package for the country artist. The show was
broadcast nationally on NBC and the NFL Network
with onsite broadcast support by Metrovision, whose

tru tured a specially configured Vista 5 with
mixing by audio engineer John Bates and truck tech
Mike Christopher..The Vienna State Opera boasts

ichannel wireless system centered on the

AKG WMS 4000

€0N500 Series

The wildly successful—nearly 1 million sold—EQN
speakers from |BL just got better with the EONso0
Series. The new-generation, 15-inch, two-way
EONGs15 has 450 watts (continuous) Crown Class-
D bi-amping and weighs less than 33 pounds; the
10-inch, two-way EONs10 has 280 total watts and
weighs only 17 pounds. Features include onboard
3-channel mixers; lightweight, high-output neo-
dymium drivers; 100x60-degree waveguide horns;
integrated M1o suspension points; and multi-angle
enclosures for main or monitor use. Optional is the
EON518S single 18-inch sub with 500W continuous
power and pole mount.

www.jblpro.com
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S weden-based The Hives captivated alt-rock fans
when they signed up for a slew of touring gigs
with The Strokes and White Stripes in 2001. Since then,
they've cultivated their own following, attracting le-
gions to their sold-out club dates while touring behind
the 2004 Tyrannosauraus Hives album. Last year saw the
release of the much-anticipated The Black and White Al-
bum. Mix caught up with the blistering foursome when
they played at San Francisco's recently renovated War-

field Theater.
Vocalist Howlin'
Pelle Almgvist
L8
(]

' F-ive &

" Front-of-house

g engineer

Dave Lamb




Bassist Dr. Matt Destruction

uses a Hillatt 1x15/4x10 S€1510

cabinet. “For heads, we are us-

ing Mesa Boogie 400+, Hillatt

P custom 200 and Ampeg SVT

ol Classic,” says guitar/drum
¥

.

-

tech Fredrik Normak.

> 7,
/ ¥ !
-~ Drummer Chris Pangerous’ kit is

miked with SMg7s (snare top/bot-
tom), Shure Beta §2A (kick, mounted
inside the drum with a Kelly Shu
system), Sennheiser egox (kick),
Sennheiser MD 421 (rack, floor tom)
Neumann KM184 (overheads, miking
the cymbals from below) and Shure
SM81 (hi-hats).

According to Normak (pictured at left),
guitarist Nicholaus Arson (below) has a
blackface Fender Bandmaster from the
late '6os that runs through HillJatt cabi-
nets equipped with four 12-inch Celestion
Heritage G12M speakers.

Guitarist Vigilante Carlstroem's licks are
heard through two different amps: Divided
By 13 LDW39 head that runs through a
Hillatt 4x12 cabinet stack with Celestion
Heritage G12M speakers; and a Marshall
Super Lead 1959HW with the Hillatt custom
100 DR103 stack.

:

¥
i
2

Zoran “Zok" Malceski is pulling double-duty: monitor
engineer and tour manager. He's mixing on a Yamaha
PM5D with API preamps in line with the rig, acting as
the bridge between the P.A. and the stage. “All inputs
from stage run through the preamps into the produc-
tion stage box and from the multicores of both FOH

and monitors,” Malceski explains. “That is, we use all
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our own mics, cables, snakes and sub-snakes. This gives us, essentially, uniformity for each show. As we don't

e carry our own production, we are often at the mercy of in-house rigs, which vary greatly venue-to-venue in both
onitor

equipment and condition. Lately, as our shows are getting larger and production is better, these can be con-

engineer
Zoran “'Zok”

- sidered a little overkill, but they do continue to provide that signal uniformity and thereby make the FOH and
—

monitor positions a little easier to control.”
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+ ) DISC MAKERS"

present

PERSONAL STUDIO SERIES

THE COMPLETE RECORDING GUIDE

Record Excellent
Guitar Tone
Without Miking
A Cabinet

Do-it-Yourself
Mastering

QER WITH
INOUSTRY
) PROS
Successfully

Market Your Music
Online

Electronic Musician magazine
and Disc Makers have teamed
up to create the third volume in
its Personal Studio Series, The
Compiete Recording Guide.

This special-issue magazine and
bonus DVD delivers the essentials
on studio design, recording, mixing
and mastering, distributing and
marketing your music and other
techniques and strategies for the
personal studio owner.

The Compiete Recording Guide
also features EM’s famous in-
depth application articles and
interviews, large color graphics,
and a suppcrting DVD containing
tutorials, product demaos, examples
and more! Plus, a dedicated

Web site complements both the
magazine and the DVD.

Edited and produced by the staffs

of EM & Mix, this specizai issue is a
must-have, one-of-a kind resource
for all personal studio enthusiasts!

Plus:
* Acoustic Traatments for the
Persenal Siudio

» Fixing Vocal Tracks

* Replace Those Weak Drum Tracks
* Recording Guitar

* Artist Management

* Do-It-Yoursalf Mastering: How to
Finish the Job

« Marketing & Sefling Your Music
Online

* And More!

To order the Personal Studio Series, The Complete Recording Guide, or any of our other publications,
please visit www.mixbooks.com, or find it on newsstands wherever EM is sold.
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film. So what better way to get the audience’s
blood flowing than a hairraising chase, with
Bond spectacularly ruling the road in an Aston
Martin DBS, the supercharged descendant of
Bond's Goldfinger car from 35 years earlier?

Fortunately, Taylor had lots of great raw
sound material at his disposal, thanks to the
work, months earlier, of supervising sound edi-
tor Eddy Joseph and his team of effects record-
ist/editors: sound designers Martin Cantwell and
James Boyle, field recordists Dave Mackie and
Russell Edwards, and production sound mixer
Chris Munro. Much of the engine material was
captured up in England’s Midlands at Aston Mar-
tin's headquarters, putting the cars on a “rolling
road” (actually, a chassis dynamometer, which al-
lows the car to remain in a fixed position while
the engine revs and the tires spin as if they were
on an actual highway) and then recording from
multiple angles.

In that particular case, Cantwell had a Sound
Devices 744T hooked up to a Schoeps M/S mic
setup in the interior and two Soundelux cardioid
condensers, one above the engine and one two
meters from the exhaust; Mackie also ran a 744T,
with two piezo mics under the engine and under
the differential, and two Sanken CSM 7s, one at
the front and one at the rear; Boyle had a Nagra
ARES-BB with Sanken CMS 77 and a Sony PCM
D-50 with built-in X/Y four meters from the rear
of the car, on the ground; while Edwards had a
744T, two DPA Goga2s inside the car and an
SM5s8 at the back near the exhaust. There was
also an unmanned Fostex FR2 with a Neumann
RSM 191 pointing at the middle of the right side
of the car, about four meters up. Also at the As-
ton Martin facility, the team went out on a “brake
strip”—an eight-lane, two-mile straightaway—to
record speed passes, swerving passes, accelera-
tions, gear change passes, and starts and stops,
with rigs both in the car and outside along the
roadway.

Once the needed FX had been recorded,
“James Boyle laid up the sound effects for that
section,” Taylor says, “and then we kind of re-
mastered the engines down at Real World—
where we premixed—through vintage valve
gear: We used Tube-Tech and Crane Song com-
pressors and some Pultec EQs, just to give it
some grunge, but so it still had a presence and
it maintained that presence through the se-
quence. We did the same thing with some of the
explosions in the hotel collapse sequence in reel
six, just to get the energy. Then we re-recorded
them back through a 2-inch [tape machine], as
well, just for the extra analog feel.”

Well, reading that sort of description might
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make one think this is a typical James Bond
film—and in a way it is: There are several big
action pieces, including brutally realistic fist-
fights, a big boat chase, a dogfight between
a DC-3 dual-prop plane and a little Marchetti
stunt plane, a couple of shoot-outs (of course)
and the aforementioned hotel collapse.

But this is also a James Bond film with
a somewhat different vibe, as Eddy Joseph
learned when he, Boyle and Cantwell first met
with director Marc Forster to look at an early
cut. It was clear that the German/Swiss director,
who had never made an action film before (but
was Oscar-nominated for the genteel Finding
Neverland), wanted to take a somewhat different
approach from his Casino predecessor, Martin
Campbell.

“When [ first met Marc,” Joseph says, “he
said, ‘“What 1 want is |
don’t want to do this as
a Bond film. I want to
do this as an indepen-
dent movie.” And I said,
‘Forgive me, but I can’t
do it like that. I have to
do it first as a Bond film
and then we'll try to do
what you want—if you
can help us a little more
with what you really
mean by “independent
And then he
said, ‘In a car chase 1 get bored,’ and then he

movie.”

explained that what he meant was that it doesn’t
have to be all noise, that there are other ways of
portraying these action sequences. So we went
away from that a little confused, but it made us
think, and that’s probably what the whole meet-
ing was about from his perspective. I believe the
expression these days is he wanted us to look at
the film from ‘outside the box.” And we did.”
Dialog and music re-recording mixer Mike
Prestwood Smith, who has worked with Taylor
on seven films, including Casino Royale, com-
ments of Forster’s approach: “What's interest-
ing is that to date, the Bond movies—and action
movies in general—tend to be quite literal. You
usually hear what you see, and you want to excite
the audience and give them exciting sounds and
music to give it the pace and feel. What Marc
wanted was to get away from that literalness and
take it into a slightly more subjective point of
view. I think the feeling of the Bond movie this
year is very much based on Bond himself, feel-
ing what he’s feeling to an extent. And I think
Marc wanted to have the score, particularly, do a
lot of that work and tell us what Bond was going

through. It works really well and it moves the
film into a slightly different place.”

For instance, there is a major action scene
that takes place during a performance of the op-
era Tosca at the amphitheater in the Alpine town
of Bregenz, Austria, “and the opera drives the
sequence,” Taylor says. Adds Joseph, “Every shot
is a different perspective of the opera—which is
really well-done—and to show what the place is
like, where people are and so on; there’s a differ-
ent perspective and slightly different angles all
the way through it, and all the music has been
mixed that way and all the sound effects with
it so everything has its own space. It’s a really
interesting mix and a good achievement. Then
we go into almost like a dream sequence, which

is a shoot-out, and it’s quite unusual the way it’s

mixed. At one point during this stand-off, it goes

Preparing the Aston Martin DBS for the "rolling road”

quiet—almost no sound—and then it goes into
like a slow-motion sound sequence where the
music is kind of drifting off. And it’s very selec-
tive in what you're hearing: Which of the gun
shots should we play? Should we reverb that or
play the reverb off the rear speakers only? There
were all sorts of different things we could have
done. I think that’s the sort of thing Marc was
keen on doing. It's not the sort of thing you
would have done in a previous Bond film. You'd
have gone for the big sounds—the big gunshots,
the big explosions.”

By contrast, there is a particularly graphic
fistfight scene early in the film that is, as Prest-
wood Smith says, “gritty, brutal and hard, and
it's the lack of atmosphere and ambience and
music that makes it feel different. We avoided
all temptation to—forgive me for using the
word—'Hollywood’ it. We ended up pretty
much using the sync track with some carefully
placed Foley for a nearly mono section. It feels
nasty and real, like you came into a room and
it’s two people having a fight. The lack of effects
and music support is part of what makes it work

as well as it does.”



Still, the sound team had ample opportuni-
ties to play FX in big ways at different points in
the film. The airplane dogfight, for instance, in-
volved bringing five recordists to Dunsfold Air-
field south of London and “miking inside, out-
side, from a distance, in the air, on the ground,
absolutely everywhere,” Joseph says, “over-cov-
ering because if you're going to have a couple
airplanes [to capture], you're going to have the
pilots and health and safety and nurses and ca-
tering and marshalls and all the rest of it, so you
might as well have three or four sound record-
ists because it really doesn’'t add very much to
the budget! So we over-cranked, but we made
sure we got the best possible sound so we could
then play around with it. We had the luxury of a
little bit of time because we got going early. But
we also knew that the score was going to be big
there—it had this pulsating score and a lot of it
was in the same register as the airplane sounds,
and we couldn’t re-pitch the airplane so we had
to find [sounds] that worked with the score.

“There’s also a boat chase and we went onto
a lake and recorded that the same way—with a
team. We recorded everything. We even went to
Germany to record a unique electric car at a re-
search institute. It's a hydrogen-fuel-cell car and
it's very weird—it sounds almost like a dentist
drill. But it makes the scene work because it's
different and also a real thing.”

David Arnold, who has scored the past five
Bond films (beginning with Tomorrow Never Dies
in 1997), worked closely with the post team, pro-
viding music for the temp mix from past scores
that was similar in feeling to what he would be
writing for Quantum, or actual demos from his
score-in-progress. “He came onboard very early
because Marc was keen to get something slight-
ly different out of David this time or push him a
step further,” Prestwood Smith says. “Marc and
Matt [Chesse, co-film editor with Rick Pearlson]
kept directing him to get what they wanted from
a very early stage. So that mood was established
early on and we almost inherited it in a way, and
it helped define how we shaped the sound.”

Mark Taylor describes the score as “more
eclectic” than Casino’s, “with a more ethnic
feel in places,” reflecting some of the exotic lo-
cales such as Haiti and Bolivia (actually shot in
Panama and Chile, respectively). Still, there is
a big traditional score recorded at AIR Studios
in London.

When it came time for Amold to complete
his score, “David stuck to the feeling of the temp
quite tightly,” comments Prestwood Smith.
“And Jeff Foster, the music mixer, actually had
our temp tracks on his mix stage when he was

mixing the music. We decided
last time out [on Casino] that
it was really useful because
he could hear what he was up
against. It meant we were sort
of singing from the same sheet
fairly early on, which made life
a lot easier and is one reason
[the final mix] went so smooth-
ly. It helped, too, that it was the
same bunch of people again,
so in a sense we already knew
what kinds of things worked
and what didn’t.”

As noted earlier, the exten-
sive pre-dubbing took place at
Real World studios in Bath,
Somerset, about 100 miles
west of London, over the course of about a
month. Taylor says that editor Chesse “liked
the idea of being away from London so we
could concentrate. It worked really well being
residential. It meant you just focused on what
you've got to do, and if you want to run on a bit
into the evenings or whatever, you can without
any financial penalties.”

Prestwood Smith, who has a place in the
countryside not far from Real World, says he
did pre-dubs for Casino at his house “and [the
most recent] Harry Potter, and all sonts of other
things, but it was getting a bit unwieldy at home
having editors around the kitchen table with
the Pro Tools. A mutual friend put Peter [Ga-
briel, owner of Real World] and me in touch with
each other, and I went over and decided to put
my little room there. They built me a little pre-
mix room there with a [Digidesign] ICON. Then
we developed the big room together into a mix
stage, which has been very successful for us.”
That big room already contained an SSL desk
(Gabriel is part-owner of the company), but it
was augmented with a 24-fader Neve DFC and
a couple of ICONSs. “I like the DFC’s summing
matched with the versatility of the ICON,” he
comments. “It's a great combination. It means
you can get right into the tracks on one board
and then sum everything really tightly and use
all the great-sounding processing on the DFC.”
That particular DFC is a smaller version of what
he and Taylor did their temp and final mixes on
at DeLane Lea’s Studio1in London, “but in terms
of processing, it's not far from what we can do
there.” These days, Prestwood Smith makes lib-
eral use both of plug-ins—including Waves and
the TC Electronic VSS3 reverb—and outboard
models like the dependable Lexicon 9GoL.

The sound team did a temp dub for the

Supervising sound editor €ddy Joseph in the Aston Martin DBS

film over the course of five days at DeLane Lea,
and Forster seemed quite pleased with what he
heard, to the point that he requested very few
changes between the temp and the final. And,
Taylor says, “He constantly referred back to that:
‘That's not the way we had it in the temp.’ ‘Okay,
we'll tweak these up or down or whatever.” He'd
made up his mind about what he wanted and
that was pretty much it, which was great for
us. He had his reference point, which was the
temp, and any question marks we had when he
wasn’t there we'd refer back to that.”

When it came to the final. Taylor adds,
“Marc was very much hands-off during the mix.
He would much prefer for us to put a reel to-
gether, have him come and see it. and then give
us his notes. I think I'm right in saying every ac-
tion sequence we played him, he didn’t change
anything—he was happy with what we'd done,
which is unusual, but quite pleasing. [Laughs] 1
think he realized we’d done it before and that's
what we do, so L:e let us go.

“We'd done our experimenting and tried out
a lot of things [in the temp] and he was seemingly
happy with them, so we knew we were on the
right track,” says Joseph. “Hopefully [in the final]
we've improved it that final 20 percent, as you'd
expect. The main difference, of course, is we had
the final music for the final, and we'd also seen
all the [visual] effects, though that didn't really
change much. We had premixed this film really
carefully, so the final ended up being fairly easy as
these things go. We had longer hours on Casino
Royale. | really can't complain about this one.”

Taylor agrees: “It was mostly a lot of fun
and not that stressful.” For everyone except for
James Bond! HI

Blair Jackson is the senior editor of Mix.
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Gus Van Sant’s ‘Milk’

-ILMMAKER THRIVES ON THE UNCONVENTIONAL

By Blair Jackson

Gus Van Sant has long been one of America’s most
daring and creative directors, deft at depicting the
complexities of the human psyche. A critical dar-
ling since his moody 1989 breakthrough film,
Prugstore Cowboy, Van Sant has occasionally flirted
with the mainstream, too, though always on his
own terms: Goodwill Hunting (1997) was a huge hit
that earned nine Oscar nominations; Finding For-
rester (2000) was also successful. His films since
then have been less commercial, including Gerry.
Elephant (inspired by the Columbine killings), Last
Days and Paranoid Park—little films that pack a
big emotional punch. Van Sant’s latest is a return
to “bigger” films, but is no less brave: Milk tells
the saga of Harvey Milk, an openly gay member of
San Francisco’s Board of Supervisors who was as-
sassinated along with mayor George Moscone by
a political rival in 1978. Sean Penn stars :n the title
role of this film, which was partly shot on location
around San Francisco, including City Hall where
the murders took place.

Dating back to Even Cowgirls Get the Blues in
1993, Van Sant’s primary collaborator on sound
has been Leslie Shatz (whose career goes back
ta Apocalypse Now), and the two have gone down
some interesting sonic roads. Shatz says, “Gus
wants to do things in the most unconventional
way possible. He loves to experiment and he is full
of ideas—about sound and everything else.”

Shatz acknowledges that the overall approach
to Milk was more conventional than on some of
Van Sant’s other films, but it was not without
risks, even when it came to the all-itnportant pro-
duction dialog tracks. Spearheading that end, as

70 MIX DECEMBER 2008 | WWW.MIXONLINE.COM

he has for Van Sant’s movies since Gerry in 2002,
was New York-based Felix Andrew, who has made
a fine career working on indie features and docu-
mentaries—mostly as a production mixer, but also
editing, working the camera, even directing.

“The great thing about Gus’ films is they are
all incredibly collaborative,” Andrew says. “On the
sound side, Leslie Shatz is always very involved
and totally responsible for the post-production
elements [he is both sound supervisor and a re-
recording mixer working out of Wildfire Post in
L.A.]. But Gus and [cinematographer] Harris Sav-
ides also contribute to what we do, and 1 also have a
very close collaborator on the production side, Neil
Riha. Often, we'll both be running separate rigs,
and he and | both boom scenes, as well; some-
times we run two booms. We also had a third on
this film—Mike Primmer—who did some boom-
ing and various tasks. It was
very fluid, always changing
depending on where we
were shooting.”

Though Andrew says
that Milk was more of a “stu-
dio film” than Van Sant’s
lower-budget efforts, he still
likes to bring techniques he
learned in the documentary
world to every shoot. “Docu-
mentaries teach you to work
with what you have and to
work with less, and Gus'
filming environments are
conducive to that aesthetic,”

PHOTO PHIL BRAY

Andrew relates, “We always
try to be open to what might

Sean Penn
(center) stars
in Van Sant’s

portrayal of happen and we try not to
::elklate Harvey  have a lot of gear and people
UK.

around. | like to be very mo-
bile, so a lot of the time I don't even work with a
sound cart. We recorded Milk on two Sound De-
vices 744s, literally over the shoulder for most of
it.” For mixers, Andrew and Riha carried Sound
Devices 442s. The RF mics were Lectrosonics
Digital Hybrids.

One unusual production sound choice was to
have the primary boom be stereo—Andrew sug-
gested a Shoeps M/S mic. “The M/S technique
has more of an ambient feeling than a left/right
feeling,” Shatz says, “and it worked well for El-
ephant because they were shooting in high schools
and [ thought it would preserve the acoustic feel-
ing of the hallways. Gus really liked it because it
produces this spacey, almost psychedelic feeling.”
In Milk, he notes, the M/S approach added dimen-
sionality to the crowd scenes.

“It's a hassle for Felix,” Shatz continues. “He
has to boom and lav everything, and it's a hassle
for me [on the mix stage] because we're using the
lavalier in the center and the M/S on the sides, but
you have to carefully calibrate how much M/S-to-
mono you use, and what the spread of the M/S is.

“Also, with M/S mics there’s a lot of low end
and noise we have to get rid of, and for ADR it’s in-
sanely difficult to match. If you're putting an ADR
line in an M/S scene, you have to have M/S ADR,
too—you can't suddenly have it collapse in mono.
But ADR stages have no acoustic color, so we were
faking it in using a [Digidesign] TL Space reverb.
Next time we'll ADR in a more acoustic location.”

“A lot of directors want a straight, clean mix
and that's fine,” Andrew adds. “But Gus is always
looking for other kinds of experimental tracks that
have a different sort of feel. That's why his movies
sound different than other people’s.” Ml

Production sound mixer Felix Andrew on the set of Milk
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Whatever the need, wherever the gig, Le Studio
Mobile is on thz job and ready to go. Based out
of Montreal, Quebec, Le Studio Mobile has easily
become one of Canada’s most trusted resources
for remote recording. Their latest truck, outfitted
with dual BM2000's, provides 24-bit, 96 kHz
performance at 96 channels, surround sound
panning, a full mixdown automation system and
sophisticated DAW control. Supporting major
acts such as Celine Dion and Sting and shows

at the magnitude of the Montreal Jazz Festival,
Le Studio Mobile delivers solid performance every
time every place.




NEW PRODUCTS

The elliptical Advantage
5-ZERO-7 Tube Microphone

Designers David Bock and
George Cardas have patented
a new elliptical mic capsule de-
sign, and the new Bock Audio
5-ZERO-7 mic ($6,995) is the
first to bring it to market. Distrib-
uted in the U.S. by TransAudio
Group  fwww.transaudiogroup
.com), the mic has a large body
with fully discrete tube electron-
ics, audio transformers and a
custom power supply modeled
after those found in 1947-era mi-
crophones. The elliptical-capsule
design strives to resolve chronic
in-band resonance issues of both
large- and small-diaphragm mi-
crophones. Round capsules have
a relatively low frequency in band
resonance—typically around
kHz—while
mics usually have much higher
in-band  resonances, typically
about 15 kHz or higher. The el-

small-diaphragm

liptical capsule offers the best
of both, avoiding the constant
“edge-to-center”  distance  of
round capsules, dramatically re-
ducing in-band resonances and
expanding the application pos-
sibilities.

The mic also features a hand-
built, 6-micron, gold-sputtered
diaphragm used in the Bock 251
and edge-termination design, and
a three-layer head grille to prevent
moisture and dirt from reaching
the capsule. The power supply
has an inductor-based design and
promises a combination of long-
term power, low noise floor and

high-end sonic performance. The
fixed-cardioid pattern targets this
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mic for vocal applications where
proximity effect can be used to

add a variety of color at various

distances. The capsule can also
be custom-tuned for orchestral or
other uses.

Compact Digital Dynamo
Crystal Console

.
o O

[ 4

4

o@

Lawo (www.lawo.de), the German console company,
has released a new generation of digital audio
consoles designed for radio on-air and edit
suite applications. The unit comes as
two pieces: The first is an easy-to-use
desktop surface promising a short

learning curve for frequently

alternatirig users; the sec-
ond piece, connected via
CAN bus (Cat-5 cable), is a

19-inch chassis housing 1/Os,

. gnal processing and the control sys-

tem. Crystal (price TBA) is delivered with a choice
of ready-to-use configurations for standard applica-
tion, but adds the possibility of unique configurations
adapted to user workflows. Available with four to 16
faders, Crystal also features an integrated matrix of
up to 288 1/Os and intelligent networking with other
consoles and matrices.



Dynamically Yours
MV Bundles

Waves (www.waves.com) unveils the MV2 and MV360°, two new dy-
namics processors for stereo and surround applications. The MV2's
dual-fader interface lets users dial up optimal volume levels and is now
included in Waves Mercury, Diamond, Platinum, Gold, and Broadcast &
Production bundles. A dual-function dynamics processor for 5.0 and 5.1
surround applications, MV360° features six channels of low-level and high-

ievei compression, with five versatile Link modes, making it a simple, flex-
ible way to control volume levels in surround production environments.
The MV360° is being added to the 360° Surround Tools and Mercury

bundles. Both plug-ins are available at no charge to existing users covered SO w‘] ng Inte r“act‘lve SOU nd

by the Waves Update Plan.
LUTHEIRT R SoundSeed

SoundSeed (price TBA) from Audiokinetic (www.audiokinetic
.com) is a family of interactive sound generators for game
audio. SoundSeed lets sound designers create an unlimited

\/] ﬂtag e R@VW VaL quantity of variations from a single “footprint” sound, enabling

Church Microphone them to create varied—hence, highly immersive—audio
environments while keeping run-time memory usage and

A faithful remake of the Stanley Church/MGM mi- recording and production costs at a minimum. SoundSeed

crophone from the 1950s, the Church Microphone will gather a series of modules, all aiming at generating sound

from Pearlman (www.pearlmanmicrophones.com)

variations, with each using a specific technology adapted to a
was built using the original schematics, and features

a refurbished vintage Neumann K47 or M7 capsule, specific type'ofsound. -
) The first available PeesiTom
hand-selected 6072 dual triode (12AY7) vacuum Mt
tube and the original Triad transformer—made module, SoundSeed e o ~ .
specifically for Peariman, after 5o years of not be- Impact, can create T
ing available. This two-pattern (cardi- variations of most ~~
#*  oid/omni) condenser mic is built in resonant impact
the same housing as the company’s sounds, such as
popular TM-1. The mic is offered as a sword clings, \:_ -~
$4,500 limited edition and ships with footsteps, bells — :}:
power supply, shockmount, hand-built Mogami and more.

cable and aluminum carrying case.

New Portastudio Gets Flagship Status
2488neo

Tascam'’s (www.tascam.com) 24-track/24-bit workstation has been upgraded to the

2488neo ($1,199). The neo sports a bold new look, new mastering effects and an 80GB
hard drive, enough for hours of 44.1kHz/24-bit recording. Like its predecessor, the I/ S S S SGasansEansnunln
2488neo has eight phantom-powered mic inputs, seven effects processors and the
same user interface common to all Tascam Portastudios. Other effects include a

reverb, multi-effect with guitar amp simulation and up to nine compressors, Mixes

can be burned to CD or transferred to computer via the USB 2 jack.
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NEW PRODUCTS

Let's Split!
m Kickbox 4x4

The Kickbox 4x4 ($1,495) from Drawmer (www.drawmer.com) is designed to provide pro-grade mic/
line inputs with multiple outs for live sound, location recording and broadcast. This portable, ac:ive
splitter is housed in a rugged carry case and accepts up to four XLR mic/line inputs, delivering
them to up to 16 line-level XLR outputs. The Kickbox 4x4 configures to four practical

routing schemes: one input to 16 outs; two ins each to eight outs; four ins each
to four outs; and cne input to 12 outs, while handling another single input to
four outs. The 4x4 comes standard in a road-proof case with a removable lid
for unhindered access to all controls and connections. An onboard, select-
able-source headpnone amp allows quick setup and monitoring.

Getin Control
cL-8

A new addition to the 783T digital recorder, the CL-8 {$995) controller from Sound Devices

{www.sounddevizes.com) adds capabilities without significantly increasing
weight, making the 788T adaptable to a variety of field productions. It features
eight large rotary faders to control the 788T’s eight inputs, plus command over in-
put settings such as highpass filter, limiter, polarity and mute. To ensure accurate,
clear track marking, the CL-8 can manage the 788T’s built-in slate mic. For rapid
setups in the field, the CL-8 lets users quickly assign inputs to the main left and

right record tracks. With a push of the input knob, users can also solo an input in

headphones for concentrating on a specific track within a recording.

Adding to the Lineup
Oceanus, Clarion and Torch Mics

Lauten Audio (www.lauten
audio.com) expands its
mic offerings. The Ocea-
nus LT-381 ($1,599) has a
large dual-diaphragm cap-
sule, NOS military-grade
pentode input, transfor
merless triode output,
and omni, cardioid and
figure-8 (and six interme
diate) polar patterns. The
$1,499 Torch ST-221 is a
pair of small-diaphragm
tube mics featuring inter-
changeable cardioid and
omni capsules, NOS mil
spec tubes and premium high-resolution electronics. The $799 Clarion FC-357
is a solid-state, multipattern, large-diaphragm condenser mic offering Class-A
electronics and a dual-diaphragm capsule capable of omni, cardioid and figure-8
patterns.
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Simple Problem Solver
Redcloud 8810U8€ERS

The Redcloud 8810U8ERS ($400) from Little Labs (www
littlelabs.com) is a compact, 8-channel balanced attenuator pack
with I/O on a DB-25 connector. The unit can be configured as
eight balanced
mono attenuators
or up to four bal-
anced stereo at-
tenuators, or even
externally wired as
eight stereo unbal-
anced attenua
tors. The special
attenuators used

are a sk-ohm im-
pedance, allowing devices to drive the attenuator easily but also
drive relatively long cables without high-frequency loss. The
Redcloud 8810U8ERS can be rackmounted, making it possible
to have up to 32 channels of attenuation in a 1U rackspace. Ilf
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REVIEWS

By Robert Brock

€uphonix Artist Series MC Mix and MC Control

Sleek, Customizable Desktop Operation for Mac DAWs

Long known as a manufacturer of high-end prod-
ucts, Euphonix has recently ventured down-mar-
ket, targeting Mac-based DAW users with two af-
fordable products under a new brand. Euphonix’
Artist Series comprises the MC Mix, an 8-chan-
nel system with touch-sensitive faders, rotary en-
coders and high-contrast OLED displays; and the
companion (or stand-alone) MC Control, which
offers four faders, dedicated transport controls, 12
programmable buttons and a 6x3.5-inch, touch-
sensitive color LCD.

These new units use technologies from
the company’s MC Pro, including extensive
customization of controls, the ability to switch
control instantly between multiple applications
and even the capacity to transfer control to a sec-
ond computer workstation. Both products work
under Euphonix’ EuCon control protocol, which
is integrated into DAWSs from Apple, Steinberg
and MOTU.

Setup and €EuControl

While unpacking these units, I noticed handy
fold-down feet on the bottom of the controllers.
These raise the angle of the worksurface but
dor’t lock in place, so sliding the MCs forward
or back made the feet fold up, which became

tiresome. Fortunately, included risers attach to
the bottomn, so a full-sized Apple keyboard can
sit comfortably in front—problem solved. Re-
movable side panels let you physically connect
multiple MCs together for an integrated console
look. The MCs communicate via an Ethernet

PRODUCT SUMMAR

COMPANY: EUPHONIX
WEB: www.euphonix.com
PRODUCT: Artist Series MC Mix and MC Contro!

PRICE: MC Mix, $1,399.99; MC Control, $1,999.99
SYSTEM REQUIREMENTS: Mac G4 with a 1.25GHz or
faster PowerPC G4 processor (PowerPC G5, Intel Core Duo
or Intel Xeon processor highly recommended); Mac OS
10.4 or later; 10/100 Base-T Ethernet port; 1GB system RAM

connecti

PROS: Buttons can be
completely user-custom
ized, Easy setup and switch-
ing between applications.

CONS: Small button size
and key orientation around
the jog wheel make opera-
tion difficult. Buttons and
soft-keys may be sluggish
or inconsistent.
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after wiring them t networ

switch and plugging in the AC adapters, 1 was

ready to rock.

The brains behind the Artist Series
:s the EuControl application, which ap-
pears as an “E” icon in the menu bar. A
green “E” confirmed that my Mac recog-
nized the MC units. EuControl is “ap-
plication-aware,” allowing it to instantly
switch control between multiple pro-
grams. As | use Logic Pro as my main
music tool and Soundtrack Pro as my
audio editor, 1 had the perfect scenario
tor testing this system. Logic Pro has
Luilt-in EuCon support—there’s no need
to canfigure anything. Both MCs imme-

(7L

®

SRR OE s

=Haphonix

MC Mi< [top) offers eight faders, eight touch-sensitive controllers and eight info displays. MC
Control features 12 assignable soft-keys, four touch-sensitive faders and eight rotary encoders.

jiately refl g xer
project opened. Soundtrack Pro doesn’t support

soon as my
EuCon, so 1 set the Euphonix MC control panel
to tell the MCs to use Mackie Control Universal
Emulation mode whenever Soundtrack Pro was
active. Once configured, switching between the
two apps automatically remapped all of the con-
trols instantly. The MCs even have a button for

switching programs from the surface.

Delving Into the MC Control

The MC Control has some important features
that don’t appear on the MC Mix, such as dedi-
cated transport controls including a jog/shuttle
wheel. The small button size and the way the
keys are oriented around the jog wheel didn’t
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Aerosmith

Alain Caron

Alice Cooper
Alison Krauss
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Alter Bridge
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American idol
Amy Grant
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ATK Audiotek
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Vanessa Williams
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Smashing Pumkins Victor Wooten
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Steve Stevens
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REVIEWS

feel right with my layout: The low-profile de-
tented dial didn’t provide a positive connection
with my hand.

However, the MC Control really shines with
its touchscreen and 12 programmable buttons,
each of whose current function is indicated in
the bottom of the screen. With its pre-mapped
settings for popular apps, I instantly realized
this system’s power. For example, in Logic Pro,
the first button is used for tool selection; in
Soundtrack Pro, it toggles the Cycle mode; and
for Safari, the same button opens a new Web
browser. And pressing the soft-key setting on
the touchscreen reveals 24 more virtual but-
tons, providing instant access to 36 software
functions at one time. For me, the best part of
the MC Control was the ability to customize ev-
ery button for the functions that I wanted using
EuControl's Soft-Key editor, which even let me
color-code the displays on the touchscreen.

The MC Control has four faders, but unlike
the MC Mix it has no dedicated display above
them. Information (such as channel track
names) is displayed to the right of the faders
at the top of the touchscreen. 1 prefer having
channel information visually connected to the
fader, but was able to adapt quickly. Four rotary
encoders flanking each side of the touchscreen
provide control over many parameters. For in-
stance, after selecting a track in Logic, I used
these to configure the channel strip settings,
such as I/O, aux sends, inserts and panning.
Each encoder’s function is displayed in the adja-
cent area in the touchscreen.

The encoders also have a push-button.
The upper-right encoder that says “pan” didn’t
control panning, which seemed strange. You
must first press the Pan encoder like a button
and then turn the only pan parameter, which
is now on the encoder on the upper-left side.
This happens because MC Control uses a layer
system for the encoders, and the first layer is
simply used to select the category of controls
you want to look at. As there’s only one pan pa-
rameter for most tracks, it seems silly to have
to navigate to a second layer just to move the
shaker track to the left speaker. For all other
channel strip parameters, the layered approach
works well.

Pressing the Inserts encoder displays the
names of the plug-ins in the first eight insert
slots next to each encoder. Editing a plug-in was
easy: | pressed its encoder and the first eight
parameters of that plug were mapped to the
eight encoders for adjusting parameter values.



If more than eight parameters are offered, the
Page buttons can move to the next set of param-
eters. One flaw with this system is that some
plug-ins have so many parameters that your
favorites may be spread across multiple pages.
The MC doesn’t provide a way to map the most

Studio Monitor Express lets users control many
operations from the Artist Series controllers,
including 5.1 and stereo monitors.

important parameters to a single page. In Logic,
this is possible using a $200 MIDI fader box
that outputs generic Continuous Control num-
bers. It would be nice if the MCs provided a
MIDI CC mode to get around this problem.

Next up: MC Mix

The MC Mix lacks MC Control's flashy screen
and programmable buttons, but I like its dedi-
cated rotary encoders and displays above each
channel. Selecting and editing channel strip pa-
rameters is similar to that of the MC Control,
but MC Mix gives you an additional set of Se-
lect and On buttons next to each encoder. One
notable advantage of the MC Mix over the MC
Control is that the former can flip parameters
from the encoders onto the faders—a real plus
when doing automation moves or building
headphone mixes. I also like EuControl's option
to bank the faders of the MC Mix and MC Con-
trol independently so you can view two parts of
your mix at the same time.

Automation and Mute/Solo

I automate more than just fader moves and I
enjoy working with touch-sensitive encod-
ers. Most control surfaces lack touch-sensitive
knobs, making work in touch-automation mode
less than intuitive as the DAW can’t recognize
an intent to update a parameter until the knob
moves. With the MC units, as soon as I place
my finger on the encoder, Logic started to write

€uphonix

data. It was during the automation tests that I
came across my biggest disappointment with
these surfaces. Quick taps of buttons didn't al-
ways register, which was particularly annoying
when I was trying to perform mute automation.
Although this is less critical, I also noticed a
sluggish response with soft-keys. I was
able to work around this by being a bit
more deliberate when pressing buttons.
Fortunately, the fader control and touch
response on the encoders felt great.

You can mute and solo tracks from
either surface, but the MC Control offers
an innovative way to perform these basic
functions. Click the Track soft-key on the
touchscreen and it displays a 32-block
grid of the channels in the project. By
tapping the blocks you can solo, mute, re-
cord-enable or select tracks. Unfortunate-
ly, you can't slide a finger across a range

of tracks to solo or mute on either unit,
but this display seems to offer the fastest
way of finding tracks in large projects.

Studio Monitor €xpress

A feature not to be overlooked is an application
called Studio Monitor Express (SME). SME let
me use the MC Control and my MOTU 89GHD
for conventional control room monitoring func-
tions by intercepting the audio signal between
the application’s output and the audio inter-
face. Once configured, the MC Control's dedi-
cated Control Room speaker-level knob and the
touchscreen offered options like sum-to-mono
and even talkback capability without having to
modify anything in my Logic project. I really
like this approach, which is a feature that is ab-
sent on most other controller systems.

€nd of the Test Drive

If you're a Mac-based DAW owner, MC Control
and MC Mix will change how you work. Their
controls have deep feature sets and let you
quickly switch between applications, as well as
completely customize the units’ look and opera-
tion for your own needs. Despite minor com-
plaints I have about the ergonomics and the in-
ability to map favored plug-in parameters on the
surface, the positives are overwhelming, making
MC Control and MC Mix a solid, small-footprint
control choice for command and control of your
audio applications. Il

Robert Brock is an audio consultant, musician and

engineer.
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BIAS Peak Pro XT 6.0.3

Stereo Editor for Mac Adds CD Authoring Enhancements and Bundled Apps

The market for multitrack DAW software is
crowded. But if you're looking for a high-end ste-
reo audio editor on the Mac, BIAS Peak Pro is the
only game in town. The Version 6 release is not
a breakthrough, but it provides some welcome
enhancements: multisegment volume envelopes
for the regions in a playlist; a broad variety of
dithering, including precise clones of the most
popular algorithms available; support for FLAC
and MPEG-2 files; user interface enhancements,
including improved crossfade modes; richer sup-
port for CD subcode data; and much more.

Peak Pro XT ships with plenty of extras, such
as Peak Pro 6, SoundSoap Pro, SoundSoap,
Master Perfection Suite and DDP Export.
Features include a Metering window with seven
displays called Reveal, a widget from Cycling
"74 that can capture the output of other audio
apps as new Peak files; a starter sound library
with some loops and special effects; and more.
For full details on the differences between Peak
LE, Peak Pro and Peak Pro XT, check the BIAS
Website.

Peak Experience

During the past few years, I've accumulated a
variety of original music on my hard drive, so
my first big project in Peak was importing the
finished stereo mixes and creating a CD mas-
ter. First, | copied the files from my PC to my
new MacBook Pro (which was able to access the
Shared folder on the Windows computer with-
out trouble). 1 then opened all of the files and
added Region markers at the beginning and end
of each. Alternately, users can simply drag the
files directly to the playlist and region markers
are automatically created.

PROD UMMARY

COMPANY: BIAS
WEB: www.bias-inc.com
PRODUCT: Peak 6

PRICE: Peak LE, $129; Peak Pro, $599; Peak Pro XT, $1,199

By Jim Aikin
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Figure 1: Peak’s Playlist editing window (background) and Vbox effects matrix (foreground, right)

Importing the Regions into the Playlist was

a snap, but after that the process got interesting.
The Playlist (Fig. 1) is displayed graphically and
as a database-style text list. | wanted 1o change
the order of the tunes so | tried grabbing a wave-
form with the mouse and dragging it to the left
as | would in a DAW. That didn’t work. Next
tried editing the start-time field in the text list,
but the Mac issued its “error” noise and rejected
the new data input. [Editor’s note: BIAS claims
entering an illegal Red Book value would cause an
error.] Eventually, 1 discovered 1 could change
the order of the tunes by dragging one up or
down in the list. Why the drag operation should
be implemented in one interface but not the
other is a mystery.

Adjusting the amount of time between CD
tracks was a no-brainer. The intro of one
track was too quiet compared to the end
of the previous track, so | added a volume
envelope to the intro and nailed the tran-
sition. Burning a test disc was easy, but
when 1 listened to the CD on my stereo,
it was clear that a couple of the tracks

PROS: Powerful DSP,
batch processing, CD burn-
ing, hosts Audio Units and
VST plug-ins.

CONS: Sketchy manual,
no plug-in parameter auto-
mation. Playlist overlaps
only two files at a time.

needed EQ. Rather than alter the original
mixes, | decided to make the adjustments

in the Playlist.
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Pesk allows effects, including EQ, to be add-
ed to single Regions in the Playlist using Vbox
3, a wonderful tool for complex series/parallel
plug-in routing. When trying to set it up. [ no-
ticed the List View was off my screen to the right
and required z scroll move to access. This would
not be the case with a wider monitor.

Once [ scrolled over, adding EQ to Regions
with Peak’s SuperFreq-10 10-band parametric
was a point-and-click process. [ could have add-
ed multiband compression just as easily with
the highly flexible Sqweez-5 compressor includ-
ed in Peak. It's advisable to choose silent spots
for the boundaries between regions, as sudden
changes in the effects plug-ins can cause pops.
At the end of the day, Peak gave me a CD master
that had well-matched frequency spectra for the
tracks and just the right spacing between them.

The Playlist can also be used for construct-
ing podcasts or assembling bits and pieces of
multiple takes—for instance, a studio classical
piano recording—into a composite. However,
it can only overlap, at most, two stereo files at
any given point. If you're working on a film
soundtrack and need separate channels for dia-
log, Foley and underscore, all of them run:ning
at once, then you'll need to use a different audio




Mix Readers Order online
www.Mmixbooks.com

or call 1-866-860-7087
Use Promo Code GEMS8
To get your discount!
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More than 90 pages of tutoriats!

MASTERING
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Cubase 4

Edited and produced by the staff of Electronic Musician, this special
issue is not only a must-read for users of Cubase™ software, but it
also delivers essential information for anyone recording/producing
music in a personal studio. Includes DVD Tutorial.

$12:95 ..$6.99!!
Mastering Pro Tools LE

Mastering Pro Tools LE™ and Pro Tools M-Powered™. This
high-powered, single-issue magazine focuses on getting

Now Featuring: up to speed quickly with Digidesign's powerful digital audio

Hal Leonard sequencer. Includes creative looping techniques, time-
Berklee Press stretching and pitch-shifting tips, how to make connections
Backbeat Books with ReWire, tips for Beat Detective and more.

o) & Over 30 other publishers...

$12.95 ..$6.99!!

Personal Stufio
Buyer's Guite

E HOW TO RLCORD
SLTTLR VOCALS

CEPTURING LRLAT
GUITAR TONES

Q&A WITH
INOUSTRY

Fast Lane

It’s been 20 years since
Stephen St.Croix wrote

his first “The Fast Lane”
column for Mix magazine.
Month after month, St.Croix
surprised, entertained and
provoked Mix’s readership
with his passionate views on
music-recording technology,
and the meaning of music
itself. This is a must read
classic for anyone in the
business!

$29.95 ..$21.99

Use code GEM8 at check out to receive your-discount. \-Offer valid until December 31, 2008

Buyer's Guide
The Ultimate Guide to Home
Studio Gear PSBG is written
by the expert editorial
resources from Electronic
Musician, the P5BG has
helped countless products
come into the forefront of
the personal studio market.
Packed with recording tips,
applications content, and
special computer-music-
related editorial coverage.

$6:99 ..$2.99

Recording
Guide

Electronic Musician
magazine and Disc Makers
have joined forces to create
the third volume in their
Personal Studio Series, The
Complete Recording Guide.
Edited and produced by the
staff of Electronic Musician,
this special issue is a must-
read for anyone recording,
designing a studio,
manufacturing/selling CDs
and much more.

$12.95 ..$9.99

B Vi
Sounding Your Best:

Mastering Tips and
Techniques From the Pros

Sound
Your Best

Mix Magazine and

Disc Makers teamed up to
bring you inside information
from the pros. Elevate your
mastering knowledge and
get the sound you've been
searching for with this
incredible DVD seminar! With
insider tips, techniques, and
information from both the
indie musician and the studio
professional alike, it's a must
have if you do any studio
recording. DVD ONLY

$14.95 ..$6.99




(4)) SOUNDS > SAMPLES > LOOPS & MORE

M ixbooks.com
now offers a wide
selection of books, DVDs
and accessories to get your
studio up and running. Get
great tips, techniques and
secrets from the pros to help
you become a success, no
matter what your project calls
for. MixBooks has recently
added a digital sheet music
download section, offering
over 40,000 titles. You can
change key, instrument and
then print out - no more
driving to the music store to
get what you need - simply
click and print!

o

LA Drums

Our LA session drummers
are back in the studio with
mare solid, plush beats in
all the styles and genres you
need. Impeccable timing,
tons of variation, and loads
of originality... everything
you need from the perfect
session drummers. From
RnB, Jazz, Rock and Disco,
to Funk, Dance, Country
and Blues.

$99.95 ..$84.77
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Club Hip Hop

For new and undiscovered hip
hop artists, the 'club track'
is the gateway to record
contracts and chart success.
With Club Hip Hop you've

got all the tools you need to
produce club ready tracks.
The DJ hears it and plays it,
it's a hit on the dance floor,
the buzz starts, the labels
start sniffing around...

$49.95 ..$41.99
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Traditional Jazz

If your productions call for
authentic jazz, the complex
yet simple sound of these
construction kits are your
foundation. Moody piano,
impulsive drums, expressive
bass, and artistic guitar. Kits
range from 65 to 129 bpm, in
WAV, REX, and Apple Loops
format. Unforgettable jazz is
only a few notes away!

$49.95 ..$41.99
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Funk City

Like a blast from the past, the
legendary Funk Soul Brothers
return to bring you Funk City:
a collection of funked-up
construction kits featuring
slammin' drums, groovin'
percussion, slappin' bass,
greazy funk guitar, slippery
synths, vocal bits, and one
big-A** horn section!

|
$69:95 ..$59.45 |

$99.95 ..$84.77

ROCK STAR
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Rock Star

If you need rock-solid
performances that will
inspire, then you need Rock
Star. This construction kit
loop library captures the vibe
and the drive of today's most
popular rock groups. Thick
electric guitars, driving bass,
and grooving drums serve as
the backbone to this nearly
4 GB DVD.

From Hollywood Edge

just starting out or simply

| $460:35..$369.97
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Sound FX I

Here it is.. .the set you've
been waiting for if you're

on a tight budget, THE

EDGE EDITION, VOLUME

Il brings you a definitive
collection of quality sound
effects at a great price.
Aircrafts, household gadgets,
weapons, whooshes and
everything in between!

Textured Beats
Feel the rhythm of these
groundbreaking and fresh
grooves. These drum loops
have been massaged and
morphed into unigue and
innovative textured beats. From
dance styles to hip hop, these
grooves can easily fit into many
different styles and musical
settings. This DVD-ROM
contains 4.1 gigabytes of loops.

$99.95 ..$84.77

Use code GEM8 at check out to receive your discount | Offer valid until December 31, 2008



Announcing

Formats include:
Piano, Easy Piano,
Piano/Vocal/Guitar, Guitar,
Easy Guitar, Guitar Tab, Strum,
Bass Tab, Fake Book, Choral

wWheooks

Mix Readers Order online at
www.mixbooks.com or call 1-866-860-7087

use promo code GEM8

heetmusic.net |:
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Digital Sheet Music Downloads Center =

Over 40,000 titles for immediate download!

Search by: Artist, Title, Format Style, Genre

MixBooks is the one stop source for all your
audio reference books and DVD needs. Books for
Pro Tools, Reason, Recording, Engineering and mere.
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NO ONE

Recording

Guitarist |
With the proliferation of
affordable, high-quality
hardware and software, most

of the power of a professional
studio is now available to
musicians in the comfort of

their own homes. Specifically |
geared toward guitarists, this
book explains how to work
with M-Audio hardware and
software.

$34:99 ..$28.97 |

MODERN
RECORDING &
& MIXING

MODERN }
RECORDING

& MIXING ko ome

& MUOONG

Digital
Recording

You don't need a iot of
money to create professional
recordings, but you do need
the expertise. With over
three hours of information,
these DVDs will take you
through standard methods of
audio engineering that have
been refined over decades
by the best of the best.

Garage Band
TrackPaks™

Apple’s popular
GarageBand software gives
you the power and flexibility
to make your own music
happen - TrackPaks™
gives you the tracks for the
songs, no matter which
instrument you play.

$39:95 ..$31.88 | $29:95..$25.45

Use code GEM8 at check out to receiveryourdiscount | Offer valid until December 31, 2008

Cubase

The Skill Pack series provides
a unigue book/CD-ROM
learning experience that helps
readers focus on the specific
skills they want to learn. Skill
Packs provide in-depth,
targeted instruction that is
unavailable in larger, more
general books.

$29.99 .. $25.49



THE LATEST
INFORMATION ON
MUSIC TECHNOLOGY,

RECORDING AND MORE!

Becoming 8

Successful
Producer/Enginger

LB VWS

Producer

From budgeting to basic
maintenance and planning to
mastering, this titie will allow
the reader to understand how
to create a final product for
distribution.

$39.99 ..$33.99

(Includes DVD)

Acoustic Design
for the

HOME STUDIO.

Studio Design
If the room you're working
in has poor acoustics, it will
be extremely difficult — if
not impossible - to produce
excellent results. Fix your
acoustics on any budget!

$19:99 ..$16.99

Mlxmg and
Mastering

Audio Recordings

Mix & Master

Nothing crushes creative
potential more than a shabby,
amateurish mixdown. The
S.M.A.R.T. Guide to Mixing &
Mastering provides proven,
time-tested techniques.

$39:99 ..$33.95

(includes DVD)

Mix Readers Order online
www.mixbooks.com
or call 1-866-860-7087

Use Promo Code GEMS8
To get your discount!
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TIPS aoo TRICHS

Strategies and
Solutions ror Your
Home Studio

Home Recording
108 pointers, hints and just
plain good advice. Here you'll
finc pages of professional
secrets on studio setup and or-
ganization, gear care, computer
issues, recording and effects.

$12:95 .. $10.99
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MIDI Orchestration

PavtGiliaeih

MIDI Orchestration
The Guide to MIDI
Orchestration is the first

and only text written to help
composers and orchestrators
maximize the realism of their
virtual orchestrations. The
704-page hardback is now in
its 3rd edition and features full
color printing, score examples
and color photography
throughout.

$79.95 ..$68.77

AL AECONBINE R

Recording
in the
Digitel World

Digital
Recording

Build the perfect digital
studio, no matter your
budget! Creating high-qual-
ity digital recordings does
not require buying the most
expensive equipment, but it
does require buying the right
equipment and knowing how
to use it.

$29.95 ..$25.45

Tutorial

@80

Logic Pro
Musician and Apple expert
Tony Wallace shows us the
ins and outs of Logic Pro
in this revealing trilogy of
one of the most popular
recording platforms on the
planet. 28 High Quality
Videos - 2 hours+

$39.99 ..$33.99
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Ableton Live 7

These Ableton Live tutorials
are a complete guide to
making music using the
Ableton Live 7 Digital Audio
Workstation. The Quick Start
section presents a grand tour
of the functions in Live as
well as a review of the new
features in Live 7.

$34.95 ..$29.97

Use code GEMS8 at check out to receive your discount | Offer valid until December 31, 2008
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NEW
BOOKS

Life in the Fast Lane

Selected Works of Stephen St.Croix
Stephen St.Croix inspired, provoked and
educated Mix magazine’s readers for 18
years in his one-of-a-kind column, "The Fast
Lane.” As an inventor, musician and engineer,
St.Croix offered his audience a wealth of

knowledge and vision, as well as a Harley-
riding rock-star attitude. Now, two years after
his death, the editors of Mix have selected
the best of St.Croix’s columns, presented
with never-before-seen photos, notes and
drawings from his personal files. This book
takes “The Fast Lane” beyond the pages of
Mix and lends new insight into the life and
mind of Stephen St.Croix.

To order your copy, go to www.mixbooks.com
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REVIEWS

application. Peak will play QuickTime movies

in a window, but it's not surround-capable.

automate effect parameters, but a multisegment
wet/dry envelope can be used with an effect.
I was able to create a

Figure 2: SoundSoap Pro combines hum, rumble, click, crackle

and broadband noise-reduction tools.

Creative DSP

Most of Peak’s fie-altering DSP functions have
been around for 1 while. Rappify (whatever that
is) dates back to V. 1, as do the convolution and
phase vocoder. If you intend to use Peak for cre-
ative sound design, plan on spending a few hours
exploring these functions. My first attempts
weren't instantly inspiring, but as I dug deeper, I
started to discover some exotic tones. (Check out
my audio example of a drum loop treated with
some of these effects at mixonline.com.) The
usual utilities (normalize, swap stereo channels,
etc.) are provided and work as expected.

The ImpulseVerb convolution reverb comes
with dozens of impulse-response files, and it
sounds terrific. It lacks separate control of pre-
delay and early reflections, which are found not
only on filter-based reverbs, but on some convo-
lution reverbs. On the plus side, it can use the
contents of the clipboard as an impulse, which
opens up more sound design possibilities.

EQ and compression are handled as insert ef-
fects—a flexible design that lets you create insert
chains, audition them in real time and then ren-
der the result wken you're satisfied. In addition
to BIAS’ own effects, which sound exceptionally
good, Peak can host both Audio Units and VST
plug-ins. Unlike a multitrack DAW, Peak can’t

82 MIX DECEMEER 2008 | WWW.MIXONLINE.COM
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smooth loop for a rich har-
\ monic texture very quickly

using the Crossfade Loop
command. A classic loop
end/start edit window is
also available. Sound library
developers may appreci-
ate Peak’s support for both
batch file processing and
Apple Events. Peak’s sup-
port for hardware samplers
hasn’t changed in years,
primarily because the newer
sampling instruments don’t
support anything like SMDI
for sample dumps via USB.
The program can still com-
municate with a variety of
hardware

obsolete sam-

plers using SMDI (youll

need to use a USB adapter
to attach a SCSI cable to a
modern Macintosh), but to
offload audio files to any of
the modern multisampling synthesizers from
Yamaha, Roland or Korg, you'll need either por-
table memory or an instrument that can see the
computer’s hard drive.

Among Peak’s strengths is the choice of
more than a dozen types of noise for dithering.
These include DCAT (Dither Cloning Audio
Technology), which offers access to a wide array
of popular dithering options, as well as control
of the frequency and attenuation skew, includ-
ing POW-r dithering.

A Change in the Weather
To test SoundSoap (Fig. 2), I hauled out an old
Weather Report LP. After a few nervous mo-
ments, my 25-year-old turntable got itself spin-
ning and I transferred a track into my Mac.
SoundSoap operates as a plug-in within Peak.
(SoundSoap Pro, which is included with Peak
Pro XT, can also operate stand-alone.) It com-
prises four tools: a hum and rumble filter, a click
and crackle remover, a broadband noise filter
and a noise gate, each of which can be switched
on or off as needed. Because SoundSoap oper-
ates as a realtime plug-in, A/B’ing the sound
with and without each tool is a snap. In fact,
“A/B’ing” is too simple a term: Peak provides
four memory buffers for its plug-ins, allowing

AN

BIAS |

you to A/B/C/D the sound.

The manual gives instructions on how to zero
in on hum, but SoundSoap couldn't find anyin
my file. By listening very closely, I could hear the
rumble filter cleaning up the empty space at the
startand end of the track. The click remover found
and eliminated a couple of low-level, high-fre-
quency clicks, but a loud LP needle pop defeated
it. This pop happened to be in a gap between #vo
phrases in a very sparse drum intro, so I coald
eliminate it using conventional editing, but it was
just too loud for SoundSoap to squash.

The broadband noise filter has a Learn
button, which is supposed to set its bank of 12
threshold and reduction sliders for optimim
noise elimination. I selected a “silent” secfipn
at the start of the track and clicked the Legrn
button, but the sliders didn’t move, so evidently
there wasn’t enough noise to worry about. The
noise gate is a conventional type and a “toollof
last resort.” The stock settings produced sil#nt
spaces between the phrases in the sparse dram
intro, but I was able to adjust the release to get
better results in the places where the reverb tails
of the drums faded into the noise floor.

The improvements in the Weather Report
mix were very modest, but this track was already
in decent shape sonically, although the original
engineering was pretty bad. Zawinul's electric
piano was horribly distorted (possibly on pur-
pose), and at one point someone audibly pulled
back a fader because the synthesizer was much
too loud. SoundSoap will produce more startling
improvements when processing more problem-
atic material, such as old cassette recordings and
on-the-street interviews with wind noise. If I we
transferring my LP collection to digital (not a bad
idea, actually), I would definitely run everything
through SoundSoap, and podcasters may findita
first-call plug-in for cleaning up source materil

Summit Up

Peak is a feature-rich stereo editor and seems vexy
stable. While working on this review, I had arily
one nonrepeatable crash and noticed one trivial
bug. I'm sure I'll put Peak to good use in other
projects. Aside from a few minor Ul tweaks, the
main thing I feel is missing is support for mal-
tiple audio channels in the Playlist—and that's
probably not a deal-breaker. If you're an audio
professional and use a Mac, there’s really no rea-
son not to buy or upgrade. Il

Jim Aikin writes about music technology, teadges
cello, and composes and records in his home studio.
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KORGDR=IO

Music Creation Software for your Nintendo DS

KORG, maker of some of the world's finest musical instruments, takes their legendary MS-10 synthesizer, adds tons
of modern features, and combines it with the accessibility of the Nintendo DS Touch Screen. Meet DS-10 - the
awesomely portable and powerlul, yet incredibly easy to use, music creation software for your Nintendo DS.

DS-10 offers two dual oscillator synth parts and four synth/drum parts to accommodate your hit. Sculpt your own

sounds with expansive on-screen controls, or start from a preset template and get straight to writing. Create synth

and drum lines using DS-10s on-screen touch keyboard and drum pads, or engage the elegant 16-step sequencer.

Employ KORG's KAOSS technology to add astonishing custom modulations to your tracks in real-time. Tighten the

mix with DS-10's full featured mixer, then polish that next big groove with multiple effects. Chain patterns to create
complete songs and save it all right on the spot.

Got even bigger aspirations? Wirelessly connect and play up to eight units simultaneously for options no single
synthesizer could ever match.

learn more at: www.korgds10synthesizer.com
.,‘ ¥
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Game Design, Game System and Game Engine by cavia inc. Synthesizer Oesign and Sound Engine by KORG INC. Nintendo 0S is a
trademark of Nintendo. © 2004 Nintendo. The ratings iconiis a reg of the Ei Software i WWW. X dg com
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By Bobby Frasier

KSdigital Cs Tiny Studio Monitor

Ultracompact, Coaxial, Powered Near-Field System

Sure, you may have the big guns in the soffit
to impress the client who simply must moni-
tor at ridiculous levels (as you step out of the
room), but most of our mixing is done at much
lower levels, with much smaller speakers. The
ability to transfer your mix to just about any
other speaker system is key, and that is ex-
ecuted through careful monitoring levels, with
accurate speakers that tell you how the ele-
ments relate to each other, particularly at lower
volumes. The KSdigital Cs Tiny is the type of
speaker you can go to against your primary
near-fields to get a reference to the relational
balance on a smaller speaker—all without tak-
ing up much space and having enough power
to have the headroom necessary to kick up the

volume without distortion.

Neutral Design

Even though the Cs is diminutive in size,
(7.9x7.9x9 inches, HxWxD), KSdigital's primary
design goal was neutrality. The speaker’s co-
axial components provide point-source accuracy
within the time domain, with a wide soundstage
and solid imaging. Linear phase response is
optimized, thereby creating a flatter frequency
response. We're not talking about DC to light
here; published response is 79 to 28k Hz, and |
can attest to the extended top end on these little
boxes. You'll hear the upper-end “air” that could
be missing on a lesser system.

The speaker has a 6.5-inch woven-carbon
cone driver with neodymium magnets; it's a
light, fast-moving material that’s still highly
rigid in nature, avoiding any material-based
induced distortion. The center tweeter is a
woven-cap design, with the visual similarities

PRODUCT SUMMARY

COMPANY: KSDIGITAL
WEB: www.ksdigital.de
PRODUCT: C5 Tiny
PRICE: $2,900/pair (MSRP)

PROS: Small, extended

CONS: Could seem too

of a simple dust cover.
This design, in associa-
tion with the high-out-
put magnets, suppresses
within  the

producing

resonance
membrane,
its extended, upper-end
response, allowing the
mixer to make confident
decisions when applying
EQ in these areas.

A real wood front
baffle should compliment
any environment; the rest
of the cabinent housing
is of a flat-black metallic

origin. The metal mesh
grilles did not fit well,
with one side refusing to
stay put. The grilles are

mounted on two sides of
the speaker via a routed
slot. The tension of the
metal holds the grille in i
place, so a bit of bend-

Coax C5-Tiny Py

Gan Hgh Bass
Max - 4dBv [ 2 N J
ing could create a more o

“spring-like” effect to
hold them in place, but 1
thought the design to be
rather inadequate. I see
these grilles immediately
coming off under any and

all circumstances.

Big Power

KSdigital provides sub-

stantial power for such
small  transducers—

100 watts for the highs

and 170W for the lows.
Plus, both MOSFET
amps have extended
response to 100 kHz.
This amount of power provides an abundance

The rear of the Cs offers dual ports and adjus-ments for gain, high
frequency and bass levels.

The crossover is a third-order Bessel filter at 2.5

top end, plenty of power
in a small package.

bright compared to other
speakers, port turbulence
noticeable in certain envi-
ronments and volumes.

kHz, with an additional Chebyshev filter at 60
Hz to protect against “bottoming out.”

of clean headroom before clipping, while a
peak output stage limiter affords assurance

against clipping and possible driver damage. The Cy is a rear-ported design and has a rear
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panel balanced XLR input, sensitivity control
and separate high/low EQ. A removable plastic
plug provides access to the recessed pots for the
three parameters. After adjustments, the plugs
must be replaced—Ileaving them out increases
the port turbulence exponentially. Input sensi-
tivity is +6/-10 dB, giving enough range to in-
terface with -10- or +4dB sources. The bass and
treble controls are shelving-type with a +6dB
range. KSdigitai does not state the knee points
for the frequency controls; feeding pink noise
through the Css and a quick RTA analysis re-
vealed that the low EQ shelves around 160 to
200 Hz and the high EQ around 3.15 kHz, go-
ing gently out to their maximum range.

Powered Up

On first listen, the Css seemed a bit bright. After
listening to these against other speakers, they do
appear brighter than your average 6.5-inch full-
range system. The extended top end is quite no-
ticeable. This could make engineers believe they
are hearing too much top end and turn down

high-frequency elements in the mix, or apply

EQ to lessen the upper-harmonic structure. You
definitely have to learn these speakers.

Imaging was superb on mastered commer-
cial releases and raw, self-tracked Pro Tools files
at both 16/44.1 kHz and 24/88.2 kHz. Even with
a limited low-end response, plenty of onboard
power provided a nice punch on kick drums and
bass guitars. There is no doubt that a subwoofer
would complement these speakers nicely for mu-
sic mixing, yet isn't the point of a small, limited-
response monitor to provide a “typical” speaker
experience—with compromised bandwidth?

Evident from the front of the speaker, [ no-
ticed some port turbulence, which I initially
thought was cone distortion. Listening to the
back of the speaker, the distortion was definitely
emulating from the rear ports. Without the little
rubber plugs covering the gain and EQ controls
(for access to the controls), the turbulence was
amplified to the point of annoyance. After re-
placing the plugs, the distortion was greatly re-
duced but never entirely disappeared.

The top end is a different story, with cym-
bals and distorted heavy-metal guitars coming

KSdigital

forward in the mix on the Css as compared to
my reference |BLs. Guitars particularly had a
boost in the 1.25- and 6.3kHz ranges. Voice-over
work is an application where these speakers ex-
celled. Sibilance is immediately noticeable, as
were smacking lip noises and unwanted page
turns. These speakers really bring out what is
happening in the top end, while tape, fan or any
ambient noises cannot hide from the Css.

Final Thoughts

As a secondary speaker system, the Cs Tiny is a
winner. It gives mixing or tracking engineers an-
other reference to use with their primary trans-
ducers. Broadcasters will like these for voice-over
and radio work. Music mixers will have plenty of
SPLs, and the speakers’ small size could make
them highly useful in a remote truck or mobile
rig. The extended top end really gives you an idea
of what you may be missing up in the attic. ll

Bobby Frasier is an audio consultant, engineer and
inventor of the Frasierita. His Beatle band, Marma-
lade Skies, is leaming Side 2 of Abbey Road.

The Ultimate Oxford Plug-In Collection

Oxford plug-ins have become the first choice for professionals all over the world,
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seven world class Oxford plug-ins in a single bundle.
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It’s part of something bigger...
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Focusrite ISA One Mic Preamp
High-Quality Unit With DI, Cue and Optional ADC

The desktop ISA One mic/instrument preamp
with stereo cue facilities and optional A/D con-
verter uses the same amplifier section found in
Focusrite’s acclaimed ISA 110, and the channel
strips in the million-dollar Forte studio console.
However, with the ISA One, Focusrite improves
upon those designs with a slightly different
range of mic gain settings and variable input
impedance circuitry.

The unit measures inches

11.25X9%4.5
(DxWxH) and includes a flight case. Sloped
for easy access, its front panel is dominated by
bright backlit push-buttons and a large, light-
ed Nissei VU meter. A microprocessor-based
logic board controls Sunhold relays with silver
contacts for dead-quiet audio switching and a
safety Lock Out feature that disables the High
Gain mode whenever the Main input source is
changed.

Dual Input

The ISA One has two input sections. The Main
input section has XLR and TRS connectors for
mic and line level inputs. The Instrument (DI)
input has a second Vs-inch jack for through-
put out to an amp, as well as EXT I/P—a rear
panel, external Va-inch input. Both the Main and
Instrument inputs can be used at the same time
with separate analog outputs, such as recording
a direct guitar and vocal or a bass guitar—Dboth
DI and amp.

The Main input has a four-position switch
that changes mic and line gain in coarse 10dB
steps. Mic gain range can be switched between
low (o to 30dB) or high (30 to 6odB) ranges.
The line inpu: has a -20/-10/0/+10dB gain
positions. Both mic and line inputs have up

PRODUCT SUMMARY

COMPANY: FOCUSRITE
WEB: www.focusrite.com
PRODUCT: [SA One

PRICE: $799; Optional A/D 3399

PROS: Creat scunding pre-
amp and A/D converter. D
and Mic/Line inputs can both
be recorded simultaneously

not stereo.
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CONS: No individual chan-
nel mutes. Zero-latency
headphone monitor mode is

By Barry Rudolph

The ISA One offers a zero-latency cue system and mic preamp impedance controls.

to 20 dB of additional gain available from a
smooth-working pot for up to 8o dB of mic
gain. The Main input features switchable
mic impedance (6oo/1.4k/2.4k/6.8k ohm);
48-volt phantom power; phase (polarity) flip;
switchable 75 Hz, 18 dB/octave highpass filter;
and an insert in/out jack for connecting an
outboard processor.

The Instrument input has 470k/2.4M ohm
input impedance settings and a +10 to +40dB
gain-control knob. By selecting the Instrument
input on the Main input section, its signal is
routed to both line outputs.

My review unit had the optional stereo
24-bit/ig2kHz A/D converter using AKM's
highly touted AKs394A chip. An optional DBg
fanout cable ($69.99) supplies AES/EBU in
either single- or double-wire formats. Optical
TOSlink and ADAT ports output S/PDIF, while
BNC connectors handle external clock
in/out.

Versatile Metering, Cue

The VU meter measures the Main
section output, defaulting to o VU
= +4 dBu. An alternate calibration
knob can “re-range” it from +n dBu
to +26 dBu. The adjacent LED peak

meter also reads Main output as the

level going to the A/D. It has a default calibra-
tion of o dBFS = +22 dBu but is variable from
+18 to +26 dBu. The second LED meter reads
the Instrument input or the level of the signal
coming into the EXT I/P jack. The meters can
also be switched pre/post the insert path.

The ISA One'’s cue system is switchable
between a stereo feed connected to the rear
Vs-inch jacks, and a local, “fixed mix” of audio
from the Main input and Instrument section.
For zero latency, feeding a mono mix into the
EXT I/P jack replaces the Instrument section
in the fixed mix scenario. Unfortunately the
fixed mix can’t be played with the stereo mix
at the same time.

In the Studio

1 recorded a Martin D-28 acoustic guitar using
a Violet Wedge condenser mic without EQ or
compression, using the ISA One’s High Gain
position, and added +i0 dB of additional gain.
I compared that sound to the same mic and
guitar/player with my RTZ 9762 mic preamp
(a high-quality unit based on a Neve 1272)
running into my Benchmark ADC-1 A/D con-
verter. | externally clocked the ISA One from
the ADC-1 to neutralize any sonic differences
from clocking. With the highpass filter on, the
sound was virtually the same and (with the
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Focusrite

Wedge) [ found no sonic difference using any
of the impedance choices.

The ISA One is exactly like using the
original ISA 1o, except that it's easier to ride
gain on-the-fly with the ISA One’s 20 dB of
fine gain control and larger knob. Like the

10, [ found that the ISA One is less likely to

overload while producing a smoother, cleaner
sound as compared to a vintage Neve 1272
preamp. The ISA One is also quieter and has
more dynamic range. The meter recalibration
keeps the VU from slamming the pin with
the hot analog levels required for full 24-bit
resolution into Pro Tools HD’s I/O calibrated
at-18 dB.

I used both channels to record bass and gui-
tar—direct and miked amp. The Instrument
input's low-Z setting “loaded” the P-gos on
my guitar, dulling the sound. If you don’t want
this, use the High Impedance position; other-
wise the direct guitar and bass sounds were
crystal clear.

For the amp, I placed a Royer R-121 rib-
bon mic directly on the center of the speaker.
There was no sonic difference between any of
the different input impedance choices except
the 600-ohm position. Rated at 1,500 ohms,
the Royer was mismatched, producing less
output and a sound without much life, al-
though I liked this for heavier, thicker guitar
parts—making them more sludge-like. At the
1.4k-ohm position, the mic was more or less
matched to the preamp, so the sound was spot
on—exactly what I expect to hear. My only
wish was for mute buttons—one for each sec-
tion so I could audition each of the ISA One’s
inputs individually.

I monitored much of my testing through
the unit’'s headphone system. The sound that
it produced was clean—super quiet, and could
drive my 55-ohm AKG K271 headphones as
loud as I could stand.

All Business

The ISA One is a first-class piece of studio gear,
whether you use it in a high-end studio with a
large console or with a laptop-based portable
rig. Its Main and Instrument channels, head-
phone system, flexible metering and built-in
A/D converter offer a unique combination of
great-sounding tools that perform and work
together flawlessly. Wl

Barry Rudolph is an L.A.-based recording engineer/
mixer. Visit www.barryrudolph.com.
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The Kit Revival

Putting a Little D.L.Y. on Your Gift List

With the state of today’s economy, it's hard to predict (or have confidence in)
the days ahead. In large part, our industry’s survival has always been driven
by its enthusiasts’ pure sonic passion—an artistic energy and bull-headed
philosophy that flies in the face of any traditional M.B.A. approach. Looking
into my silicon crystal ball, your passion for knowledge and the declining
value of a dollar tell me there might be a D.1.Y. kit on your holiday gift list this
year. And there are a lot of reasons to love these kits: They teach us almost as
much about our retail gear as they do about D.LY.

Old Becomes Retro

For years, 1 had a tube-based stereo system, selected because it was af-
fordable rather than fashionable. My aging systems always needed a little
TLC, which was a trade-off (you might even say an investment). Working
on “broken stuff” that is typically “old stuff” put many of the technically
inclined ahead of the curve when that stuff became “cool stuff.”

As I've said many times before, digital audio re-invigorated retro audio,
making it inevitable that many maintenance gurus, expat scientists and
technically gifted musicians would get into the boutique audio biz. There
are even cottage industries based on modifying inexpensive Chinese and
Russian goods that need an old-school DNA infusion.

€conomic Scale

How does the stuff we buy get priced? Let’s consider what's involved. Mass-
produced items like cell phones and computer circuit boards can be “stuffed”
by a pick-and-place machine in minutes.

By contrast, many boutique audio products are still assembled by
humans, and even when their circuit boards take advantage of modern
production teckniques, big, bulky retro audio components—like trans-
formers—must be hand-mounted and soldered (skilled labor). Beyond
parts and labor, the bigger chunks of the end-user price tag include oth-
er spendy items like the chassis, marketing and retailer mark-up. One
way to make high-performance retro-style gear affordable is by building
kits, where the most important component is your time commitment.

Selected Kit Suppliers

ABRA Electronics

Five Fish Studios

Hamptone PAIA Electronics
n
na !
Seventh Circle Audio
JLM Audio y §
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By supplying build-ready printed circuit boards, audio kits offer a way to

save money and learn a little in the process.

Tools and Techniques

Success in building any kit requires a good soldering iron and a handful
of decent tools. (For some suggestions, see my June 2008 column, http://
mixonline.com/studios/business/audio_tools_olde_friends.) You might
want to consult the manufacturer as to solder preference, and while we
should all be moving away from lead-based solders, they are the easiest to
use. Start with a clean, well-lit work area. Follow the instructions as to the
order in which the parts are placed on the circuit board. At this point, you
may be instructed to bend the “legs—also known as leads—enough to
secure the parts and trim the excess before soldering anything.

For geek newbies, fine motor skills will be the first challenge. For ex-
ample, the three-step wire-prepping process starts with stripping (remov-
ing insulation), twisting (if the wires are stranded) and tinning (applying
solder to keep the strands together). Practice on expendable wires before
moving on to the kit. In the first step, the goal of the wire-stripper tool is
to break the insulation but not nick the wire. It is better to be cautious, so
if you don't cut all the way through the insulation, just bending it should
complete the job. Twisting the insulation while removing it will also twist
the wire strands underneath, saving a step.

During the tinning process, you'll notice that the insulation shrinks,
so keep this in mind. You will always start with—and want—a little more
bare wire than necessary. When it's time to attach a wire (to a circuit board,
connector or switch), it's important to butt the insulation all the way up
to the connection—you don’t want exposed, un-insulated bare wires that
might come in contact with other connections.

To avoid internal component damage, use long/needle-nosed pli-
ers to grip the leg near the part's body before bending. Most electronic
components come in two configurations: axial and radial. When placing
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AUDIO SCIENCE

ALL ABOUT SOLDER

Solder is an alloy of metals used to bond
electronic components together. Tin/lead
solders are being phased out in favor of tin/
copper/silver to meet RoHS environmental
compliance. Flux is a chemical blend that’s
either mixed in with the solder or applied to
the work to simultaneously remove oxide,
thus improving the bond/connection.

Good soldering begins with a high-quality
iron, like the temperature-controlled Hakko
936 (about $80 online). The key to qual-
ity solder connections is getting “the work”
hot enough to melt the solder—approxi-
mately 800 degrees F. Keeping the soldering
iron tip clean by wiping on a damp cellulose
sponge—followed by applying a thin coat of
solder to the tip—helps improve heat trans-
fer while extending the tip’s life.

—Eddie Ciletti

Radial Lead Type

Axial Lead Type

Radial leads {prcnounced “leeds”) exit from the same end
of the body; axial teads exit at opposite ends.

small-signal transistors (these have a case
style known as TO-92), don't shove them all
the way down on the circuit board as this will
stress the irternal connection. Once placed
on the board, bend the leads on the oppo-
site side enough to secure the part while the
board is upside down.

Parts with polarity and orientation issues
are capacitors, diodes, transistors, 1Cs and
LEDs. Transistors (and voltage regulators)
are three-legged devices. While all transis-
tors have a base, emitter and collector, the
“leg” order is not always the same. The
square TO-220 case style is used for transis-
tors, voltage regulators, diodes and resistors,
so be sure to read the part number. Here,
a jeweler's loupe or magnifying glass can

make this task easier. LEDs have a long leg
tanode = “+”) and a short leg (cathode = *.").
The same convention applies to polarized
capacitors. Round LEDs also have a flat spot
on the cathode side.

Home Stretch

Scheduling time for your first kit might be
challenging, but you'll be rewarded with im-
proved fine motor skills and a greater aware-
ness of electronic components. You may even
find the process mentally therapeutic. So you'll
feel better, save money and learn something in
the process—not a bad deal. I

Visit Eddie Ciletti online at www.tangible-tech

nrology.com.
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PLEASE MAKE A CONTRIBUTION TODAY
TO SUSTAIN MUSIC AND ITS MAKERS — PAST, PRESENT AND FUTURE —
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THE GRAMMY FOUNDATION

|

- |

MUSICARES FOUNDATION

The GRAMMY Foundation influences the lives of yonng people  MusiCares provides emergency health and human services and
by opening the windows of opportunity that music can provide  addiction recovery resources to music people in times of need.

for their futures and leads the efforts to ensure that contributions  Whether artists or other industry professionals. MusiCares is there
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AV.id®presents

RemiX|hotel]
Los Angeles 2008

Dec.4-6 | SAE Institute of Technology—L.A. | 3-9 p.m.

Remix Hotel wraps its 2008 tour with a stop in Southern California, bringing with
it another action-packed weekend of music-production technology, industry panels,
master classes, product demos and performances. And Presenting Partner Avid plays
host to a new Remix Hotel component: video production. Make plans to attend today!

Special appearances by:
e Danja * DJ Babu
e DJ Shortee ¢ J-Rocc
« Squeak E. Clean (N.A.S.A,, Yeah Yeah Yeahs)
e Ken Andrews (Failure, Year of the Rabbit)
¢ and many more!
Technology & Media Partners:

gy: cakewalk ydjgidesign cdaﬁguag ‘ Gsmndord KRK< M-AUDIO []lill. ter Mlx

—melodyne - MMM é'ﬁ'] o e RANE RemiIX =Roland’ SErato stanton .
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Registration and schedule details at remixhotel.com!
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Cube-Tec's 24-bit / 192kHz Mastering & Restoration VPIs, used
by the world’s most prestigious facilities, are now available in
VST and RTAS / AudioSuite formats for Nuendo, Sequoia and
Pro Tools users.

— -TEC International North America P -
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Equalizers | Effects | 500 Rack Gear | Protools redcloud 8810USERS —
balanced attenuator pack

Converters | Custom Systems

CUSTOMIZED 500 SERIES RACKS
CONFIGURED HD & LE PROTOOLS SYSTEMS
MULTI-DAY DISCOUNTS

Check out our website for details on inventory and availability
www.chicagomusicrental.com

iy | e

l‘ ICAGO
MRS | 577 7184714

345 NORTH LOOMIS STREET, CHICAGO IL 60601 \ littielabs

To place your ad into the Mix Marketplace, Classifieds
please call Kevin Blackford at 510-985°3259
or email to Kevin.Blackford @ penton.com
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CLEARSONC PANEL
Acrylic Shieids
Ab RBtIERB m Impiy m Organl,

sorption sarries Simpll your anage your rganize your  with
TR e ll oo i
W xienaers
i s 1.800.450.5740

}1.800.888.6360 ng #y "Mtemational: 18187523900
....... lclearsonic.comfll * ¢ eliiaf

CRYSTALCLEAR 1,000 CDs FOR

DISC. PROMO & APPAREL
TRUSTEI] EXPERIENCE FOR OVER 35YRS"

= Package includes replicated discs in jewel cases
with three-color on disc printing and full-colorinsert.

Order today, or request a FREE Disc Makers catalog.
1-866-677-7912 - www.discmakers.com/mix

VT-2 Dual-Channel Vacuum Tube Microphone Preamplifier

D.W. FEARN @ &10.793-2526 .
West Chester, PA » U.S.A. /——5 D,sc MA KERS

98 MIX DECEMBER 2008 | WWW.MIXONLINE.COM




\. 1000 RETAIL READY CDS
' " $1090.00 :

4 PANEL INSERT 4/1
WITH 4/1 TRAYCARD 3 COLOR DISC

CALL TODAY B88.891.9091 or VISIT WWW.MEDIAOMAHA.COM
]

(Ds/DVDs MASTERING/EDITING ~ SREPMIC DESIG MULTIMEDIA

WHERE SIGHT AND SOUND MERGE

PLAY- T

PRODUCTIONS

259 W. 30th Street, NY, NY 10001 TOLL FREE:)-800-815-3444 o 212-695-6530 WWW.PLAY-TPRODUCTIONS.NET

D40 ol
IVIANUEACTURING
)(” (5]

J‘A J,J

4» PROGRESSIVECDS,.COM

813-251-8093 800-421-8273

W
FPROIBUISCTET GISiibi-}

THE ESSENTIAL, GUIDE FOR
DESKTOP MUSIC PRODUCTION

‘.',,NMIX
To order Compuier Music
Product Guide, or any of our
other publications, please
visit www.mixbooks.com,

or find it on newsstands wherever
Electronic Musician is sold.

MARHETPLACG

Doug says,

-~
J @
ol
W (N LS

“The Oceanus LT-381 occupies a top spot on
my short list of favorite vocal mics.”

_(7 LAUTEN AUDIO Doug Grean. Producer

18/ 21 701 :
lauto nAudum o Scott Weiland. Velvet Revolver

=D

Discount Pro Audio

1-877-258-0563
! | www,
HW[[HWAV{ , sweetwaveaudio
I .com
Sonic Sudio GHLGR N
b AVALON [ pEstIGN .
Saw leMicon oo SC

AKG, Aucix, Auralex, Avalon, Crowr, DBX, EV, Focusrite
Furmar, Ghost, Grace, Hei, JBL, K&M, Lab.gruppen
M-Audio, Mackie, Presonus, Primacoustic, Radial
Engineering, Tascam, Ultimate, and much more!

Northern Sound & Light "

[BrofAudioNS tag et GhtingTheatrichilS applics)

[/ SENNHEISER
@volutionwireless G2

CALL TOLL FREE
1-866-796-6232
MON-FRI: 9-6 EST
www.northernsound.net

Top Name Brands

Award Winning Service
Maximum Discount Prices
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fast - real fast

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.

UK Call 207-231 9661
USA Call 866-235-0953
Canada Call 450-227-3818

@ buzzaudio

visit www.buzzaudio.com and read what our users say

Think Outside The IsoBox

You know us for our critically-acclaimed IsoBox, now check
out our desks and racks Qur products feature superior design,
construction, materials and a variety of available options.

CUSTOM
CONSOLES

> API

* Yamaha

» DigiJesign

» Toft

* Solid State Logic
* Tascam

“Sound Construction designs
and builds the best studio
furniture available, period.”
~ Brian Tankersley

ISOBOX
« Studio, Flight
and Post

www.custom-consoles.com

Above: Custom Console for DigiDesign D Control

RACKS

+ Slant Racks

* Lowboys

= NEW Craftsman
Series Racks

. Gound Constiruction € Supply. Inc.
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SpectraPLUS 5.0

Real-Time Spectrum Analyzer

=Cix
Al x|

Long Combgurabc: l
[

T

nm_j i _jznms

X To 100 0w - e 28 0« S0 TOx 100k
-

[ esmoe PutPorane  (4100H 18BE Eono  FFTIOMGMR  Mwey

An extremely powerful and cost effective solution for
audio spectrum analysis. SPL readings, THD, SNR,
RT-60, Leq, Delay Finder, Narrowband FFT. 1/1
thru /96 Octave, Signal Generation and more.

Download a 30 day FREE trial!
www.spectraplus.com

360 697-3472 voice
360 697-7717 fax
pioneer@spectraplus.com

Pioneer Hill Software
PH S 24460 Mason Rd
Poulsbo WA 98370

WHAT IF THERE WAS A MIC THAT PERFORMED
LIKE OTHERS 5TIMES ITS PRICE?

= INFINITELY VARIABLE
PATTERN SELECTION
= UNIQUE, TUBE VOLTAGE CONTROL
* TRANSPARENT 10 OR 20 dB PAD
- SONIC EUPHORIA

THERE IS!

$789 MSRP
DO THE MATH,

TS-2
LARGE
DIAPHRAGM
TUBE MIC

HEAR IT AT
WWW.CHAMELEONLABS.COM (206)264-7602




— MARHETPLACE

r You have great D/A converters and good speakers.
Getting from cne to the other shouldn't change the sound.

ieman
adio
M3PH
MK

M3PH MKII DAW Monitor

Passive Stepped Attenuator 1 Four Balanced Stereo Inputs
Tracks to .05db 9 eman Three Balanced Stereo Outputs
Left and Right Mutes uailo Fixed output for meters or cue
Engineer's Headphone (516) 334-7109 Handcrafted in the USA
Mono sum & Phase Reverse www.colemanaudio.com Built to last a lifetime
coley@colemanaudio.com v

) “If tone was a drug... this would be Heroin”
/7( ercury

‘Plug Into Reality’

WERCURY 88 LIMITING AMPLIFIER

m!!N m Technical Furniture that Inspires

Introducfng the Omnirax Referral Club! You work hard, and you deserve to feel gand about where you do it! The Quantum Series, the Force Series,

and the XL Series all provide elegant and functional solutions fr your audio / video / mixing workstation needs.
It’s simple: . Call for Special Pricing!
1. You may join the Club upon purchasing any
Omnirax directly fr'om us'. Or, if you have i Quantum Series Synergy XL Series
purchased an Omnirax directly from us i
anytime since January 1, 2006. ‘ A e Synergy SaC2$ XL

than $1000 you will receive 100 OmniBux

2. When you join, if your purchase is/was more I a-F !

AVEON 2

worth $100 rowards your next Omnirax. - :
3. If your initial purchase is/was less than -' T ‘!
$1,000.00, you will receive OmniBux worth h f-l\ '

pictured with optioeal

\ salid mabaeany ‘checka® "
»
plorred m vuuan White v - -

3D Landnane

10% of the before tax amount.

4. All we ask in return is that you share your
positive Omnirax experience with at least 3
other people.

5. When one of your referrals buys an Omnirax : e ——— =
directly from us and informs us that they were referred by you, Force Series
you will receive OmniBux valued at 10% of the before tax amount
of that purchase.

6. In addition, you will receive 10% in OmniBux on every Omnirax
purchase your referral ever makes!

1. There is no limit to the amount of Omnibux that you can redeem |
towards your next Omnirax purchase. !

Call for more details and sign up!

800.332.3393 415.332.3392

| Force 36 MF

Force 24 MF

info@omnirax.com www.omnirax.com
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Like a hug from your grandma...
Warm and loving.

VWWW.presonus.com

IN-HOUSE CD ¢ DVD ¢ VINYL MANUFACTURING

c D Includes: 1-color bookler &
3 oo s 775 oo I-color €D label from print-ready
Package: o fitm, jewelbox, shrinkwrop
c D Includes: 4-color booklet &
I ooo s I I 99 oo 2-color €D lobel from supplied
Package: L] ariwork, jewelbox, shrinkwrop
12 VINYL PROMO
100 12” vinvt $849.00 Additional LP%. §1.80 each

500 12”7 vinvt $1,329.00 reORDER 5760.00

1000 127 vinvt $1,939.00 REORDER - §1369.00

PACKAGES INCLUDE: WHITE JACKET w/ HOLE & MASTERING o FULL PROCESSING «
TEST PRESSINGS o 2-COLOR LABELS (stock bockground}  SHRINKWRAP « QUICK TURN AROUND

R[\lN BO RECORDS ALANLEACHLRING CORPORATION
8960 11on Ave., Canoga Park, CA 91304 - (818) 2801109 af

Lax: 1818) 280 (101 - waw.rainborecords.com ¢ inlo@rainborecords.com

wg
VOCALBOOTH . com

HEAR THE DIFFERENCE

Ry,

[} r SANC ARY"

VISIT US AT BOOTH
#4334 with
EMINENCE SPEAKERS

4x6 GOLD SERIES WITH
AURALEX FOAM & HARDWOOD FLOGR

WWW.VOCALBOOTH.C3OM
866-330-6045

L
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ADL 600

2-ch high voltage tube preamplifier

JOSEPHSON ENGINEERING

side-address cardioid

CLASSIFIED

ADVERTISING:

Get your company’s name into the
minds of thousands of customers!

REMmiiX
Mre Sairnt
«@

=
RSO 2

"‘f‘_)

v

1 4

emclass@penton.com mixclass@PENTON.COM  remixclass@PENTON.COM
www.emusician.com  www.mixonline.com  www.remixmag.com

For classified advertising rates
& deadlines call:

(510) 985-3259
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Buzz Audio REQ2.2

The ultimate stereo
or dual mono true
Class A Resonance
EQ for Recording,
Mix, or Mastering

Purple Audio

www.AtlasProAudio.com
US Toll Free 1.866.235.0953

. . . Telefunken USA La Digit
Open 'til Midnight EST - 7 days e e
Over 80 brands of NEW gear!

Mics - Preamps - EQs - Compressors
A/D Converters - Pluglns - Speakers

o B b ey fmed (]

JUGGERNAUT

FEATURES INCLUDE: 5 ) 2 Slot 500 series rack
400 mA internal supply

The Revolver Rack

Fully Discrete and Class A design

Switchable custom input transfomers
Iron or Nicke!

Swnlchab]e customioutput transformers O RO\ Shown left with
Iron or Nicke! b

dual Juggernauts installed

Variable mic input impedance ranging from
300 ohms to 10k (works like a tone knob!)

All Potentiometers onlhigh quality detented Alps brand
(approx 1db steps on gain)

Gain range from 12db to 70db - perfect for ribbons

B

+THD 1s 10db pad.on OUTPUT - drive it!! 300 . 10,000
ohm impodanco
{works Hike 8 tone knobt)
Boost/Low input gain function to alow for modern

hot output mics orvhigh SPL sources

(without the tonal degredation of an input pad) JUGGERNAUT USER COMMENTS:

“Beautiful batanced 3D sound. Pre-mixed like a record. This versatility is

™
Fully API 500 sorics compatible

500 SERCS CLASS- 4 DUAL TRANSFORMER MICROPHONE PREAMPUFIER

truly a lifesaver when the other static designs just won't cut it... The Jugg
Mute button is able to achieve a more focused and tighter sound than any of the other

(Auto mute when switching input transformers) BRI ':;'::'*’“’"f:::"" In just right.”
.

Heavy dmy fluted metat knobs "1 had brought my Juggernaut in that day, with the Nickel transformer outpuot,
to see how it would sound for that particular session. We simply swapped the
1073 with the Juggernaut and had the vocalist sing a few takes. What
happened next was amazing. it had to have been the most 3 Dimensional
vocal that any of us had ever heard. Simply astounding. 1 have never heard
anything like it. Since then, it's been very di to be isfi ith that
particular vocal chain.”

~Jett M., Japan

Mutticotor LED's on buttons for on off functions
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MIX Classified Ads are the easiest and most econontical mecins 10 reach a buyer for your product or service. The clussified
pages of Mix supply our readers with «a valuable shopping marketpluce. We suggest you iy wisely: meail-order consumers
bave rights. anc sellers must comply with the Federal Tracle Commission. as well as various state laws. Mix shall not be liable
Jor the contents of advertisements. For complete information on prices and deadlines, call (510) 985-3259.

ACOUSTIC PRODUCTS

[ ] ] ®
Acoustics First
www.acousticsfirst.com
Materials to Control Sound
and Eliminate Noise™

Acoustics

Toll Free

888-765-2800

at Affordable Prices

"The GIK Monster was the perfect trap to reduce

VOCALBOOTH.COM, INC B l A c K B u X " ¥y aresonanceBth;t:(dettected in Studio B.”
’ ob Katz Mastering Engine

L

CALL 647 723 2858

& Pro Audio Solutions

Custom Gold Series 4’ x 6’

High-Performance Acoustic Treatment

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 acoustically correct.

Sewulx ’)) Rcoustics We are really happy about how well the room is now

Vocal Practice and Broadcast Booths

translating both to other top mix rooms in NYC and also |

. | tics.

e mastering. --Tony Maserati, mixer for Black Eyed Peas, Jolig §
Legend, Mariah Carey, Destiny's Child, R. Kelly, Jennifer
Lopez, Jessica Simpson, Tupac

Standard & Custom Size

T , , INC : Please visit our web site for a wealth of product |
Roomsitip 6" K16 ﬁoom \ \\\ information, demo videos, and some of the clearest

SOUND 18OLATION ENCLOSURES explanations of room acoustics you'll find anywhere,
www,vocalbooth.com

Reducing sound to a Whisper since 1990! ; 1866-732-5872 —r TRAPS.com

ACOU8TO7€ Sound&Video

Use Acoustone Fabrics to conceal | contractor
| the source of sound without
| interference. Or, to cover unsightly

sound-absorbent materials. Flame
i retardant. Call today! Sample card is the electronic

now available. bi-monthly newsletter dedicated to
_tel. 718-782-5560 - fax 718-782-7367 helping you maximize your business

! Bk profits, reduce follow-up/service calls,

and improve installation techniques
with every e-issue.

information@vocalbooth.com

keeps you in the loop.

Tube Traps » Sitence Wallco
WhisperWedge * ProFoam «
« Hushfoam « R.PG. Oiffusors = A Sound Investment!
Sonex * Sound Quilt » More | Various Sizes € Linmediate Shipping
www,silentsource.com www.whisperroom.com acoustonegrillecloth.com

info@silentsource.com 423-585-5827 or 800-200-8168
QUALITY » PRICED REGIT « INTEGRUTY

:

A J
‘ R TR R Don't Miss another issue!
KRRt X Subscribe Today at

acoustone@newcastlefabrics.com

2 Don't wait to place

; D
Gretch-Ken Industries, Inc. - ifi
(| Qrivnpiticy-5igsdisllll your ad in the classified

www.GretchiKen.com
SOUND ISOLATION BOOTHS section, contact the Mix

“Custom Manufacturering
*Buy Direct and Save

~——

Classified Department at

(510) 985-3259

Noise CONTROL PRODUCTS
Toll Free: 800-833-1554 or 541-947-2602
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___________EMPLOYMENT | EQUIPMENT FOR SALE

International Academy of
( Design & Technology

Successful candidates must possess a Bachelor’s Degree
in related program and recording software industry program

certification. Master’s Degree preferred. Must have a mini- JOSEPHSON ENGINEERING VT-2 Vacuum Tube Mic Preamp
mum of five years professional experience. The program is C700A www.dwfearn.com
looking for candidates to teach introductory and advanced Two-capsule condenser microphone ‘ ‘

level courses. Must have knowledge of large format ana- Variable pattem

log console recording and mixing, digital audio production, TSN A B @
mastering audio, and, studio design and maintenance. Ap- iosephson.com

plicants should send a letter, resume, unofficial transcripts .’ e ’ D.W. FEARN .

from all colleges attended, copy of software certifications,
and references in order to be considered.

VINTAGE ZQUIPMENT: Neve 8078 32 input w/Auto, Neve Custom 80 Series/64
Input w/FF 1073/1084, Amek9098 96 automated channels, Split
STUDER A-820/827/800/80, 0TARIMTR011/MX80, STUDER A-80MKIV 2 TRACK
1/Z, LEXICON PCM60, (2)VALLEY PEOPLE DYNAMITE, (2)QUESTED Q108

We Buy Vintage Gear

NEW EQUIPMENT: EMPIRICAL LABS « CRANESONG
MILLENNIA « VINTECH « DEMETER » GLYPH

p . DYNAUDIO « TC ELECTRONICS « EVENTIDE » QUESTED » DRAWMER
@ buzzaudio TELEFUNKEN » FM ACOUSTICS » DW FEARN * LEXICON » EAR » NEUMANN
PURPLE AUDIO » SONY  ANTHONY DEMARIA LABS

the future of DAW-SALES & INSTALLATION » CUSTOM PATCHBAYS » STUDIO WIRING
great recordings

visit www,buzzaudio.com to begin...

EQUIPMENT FOR SALE

\_ABSOLUTELY

“essential compression...”

VINTECH AUDIO
CLASS A MIC PREAMPS MADE WITH

THE NEW LIMINATOR SERIES COMPRESSORS

AL M airfieldaudio.com

NEVE™ 1272 COMPONENTS
www.vintech-audlo.com
call tolt free: 1-877-4-mic-pre

Portable Iso-Booths

CLEARYONIC

800.888.6360
clearsonic.com

AUDIOC UBE VPIPlug-ins

| Pro Tools | Sequoia

 ADLB0O0 3
2-ch high voltage tube preamplifier

% PreSonus WWW.Presonus.com
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The Vintech X73i!

“l used five X73i's and one X81 to record all of
Carlos Santana’s guitar tracks for both the
‘Shaman' and ‘All that | am’ albums . Jim Gaines
Engineer for Carlos Santana, Stevie Ray Vaughn

The Vintech X73

“l use the X73 for recording Patti Scialfa and
Bruce Springsteen in their home studio” Toby
Scott, Engineer for Bruce Springsteen

THE "X81 CLASS A" The Model 473

1-877-4-MIC-PRE www.vintech-audio.com

EQUIPMENT RENTALS

NEED TO RENT GEAR?

ProTools Systems | 500 Series Rack
Preamps | Mics | EQ's
MULTI-DISCOUNTS AVAILABLE!

MUSICERENTAL www.chicagomusicrental.com 1.877.718.4714

OMNIRAX 5ot
Force Series

Force 36 MF

Studio Transformati

furniture

{hﬂumdln mohogany

igh pressure lammate

p0OARGOSY R

332, N2 2
www.argosyconsole.com 200 e b e A

WWW.Omnirax.com

___MASTERING

a- RECORDING ENGINEER DRT Mastering
: RS ST LTI you will have the fat, skemmin

Ing graduates or build your

\ o sludio. Carcer guidance, m&-hb.l md that sells discs.
d ploma. Roglstered School
: FREE INFO. Or the work is free...
} = ~ LA Anio tnstivute Custom gear. 1st-class resuits. Free broch
PRTTIRPRPPEN 814 s6th Ave, San Francisco, CA 04121 | 800-884-2576 www.drtmastering.com

raduc RECRUIT > RETAIN » EXPLORE
+:408z0ne [N

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 Performan: e industries, With job recrui'ment as the next biggest growing area online,
JOBzone ensures your company is part of this momentum!

Start your search today. Hit the JOBzone link at any of our magazine websites:
Cmusician.com | remixmag.com | mixonline.com | svconine.com | livedesign.com | digitalcontentproducer.com
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MASTERING

STER

Professional Mixing
and Mastering Services

Nathan Eldred

www.AtlasRecording.com
US Toll Free 1.866.235.0953

Offering the finest facilities f
all your audio needs, restoratio
nversion,

b lit;Easterin

n, film

MASTERING

Guaranteed to give you
that “Big Label” sound.

=@ $475.8m

1-800-692-1210

Located in New York  Serving the US!  Since 3§

www.musichousemastering.com

SOUND AFFAIR
MASTERING

Over 30 Years Of Audio Excellence

Same Location Since 1978

www. SoundAffairL td.com

1-800-570-6656

Go to

to become an exclusive member today and get
the best information about music production
technology and recording!
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MICROPHONES RECORDS TAPES CD SERVICES
| GRYSTALCLEAR °}o11'Ei‘zﬂ‘i’oo‘iio"SS??WR%Z&?J&S???&

ReTALL ONLY &
60001 4 Tezs 0!
NEW & VINTAGE MICS £0/0VD T SHIRTS/APPAREL » STICKERS/POSTERS » ONLINE SALES »iTUNES DISTRIBUTION

FROM RUSSIA WWW. ourmusiconcd.com
100 BULNKECDRS 5035&}5

TEL/FAX: 007-495-9115565 100!BASICICDRSIS m ©) "Gniy 56
E-mail: aeg210268@mtu-net.ru
www.valvemics.webzone.ru/

)

IMITED TIME “SPECIALS!

100 FULL COLOR COR PACKAGE $169

RECORDS TAPES CD SERVICES

Subscribe to ‘/(\). (e?)ﬁcgt\(g A SpectraPLUS sweetgds“'dm?
Hemlx Progressire version 5.0 now € StudioSuite 8
WWW. progresswle‘cds com ava,llabld Fl‘lcc tnill [tudio Manta%gme.?t Software
wowweremixmag.com NNt N Bl I BTy

2 Da: J Wl Bi-weekly Newsletter Delivers
j dJJ Wl Hot deals, discounted gear, B-stock, real estate,
A jobs and more to 85,000 music & audio pros.

CALL 510-985-3259 TO FIND OUT MORE.

BROUGHT TO YOU BY MIX. ELECTRONIC MUSICIAN. AND REMIX

Don’t miss out on eDeals!

Shop Now 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 tc musicians and audio pros everywhere.
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Powerful. Stylish. Compatible. Expandable.

Digital Performer &

MachFive 2

................

\ T TTeT——
- .
CueMix FX
- — 0
o Y] = Beauty. Brains. And now more Brawn.

Setting the highest standards for elegance and simplicity,

Bems.  Brm. B, Pum P . D

0505050505005,

the all-in-one iMac now includes an Intel Core 2 Duo
processor running at speeds up to 3.06 GHz, offering
dazzling performance for DP6, MachFive 2, and all your
3rd-party instruments and plug-in processing.

Compact FireWire I/O with effects & mixing
The UltraLite-mk3 isn't just a 10 x 14 FireWire interface.
It's a full-blown digital mixer with effects, including modeled
analog EQ and compression on every channel, plus reverb —

all accessed via the elegant CueMix FX on-screen mixer.

Add his vintage sound to your MOTU rig
When JJP requires the perfect sound, he turns to three studio
legends: the Fairchild 670, Pultec EQP-1A, & Pultec MEQ-5.
Now, Waves has precision-modeled these rare pieces in JJP's

studio to capture every detail of their rich harmonic complexity.

©2008 Sweetwater, Inc.



Ocean Way Drums from So o
The premiere virtual drum instrument AN\ jay
Put the power of the world’s most awarded stuaio complex in IALIRLUIN
your MOTU desktop studio. Ocean Way Drums delivers 19 drum
kits immaculately recorded in legendary Ocean Way Studio B
where artists like Radiohead, Green Day, Eric Clapton, Kanye West

and Paul McCartney create hit records.

@ KOMPLETES

NI KOMPLETE 5 and KORE 2
Legendary virtual instruments
with hands-on control
For Digital Performer 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.

R K ° '
Killer analog summing & monitc nagement S
Dangerous Music's renowned analog summing adds incredible punch, -

depth and warmth to “in the box” mixes. Now add monitor control
with two speaker outs, two digital ins with D/A, talkback, two phone
outs and aux analog input and you've got a must-have final

analog mixing stage for your MOTU mixes.

- i 2 A n®

High-end console for your MOTU studio

Euphonix brings high-end console technology to your MOTU

personal studio in a revolutionary ergonomic, slim-line design

that fits perfectly in front of your Mac. Use MC Control and

MC Mix independently or together as the ultimate unified
desktop console with up to 36 faders.

MC Control

& rw N BO0) 229.4'
— S Music Instruments & Pro Audio V SIPeaT e oy - o ~—~ SR=y




Protect your MOTU studio investment and achieve optimal
sound quality with the Monster Pro 2500 or Pro 3500
PowerCenters. Exceptional power conditioning, combined with
Monster’s patented Clean Power™ filter circuitry, provides
separate noise isolation filtered outlets for digital, analog and

high-current audio components for the cleanest sound possible.

Born from the legendary R@DE NT2, the NT2-A incorporates three pick-up
patterns, three-position PAD and a three-stage high-pass filter conveniently
located on the microphone body. The transducer has been voiced to
complement today’s modern recording techniques for the flexibility and
superlative audio characteristics that make the NT2-A one of the most versatile

condenser mics availaole. Backed by RODE's industry-leading ten-year warranty.
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Evu:ution of an évval'd"ﬂi:ilrl:ﬂg standard
Whether you're a musician, sound designer, audio editor, multimedia
producer, or mastering engineer, Peak Pro 6 offers more creative
potential than ever before. Used side-by-side or launched directly
from within DP6, Peak Pro 6 streamlines your workflow with industry-
renowned sonic quality and precision. For additional mastering,
restoration and DDP 2.0 delivery power, step up to Peak Pro XT 6.

g5 ..pENE

<

Cantrol room monitoring with remote

The missing link between your MOTU recording interface, studio e
monitors, input sources and the artist. Monitor from among five sets 000 000
of stereo inputs (three analog and two digital) and manage your sessions o0 9 000

with hands-on control room features like talkback and listenback. TacksAcK
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Powerful. Stylish. Compatible. Expandable.

{

The most complete control surface for Digital Performer

Nine motorized, touch-sensitive faders effortlessly control bankable channels while eight

assignable V-Pots and over 50 master buttons provide unparalleled DAW control. A massive
transport section with weighted jog wheel and robust build quality offers a true console feel.

The 8-cnannel Expander Pro and C4 Pro virtual instrument controller allow seamless expansion.

Premium performance to perfect your mix
A mainstay of professional studios worldwide, the HR824mk2
high-resolution monitors employ the new Zero Edge Baffle,
which minimizes diffraction for a crystal clear image and an
evenly dispersed ultra-wide sweet spot. Acoustic Space,
LF roll-off and HF controls allow custom configurations, which

are sure to suit your MOTU studio space... and your taste.

Sweetwater &
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Q&A

Bob Ludwig

The mastering master
reflects on changing
technologies, the loudness
wars and more than

four decades of musical

inspiration.

What'’s driving this resurgence in vinyl?

I think part of it is, the kids who have grown
up in this generation have never experienced
having a vinyl record in their hands, with that
big artwork; it’s so tactile, so physical. It's really
such a different kind of a being than a cold MP3
file—you know, if it's coming over an Internet
connection and it goes in your ears, there's
nothing to feel.

A lot of it might be that, and hopefully

this whole loudness war thing that we've been
through with the CD, there's no more room to
go. These things are just stupidly loud and an-
noying to listen to. There's quite a big backlash.
Do you think the loudness wars have reached
critical mass?
'm having that feeling, yeah. I'm thinking
people are realizing that it's one thing to have
your iPod on “shuffle” and have your song be
the loudest thing; to put out something that in
an iPod shuffle won't sound as loud as what
comes before and after it does take a certain
amount of guts as a producer.

As a mastering engineer, people some-
times blame us for things we have no control
over. Mixers themselves have found that cer-
tain A&R departments and record company
executives wouldn't approve their mixes un-
less they were already that loud. So the mix-
ers, in self-defense, started premastering stuff
before they sent it to me, and pre-squishing it
and compressing it. And then we get it, and
everybody in the band is used to this by now,
and if you don’t give them something back
that's at least that loud, they think that you're
not very good. it's a very deadly situation.

So what do you do?
Well, you try to educate. There’s a couple of
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bands | work with, like Tool—I remember Dan-
ny Carey, the drummer from the band, walked
into the studio session, and said, "We don't
care if our record's the loudest record on the
radio, we just want to have the quality of what
we've achieved in the mix,” and 1 just have to
admire that.
Lately, there seems to be a growing consumer
awareness.
Well, | hope so. There's nobody out there edu-
cating people to think that the “normal” thing,
their MP3s, aren't as good as they could be. |
think a lot of people falsely think that they don't
have the ears to tell the difference. And | think
the average person would be surprised to find
out how good their hearing is.
How does more widespread access to studio
technology affect the projects you get?
The average record comes in to us probably
sounding worse than it ever has, as far as qual-
ity goes. Believe me, the good guys are still do-
ing great work. But a lot of the indie stuff we
get, some of it sounds pretty bad. So a good
mastering engineer can turn something that
sounds like dog meat into something that
sounds at least normal. So by spending a few
thousand dollars on good mastering, it will
sound like your budget went up $100,000.
What are some albums that you consider
benchmarks of great projects?
When | was really young, | mastered Led Zeppelin
litovinyl and Houses of the Holy; | never dreamed
that all these years later, that band would still be
keeping new bands off the air. [Laughs] If you
look at 1969, when that record [Led Zeppelin 1)
came out, and look at the 39 years it is to here, 39
years before Zeppelin, you're talking about Louis
Armstrong, Gershiwin or Cole Porter. It's just
amazing that after the '60s, so much of that mu-
sic has stuck for so long. It's never been that way
in the history of music before, that | know of.

| did the early Band records; that's one of
my favorite groups ever. | remember when | first
heard that music, [ was knocked out by it, and all
these years later it still knocks me out. And then |
got to work with Jimi Hendrix for a day; I cut some
reference discs for him on Electric Ladyland.
Some of the artists whose whole catalog I've
done, or most of it, like Bruce Springsteen—
he's a superstar in so many ways; besides being
the consummate poet, he's a great songwriter,

By Sarah Jones

and obviously great musician and performer,
and he's a great pe-son. t's always a privilege to
be able to have contact with someone like that,
even for a short while. i've done most of John
Mellencamp's catalog, all of Bryan Adams. Or
Nirvana. And the Foo Fighters. And Beck’s one
of my favorte artists, toc. Lots of favorites!
How important is it to bring a musical per-
spective to mastering?

It's inconceivable "o me to be in the music in-
dustry witout being a musician. Everybody at
Gateway Mastering [Ludwig’s Portland, Maine,
facility) is a musician. There are some guys who
have good reputations who aren’t, and through
the years they have learned how to relate to
musicians. But for me, all the technical part,
you just have to know that 110 percent. All of
the gear, it's just got to be so under your fingers
that it doesn't show up as an issue as much as
the creative part of it, trying to see what aes-
thetic is gaing to make this record be as good
as it possibly can.

We're the last shot that an artist and pro-
ducer have to make the music that they worked
so long and hard cn sound better. It's a respon-
sibility | take very seriously. | think when you're
mastering, if you're any gcod at it, you try to stay
in your rignit brain, the creative part of your brain,
and the more gear you ave that takes you away
from that, the less creative you can be. Wl

Sarah Jones is the editor of Mix.
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Ten Good Reasons Why Lynx
Aurora'Convertefs are the Tools . - =

'\

.- to add to'your Pfo Recording System. -

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 ir 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 1/0
at sample rates up to 192 kHz.

Okay, maybe one more...

Reason #6 The sound / audio quality - Rich, open, transparent. Let your 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. /
‘ -
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f'i’»"‘";:.-' entire-list, please go to http://www.lynxstudio.com/10reasons. TECHNOLOGY
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Recording, mixing and effects to go...

Compact FireWire audio interface with on-board effects and mixing

¢ Compact size » Sample-accurate MIDI
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* Bus powered

SMPTE time code sync
* Plenty of

¢ On-board mixer with effects

Drivers for Mac and Windows
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