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Your Mix-Your Way
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by Roland

uve personaL miv=r MI-48
MEMORY - ar -
WECALL STORE

REVERB

Live Personal Mixing System

Msver before has a personul mixer glven you this inuch control and flexibility over your
monitor mix. Each musician can have their own unique arrangement of 16 stereo groups
chosen from 40 common sources. Adjust your mix using level, pan, 3-band EQ

and solo. Enhance the playing experience using built-in reverb and an ambient

mic. Expand your options with multiple headphones jacks, separate balanced outputs
and auxiliary input. The $-4000D Splitter and Power Distributor supplies all audio sources
and required power to each M-48 Live Personat Mixer via a single CatSe cable. The
$-4000D can support up to eight M-48s and multiple 5-4000Ds can be used together to
accommodate applications of any size. Augment a V-Mixing System by adding the RSS
Personal Mixing System to complement the M-400 V-Mixer Digital Console or use it in
conjunction with other digital or analog consoles using RSS Digital Snakes.

The RSS Personal Mixing System. A breath of fresh air for studio
and live performers. Truly professional... Truly personal.

www.personalmixing.com
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You've heard analog.

You've heard digital.

H-Delay Hybrid Delay

H-Comp Hybrid Compressor

o v
2 > 3 0
: i 3 ;
$ 2 € 0
< Q g
b} g B w
e i /"

The Best of Both Worlds A

Included in Waves Gold, Platinum, Diamond, and Mercury covered by Waves Update Plan. ' '

WAVES
www.waves.com



Sweetwater

Music Instruments & Pro Audio

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-quiet operation, top-guality
components, and rock-solid reliability. Tower, rack, or portable,
Sweetwater has the right computer for you!

{

Apple Mac Pro —-—

Sweetwaler

Creation Station

Computer Audio
Production

We know
how

critical it
is to get the best
production from your
studio. That's why

Toft Audio ATB-32

: we stock audio
Mixers interfaces

The mixer is the nerve center of your operation, and we know you  from MOTU, M-Audio, and Digidesign
want the best possible unit for your money. Our knowledgeable PreSonus (among many others), as well as fully D_’(f:g’:’m,
Sales Engineers are here to help you find the one that's just featured console-style control surfaces from

right for you. We carry an incredible range of mixers from several manufacturers, including Digidesign,

Allen & Heath, Mackie, Yamaha, and many more. Mackie, and Euphonix. Sweetwater's got the right

hardware for your studio.

A fudio Desigs TASCAM -
ALLEN&HEATH mKIE a N0 QSllms gd_lqldaslqn MMI(IE. f[”ﬂ”ﬂ’"x

jintey ©YAMAHA M-AUDIO MOTU (iPreSonus

Bricasti Design Model 7
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‘ > SICTT o
T -
S 7 . e Le;icon PCM96 Universal Audio 6176
Studio Processors Preamps

At Sweetwater, you'll find exactly what you need to create some ~ 1here’s no more important item in your signal chain than

of that elusive studio “magic,” thanks to our incredible selection @ good preamp — and we have a huge selection of them.

of processors. Our huge warehouse is stocked with greatreverb, ~ Whether you want to add “color” to your sound or seek

delay, and multi-effects units from Eventide, Yamaha, Lexicon, pristine transparency, Sweetwater has the preamp that's

and TC Electronic, plus a host of others. just right for you, from great manufacturers, such as Avalon,
Focusrite, PreSonus, and Manley, just to name a few.

Eventide tcelectronic [exicon dbx ovAMAHA (B I > vIne W1 PreSonus

«»
o B Focusrite

sweetwater.com
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JBL LSR4328P Pak

Studio Monitors

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

GENELEC dynaudioacoustics
MNACKIE. ALESIS TANOY

HiEhT

Microphones

We've got anincredible selection of
some of the best microphones available
for studio and stage alike. You'll find
condensers, dynamics, and ribbon
models (plus Sweetwater-exclusive
mic packages and a wide range of mic
accessories), from manufacturers such
as Shure, Neumann, Royer, Sennheiser,
AKG, and many more!

SHURE

(BHaudiotechnica. ] SENNHEISER

neverdynamic)))) RODE Megrth\_\vr‘_,orﬁ‘s
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(800) 222-4700

Free Is Good |

You get MORE for FREE when you

buy music gear from Sweetwater
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Service, Support, Value, and the Gear
You Want, in Stock and Ready to Ship

FREE Shipping
We offer the best

shipping dealinthe  #* sElﬁPElNg D)
industry — most L oo ran G
items ship FREE!

What's more, we work hard to turn

around orders as quickly as possible,

so you'll get your gear sooner.

FREE Professional Advice

Qur staff is made up of
highly trained pros who
love gear as much as
you do. They're happy
to help you find what
works best for your
particular setup.

FREE 2-year Warranty

You won't

find this kind

of protection
anywhere eise!
We automatically cover your gear for
the first two years after the purchase,
giving you added peace of mind.

FREE Tech Support

Have guestions Sweetcare ;

about your

gear after you've received it? Qur Tech
Support team is here to help. We also
offer a wealth of online resources you can
access anytime.

Call today for help with your gear needs and questions —
and count on us to take care of the rest.
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Award Winning Staff Now Available for Project Consultation!

3 Time Grammy Winner Platinum Producer/Engineer Multi-Platinum Engineer
James “Bonzai” Caruso Bobby Ferrari Sean O’Dwyer

Credits Include: Credits Include: Credits Include:

Steven Marley, Gwen Stefani, Human Nature, Greg Medoro, Blink 182, Sum 41, Fenix
Missy Eliott, and others Lips Like Morphine, and others TX, and others

www.oddsonrecording.com
14A Sunset Way / Henderson / NV 89014
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Canada: +1 250 658 9540
Japan: +81 3 5723 8181
Indonesia: +62 21 6583 3535
Singapore: +65 9325 4824
Mexico: 52 999 9443514
‘Hong Kong: +852 2942 2186

. UK: +44 208 941 6547
USA N York: 845 692 6922
Tel: +61 2 9648 6744 Fax: +61 2 9648 6766 - et
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IT'S YOUR MUSIC.
TAKE CONTROL

The ultimate solution for music production

Introducing the next generation V-Studio,

the SONAR V-Studio 700 provides the ultimate
solution for creative music production through
a complete offering of finely-tuned and
tightly-integrated hardware and software.

SONAR 8 Producer

VS-700C V-Studio Console

VS-700R V-Studio Interface

[

Integrated Roland Fantom VS synthesizer

V-Link for video integration

Roland and Cakewalk, two music technology leaders, have
combined the best of their engineering talent to address the

growing needs of modern music professionals.

Whether you’re a modern music producer, systems integrator
or post production specialist, SONAR V-Studio 700 offers unique
features, professional quality components and unparalleled

support that will transform the way you work.
The SONAR V-Studio 700 puts you in control.
It’s your music after all.

cakewalk

by Roland
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He’s managed studios, designed premier rooms and
now is a leading authorty on power. Meet Northern
Calitornix’s Art Kelni.
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Mix brings you all the latest gear and technology
from the convention floor.
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THE PERFECT MATCH

www.dpamicrophones.com

The DPA 3521 stereo kit - the perfect partner for your instruments,
includes two DPA 4021 compact cardioid microphones matched within
+/- 1 dB on frequency response, sensitivity and self noise. Supplied in
a robust carrying case with XY/ORTF holder, shock mount, goose-neck
mounts and magnet bases, the DPA 3521 is designed for low profile
mounting inside of pianos.

It's also the perfect kit for use on choirs, string sections, acoustic ensembles
and drums as well as for use as a spot mic on virtually any instrument.

DPA 3521

The microphones for sound
professionals with uncompromising
demands for audio accuracy.

DPA"
74//I|\\\§
!

M I CROPHONES

DPA Microphones, Inc. 2432 North Main St. Longmont, CO 80501

info-usa@dpamicrophones.com 1-866-DPA-MICS



FROM THE €DITOR

> Community Involvement

Spinal Tap played the Ryman last night. How messed up is that?" producer
€ C} Vanston says with a laugh, driving over to Blackbird Studios on one of his
many Nashville stops to see old friends. “it was a sign of the Apocalypse! Tap

at the Ryman? Think about it. just too bizarre, but it felt perfectly right.”

Okay, so it wasn't Spinal Tap. It was Christopher Guest, Michael McKean and Harry
Shearer—Unwigged and Unplugged—performing the material a generation came to
know and love, along with some new tracks from this month’s release, Back From the
Dead. You can read all about the making of the album in this month's pages, and you can
watch some exclusive material at mixonline.com. As you do, think about these guys—
much as their characters might dispute it—as the embodiment of today's music indus-
try. They are living what we talk about.

There's a tour leading the way, they're '80s rock stars reborn, there's a record release
and cross-country promotion. There's big, loud guitars and quiet, acoustic emotion.
There's a 25-year anniversary, and there’s even a drummer who might last the year. And
then behind the scenes, there is an intelligent, well-laid-out plan to distribute the music,
the message and the goods. While we're not exactly expecting a Spinal Tap videogame
for the holidays, it wouldn’t surprise anyone to soon hear “Big Bottom,” “Stonehenge”
or “Sex Farm” screaming—loudly!—out of Rock Band dens or Guitar Hero garages in the
not-too-distant future.

And then talk about built-in community—the province of Facebook, MySpace and
Twitter—the Tap has it in spades. So when it came time to seek financing, rather than fall
back on the conventional label route, the members of the band self-financed the produc-
tion and struck forward-thinking deals for their label imprint, The Label Industry Records,
most notably with A2M (Artist to Market) for physical distribution and INgrooves for
digital distribution and marketing across any and all digital media platforms, including
mobile.

Of course, there’s a deluxe physical version due out june 19 in diorama form, com-
plete with bonus video commentary on each song, pop-up action figures and a propor-
tionally sized Stonehenge. There will be radio performances and late-night TV, probably
even a morning show or two. The traditional routes. But the real action will be watching
the social networks and the digital downloads during the next few months. While Tap’s
existing community may not include the 16- to 24-year-old demographic we so often
associate with viral marketing, it's important to remember that last month, Facebook
announced that its fastest-growing segment by far in 2009 is men and women ages 35to
54—a tailor-made demographic for the band. And who wouldn't sign up for Tap Twitter?

in the rush for new music-business models to counteract declining physical sales,
the industry needs to take into consideration that not all acts are created equal. Estab-
lished artists with established community may have a leg up on emerging artists, but that
doesn’t mean they can sit back and simply do things as they've always done. By pushing
forward and making deals where they may not have looked before, Tap got the word. Let's
see how it works out.

/(7"5;’{44/\ C\ D }/ va/

Tom Kenny 7
Editorial Director
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A STUDIO MIC THAT'LL DO EVERYTH

THE NEW SM27 AND SM137 STUDIO MICROPHONES. THE LEGENOARY LINE CONTINUES.
Designed to be every bit as reliable, tough and true-sounding as the legendary SM line of microphones.
Take the new SM27 and SM137 from studio to stage without skipping a beat, or missing a note. For
more on microphones that nail every take go to Shure.com.

SHURE

LEGENDARY
PERFORMANCE™
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Sign O’ the Times

Just got my May issue of Mix! Amazing to see such full disclosure in the editorial page
(“From the Editor: Who Has the Answers?”) describing the departure of editor Sarah Jones.

years at the rate he’s working.
I know Mix’s thrust is more at the high-end “pro” level, but if you ever want to do a story on
life in the trenches, at the grass roots level of classical, jazz, opera and choral music, I've got it

all here.
Joe Hannigan
Weston Sound
Philadelphia, Pa.

The Value of Free

The Mix May 2009 featurc “Get-

ting the Music Noticed” con-
cludes by asking, "Have any of
your projects benefited from the
mode! of giving music away as a
freemium'?"

I liked your article on this topic.
I give away my single, “Song
for Free.” which is about being
a free song (www.ToddLerner.
com). This works to my ad-
vantage in that this song and
others on the album have been
played on podcasts worldwide.

Here's a link to a four-
minute sampling of my songs
played on podcasts in Japan,
England, Sweden, Germany,
Alaska to Hawai, New York to
Vegas, New Zealand, Poland
and Jordan: www.songforfree.
com/todd_played_worldwide
.mp3.

Todd Lerner

The “freemium™ has enabled
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me to increase my database of
names and e-mail addresses to
help me market my music to
more listeners. | am beginning to
take in revenue as the people in

my database become paying fans.

A track that | produced,
entitled “You Already Know" by
David Rush of Universal Repub-
lic Records. was recently placed
on MTV's Rob Dydrek's Fantasy
Factory. My database of fans
started purchasing the track
for $1 from my Website (www.
ElieMaman.com). Not only am |
generating income for the track,
at the same time, my fan base/
database 1s growing as | gather
all of the name/e-mail address-
es. | have already sold a couple
hundred downloads within only
a two-week period.

Elie Maman

Elie Maman Productions

Shall I Compare
Thee

In Mix’s May 2009 issue, we

It’s a real shocker to see someone actually come out and say it—in print at that.
What a bold move.
The interview with [Wired editor] Chris Anderson was dead-ou, although noth-
ing anyune didn't know already—just surprising to see it in priul, laid bare for
anyonie who stil hasn’t gotten the memo. [ too am part of the “long-tail” experi-
etice. Many ot my clients have been with me for more than a decade now (some
longer) and it works in a similar way for me. Nobody sells a lot of stuff, but I have
their archives, their recent stuff and, for most of them, their entire CD catalog.
They come back as they need Lo, a bit at a time, when they need stuff. For the
choirs and orchestras, it’s safety in numbers. One local client, now all but retired,
is working on his “box set,” as we call it. He comes in every few weeks and works
on his archives, putting stuff onto CD, cleaning it up, etc. He won't be done for

asked readers to tell us how they
listen and A/B their tracks to get
the most translatable recordings.

I'mix primarily on a pair of |BL
LSR4326Ps. The fact that they
have the built-in RMC (Room
Mode Correction) function
serves to help even out some
bumps in my otherwise pretty
well-tuned project studio. While
I use the JBLs as the primary
monitors for mixing, | have sev-
eral other speakers connected
for making comparisons

I track most often using a pair
of Mackie HR624s, and | also
use them as another mixdown
reference. I'll engage a subwoofer
sparingly to see what's going on
with the low end. From there it

gets interesting.

I flip my mixdown monitor-
ing around once | get things
pretty solid on the |BLs and
Mackies and start checking the
mix on a patr of older JBL Con-
trol Onie speakers. | also spend
some time listening through a
pair of Base satellite speakcts
(the little ones where the top
section can swivel for disper-
sion). | really like the Bose
speakers because they give me
a more accurate idea of the
sound coming through an aver-
age television. As | do a lot of
music for TV background mate-
rial, having the small speakers
helps me ensure that the criti-
cal elements can be heard in
my mixes. | occasionally check
on a pair of Yamaha tower
home-stereo speakers to get a
picture of how the sound will
be through the home-stereo en-
vironment. Finally, | kick up the
mixdown through a small P.A.
system comprising two speak-
ers, each with a 15-inch driver
and piezo tweeter element.

it sounds like a lot but I can
access all monitors with the flip
of a switch or two, and since |
began using this combination
I've had much greater success
in mixes that translate into
the world. There may be easier
ways to accomplish all of this,
but I've found that each of the
main speakers (the |BL. Mackie
and Bose speakers) have their
own elements that make them
well-suited to hearing what |
need to get a good, balanced
mix.

John (JD) Stefan

Catwerk Music It

Next month, Mix delves into the sound reinforce-
ment world, profiling sold-out summer tours and
recently opened mid-sized venues. In your opinion,
why are “big” systems going into not-so-big halls?

E-mail us at mixeditorial@mixonline.com.

'World Radio Histo



Some Questions are Easy to Answer

“Where do these lumps
in the lower midrange
come from? Should |

move my furnilure or get

a smaller display?”

“How can | add more
bass trapping in my
& small room to avoid this
| boominess?”
TT 4
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“All this with a 5.1 system!
How am | supposed to find the
time to calibrate my system
accurately?”

“l should just get a
Genelec DSP system!”

When you are building or fine-tuning your audio monitoring environment

there are many aspects to consider; the design and geometry of the room,
loudspeaker placement, acoustical treatments, the type of equipment to Genelec DSP Series

use, and making sure everything works well together. When it comes
AutoCal™
the decision is easy. Genelec DSP systems with AutoCal™ automatic calibration

can attack common problems in your room with just a few mouse clicks. GENELE ®

to optimized audio reproduction and proper adjustments of your response curves,

Get familiar with our DSP systems at www.genelecDSP.com
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Oklahoma Pumps Up
Music €ducation

The Academy of Contemporary Music
at the University of Central Oklahoma
(ACM@UCO, acm-uco.com) will open
its doors in August 2009. Confirmed
master-class instructors include Lily Allen,
producer Greg Kurstin, Tom Biery (War
ner Bros.) and Oklahomans the Flaming
Lips. Classes will be held at the Oklahoma
Warehouse Building off Flaming Lips Alley
in Oklahoma City's Bricktown district
Scott Booker, CEO of ACM@UCO,
also heads Hellfire Enterprises, the art-
ist-management company he founded
in 1990 whose roster includes three
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time Grammy winners the Flaming Lips
Booker worked with university and state
officials to bring the school to Oklahoma
City by partnering with the UK's Acad-
emy of Contemporary Music

ACM@UCO is fully accredited by the
Oklahoma State Regents for Higher Educa-
tion and will offer Associate of Applied Scr-
ence degrees in five areas of study: perfor-
mance in guitar, bass, drums or vocal, and
music production.

Expanded courses of study and a four-
year degree program will be offered begir
ning in 201

units

—Lil Wayne's “Lollipop,” the top-selling digital
single of 2008, IFPI Digital Music Report 2009

NAMM'S

Best Communities
For Music Educati

The 2009 Web-based survey, which took place between janu-
ary 15 and March 13, asked U.S. education districts questions
pertaining to funding, graduation requirements, music class
participation, instruction time, facilities, support for the mu
sic program and other information relevant to a community's
music education program. Responses were verified by district
officials, and advisory organizations reviewed the data. Find a

full list of schools at namm.org

“The music they create appeals
to me because it mirrors my

own taste. We all lean toward
being a little more catchy, but
still experimental.”

—=Tosh1 Kasal, enytwer/producer an working with The Metving




GRADUATION!

“Having attended the
school for my gradu-
ate and post-graduate
degrees, | am acutely
aware of the depth
of talent that passes
through the University §
halls. t's a great privi-
lege to join Chi-Ming
Chang, James A. Edmis-
ton, Shelby johnson and
}. G. Soules as a 2009
Distinguished Engineer
Award recipient
—Harman CEO
Blake Augsburger on

Lab.gruppen (Kungsbacka, Sweden)
appolnted UIf Larson to the CEO
position...Andrew Duafala is Eu-
phonix's (Palo Alto, CA) new VP of
global channel sales; in other news,
Audio Agent (Western U.S) will
distribute the company's Artist Se-
ries media controllers...News from
Loud Technologies (Woodinville,
WA): Paul Yue, director of procure-
ment, and Kevin Mahoney, director

"All I can say to you guys

Is, whatever gift you have,
wherever you gotit from,
really respectit. Takeit and
run withit.”

S Sthnley Clarkemidresss o gr-aduating

Students asheacceptedat honorary
Doctor of Music degreefie ' Musicians

~dmgtitute (Los Angeles)

being a recipient of Texas Tech
University’s Edward E. Whitacre
J1. College of Engineering Distin-
guished Engineer Award

Industry News

0ii ' Mmove

Pete Milbery
Neutrik managing
director

Main Responsibili-
ties: inventory man-
agement, quality
control, sales and
marketing, and over-
seeing distributurs
and reps.

Previous Lives;
+ 1990-2005, various roles at Newark
€lectronics

- 2005-present, Neutrik Western
regional sales manayer

The one thing in my office that best
represents my personality is...right
now, there's not much in my office, ex-
cept an iPod stereo docking station and
my laptop.

Currently in my tPod: Cverything. I just
¢hecked my hard drive and [ have 182
g19s, which is about 32,704 songs.

When I'm not in the office, you can find
me: likely on a motorcycle or with my
dog in the jeep somewhere very remote.

€ver wonder what your “vorite ar” st is listening to? Well, here's one place to find out:
wuww.amoeba.com/whats-in-my-bag. West Coast music retailer Amoeba’s Website shows
what musicians, DJs, etc., have recently picked up at the store.

dio division is Dare-
ey Meddings...Greg
McVeigh is sales

of operations, Asia...Paul Tillman
and Dave Weidenhoffer, both for-
mer L-Acoustics (Oxnard, CA) reps,
have come in-house to serve in the

manager for Heil
Sound's  (Fairview

Andrew Duafala | Darcey Meddings

newly created regional sales man-

ager positions. In other company
news, Jan Nguyen is now sales and
marketing coordinator and Annette
Bilous joins as administrative as-
sistant and receptionist...New sales
rep for HME's (San Diego) Pro Au-

Heights, IL) Pro Audio division. In
addition, the company has added
Tandem Sales & Marketing (South-
ern California) and AVA Audio Video
Associates (Kansas, Missouri, lowa
and Nebraska) to its rep force...

New distribution deals: Midas/
Klark Teknik (Burnsville, MN)
named Mega Audio for Germany;
and Fingerprint Audio (North and
South Americas) was tapped by sE
Electronics (Dunstable, UK).
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SESSIONS

Brotheryn Studios—Projects Aboundin Bucolic Setting

16

Ventura, Calif., native Todd Han-
nigan was able to parlay his pas-
sions for surfing, recording and
songwriting into a career compos-
ing and recording music for surf
films—including work with Jack
Johnson on Thicker Than Water
(1999) and September Sessions
(2000), and with surfer/filmmaker
Chris Malloy on Shelter (200). “|
did a whole lot of surf movies after
that,” Hannigan says. “it's a total

niche market.”
Hannigan even-
tually teamed with
an aspiring film-
maker whose father
owns a cattle ranch
in the hills adjacent
to Lake Casitas in
Ojai, Calif. The ranch
owner supportéd the
fledgling production
company by convert-
ing an emu barn into
a studio—and thus
began
Studios  (www.brotheryn
studios.com), which today
has five tracking rooms and two
control rooms. Brotheryn offers
recording, scoring, mixing, mas-

Brotheryn

tering and post services in scenic,
pastoral surroundings.

When
business partner moved on, he
found two new partners: Jesse Sie-
benberg, a multi-instrumentalist

Hannigan's original
g g

and producer, and engineer Jason
Mariani. Brotheryn also employs
engineer Justina Powell. “They
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made it inlo more of a professional
studio,”
that Brotheryn's clients are “an

Hannigan says, adding

even mix of local musicians to
some big international acts.”
Each of Brotheryn's control
rooms houses a quad-core Mac
Pro and a Pro Tools HD3 Accel sys-
tem. Monitoring is via Auratones,
an EMES Owl System, Genelec
1031As with subwonfer, Dynaudio
BMsAs, Tannoy System 15s, and
Yamaha NS-10Ms and NS-500Ms.
Its mic closet offers models from
AKG, Audix, beyerdynamic, Blue
Microphones, Neumann, R@DE,
Sennheiser, Shure and more. Out-
board gear includes units from
Universal Audio, Manley Labs, Mil-
lennia, Summit Audio and more.
“We sum when we mix, using
a Manley 16x2 and 16 channels of
Mytek conversion in our A room,”
Mariani says. “Our B room has an
Amek Driver in a Box, with a resis-
tor network added to make it a
summing amplifier so we can sum

in that room, as well. We're looking
to upgrade our A room with an SSL

says.

Composer/sound designer/engineer Mark Menza had
a good thing going when his studio was embedded
in DNA Productions, the animation company behind
Jimmy Neutron: Boy Genius, The Ant Bully and more.
“But then the partners, John Davis and Keith Alcorn,
decided to downsize so | needed to find other studio
space here in Dallas,”

AWSgoo+ SE. There are 26 tielines
between our two mix rooms.”

“Luckily, there’s no [outside]
noise,” Hannigan adds. “There
are thousands of acres around us,
so we really didn't have to worry
about making it quiet.”

Hannigan produced both
of his solo albums, Volume 1
and Volume 2: Courtside for the
Apocalypse, at Brotheryn and is
working on Volume 3. Sieben-
berg recently co-produced Ken-
ny Loggins' forthcoming release
for Walt Disney Records, a chil-
dren’s album called All join In.

“Todd has just produced re-
cords for Timmy Curran and Rey
Fresco,” Siebenberg says. “Ven-
tura is a hotbed of musical activity
right now, and | think it's only
going to get better. There's a great
pool of talent here, a great man-
agement company—the Fitzger-
ald Hartley Company—and some
great music venues. So the stage
is set. I'm really happy to be a
part of that.”

-Matt Gallagher

Menza says.

Menza entered into a co-op-type arrangement with
some picture editors who purchased an 8,500-square-
foot warghouse and built their own studios, as well as
shared kitchen and lounge spaces. To design his setup,
Menza retained Mark Genfan of Acoustic Spaces.

“We came up with the arrangement of two medium-
sized control rooms that share a cutting room,” Genfan
“It's in a warehouse district, so there are
trucks outside, as well as train tracks down the
street. So all three rooms are fully floated and de-
coupled. We also concentrated on ergonomics and




e ¢ Making Music, Making Change

Playing for Change: Peace Through Music
is a documentary from Mark Johnson, re-
cordist/director/producer and chairman
of the Playing for Change foundation,
which provides resources to disadvan-
taged musicians worldwide. The film,
now out on DVD, depicts musicians all
around the globe—from the Congo to
Israel to Northern Ireland to Louisiana
and more—performing and talking about
the potuer of music to unite and inspire.
The soundtrack is much more than a so-
cial statement, however; it's made up of
some of the finest acoustic music you'll
find, with different tracks and cultures
beautifully combined. The first two sin-
gles from the soundtrack CD, “Stand By

by Barbara Schullz

Me" and "Don’t Worry,” were
mastered by Stephen Marsh in
his Hollywood studio. Marsh,
who works on a custom tube/
discrete hybrid console devel-
oped with Steve Firlotte of In-
ward Connections, says, “I'm
honored to really be a very
tiny spoke on this project. I
get to be part of something
that can do a really greater
good. It’s amazing that they
were able to pool resources
all the way, literally, from the
grass roots of folk music in
Africa all the way up to corpo-
rate sponsorship to marry music from
disparate parts of the world.” Learn
more about Mark Johnson and Playing
for Change at mixonline.com.

Track Sheet ::

the Fall” for the Twilight soundtrack at
Assembly Line...Berkeley Sound Art-
ists’ (Berkeley, CA) James LeBrecht re-
stored and mixed video performances
by Little Anthony & The lmperials
and Wanda Jackson for the 2009 Rock
and Roll Hall of Fame induction cer-
emony...The Bodeans’ Sammy Llanas
mixed a solo release at GTLabs (Mil-
waukee) with producer/engineer Gary
Tanin...Recent sessions at Sear Sound
(NYC} include Sean Lennon and Yuka

Honda producing a new album for

Yoko Ono: Chris Allen engineered
and David Schoenwetter assisted. Lee
Konitz recorded and mixed a new
album with producer Dan Tepfer, en-
gingor Allen and assistant Schoenwet-
ter...James Cruz opened a new master-
ing facility. Zeitgeist Sound Studio, in
the Long Istand City neighborhood of
Queens, N.Y. Equipped with gear from
Sequoia, Algorithmix, Prism, Z-Sys-
tems and SSL, the studio has already
been home to projects from Beyonce

and Latin Grammy winners Calle 13.

Send “Sessions” news to bschultz@mixonhne.com

B

From left: Richard On, Marc Roberge and Kevin “131" Gutierrez

at Assembly Line Studios

Menza designed his own
woven-wood diffuser

workflow because Mark Menza is a composer,
as well as a mixer. He needs to move easily from
composing to overdubbing to mixing.”

Cenfan designed a cockpit-style arrange-
ment in the main control room, where Menza's
keyboards and a Sony DMX-R100 console rest
within rolling racks. Genfan says that aestheti-
cally, acoustically and technically, Menza Music is
a “high-level build-out,” made possible in part be-
cause Menza contributed his own sweat equity.

“A musician friend of mine is a professional
carpenter, and | got him to do the woodwork,
but | said, ‘It will save me money if | can be your
grunt.”' Menza says. He personally installed
seven pallets of insulation in the studio, which, he
laughingly recalls, "really sucked. | would call up
Mark |Genfanj, and say, 't needs to be solid, right,
not a cavity?' and he would say, 'Solid insulation;

don't call me back till it's done."”
Menza also designed the rear-
wall woven-wood diffusers based on
an Oriental room divider he’d seen
in an art gallery. "I pitched the idea
to Genfan on the back of a napkin,”

panels.

he says, “and | think he was afraid it
might be rattle-y, but it's very solid
It's great acoustically and visually."
GCenfan and Mike “Spunky”
Brunone of gear provider Audio
Dawg helped Menza audition speak-
ers; they settled on Genelec 5.1 mon-
itoring: 8050As L/R/C and 8040s for surrounds.
Projects completed by Menza since the studio
went online last fall include ad music for United
Regional Hospital, Pier 1 and the YMCA, and
audio branding for focal energy provider Oncor

Electric. “This morning, | mixed a piece of rmusic
that | wrote for ukulele, of all things, for a Pier
spot. Then we added sound effects, recorded the
VO via ISDN from L.A. and mixed the thing with
clients here in the room." Il
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an something be massively complex in its minimalism? Ab-

solutely. Audio merged with conceptual art in New York City

this spring, embodying this dichotomy in the epic exhibition
One Million Years by artist On Kawara.

Neil Benezra of Brooklyn Sound Society (www.brooklynsound
society.com) oversaw a deceptively simple audio installation in
this latest portion of the show, which took place in the wide, white
expanse of Manhattan’s David Zwirner gallery. Now get your head
around this: One Million Years is a 20-volume collection, comprising
One Million Years [Past}—created in 1969 and containing a list of the
years 998,031 B.C. through 1969 A.D.—and One Million Years [Fu-
ture], created in 1981 and containing the years 1996 A.D. t0 1,001,995
A.D. Together, these volumes make up 2 million years.

Multiple audio presentation/recordings of the volumes have
taken place since 1993. For the first time at the David Zwirmer gal-
lery, the reading of the One Million Years was recorded live while
visitors were able to view the process of CD production.

“For On Kawara, it's absolutely no different from making a
painting—he just chose to do this artwork with audio,” says Benezra,
whose experience in audio post, live sound recording, art installa-
tions and studio work won him the project. “His work is very static
and minimal, and [ try to match
that with the sound.” e

Step One: Build a free-standing Recording of One
recording booth in the middle of the Million Years took
gallery, where a large pane of glass place tive in the David
allows visitors to watch male/female

pairs of volunteer readers read the
latest volume, year by year, changing
readers every two hours, five days a week for five consecutive weeks.

Armed with a budget of $10,000 and the free 3-D design pro-
gram Google SketchUp, Benezra constructed a VO booth that had
to sound good and keep out noise and vibrations from the building
construction across the street. “The best way to build a soundproof
room is a lot of separation,” he states. “If you build an exterior box
and an interior box, the vibration won't pass through.”

According to Benezra, clear communication between designer
and client trumps all other factors when you're soundproofing on
a budget. “I present the best-case scenario. | say, ‘This is what we
should do for the best possible outcome.’ If the client decides it’s not
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by David Weiss

in the budget, I make it clear that if we take away ventilation, people
will very well become uncomfortable; if we take away the floated
floor, there will be vibrations.”

Step Two: Execute an excellent, ervor-free live CD production process
as gallery visitors observe und interact with you.

Benezra and engineer Scott Fulmer recorded each pair of
readers’ Audio-Technica AT4040
mics at a table 25 feet from the
booth. A Digidesign Pro Tools
002 rig captured every additional
year read from the One Million
Years volume at 16-bit/44.1kHz.
With both engineers and readers
monitoring on headphones, a Mackie Big Knob facilitated talkback.
Meanwhile, an array of | BI. speakers around the gallery allowed visi-
tors to hear the years recorded live in a trade-off sequence: “71,469
AD. 7,470 AD, T4 AD "

The big challenge was Jealing with two people it a VO booth,
every two hours for five weeks, many of whom had never been in
front of a microphone before,” Benezra says. “The big thing is mak-

Scott Fulmer (left) and
Neil Benezra focus on
One Million Years,

ing someone comfortable in this situation.”

Benezra’s people skills also paid off in his choice of co-pilot Fulmer.
“The engineer has to be prepared to answer questions from the public,”
he says. “Scott had to watch every number, because people would often
mistakenly jump 10 years and he'd have to catch it. He had to keep the
sound consistent, keeping people focused and close to the mic.”

Step 3 Edit, edit till you drop. Edit, edit never stop.

“In my Brooklyn studio, I cut out every number that was repeat-
ed, plus every cough, sneeze and microphone bump, and adjusted
for phasing between the two mics,” Benezra says. “There was two
to three hours of editing per recorded hour, equaling 300 hours of
editing for this 100-total-hours show box set of 100 CDs.”

It is believed 2,700 CDs will be needed to complete the readings
of One Million Years [Past] and One Million Years [Future]. That means
that, on average, if 27 CDs are produced yearly, the entire project will

take 100 years to complete.

Benezra further maximized the recording quality in a number
of ways, such as matching different EQs to the variety of voices he

encountered. “I always have the same background, but I'm working
with hundreds of different voices,” he says. “So 1 could focus 100
percent on a voice, and that's how I keep things interesting. I always
find something to take out of a situation.”

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

he Trident and the Studer were under blankets, taking

T up space in Patty Griffin’s Austin home. “She called me,

and said, ‘1 want this stuff out of my house,”” says Doug

Lancio, who plays guitar for Griffin, John Hiatt and others, and

has produced works for Griffin, Matthew Ryan, Todd Snider,

Gretchen Peters and more. “1 said, ‘Hey, | want it out of your
house, too.””

And so, Lancio and friend Bruce Mackay flew out of Nashville

on New Year's Eve of 2008, rented a truck, drove to Griffin’s
house, loaded gear into the truck and drove back to Nashville. By
10 a.m. on the first day of 2009, Lancio had the pieces to com-
plete the studio that he was opening. He and Griffin had gone in
together on some property on Chapel Avenue in East Nashville,
down the street from the spot where Townes Van Zandt wrote
“If 1 Needed You,” and now there was a Trident 324 board and
a Studer A827 analog tape machine and two Telefunken V76
preamps and some other niceties for the new place.

“1 had a home studio that I've now moved out of the house,
and now there’s Patty’s home studio that she had in her house,”
Lancio says. “We found a room, and we put our gear together, and
now it’s at the next level.”

Lancio’s history involves taking things to the next level. He
recorded Griffin’s 1000 Kisses album on a 16-track Roland digital
studio-in-a-box, and mixed most of it in the box, as well. Lancio
became interested in producing and engineering shortly after
his first major band, The Questioners, somehow spent more
than $300,000 on a debut record. A four-piece rock band, they
recorded drums one at a time: snare at once, then kick at once,
then a floor tom, then a ride cymbal, etc. Lancio figured there
might be a better way, and he wound up building a basement
studio where he recorded music for Griffin, Snider, Robinella,
The Greencards and a slew of others.

“Well, that was until my boy, Rufus, turned 2,” he notes. “If
you listen to those records, they all sound really quiet, like the

20 MIX JUNE 2009 | WWW.MIXONLINE.COM

by Peter Cooper

baby might be sleeping upstairs. That’s because the baby was
sleeping upstairs. And now he’s bigger, and it’s less and less pos-
sible to record that way. So this new place is also about getting
out of the house. | see myself working more with bands now. In
the house, it was primarily singer/songwriters.”

The “new place,” as yet unnamed, shares a roof with the
studio owned by Larry Hanson, longtime member of the band
Alabama, whose daughter, Jennifer Hanson, has become a well-
known country singer. When Larry Hanson isn’t working, he
offers up his three Hammond organs and his space, doubling
the size of Lancio and Griffin’s
music lair.

Even without the Hanson
add-ons, Lancio’s studio has
three isolation booths and an
ambient tracking room with a
25-foot ceiling. He tracks through the Trident—a John Oram-
made model of recent vintage—often recording vocals on a 1952
Neumann M4g that he calls “fat and warm.” And, while he says

Guitarist/producer Doug
Lancio at his new €ast
Nashville studio

there’s always room to experiment, Lancio often uses a few tricks
he’s discavered.

“I've got a way | like to record drums, really old school,” lie
says. “Only three mics: a Coles ribbon centered above the kit
about scven feet up, a Shure SMg7 set about 10 inches below the
snare and pointed up. and a bass drum miked vn the outside
of the head. I stole this from Hiatt, and he stole it from The
Beatles.

“I also like to use a bass drum with no front head and a
second bass drum with both heads in front of the drum being
played,” Lancio continues. “Just throw a blanket over both drums
and place the mic inside the second drums, and it helps to create
an airy, big, cushy sound. The top mic on the kit will have all the
attack, ‘toppy’ stuff. It works very well with a light touch on the
foot: more tone.”

Lancio also has a preferred method for recording harmony
vocals,

“1 get the background singer or singers to step away from
the mic,” he says. “Try positioning any singers you add while
overdubbing as if the singer who sang previously is still stand-
ing there at the mic. Remember how great those records sound
where it had to be done live, around one or two mics? I try to mike
things from a distance that I'd like to have them in the mix. The
same theory applies to capturing your main picture of the drums
from one or two mics—the drummer winds up controlling the
mix of his instrument.”

Griffin has first dibs on recording at the studio, though her
Austin locale means that Lancio often records others in the just-
opened space. He tours with Griffin and in Hiatt’s band, but
there is plenty of off-time and he fills it with sessions. Though
the Studer is up and running, he also records through the Trident
to digital.

“I don’t have a Website or anything, but I do have a lot of
people who find me,” he says. “I'm not sure how they find me,
but they do.”

Anyone interested in finding out more about Lancio and his
new studio june e-mail him at lanciodoug@yahoo.com.

Reach Nashville Skyline by e-mailing peter@ petercoopermusic.com.
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L.A. Grapevine

any moons ago, when I was the West Coast A&R rep for
Clive Davis' Arista Records, I made regular visits to Hol-
lywood's Allen Zentz Recording, where producer Harry
Maslin worked, often with chief engineer/studio manager John
Van Nest. In 1983, Maslin and Van Nest would buy the place and

rename it Image Recording, operating together at that location until
December 2004. But this was two years earlier, and Maslin was
working with Air Supply, a group I'd made Davis aware of (no, my
job didn’t necessarily reflect my own taste) during the Aussie duo’s

run of seven straight Top 10 singles, all but the first produced by
Maslin at Zentz/Image.

I recently got an e-mail from Van Nest—our first contact in 28
years—informing me he’d opened his own two-room Burbank facil-
ity, which he’d named “resonate” (with a lower-case “r") in January
2005. He invited me to take a look at the place, and 1 headed to
Burbank’s Media Center on a glorious spring afternoon. The studio
was hard to miss: The 1920s building—once a Nash dealership—
has been renovated in the industrial-modern style, with lots of glass
and exposed brick.

Enter resonate and the first thing that catches the eye is a block
of text on the frosted-glass left wall of the waiting area. It turns out
to be a credo Van Nest had written for the studio’s opening, which
begins with a reference to The Beatles’ historic appearance on The
Ed Sullivan Show on February 9, 1964. “The Beatles’ promise was
that music could mean so much to so many,” it reads in part. “That
music could resonate so very deeply in our hearts and our minds.”
Projected nonstop onto the glass is footage of their performance that
night. What a cool way to inspire those who enter to make music.

Van Nest enters the foyer through a diaphanous curtain. We im-
mediately recognize each other despite the passage of nearly three
decades, which we both find reassuring, for obvious reasons. He
gives mie a tour of the space. An architect drew up the blueprints
from his detailed plans, and George Augspurger lent his expertise
in the wall design of the studios and control rooms. Otherwise, it
was all Van Nest’s doing, and he's understandably proud—the place
is inviting and comfortable. “I really wanted to create something
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by Bud Scoppa

that was different from the typical studio—more contemporary, in
terms of both environment and functionality,” he explains.

The interior has been completely opened up, including the
arched, beamed ceiling, with lounges, seating areas filled with cof-
fee-table books and a large central space complete with baby grand
piano surrounding the two studios. which loom in the expanse like
free-standing bungalows. Their sheet-metal exteriors are decorated
with vinyl albums, each held in place by powerful magnets. Albums
are everywhere: in rows of metal bins, in translucent shelving
units, by the toilet in one of the bathrooms. The other hathrontn
hag a chic portable record player and a stack of vintage singles. The
albums turn oul to be the bulk of Van Nest's collection, which he
transported from his house, to his wife’s great relief.

Studio A is a traditional analog mixing/overdubbing suite, built

around the 1986 SSL 4000E
console that had been the cen-

resonate owner John Van
Nest and studio manager
Terri Wong-Swanson

terpiece of Image, surrounded
by the typical complement
of vuthvard equipment from
Neve, UREI, Lexicon, AMS, etc.
Chris Lord-Alge mixed hun-
dreds of records on the console between 1989 and 2004, and when
Van Nest moved it to resonate, the mix master followed. Using A
as his home base, Lord-Alge mixed projects from the likes of U2,
Green Day, Daughtry and Celine Dion until last year, when he
finally moved to be closer to home. Recent clients include break-
through act Kevin Rudolf, Alice in Chains, producers Toby Wright
and Phil Vanali, Demi Lovato, the upcoming Fox TV series Glee and
American Idol contestant Paul Kim.

Studio B is a hybrid Pro Tools mixing/overdubbing suite, outfit-
ted with a Digidesign D-Control worksurface that interfaces with
movable racks of vintage analog gear from Pultec, Neve, Manley
and Pendulum, and 5.1 monitoring by Westlake. It was here that
Van Nest edited Leonard Cohen’s Live in London and an upcoming
DVD of Madonna's Hard Candy tour; painstakingly re-created—Dby
ear—the mixes for Métley Criie's 1989 LP Dr. Feelgood for Rock
Band; and cut vocals on the initial project of 17-year-old Filipina
singer Charice, a David Foster discovery. Additionally, the room has
been the site of a considerable amount of work for various Disney
artists (including Miley, Vanessa, Ashley and Zac), and the upcom-
ing Chipmunks movie.

“The big question,” says Van Nest, “is how does a modern-day
studio interface with all these artists and engineers who work at
home? This room was my attempt to bridge the gap. Clients just
bring their Pro Tools drive over, their mix comes right up on the
ICON, they can choose a great vocal chain with all this gear and a
mic from our collection, and when they’re done. they pull the drive
out and go home. We get a fair amount of business that way, primar-
ily through word of mouth. You have to change with the times.”

On the way out, | take another look at Van Nest's credo. It ends
with these words: “Your life has brought you here to this place at
this time. Make something of it! Your audience is counting on you.
And [ am, too. So get to it. Make your own promise.”

That’s precisely what he’s done here. It’s great to reconnect with
a onetime colleague so many years later to find him still doing what
he loves and doing it well.

Send L.A. news to bsyy77@aol.com.
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“I've used Royers on every score I've recorded since 1999. My four
R-122V's are critical to my work and the latest addition to their tube
ribbons, the SF-24V stereo, is astonishing. I'm currently recording

the score for the new Transformers movie with an SF-24V on the

French horns. Unbelievable sound - superb imaging! Royer has hit |
another home run with the SF-24V.”
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Alan Meyerson
Scoring Engineer, Grammy winner (Angels & Demons, The Dark Knight,
Frost/Nixon, Iron Man, Pirates of the Caribbean: Dead Man's Chest)
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On the Cover: L.A. Sound Gallery BUrBANK, CALIF
Producer/composer Matt Salazar's projects had outgrown his small SSL G+-equipped
production studio, and he was looking to acquire a facility big enough to fit a new SSL Duality
console. “l demo’ed the Duality and really liked its open sound and the workflow, but there was
nowhere to put it,” he says.

He found plenty of room all right. As of September '08, Salazar has relocated to the former Ev-
ergreen Studios space, which includes a 4,000-square-foot scoring stage that received its last major
building redesign in 1998. For several years, the studio had been barely touched, and according to Lee
Bartolomei, who handled the technical redesign in '97/'98, it was rarely ever used for its intended pur-
pose. Salazar and his partner and brother, Jason Salazar, opened up the walls and completely replaced
the studio’s wiring/infrastructure. “There had always been a studio going on here since the late '70s,
and improvements had been made gradually since that time, but the wiring was very disorganized. We
replaced it with Mogami 110-ohm digital ca-
bling, and the studio now operates at a much
higher spec,” Matt Salazar says.

The new owners retained much of the
late-'90s design—including the unique, dia-
mond-shaped diffusers, George Augspurger
5.1 monitoring setup and all of the control
room treatments—but judiciously employed
additional baffling in the live room to “soft-
en” the acoustics. “The shape of the room

1 Lol e sound,” Salazar explains. “We tuned the high

didn’t want to lose the depth of the room. We
just tried to soften the upper-midrange fre-
quencies so that, if you have a 30-piece string
section, for example, and then you bring brass
in, the brass won't ring within the room and
overpower what the strings are doing. It's very
balanced.”

Salazar, whose own projects have includ-
ed original music for the Hannah Montana
show and artist development for Warner Bros. and Interscope, consulted with veter-
an film sound mixers Dan Wallin and Armin Steiner on the implementation of the re-
design, and the reworked studio has been booked solid with film and TV gigs. Recent
projects have included music for Fox-TV series Fringe, The Simpsons, Family Guy and
King of the Hill; live source Source Connect sessions with composer Mark Isham and

producer Mutt Lange; and the featured title for the upcoming Tim Allen /Al-
isha Cuthbert film My Dad’s Six Wives, arranged and produced by Salazar.

However, now that L.A. Sound Gallery is running full-speed, it's not
always easy for Salazar to get time in his own studio. So, he’s adding a B
room with a Digidesign ICON console. “Even when | work on film soundtracks, it's more in
the pop genre,” Salazar says. “The B room will have eight channels of everything that's on our
SSL Duality, in X Racks, along with a healthy amount of outboard inspired by our A room’s
selection. This will suit most of my production needs, and we'll be able to bounce back and

forth seamlessly.”
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Alvernia Studios ALveRNI/

Andy Munro ot Munro Acoustics (London) designed Paland’s first full-
scale film production facility. This fantastical, futuristic-looking com-
plev features a scoring stage large enough to accommodate 2 100-piece
orchestra, and a flown "pine cone” that opens out for variable absorp-
tive/reflective acoustics. The scoring studio offers a 72-fader Neve 88R
console; Muriro Acoustics Md+P. Westlake and Yamaha monitoring;
Pro Tools systems; a Studer 2-inch 24-track rnachine; and more The
post-production studios employ two AlIS-Neve MMC 300 boards, as
well as Genelec stereo and Dynaudio 5.1 monitoring. Alvernia also has
a dubbing theater equipped with a 96-fader Neve DFC console

Shock City

Shock City serves as the home base for
production company Shock City Mu-
sic Works, operated by musician/co-
owners Doug Firley and Chris Loesch.
Kurt Kerns of the Lawrence Group (St.
Louis) designed the studio around an
SSL 6060 G/G+ console, Pro Tools 8
and Augspurger main monitors. The
wall of windows in the live room is bro-
ken into small panes that serve as dif-
fusers, all angled for varying pitches
and depths. Custom tunable panels
attached below the window wall can
be removed from the wall and used as
acoustic scrims. A 22x23-foot control
room includes RPG Omniffusers and

Golterman & Sabo acoustic panels

Downtown Music New YORK CITY

The studios at Downtown Music are part of a larger one-stop
business that includes music production, as well a record la-
bel, music publishing and licensing. Pilchiner Schoustal Inter-
national (Toronto, Ontario) designed the 3,500-syuare-foot
studio facilities. Pictured here is the live room connected to
Studio A, which is centered around a Digidesign D-Command
linking Pro Tools HD and Logic 8, and Tannoy DMT-215 main
monitors powered by mono-bridged Bryston 4Bs. Acoustical
treatments in the A 1001 include custom Canadian maple dif-
fusers and fabric-covered flutter-free panels. Studio B—which
employs D-Command, a Pro Tools HD3 ng and 16 channels of
Apogee conversion—was designed with a Balinese motif fea-
turing a custom ceiling-mounted rosewood diffuser and hand-

carved reflective woodwork.

I
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Pictured is Studio E, one of two new audioEngine Studios designed by john Storyk
of the Walters Storyk Design Group (Highland, N.Y.). Based around a Digidesign
D-Command working on an Apple Mac Pro and self-powered KRK V4 near-
fields, this 29x17-foot studio is dedicated to 5.1 theatrical/advertising sound
mixing. Studio F features dark, rough-hewn wood flooring, exposed wood

walls and a stone “fireplace” (with a 65-inch Sharp flat-screen display in

place of a hearth) designed to create a tog-cabin feel.

PHOTO- TARA ATKINS

Pressburger Theatre, Pinewood Studios
BUCKINGHAMSHIRE, UK

The refurbished Pressburger Theatre at Pinewood Studios was redesigned

by Andy Munro of Munro Acoustics. After reopening last spring, this pres-

tigious room hosted Richard Pryke and lan Tapp’s Academy Award-win-

ning sound mixes of Best Picture winner Slumdog Millionaire. The studio

is equipped with a Euphonix System 5 EuCon Hybrid console, 35mm

and large-screen video projection and Pro Tools.
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Clatter & Din senTTLE

The Russ Berger Dasign Group (Addison, Texas) dc-
signed several rooms for this 6,000-square-foot mu-
sic/audio/post-production facility. Two 5.1 surround
recording/monitoring studios connect to a large live
room and two iso booths. These studios were relo-

cated to the top floor of a century-old brick build-
ing. Installed improvements include floating floors
and space for wire management. SpaceCouplers by
pArtScience provide overhead diffusion in the con-
trol room, which features Pro Tools 8, Digidesign
C24s and Genelec 1031/7070 monitors.

Nettleingham Audio

Busy recording/mixing/mastering engineer Kevin
Nettleingham has moved his studio operations into
a new ground-up facility designed by Chris Pelenis of
Pelonis Sound and Acoustics (Santa Barbara, Calif.).
The live room features a large, exposed-brick wall dif-
fuser with 18-foot modified cathedral ceiling; there's
also a vocal booth just off of the control room. The
control room is equipped with Pro Tools HD3, exten-
sive Crane Song gear, Digidesign D-Command and

Pelonis’ Signature Series PSST10 monitoring with
PSS212 subwoofer.




Vanquish Studios

Situated just outside Fort Lauderdale, Van-
quish was designed by Horacio Malvicino of
the Malvicino Design Group (New York City)
with assistance from the Blank Design Group
(San Francisco, CA) to accornmaodate hip-hop,
R&B, jazz, alternative and remix projects. Vari-
able acoustics allow for a 0.6 to 1.2-second re-
verb time; treatments include ceiling clouds
with RPG Flutter-Free moldings. The studio is
equipped with an SSL Duality 48-input console,
ADAM S-5VA M2 main monitors, an Apogee

Symphony system and Pro Tools HD3.

Night Sky Sound sAN DIEGO, CALIF

Longtime New York—based engineer/studio owner Steve Donato re-
located his studio business to a Mediterranean-style estate in sunny
San Diego last October. The facility was designed by Frank Perez-
Perez of Dauntless Designs and the late Louis Altuna. The 800-
square-foot Grand Live Room features a nonparallel design with
17-foot vaulted ceilings, custom woodwork, tile flooring and views

of the rolling hills of San Diego County. A second, 450-square-
foot live room includes custom fabric panels and bass traps,
and stage-style lighting. Equipment includes a custom Allen &
Heath Sigma console; Dynaudio Air 25 5.1 monitoring; vintage
Neve, UREI and dbx processing; a large collection of vintage
synths; and more in a control room that features floating
floors, custom absorptive panels, bass traps and diffuser ar-

rays, and the studio’s trademark starry “sky.”

Odds On Recording

As Las Vegas continues to grow as an entertainment Mecca,

the owners of Odds On Records & Studios have made the
most of opportunities in their market by adding a top-flight
recording studio to their audio production/duplication op-
erations. Designed by Carl Yanchar of Yanchar Design and
Consulting (Foothill Ranch, Calif.), three new rooms include
Studio A, which boasts a 96-input SSL Duality board, Pro
Tools HD, Studer A827 tape machine and Ocean Way main
monitors. Its large B and C rooms include SSL 9000 K and
Matrix boards, respectively, as well as Pro Tools rigs. Situated
15 minutes from the Strip and McCarran Airport, Odds On Re-

cording caters to both visiting and local artists.
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Rocking Horse Studio

Designed by Michael Blackmer of Blackmer Sound (Cam-
bridge, Mass.), Rocking Horse centers on a Trident Series 80B
console and Pro Tools HD3. Monitoring is via ADAM S3As,
Genelec 7070As and Yamaha NS-10s. Acoustical room features
include Brazilian koa hardwood over floating floors, birch-panel
spatial deflectors, broadband frequency absorbers and 20-foot ca-
thedral ceilings. Among the studio’s big attractions are its large
live room and collection of vintage keys (Mellotron, Hammond
A100 with Leslie, Optigan, Wurli, etc.). The studio also offers B&B
accommodations in an 18th-century farmhouse.

Alexus Records

KAUWARTHA LAKES, ONTARIO

This production studio is owned by indie label Alexus Recards (Toronta, Ontaria). Designed by Mar-
<o Re sendes and Chris Tedesco of Rectech Rooms Inc., the facility includes a stereo control room,
machine room, iso booth,
tracking room and residential
accommodalions. Acousti-
cal treatments include fabri¢
panels to complement natu-
ral stone and wood sections,
and a large diffuser wall in
the high-ceiling live room.
Alexus is equipped with an
SSL 4056 G/G+ console, Pro
Tools HD, custom Kranis K12
main monitors and Yamaha
near-fields powered by
Bryston amps.

To M

Life Studios roMe 1TALY

Lime Studio South
GGD Productions and recording artist Gigi T I f

D'Alessio own Life Studios, which was de- Hanson Hsu of Delta H Design Inc.
signed by Francis Manzella of FM Design. designed the latest addition to one
The live room is suitable for recording string of Santa Monica's favorite post-pro-
sections and pop ensembles, and includes duction facilities catering to the film,
three 150 areas with differing acouslic sig- television and advertising industries.

natures. The control room is set up for 5.1 Adjacent to the large, theatrical-style

mixing with a custom Griffin monitor instal- control room is an ADR/Foley booth
lation and projection system, as well as an
SSL Duality console and Pro Tools HD,

The rear of the control room also looks

as well as a visually appeadling screen-
ing room for clientele. The 2,200-
square-foot addition centers around
outdoors through a custom, clear
acrylic RPG Diffusor.

the latest gear from Digidesign,
Mackie and Genelec. HlI
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REFERENCE

By Kevin Becka

n what seems like the distant past, most recording

studios were considered the “cathedrals of audio” and

built with top-level acoustic treatment and great at-

tention to design and isolation from the noisy secu-

lar world outside. Due to the changes in gear, budgets
and production styles, many of these rooms have closed or
are now out of reach for everyday use. We've adjusted by mov-
ing at least some of our work to home spaces, offices or other
nonpurpose-built environments.

Audio pioneer Ed Long debuted the concept of the near-
field monitor more than three decades ago, offeringa compact
transducer that could accurately portray the tracks, process-
ing and mix decisions we've made—even in poor acoustical
settings. Such speakers are ideal for audio pros working in a
variety of spaces; they provide a consistent reference for the
traveling engineer who must quickly adapt to various rooms.
For these reasons, solidly constructed, two- and three-way
systems with woofers between six and 10 inches have become

the weapon of choice for the discerning engineer.

New Ideas, New Approaches
Manufacturers have responded with products that address
this new reality. This can be as simple as innovative baffling

inside the speaker to increase low-end response, newly de-
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signed wave guides that increase the sweet spot, onboard
amplification and more. And many of the products listed
in our buyer’s guide feature some type of room correction
in the form of high/mid/low-frequency shelving controls,
sweepable EQ or boundary controls. These can be helpful
when your monitors are placed on a desktop or atop a meter
bridge, free-field or in close proximity to rear/side walls or
other boundaries.

While rotary trim controls and DIP switches with fixed
boost/cut amounts provide some control over our listening
environments on a trial-and-error basis, DSP can take the
process up a notch by adding computer analysis and con-
trol over acoustics. As one example, Equator Audio offers
correction software to control its Q8 and Q10 models. The
user can let the software make up for any issues by enter-
ing the room’s dimensions from which the system will cor-
rect for three standing waves (front to back wall, left to right
wall, and floor to ceiling). And by entering the speaker’s
placement in the room, the software can compensate for a

space and boundary/placement anomalies.

Options and Add-Ons
If your near-fields don't go low enough for your needs, you
may consider a subwoofer. However, simply adding a sub



MONITORS

to a stereo or larger system can introduce a range of prob-
lems, including intermodulation distortion, resulting in
a confused bottom end. This is especially true in smaller
spaces. In this case, a matched sub with bass management
is preferable and a few of the systems in our roundup offer
this option. Bass management works by capturing frequen-
cies below a user-defined cut-off from your main monitors,
routing this signal directly to the subwoofer. The resulting
control of low frequencies can improve full-range monitor-
ing in a tight space.

On the simpler side, some of these products increase
placement options by offering users the ability to rotate the
tweeter, making it easy to orient the speakers horizontally or
vertically. Features such as rock-solid cabinet construction
to minimize resonance and the ability to mount the units in
a number of different ways have carried through most new
lines, as well. This ensures the listener will be hearing an
accurate represenlation ol the audie withont any distracting
rattles, hums or vibrations.

Networking options and compatibility with other prod-
ucts can be helpful when the user is trying to mix and match
front, back and center speakers and a sub in a multichannel
setup. Dynaudio, a manufacturer that is familiar with net-

worked systems, offers the AIR 12, featuring solo, mute and

calibrated levels, and compatibility with other AIR products

to allow for the use of smaller and diffused surrounds with

larger front speakers—another space-saver.

Getting Started
The chart on the following page details recent product releas-
es (during the past 18 months) with woofers ranging from six
to 10 inches. We should emphasize that the chart represents
a slice in time. Therefore, it doesn't include existing models
that fall outside the one-and-a-half-year window. from either
the companies listed or other near-field manufacturers, such
as ADAM Audio, Edirol, Hosa, iKey, PMC, ProAc, Quested,
SLS, Westlake, Wharfedale Pro and Yamaha—to name a few.
Also, if you're considering models outside the six to 10-inch
range, check out our report on mini-monitors in the March
2009 issue, or for that really big sound look up the article
highlighting large main systems in the November 2007 Mix.
So whether you need a system you can grow, change or
EQ. or one that offers DSP or other digital options, hope-
fully youw'll find it in our buyer’s guide. This should get you
started on your search for products that are compatible with
your own workspace. Happy hunting. Hl

Kevin Becka is Mix's technical editor.
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PROFESSIONAL NEAR-FIELD MONITORS, AT A GLANCE

Company, Website Model
Alesis, www.alesis.com MiActive
620
ATC, SCM16A
www.ransaudiogroup.com
Barefoot, Micro-
www.vintageking.com Main2y
Behringer, B3030A
www.behringer.com
Behringer B3o31A
Blue Sky, Sat8
www.abluesky.com
Dynaudio Acoustics, www. Air12
dynaudioacoustics.com
Equator Audio, Q8
www.equatoraudio.com
Equator Audio Qo
Event, Opal
www.eventelectronics.com
Focal Professional, CMS6s
www.focalprofessional.com
Genelec, 1038CF
www.genelec.com
Griffin Audio, www.griffin G2B
audiousa.com
Hot House Professional, PRM 165
www.hothousepro.com MKl
JBL Professional, LSR2328P
www.jblpro.com/lsr
Klein + Hummel, 0410
www.klein-hummel.com
KRK Systems, VXT8
www.krksys.com
KRK Systems R6
KRK Systems Rokit
Powered
RP6 G2
KRK Systems Rokit
Powered
RP8 G2
KRK Systems VXTe
KRK Systems Rokit 6
M-Audio, Studio-
www.m-audio.com phile Cx8
M-Audio Studio-
phile
DSM1
M-Audio Studio-
phile
DSM2
M-Audio Studio-
phile
DSM3
Mackie, www.mackie.com MR8
MK Sound, www. MPS161P
mksoundsystem.com
Oram-Sonodyne, SMiso
www.johnoram.com
Samson Technologies, Resolv A8
www.samsontech.com Active
Samson Technologies Resolv A6
Active

Drivers/

Amplifiers
6.5"/1"; 65+30W

6"/1"; 200+50W

2107 f2x5"1";
500+250+60W

6.75"f2" ribbon;
1504 75W

8.75"/2" ribbon;
1504 75W
8" /41"
100+100+100W
8"ha";
200+200W

w" "
200+200W
10N

2004200W

7. 1", 270450W

65" 1";
100+60W
28" (5" 1",
180+120+120W
2x8"4” ribbon;

250+250W
6.5"/1"; passive
871", 95470W

073717
340+180+160W
8"1"; 120460W

6"[1"; passive

6"/1"; 50+418W

8"/1"; 70+20W

671" 60+30W
6"1"; 50+18W
8"1": Bo+40W

6.5"/1"; 100+80W

8"/1"; 100+80W

2%6.5"";
100+80W
8"1": 100450W
6.5"/1"; 100+50W
6.5"/1"; 80+40W
8"[1.26"; 75+25W

6.5"/1.25";
75+25W
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Dimensions
(HxWxD)
XLR, TRS 15x8.6x10.25"
XLR 17.510.5x12.25"
XLR 20.5x9.5x15.25"
XLR, TRS 12.5x8.4x8.33"
XLR, TRS 15.75%9.8x11.4”
XLR 21x11.25011.6"
XLR 15.4x9.5x15"
XLR, TRS, 13x13033"
usB
XLR, TRS, 15150157
usB
XLR, TRS 17.7x11.6x10.8"
XLR, RCA 14.1x9.5x9.1"
XLR 24x18x9.25"
XLR 24x16x19”
Binding Post 12.5¢8.5x13"
XLR, TRS, 15.6x10x13.2”
RCA
XLR 25.4x13X17.57
XLR, TRS 17.25x12.5x11.9"
Binding Post 13X10x10.9"
XLR, TRS, 12.7x8.9x11.5"
RCA
XLR, TRS, 15%10,4x13"
RCA
XLR. TRS 14.5x10.3x9.6"
XLR, TRS, 12.7x8.9x11.5"
RCA
XLR, TRS, 13xx7"
RCA
XLR, TRS, S/ 12.8x9x10.3"
PDIF, AES/
EBU
XLR, TRS, S/ 15.2x10.6x10.1"
PDIF, AES/
EBU
XLR, TRS, S/ 10.6x16x10.3"
PDIF, AES/
EBU
XLR. TRS, 16.75x10.85x13.6"
RCA
XLR, TRS, 12.6x8.4x12.13"
RCA
XLR, TRS 13.2x9x11.87
XLR, TRS, 12016x11.25"
RCA
XLR, TRS, 9.25%12.75x9.85"
RCA

Max SPL

90dB
108dB
128dB
13dB
16dB
n5dB

128dB

1odB

12dB

14d8

108 dB
124dB
114dB
N/A

104 dB
120dB
107dB
107dB

106 dB

106 dB

107dB
106 dB
109 dB

1odB

mds

mds

n6ds
nodB
109dB
106 dB

106 dB

Frequency  Weight, ™ Price,

Response
49 - 20k

80-17k, +2dB
38 - 20k,
+1.5dB
50 - 24k
50 - 24k

80 - 20k

37-22k

38- 22k

32-22k

35- 22k

45 - 28k
57 - 20k,
12.5dB
33 - 22k
58 - 205k
37 - 20k
30- 24k,

+3dB

37 - 22k,
+1.5dB

49 - 20k,
+2dB

49 - 20k

45 - 20k

49- 22k,
11.5dB
49 - 20k
38 - 30k

49-27k

42 -27k

37-27k

40-20k

45- 20k
60-22k, 13 dB

30- 27k

40 - 27k

Each

211bs

38 Ibs.

71 lbs.

22 Ibs.

33 Ibs.

46 Ibs.

28.4 Ibs.

34 Ibs.

54 Ibs.

46 bs.

23 Ibs.
87 Ibs.
70 Ibs.
25 Ibs.

28 Ibs.

79.4 Ibs.

41lbs.

201bs.

23 Ibs.

30 1bs.

27 Ibs.

23 ibs.

22.1Ibs.

16.5 Ibs.

20 Ibs.

23.7 Ibs.

27.6 lbs.

21 lbs.

23 Ibs.

25 Ibs.

18 Ibs.

Each
$599

$1.750

$3.497

$489

$589

$1,750

$2.495

$1.500

$2,000

$1.999

$950

N/A

$3.950

$700

$439

$6,998

$799

$149

$399

$499

$599

$199

$499

$649

$749

$899

$359

$1199

$1,035

$559

$499

LF density switch for acoustic space adjustment;
HF /MF/LF EQ switches

aluminium cabinet; 20dB input sensitivity trim;
+6dB @ soHz LF EQ

dual integrated force-canceling subs; seated
enclosures; shallow 12dB/octave LF roll-off

Kevar woofer; 2" velocity ribbon tweeter; room
controls; subwoofer options

Kevlar woofer; 2" velocity ribbon tweeter; room
controls; subwoofer options

optional 212 subwoofer

remote offers control of solo, mute and calibrat-
ed levels; can network with other AIR products
to enable smaller and diffused surrounds with
larger front speakers

coaxial design; automated correction of standing
wave, room boundary and secondary reflection

coaxial design; automated correction of standing
wave, room boundary and secondary reflection

front EQ controls; free StudioEQ measurement
and calibration software; rotatable waveguide for
horizontal mounting

die-cast aluminum cabinet; LF/HF shelving;
desktop notch filter; rubber decoupling platform

rotatable MF /HF waveguide; amps can be
remoted outside enclosures for soffit-mounting.

available in variety of wood finishes, as well as
black-textured finish

hand-wired crossover; “Hyper-Shielded” version
is $50 extra; Hot House amps optional

detented level control; LF and HF controls to
tailor response for preference or room acoustics

onboard acoustic controls and parametric EQ;
optional digital input card; rotatable horn driver

curved front panel for enhanced imaging

curved front panel for enhanced imaging; front-
ported design

front porting; new speaker voicing offers more
accurate frequency response

curved front plate design reduces diffraction
distortion; waveguide for improved imaging

curved front panel for enhanced imaging
front-ported design with curved baffle

acoustic space controls; Kevlar woofers; Optimage
IV waveguide

onboard DSP-based digital crossover and EQ
controls; up to 192kHz digital inputs

DSP-based crossover and EQ controls; up to
192kHz digital inputs

onboard DSP-based digital crossover and EQ
controls; up to 192kHz digital inputs; hybrid mid-
woofer /tweeter/midwoofer (MTM) confy

molded baffle for even dispersion

removable port plug for full-range or satellite
operation with subwoofer

front-mounted volume controls; EQ Magic™ LF
parametric for room correction

HF lift control; rear panel volume; carbon-fiber
woofer; silk-dome tweeter

HF lift control; rear panel volume; carbon-fiber
woofer; silk-dome tweeter
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ARTHUR KELM

A WELL-GROUNDED
APPROACH TO AC
POWER PROBLEMS

By George Petersen

lectrical power, like the air, is something most of

us take for granted. Live or studio, AC power and

grounding remain one of the great enduring mys-
teries in audio systems. Hum, ground loops and intermit-
tent buzzes seem to be prevalent in studios everywhere,
and there are few guitarists who haven't encountered the
guitar-to-mic “kiss” stemming from improperly wired out-
lets in clubs or rehearsal spaces.

Solid information about power and grounding in audio
is sketchy at best and shrouded in folklore, myths and the
ever popular “I read this somewhere on the Net, so it's gotta
work.” However, one person who's taken an empirical ap-
proach to the subject is Arthur Kelm, studio designer and
CEO of Ground One AV Inc., a consulting firm that address-
es the specific power and grounding requirements of pro re-
cording facilities and high-end home theater installs.

Kelm’s audio roots run deep. After getting his EE de-
gree, he worked on satellite communications systems and
then left to create custom wireless rigs for (and toured
with) Debbie Reynolds. Coming off the road, he was chief
tech for Chateau Recorders in North Hollywood and de-
signed Broad Recording Studios for Hawaiian artist Al
Harrington with the help from his mentor, legendary stu-
dio architect Jack Edwards. Returning to L.A., he spent
days as a tech at Canyon Recorders and nights at Record
One Studios. This was followed by a couple years doing
engineering and tech work for Laura Nyro (for whom he
designed a studio), Toto and Ocean Way Studios. In 1987,
Greg Ladanyi and George Massenberg asked Kelm to be
general manager/chief engineer of The Complex, and he
remained there for four years.

Kelm then provided freelance tech/design services and
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consulting for companies such as Walt Disney Imagineer-

ing, and was director of engineering for The Record Plant
Studios. After a year as chief engineer at Skywalker Sound,
Kelm focused his energies full time on studio design and
creating solutions for AC power problems.

Today, Kelm'’s company offers consulting services and
manufactures AC distribution, voltage conditioning, pow-
er isolation and filtering products. He also still takes on the
occasional studio design project and graciously set aside
time to discuss some design/construction/installation and
grounding issues.

What’s your design philosophy?

It's first determining the artist’s needs and then making
that artist’s favorite speakers work in that room design. |
learned studio design from hands-on experience creating a
lot of rooms, seeing what worked and what didn't work. Be-
ing a technician helped me see all the elements that go into
a good room design—it’s not just architecture.

You can design a room entirely from drawings and
computer models, but that's no guarantee the room will
sound good. And one room might sound good with cer-
tain speakers but not with other monitors. And 90 percent
of the time, that’s the issue—the wrong speakers in the

wrong room. A good room should sound good—period—



but the wrong speakers can make a great room sound bad
and the speaker/amplifier combination is critical. There’s no
such thing as a perfect monitor.

Why do people think AC power is so complicated?

It’s only complicated because of grounding. If it's not done
correctly, there are a lot of red herrings. People will begin
troubleshooting a hum or buzz and start looking in the
wrong place to fix a problem. Then when things start inter-
acting with each other, it begins a downward spiral when you
may “fix” one problem only to have it move somewhere else,
which screws people up. | take an analytical approach to solv-
ing power issues. People try all sorts of odd remedies, when
sometimes the problem can be traced to poor installation by
the electrician.

Some techs feel power and grounding is a lot of black
magic that doesn't make sense, but to me it’s not that com-
plicated, especially with only three, four or six wires. | was
recently working on a few home installations where they had
problems. | found sump pumps, washer/dryers and air-con-
ditioning units on the same panel board as their sensitive
electronics and computer gear!

In studios, I've seen just about every type of home-brew
solution, like people driving ground rods under consoles.
Then | hear comments like, “The system works, but some

days it buzzes and other days it doesn't.” 1t comes down to
trying to use the audio chain to compensate for something
that wasn’t done properly in the electrical chain. For years, |
didn’t look at the electrical side when trying to solve hum and
buzz problems; | only looked at my world. I'd use a whole box
of Band-Aids, gum and baling wire—lifting a ground here
or inserting fiber washers under the rack screws to isolate a
piece of gear somewhere else—to get problems to stop.
Eventually, I decided to reverse-engineer the process.
Once | read more and talked to people in telecommunica-
tions about power and grounding, | got a good understand-
ing of it. I bought my first Fluke 43 [power-quality analyzer]
for $4,500, worked with it and a light went on inside me.
Testing and test equipment actually works with power sys-
tems, and if you do it right and follow the NEC |National
Electric Code] book, it ends up quiet and clean.
What's your approach to studio grounding?
[ use a star grounding technique, but to me an isolation
transformer is mandatory. The key to what | do is re-bond-
ing the neutral and ground on the secondary of the isola-
tion transformer. That feeds your panel board, and the panel
board feeds all the outlets in your studio. When you re-bond
neutral and ground on the secondary of the transformer, you
are actually, in terms of the electrical code, creating a new

grounds at both the service entrance and transformer.
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::mix interview | arthur kelm

service, and 90 percent of your noise-—click and
pops and other disturbances—comes from volt-
ages between the neutral and ground. So once
you've re-bonded neutral and ground, you're off
to a new start.

I do soil-resistivity testing to determine
what kind of ground reference I have. I shoot
for under 5 ohms path-to-ground, and in some
cases it's necessary to drive a secondary ground
rod. The code is 25 ohms for a service entrance,
where the electrical service enters the building
and where they bond neutral and ground. The
25-ohm figure is for life safety, but you want to
be under 5 ohms for a low-noise ground.

If I don't have a great ground at the ser-
vice entrance, I'll do a supplementary second-
ary ground after the isolation transformer. The
ground from the service entrance comes to the
transformer, goes to a bus bar, the neutral jump-
ers over to the bus bar and then I'll go from that
out to a brand-new ground rod or rods—to get
under 5 ohnis.

That becomes our new point source for
ground. It goes from that point up to the sub-pan-
el, and the sub-panel has an IG [isolated ground]
bus in it and an isolated digital bus in it. Then
all the neutrals and green wires from the recep-

e custom-fit consoles e workstations e racks e stands e Herman Miller
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tacles come back to that point—you never daisy-
chain anything. It's a star system froin that aspect.
Each receptacle or quad box has a dedicated run
back to the panel and to its own breaker. That ap-
proach has worked flawlessly for me for the past
10 years.

In terms of the ground rod itself, is a standard Home
Depot—type, S%s-inch copper—clad steel rod okay?
Maybe, but you have to make measurements.
Ideally, I like to use an ionic electrode [chemical]
ground rod, like the Lyncole XIT. It’s a 2-inch-
diameter tube with weep holes drilled into it and
it's filled with a rock-salt material. You core a
6-inch hole, place the rod in the center and back-
fill it with Bentonite clay/soil conditioner, which
you mix into a slurry with the thickness of pan-
cake batter. The Bentonite creates a high-con-
ductivity/low-corrosive mixture.

It's all got to be calculated. I go out to the site,
pound stakes into the ground and make Wenner
soil-resistivity measurements in 5-foot incre-
ments, from five through 20 feet. From that I
make a soils profile based on the continuity of the
soil and can calculate the required length of the
ground rod to have a 5-ohm path-to-ground. This
can vary from a single 10-foot chemrod to two
or three 15-foot chemrods. When 1 did O’'Henry

chairs

Studios [Burbank, Calif], | needed two 20-foot
chemrods to achieve five ohms. The facility was
in the [San Fernando] valley in very sandy soil,
so we needed to go that extra mile. Also, when
ground rods are placed too close to each other,
they act as one—rather than separate—ground
rods. If you're installing 10-foot rods and need
two, you need to place them 20 feet apart so they
don't interact with one another.

If you have the money, go for a chemrod—
they're expensive but last 28 years. The alternative
is driven-steel rods, but they lose their effective-
ness after about 10 years as they rust away. For all
intents and purposes, they're just pieces of cop-
per-plated rebar, and that copper coating wears
away as the rod is pounded into the ground. Once
the copper’s gone, the bar starts rusting.

Ground maintenance is also important.
You need to check your ground every few years
with a clamp-on meter. Only about 10 percent of
the ground systems I've checked even met the
code—which is 25 ohms—and most measure
somewhere between 35 to 600 ohms.

Oddly enough, if electrical inspectors see
a water pipe ground and a driven ground rod,
they won't even bother to measure it, saying,
“That's good enough.” It can change with time

What can we make
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and soil conditions. Moisture can help, but the
quality of the ground is based on the soil's min-
eral content.

Once you have a good grounding system es-

tablished, it's amazing how mich better things
are. It really works and it’s not rocket science.
So if humans can fly to the moon, why can't I get the
buzzing out of my Strat?
Blame it on the Earth’'s magnetism. [Laughs)
Actually, it's not the Earths magnelism, but un
less you get way out in the country—like out at
Neil Young's ranch—you're constantly being in-
undated with magnetic fields. And single-coil
pickups are the most sensitive device we have in
the andio business. If there’s a hum or magnet-
ic hield out there, they'll find it. Concrete/steel
rod-reinforced buildings are huge Faraday cag-
es—they actually radiate, bringing hum into a
system. They're giant 60z antennas.

In some outboard devices like AMS umts
and Harmonizers, their power supplies ihrow
oft a huge [EMF] field, which you can prove by
putting your guitar close to them. | have a single-
enil pickup and Danelectro Honeylone battery-
powered amp 1 can turp on and muove around
inside buildings and track down hums. When |
design a room., | Wy to place all etectrical within
steel conduit and twist the hot and neutral wires
together to cut down on EMF tfields.

Lighting dimmers can be culprits, and APC

UPS [Uninlerruptible Power Supply] units can
back-feed noise into the electrical system.
What advice do you have for the budget home studio?
Always have a singie source fur your audio pow-
er. In most bedroom/home studio conversions,
one of the biggest issues is having two separate
circuits that are daisy-chained back to the panel
through some other rooms. Here, you're des-
tined to have a hum or buzz »f you wind up liav-
ing two paths back to the panel board of varying
length, with different things plugged n along
the way. Most small rouius will have a single 20-
amp circnit, so go from that to power strips and
avoid plugging audio gear into different oullets
around the room.

If you need to go beyond a 20-anip capacity,
you should call an electrician in to pull in a sep-
arate circuit—or two dedicated circuits in that
room. Going slightly more upscale, have an elec-
trician run a 240-volt circuit to the room and go
from that to my rackmount isolation transform-
er, which splits it to six 20-amp breakers. Here,
the isolation transformer separates you from the
house, creating your own small service.

You can designate certain circuits in a room as “dirty”
and use those for lighting and non-audio gear.
Exactly. If you have three 20-amp breakers feed-

ing a room and put all your audio gear on one
breaker and everything else on another, you're
already miles ahead of where you were.

Any surprises you've learned along the way?

Just because you've hired a good chief electri-
cian doesn’t mean the workers on the job pull-
ing wire and putting in plugs are as good. | had
this situation doing Don Henley's studio in-
stalling an old AP! console, which was quiet.
After putting in three pieces of outboard gear,
the noise floor started moving up. | turned
off the power, went to the main panel board,
pulled all the green wires off the 1G ground bus
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FireWire multi-track audio interface

ADA-8XR

METAlliance:

Multi-Channel AD/DA Interface for Pro-Tools | HD
with optional FireWire, AES, SPDIF and DSD
interfacing

and started testing them back to the utility and
found four shorts. On the neutral bus 1 found
the same thing—five more shorts, shorted to
utility. | called the electricians and told them
there were shorts on the IG outlets. They be-
grudgingly came out and fixed the shorts, and
everything was dead-quiet. Oddly enough,
these faulted outlets were in other parts of the
studio I wasn't using. Never assume anything
with electricians. Il

George Petersen is the executive editor of Mix and
runs a small record label at wuww.jenpet.com.

RECORD | MIX | MASTER

Prism Sound has bééen supplying successful
high quality analogue and digital studio
products for 22 years and has continued to
lead the way in technical excellence and
personal customer service. The near
fanatical loyalty of Prism Sound users is a
testament to the success of its product
range. Whether it be multi-track recording,
mixing, cd-mastering or on location Prism
Sound products deliver robust, reliable
performances every time.

MMA-4XR

To arrange a freé demo or talk about your requirements contact us now.

sales®prismsound.com | Www.prismsound.com

21 Pine Street | Rockaway | NJ 07866 | +1 973 983 9577
NOTE: Pro-Tools | HD 1s a trademark of Digidesign, a division of Avid Technology Inc
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AB 2009, which took place April 18-23 in Las Vegas, had a lot of the
old feel from years past, as well as a few changes you'd expect during a

down economy. For instance, the usual craziness of the South Lower
Hall (pictured above) was in evidence with packed booths and lots of buzz
around the more glitzy video-oriented demos and gear. In the North and
Central Halls, however, traffic was down considerably—some estimating
as much as 40 percent.

On the upside, many attendees took advantage of bargain hotel room
rates, while the airport, monorail and cab lines seemed shorter than usual.
Most manufacturers seemed unfazed by the economic situation, as there was
no shortage of new gear debuts, most stressing cost-saving solutions for broad-
cast and post users. For product-demo videos, visit mixonline.comvideo.

Consoles

Calrec Audio’s (www.calrec.com) Apollo console offers
more than double the processing power of the company’s
Alpha platform—a channel count that sets a new industry
benchmark—and includes a new, highly responsive, user-
configurable control surface. At 48 kHz, Apollo’s Bluefin2
provides up to 1,020 channel processing paths, 128 pro-
gram buses, 96 IFB/track outputs and 48 auxes—or half of
those numbers at 96 kHz.

Solid State Logic (www.solid-state-logic.com) had a

Calrec Apollo console
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The Zoom R16
recorder features
battery operation for
field use.

UPSIDES AND DOWNSIDES
IN A TOUGH MARKET

By the Mix Staff

strong showing. Its C10 HD digital audio console comes in 24x8 or 32x8
frame sizes, with scalable DSP and 1/O options. For mixing inside the box,
SSt's new MX4 combines three central system elements: high-channel-
count/high-quality audio interface, a versatile software mixer and DSP-
powered plug-ins providing legendary SSL audio characteristics. SSL also
unveiled The X-Desk, a desktop/rackmount unit with 16 mixdown channels,
eight channel inserts, stereo and mono aux sends, talkback, two monitor
outs, two stereo effects returns and inserts on the stereo bus.

New broadcast enhancements for Euphonix's (www.euphonix.com)
System 5-B/BP and Max Air digital audio mixing systems include the
SH624 router, which integrates those digital consoles with facility routers
using the ES-Switch Protocol. The SH624 has 24 MADI ins and outs for a
maximum of 1,536x1,536 signal paths at 48 kHz, doubling the size of the
current SH612 router.

Studer (www.studer.ch) announced its new RELINK
(Resource Linking) I/O sharing system, which extends
audio capabilities and can link numerous consoles in a
facility’s various locations for audio source and control
data sharing across a wide network.

Tascam (www.tascam.com) introduced its slick, min-
iature M-164UF analog mixer, with six mic inputs, EQ
and built-in meter bridge, plus onboard digital effects. Its
built-in USB 2 can deliver all 16 outputs to a Mac ar PC for
live or studio recording Other featurcs include 16-chan-
nel mixing, onboard RIAA phono preamp, sub and main
output buses, and two aux sends.

Intended for broadcast applications. Yainaha's (wwsw.

Genelec 1038CF

monitor system  yamahaca.com) MY8.SDI-D enables the input of HD-

$DI-embedded audio signals directly to a host Yamaha
digital console or DME (Digital Mix Engine). It features one HD-SDI input
with one HD-SDI thru output, and can replace the need for conventional

converters previously used to directly feed Yamaha digital mixing products.

Monitoring

Genelec’s (www.genelec.com) 1038CF tri-amplified aclive monitoring sys-
tem features a slim enclosure (only 9.25 inches deep!), dual long-throw
8-inch woofers, 5-inch midrange driver and }-inch dome tweeter. Based on

the 1038B monitor, it has 420 watts of onboard power.
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Lou Mannarino of L&M Sound Design knows it takes a master
microphone to faithfully reproduce a musical masterpiece.
Lou relies on our MKH 8000 series to accentuate the already
spectacular sounds of the New York Philharmonic. Our
compact, modular mics are discreetly placed on-stage,
lending subtle personality and warmth to the live mix. The
MKH 8000 series mics feature special symmetrical capsules
that eliminate transducer non-linearity while providing
exceptionally low self-noise, accurate directional patterns,
extended high frequency response, and much more.

www.sennheiserusa.com
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g z JBL Pro’s (www.jblpro.com)
0 LSR2300 Series monitors come in
| : 5- or 8-inch versions (LSR2325P or CeRTIFIED HITS
oc LSR2328P, respectively), with an op-
;; o tional 10-inch sub to take the system Mix’s Top 10 Product Picks From NAB
5 E down to 28 Hz. Even with this more subdued NAB -
- 8 3 The alldigital StudioComm expo, there were lots of innovative r
& > & 76DB/77B surround monitoring sys- audio products. Picking the show’s MlX
-5 ; tem from Studio Technologies (www. Top 10 debuts wasn't easy, but here CERTIFIED
; 3 studiotechnologies.com) offers sim- are our Mix Certified Hits from NAB, mm
o © ple, effective monitoring of 5.1 sur- listed alphabetically. I J
; —0 round and stereo audio material. h I
N 3 Comprising a Model 76DB Central Audio-Technica BP896 lavalier mic
; 2 | Controller and a Model 77B Control Calrec Audio Apollo console
o 3 Console, the system is well suited for Dolby Laboratories Dolby Pulse

W wWw.,

use with digital-input loudspeakers.
The Reference Monitor from
Sonifex (www.sonifex.com) is a sin-
gle-rackspace audio monitor with
Dolby decoding. The RM-4C8-HDE1
can decode a Dolby E or Dolby Digi-

Genelec 1038CF tri-amplified active monitoring system
JBL Professional LSR2300 Series monitors

Samson R16 recorder/interface/controller
SmartSound FCP (Final Cut Plug-In)

Solid State Logic C10 HD digital audio console

Sony Creative Software Vegas Pro 9

SUSTAINABL tal audio stream, letting users visually Studio Technologies StudioComm 76DB/77B surround
ARC '" I : CR Ig R monitor eight (or 5.1) audio channels monitoring system
PLANNI and select any two for listening.
STUD DESI

The Headzone PRO XT from

nonzerolarchitecture

Beyerdynamic (www.beyerdynamic.com) is an
updated version of the company's innovative
Headzone system that uses DSP technology to
provide headphone-based 5.1 surround sound
reproduction using a patented ultrasonic Head-
Tracking system, which locates the orientation of
the listener’s head with respect to the source ma-
terial and adjusts the audio accordingly.

747 V11 maintains its predecessor’s operation-
al excellence, while the new C 3000 retains the
characteristics of the popular original but with
a sleek finish.

The Sennheiser (www.sennheiserusa.com)
2000 Series is a professional, entry-level wireless
mic system, with handheld or bodypack transmit-
ters. For monitoring, users can combine the di-

versity receivers of the series with single or twin
Mics, Mics, Mics monitor transmitters.
AKG (www.akg.com) brought new life to its

classic C 747 and C 3000 mics. The updated C

Audio-Technica's (www.audio-technica.com)
smallest lavalier mic offering to date, the BP896

|

Sony Creative Software’s Vegas Pro g HD video/audio-editing software
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subininiature omnidirectinnal condenser has a
capsule measuring a mere 2.5 mun in diameter,
making it ideal for applications requiring mini-
mum visibiliy.

Hosa (www.hosatech.com) is distributing
Da-Cappo shotgun mics from Australia. The
Location Pack bundles three shotgun mics—a
14-inch mini for on-camera, and nicdium
(174-inch) and 22-inch long bodies fur booin
use—all in a travel case with power supply.

The CL-2 Boom Pole Remote Fader from
Sound Devices (www.sounddevices.com) of-
fers convenient control over its 788T multi-
track field recorder. Connecting to the 788T's
proprictary C.Link pori, the €L-2 offers a sin-
gle fader thal can be programmed to ¢ontrol
any input or track on the 7%&T. Two user-pro-
grammable switches on the remote unit can
operate several critical functions on the 788T,
including remote-record agtivation.

Studio €ssentials

Dolby (www.dolby.com) bowed Dolby Pulse, the
newest solution for online, mobile and broadcast
markets. This lets broadcasters deliver stereo and
5.1-channel audio at the lowest bandwidth rates
while mamntaining high audio quality. As it in-
cludes Dolby metadata, Dolby Pulse is the one
HE-AAC solution that eliminates the need for a
stereo simulcast within a 5.1 broadcast, further
reducing bandwidth.

Sony Creative Software (www.sonycreative
<oftware.com) showed 1ts Vegas Pro 9 software,
the latest version of the HD audiofvideo-editing
application. Vegas Pro 9's custornizable interface
offers optimized viewing and enhanced usabilily,
as well as significant improvements for pro video

editors, including direct browsing and inmiport of

Sony XDCAM EX footage, native file support for
the Red One camera, compress to MXF file for-
mat during capture from SD/HD-SDI sources, a
scalable 4k workflow, and powerful new effects
and enhancements.

SurCode for DTS-HD from Minnetonka Au-
dio Software (minnetonkaaudio.com) comprises
an encoder and decoder plug-in pair: SurCode
Encoder for DTS-HD for Compressor and Sur-
Code Decoder for DTS-HD for QuickTime.

Lexicon's  (www.lexiconpro.com) PCMY6
surround reverb/effects processor delivers 50
new Lexicon reverbs, delays and modulation ef-
fects, along with more presets, configuration op-
tions and additional I/Os. The PCM96 Surround
can function as a control-only insert or FireWire
streaming audio plug-in inside any Mac VST or
Audio Units software.
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COVERING THE LATEST IN AUDIO SOFTWARE, INCLUDING PRO TOOLS 8, LOGIC PRO 8 AND ABLETON LIVE 8

PRO TOOLS PRO TOOLS xr PRO TOOLS LOGIC PRO

PRO TOOLS 8 KIT PRO TOOLS

Robert | Shimonski Film and Video
STB0240520754 ArRo240811154

Companion Wobsite

ABLETON LIVE
e SUITE

Visit www.focalpress.com/audiosoftware for chapter samples
and tutorials - and post software questions for our authors
for a chance to win the software book of your choice!
ABLETON LIVE §
Kaith Robenson and Wuston Singletary

70240012281
Comung Septomber 2009

Focal Press Books are available wherever fine books are sold and through your preferred
online retailer. For free video tutorials, chapter samples, and to enter our 2009 Mastering
F | Music contests, visit www.focalpress.com/masteringmusic.

Press master

www.focalpress.
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The FCP (Final Cut Plug-In) from Smart-
Sound (www.smartsound.com). creators of the
Sonicfire Pro 5 plug-in, provides interoperabil-
ity between Final Cut Pro and Sonicfire Pro 5.
This lets users set markers in Final Cut, which
enables Sonicfire to calculate the exact amount
of music needed.

Mac networking expert Small Tree Com-
munications (www.small-tree.coin) offers scal-
able hard drive solutions for facilities running
Final Cut Pro and Pro Tools. The affordable new
600MB/s GraniteStor solution works with the
Apple Xserve and offers editing of FCP video
across the network in DV24, DVS0, DVCProHD
and ProRes tormats.

The RI16  recorder/interface/controller
from Zoom (www.samsontech.comy offers 24
bit/48kHz linear PCM recording. up to 32 GB
of recording on inexpensive SDHC cards and

simultaneous &-track recording. It also features

Solid State Logic’s C1o HD digital audio console
is available in 24x8 or 32x8 frame sizes.

battery operation for field recording, eight mic in-
puts, 100 onboard effects, Mackie control emula-
tion and more at a $399 street price.

The PMD661 handheld digital recorder from
D&M Professional (www.d-mpro.com) offers
a streamlined form factor, upgraded feature set
and the use of SD Flash media. Features include
improved mic preamps, mic/line in on XLRs and
included editing software.

VocalBooth (www.vocalbooth.com) touled its
VB Mobile Studios ". The largest unit, the 53-foot
VB Mobile Studio, is housed in a full 18-wheeler
truck trailer with a slide-out feature that includes
a VocalBooth, mini-bar. lounge. restroom, con-

trol room and performance space.

More to Come

We'll present other products and updates (includ-
ing video coverage from the show floor) at mix-
online.com. NAB returns to Las Vegas April 10
to 15, 2010. HI
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The revolutionary new V-Piano® rep Is a p forward in digital technology. Gone are the fonal and polyphony
issues of the past—inside this breakthrough insfrument is a “living piano™ engine that recreates every nuance of an
acoustic piano, and then some. For the first lime in a digital keyboard, the V-Riano puts the entire range of the acoustic
piano’s sound and natural expression under your fingerfips, with no sampling, no looping and no velocity switching.

Experience the V-Piano® — the piano with no limitations.
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Get the RIGHT gear
the FIRST time!

ProAc Studio 100
“Their well balanced response throughout the ENTIRE frequency range coupled
with the most accurate imaging | have ever experienced in any near field speaker
is truly remarkable. ProAc has done it RIGHT with this design!” - Ron Saint Germain

@ProAc

Purple Audio TAV
10 Band Inductor EQ

The Purple Audio TAV i3 a new take
on the console graphic with ten easy
to use bands, Each hand uses a high
guality inductor and carefully
selected caps to set the center
frequency. Designed to work in
standard "500 Series” frames.
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NEW! Chandler Limited
Little Devils

Following the rich tradition of
English 60s and 705 console
design, the new Little Devil
"500 Series” Equalizer and
Compressor combine Chandler's
best designs with the hottest
designs from the past.

CHANDLER LIMILED

Detroit | Los Angeles | New York City

World Rac

vintageking.com

new | used | vintage

WORLD CLASS AUDIO | WORLD CLASS SERVICE

Don’t Know Where to Start?

Call us today and experience a whole
new level of personalized service.
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Mercury EQ-P1 & EQ-H1 Program Equalizers
“Mercury EQ's are one of the best sounding tube equalizers on the planet.
The EQH1 & EQP1 are a quite original. All the tone of a classic tube equalizer
but without the noise and much more power. " - Joe Chiccarelli

Barefoot Sound MicroMain27
"The MM27s sound amazing! | feel like ['in listening to the music, not the speakers
and | can hear everything from top to bottom with incredible detail.
There are no surprises when the mixes leave my studio.” - Butch Vig

BAREF T
s uunND

Retro 176 Tube Limiting Amplifier
"Phil Moore did a great job! Bill Putnam would smile!!

The Retro 176 has become my first choice for lead vocals.
It now stands alone at the finish line." - Chris Lord-Alge

888.653.1184 (USA) | 001.248.591.9276 | info@vintageking.com

listory




TRY BEFORE YOU BUY
EASY FINANCING OPTIONS
BUY « SELL « TRADE
COMPETITIVE PRICING
STUDIO INSTALLATIONS

RECYCLE YOUR GEAR!

Interested in trading your gear or just selling it?
Visit www.vintageking.com/recycle

under Audio
(M7 Tube Microphone

Used interchangeably with original U47s
by seasoned engineers, the Wunder (M7
has all the depth, dimension and presence
of the originals in a more affordable and
less service-intensive new product.

V.\Dwunder audio

Digidesign ICON D-Command ES

The D-Command® ES console gives you powerful, hands-on command over
projects of any size, yet packs its renowned ICON exclusive Pro Tools® functionality
into a compact footprint that fits nicely in smaller studios. - Sefect focations.

1) digidesigmn
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Rupert Neve Designs 5088

The 5088 is a fully discrete analogue mixer designed by the master himself.
Inquire with Vintage King today for a custom quote to your specifications.

Pay Later! / Bill Later

1 Subject to Credit Approval

WHEN YOU ORDER ONLINE

Download audio samples at
vintageking.com/heargear

NEW! Thermionic Culture Limited Edition
Anniversary Culture Vulture

High Gain Muliard & Philips Tubes. 10 distortion settings, drive & overdrive.
Wegoto 11!

THERMIONIC CULTURE

Sterling Modular Custom Console Frames

Want your console to make a big impression?
Sterting Modular offers the highest quality custom framing solutions for a
variety of consoles/mixers including AP} 1608 (shown), Rupert Neve 5088,
SSL Matrix and Tonetux.

. Sterling
S

NEW!

Inward Connections
500 Series Modules

The EQP2 2-band parametric discrete
equalizer & V(500 discrete VCA
compressor have all of the sonic

quality you've come to expect
from Inward Connections.

INWARD GNNEC TIONS

S Tor

& vintagekingaudio




The Blue Ribbon Deal.

Receive a 5200 rebate on...

...the only ribbon microphone that matrers.

Finally, aribbon microphone with true top end. The Woodpecker is the only choice when you're looking for the
warm, smoky classic sound of a ribbon, but without sacrificing bright presence. No other ribbon microphone
available can deliver the sonic signature needed in today's modern recording environment. And now for a
limited time, you can release a Woodpecker in your studio and get $200 back - an outstanding deal!

With its wide range of frequency response and Class A discrete electronics, the Woodpecker captures
everything from mate and female vocals to acoustic and electric guitars, drums, and percussion. And the
Woodpecker's gorgeous wood body and gold accents will make it the centerpiece of any studio.

Hurry, this offer won't last long! Don't miss out on this very limited opportunity to save on the one
ribbon that blows away everything in its field.

This limited time offer (May 1st — July 31st, 2009) is available in-store or online at any Blue

authorized dealer in the U.S. and Canada. ‘

www.sweetwater.com | 800.222.4700 \ | i('r( )|)| 10065

Blue Microphones Woodpecker Rebate Coupon

Use this Blue Rebate Coupon to save $200.00 on the purchase of a Blue Woodpecker mic. To be eligible, simply purchase a Woodpecker from a Blue Authorized Dealer in the
United States and Canada between May 1st and July 31st, 2009. Completely fill out, clip and send in this rebate coupon (incomplete coupons will not be accepted), along with a
copy of the sales receipt and the original (no copies) UPC code from the bottom of the box to the address at the bottom. Multiple purchases require separate rebate coupons,
sales receipts (if applicable) and UPC box codes. Additional rebate coupons are avaitable for download online at www.bluemic.com.

Al tields required

Name Address City State/Province - —

Z|P/Postal Code Email Dealer Date of Purchase / /

Please type or print legibly. One coupon required per product rebate. Confirmation of receipt of your rebate request will be emailed to the email address you provide. Offer good only on purchase(s) from
a Blue Authorized Dealer in the U.S. & Canada. All rebate requests must be postmarked no later than September 15th, 2009. Blue Microphones is not responsible for lost, damaged or undelivered mail.
Please altow 4-6 weeks for delivery. For a complete list of terms and conditions, please visit us on the web at www.bluemic.com.

Send to: Blue Microphones Woodpecker Rebate ¢ 5706 Corsa Avenue, Suite 102 ¢ Westlake Village, CA 91362-4057 USA



This is (still) Spinal Tap, L-R* Harry Shearer as
Derek Smalls, Christopher Guest as Nigeél Tufnel
and Michael McKean as David St. Hubbins.
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al Tap

By Mr. Bonzai

MOCUMENTARY STARS ARE ‘BACK FROM THE DEAD’

During this 25th anniversary of the film
and album This is Spinal Tap, the band
has reunited to set the record straight,
once and for all. What a stupendous
relief for the countless fans who em-
pathized with Tap's well-docuinented
fall from grace and money. All of the
original album has been re-recorded,
along with much anticipated never-
released material for a total of 19 wracks.

The release, out june 16, also includes

a one-hour DVD and a pop-up diorama
package that unveils three 12-inch ac-
tion figures of the band and a propor-
tionally sized Stonehenge.

Tracking for Back From the Dead
took place at The Village in LA. with
engineer Ed Cherney and longtime
Tap collaborator CJ Vanston producing.
Guest artists include Phil Collen of Def
Leppard, John Mayer, Keith Emnerson
and Steve Vai.

Cherney mixed half of the thun-
derous new album at his Studio Ed at
The Village, while Vanston mixed the
ear-splitting reinainder at his studio,
The Treehouse. Mastering was done
by Gavin Lurssen with publicist Babbi
Fleckman peering over his shoulder.

Vanston explains, “Spinal Tap is re-
recording the entire first albuin because
they thought the original album was a
hatchet job, just like the movie.” With
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worldwide attention focused on Tap's trium-
phant independent release of Back From the Dead
on The Label Industry Records, a Rock Band 2
music videogame in the works and a one-stop
world tour planned for London’s Wembley Sta-
dium, this is surely one of the most anticipated
juggernauts of comic/tragic music mayhem ever
conceived and/or executed.

And now, join me at The Village with the
blond and effervescent David St. Hubbins, the
master of the big-bottom bass, Derek Smalls, the
moody yet severely gifted Nigel Tufnel, and natty
tweakster CJ Vanston.

Catching Up With the Guys

We're going to dig under the surface and try to find
out a little bit more about this new recording.

St. Hubbins: We don’t care if you dig under the
surface, just as long as you sterilize the instru-
ment first.

Smalls: And find the surface buried underneath.
Rumor has it that this was the most difficult
Spinal Tap album to record. Is that true?

St. Hubbins: I wouldn't say that it was the most
difficult. We had a good time. We did a lot of the
old songs. It was sort of like old wine in, well, not
new bottles—the bottles were old, as well—but
they are packed in a really high-impact space-age
plastic carrying thing.

Smalls: New labels. No corks.

A lot has happened in the...

Smalls: Not really.

No, not really, but some things have happened
since the first album.

St. Hubbins: Oh, yeah.

And now we have all this digital manipulation. |
Just wondered if you guys resorted to any of that
Auto-Tuning trickery.

St. Hubbins: Technological jiggery-pokery, is that
what you're saying? Oh, yes, we love it. Especially
C] Vanston. We just look over, and there is C] fid-
dling with something. We say, “Put that away and
get started on the music,” and then he starts do-
ing all this digital stuff. He’s explaining it to us,
but we don’t understand half of it. But we know
that when he tweaks it, it stays tweaked.

Ed Cherney had something to do with recording this
album. | believe he recorded the tracks. Ed’s really
known for his work with many, many artists, espe-
cially Bonnie Raitt. Do you think that there’s a Bon-
nie Raitt intimacy with this new album?

Smalls: There’s a cut-rate intimacy with this
album.

St. Hubbins: I wish Bonnie had shown up. She’s
always pleasant to have around. You know, she
was off waltzing with Castro. She's very politically
involved.
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Smalls: Which Castro would that be?

St. Hubbins: Fidel.

Smalls: He’s dead.

St. Hubbins: No, he’s not.

Vanston: Lenny Castro, the percussionist.

St. Hubbins: 1 think that Ed does bring that
chummy quality. Very true.

Smalls: There was chum in the studio every day.
St. Hubbins: That's right, throwing out the
chum for us sharks.

I am interested in what you guys think about the
rampant digital bootlegging and ripping off of all
the material you worked on for so many years.
How do you deal with that?

St. Hubbins: Listen, we've been ripped off as
much as anyone. Some of the basic licks, some
of the stuff that Nigel comes up with—wait for
five minutes and somebody has ripped it off.
Smalls: We've been ripped off by almost every-
one.

St. Hubbins: By the best.

Smalls: By the best, by the f***ing best, by every
major...

St. Hubbins: That’s how they got to be the best.
Smalls: That's how they got their lifestyle, how
they got their fancy cars, their great homes in the
Hollywood Hills. So now it’s the punter’s turn.
Now everybody can act like a record executive.
We're really looking forward to hearing the new
Spinal Tap material.

Smalls: We're very proud of “Warmer Than Hell,”
which has never been recorded, and “Short and
Sweet,” and our legendary long jam is coming
out on this record: “Jazz Oddyssey.”

St. Hubbins: A couple of the re-dos, as well:
“Funky Sex Farm,” “Reggae Flower People.”

A Few Words From CJ Vanston
When did you first work with Spinal Tap?
Vanston: | played a concert with them in 1991 at
the Disneyland Hotel. Dweezil Zappa and Steve
Lukather sat in, and it was an amazing night.
Drum legend Russ Kunkel was responsible for
that, and I'll never forgive
him.

What do you do for Spinal
Tap?

Vanston: 1 have multiple
functions with Tap, ranging
from being their producer,
keyboard player, musical di-
rector, photographer and ar-
chivist, et cetera. I also find
Chinese restaurants in each
city that still use MSG. Hard
to find these days, but the
boys love their MSG.

Why do you call your studio The Treehouse?
Vanston: It's my hideout, my sanctuary, and until
recently there were no girls allowed.

Primary equipment?

Vanston: The studio definitely centers around
Logic 8 and my Macs. Every day | shake my head
in astonishment at Logic. It is infinitely custom-
izable—I have dozens of templates for working
in video, live mixing, mastering, et cetera. Some-
times | think back to how we used to work and
wonder how we got it done. The biggest advan-
tage to today’s technology is the ability to jump
around from song to song. Since 1 am an “in-
the-box” guy, there are no knobs to recall when
switching projects or songs.

I couldn’t live without my Mackie Control.
That changed my life. To be able to grab a fad-
er and do a quick duck or ride means that every
move | do is moving me closer to the finished
product. The fact that it's so small is a huge plus
for a guy like me, who does most of his own en-
gineering, allowing it to sit to my side instead of
gobbling up valuable real estate.

I also have a vintage keyboard room that is
full of tasty artifacts from the era of analog synths.
There is nothing like these old beasts. They shake
the room while the plug-ins lie limp. My Ober-
heim 4-voice is all over this new Spinal Tap re-
cord, as is my Jupiter-8 and Yamaha TX816s. |
also use the Alesis Andromeda, a more recent
analog synth—1 don’t know how it ever got made
as it is an expensive tool for a small market. Kind
of like this band. 1 am also absolutely loving my
ZenDrum! David Haney came up with a superior
trigger technology to make drum programming
fun and creative.

How do you get the group’s massive drum sound?
Vanston: We have a massive drummer, Skippy
Skuffleton [aka Gregg Bissonette]. We really tried
to fatten him up for this record. He lives in a mo-
tor home that he parks outside the studio, and
we send Mexican food out to him at regimented

intervals. Of course, it takes a special engineer to

At Wembley Stadium, London, 2007, left to right: Smalls, Judith Owen,
Skippy Skuffleton, Rob Reiner, Tufnel, Annette O'Toole, St. Hubbins, CJ
Vanston, Ricky Gervais



caphire the sheer violence when Skippy is trying
to finish the track 1 make a run for the loo. That
would be kd Cherney, the only guy Skippy will let
doser than 10 feet to his drums.

Blue Microphones sent over some very ex-
pensive mics for us to use. The big ones are
called Blue Bottles, and I think Skipper Wise at
Rhne wanted uis to try them on vacals, | shied
away from this because the guys have a bad
track record with ic staids. They're actually
rather clumsy and can't be trusted with expen-
sive equipment. So we used the Blue Bottles as
overheads. out of harm’s way. They sounded
fantastic.

How do you get that huge bass sound?

Vanston: Derek has an amp that has tubes from a
Russian fighter jet in it. Some guy in Latvia built
the electronics. The speaker cones are actually
woven by hand, although we recently discovered
that those hands were children’s hands in China.
After a long deliberation, we decided that only en-
hanced the childish innocence that Derek brings
to the band. Ed also uses some Tube-Tech multi-
band compressor on it to rein in the terror that is
Derek's bass part.

How do you get that breathtaking guitar sound?
Vanston: What is interesting is how well David
St. Hubbins and Nigel Tufnel complement each
other’s guitar sounds. Nigel, as you know, has
his amps built special—at least the knobs are
special—but David is happy with whatever hap-
pens to be in the studio. We used amp boxes to
keep the leakage to a minimum. The Village has
a really great studio [D] that has lots of nooks
and crannies to put all the extra cabinets that Ni-
gel and David use. But when it comes down to
it, it's the sheer rage that they both play with. I
put down a ban on all therapy during the mak-
ing of this record. The last thing we want is a
bunch of happy guys playing all la-la rainbows
and daisies.

How do you get those superhuman vocals?
Vanston: Well, | insist on cutting them live,
all three guys in the room, no tricks. Then we
comp them, tune them, compress them, fix the
timing issues, use special de-essers that take the
natural harshness out of their voices, fly all the
choruses and re-cut whatever isn’t working. All
in all, we try and keep it natural and live.

What parts do you play and why?

Vanston: | lean toward simple parts that speak
above the din. That can be a challenge with a
band this loud. Plus, nobody really wants to
hear the keyboards. | think that is Viv Savage’s
fault; he really ruined it for me, he painted in
broad swaths. I will say that there are literally
hundreds of subliminal parts lurking below the

surface for the true fans. Keith Emerson was a
huge influence on me, yet I'm unable to use any
of that influence for this band on this record.
There is just no room. So | tend to distort things
so the guys think they are guitar sounds, thus
they stay on the record.

More From the Lads

Derek, you and your bass. How do you stay ahead?
St. Hubbins: He's usually a bii behind, acrually.
Smalls: Behind is where you want to be. You
don’t want to be ahead. The pocket is behind.
Where are the pockets on your trousers? Behind.
It's a clue.

St. Hubbins: You've done some work on your
bass sound over the years,

Smalls: Oh yeah, fattened it up.

St. Hubbins: Thickened it up.

How?

Smalls: Oh, just working with different pickups
and different kinds of strings.

Tufnel: Mainly, his fingers are fatter now. That
helps. Chubby fingers.

Smalls: It's true. Hard to get fatter than these
fingers.

St. Hubbins: Squat little bastards.

Smalls: Sausages.

Like a farmer.

St. Hubbins: Like a Sex Farmer.

David, you have such an incredible singing voice.
Did you have training as a boy?

Tufnel: He had training as a boy...

Smalls: But it didn't take.

St. Hubbins: 1 had training with a boy. I
dont discuss that much. I was going to
say that 1 used to sing with the choir in
church. 1 didn't. I sang along with the choir.
Smalls: You were outside the church.

St. Hubbins: 1 was outside the church having a
smoke and I heard them and I was inspired and |
would sing along. But I never sang publicly until
I became a rock 'n’ roller.

Tufnel: We used to be outside and the choirmas-
ter used to come out, and say, “Hubbins, get in
here.” He said, “No, I'm not doing it.” He used to
take a drag and then flick his cigarette away. Al-
ways a rebel, even then. Nine years old. Beautiful
voice, even as a child.

St. Hubbins: Thank you very much. Actually, my
mum was thinking of having me castrated to
keep that nice falsetto.

Vanston: Castrati

St. Hubbins: I talked her out of it.

Smalls: What didja tell her?

St. Hubbins: [ said, “Put down that knife mum.”
Tufnel: It was actually a carrot peeler. Horrible
thought.

Producer CJ Vanston (seated) with engineer €d
Cherney in Studio €d

Vanston and Cherney Together
The sound is as big and bad as any heavy metal
out there. Were you trying to surpass all the metal
competition?

Cherney: Well, the sound comes from the musi-
cians. That is what Spinal Tap sounds like. If you
can capture that by putting some microphones
up and opening them up, that's what you get.
Big, big and more big.

Vanston: And angry.

Cherney: Bitter. They're not very nice anymore.
Yes, I noticed. One of them told me to f*** myself
during my interview with them.

Cherney: Only one told you that> All of them
told me that. You want to know the truth about
recording Spinal Tap? They are really good musi-
cians, and some people might not know that. Ba-
sically, you set themn up in a room and they are all
sitting together and they can see each other and
they play the songs. That is the secret. Put some
microphones up and capture their performance.
Was much improvisation done in the studio?
Vanston: No, we rehearsed for a week before we
came in here and played the songs. There’s not
a whole lot of wizardry going on. You are hear-
ing live tracks of what we cut in the room. There
might be a little overdub solo here and there, and
we did all the background vocals separately. But
the band plays great. They rock.

Cherney: And then we come in here and make it
just a little bigger than life so that it sounds good
on your iPod.

Did you record the original tracks digitally?
Cherney: We recorded through an analog con-
sole, but we recorded to digital for convenience.
We did it mostly because of “Jazz Oddyssey,”
which was over 40 minutes long. If we had used
tape, we would have lost three-fourths of the
performance.

Vanston: Which could have been a good thing.
Maybc we should have recorded analug. One in-
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teresting thing about Studio Ed is that he uses a
combination of Pro Tools with a console, the Ya-
maha DM2000—a hybrid setup that enables him
to use outside compressors like this monstrous
Tube-Tech multiband compressor. He’s got a Di-
mension D here, he’s got the Publison...
Cherney: Here at Studio Ed I have set it up to have
the best of both worlds. The big compromise, you
might say. In the world we work in now, you have
to have a room like this that costs about $150k, but
in the old days it would have cost $5 million.

You have to work affordably. I would rather
be in a big studio, with a big console, but I built
this place so | can accommodate the budgets that
are the reality of our fabulous business today. |
was able to make the compromise between mix-
ing in the box and being totally digital, to being
able to come outside the box and add some iron,
some tubes, and get more warmth and depth and
weight to the music.

CJ brought in his arsenal of vintage synthesizers and
keyboards for tracking this Tap album. Was that like
a step back in time?

Cherney: | don't think CJ has ever really gotten
out of 1978, to tell you the truth.

Vanston: That's why 1 work with Ed—he brings
me into the "80s.

CONSERYV

OF RECORDlNG ART

Call toda

A A diorecordings

50 MIX JUNE 2009 | WWW.MIXONLINE.COM

S & SCIENCES

y! 888.273.6412

chool.com/ mix.html

Studio Ed is up here on the third floor of The
Village. Does that lend itself to using the big rooms
downstairs when you need them?

Cherney: Absolutely. These days, just about ev-
eryone has a studio at home. I certainly did and
it gets lonely. And when people come over, you
have to clean up. At a studio like this, there are
people who would like to become engineers and
they take care of that cleaning up for me. It's a lot
better than asking my wife.

And you began cleaning toilets at the studio before
you began working with Bruce Swedien.
Cherney: Yes, and | remember my first prorno-
tion was a brush.

Some Last Thoughts From Tap
What is the true source of all of the angst, the
sturm und drang of the band?

Tufnel: | don’t know what you're talking about.
St. Hubbins: Hes talking about what we're so
pissed off about. We're not really. It's aggression,
but it’s a theatrical aggression, really. I'm a fair-
ly happy bloke myself. These two? Who cares! |
don't really have an aggressive bone in my body.
Smalls: Or any other kind.

St. Hubbins: No aggressive organ. [ think it's
mostly a pose. It's what works. If we were doing
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“Singing in the Rain,” it would be less aggressive.
Tufnel: You don’t see happy-go-lucky rockers
usually, do you? It doesn't fit the image. You like
to see a scowl.

Smalls: A lot of black.

St. Hubbins: Buddy Holly would be the last one to
be having a good time. Our style of music—you
gotta be a bit aggressive. Don’t look for the real
sturm or the real drang. You'll be disappointed.
Tufnel: Occasionally, it even happens in classical
music. Segovia had that: “What the f*** are you
doin’” Rare for a classical guitarist, but he was
just in everyone’s face.

St. Hubbins: For a couple of years there he would
smash the guitar at the end of the act.

Tufnel: Yeah, beautiful guitars.

St. Hubbins: Cost hundreds of thousands of dol-
lars and he'd smash them on the stage.

Tufnel: And then he'd say, “What are you lookin’
at®> What the f*** are you lookin’ at?” People
would just back off, ya know? And he was a small
guy, an old man, eventually.

St. Hubbins: Always. He was born at the age
of 47.

Smalls: Don’'t mess with Segovia.

St. Hubbins: No, don't screw with Segovia.
Smalls: Give him a wide berth. 1l
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ANATOMY OF THE NEXT GENERATION

Media Production System

LARGE FORMAT CONSOLE

Ranges from 96 to over 1000
chs, each with full EQm Dyn
and lots of plug-ins. Has cus-
tomizable surround panning
and bussing into all current
and future formats. Buill-in
pro monitoring, machine
control and perfect sync.

21st CENTURY CORE

Integrates easily with real-
world workflows like Unity,
Isis, Xsan and Omneon. Open
to all popular audio and video
formats with file transcode
capability.

LOWER COS1 than ANY
equivalently equipped
systent!

WORLD’S FASTEST EDITOR

Edits and processes in
realtine without rendering.
Has zero perceptible tatency
when recording live Reads
and writes session and media
files like AAF and MXF,
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BUILT-IN VIDEO SERVER

Handles all formats up to
uncompressed HD Video and
will mix different frame rate
video on the same timeline.

ADAPTIVE CONTROL SURFACE

A futuristic adaptive control
surface with self-labeling key
switches. Centrally control the
entire system or expand as
desired to form a large tactile
console environment.
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CONCEPT ALBUM STRETCHES PORTLAND BAND

By Chris J. Walker

In an era when attention spans are short, songs
are often dominated by repeated samples and the
album format is becoming a relic, Portland-based
band The Decemberists are a distinct anomaly:
a group dedicated to the long form. The Crane’s
Wife, their 2006 major-label debut for Capitol
(after a few indie releases), was an hour-long,
late-’60s/early '70s English folk/rock-style piece
inspired by a Japanese folk tale. it clearly wasn't
suitable for Top 40 or so called “modern rock” ra-
dio, yet it made it as high as Number 35 on the
Billboard Top 200 album chart and was voted the
favorite album of the year by NPR listeners.

Now comes The Hazards of Love, singer/
leader Colin Meloy's challenging and dynamic
17-song fantasy Brit-folk/rock suite about a girl
named Margaret and various strange characters
and places. Meloy and guest vocalists Becky Stark
and Shara Worden sing the parts of three char-
acters in the work, which Meloy originally con-
ceived as a musical. The other four Decemberists
are keyboardist Jenny Conlee, guitarist Chris
Funk, bassist Nate Query and drummer John
Moen—and all of them added a multitude of in-
strumental textures to this music.

By phone from the Portland studio where he
does much of his work, Hazards producer Tuck-
er Martine—who also co-produced Crane with
Death Cab for Cutie's Christopher Walla—recalls
his initial reactions to Meloy’s latest: “I braced

myself for a big-time commitment and cleared
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out a lot of my schedule. I knew it was going to
be perhaps the most ambitious undertaking I've
been a part of in terms of record-making.”

Martine feels that although Crane had sev-
eral songs that tied together, Hazards is a more
true “concept record,” because if any one of the
songs on Hazards were removed, the recording
wouldn’t be coherent. “That was also a little bit
of a new challenge,” he notes. “Typically, when
you're working on an album, if a song is giving
you too much trouble and you've tried every-
thing, there’s a point where you might decide to
drop that song from the record. We weren't af-
forded that luxury, and I found it very exciting.”

From August through October 2008, Mar-
tine recorded the band at Kung Fu Bakery Studio
in Portland, the same facility used for Crane. The
producer/engineer cut all the basic tracks with as
many musicians playing together as possible to
tape—a Studer 820 2-inch deck at 15 ips through
an SSL G Series console.

“Bands don't really care about room sound
and all that stuff studio people put money
into,” Chris Funk, the band's lead guitarist,
points out after a rehearsal. “We've recorded in
many places, such as an old church, and have
learned that a good environment is a prop-
er and comfortable studio, beause it always
comes up to go to a castle in Ireland or try to
find a cool place. Instead, we said, ‘Let’s just go
somewhere by our house, with a burrito cart

close by and we can go home at night.’

“As a band, we were arranging, rewriting, and
learning the material in the studio,” Funk contin-
ues. “We played everything live and kept some
drum takes from the initial arranging period. But
it was a lot of sifting through material to figure
out what went where.
Itended up being a lot
ol overdubbing once
we got into the fluid
storyline.” Due to an
enormous amount of
editing required tor
especially
for the song transi-

Hazards,

tions, everything was
later transferred to
Martine
kept the sound warm

Pro Tools.

by using API, Neve and Millennia preamps for
the extensive array of old ribbons and other mics
used. For Meloy, Stark and Worden'’s vocals, Wun-
der Audio CM-7s were put into action.

In addition to playing electric and acoustic
guitars, Funk also contributed parts on pedal
steel, banjo, piano, drums, hammered dulcimer,
percussion, synthesizer, mandolin, autoharp,
marxophone, hurdy-gurdy and bouzouki. “You
can get carried away,” he says wryly, “and for a
while The Decemberists were into ‘instrument
novelty.” But now we've gotten really good at ar-
ranging and writing parts that make them sound
like they're supposed to be in the songs.

“We've become obsessed with British folk
and folk-revival music, including Fairport Con-
vention and Richard Thompson, along with Gen-
tle Giant and prog-bands. The song ‘The Hazards
of Love I’ is like a straight-up Pentangle rip-off in
my mind,” he says with a laugh.

Mixing was done at Supernatural (located
on the outskirts of Portland) during late Octo-
ber 2008. Martine chose the studio because it
has an API Legacy that sounds great and had
enough inputs for Hazards' densely layered
songs (some of which also feature strings). “It
took me about two-and-a-half weeks to mix it,”
Martine says. “The other bandmembers came
out a couple times, but 1 mostly talked with Co-
lin over the phone and e-mailed him mixes be-
fore he signed off on them.

“[The CD) made more and more sense each
day we worked on it, even up to the last mix. For
real fans of music and albums, this type of record

isn’'t being made much anymore.” I
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Allen Toussaint

NOLA LEGEND EXPLORES EARLY JAZZ, BLUES

By Chris J. Walker

Allen Toussaint has long been one of New Or-
leans’ most revered artists: a quintuple threat as
songwriter, arranger, producer, pianist and singer.
The 71-year-old is probably still best known as the
writer of such Crescent City classics as “Workin’
in a Coal Mine,” “Ya-Ya,” “Everything I Do Gohn
Be Funky,” “Yes We Can Can” and “Java,” but his
arranging and production work has transcended
city and state borders.

Even before Hurricane Katrina forced him
out of New Orleans—exiling him to New York—
Toussaint frequently worked outside of his home-
town. In fact, just prior to Katrina, he and a
number of other top singers—including Ann Pee-
bles, Billy Preston, Mavis Staples and Irma Thom-
as—recorded the emotion-packed album I Believe
to My Soul at Capitol Studios in Hollywood. That
disc was produced by roots-oriented singer/song-
writer Joe Henry, and then after Katrina, while
Toussaint was in New York, he also contributed
songs to the superb anthology Our New Orleans,
also produced by Henry. In 2006, Toussaint and
Henry teamed up with Elvis Costello to make the
well-received River in Reverse CD.

Though Toussaint has put out several fine al-
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bums under his own name, he is known more
as a consummate collaborator, and that reputa-
tion is confirmed on The Bright Mississippi—an
exquisite, mostly instrumental tour of early blues-
influenced jazz. With his sure, inventive piano
playing in the foreground, Toussaint and a small
group tackle a dozen tunes by the likes of Sydney
Bechet, King Oliver, Jellyroll Morton, Django Re-
inhardt, Thelonious Monk and Duke Ellington.
“This was Joe Henry’s brainchild to do
all those wonderful standards: ‘Solitude,’ ‘Day

"

Dream’ and ‘Egyptian Fantasy,” Toussaint says.
“[ considered [those songs] very serious and dear,
but had traveled on another path.” Henry pitched
the project to Toussaint and to Nonesuch Records,
and he picked the musicians: clarinetist Don By-
ron, trumpeter Nicholas Payton, acoustic guitarist
Marc Ribot, bassist David Piltch and drummer/
percussionist Jay Bellerose, along with special
guests Brad Mehldau (piano) and Joshua Redman
(tenor sax), on one track each.

Henry says, “l started going through my
iPod, and found a lot of material that [Toussaint]
could really own or interpret in a very authentic
way. We did talk about doing it in New Orleans,

but it had much more to do with the musicians
I wanted in the room.” The producer picked Ava-
tar Studios in New York because of its large track-
ing space, where he had the players form a circle
around Toussaint’s piano. The live sessions took
place March 19 to 22. 2008

Henry wanted a lot of natural bleed and room
ambience, and he specified the use of ribbon mics
as much as possible. Other details of recording
and equipment were left to
engineer/mixer Kevin Kil-
len (Elvis Costello, U2, Pe-
ter Gabriel). “The room has
such a wonderful sound it’s
almost impossible to make
a  bad-sounding record
there,” Killen says. “Wher |
first started out at studios in
Dublin, a lot of the sessions
were acoustic in nature, but
not in the jazz idiom. That part didn’t bother me.
I was more concerned about the separation and
getting a sense of realization at the same time,
especially from putting the drums in the room.
Fortunately, the musicians were very good at tem-
pering their dynamics to the sound of the room.”

Among the mics Killen used were Electro-
Voice RE-20, Shure SM7 and SM57, Yamaha
MS-10 sub kicks, AKG 451 and Coles 4038 (over-
heads) for drums; for Bellerose’s assorted percus-
sion devices, Neumann KM-84s; for acoustic bass
and the guitar, a combo of a KM-86 and Royer
122; for piano, Schoeps CMC 5 and Royer SF-24;
trumpet was captured with an RCA 44 and Royer
121; and clarinet with a Neumann U67 and Royer
121. Room mics were Neumann U87s suspended
and Royer R-121 on the floor. No outboard pre-
amps were used; everything went directly to the
Neve 8088 console, with very little EQ and com-
pression, to Pro Tools.

“The mixing occurred a couple months lat-
er at Sevonay Sound in Chelsea,” Killen says,
“[though] | had done roughs at Avatar, with the
balancing set. I found a basic outline that worked
on all the tracks, adding some reverb, and was
done in three days. Allen listened to it at Avatar,
made some comments, and after several quick
adjustments it was done. It was great fun, and [
was delighted that everyone thought the record

sounded great.” Il



THE ONLY AUDIO INTERFACE THAT HAS 10 CLASSIC MIC-PRE’S FOR YOU TO CHOOSE FROM.
WHERE ELSE CAN YOU GET $30,000 WORTH OF CLASSIC STUDIO GEAR FOR $999?*

Focusrite’s Patented Liquid Mic-Pre is the only technology on the face
of the planet that can deliver 10 classic Mic-Pre’s to your fingertips. A
Neve 1073 to make the most of a silky female vocal. A Focusrite Red
to capture every subtle detail of a fine acoustic guitar. Your choice of
classic mic-pre’s will make your microphones come alive and shine like
never before. Using the Liquid Saffire 56's Liquid technology to create the

perfect mic-pre / microphone match will inspire you to a whole new level.

The Liquid mic-pre technology inside the Liquid Saffire 56 fuses cutting-
edge analogue design with a unique Dynamic Convolution sampling
pracess to provide the finest selection of classic mic-pre emulations
possible. Couple that with Focusrite’s new rock solid Saffire PRO
firewire technology, and the Liquid Saffire 54 is the perfect nerve center
for your studio.

Calla Sweetwater Sales Engineer today to see how 10 classic
mic pre-amp emulations can make a huge difference in your
recordings!

www.sweetwater.com/LiquidSaffire56

LIQUID Saffire B6

. 7 T —
= _- ﬁ...l q.ll ﬂuu- m .
[ “’ ' ’ r -

mm |yg:f7’)_ !!m !gf\ ﬂ--

S heheaviou of wiveh was stadied for e L6

* Twao Liquid mic-pre’s featuring over $30,000 worth of classic studio gear
for only $999!* Now you can get your hands on:

RED 1 H - Based on the Focusrite RED 1 quad Class-A mic-pre
CLASS A ZA - Based on a Neve 1873 mono mic-pre

TRANY H - Based on the APl 3124+ discrete quad mic-pre

SILVER 2 - Based on the Avalon VT-737SP Valve channel strip
SAVILLEROW - Based on the HELIOS Console mic-pre/EQ module
DUNK - Based on the Manley SLAM! Transformer / Valve mic-pre
NEW AGE 1 - Based on the Millenia HV=3D 8 channel mic-pre

OLD TUBE - Based on a PULTEC MB-1 fixed gain valve mic-pre
DEUTSCH 72 - Based on TELEFUNKEN V72 valve mic-pre
STELLAR 18 - Based on UNIVERSAL AUDIO M610 tube mic-pre

6 additional channels of classic Facusrite mic-pre’s

Total I/0 count of 28 inputs and 28 outputs including ADAT and S/PDIF
Front panel 5-LED metering of all inputs

Flexible and intuitive zero-latency DSP mixer/router

Two separate headphone buses
» Superior 24-bit/192kHz digital conversion

*999.99 US MAP Price.

Sweetwater

Mussic Instruments & Pro Audio

Focusrite

For more information: HE INTERFACE COMPANY

800-222-4700 or
www.sweetwater.com

trad euseds d “ibe the third party produ

nindeperdentt




BPLUE OYSTER TULT

S8GENTS OF FORTUNE

Blue Oyster Cult’s

“(DON‘T FEAR) THE REAPER”

It still ripples through our culture. Released more
“(Don’t Fear)

The Reaper” has become a touchstone, It is still

than 30 years ago, Blue Oyster Cult's

heard on classic-rock stations, in movies (Hal-
loween and others) and even in videogames (Rock
Band). And who can forget Saturday Night Live's
“more cowbell” skit, which parodied a behind-the-
scenes look at the track’s production.

Appearing on BOC's Agents of Fortune album,
“(Don't Fear) The Reaper” peaked at Number 12 on
the Billboard Pop Singles chart in October 1976—
surprising for a hard-rock band known for its lit-
erate lyrics. But like a velvet hammer, “Reaper” is
paradoxically soft and powerful. It’s built around
an immediately compelling guitar riff. The vocals
speak of bravely facing one’s mortality.

Blue Oyster Cult got their start in 1967 in
upstate N.Y. when guitarist/vocalist/songwriter
Donald “Buck Dharma” Roeser and drummer/
vocalist/songwriter Albert Bouchard started a
band. They met up with Sandy Pearlman, who
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was a contributor to the rock magazine Crawdad-
dy, and he became the band’s manager, producer,
lyricist and mentor. Pearlman created the band's
name and signature icon (a cross merged with
an upside-down question mark). He also came
up with stage names for the bandmembers; only
Buck Dharma kept his nickname.

The band recorded their first demos in a New
York City 8-track jingle studio owned by David Lu-
cas. Pearlman brought those demos to his friend
Murray Krugman, who was a product manager at
Columbia Records. Krugman arranged an audi-
tion with Clive Davis, who signed them to a re-
cord deal in 1971. BOC's Columbia debut was
based on the demos recorded at Lucas’ studio.
The next two albums, which achieved Gold Re-
cord status, were recorded in Columbia/CBS Stu-
dios. During this time, the band became famous
for their live shows—even sharing the stage with
Black Sabbath on the notorious “Black and Blue”
tour—but they had yet to score a hit single.

The band wanted more antonomy on the
choice of recording studiv for their fourth stu-
dio record, Agents of Fortune, and chose to work
at Record Plant New York City. “Cheap Trick had
been there, Aerosmith had been there, Blondie
was there,” recalls Roeser, who still tours with
BOC. “We felt that we needed to access this pool
of success and talent so that we could sell some
records.”

Betore heading into the Record Plant, each
member of the band acquired newly affordable
“pro-sumer” TEAC 4-track recorders to aid in
their songwriting. Using his TEAC 3340S reel-to-
reel and a couple of mics, Roeser recorded a demo
of “(Don't Fear) The Reaper” in his spare room.

Roeser was thinking of his own mortality
when he wrote the song. "It's a song about fate,”
e explains. “The idea of the song came from a
worry thal I wasn’t going to live long. The riff
came out of the ether; it just came to my fingers.
Then the first two lines of the lyrics came the
same way. | recorded some of the vocals, and then
the idea of the song came to me. That was my first
experience with multitrack recording, It definitely
changed the way Blue Oyster Cult wrote and ar-
ranged songs. Once we started writing songs us-
ing the multitrack recorders, our demos got more
fleshed-out and thought-through.”

Pearlman, who currently teaches at McGill
University in Montreal, noticed the change in
the band’s songwriting and arranging. “In 1976, a
whole bunch of cheap, but fairly decent, multitrack
recorders were available,” he says. “The members
of the band began making more elaborate home
demos. One of these demos was Buck Dharma’s
‘Reaper.’ I heard that demo, and I thought, ‘This
is one of the greatest songs I've ever heard!" I im-
mediately recognized the guitar riff was not just
box office but something extremely deep,”

“The signature guitar riff was recorded with
a Gibson ES175 that belonged to Murray Krug-
man,” Roeser recalls. “He brought it in, and said,
“Try this guitar.’ That's what I happened to be play-
ing when we recorded ‘The Reaper.’ It was record-
ed out of a MusicMan 410 combo amp. The lead
solo was an overdub recorded with my 1969 Gib-
son SG running through the same amplifier.”

Shelly Yakus has recorded hit records for
some of the biggest rock acts, including John Len-
non, Tom Petty, Alice Cooper and U2. Currently
designing sound for mystudio.net, Yakus was
VP of Record Plant New York City when BOC
brought in the Agents of Fortune project. To cap-
ture the song's signature guitar riff, Yakus record-



ed four tracks of guitar: a direct feed, one SM57
and one Beyer 160 close-miked on Roe<er’s Mu-
sicMan 410 combo amp. and one Neumann U87
as a distant room mic. The guitar tracks were
seut irough ait CMT plate and then recorded on
an MCI 24-track. A 15 ips tape delay was recorded
right on some of the guitar tracks during the re-
cording.

Pearlman raves about the Record Plant's
gear of the era* “It was just great-sounding tape
machines. Great-sounding console,” he says. “All
these microphones dating from 1948 to 1976. And
all this outboard gear. We used more outboard
gear mixing Agents of Fortune than | had used al
any time before that.” Some of the onthoard gear
used on “The Reaper” included Fairchild mono
compressors, APl 560 graphic equalizers, Flick-
inger EQs, and Roger Mayer and Pye limiters.
(Roy Cicala was the driving force behind Record
Plant New York City in those days and helped
provide the top-notch gear.)

“(Don't Fear) The Reaper” stands apart from
other BOC songs because Roeser sings a mellow
lead vocal instead of the band's primary vocal-
ist, Eric Bloom, who is known for his edgy style.
Roeser sang softly into a Telefunken U47 tube
mic, which Yakus says,

“lit up Buck’s voice. The
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Blue Oyster Cult, circa 1976, from left: Allen Lanier, €Eric Bloom, Albert Bouchard, Joe Bouchard and
Donald “Buck Dharma” Roeser

room we recorded in was very dry with carpets
and padding on the walls. But the room com-
bined with the outboard equipment had a very
cool sound.” The vocals went through a Pultec
EQ and an LA-2A compressor right to tape.

As for the song’s drum sounds, Yakus ex-
plains, “A good snare sound adds excitenient to
the drum kit and the entire song.” To achieve

that, he took the original snare track, gated it and
then sent it back into the studio, where a snare
was resting on top of an upward-facing speak-
er. A microphone was placed over the speaker/
snare combination to capture snare hits. Yakus
then blended the original snare with the “aug-
mented” one.

Another distinctive percussion sound is the
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delayed hi-hat at the beginning of the guitar solo.
“Record Plant has great-sounding echo cham-
bers,” Yakus notes. “I sent the hi-hat into a tape
delay and then into the chamber. I EQ'd the tape
delay and EQ'd the reverb that came back from
the chamber so that it matched the sound of the
original hi-hat. Then I fooled with the tempo of
the delay.”

During the final mix, Yakus worked from
the top down: “1 started with the voice, added the
guitar that carries the song and then I put the
rhythm section in after that,” he recalls. “I fooled
with that balance until it felt really good. Then 1
added whatever instruments were left.”
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“Shelly and | were in charge of the mixes,”
Pearlman explains. “We would do submixes
of the rhythm elements until they were solid.
Then we would put the submixes through at
least two pieces of gear from very different
generations—like maybe a mono Fairchild and
then an ADR—and we got some really interest-
ing sounds.”

The production team worked on Record
Plant’s unique DataMix console. “The console
looked like an upright piano,” Yakus says. “The
faders were in the usual place, but the equalizers
and the meters were like an upright piano. You
could hardly see over the top of it into the room.
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But that console sounded really, really good. They
did Mountain's ‘Mississippi Queen’ and John
Lennon’s Walls and Bridges on that board.”

Yakus explains how he made Roeser’s guitar
solo stand out in the mix: “We used a 4-track tape
machine as a delay machine. We sent the guitar
solo into the first track, and then the first track
into the second, the second into the third, and the
third track into the fourth. We then took an out-
put from all four tracks up to the console, and we
would mix all four delays with the original gui-
tar track. We did this while sending the fourth
track into the first track using a fader to control
the level. At the time, people had daisy-chained
channels before, but it was a little unusual to do
it with a 4-track.”

“The guitar solo and the basic rhythm track
were recorded in one take. They were not edited
or punched into,” Pearlman adds. “We got fan-
tastic analog ambiences from the live chambers
and EMT plates. Because we had as many analog
ambiences as we wanted, the song has this cloud
of unknowing, this infinite extension.”

“We did a 5.1 remix of these tapes,” Yakus
says of the song. it was remarkable to hear what
the mid-'70s equipment sotinded like. The sounds
by themselves were decent; it was a good record-
ing. But when you heard it all together, when you
put all the faders up, it was special. When that
song starts out, in the first few notes, you know
it's “The Reaper,” and it creates this vibe that just
takes you over. There are a few songs that can do
that, and ‘The Reaper’ is one of them.”

Probably the best-known cultural reference
to the song is the “More Cowbell” skit on Satur-
day Night Live from a number of years back. In
the skit, Christopher Walken portrays a producer
known as Bruce Dickinson, and Will Farrell en-
thusiastically plays the cowbell as fictional char-
acter Gene Frankle. The routine is hilarious, but
the original producer of the song was Pearlman;
Dickinson was the re-issue producer. To this day,
there is still some debate about who played the
cowbell part: Both vocalist Bloom and drummer
Bouchard claim to have played it. According to
Roeser, “The idea of the cowbell was actually Da-
vid Lucas’. And it's not really that loud.”

Roeser’s skillfully arranged, recorded and
mixed 4-track “Reaper” demo is now available on
Columbia’s 2001 re-issue of Agents of Fortune. “My
overriding concern was that the vibe of the demo
be preserved,” Roeser says. “And I think that was
successfully done. The final is very similar to the
demo arrangement. In the moment of creation,
I had no idea what the world would think of the
sung. IU's been gralilying to see sotnething that
has rippled out to the larger culture.” Il



| Out Boy

When punk-pop rockers Fall Out Boy
hit the road in support of their lat-
est, Folic u Dewx, with five other bands

(Cobra Starship, All Time Love, Hey
Monday, Metro Station and 50 Cent),
the band’s longtime front-of-house en-

gineer Kyle Chirnside knew he had to
cut down his FOH footprint to accom-

modate mixing all the acts. To do so,
Chirnside looked toward Midas' new
Pru6, a simaller version of the X18.
“I'm super-excited about this
thing,” he says. “Midas told me about
the XL8, their first digital-format con-
sole, which is considerably larger than
the Pro6. 1 worked on it a few times

rhythm guitar), Pete
lentz (bass/vocals) and
Andy Hurley {drums)

=

By Candace Horgan

and fell in love with the sound. [ told
the people at Midas | was sold on the
desk. but the cost had to be worked
out with our production management.
With cutting touring costs, the XL8
was not affordable for that tour. When
I heard Midas was doing a smaller for-
mat of the XL8, the Pro6, | wanted to
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::live | fall out boy

get in on it right away, and Midas has been awe-
some about it. T used it first in Australia, then
the UK and Europe. In the U.S. now, we have
five bands on this tour, and they all go on this
desk. It's Linux-based, so I'm not worried about
losing our shows. I've been on every digital
console possible, and this desk is the easiest to
jump on and function, and it has the signature
Midas sound.

“Midas took the guy who designed the Heri-
tage Series and XL Series and made him work
with digital people so he could show them what
the analog desk was doing to transfer it over to
the digital domain,” Chirnside continues. “In-
stead of having a footprint at FOH where I have
an XL4 and a [Yamaha] PM5D [ for the openers]
before, now I'm just using this.”

Though Chirnside did bring some outboard
gear, he found he preferred the Pro6’s onboard
selection. He says that using a TC Electronic
D-Two delay as the onboard delay is “a little bit
overboard for what I need to use it for. I'd rather
just reach over and tap and go. Plus, I always
used Distressors before, but then I found these
3-band compressors on the Pro6, so I've been
putting those on my vocals instead. They sound
really good; you kind of have to mess around
with them a bit, so I'm using them instead of
Distressors.”

One thing that has changed on this tour
is that there are no guitar or bass cabinets on-
stage. Lead guitarist Joe Trohman is using an
Engl amp directly into a Palmer PGA-04 ADIG-
LB, while guitarist Patrick Stump uses a Mar-
shall DSL 20000 into the Palmer, and for a clean
channel sound a Line 6 POD with a direct out.
Bassist Pete Wentz is even more simplified, us-
ing one line into a Tech 21 SansAmp pedal and
one through a Countryman DI.

Joe Trohman provides background vocals while his hands take a
rest from fret work.

Front-of-house engineer Kyle Chirnside (at the
Midas Pro6) has slowly taken away a "perfor-
mance crutch” from each of the bandmembers.

“We've been taking away all their crutches
since day one,” Chirnside says with a laugh.
“It used to be two full stacks onstage, two full
bass rigs onstage, full monitor rig, sidefills, no
in-ears. Within the last five years, we’ve taken
away one crutch at a time. Now we're sans-ev-
erything—no sidefills, no wedges. All the drum-
mer [Andy Hurley] has is a Thumper on his seat.
It keeps tic stage really Guict.”

Asked about the tonal differences between
a DI and the moving coil of a speaker, Chirnside
acknowledges that there are a few, but the Palm-
ers come close to simulating an actual speaker.
“We went through a lot of different Dis and
combinations for the guitars because it's hard
to replicate the sound of a speaker moving. Ba-
sically, you turn the Palmer up to the wattage of
head that you're using and the output is speaker-
emulated. It’s not like a speaker
moving, but it's pretty similar.
It gives them confidence be-
cause they can get the tone they
want without the cabinet.”

With no cabinets onstage,
monitor engineer Mike Baehler
finds his job a lot easier. “It’s all
in-ears,” he says. “I have seven
stereo mixes through Sennheis-
er GTs, one mono mix and four
effects.” Baehler works on a Ya-
maha PMSD digital console,
running at 24/96 on an exter-
nal clock, an Apogee Big Ben,
which he says gives a wider ste-
reo image and sounds better.

“I have enough faders be-



Monitor engineer Mike Baehler has seven stereo
mixes. one mono mix and faur effects coming off
the Yamaha PM3D digital coiisole.

cause | have a lot of stufl' | have te do, and it's
reliable as hell,” Baehler says of the board. “It’s
not very fast, but thal's vkay. I've been using it
for a long time and it works. 1t’s not huge, like
the 1D, but it works.”

The bhand also made the switch from Ul-
timate Ears UE7 models to the UEI1s, which
taehler says have a lighter bass. *The bass
player loves them. Even me. I'm here two (eet
trom the P.A. and | can tell the definition.

Meanwhile at FOt1, Chirnside mixes in ste-
1eo, using the Palmers o double up the signal
and runs without any compressors or gates, trying
to make the music imitate what the concertgoer
sees the performers doing. “When | first started
with them, thoy were just a punk rock band and
their songs were all one level—all the same gui-
tar tone, all the same everything,” he remembers.
“For this album, they’ve added more dynamics to
their songs so I had to adjust to them. The only
mics | have anstage are the vocals and the drim
kit, so [ can get a real clear mix out there.”

All the vocal mics are Shure SM58s. The
drum mics include an Audix D6 and Shure
SM91 on the kick drum, a Shure Beta 98 on the
top and a Shure SM57 on the bottom, and Shure
SM137s on the hi-hat, overheads and ride. tor
the toms, Chirnside still prefers the Audio-Tech
nica AE3000.

Up In the Air

This tour is being licard througle o proprietary
Clair line array; system tech Dave Coyle (who
has worked with Chirnside for four years) is
managing the system The tonr is carrying an i-3

system comprising |6 cahinete aside; when Mix
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Main Monitor System
$14000 Inc shipping
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2 x Chord SP¢
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proaudioeurope.com

+44(0)207 281 4478
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Its multipattern versatility and clever shock mount
make it a natural for M/S setups. With more settings
than any microphone that I've used (in recent
memory at least), and a low street price the CS5
represents good value in the (more crowded than
ever) marketplace...

-Richard Salz
Pro Audio Review
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::live | fall out boy

caught up with the tour in Denver at The Fill-
more, they flew cight per side. Rounding out the
rig are 12 Clair BT-218 subs and eight Clair FF-2-
Hs for front-fills.

Powering the array is a new system from
Clair. “We have a new amplifier system called
a StakRack so we're using Lab.gruppens, and
the Lab.gruppens actually have integrated pro-
cessing in all of them, so we’ve eliminated Drive
Racks; now, we just have one amplifier handling
multiple speakers,” Coyle explains. Coyle tunes
the system via Clair iO, and Chirnside will make
any final adjustments.

“We're carrving enough to do small arenas
and sheds, sn you come in and find out what
can actually fit in the room,” Coyle explains.
“We shoot the room, take all the measurements
and enter it into the Clair AlignArray program,
and it will help me with the numbers I have to
display on the cabinets, and from there on out
it's using your ears. You see what the room has
Lo ufter and how loud you can actually get it be-
fore the room starts to fight back. In the morn-
ing, | do all the tuning and | hand Kyle what I
consider to be a Hlat EQ for him to start with,
and he’ll tweak it from there. Since we're run-
uing with five bands, 1 usually tune the system
a little bit bright and sort out what they actually
need for the day.”

Sync It Up

For the majority of the tour dates, the musicians
are getting a full-on band mix in their ears, but
with The Fillmore date, they also got a click track
to help with some of the video synching, as they
were doing an HD video shoot for an iTunes/
Live Nation release this year.

For that, Chirnside turned to a Midas
DM9696 recorder. “It basically saves everything
to WAC files so you can dump it into Pro Tools
later or store it as archives,” he says. “Midas was
gracious enough to send it out so we could check
it out. It did glitch last night and shut down on
us, but we were able to get it back up and we got
the rest of the set, so hopefully we'll get every-
thing tonight.

“The band always has me do their live stuff,
which is cool. Patrick and Pete say, “You've been
mixing us for five years; why would we want any-
one else doing it>" | mixed their Live in Phoenix
CD/DVD last year and I've done most of the TV
performances that weren't live. It’s pretty fun; it
kind of opens up my venue a little bit. [ don’t
have to worry about super loud kids screarning;
I can sit in a studio and mix a show.” Ml

Cundace Horgan is a Denver-hasod writer.
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