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INGENIOUS

Intelligence is relative. Except when itcomes  between a multitude of broadcast audio
to broadcast tools. Consider the Dolby® formats, and supports the next-generation
DP600 Program Optimizer, a flexible technologies Dolby Digital Plus and Dolby
file-based platform for cable, satellite, Pulse. Add automated loudness analysis
IPTV, terrestrial TV, and postproduction and correction with Dialogue Intelligence”,
environments. With capabilities to rival a  adaptive upmixing, and other innovations,
full rack’s worth of gear, the DP600 can  and it’s easy to see why the Dolby DP600
encode, decode, convert, and transcode is, quite simply, in a class by itself.

m DOLBY@ dolby.com/dp600

Doiby and the double-0 symbal are registered trademarks of Doiby Laboratories. Dialogue Intelligence
1satrademark of Duby l.aborstories © 2009 Dolby Laboratories, inc. All rightsreserved $09/21278




'_-’(' )

Ve |

“My left-brain was craving to know

technically exactly what's going on inside
of the Maserati Collection plug-ins, but
my right-brain is telling me it all sounds

great.”
Barry Rudolph

Mix Magazine

“Gorgeous sound.”
MusicTech Magazine

ON THE-TRACKS

“The plug-in world is a better place with
the Maserati Collection in it.”

Cliff Goldmacher
Audiofanzine.com

“You could hire Tony Maserati to sit in
on your mixes...but if you want an out-
of-the-box solution that you can afford,
the Maserati Collection is really the

only game in town.”
Paul White
Sos

6 Application-Specific Audio Plug-ins created in
collaboration with the multi-Platinum mixing engineer.

Winner of the 2009 Musikmesse International Press
Award for Best New Studio Recording Effects Software.

The Tony Maserati Collection is Native, and is available separately as ‘ ‘ ‘

well as in all versions of Waves Mercury. ' '
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-quality
components, and rock-solid reliability. Tower, rack, or portable,
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Sweetwater
Creation Station

Toft Audio ATB-32

Mixers

The mixer is the nerve center of your operation, and we know you
want the best possible unit for your money. Our knowledgeable
Sales Engineers are here to help you find the one that's just

right for you. We carry an incredible range of mixers from

Allen & Heath, Mackie, Yamaha, and many more.

ALLENEHEATH MIACKIE. & i hudolsgps TASCAM

7dey D YAMAHA

Bricasti Design Model 7
- o r

Lexicon PCM96
Studio Processors

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

Eventide tcelectronic |exicon dbx ¢ vaMAHA @

Sweetwater has the right computer for you!

Computer Audio
Production

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

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

Digidesign
ICON
D-Control

i) adigicdesigm

MANCKEE. =fuphonly
M-AUDIO MOTU 4 PreSonus

jitstrntinpasy

Universal Audio 6176
Preamps

There's no more important item in your signal chain than

a good preamp — and we have a huge selection of them.
Whether you want to add “color” to your sound or seek
pristine transparency, Sweetwater has the preamp that's
just right for you, from great manufacturers, such as Avalon,
Focusrite, PreSonus, and Manley, just to name a few.

Sulid State Lugic 49 VIN

i {5 PreSonus

>
Focusrite

sweetwater.com




JBL LSR4328P Pak

Studio Monitors

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

GENELEC“’ dynaudioacoustics
MNCKIE. ALESIS TANOY

LN

Microphones

We've got an incredible 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

(Maudiotechnica. [ SENNHEISER
beyerdynamic)}}) RQDE €arthworks

ree. ThE Ene

(800) 222-4700

' Free Is Good!

You get MORE for FREE when you
buy music gear from Sweetwater

Service, Support, Value, and the Gear
You Want, in Stock and Ready to Ship

FREE Shipping FREE 2-year Warranty

We offer the best ' \ You won't - "
shipping deal inthe ~ ## 5ﬁ,§£ ¥  find this kind : LA
industry — most 0 MNMUM PURCH of protection N ot
items ship FREE! anywhere else!

What's more, we work hard to turn We automatically cover your gear for
around orders as quickly as possible, the first two years after the purchase,
so you'll get your gear sooner. giving you added peace of mind.
FREE Professional Advice FREE Tech Support

QOur staff is made up of Have questions Sweetcare :
highly trained pros who about your

gear after you've received it? Our Tech
you do. They're happy Support team is here to help. We also

to help you find what offer a wealth of online resources you can
works best for your access anytime.

particular setup.

Call today for help with your gear needs and questions —
and count on us to take care of the rest.

love gear as much as

>,

. .
’-mni‘;.'

Sweetwater
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On the Cover: Seven
seasons of high-pressure
post work on Amenican
Idol are just part of the
reality-TV game for the
staff of Levels Audio in
Hollywood. Photo: Juer-
gen Nogai. Inset: Steve
Jennings.
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FROM THe €DITOR

P> Time to Step Out and Step Up

t would have been easy to put a shot from American Idol on the big screen

I of this month’s cover. It’s a certified Number One show every week it airs,

and for the past seven years, it has served as something of a calling card
for Levels Audio of Hollywood, bringing them America’s Got Talent and So You Think
You Can Dance?, among many other weekly shows, including the HBO hit Flight of
the Conchords. They're great gigs, steady as she goes, practically guaranteed repeat
business.

But then Levels founder/owner/mixer Brian Riordan called and said he would
like to pop in a still from Expedition Africa, a show tracing the Staniey and Living-
stone adventures for the History Channel. His logic, as he explained it, was that
everybody knew he did Idol; people around town already associated him with that
high-pressure reality-show environment. He loves the shows, but he feit like he was
getting too promotional for a cover. At the same time, he was really jazzed about
heading into equatorial Africa and showcasing the range that his tight-knit and hard-
working staff enjoy. | applauded the move, and it got me thinking.

It's awfully easy to get pigeonholed in this day and age. You need a heavy-metal
track? You need to hire Producer A. You need a blockbuster track for a special ef-
fects~driven summer release? You need to hire re-recording team XYZ. You need a
score for a multiplayer race game? Well, then you have to hire game audio composer
}. Why? Because you need the confidence, and these professionals have a track
record.

But that track record can be a double-edged sword for an engineer, pro-
ducer or composer. Much like a mystery writer can have a hard time launch-
ing another character when all their audience wants is another Dave Ro-
bicheaux plotline, so too can an audio professional be locked into a particu-
lar area of expertise. And it's not always fair. Most every professional I've met
across more than 20 years of reporting on professional audio has wide and
varied interests, along with talents across multiple genres. Most got into
audio because of a love for music—all types of music. To presume that a hard-
rock producer would not be right for a singer/songwriter might seem logical, but it
wouldn’t always be correct. If Rick Rubin can do the Beasties, Slayer, Johnny Cash
and Neil Diamond, certainly others can show their range, too.

So while it might seem best in this current economic climate to hunker
down and go with what you know, it might also be the absolute right time to
branch out and head to Africa, literally or figuratively. Shake things up. Ex-
plore your interests. Bid on the romantic comedy. Step out of your com-
fort zone and see what happens. Certainly, you don't want to neglect a cli-
ent like Idol, but then you never know where the next Ido!/ will come from.

/(Z(,‘nw (D Y

Thomas A.D. Kenny
Editor
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SONAR V-STUDIO 700

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.

Roland and Cakewalk, two music technology leaders, have
combined the best of their engineering talent to address the
growing needs of modern music professionals.

SONAR V-Studio 700 offers the modern music producer a
variety of 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. Now available at select retailers.

it | _. ;/‘p

mixing features in SQONAR V-Studio 700:
www.sonarvstudio.com/mix

e g~

IT'S YOUR MUSIC.
TAKE CONTROL

KEYBOARD
KEYBUY
AWARD

“Buying similar components
separately would cost the same

or likely more, and they wouldn’t

form this well-oiled a machine
right out of the box. I'd go so

far as to say the V-Studio 700
is way better than it should be
for the price—a clear Key Buy
winner.” -Craig Anderton

SONAR V-Studio 700 includes:

.

Watch a new video on some of the advanced

SONAR 8 Producer
VS-700C V-Studio Console
VS=700R V-Studio Interface

Integrated Roland Fantom VS synthesizer

Rapture virtual instrument

V-Link for video integration

:akewaii<

by Roland




ON THE COVER

Levels Audio—Reality Titans Keep Rolling

F ound 119G8 Dy producer and

Founder Brian Rior-
dan at the ICON
(above), and with the
staff of Levels Audio.
Standing: Conner
Moore {left) and Rior-
dan. Center row, L-R: Jennifer Tran, Rami Hochenbaum, Thessa M'Loe, Mike Franktin, Matt Slivinski,
Becca Zagorin and Christine Fernandez. Front row, L-R: Jamie Ledner, Melissa O’Leary and Adrian
Ordonez.

8 MIX AUGUST 2009 | WWW.MIXONLINE.COM



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 multidimensional
surround panning and
bussing into all current
and future formats.
Built-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 cost than any
equivalently equipped

WORLD’S FASTEST EDITOR

Edits and processes in
realtine without render-
ing. Has zero perceptible
latency when recording
live. Reads and writes
session and media files
like AAF and MXF.

=

iy,
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BUILT-IN VIDEO SERVER

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

ADAPTIVE CONTROL SURFACE

An adaptive control
surface with self-labeling
key switches. Centrally
control the entire system
or expand as desired

to form a large tactile
console environment.

XYNERGI HiDef

There's a 1ot more to the story. Like the fact that the Fairlight Xynergi HiDef costs less than any equivalently equipped
system. Try to assemble all the components above and you'll understand what we mean. Just add monitors, displays, four
walls and you're in business. These are no-compromise systems that can handle any audio project with ease - from a quick
recording session to the final mix for an IMAX feature film. Contact us to learn more.

FAIRIMGHT

STIMULATES YOUR MIX
Exclusively available through top value-added-resellers including: DAL 5 3&“"""“""‘“&“--’-' ﬁ@b ””"’"%‘}‘ @

Represented by AUDIOAGENT < www. fairlightau.com « 626-793-3940




THE EVOLUTION...
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SF-24V

TUBE STEREO RIBBON MICROPHONE

“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.”

Alan Meyerson

Scoring Engineer (Angels & Demons, The Dark Knight, Frost/Nixon, Iron
Man, Pirates of the Caribbean: Dead Man's Chest)

Royer Ribbons - Handcrafted in Burbank, CA.



ROYER TUBE RIBBONS

¥ ) AL SCHMITT
i AMY WINNING
RDING ENGINEER

,/’\\
/2

. me.‘.z oy &
R-122V

TUBE RIBBON MICROPHONE

"When it comes to a ribbon mic,
there's nothing like a Royer."

Al Schmitt 7\
Recording Engineer (Diana Krall, Natalie Cole, Ray Charles, ‘ )

Chris Botti, Barbra Streisand, Steely Dan) " Iﬂ "

My

w www.royerlabs.com 818.847.0121

World Radio History



SESSIONS

Night Sky Sound—Tracking Under the Stars

One of the new studios featured in
Mix's “Class of 2009,” Night Sky
Sound (www.myspace.com/night
skysoundinc) is situated in a Medi-
terranean-style estate in Fallbrook,
Calif,, midway between L.A. and
San Diego. Owner Steve Donato
used to operate his studio in New
York City, but he says, “After g/u1,

business diminished. A lot of my
colleagues—musicians, producers
and engineers—moved to other
music cities like Miami, Nashville
and L.A. And I've always had my
heart set on the West Coast.”

Donato takes a lot of pride
not only in the unique aesthetic of
his 380-square-foot control room
(where fiber-optic stars on
the ceiling were patterned
after actual summer sky
constellations), but also in
the eco-friendly aspects of
the design.

“Besides being con-
scious of the environment
and our impact on it, and
wanting to do the right
thing, the astronomical cost
of energy here in Southern
California is a great moti-
vator,” Donato says. “So
our lighting systems are
very low-voltage; we use
low-voltage halogen or LED
bulbs wherever possible. We

Shawn Conrad provides

post-production services in
his €ar FX studio,
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also have a very energy-ef-
ficient HVAC system with
two separate zones—two
thermostats—so if our
machine room needs to
be cooled but the control
room doesn’t, we don't
waste energy.”

Night
around a custom Allen &
Heath Brennell Sigma con-
sole and Dynaudio Acous-
tics AIR 25 5.1 monitoring.
Also available are Genelec
1030As, a Studer A827 Gold
machine, Digital Perform-

Sky centers

er, Logic and Pro Tools.
Donato has amassed racks
of vintage Neve, UREI and dbx pro-
cessing, plus newer models from
Tube-Tech, Focusrite, Avalon De-
sign, Eventide, Lexicon, Drawmer,
Aphex and TC Electronic.

Designed for music and sound-
for-picture projects, Night Sky
Sound has hosted recording ses-
sions with producer Damon Elliot

in personal rooms.

This space in Mix is usually devoted to music recording studios,
but Shawn Conrad is proof that even in the sound-for-picture
world, some of the most high-profile projects are being cornpleted

working with newcomer Simone;

and songwriters Greg Strickland
and Tita Hutchinson (who write for
Tim McGraw) working on their own
album. Donato has also been doing
audio post for the pre-production
trailer for a film with the working
title Accelerator.

—Barbara Schultz

Conrad is a former rapper (Freshco) who became a post-
production mixer at Soundtrack (New York City), creating the radio
(clean) versions of hit songs such as Jay-Z's “Hard Knock Life”
and others for such artists as Method Man, ja Rule, Dru Hill and
other Def Jam artists of the mid/late 'gos. Replacing four-lctter
words with music and effects, Conrad developed an affinity for
the work that would become a new focus in his career. He also
did post for Fox’s King of the Hill as well as numerous television
and radio commercials while al Soundtrack, before moving on to
4Kids Productions, where he was a post-production engineer for
Japanese-style animation shows such as Yu-Gi-Oh and
Teenage Mutunt Ninja Turiles.

In 2005, Conrad took a gig with BT Post in Atlanta,
which brought him work on a variety of programming




%% €nvy on the Coast at Red Bull

€nvy on the Coast's second album was
recorded at Red Bull Studio {Santa
Monica, Calif) with producer Sean
Reavan (Marilyn Manson, Sustem of a
Down, NIN) co-engineering with stu
dio manager/engineer €ric Stenman

At Red Bull Studios, L-R: Brlan Bysne
(guitar, vo&ats), producer/co-¢ngineer
Sean Beavan, Sal Bussio {guitar, heys);
Nyan Hunter {(vocals, quitar, drums),
Jeremy Velardi (bass)

Red Bull has three 1so booths, so we
had a room tor each amp and Lhe band

played together in the big room with
the drums

PHOTO ERIC STENMAN

Track Sheet 2

designed to teach and encourage as-
piring DJs, songwriters, artists, pro-
ducers aud engineers. The program

regularly takes this show on the

L-R: Songwriters Lary,
Rodney and Alphonso Mizell
{co-composers of the Jack-
son 5's "I Want You Back"

Doppler include sessions with Ush-
er, produced by KP and engineered
by fan Cross, with assistance from
Zach Steele and Michael Hastie...

Producer Henry Golis recorded miu-

and “ABCY"); moderator

Karl Injex; Grammy-winning
producer Bryan-Michael Cox
(Usher, Mary J. Blige, Mariah
Carey) and producer Maes-
tro (Lil Wayne, Ice Cube, The
Game) at Doppler Studios.

sicians Charlie McCoy, D.). Fon-
tana, Mike Leech and vocalisis The
Jordanaires :t Merit Studios (Nash-
ville). Tom Pick engincered...Castle
Recording Studio (Franklin, TN)
proudly announced that numerous
CMT Award—winning artists had
recorded their projects at Castle this
vear. Brad Paisley, Keith Urhan.
Darius Rucker. Trace Adkins Alan
Jackson and the Carter Twins all
recorded at the famed studio known

'The band drove their
studio to record,” Stenman says

tour van to the
“One
that Ryan Hunt
er—normally lead vocalist and guitar
thi

"We were looking for a dirty, sexy
Southern sound like Zeppelin meets the
interesting note is Allman Brothers, with a little Hendrix
thrown in,” Beavan continues. “Like if

iditioned

road to different recording studios,

dio. When none of them clicked, Ryan  using a combination of Red Bull's Neve

1081 and SSL gooo

each time incorporating aspects of

steppedn.” K Series mic pre's local culture and music life into
"We tracked ev
th Ryan Hunt

{e's just a fantasti

Beavan confirms Immediately following, they got back

g

the program. The Academy recently
visited Doppler Studios (Atlanta).

where pros convened with student

erything live as a banc n their van to fill their support slot on

to be aformer hideout for Al Capone

er playing drums Taking Back Sunday’s U.S. tour

participants. Other happenings at  during the 1930s.

musician with a real feel for groove Barbara !

Send “Sessions"” news to bschultz@n "

by Barbara Schultz

for the Cartoon Network, as well as live-action programs such as TNT/Ste-
phen King's Nightmares and Dreamscapes. In '07, BT Post closed its doors
and Conrad took his next logical step by starting his own studio, now called
EarFX (www.earfx.com). The facility, which comprises a large main room
and a two-person vocal booth, is built into Conrad's home, but he took
pains to ensure that the tone of his place is anything but “basement.”
“Traditional studios usually have the clients sitting behind you,” Conrad
says. “The clients look at the engineer's back, and the engirieer turns around
to talk to the clients. | do a lot of work that ends up on TV, so my goal was
to have the clients feel like they're sitting in their living room. | put

my setup behind them, and they get a grip on wha the consumer is AR EULELLLE

room, with only a coffee table beé-
tween viewers and the video monitor.

going to hear at home while they're watching television.”

Conrad works almost exclusively inside the box, using Pro Tools
surround and he plans on completing that setup this summer. Some of the
recent projects he has completed include spots for TBS show My Manny,
the hour-long finale to MTV’s Ti's Road to Redemption and a series of ads for

Version 8. “When | do long-format sessions, like a documentary or
film,"” Conrad says, “| use the Frontier Alpha Track, which is a one-fader mod-
ule [pictured, left]. I'll use that to ride the faders instead of mouse-clicking for
a 40-minute show.”

He monitors in stereo via Genelec 8020s, but the studio is wired for

credit-report company Equifax. At press time, Conrad was in talks with Tyler
Perry's production company for an ongoing project. Stay tuned. Il
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L.A. Grapevine

itting smack-dab in the middle of Santa Monica’s bustling
post-house enclave, POP Sound is two audio post-produc-
tion outfits in one, and each is an industry leader. The home

theater division's regular clientele encompasses most of the major
film studios, from Sony to Lion’s Gate, while the commercial divi-
sion works with a passel of top-line ad agencies.

POP is housed in a two-story structure built in the 1930s and
more recently spiffed up in a hybrid style that's part-Mediterranean
and part-industrial. The 17,000-square-foot facility houses 1 mix
rooms: six for home theater and five for commercials. The com-
mercial mix rooms are being changed over to Pro Tools/ICON-
based mix and editorial systems, with three now in place, while the
home theater rooms are moving to a Neve DFC-based platform
with a DFC back end. Each of the larger rooms has a perforated
screen with theatrical-type, THX-certified drivers, while the small
rooms are calibrated using near-field home theater standards and
ADAM monitors. There's also an ADR stage boasting a Euphonix
console for dubbing and voice-over projects ranging from feature
films to videogames. Each of POP’s mix engineers is experienced
in both platforms.

According to operations manager Doug Clark, there’s an ongo-
ing synergy between the two realms. “All these new things that
come up in home theater only help the commercial guys from a
technical standpoint,” he explains. “When you’re mixing a com-
mercial, somebody else might be mixing The Flying Nun TV series
and coming across certain problems, and the solutions they come
up with could be applicable to the commercial side: ‘Hey, when you
do this in Pro Tools, this happens.” It's good to have that expertise
working for you across the board.”

Clark leads me into the conference room, where | meet direc-
tor of home theater Moksha Bruno and technical director Steve
Thompson. All three have been working here since the 'gos.
Thompson moving over from Dolby Labs, where he helped develop
the consumer side of the company’s surround program during the
laser-disc era; and Bruno rising all the way from serving coffee to
clients to her current executive post. The only person missing from
the POP Sound brain trust is executive producer Susie Boyajan,
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by Bud Scoppa

head of the commercial division, who's away on business.

POP has so many home theater projects that it runs day and
night shifts, the bulk of the work involving DVD mastering, encom-
passing film restoration and multichannel music mixing, with as
many as 50 projects running at any one time. It’s in this area that
all of the state-of-the-art technology and veteran expertise under this
roof take on a vital importance, one that serves art and commerce,
as digital technology is used to preserve Hollywood's vital legacy.
Last year, POP spent eight intensive months restoring the audio for
The Godfather: The Coppola Restoration DVD Collection, and recently
completed 71 and 5.1 mixes of the Stur Trek nwvies 1 through 10, as
well as a 5.1 remix on the Friday the 13th series.

“A lot of what we're doing is archeology or detective work,” says
Thompson. “We're trying to reconstruct what they did the first time
around, taking advantage of the ability to clean it up and raise the fi-
delity. But we're pretty well known for our approach, which is to stay

as faithful to the original as
possible. So there's a lot of

Foreground, Steve Thompson;
standing, Doug Clark, Moksha
Bruno and Susie Boyajan

that kind of scrutiny: listen-
ing to the takes for the score
and trying to figure out how
the whole thing progressed.
it also means reading what-
ever notes are still available—from track sheets to scribbles on the
tape boxes—to figure what belongs and what doesn’t.”

“We take elements from the original 33mm print, or the original
Ya-inch, 1-inch or 2-inch tape,” Bruno explains. “Sometimes we take
music from one element and the dialog from a completely separate
element. and then we take the mono mix from another element.
Fortunately, our clients trust us and give us what we're asking for,
which is every music element they can find. Don’t send us just one,
because that one might be incomplete or it might be shedding or
the tape’s disintegrating.”

“What we’re doing is saving these elements,” Thompson adds.
“In a lot of cases, if somebody doesn’t do something now, there will
be nothing to play back later—it'll be gone completely.”

I mention that the restoration work POP is doing parallels that
of the catalog divisions of the record companies. Clark points out
that legendary engineer/producer Bruce Botnick, best known for
his work with The Doors, was one of the company’s founders.

What changes do they anticipate are coming in audio post?

“We're seeing broadcast in general becoming a much wider
playing field,” Thompson replies. “In the last five years, we've
gone from being nearly 100-percent tape-based to a completely
tapeless environment. We're still making shiny discs. but movies
are transitioning to digital downloads. What does that mean for
sound, how we prepare, what our workflow is and everything
else? We're a service company that works with lots of different
clients: everybody has different needs. and juggling those needs
versus how we support that internally is a challenge. But we try
to rise to that challenge—to choose systems that are flexible,
to have various alternatives for people and in some cases be
able to understand what they want more than they know what
they want.”

“We don’t want to ever have to say, ‘We can’t do that for you,”
adds Bruno. “We don’t want to say no.” lll

Send L.A. news to Bud Scoppa to bsy777@aol.com.
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Dynamic Duo

Combining the ART PRO MPA 1I™ Class-A tube microphone preamp with the PRO VLA [I™ tube driven Vactrol®-based Compressor / Leveling
amplifier creates the ultimate two-channel input solution for critical audio applications. The PRO MPA Il offers variable input impedance, selectable
tube plate voltage, comprehensive metering and the ability to do true mid/side miking techniques ensure unmatched flexibility while delivering
unmatched warmth, presence and clarity to any analog or digitai recording. The PRO VLA Il uses an Opto-electronic circuit coupled with a 12AT7
vacuum tube in the gain stage making it the ideal dynamic control device capable of delivering a far more musical, natural sounding and
sonically transparent compression than competitive units in its class.
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e Variable Input Impedance For Flexible Microphone Voicing
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e Selectable Plate Voltage
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* Backlit Function Switches
e Discrete Class-A Input Microphone Preamplifier
e Low Noise at Lower Gain Settings
e Extremely Low Total Harmonic Distortion (THD)
e Wide Frequency Response
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* VCA-Less Vactrol Opto-Compression Design
» Mastering Quality Audio Signal Path with Tube Gain Stage

e Enhanced Link Mode — while in sterea link mode, channel 1 level control acts as
a master output level and channel 2 becomes a balance control between them,
~ optimizing the PRQ VLA Il for use as a mastering tool

e Variable Threshoid, Ratio & Output Controls

o LED Backlit VU Input/Output Level Metering

o LED Metering Indicates Both Average Level And Peak Hold

e Accurate Ten Segment LED Gain Reduction Metering

e +4dBu/-10dBu Mode Switch Optimizes PRO VLA Il For Interface
with Professional or Consumer Grade Components

o Active Balanced XLR And 14-Inch Inputs & Outputs

« Toroidal Transformer Reduces Mechanical & Electrical Hum

Vactrol® is a regisiered trademark of Perkin Elmer Optoelectionics

For more information on any ART products including the ProVLA 11, please visit
www.artproaudio.com



NASHVILLE Skyline

w ith the help of a cappuccino machine, some ribbon mics

and a Chris Huston—designed home studio, Grand Ole Opry
member Steve Wariner set about recording an album to honor the
memory of his greatest musical influence, Chet Atkins.

“It started with me just sitting around the studio, playing a piece
that Chet had recorded called ‘Blue Angel,” says Wariner, who
produces his own albums on his independent SelecTone Records.
“I wound up recording it, and then I put some upright-bass down,
and started liking the way it was turning out. | pulled out Chet’s
record from the 1960s, and it had castanets on it, so I started look-

ing around the studio for something that could sound like that. |
set up a Shure SMg7 mic and was tapping anything I could find.
Finally, I got the little cappuccino thing out, with the metal top on
it, and tapped on it with part of a woodblock—instant castanet. |

kept working, and the record really started there.”

In some way, the record—called Steve Wariner, c.g.p.: My Tribute
to Chet Atkins—Dbegan decades ago, when Wariner first met the man
whose guitar licks he'd been emulating since childhood. In addition
to being among the world's finest and most influential guitarists,
Atkins was producing records and running Nashville’s branch of
RCA Records in the 1970s, and Wariner was in the uncomfortable
position of having to hector a hero for a record deal.

“Oh, I was scared to death around him,” Wariner says. “Soon
after I met him. he called me, and said, ‘I'm going to be at [RCA]
Studio B on Wednesday if you want to come down.’ I thought it was
just going to be Chet, and when 1 got there I saw Jerry Reed, who
was working on an album with Chet. Chet said, ‘Steve, do that song
of yours, “I'm Already Taken,” for Jerry here.” I played the song, and
Jerry goes, ‘Damn, Chet. Sign this boy. What do you want, blood?’
Chet just chewed on his cigar and didn't respond.”

The men ultimately became close, and Wariner got his record
deal. Wariner paid close attention to Atkins' guitar work and to
his production style (“He didn’t manage everything to death—just
brought in great players, found great songs and let everybody do
what they do,” Wariner says). In putting the tribute album together,
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by Peter Cooper

Wariner sought to replicate certain elements of Atkins’ approach
but not to make an album that sounded like a time capsule. He
wrote songs for the project, including “Leavin’ Luttrell,” “Leona”
and “Chet’s Guitar,” playing the latter tune on, yes, one of Atkins’
guitars.

“I didn’t try to match original recordings of Chet's,” Wariner
says. “I wanted to have the warmth of his old records, but also to have
the sound be crisp and bright and soinewhat modern. We recorded
on my board, which is two Sony DMX-Rioos—they call them the
‘Baby Oxford'—put together. They may be a little out-of-date now, but
[ know them and I really like the sound. [Engineer]
Randy Gardner and I cut to RADAR, and then we
mixed to a 1973 Ampex ATR halfinch machine.
We've done the acid test on digital as opposed to
mixing to the Ampex, and this way there’s so much
more warmth, no
question to me.

“One thing |
did this time was
lo use vinlage RCA
ribbon migs, which
I know for a facl is
what Chet used on
his early stuff,” he continues. “And we didn’t do a
lot of vutboard things, except with echo. We used
an Echoplex tape loop and a new analog delay
pedal from MXR called the Carbon Copy. And also,
Tuscd a Lexicon LXP-15 11, because when [ traveled
with Chet he used that one.”

Wariner’s studio is above the garage at his

Steve Wariner uses two
Sony DMX-R100s, joined to
form a "Baby Oxford.”

Franklin, Tenn., home. He uses it mostly for his
own projects, but he has also recorded others there (including some
of Jerry Reed’s final sessions). Chris Huston—the Liverpool-reared
producer and engineer who worked with James Brown, The Who,
Led Zeppelin, Van Morrison and others—designed the studio with
the idea of making it a comfortable space for writing and casual
jamming, as well as for more formal recording. There’s an eleva-
tor so heavy gear need not be hustled upstairs, and there’s enough
studio floor space to handle a full band and a string section.

“Every nook and cranny of this place is wired for recording,”
Wariner says. “The garage is wired in case | want to throw on some
B3. And we made the control room extra big. I don't really need this
much depth for regular listening situations, but I wanted a deep
wood area in the control room because | wind up recording in here
just as much as in the other room. I write in here a lot, and as I'm
writing | set up mics and carve out tracks.”

While the new album features some of the tricks Wariner
learned from Atkins, the acolyte wouldn’t have been comfortable
attempting some of Atkins’ tricks.

“There are some things he did that I'd never have the nerve
to do,” Wariner says. “On one of my first sessions with him,
something was wrong with the 2-inch master, and Chet said, ‘I'll
fix it.” He reached over and pulled the tape off the machine, laid
it on a block and took a razor blade to it. I stood there with my
jaw open.” Ill

To reach Peter Cooper, e-mail peter@ petercoopermusic.com.
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Pradubs in IZha World of
Effacl_s-8aauvy

iven the complexity of
high-action movies, and
the fact that technology-
savvy directors retain their creative options
right up to the final print-mastering stage,
re-recording mixers face some difficult
choices. "As soon as 1 had read the script
for Watchmen, 1 knew that we could use
an extra three to four weeks on the mix,”
recalls Chris Jenkins, who, with Frank
Montano handling sound-effects tracks,
mixed dialog and music for director Zack
Snyder’s film about costumed super-he-
roes in the dystopian world of an alternate
America. “But you never get the luxury of
working in a linear fashion on a very spe-
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Film Ra-Racording

cial effects—heavy film that won’t be locked
{until close to print mastering]. The sched-
ule just didn't allow us that luxury; it's al-
ways fluid. We joke now that picture and
predubs aren’t locked; instead, they are
‘latched’—the film is fastened together, but
not necessarily glued together!”

Typically, an effects-laden motion pic-
ture will be assigned an eight- to 10-week
mix schedule, with five to seven days of
dialog predubs and 15 to 20 days of effects
predubs, followed by a four- to six-week re-
recording and print-mastering schedule.
During predubbing, the myriad component
elements prepared by the film’s sound-ed-

itorial team will be submixed into either

For Angels & Demons Tom'
Fleischman and Greg Rus-
sell worked ofgimultaneous
M&Es for foreigm-language
versions.

a left-center-right perspective or a full 5.1-
channel surround sound balance.

The Jenkins- and Montano-helmed
mixing project for Watchmen ranged over
a total of three dub stages at the Universal
Studios lot in preparation for a 5.1-channel
surround sound mix, a 2.5-hour IMAX ver-
sion, which Jenkins supervised in Toronto,
plus a DVD Director’s Cut and a second 3.5-
hour DVD that included a pair of additional
features on the movie’s comic-book origins
and complex back story. “Once we had seen
the movie,” Jenkins continues, “Frankie
[Montano] started to make a map with the
supervising sound editor on how he was go-
ing to lay out his predubs.
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“[ like to start at least three days—maybe a
week—ahead of him. If they want Frankie to get
started as well, he might start with Foley predubs
or something like that while [ get started on my di-
alog. But we try and rebel [against that idea]. [ like
to prepare one to two production-dialog predubs,
a couple of ADR predubs and a group predub for
at least three reels so that Frankie can be running
those into the monitors as be begins his effects
predubs and can design his mixes around the di-
alog. He'll build between 12 and 14 predubs for
separation, but 1 wait to do my group walla until
the end of the predub schedule.

“The idea is that when you're building the ar-
chitecture of the soundtrack, you are also build-
ing the final mix desk. And Frankie is also writing
automation data when he’s building his predubs.
Because our [Harrison] consoles have 512 inputs,
Frankie can put up the dialog predubs and then
volume-graph my sessions to make any overall
dialog-mix refinements a< he goes; that infor-
mation stays with the session. Then he starts ad-
justing his effects tracks against those levels, all
the time writing automation data. It is important
that we are able to put up a reel that has maybe
30 predubs and music and play the whole [sound-
track] for the director.”

“We had maybe 300 channels of effects
on some of the busier reels,” Montano recalls.
“For some of those reels, my working in paral-
lel with Chris lets me ‘shape’ the Foley and hard
eftects around the premixed dialog.”

“Watchmen was a very extended project; our
final mix was five or six weeks,” Jenkins offers.
“In theory, as soon as | have completed a reel
of predubs and Frankie has completed a reel
of effects predubs—five days into the premix

n

stage—we can play a trial mix for the director. We
also did three or four temp mixes, | recall,”

To handle the two extended DVD mixes
needed for Watchmen, Jon Taylor and Christian P.
Minkler mixed. respectively, dialog/music and ef-
fects on Universal's Dub 6 stage. “There was 25
minutes of new footage used on the two DVD
projects,” Jenkins explains. “We cloned our mix-
es for Jon and Chris [available over a SAN net-
work], who added several transitions for the Bluck
Freighter animated feature [and other bonus mate-
rial]. The studio wanted everything done simulta-
neously, with the full complement of M&Es and
foreign language mixes on all of the four sound-
tracks. We were working on the Watchmen project
for a total of five monthis.”

“The key to successful predubbing,” Montano
states, “is that all three consoles at Universal—
Hitchcock, Dub 6 and Dub 3—match the same
technical footprint. We are able to send console
antomation over Fibre-Channel networks alang
with access to the source elements and stems
[available as Pro Tools sessions]. We can also edit
each other’s automation data across all MPC Se-
ries consoles used for predubbing and final mix-
ing. Actually, when I'm premixing on one side of
the desk, I'm also making final passes on the ef-
fects section as I go.”

“In terms of passes under automation,” Jen-
kins adds, “five years ago we might be making 200
passes through finals: these days, we are doing
2,000 passes, maybe more on some larger films.
So when I sit down with Frankie on day one of final
mixing, he already has between 300 and 400 pass-
es of console automation on his effects section, as
he is balancing hard effects against backgrounds,

and then Foley against that. Consequently, a lot of

The 2012 crew at William Holden Theatre (Sony Pictures Stu-
dios), from left: Adrian Van Velsen, fernand Bos, Rick Kline/music

Jeff Haboush/dialog mixer, Michael Keller/effects mixer, Michael
Benavente/dialog and ADR supervisor and Fred Peck

his ideas are there in polished form, even at the
start of finals. It saves a lot of time.”

Increasing Crew Count
Seasoned re-recording mixer Tom Fleischman is
more used to working New York-style on film
projects, riding solo on dialog, music and ef-
fects, “But these days,” he notes, “with so many
effects tracks it is simply too much for one per-
son to oversee, so even in New York some proj-
ects have moved to two-man crews. Aiso, in New
York the supervising sound editors or effects edi-
tors often prepare sound effects predubs for me.
The downside is that these predubs are not usu-
ally balanced against the dialog predubs, which
means more work for me at the final mix stage.
“On Angels & Demons, which 1 mixed at Sony
Pictures Studios on the West Coast with Greg Rus-
sell [effects], we had a lot of foreign languages that
needed to be kept separate for the international
versions. For these [M&Es,] we needed to separate
the various languages spoken in the film, so I cre-
ated predub channels for English, ltalian, Latin,
Spanish and German, We had around 30 dialog

Greg Russell: "If
you give 10 differ-
ent people the same
elements, you'll get
10 different predub
mixes!"

tracks, where normally I might have around 16. 1
prefer to create my own dialog predubs so that |
know where everything is and how all of the origi-
nal production tracks were processed.”

Because the results need to be shaped so spe-
cifically for the film he will be mixing, Russell pre-
fers to handle effects predubbing himself. “If you
give 10 different people the same elements, you'll
get 10 different predub mixes!” he says. “It is hard
to take something that somebody else has done
for you; if it's not what you need it to be, you end
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The Well-Accessorized

50 Cool Add-0Ons That Take Your Workstation

To the Next Step

R 20( 10 F

nce upon a time, every studio had a distinct
character—with different recorders, con-
soles and outboard toys that set each facil-

ity apart from the rest. But with the rise of the DAW.-based
studio, nearly every rig has access to the same DSP plug-
ins and unlimited track capability, making for a lot of “me,
too"-equipped rooms. So far, you've upgraded your CPU,
maxed out your RAM, added a RAID array and/or net-
work, installed the latest OS and are running that new rev
of your DAW software. With your high-performance con-
verters/front end, tons of effects plug-ins and virtual instru-
ments and a console/controller, you're close to creating that
no-compromise system that's capable of nearly anything.
However, a bit of accessorizing—some final, relatively inex-
pensive touches—can take your DAW to the next step.

Taking Control

Using the same symbols and color-coding system built
into Digidesign control surfaces while retaining all the
conventional alphanumeric labels of standard computer
keyboards, Digidesign’s (www.digidesign.com) Pro Tools
Custom Keyboard ($119 in Mac or PC versions) has simple
USB connectivity and is an ideal replacement for that old,
coffee-stained keyboard you're using.

Novation’s (www.novationmusic.com) Nocturn ($199)
is a 9.4x5.4-inch unit offering fast fingertip control of your
plug-ins. Compatible with any DAW, it features eight touch-
sensitive rotary encoders, eight assignable buttons, Novation
Speed Dial and Automap Universal 3.1 mapping technology.

TranzPort ($249) from Frontier Design (www.fron
tierdesign.com) offers wireless control of any DAW soft-
ware for arming tracks, transport control, setting markers,
control pans, punch-injout, start loops, etc. As a bidirec-
tional controller, TranzPort also provides feedback on sig-
nal levels, timecode position, track names and more.

Pok ($599) from X-Tempo (www.xtempozone.com) is
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a wireless surface with eight footswitches that are easily
customizable to control any Mac/PC DAW/plug-in/virtual
instrument function. It includes simple switch-editor soft-
ware and a receiver that links to your DAW via USB.

Version 2 of the Lemur ($1,769) multitouch controller
from Jazzmutant (www.jazzmutant.com) introduces new
controller objects to the graphic interface, including Ges-
ture, an emulated trackpad with gesture recognition, and
Breakpoint, a multi-segment envelope editor. You can also
use Lemur as your mouse and QWERTY keyboard for your
computer.

JLCooper’s (www.jlcooper.com) MCS-Panner ($1,299) is
a three—axis joystick mechanism with five rotary encoders
and 10 switches for controlling surround panning for digital
consoles and DAWs such as Pro Tools, Digital Performer and
Nuendo. It can be joined to other MCS Series products or
used stand-alone with an optional MIDI adapter.

There are bigger USB DAW controllers, but PreSo-
nus’ (www.presonus.com) FaderPort ($229) packs a wallop.
Compatible with Mac and PC DAWSs, this mini-power-

PreSonus’ FaderPort is compatible with Mac and PC DAWs.



M-Audio’s AxiomPro 25
USB/MIDI controller

house can write single-channel and group fader
automation, and features full transport control;
a long-throw motorized fader; tootswitch punch-
injout jack; pan control knob; and buttons for
mute, solo, record-enable and selecting edit, mix

and transport windows.

The Listening Post

ARC (Advanced Room Correction) software
from 1K Multimedia (www.ikmultimedia.com)
measures and calculates the acoustics in your
room and applies correction via an advanced
EQ plug-in. Retail is $599, including a calibrated
measurement mic.

KRK’s (www.krksys.com) Ergo combines
A/B control room speaker-switching, headphone
output, monitor volume control and room-cor-
rection DSP—all within a desktop box ($799 re-
tail, with measurement mic; includes Mac or PC
setup software).

Level Pilot ($119) from TC Electronic (www.tc
electronic.com) offers passive volume control di-
rect to your active speakers (or power amp) from
your DAW outputs with stereo XLR 1/Os. It's a
simple, elegant solution providing smooth con-
trol with full-fidelity, straight-wire performance.

oo =

TC €lectronic Level Pilot

Taking the passive approach to monitor con-
trol even further, the M3ph Mk 11 ($1,025) from
Coleman Audio (www.colemanaudio.com) mates
four switchable inputs and three outputs (all bal-
anced XLR) with mute and phase-reverse controls,
and a four-gang stepped attenuator. It has +0.05dB
precision, and one output can be switched to a
tixed level for feeding an outboard meter.

The Grace (www.gracedesign.com) m902
reference headphone amplifier ($1,695) com-
bines high-res D/A converters and audiophile
analog components in the high-current transim-
pedance output amplifier. Stereo inputs include
balanced XLRs, RCA jacks, AES-3 and S/PDIF
co-axfoptical sources with sample rates from
44.1t0 192 kHz supported for direct-from-DAW
listening.

The Aphex (www.aphex.com) HeadPod
($249) puts four independent stereo head-
phone amps with individual volume controls
into a compact chassis. Convenient, yes, but
its ultralow-distortion performance and high
headroom are impressive.

Machine Room ($699) from Primacoustic
(www.primacoustic.com) cuts down annoying
drive and computer fan noise by enclosing your
CPU inside a 30x16x24-inch (Hx-
WxD) foam:-lined isolation hous-
ing that’s kept cool by a slick,
low-noise, air-exhaust manifold
driven by a three-speed fan.

Getting your computer
out of the control room is a
great idea, and Gefen Extend-
ers (www.gefen.com) make it
easy. The $899 CATS5.1500HD

Apogee €Electronics’ ON€E USB interface/mic

system uses Cat-5 cable to put up to 200 feet be-
tween your PC/Mac and DVI display and USB
peripherals. The CATS-5500HD does the same
with two DVI displays for $1,399. Or if you really
hate your computer, the fiber-optic DV1 3500HD
($2,679) pushes that degree of separation out to
6,660 feet.

DAW in a Pocket
About the size of a USB Flash drive, Digidesign's
Mbox 2 Micro ($279) lets Pro Tools users edit/
sequence/mix sessions created on Pro Tools
HD, Pro Tools LE and Pro Tools M-Powered, or
compose loop-based or virtual instrument music
on (included) Pro Tools LE software. No audio
inputs, but a '/s-inch stereo out can drive head-
phones or powered speakers for total mobility.
The truly portable energyXT 2.5 from XT
Software (www.energy-xt.com) is a full-
featured DAW application that lives on a USB
thumb drive. Plug into any Mac/Linux/PC

computer, and you'll be recording in minutes,
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Versatile large-diaphragm

with onboard effects, synths and drum sounds.
Tracks can be easily exported to any other DAW.
It comes in $99 standard and $149 Plus versions,
the latter adding unlimited tracks and ReWire
Energizer support.

PortaGig from Glyph (www.glyphtech.com)
is a line of pocket-sized, 5,400- or 7,200 rpm hard
drives with 160/250/320/500G B capacity. These
lightweight, fanless aluminum-enclosure drives
support sessions with high track counts and are
powered by the FireWire 800 or USB 2 bus, or
the included AC adapter.

Just shipping, Apogee Electronics' (www.
apogeedigital.com) ONE is a pocket-sized,
44.1/48kHz USB interface/microphone that's
designed to work with Apple’s GarageBand, Log-
ic, Final Cut Pro or any Core Audio—ompliant
app. Features include an internal condenser mic,
XLR preamp input with phantom power, three-
segment LED 1/O metering and Vs-inch output
for headphones or line. Retail is $249.

Universal Translators
Now in Mac and PC versions, SSL’s (www.solid-
state-logic.comn) Pro-Convert ($699 list) lets DAW
users convert session project files from one for-
mat to another, including Pro Tools 7x, Cubase,
Nuendo, Logic, Final Cut Pro and Soundscape.
Its new interface (coming to PC users later this
year) streamlines the process.

Translator ($149) from Chicken Systems
(www.chickensys.com) takes any pro sampler
CD-ROM/disk (Giga3/GigaStudio, EXS24, Kon-
takt, Reason NN-XT, SFZ, SoundFont, Sampie-
Cell, Kurzweil, Ensoniq, Akai, E-mu, Roland
and more) and converts one or any of its
programs, instruments or sam-
ples—or the entire disk—
into a format you
can use with EXS24,
Kontakt,  Structure,
Independence, HAL-
ion, Reason NN-XT, Sam-

sampled instruments, removing the drudgery of
resaiipling your hardware and sollware viriudl
instrurnents.

Snapper from Audio Ease (www.audioease
.com) is a simple $79 Mac app that automatically
appears whenever an audio file is selected in the
finder and displays the waveform. From there,
you can opt to play the file (more than 50 formats
are supported, including 192kHz and 5.1 sur-
round files) and upload it to your Pro Tools cur-
sor or export it to MP4, AIFF, WAV, BWF, etc., or
split stereo files into L/R mono (or vice-versa).

DSP Horsepower
The $3,495 TC Electronic PowerCore 6000 of-
fers System 6000 algorithms for a fraction of the
original's price. The unit’s eight DSP engines
are the same DSPs used in System 6000, and its
SRAM memory design lets users run the 6000’s
many included reverb and effects programs with
popular DAWSs, as well as with any other VST- or
Audio Units—compatible host.

Ideal for small studios or laptop-based
DAWSs, Duende Mini from SSL provides more
DSP punch for driving up to 16 mono chan-
nels—upgradeable to 32—of plug-ins at up to 96
kHz within your DAW. The compact $699 unit
interfaces via FireWire, and includes SSL EQ
and dynamics.

Now shipping, Universal Audio’s (www.
uaudio.com) UAD-2 SOLO/Laptop ($499 MAP)
ExpressCard-based

DSP accelerator

brings

Bring UA Powered Plug-Ins to
your mobile rig with the UAO-2

studio condenser microphone

pleTank, SFZ, Roland MV8000/ SOLO/Laptop

Wedge shape effectively reduces plosive Fantom, Alesis Fusion, Korg Triton

sounds and wind/pop/breath noises
the power of UA’s Powered Plug-Ins to your mo-

bile rig, freeing your laptop’s brain for mixing

and Battery 1.

A must for Logic users—or with any
sampler that can import EXS-format instru-  duties. It comes with the 1176SE compressor,
Pultec EQP-1A EQ, Realverb Pro, CS-1 chan-
nel strip and a $50 voucher for other UA good-

Innovative free-standing design results in
more open, detailed sound from any angle

First stage circuit is located close to

ts—the Co di Bundle ($549) fi
the capsule for improved sound quality fments S G B e

Redmatica  (www.redmatica.com) combines
three tools—ExsManager Pro, Auto-Sampler ies. This Mac/Windows system has VST, Audio
Units and RTAS support, and it includes Mel-

lowmuse ATA Auto-Delay Compen-

sation for Pro Tools LE.

and Keymap—for creating and managing muiti-

DESIGRN

violetusa.com

Have suggestions for other DAW studio essentials? E-mail
your ideas to mixeditorial @mixonline.com and let us know!

Studio Essentials
Perhaps a bit more than an “accesso-
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ry,” Korg's (www.korg.com) MR-2000S ($2.499)
is a 1-bit, ultrahigh-res recorder that records/
plays in superlative 1-bit formats (1-hit/2.8MHz
or 5.6MHz), as well as various PCM resolutions
(16-bit/44.1 up to 24-bit/192kHz).

If you're tracking guitars or vintage synths,
staying in tune is a must. Peterson’s StroboSoft
Deluxe Suite (www.strobosoft.com, $149) tuning
software offers 0.1-cent accuracy and works in
stand-alone mode or as an insert or bus in your
VST- or Audin Uinits—capahle DAW.

The CLASP (Closed Loop Analog Signal
Processor) from Endless Analog (www.endless

analog com) turns your 2-inch analog deck into
a tape-flavored “plug-in” for your DAW. The sys-
tem comprises a hardware interface, VST plug-
in (one for every channel) and a sync cable. Just
run the session from your DAW as usual and
CLASD performs real-time, synched transfers
from the repro head of your deck. MW

FlexiBooth ($399) from Primacoustic is a -
collapsible, 24x48-inch wall-mount vocal booth
that opens up when needed, folds out of the

way when unused and doubles as a wall acoustic

treatment. |
A short USB extension cable can keep your L 2008 PMIAUDIO GROUPJALL RIGHTS RESERVEDISTUDIO PRQUECTS
q o 0 S A REGIS ) o Al ROUP®
iLuk frum sticking straight vul of your PC or - k~ | 15 A REGISEEREDTRAOEM AFiy UE'EM' S J“’?‘G 2 ‘ -~

laptop, where it's susceptible to damage or be-
ing snapped off. Available nearly everywhere for
ahont $2, thic i< cheap insnrance for all those
pricey plug-in authorizations.

Another low-cost add-on is a USB gooseneck
light like the Middle Atlantic Products (wwo,
middleatlantlc.com) IT-GN {ahoui $15). which
can put a bit of much-needed illumination over
your QWERTY or music keyboard or DAW con-
troller, especially in those dim control rooms.

Admittedly, there are some slow periods
during studio sessions, so you might check out
the Hauppauge (www.hauppauge.com) WinTV-
1IVR-950Q ($129) digilal TV tuner un a USB
stick, which lets Mac or PC users watch/record
high-def TV on their desktop or laptop.

Music Fun
If you do drum parts, this is the best invest-
ment you'll ever make. Korg's nanoPAD ($72)
combhines 12 respansive pads with an X/Y con-
troller—with roll and flam modes—and the
ease of USB powering. A function for entering
chords from a single pad puts this way over the BRIDGE < CODECS - SUPPORT = DIRECTORY
top—cool!

The Novation 25 SL MKII ($499) is a 25-key
desktop USB/MIDI controller with Automap

3 PRO for DAW interfacing. Features include ISDN 1 IP

eight faders and 16 knobs (all touch-sensitive),

eight rotary encoders with LED rings, a 144-
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character status display, 32 backlit buttons (in-
cluding transport keys), speed dial, Xpression
pad and eight soft-feel drumpads.

M-Audio’s (www.m-audio.com) Axiom Pro
25 ($499) USB/MIDI controller features a 25-
note keyboard, HyperControl MIDI/host map-
ping, eight velocity-sensitive trigger pads, eight
rotary encoders, six reassignable DAW trans-
port buttons, 50 memory locations and toggle
switching between instrument and mixer con-
trol modes.

Akai Professional (www.akaipro.com) teamed
up with Ableton to create the APC40 ($599) stage
or studio hardware control surface. Designed spe-
cifically for Ableton Live, the unit communicates
bi-directionally with Live, displaying data from the
software on its clip matrix of 40 triggers and LED
rings surrounding each knob.

MOTU (www.motu.com) Volta ($249) Mac
Audio Units plug-in lets users with a TRS-output
MOTU audio interface play vintage (or modern)
synths/gear with Control Voltage interfacing us-
ing MIDI notes and controller data—including
automating effects parameters. Sweet!

Realistic conga and percussion parts re-
quire a hands-on approach. Roland’s (www.
rolandus.com) HandSonic 10 ($799) features
10 individual pressure-sensitive pads, 400 on-
board sounds, multi-effects
and a D-Beam controller for
real-time sound and pitch
control. Best of all, it's fun!

Tanager Audio Works'
(www.tanageraudioworks
.com) Chirp is a $29 Mac/
PC app that turns your com-
puter or laptop keyboard into
a virtual MIDI keyboard con-
troller with 18 piano keys and
10 drum triggers Lo drive any
music software or soft synth.
This low-latency controller
accommodates playing up to
seven simultaneous notes in
real time, allowing for even
complex 9/11/13 chord-entry
over two octaves.

Interfacing
Whether for digital DJ’ing or archive trans-
fers, the USBPhonoPlus V. 2 ($129) from ART
(www.artproaudio.com) packs an RIAA preamp,
line-level inputs, TosLink optical I[fO, S/PDIF
input, USB output and headphone monitoring
into a versatile do-all box. It can be powered
from the USB bus or an external supply.
Soundflower (freeware) from Cycling '74

(www.cyclingZ4.com) is an interapplication au-
dio routing ntility tor Mac OS X that precents
itself as a simple audio device, allowing any au-
dio application to send and receive audio with no
other support needed. It’s available as 2- and 16-
channel devices.

MXL's (www.mxlmics.com) Mic Mate ($99)
turns any dynamic or condenser microphone
into a USB mic for grabbing a quick sound ef-
fect or those record-it-now laptop sketchpad ses-
sions. No drivers required, and it can supply
48VDC phantom, as well.

Creating custom studio cabling has never
been easier, thanks to the Modular Snake ($17
to $120) system from Planet Waves (www.planet
waves.com). Users select from 5/10/25/50-foot
“core” oxygen-free copper cables with DB-25
connectors and mix/match various breakouts to
suit any application. Available terminations in-
clude digital (AES, with four male/four ternale
XLRs) and analog (with eight channels of XLR
male, XLR female, TT, TRS or raw ends for cus-

tom connectors).

Metering, Metering, Metering

The Waves (www.waves,com) Dorrough Me-
ter Collection brings precision models of these
industry-standard meters to your DAW screen,

Blue Cat Audio’s Analysis Pack includes Digital Peak Meter Pro 3.

with average and peak levels, “overs” count and
phase correlation at a glance with a choice of
horizontal, vertical and arc shapes—in three
sizes. It's native Mac/Win, and lists for $500
(stereo) or $800 (5.1).

Still a classic, Metric Halo’s (www.mhlabs
.com) Spectrafoo Standard ($400) is a stand-
alone Mac app offering versatile signal me-
tering, high-speed/high-res spectral analysis,
the unique Phase Torch, correlation metering,

triggerable waveform display and more. A de-



luxe Complete edition adds even more fea-
tures and flexibility.

The 1 M5 Loudness Radar Meter plug-in
for Pro Tools HD from TC Electronic derives
statistical information from the ITU-R BS.1770
standard to visualize instant loudness and
loudness history. The $1,245 software helps

The

Oarraugh

Collection

Waves Dorrough Meter Collection

engineers monitor the dynamic range at their
disposal during production and the dynamic
range restrictions needed for distribution to
various platforms.

A

The Analysis Pack ($299) from Blue Cat Au-
dio (www.bluccataudio.com) has six new au
dio anulysis plug-ins for Mac and PC, offering
an audio level meter, spectrum and stereo-hield
analyzers. multitrack oscilloscope and more.
including some slick sidechaining tricks. The
DirectX and Mac/PC VST versions are also up-
dated with numerous iniprovements.

The Sonalksis (wnnwsenalksis.com) FreeG
(free) provides mono or stereo master channel
control in the insert chain of the Mac/PC VST,
RTAS/Audio Units host program, offering high-
res metering. master fader. pan, trim. phase re-
vérse, mute, bypass and more. You cant beat
the price of freeware

Last. but far from lcast, your hearing is
priceless and the $44.99 Radio Shack (www.
radioshack.com) analog SPL meter is a cheap,
simple way of monitoring listening levels. Or
go the deluxe route and kick in the extra $5 for
the newer version with digital display. Someday.

your ears will thank you. Il

Geurge Petersen s the executive editor ()/'Ml A uwnd

runs a small record label at wiwjenpet.com.

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

Mind the Music

Please visit us at www.studioprojects.com
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Is your drum sound driving you nuts? Relax - Drumagog will make those old,
stale drums sound like a million bucks! It works by automatically replacing
what's on your audio drum tracks with samples of new drums. The industry
choice for over 5 years, Drumagog is available for both PC and Mac, in VST,
RTAS, and Audio Units plug-in formats. See why producers Chuck Ainlay,
Brian Tankersley, and Greg Ladanyi use Drumagog in their projects every day.

877-318-WAVE
www.drumagog.com
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And the Half-Blood Prince s

Harry Potter and Dumbledore search

for answers about Lord Voldemort.

s
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ood heavens, will we ever be rid of
Lord Voldemort? Here we are, six

0

ter film series—the latest, Harry Potter and the

installments into the Harry Pot-

Half-Blood Prince was released in mid-July—and
the Supremely Evil One is still wreaking havoc
around the globe; indeed, in his quest for ulti-
mate power, he is no longer just threatening
Harry Potter and the wizards-in-training at Hog-
warts School, but also increasingly sending his
dark minions into the regular (Muggle) world.
Yikes! It's been quite a ride these past eight years
as J.K. Rowling’s magical books have unfolded
on the screen. We've watched the young actors
pass through adolescence before our eyes, seen
the special effects become increasingly realistic
and frightening, and marveled at how each film
has built on the previous one, even with four dif

ferent directors at the helm, each eager to carve

32 MIX AUGUST 2009 | WWW.MIXONLINE.COM

By Blair Jackson

out his own identity in the series. The HalfBlood
Prince (and the final book, Harry Potter and the
Deathly Hallows, which will come out as two
films, one in the fall of 2010 and one in 2011)
brings back the director of the acclaimed fifth in-
stallment, Harry Potter and the Order of the Phoe-
nix, David Yates, and many others who came
onboard with Yates, such as supervising sound
editor James Mather. (Others are veterans of Pot-
ter films dating back to the first one, Harry Potter
and the Sorcerer's Stone.) It's partly this blend of
experience and new blood that has helped keep
the series fresh all these years.

When Yates was tapped to direct Order of the
Phoenix, it was somewhat of a surprise as the direc-
tor had never made a film remotely like it before.
The same could be said for Mather; his best-
known work as a sound supervisor was for several
productions that came out of England’s Aardman

Animations—various Creature Comforts shorts
and Nick Park’s two stop-motion masterpieces,
Chicken Run and Wallace & Gromit in The Curse of
the Were-Rabbit. However, it was another film that
led to his being hired by Yates for Order of the Phoe-
nix (and the subsequent three Potter films).

“I did a very, very different film called Notes
on a Scandal, which was an extraordinary actor’s
film [earning Oscar nominations for Judy Dench
and Cate Blanchett),” Mather says from his Soho
Studios, where he’s working on the highly antici-
pated new version of Sherlock Holmes. “It caught
director David Yates' eye because he's a very good
director of people; a real actor’s director. The pro-
ducers wanted me to come in and interview [ for
Order of the Phoenix] because this was going to be
David's first big feature and he was very keen to
incorporate new people into the world of Potter

who had experience—maybe not on that scale,



but there would be a team of people he could
come in and run with. There was nobody who
was going to pull rank with anybody else; it was
all a case of, ‘Let’s all do this together.” He liked
Notes on a Scandal and was also a big fan of Wal-
lace & Gromit with all the detailed work that went
into that.” Mather also had experience running
his own London-based post-production com-
pany, SoundByte Studios, which is partly what
prompted Aardman to let him try his hand at su-
pervising in the first place after years as a dialog,
Foley and FX editor.

Coming into a well-established, big-bud-
get film series was challenging, to say the least,
Mather admits. “I had big shoes to fill—{previous
supervisors] Eddy Joseph, Randy Thom and Den-
nis Leonard all did fantastic work. It was quite a
daunting prospect, and my first point was to look
at the English technicians they had used on the

previous films—designers, dialog editors and
assistants, as well—and incorporate as many of
them as I could, while also introducing some of
the people that 1 normally work with. For that
film, we had probably a 60/40 split of people who
were previous Potter editors, so A) they knew the
material, B) they knew the process, and C) they
all had generic elements in their systems from
previous films. It meant that from my and the
other new editors’ point of view, there was a lot of
security in knowing that there was a shorthand
already established. 1 think what happened as
a result was that it gave the other 40 percent a
lot more confidence—it certainly gave me more
confidence—a little more room for creativity and
a little more room for me to then sit back and
watch and understand the process without trying
to lead it blindly, as it were. And by understand-
ing the process, I could then adapt it and change

it to the systems 1 was more familiar with.”

Like all the previous Potter films, The Half
Blood Prince was shot mostly at Leavesden Film
Studios, but posted at Pinewood Studios. Daniel
Laurie was ADR supervisor, Derek Trigg the prin-
cipal Foley editor, Bjorn Ole Schroeder the super-
vising dialog editor, and the main re-recording
mixers—who worked on a Euphonix System 5
desk fed by innumerable Pro Tools systems—
were Mike Dowson {backgrounds, Foley and dia-
log) and Stuart Hilliker (music and FX). Nicholas
Hooper—another carry-over from Order of the
Phoenix—wrote the moody, dramatic score.

Asked to list a couple of the sound edi-
tors who were particularly helpful working on
Half-Blood Prince, Mather notes that there were
many, but mentions Michael Fentum, who
previously worked with him on The Chronicles
of Narnia: Prince Caspian, and is also part of
the Sherlock Holmes team; Emmy- and BAF-
TA Award-winner Andy Kennedy, who has
contributed sound work to the last five Potter
films, and “is a trusted favorite, always good to
have onboard”; and James Boyle, “who came in
on Order of the Phoenix to take care of the fight
between [good wizard] Dumbledore and Volde-
mort.” Mather says that in general he prefers
to have his editors work on a multiplicity of
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zmusic | wilco
ally feels like what the band was meant to be.
When we did the residency shows a year or so
ago [five nights at Chicago’s Riviera Theatre in
February 2008], this band became conversant
with all those other records and able to claim
some ownership. Whatever different styles we'd
tried on those other records, this band is adept
at them, and maybe this [new] record grew out
of that experience. | think this record is the least
self-conscious and most confident of all the Wil-
co records.”

As usual, it's difficult to characterize the
songs on Wilco (The Album) because they cross

Sansone and Tweedy; and keys by Mikael Jor-
gensen and Sansone. There are various elec-
tronic effects tossed in here and there in small
doses, and also a few nice guest spots: Dave Max
Crawford on trumpet on a tune, Jason Tobias
on slide cimbalom (!) and, most prominently of
all, Leslie Feist as duet vocalist on the lovely, af-
fecting folk tune “You and 1.” With the notable
exception of the edgy and insistent “Bull Black
Nova,” Wilco (The Album) is a pleasing and so-
norous ride through varying musical and emo-
tional terrain.

This time out, Wilco shared the production

Wilco's Chicago headquarters and studio, The Loft, is separated into areas that

the bandmembers call "neighborhoods.”

so many stylistic boundaries and draw from
many different influences. A lot of Tweedy's
songs have folkish underpinnings, regardless
of what style they eventually emerge as, and
there are certainly several nods to The Beatles
here—*“T'll Fight” has a ringing Beatles "65 vibe
in places; "Everlasting Everything” contains faint
echoes of “A Day in the Life”; and the propul-
sive “You Never Know” sounds like the best song
George Harrison never wrote.

But with Wilco, the flashes of familiarity al-
ways bubble up from within the greater, unmis-
takable “Wilco Sound.” That starts with Tweedy’s
expressive vocals—always up front, usually (but
not always) fairly dry—and then wraps the band
around that lead vocal. On this album, there's
plenty of cool lap-steel and slide guitar, fuzzed
drones, all sorts of tasteful keys—including
piano, organ, harpsichord and an occasional
synth—lean, solid bass lines, and drums and
percussion that ranges from prominent pound-
ingto subtle splashes, depending on the require-
ments of the song. The liner notes don’t say who
plays what on which song, but it's a good bet that
bass and drums will be John Stirratt and Glenn
Kotche, respectively; guitars by Nels Cline, Pat
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responsibilities with Jim Scott, who has mixed
Wilco albums dating back to Being There (1996)
and certainly is part of the extended Wilco fam-
ily. Scott, who has worked with so many big
names through the years in production, engi-
neering and/or mixing capacities—Petty, Sting,
the Chili Peppers, Weezer, Dixie Chicks; the list
goes on—and was profiled in Mix's February
2009 issue, says the invitation to get involved
with Wilco at the tracking stage happened unex-
pectedly. In October 2008, the band invited Scott
to The Lofi—the Northside Chicago warehouse
space that serves as their headquarters and stu-
dio—and asked him to watch them do some
tracking and overdubbing on new material.
“They had recorded versions of almost all
the songs that are on the new album,” Scott
says. “It was fun watching that. I said, ‘Sounds
good, looks like it'll be a great record,’ and then
I left. I got a call from Jeff a couple of days later,
and he said, ‘Well, what do you think? 1 said, ‘I
think the songs are pretty great, but it's not very
exciting. | don’t think it’s as good as you can do.
I know it can be better. | think everyone needs
to work a little harder.’ I told him in the nicest
possible way I didn’t think he was ready to start

mixing what I'd heard. And [ don't think he
was thinking it was ready to mix, either; I think
he was asking, ‘Where do you think we're at>
‘Some good songs, but you need better record-
ings; let’s shine this up. Let’s do this right!” So
at that point, he asked, ‘Do you want to make a
record with Wilco®

“As our lives progressed, we found ourselves
down in Auckland, New Zealand, in December,
working with Neil Finn and a bunch of other re-
ally spectacular musicians on the 7 Worlds Col-
lide project [an all-star benefit album and DVD,
titled The Sun Came Out, to raise money for Ox-
fam, set for an early August release]. The plan
was to do the Wilco record after this wintertime
experiment in New Zealand.” In addition to en-
listing four of the six members of Wilco (Cline
and Jorgensen were not involved), this 7 Worlds
Collide album also brought together Phil Selway
and Ed O’Brien from Radiohead, Johnny Marr
(of Smiths and Modest Mouse fame), Scottish
singer/songwriter K.T. Tunstall, Soul Cough-
ing’s Sebastian Steinberg, multi-instrumentalist
Lisa Germano and others. Finn’s first 7 Worlds
Collide album, which came out in 2001, featured
much of the same cast of musicians, plus Eddie



Vedder, but not Wilco or Tunstall. And whereas
that album was a live recording, for the 2008-
'09 version the musicians convened at Finn's
Roundhead Studios complex, writing songs and
recording together in all sorts of different con-
figurations. “We had three studios going at once

there,” says Scott, who cut 20 of the 30 songs

Co-producer/engineer/mixer Jim Scott has worked with

Wilco for many years.

produced during the month of sessions.

“Everything was going great, and the Wilco
songs we recorded for the project were amaz-
ing. In fact, everyone agreed it was happening.
The studio was great—it has a beautiful old
Neve 8048 that came out of The Who's studio
and then was at Bearsville [in upstate N.YJ. It
was summertime down there; just a great vibe
all around.

“Like I said, the plan was when that working
holiday ended, we were going to go to Chicago to
make the Wilco record. But then Jeff said, ‘Hey,
do you want to stay a few extra days and start cut-
ting our tracks down here?’ ‘Absolutely!” So we
did; we stayed an extra week and cut them as a
four-piece. We cut all the bed tracks for the songs.
The vocals are live—Jeff sings and plays live, and
when he’s got it, he’s got it. When he serves up
the vocal and the groove, everybody plays great.
It's not like, ‘Oh, we need a little piece of this
vocal and little piece of that vocal, and here’s a
good chorus and here’s a good hridge from that
take.” They're real musicians and they play well
consistently. It's so refreshing and fantastic to be

with a great band.”

Everything was recorded on tape and then
transferred to Pro Tools, “and after we'd gotten all
our tracks done, we went back to Chicago to work
on it some more. So we went from New Zealand
summertime to an ice-cold, freezing Chicago
winter working at The Loft,” Scott says with a
laugh. “The guy upstairs there has
a machine shop and there are these
presses going all day long—you
hear this deep ka-<honka, ka-chon-
ka. So there’s this machine noise
and there are also sirens. It’s not
built like a recording studio; it’s not
all soundproofed and isolated. So
you grit your teeth. and say, ‘Okay,
if there’s a little siren in the back-
ground, that's the way it goes. If
there’s a big machine shop crunch
in the middle of Leslie Feist's vocal,
hopefully it will be in time. That's
how it goes.’ They're used to it, and
they're not the type of people that
would be derailed by that anyway.”

On the song “Deeper Down,”
for instance, “you can hear some
of the sound of the workspace in
there. We were saying, ‘Can you
believe how loud it is and we're try-
ing to make a record here?” Well,
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you can’t hide it, so we might as
well put it on the record and put it
where we want it. So we would wait
for particularly loud [noises] and record them
and sample them and move them into the mu-
sic to help make the atmosphere.”

The Loft takes up an entire floor of a four-
story building and is loosely separated into what
Scott calls “little neighborhoods” rather than ded-
icated rooms. “There’s a control room area, a per-
formance area, plus you can make a ‘drum room’
with baffles,” he says. “There’s storage down on
one end [of the floor] and guitar racks and amps
through the middle, and everybody who needs a
desk has a desk. There are even bunk beds and
some guys crash out there. The console is a late-
"80s or early 90s Sony console, which was only
used for monitoring.” For Wilco (The Album),
Scott brought in his own Neve BCM-10 sidecars,
which contain coveted 1073 and 1079 EQs.

As Cline and Jorgenson hadn’t been in New
Zealand for the basic tracks sessions, their parts
were added back at The Loft. “Nels and I spent
a couple of weeks together—he had two or three
parts on each song.” Scott says. “I don't look at
it like it was a real created, overdub-y record,
but Nels had parts in his mind, parts they had

worked out together during the pre-production
period before 1 even got there, and then there
were some experiments along the way. One
thing always leads to another, and so Mikael
would hear something and he’s got some great
{keyboard] sounds and really good ideas. All of
those guys have a great sense of how to put parts
together in interesting ways.”

When it comes to miking guitars, Scott says,
“I'll usually use a Shure 57 and a Neumann 87.
It's the good mic/bad mic thing—the 57 takes a
beating and gets all the brightness and crispy-
ness, and the 87 rounds it out on the edges and
gives it some character. The combination of
those will give you a good electric guitar sound
every time.” Scott also called on Royer 121 rib-
bons on occasion during the Chicago sessions.
“I actually prefer older ribbon mics—my [RCA]
44s and 77s—but I didn’t bring them with me
and the Royers were great. If it's the right sound
coming out of the amp, the Royer will faithfully
record it for you.” Scott also notes that “all the re-
verb and tremolos on those parts came out of the
amps from Nels and Patrick,” rather than being
added later during mixing. The song “Everlast-
ing Everything” also benefitted from the addi-
tion of a retro-cool Mellotron string part.

For Tweedy’s vocals, Scott used a Shure SM7:
“We tried more expensive mics but they weren't
right. Jeff knows that mic, he's real comfortable
with it, and I am, too. I've used it on Anthony
Keidis' vocals on Chili Peppers records. There
are better mics for different people at different
times, but that seems to work best on Jeff.”

Scott mixed the album at his Southern Cali-
fornia facility, Plyerz Studios, which is centered
around his own Neve 8048 console and is filled
to the brim with vintage (and modern) outboard
gear. Unlike many bands that quickly max out in-
puts with layer upon layer of tracks, Wilco gen-
erally likes to keep things fairly spare. As Scott
notes, “I only have 56 inputs and we never got
close to that; maybe 40 or so was the most, on
‘Deeper Down’ or ‘Everlasting.” All the mixes go
through Tweedy, of course, and Scott says, “He
has great ears. He's very decisive and bold. If
something’s not quite right, you go give itanother
shot. He's not one of those, ‘Well, let’s do a hi-hat
up and a bass down, and a guitar on the left loud-
er [mix]’ kind of guy. It's more like, ‘That sounds
great; that's done. Thank you.’ I love that!

“I bet there aren’t that many alternate mixes
of our favorite records—when they were mixed
by hand or early computers. When it was done it
was done. They might have done a better mix, but
not an insecurity mix. That’s the way it is work-
ing with Wilco, too.” Il
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at Sigma in their SSL room, Studio 5; then we
also did a couple of songs at Soundworks, which
was under Studio 54—Roger Nichols and Steely
Dan had done a lot of their work there; then we
went to Right Track and then back to Sigma. Af:
ter that, they approached me about working on
their next record, which was Little Creatures.

“At the time,” Thorngren says, “Sigma was
their favorite place, so we went into Studio 4 to
record Little Creatures. Sigma [Sound] Studios 1,
2 and 3 were in Philly, where [founder Joe Tar-
sia) started before they opened the New York stu-
dio [in the late "70s]. The New York studio had
two SSL rooms, but Studio 4 had an MCI con-
sole, which was fine; I was really familiar with
the MCI because we had two of them at Sugar
Hill, a 500 and a 600 [Series]. I believe the one
at Sigma was a 500, but it had Allison Research
automation.”

Thorngren describes Studio 4 as “like a lot
of '70s rooms—not totally dead, but dry and
with a lot of iso booths because everyone wanted
that separation back then.” The recorders were
Studer A800 24-tracks. For Talking Heads track-
ing sessions, where all four musicians would
be playing at once, “I'd track with one [Studer],
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probably 16 or 18 tracks, and then I'd do a sub-
mix of that, maybe down to eight tracks on an-
other machine, and then I'd use that machine
for overdubs and put away the [master] drum
track.” Though previous tours and albums had
featured bigger bands, the Little Creatures and
True Stories sessions, which happened consecu-
tively, marked a return to the four-piece as the
dominant sound, and the songs were, by and
large, more conventional—if that term can be
applied to anything that group did; definitely
less groove-oriented.

“It was a real return to Americana after Re-
main in Light and Speaking in Tongues,” Harrison
says. “I think David came up with this body of
work because he was thinking about this movie,
True Stories, he was about to do. The songs for
both albums came out of the same creative cy-
cle, and in a way Little Creatures was sort of like
the outtakes for David when he was writing the
songs for True Stories—I think he realized cer-
tain ones didn’t make sense within the frame-
work of the movie. Yet | would venture that Little
Creatures are the better songs.”

Harrison notes that the albums were also a
change for the group “because it was us reacting
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“Back then, I had [Shure] 57s on every drum
and [AKG] 414s on the overheads and a 57 in the
bass drum. When I look back on [using a 57 on
the kick] today, 1 think, ‘Really>” he says with a
laugh. “A 57 has its own curve, but it has all the
frequencies you need, so I would end up doing
some serious EQ on the bass drum mic and it
would work great.”

Thorngren would have Byrne in his own
booth, and he would usually play guitar and go
for keeper vocals at the same time: “He was such
an amazing singer and player, and you'd always
end up with a lot of his guitar on the vocal, so
whenever we had to punch in a line, he would
have 1o also play guitar because the pick soiind
of the guitar was on the vocal mic.”

This month’s “Classic Track,” “Road to No-
where” (which closes Litle Creatures), ix an ex-
ample of a song that evolved considerably after
the band had laid down the basic as a four-piece.
Talking Heads’ “Brick” box has all their studio
albums in both stereo and 5.1, plus videos and
bonus tracks including an early version of “Road
to Nowhere” that has the song's fatniliar match-
ing snare cadence and overall structure, but not
the snaring. choral a cappella beginning/end,
nor the lively accordion that snakes through the
iune like a bayou river.

That accordinn part was suggested later by
Harrison, who laid down a DX “accordion” line
that was then reprodiced (and embellished) by
a real accordion player: Louisiana native Jimmy
Macdonnell of the Cajun band Loup Garrou.
‘I'he lush vocal sound at the top and at the end
was created by Thorngren by doubling harmo-
nies sung by Frantz, Weymouth and Harrison,
augnicniled with a few New York jingle singers
he knew. Lenny Pickett put on subtle sax parts,
and occasional Heads percussionist Steve Scales
and washboard player Andrew Cader added to
the fascinating blend of rhythms and textures.
Thomgren liked to use a Neumann U87 through
an LA-2A on vocals—-just a little compression
and then probably a Lexicon 224 or an EMT 250"
for reverb. He says the MCI console's mic pre-
amps have been hugely underrated: “Maybe
technically the MCI didn't have the specs or
something [of Neves or APIs], but I'm telling
you. they were powerful and they slammed.”

Thorngren says that he shifted over to the
SSL-equipped Sigma Studio 5 to mix the album,
but meanwhile, “the band would set up again in
Studia 4 for tracking, they would learn a song
ot two, I'd get a mix a couple of songs, and then
I'd flip the board over and record the tracks for
True Stories.”

The success of the Stop Making Sense film

(released in the fall of 1984) added tremendous-
ly to the Talking Heads’ popularity, so when the
melodic and hook-filled Little Creatures came out
the following June, the record-buying public was
primed. It quickly became the best-selling al-
bum of the Heads' career (reaching Number 20),
and it spawned several radio and club smashes,
including “Road to Nowhere.” (The song hit the
Top 10 in Britain.) It helped, too, that there were
several strange, funny and highly creative videos
made for different songs—the trippy, Dadaistic
“Road to Nowhere” video was directed by Byrne

and Stephen Johnson.

“I thought Little Creatures was so accessible
it should have been Talking Heads' Rumours,”
Thorngren says today, referring to the mega-sell-
ing Fleetwood Mac album. “I really blame the re-
cord company for not being able to make it into
a bigger hit.”

More damaging, perhaps, was the fact that
the band never toured to support it; indeed, they
never toured as a group again. “It's too bad,” Har-
rison says. “We talked about doing some shows,
and they almost happened,” but instead Byrne
became consumed with making the True Stories
movie and a tour just never materialized. Ill
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¢ Steve Winwood {left) and Eric
Clapton {center) perfurmn

¥ alongside a stellar band, in-

@ cluding drummer Abe Laboricl

F JIr. (right).
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At first glance, it appears as if Rob-
ert Collins is sitting down on the job.
After all, he's been on the road with
Eric Clapton for the past couple of
decades and, well, the odds are that
he’s heard it all by now. Yet the fig-
ure tucked into the leather office
chair behind the DiGiCo D5 front-of-
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house board during this stop at Ora-
cle Arena in Oakland, Calif., is doing
just about everything but relaxing.
His fingers are flying around the DS
adjusting levels, his toes are tapping
and head bobbing, and, if you catch
him at the right moment, he’s swear-
ing at an EQ while trying to find a

i_. ,

™o

By David John Farinella

Eric Clapton and Steve Winwood

troublesome frequency.

The truth of the matter is that
this tour is decidedly different for
Collins, monitor mixer Kerry Lewis
and the rest of the crew for a hand-
ful of reasons. The addition of Steve
Winwood to this run of shows, as
well as the inclusion of songs from
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Blind Faith, Traffic and the headliners’ cata-
logs has made this a special tour.

Perhaps the biggest difference, Collins
is quick to say, is that this “tour” is only 14
shows in arenas across the States. That tends
to quicken the pulse a bit. “A lot of big tours
take a few shows to settle down, band includ-
ed,” he says. “We haven't got that many, so
we've got to hit if off the bat.”

It's not as if Collins and the crew had much
time to worry about this tour; they were coming
off 12 shows at the Royal Albert Hall in London
with essentially a different band: drummer
Abe Laboriel Jr., bassist Willie Weeks, Chris
Stainton on keyboards, and background vocal-
ists Michelle John and Sharon White. Labori-
el Jr. has replaced drummer Steve Gadd; and
Winwood, who played piano, organ and guitar,
took over for guitarist Andy Fairweather Low
and keyboardist Tim Carmon.

“We finished our last night in the Albert
Hall, and the next morning we were straight
on a plane to come to New York to set up for
this band and do a week’s [worth of] rehears-
ing,” Collins says. “But there's no more pres-
sure than normal.”

Collins and Lewis are carrying their own
consoles and are renting racks and stacks from
Sound Image (Escondido, Calif.). The rig for
all 14 shows is a JBL VerTec line array with 68
pieces of 4889 (14 in the main, 12 on the sides
and eight for the back) and 16 4880 subs. An
additional 10 QSC Wideline speakers were
brought in. Crown 1-T8000s power the boxes,
and a HiQ System controls the amps. Collins
relies on a simple set of outboard gear, includ-
ing six Dolby Lake Contours, three dbx 162SLs
for Clapton and Winwood’s vocals and a TC
Electronic 6000 for reverb. A Midas XL88 and
X142 are used to get signal to the Smaart ana-
lyzers. Each show is archived through Stein-
berg Nuendo onto an AMD 96-track recording

Monitor engineer Kerry Lewis also made the jump to
digital boards and is mixing on a DiGiCo Ds.
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hard drive.

Tucked inlo stage-right behind Win-
wood’s organ, Lewis is busy managing
the set of Clair 12AM wedges the band
uses to monitor its sound, and the one
personal monitor that Winwood uses to
hear his vocals. “It’s not loud onstage,”
he insists. “It's a little more difficult
because Steve has two Leslies onstage
and I've got to compensate for those. If
I put them at normal volume, it's very
loud and Eric can hear them. But I just
stand in the middle of the stage when
we check things in the afternoon and
get a level.”

As far as the mixes that each
bandmember calls for, Lewis points out
those are straight-ahead. Clapton listens
to most everything from other members’
amps—except the keyboardist and his acous-
tic guitar—and the drums. Winwood listens
to vocals in one ear and gets a band mix in
his wedges. Stainton gets a full band mix,
while Laboriel likes to hear guitars, vocals
and keyboards with no drums in his wedges.
Weeks generally stands close to the drum kit
to hear that naturally and gets a bit of bass
drum for weight, as well as keyboards. Final-
ly, the background singers hear keyboards,
vocals and Clapton’s guitar.

Jumping to Digital

Lewis says that using the D5 was a bit of an
adjustment for him, considering he was a Mi-
das XL4 man for many years. “It took them a
long time to get me to go digital,” he says with
a laugh. “I was dragged kicking and scream-
ing. I just loved my XL4, but since I've been
on digital it takes up a much smaller footprint
and everything is built in.”

Collins, who also jumped into the digital
domain reluctantly, laughs when he explains
how he uses the D5. “I use a digital
desk just like an analog desk—no
cues, nothing. If it doesn’t come on,
it's because I haven't switched it on.”

In fact, Collins says that he
picked the D5 because of its similari-
ties to an analog board. “I can control
more things at once. On a D5, 1 can
[put four people up] and they won't
get in each other’s way, where on
nearly every other digital desk, if you
press one button, you're in that page
and that's it. I'm not into the store,
overstore, keep. | have no snapshots;
I have never used a snapshot.”

Front-of-house engineer Robert Collins at the DiGiCo D5

Because of the spill that's caught from
mic to mic, Collins needs to put up four mu-
sicians on the board at the same time. The
engineer is using Audio-Technica 4055s on
both Clapton and Winwood’s vocals for the
spill factor and because the two sing off the
mic quite a bit. “Eric is really into playing
guitar, especially on blues songs,” Collins
says. “He’s a great singer, but sometimes
he’s maybe two feet from the mic. He likes
that; it's art to him. Eric’s vocal mic is in my
overheads, as well.”

Contributing to Collins’ mixing blend is
the amount of gear onstage, including Win-
wood’s two Leslie cabinets (there’s one off-
stage that’s miked with a PZM on the bottom
of the cabinet and two 4050s in the top), a
Leslie for Clapton and another for Stainton.
In between his two Leslie cabinets, Win-
wood calls for a bass cabinet and his piano is
miked. “So you can imagine,” he says with a
smile, “the spill in the piano is fantastic. It’s
not as cut-and-dry as, say, ‘Okay, there's the
vocal mic. There's the overheads. There's the
piano.’ Everything is in everything. So it's the
case of getting the blends all together—hence
the reverhs are not really needed.”

As far as Winwood and Clapton’s guitars,
Collins continues to use an Audix 15 on one
cabinet and an Audio-Technica 4047 on anoth-
er. “I will use one mic for one song maybe and
another mic for another, but you wouldn’t re-
ally be able to tell the difference,” he explains.
“One has a little bit of bite on it. But | don't re-
ally like EQ'ing guitars and things because it's
their sound. [The audience] is not coming to
hear me—they only know I'm here if they can't
hear him.” il

David John Farinella is a San Francisco-based

writer.
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Clair Opens New Branch

Clair Bros." new Chicago location
sees Keith Neubert heading up
sales and management in the
territory and Jim Johnson handl-
ing systems design and project
management.

“The venture began with a
need for a more technical staff in
the Chicago area to better service
existing installations,” says the
company's Larry Howard. “One
of the installations that required
quicker service was the Harvest
Bible Chapel. Our introduction
lo Keith Neubert was made

Billy €lliot sound designer Paul Arditti

Paui Arditti, who received the 2009 Tony Award for Best Sound Design for this
show, designed a “Tap Floor” that comprises 96 piezo-electric pickups distributed across the

Clair Bros.! Gene Pelland (left)
with Keith Neubert

through Harvest Church where
he held the position of director
of production. We very much ap-
preciated Keith's style of farr and
honest business practices, so it
seemed to be a perfect match
to explore a new venture. Since
Keith was not interested in re-
locating, we decided to open a
branch office and go after more
work in his area.

“The sky is the limit for this
location, as with all Clair employ-
ees in all our locations, so we
are open to do as much as pos-

sible in the AVI world,” Howard
continues. “In order to maintain
a low overhead, which the
economy demands, the Chicago
office functions mainly as a com-
munlcatlin base, Claic Brothers
will continue v puchase and
assemble all equipment in the
Manheim, Pennsylvania, office
ang the Chirago office will be in
charge of everything thereafter.”

“fs business builds for Clair
Brothers, opening branch offices
allews us to support different
key areas with specialized sales
engineers.” adds executive VP
of sales Gene Pelland. "With the
addition of designers and project
managers to that mix, we are able
to design, install and support new
projects, as well as existing instal-
lations.”

Neubert says of his new posi-
tion, “I am very excited to join the
Clair Brothers team and expand
the business in the Midwestern
region. | have been an admirer
of Clar Brothers' approach to
business for many years, and
look forward to building upon
their success locally through in-
tegration projects in the house of
worship, performing arts center,
stadium, arena and corporate
conference facility markets.”

‘I

Chester French
Indie rockfhip-hop duo Chester French
{Maxwell Drummey and D.A. Wailach)
recently embarked on a European tour
before heading back to the States as opener
for Blink-182's surmnes tour. Mix caught up
with tour manager/front of house engineer
Sean Peel.

majority of the stage area, which are set into the subfloor under the parquet.

The intention is to pick up and amplify tap danc-
ing from anywhere on the stage, without risk of
feedback or interaction with other live sources. The
usual solution to this problem is to run wireless
mics down the legs of each actor to the dancing
feet. Unfortunately, because of the nature of the
costumes, this is mostly not an option. The “Tap
Floor” allows the choreography to take the actors
anywhere around the stage and still be effectively
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miked. With some experimentation, we discovered

what spacing of the pickups worked best and how
to mount them in the floor most effectively. The

audio from the pickups goes indwidually into a
g96-channel console. The mixer then splits the floor
into zones, and applies compression and gating.
The stereo output of this mixer feeds a stereo ana-
log input on the DsT, where the audio is finally EQ'd
and routed to the sound system.

How did you get involved with this tour?
t was contacted by the band's management

and was asked to be the tour manager and
front-of-house engineer.

How much gear are you carrying?

i was just carrying Electro-Voice mics and
using what was provided at the venue or
whatever the {headliner's} tour we were on.

What is your go-to piece of gear for this act?
My Electro-Voice mics: the PL8o vocal mic,
the 468 drum mic, RE200 on cymbals, ND478
on keys/bass/guitar amps, 868 on kick drum,
and DI 100 on keys and drum pad.

What is your mixing style for this act?

The style you mix aiways depends on the
band. I hate when sound guys mix the same
way with every band. | feel like | needed to
do a prog-rock feel, but kind of had to add a
hip-hop flare on the bottom end. It was like
mixing funk style for Tom Waits!

Where can we find you when you're not on
the road?

I live in Houston, and work at the House of
Blues there and for some of the local sound
companies.



Martin Audio Spec’d for
Chicago-Area Club

The new 20,000-square-foot, two-story John
Barleycorn club in Schaumburg, Il (a suburb of
Chicago), features high-end audio, video, stage
and club lighting systems thanks ta the work nf

The Barleycorn upstairs space features Martin Audio arrays, Crown
amps, Allen & Heath GL2800 mixer and select pieces of outboard.

local installer Sound & Lighting Designs. The
venue combines a restaurant space and satel-
lite bars on the first floor, while the second floor
includes a club and live sound venue

When it came to choosing the system,
owners Sam Sanchez and Michael Gonzalez
were heavily involved. As install company owner
Timothy Pickett recalls, “We shopped several
brands and went to a Martin Audio demo, and

the sound system just blew everybody away.
Once the owners heard the speakers. they told
me, ‘This is what we want. Buy it.”

The upstairs 25x012-fonot stage is used for live
performances by national and
local bands, and DJs. Also on
the second level are three main
bars with seating and booths
surrounding the stage with
facilities to host up to 1,000
people. “We have three Martin
Audio W8LM arrays, four each
left and right, and three center
above the stage, with the right
and left stacks tilted out at 30-
degree angles and the center
array straight at the crowd,”
Pickett says. *“We chose
W8LMs because they have
such a wide horizontal throw
and the room is a rectangle
with the stage at the short end, so we needed
something with real wide coverage. There are six
WLX subs under the stage, side-by-side coupled
together, so there’s a stack for every array.”

The rest of the system comprises Crown
amplification; an Allen & Heath GL2800 mixer,;
Klark Teknik, dbx and BSS processing; DWR-21
and ER-35 racks from Middle Atlantic Products;
and Shure and Sennheiser mics.

loadin
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Sound Image has provided monitor engineer
Kevin Glendinning a DiGiCo SD7 for Lenny
Kravitz's European tour; another SD7 is at
FOH with Laurie Quigley.

Dean Mitchell, guitar tech for Buckcherry's
Stevie D, spec’d Lectrosonics 1S400 receivers
mounted into a single 19-inch rackspace, two LMa
beltpack transmitters and several MI39ARA cables
equipped with Neutrik right-angle NP2RX-AU-
Silent plugs...A dual Midas PRO6 system provided
by Britannia Row has been used for Paolo Nutini's
two-week UK tour. The PRO6s were used by FOH
engineer Graham “Hutch” Hutchinson and
monitor engineer Tom Howat, who was also
mixing support band The Panics, plus additional
supports appearing on the tour...Riders on the
Storm musical (Jezdziec Burzy) venue Rampa
Theatre (Warsaw) recently installed a Meyer Sound
M’elodie courtesy of Lomianki-based Polsound...
The John Cooper School (The Woodlands, Texas)
upgraded its 515-seat performing arts center with a
Soundcraft Vi6 digital mixing console.

road-worthy gear

JBL CBT Series Line Arral Columns

The CBT Series passive line array columns fea
ture Constant Beamwidth Technology
with switchable Broad/Narrow mode for mid/
long-throw coverage. The 20-inch CBT 50LA uses

circuitry,

a straight line of eight 2-inch drivers; the 40-inch
Ir

watt continuous. Both accept 70/100-volt or lo-Z
inputs. The J-shaped CBT 70] is a 28-inch
two-way coaxial line array with 16 soft-

dome tweeters and four high-power 5-inch
woofers. A CBT 70JE
extension cab doubles
its height, adds
low-frequency res-
ponse and extends
power handling
t0 1,000 watts.
www.jblpro.com

Components in the K-Array
range from a half-inch to 4
inches deep; models include
the Vyper 3-D line arrays,
Tornado point-source speak-
ers and the Kobra ultra-slim
3-D line arrays. The KR two-
way speakers measure a few

inches across, and the Kl

subs weigh less than 25 pounds. The long-throw
KH4 two-way flat-panel line array and medium-
throw KH1g two-way ultra-compact line array are
self-powered. yet only 6 inches deep. The flyable/
stackable KS Senes and 85-pound KS4 sub can
create a top-quality touring P.A. Class-D amps
with onboard DSP, Overbass powered subs and
the KM8 stage monitor complete the line.

Dist. by www.sennheiserusa.com

Jutline Mantas

The Mantas vertical line array from Outline shares
the same basic components and characteristics of
the company's Butterfly, but in a compact cabinet
capable of 137 dB (or 147 dB from four modules).
Mantas features a DPRWG (Double Parabolic
Reflective Waveguide) with two 8-inch neodymium
mid/woofers and a 3-inch compression driver. The
53-pound enclosure measures just 9.4x30.5x20.5
inches (HxWxD). Mantas was designed as an
individual vertical line array, but as it has the same
flying points it can also
be used along with the
Butterfly system to pro-
vide wider horizontal
coverage (120 degrees)
for front-fill and down-
fill applications.

www.outlinearray.com
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Former Soundgarden fronttan Chris Cotnell is taking his solo gig on the road, backed by an
A-list band comprising drummer Jason Sutter, bassist Corey McCormick, and guitarists
Yogi Lonich and Peter Thorn—all of whom create a massive wall of sound. Touring in -
support of his latest, Scream—the cover of which shows Cornell about to smash his '} "
six-string guitar, an interesting message considering that the album’s executive %L’;
producer is hip-hop heavyweight Timbaland—Corncll and crew gave a stellar

rock 'n’ roll performance, with just a subtle rock-dance nndertone. Mix caught up

with the act at San Francisco’s Grand Ballroom at Regency Center.

_—
FOH engineer Ted Keedick For the past five years, front-of-house engineer/tour
- manager Ted Keedick has relied on a Yamaha PM5D.
L J He says the PM5D has “just enough analog character
with the benefits of the digital world to suit my needs.
For all but three of my 37 inputs, | am using the on-
board gates, comps and effects engines.”

Keedick runs Chris Cornell's vocals first through
an Avalon 737 and then adds an Empirical Labs EL8
Distressor as an inscrt, giving him two stages of com-
pression. He also uses a Summit Audio DCL-200 on

—

Jason Sutter's cymbal mics.
“We were using the house PA-—a |BL system
that responded pretty well in a not so-forgiving room,” \
Keedick says. He uses a Clair 10 for system tuning. “I ) 3
Cornell and band were heard
actually was using only one channel as an EQ for my  through the venue’s J8L P.A.

IEUCEU SEVEH]‘(\Y “

main vocal. Chris plays for a long time each night, but |
rarely tire of the set. The guy switches up night after night, choosing from a vast selection
of his works from previous bands, solo work and a few very well-done covers. The band

delivers consistently, and my crew rocks!”

§2 MIX AUGUST 2009 | WWW.MIXONLINE.COM
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Guitarist Yogi Guitar tech:Bodid"'
Lonich 1 |

Chris Cornell is using a Washburn D78SW
with an L,R. Baggs Duet L1 steréd mixiig
system installed. According to Bodie (guitar
tech for Corpiell and Yogi Lomch), the Duet

- uses both a mic and a bridge pirkop for a more
ambient guitar tone. "We use a Shure UR4D
wireless into the P.A.," he says. “Chris will
use a Gibson Hummingbird acoustic for the
solo portion of his show, He'll al56 use a Gib-
son Classic intn a Vox AC30 when he chanses

to play electric,”

rummer Bassist Corey
- Jason Sutter | . McCormick

According to drum tech Kevin
Chatham (right), all mics on
Jason Sutter's Ludwig drum kit
with Paiste cunbals are Shure
models; SM52 and Beta 91 (kick
drum), SM57s (snare top and
bottom, and side snare), SMg8s
(L), KSM 323 (hihat, yver- Bassist Coray MACarmick plays “a Music Man
heads) and SM8as (ride cymbal). ) StingRay 5, a Gibson Les Paul Money Bass 4,
a Gibson SG 4 and an €piphone Jack Casady
1. Amps include two Ampeg SVT-VR Classié
X X heads throngh tuwo Ampeg SV I-610HLF &4bs.
Monitor engineer 2 €tterts include a Dunlop [Cry Haby] Bass wah
James Bump, pedal, a MXR MIA#a A, 3n Electro-Harmonix
: 4 Big Muff, a Ross Rass OverDrive [ODB-3] and
an MXR Rlow Tarch,” lists hAss €66 Stephen
Ferrera-Grand. “There are na microphones in
use on the rmg. There1s a SansAmp Bass Drives
D1 and we useé éithéer thé 11 Aiit 6T the Ampey
SVT-VR or a Radial ProD2 passive DI.”

Monitor engineer James Bump mixes on a Digidesign Profile, using very few onboard
plug-ins including Smack!, Echo Farm and ReVibe. “The band is on in-ears—Ultimate
Ears model UE7; no wedges. We are using a Shure UR4D wireless with a Shure SM58

capsule for Chris’ vocal mic

MIX §3




Mark Johnson listens
to a reggrding for the
playing for Change

i J)rbject.

A

Playing for Change is the name of an
ongoing multimedia movement de-
signed to unite people through music.
You may have encountered it online in
the video “Stand By Me,” which, as of
this writing, has been viewed on You-
Tube more than 12 million times. It be-
gins with street musician Roger Ridley
performing the 1961 Ben E. King clas-
sic on guitar and vocals outdoors at
the Third Street Promenade in Santa
Monica, Calif. Ridley is subsequently
“joined” by 37 other musicians singing
and playing along with him in New Or-
leans, The Netherlands. New Mexico.
France. Brazil. Russia. Venezuela, The
Congo, South Africa. Spain and Italy.
The man wearing headphones and
documenting all of those performances
in the video is Grammy Award-win-
ning producer/engineer/director Mark
Johnson. who envisioned, created and
cultivated Playing for Change during a
period of 10 years. For Johnson, the col-
laboration. extensive travel and effort
behind “Stand By Me” established the
template for Playing for Change (play-
ingforchange.com). which now encom-
passes the 2009 CD and DVD release
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Grandpa €tliott of New Orleans, La,, seated,
and Clarence Bekker of The Netherlands

Playing for Change

LOCATION RECORDINGS UNITE PEOPLE AROUND THE WORLD

Playing for Change: Songs Around the
World, featuring 10 songs and seven
videos from the Hear Music label; the
nonprofit Playing for Change Founda-
tion, which offers facilities, technology.
musical instruments and education to
communities worldwide; and the fea-
ture-length documentary Playing for
Change: Peace Through Music, which is
slated to debut this month on PBS.

In the documentary, musicians
offer heartfelt performances in the
moment f{rom the streets of their
hometowns. johnson shared the ways
in which he and his fellow engineers
captured and mixed these passionate.

once-in-a-lifetime performances.

How did you know where to go and
which musicians to record?

When you're making a documentary,
you basically raise enough money for
airline tickets and go. So a lot of it was
just showing up: a lot of it was also re-
searching different parts of the world
and what kind of music they have. |
knew | wanted to add choral music
from South Africa and sitars from
Asia. So | would start off with a road

By Matt Gallagher

map and show up in countries with a
guide 1 would find in that area.

The whole idea of the project was to
get back to the roots of the music, and
to do that 1 felt like we had to go to the
streets. It definitely was not [just] a proj-
ect about street musicians; it's about all
musicians. Street tusicians alter peo-
ple’s opinions of success because they
don't change their art: they go out and
play every day. and somebody can walk
by and have a life-changing experience.
It reminds me of friends’ stories about
visiting Cuba and Brazil and hearing
the incredible music on the streets.
Exactly. When you go to the people.
you'll always find the most amazing
music because it all comes from the
soul. Music is one heart to another
without any filter. and that’s what we
were trying to explore. So we wanted
to go back to the roots of it all and start
with that, so no matter what we had, at
least it was pure and it was real. Musi-
cians would tell other musicians. and
that word of mouth helped us.

We recorded people in Native
American reservations and subways

and street corners and the Himalayan



Mountains, We went all over the Middle East.
Ninety-five percent of the music was recorded
live outside. Musicians would hear whoever had
played before them, and | would use an iPod
video to show where [the performance] was at,
at that time, so they could get a feel for it.
What inspired you to pursue this project for all
these years?
| was a recording engineer at the Hit Factory in
New York City in 1998. | was on my way to the
studio one day, and there were two monks in the
subway station; they were painted all in white
from head to toe and they were playing music—
one guy was playing a nylon guitar and the other
was singing. I looked around and I saw all these
groups of people come together through the mu-
sic. Then | watched this performance, and some
people were crying and dropping their jaws, and
[I'saw]a lot of smiling. I got on the train and it oc-
curred to me that some of the best music | ever
heard in my life was on the way to the studio.
How did you choose your recording equipment
for this project?
[In the field,) I wanted to use the exact same
equipment that I was using at the Hit Factory.
So the idea was to bring that kind of equipment
to the streets so that people have an opportu-
nity to be heard in a much better context than
microphunes [imounted] on canicras, which
was the most common way of documenting
people outside.
Can you talk about how your fleld equipment
has evolved during the course of this project?
When | started out, | would bring a lot of equip-
ment. Most of the ideas for how o record out-
side came from a guy named Mickey Houlihan.
He has a company called Wind Over the Earth
(www.windovertheearth.com) in Boulder, Colo.
He was my consultant for the whole project,
and we started out working with golf cart bat-
teries, the Exceltech [AC power inverter], Grace
801 [mic pre’s] and a [Tascam] DA-78. It was very
heavy and costly to ship, but it did work.

So I could record musicians outside, it would
sound really good and 1 could overdub other mu-

the mountains and find out it wasn’t charged.
That left me wanting to be completely in control
of my own power, so that’s when [ went to using
an MBox 2 Pro with the Grace mic pre’s, which
would get me six tracks. If | needed more than
eight tracks, I would use the Metric Halo Mo-
bile /0. A lot of the stuff that 1 was doing was
multitracking on top of other tracks, such as
[with] “Stand By Me.” So six tracks was plenty.
The majority of the recording came down to
using a lot of hypercardioid mics and dynamic
mics, and then more recently back to the Neu-
mann KMS 105, which is a really great hypercar-
dioid mic. I would usually [use] windscreens on

The first and only plug-in processing & DSP

THE SOUND OF UNIVERSAL AUDIO,
NOW IN YOUR LAPTQP.

e
Introducing the UAD-2 SOLO/Laptop

the mics. So now | could go anywhere, anytime,
power myself and record up to six tracks.

What recording device and software did you use?

| recorded everything with a Mac laptop to Pro
Tools LE, except when | used the Mobile 1/O;
then, I used the Metric Halo software. 1 mixed
it on an HD system.

Did you figure out mic setups on the go?
[Laughs] It was definitely challenging. A lot of
times it was just pick the right mics and turn
them against the wind and hit Record. Half the
time we would record these musicians, they
would already be performing when we'd show up,

so we had to adjust to what they were doing. Some-

acceleration card that puts the big analog sounds
of Fairchild, Harrison, Helios, Little Labs, Moog,
Neve, Pultec, Roland, SPL, and our own LA-2A
and 1176 inside your laptop... without taxing your
host processor.

sicians to the tracks. Then we switched to car
batteries and a smaller Exceltech XP125. I then
switched toa Digi 002 [interface] with the small
er battery-powered Grace Lunatec V3 [mic pre],
and those are powered by Power Runner Model

2 battery packs. Then | was much more mobile WWW.UAUDIO.COM N y

and that’s how I did a bunch of recording. As a
backup, I would use a Metric Halo Mobile 1/O

2882. But the problem is when you go to foreign
countries where you can't fly with car batteries.
UNIVERSAL AUDIO

For example, in the Himalayan Mountains, |

would buy a car battery and then take it up to



sfp

times | would ask them to move or turn around
because of the wind. But for the most part, it was
really spontaneous. 1 got good [at] knowing when
to use which kinds of mics. I would have 57s, a
Beta 58, a Schoeps [CMC 6], the B&K [4011], the
Neumann 105s and the Shure Beta 52 for bass
or low-end instruments. 1 had passive DIs, and
then [would] try to figure out which mic pre’s to
use. Over time, the combinations got better.
The challenges were constant—Dbattery
life, wind, rain, too much sun, and also the car
horns and extraneous sounds around you. Ob-
viously, you're going to have some of that. But

when you put together 40 tracks around the
world, you don’t want to have too much extra
noise in each of them where it gets overwhelm-
ing. The other important thing was a tuner. |
had feared that problem because you're outside,
and tuning shifts so much due to temperature.
And you had to set up cameras at the same time.
Yeah. We shot on HD, Mini-DV and 16mm
film. But the whole thing was very basic: start
off with a good track, inspire the people and
then point and shoot.

It's interesting that the overdubs worked out so
well: You played mixes live and people played

Kiein + Hummel

The Measure

Hear into your mixes with unparalleled clarity,
accuracy and detail. Listen longer with less fatigue. Nearfieid Monitor

Neutral, uncolored sound, an uncompromised o
midrange, surprising bass extension and shocking ;3¢5 .

0300 0410
Midfield Monitor
Active 3-W; Active 3-Way

Tri-amp Tri-amplified

output. These are the hallmarks of the K+H 0 300
and 0 410. To learn more, visit us online at:

www.klein-hummel.com
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Recording in Kathmandu, Nepal, L-R: Kevin
Krupitzer, Jeremy Goulder, Mark Johnson, Wil-
liam Aura, Enzo Buono and Jon Walls

along to it.

Yeah! For the most part, it was one take, very lit-
tle editing—just people finding the place where
they could fit in and play in that spot.

So you mixed as you went along.

Right. “Stand By Me” starts with [street musi-
cian] Roger Ridley on guitar and vocals, and
then we add musicians. But with “War/No More
Trouble,” we wanted to challenge ourselves a bit
more. We did that in the same key and tempo of
Bob Marley and the Wailers Live at The Rainbow,
a [1977] concert of his in England. So I tapped
the tempo of the “No More Trouble” part of
the song because there’s a drift in tempo from
“War” to “No More Trouble.” So | had the musi-
cians play "War/No More Trouble” to that click,
and then got permission from the Marley family
to use Bob’s vocal and video. So Bob Marley is
singing with Bono, Israelis, Palestinians, Cath-
olic-Protestant kids, and musicians from Congo
and Zimbabwe. It's the most amazing feeling
because his whole spirit and energy are actually
in the track, and that was one way to take it one
step further from what we had done in the past.
How did you mix the final tracks?

Most of it I just mixed in the box in my apart-
ment. For some of them, 1 went to Chalice Stu-
dios in Los Angeles.

What is the monitoring setup in your home?

1 use Genelec 1030s. I'm in love with them.
Paul Simon, Jackson Browne and Keb’ Mo’
used them, so my ears were accustomed to
them for many years. Everything | used was
real simple—no compression on anything.
When | mixed, I [used compression], but when
I was recording everything was just clean.
This is a remarkable undertaking.

The power of music—when it is beiny used
in the right way—enabled us to go into plac-
es we otherwise would have never been able
to survive. And we tried to show all the differ-
ent ways with which people use music to per-
severe through struggles; then people start to
realize that we're all the same. Ill

Matt Gallagher is Mix's assistant editor.
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Knowing the Score
 Sibelius JEEEN

Pro studios, composers, musicians and engineers understand the
impurtance of being able to work with written music. Sibelius 6 Pro
($599) from Sibelius (www.sibelius.com) has made it easier than ever
by taking automated scoring up a notch Sibelius 6 can now interface
with mosl DAWs and sequencers via ReWire support, allowing Lhe
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user to add a live per[c mance to an audio recording or sync a record
ing witl 's playback. ¢ r fe in v tracki

synchronization with video and film, and Magnetic Layout, which
gives everything just the right amount of space and avoids collisians
to produce beautiful and printable results.
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Marvelously Mobile MIDI

Automap 3 for iPhone, iPod touch

The news from Apple's WWOC brought some exciting options for audio pros
Who own Applé (Www.apple.com) mobile devices and Novation (www.novation
music.com) products. Automap for iPhone and iPod touch (available from Ap
ple's App Store), combined with Novation's free Automap 4 Standard software
or Automap 3 PRO ($29.99). provides two horizontal faders and eight buttons
per page (pages unhmited) displayed on a single 1Phone/iPod touch screen
Automiap lets you see, at a glance, how every control on your iPhone/iPod touch
15 assigned, both on the iPhone and (Pod touch itself, and across your computer
screen, Control maps are aulnrn:mrull/ placed into categories d"pvmhn;g on

type, and controls can be re-assigned via the Learn mode

Big Features, Small Package

ey vesoo

The 500 Series has a new member in the VC500
(3925) compressor from Inward Connections
(dist. by Vintage King, www.vintageking.com).
The Steve Firlotte-designed unit features SPA6g0

all-discrete amp blocks; transformerless, differen-
tially balanced input; and transformer-balanced
output. Ratio control ranges from 21 to 302
to infinity, release control from 0.1 to 3 sec-
onds, and threshold from -40 dB to +22
dB. The stereo-link switch allows the
module detector circuit to be tied to
adjacent 500 Series compressor
madules. 1ll
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REVIEWS

By Kevin Becka

Royer SF-24V Stereo Tube Ribbon Mic

Hybrid Design Takes Solid-State Version Up a Level

Royer microphones are favored worldwide
among tracking and front-of-house engineers
who are ribbon enthusiasts. The company’s latest
release, the SF-24V, combines the best of Royer’s
body, mount and electronic designs, which takes
this newbie up a notch. The SF-24V’s ribbon ele-
ments and measured frequency response are
identical to the phantom-powered SF-24 stereo
ribbon mic, its closely named predecessor. The
difference comes in the SF-24V's twin tube
circuits, which share their DNA with Royer’s
R-122V mono tube mic.

The tube advantage in this application goes
well beyond the “warmth” factor, instead acting
to forgive the sins of phantorn power. Simply
put, headroom and transient response (aka, au-
dio quality) can be affected in an active ribbon if
phantom power is inadequate from the source
or weakened due to cable loss or length. This
is not a factor in the SF-24V, thanks to the high
source voltage supplied to the ribbons and cur-
rent-regulated heater supplies that automatical-
ly compensate for variations in the length of the
cable between the mic and the power supply.

Fun, Fun, Fun

I first used the SF-24V with a handheld record-
er | was also reviewing. It had built-in mics,
as well as XLR inputs that I decided to test us-
ing the SV-24V. | positioned the mic 40 feet
back from the stage in a 6,000-square-foot live
room with a four-piece band onstage. The P.A.
was an exemplary L-Acoustics’ KUDO line ar-
ray, making the band sound big and “live” in
the room. When [ took the recording back to
my office and listened through a pair of Fo-
cal CMS 65s, my jaw dropped from hearing
how closely my front-of-the-stage experience

PRODUCT SUMMARY

COMPANY: ROYER LABS
WEB: www.royerlabs.com
PRODUCT: SF-24

PRICE: 56,195

PROS: Great-sounding mic
offers Incredible detail and
easy point-and-record stereo
operation

may scare you
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resembled the playbacks. The mic captured
consistent high-end detail. a lush bottom end
and a solid, punchy midrange.

Placed over a studio drum kit, the SF-24V
offered a clear stereo image of the toms and
cymbals with a nice, smooth top end. It also
sounded spectacular on acoustic guitar. At the
corner of a Leslie cabinet, it exhibited plenty
of nice B3 Doppler effect in the mix that could
be easily widened or narrowed by adjusting
the panning. The results were also good on a
Fender Supersonic guitar amp: Decisive tran-
sients, no hint of breakup and a nice beefy
midrange made the guitar shine in the mix.

In all applications, the Royer mount de-
serves high praise. The same as in the SF-24,
using the mic in X/Y or mid/side applications
is a breeze. My only gripe is that Royer dropped
the Upper/Lower (ribbon) designation on the
outputs as in the past and now uses Ch.1/Ch.2.
This increases the L/R “mystery” factor during
chaotic session setups.

Qualified Buyers Queue Here

I'm a fan of the SF-24—which I use often—
and this mic’s ease of placement in a variety
of situations is unequaled. The SF-24V shares
this ability and adds that extra something you
get from a well-designed tube circuit.

The fun factor is set to high on the SF-24V,
urging you to try it in a wide variety of appli-
cations just to see what you get. In a live room
with a band, the mic captured distance detail
like a champ. The top is open, with musical re-
sponse from top to bottom. Cymbals, drum tran-
sients, guitars, vocals and more come through
with that gut feeling like you're in the room. Up
close on amps, acoustic guitars and drums, it
can stand up to high SP1s and de-
livers tight, crisp transients with
plenty of punch. To hear audio
examples, visit mixonlinc.com/
Online_Extras_Main_page.

The SF-24V ships in a beau-
tiful cherry box that sits inside

CONS: Output designation on
power supply unclear in refer-
ence to L/R channels. Price

a sturdy, partitioned aluminum

case with power supply, mount

The SF-24V is the tube version of Royer's
SF-24 phantom-powered stereo ribbon

microphone.

and cables—but at $6,195, this mic may dis-
courage the faint of heart. If you want the
best, then, unfortunately, you've got to be pre-
pared for sticker shock. However, once you
hear the SF-24V, the auditory experience will
justify the cost. lll
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REVIEWS

By Matt Bishop

Benchmark MPA1 Microphone Preamp

No-Compromise, Innovative Design Provides Ultra-Transparent Gain

Since 1983, Benchmark has been manufacturing
leading-edge specialty audio products—notably
the DACI, which has become a standard for dig-
ital-to-analog, reference-grade converters. Shar-
ing the same “system 1" half-rack frame design
as the DAC1 is the MPA1 microphone preampli

fier. The MPA1 is designed to be an ultra-pure
2-channel microphone preamplifier capable of
capturing every detail of a source.

Though most of the features are pretty stan-
dard, many of them have some very innovative
twists. For instance, the phantom-power sec-
tion features a multistage protection circuit that
absorbs the phantom-power surges caused by
shorts and plugging/unplugging microphones
with +48 volts ongaged. The most unique feature
is the stepped resistor gain control. The contin-
uously rotating, detented knobs provide 74 dB
of gain in 2dB increments. (The knob has four
stages: +0, +24, +48 and +74 dB.) Being able to
have recallable detent settings with that degree of
precision is a great feature, particularly for a pre-
amp so adep! at stereo miking. Other controls
include polarity inversion and a highpass filter
(uniquely set at 40 Hz). A headphone out with vol-
ume control is also included on the front panel.

One Clean Machine

The well-constructed MPA1 showcases crafts-
manship and quality components: Knobs and
switches all have a good feel, and the heavy cas-
ing is tightly assembled. My first use matched
up the Benchmark with a pair of DPA 4011s on
an acoustic guitar. A producer with whom [ work
regularly was doing overdubs for a radio remix,
and I thought this would be a great opportunity
to see what the Benchmark could do. The de-

tail was astonishing, picking up every nuance of

PRODUCT SUMMARY

COMPANY: BENCHMARK MEDIA
WEB: www.benchmarkmedia.com
PRODUCT: MPAI1

PRICE: $1,795

PROS: Amazing sonic per-
formance, stepped resistor
gain control, flexible design.

that adds “color.”
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CONS: True-to-life trans-
parency may not be for those
looking to buy a preamp
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The 2-channel MPA1 has all you would expect from a preamp, plus a headphone

out with volume controt.

the guitar but without sounding cluttered or un-
clear. It was smooth and balanced from top to
bottom, providing an accurate but warm image.
I wouldn’t say that it had “character” because
that would denote that the Benchmark some-
how colored the sound, but the tone was incred-
ibly full and three-dimensional. While the MPA1
didn't alter the sound, it somehow avoided hav-
ing the sterile feel associated with many “clean”
preamplifiers. The picking was crisp and clear,
while the low end was big yet focused. Nothing
was exaggerated, but the entire guitar sounded
larger than life.

Inspired by these results, I tried the Bench-
mark on some background vocal takes. I patched
a BLUE Baby Bottle into the Benchmark to see
how it would fare. [ was once again surprised by
how full and rich the tracks were. The presence
of the top end was spectacular, while
the midrange and lows were big. but
perfectly behaved. The precision gain
settings were particularly useful on
vocals, making it possible to get right
up to the edge of the converter. [ was
amazed by how complex the vocals
were for a preamp that would fall into
the “clean pre” category. The Bench-

mark’s balanced and detailed characteristics
created one of those vocal sounds that you can
put anywhere in the mix but still hear it clearly.
Although that could be a good or bad thing for
background vocals, it would be invaluable when

trying to capture a subtle lead vocal.

Wrap Up

The Benchmark is a world-class microphone
preamp that is surprisingly versatile. It was phe-
nomenal on vocals and acoustics, as well as every-
thing else [ tested it on. Unique features like the
precision stepped-input gains add to the unit’s
usefulness. The 40Hz highpass filter is use-
ful for eliminating room and mechanical noise
without cutting off the extension of sources with
more low end. The half-rack design, along with
unit couplers and blanks, also make this mic
pre easy to handle while allowing for a variety
of rackmounted configurations. The flexibility of
the MPAT’s form and function would make this
unit a valuable addition to any sludio or field re-

cording kit. Il

Matt Bishop is a staff engineer at Alford Media Ser-
vices in Dallas, where he mixes for a variety of local

and national artists and churches.
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“Qur Radial SW8s have
saved the show on
more than one
oceasion, They have
proven instant and
seamless.”

~ Richard Young
{Production Manager
Radiohead, Pink)

“thave flown the SW8's
all over the world on
tour and they work
perfectly night after
night. Ican'timagine §
doing alive show
without them.”

~ Mike McKnight
{Mariah Carey, Madonna,
American Idol) M
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“Radial DI's provide the
flexibility I need to
perfectly match any
situation | come across.!
specify Radial exclusively
for every tour I mix."

~ Dave Natale
{The Rolling Stones,
Fleetwood Mac,
Joe Cocker, Tina Turner)

Radial SW8™ Auto Switcher

A multi-channel switcher for backing tracks that
ensures your audio keeps playing even when a
playback device fails. Choice of balanced or
unbalanced inputs plus eight built-in Radial Di
boxes for remote stage use. Fully expandable
with auto, manual or remote switching.

"It is nice to find
great sounding g A B C D
industrial grade
equipment is still
being made today!"
~ Daniel Lanois
{U2, Rohbie
Robertson, Bob Dylan,
Peter Gabriel)

Rogiol 3550 @52 52 5
Y »

Radial JX44™ Air Control

Guitar amp and effects routing system lets
you remotely select between four guitars
plus select and combine up to six amps plus
your tuner at the same time. Equipped with
Radial’s SGI™ long-haul studio guitar

“We have Radial DI's
on everything...and
after several
continents and
countless dates, they
continue to work
flawlessly. Radial is the
only direct box | use!"
~ Lars Brogaard
(Stage manager and FOH
engineer - Rod Stewart)

"Ah...my beloved Radial
PhazerBank, still helping
me find that sweet spot i}
after all these years.
Bringing two sources
together so that they
are one, in perfect
harmony...Loveit."

~ Paul‘Pab’ Boothroyd
{(AC/DC, Paut Simon, Pink
Paul McCartney, Faith Hilf)

interface, a Radial direct box and a Radial
for re-recording in post production.

X-Amp

Radial PhazerBank™ Phase Adjustment Tool
Four channel phase adjuster time aligns any
two sources for greater sonic impact... just
like moving a mic without getting up from
your chair. Great on guitar, amazing on
acoustics, brilliant on bass and kicking on
kick! Caution... This thing is addictive.

“With today's live sound
demands you need to be
able to carry DIs that are
reliable and the perfect
match for your direct
input devices. That's why
Ichoose Radial DI's.”

~ Rob ‘Cubby’ Colby
Juanes, Pri Genesis,
Paula Abdul, Janet Jackson,
Cyndi Lauper)

“Radial builds Dis
exactly how I would do
it. Real quality and they
sound great. | love em!"

~ Bruce Swedien
(Quincy Jones. Michael
Jackson, Jennifer Lopez,
Paul McCartney)

Power
Tools!

...for Power Players
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By Barry Rudolph

Chameleon Labs 7802 Opto Tube Compressor
Affordable Stereo Unit With Gain Drive for Old-School Sound

7802
stereo opto tube compres-

Chameleon Labs’

sor offers a feedback de-

<D

sign based on a Perkin Chameicon Labs
Elmer VTL5C2 LED/LDR
Vactrol gain-changing el-
ement. There are two ele-
ments per channel: one in
the audio path and the other in the meter cir-
cuit. A 12AX7 tube gain stage is used for adding
harmonic distortion. A fully regulated, linear
internal power supply provides all voltages, in-
cluding high voltage for the tube. Two sets of
front panel controls allow dual-mono or stereo-
linked operation.

The unit's attack, release and ratio controls
are simplified. Attack and release time settings
are folded into a single five-position switch. Attack
times are 10/22/32/47/70 ms; release times are
program-dependent—about 50/250/400/600/800
ms. The compression ratio is selectable at 2:1 or
4:1 via a toggle switch, while the Compression
control sets the squash threshold. A switchable
sidechain highpass filter has a 6dB/octave roll-off
starting at 90 Hz.

Throughput gain is controlled by Drive and
Output. Drive sets the level to the 12AX7; more
Drive provides increased saturation and har-
monic richness, while Output sets the final level.
A green LED shows input signal presence; a red
LED indicates input clipping. Each channel also
has a small gain-reduction VU meter; there’s no
switching available to measure input or output
level. Bypass is hard-wired through a relay.

7802 in the Studio
The 7802 has a “hot” feel to it—meaning that

PRODUCT SUMMARY

COMPANY: CHAMELEON LABS
WEB: www.chameleonlabs.com
PRODUCT: 7302

PRICE: $799

PROS: Thick tube har-
monic distortion makes for
a louder, fuller sound'on
individual tracks or entire
program mixes.
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CONS: 'No means of me-

tering input or output level.
No bypass on the tube-
saturation section.
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ample gain is available. All controls are sensi-
tive, with sonic changes immediately audible.
I used it on both live mic sources and tracks
already recorded in Pro Tools, and in all cases
there was always plenty of gain to get whatever
sound | wanted—no matter what input level.
Even though the 7802 has a high-tech modern
look to its front panel, it worked and sounded
like an old-school vintage unit.

When setting up the unit, the Drive con-
trol must be turned up before the unit passes
any audio. As there’s no way to read input level
(and no input level control), using a reference
tone from Pro Tools I set the Drive control to
about the 9 o'clock position, the Output control
at about 2 o'clock and the Compression control
fully counterclockwise. I'd like to see the Drive
control configured so that the 7802 is at unity
when it's fully counterclockwise with Output
at 12 noon. Even with matched VU levels, the
Drive at minimum and the Compression con-
trol at zero, the signal is warmer and slightly
denser after going through the 7802. According
to the manufacturer, the THD is dependent on
the Drive setting and, assuming a +4 input sig-
nal, it will range from 0.1 to 3 percent or more.
Distortion is primarily second harmonic, with
the third about 20 dB below the second.
the 7802 sounded and
worked much like an old leveling amp,
a la Universal Audio’s LA-2 or LA-3. | se-
lected a 4:1 ratio. matched levels carefully

On lead vocals,

and increased the Drive control to about
the 10 o’clock position. This causes the
vocal to increase in level and “bloom”
in size, predominantly in the midrange.
This is not an EQ sound; it's a grainy
boost enriched with second-harmonic

distortion for a big increuse in appar-

— OISO

The Chameleon Labs 7802 offers simple controls and a tube stage for adding harmonic color to a track.

ent loudness without too much increase in ac-
tual electrical (VU) level. There is no increase of
compression when increasing the Drive level.

Strapped across the stereo mix bus, the 7802
will “glue” a mix together. I compared it to my
Waves' SSL stereo-bus compressor plug-in and
found I could get a much higher average loud-
ness, albeil with more midrange thickness, de-
pending on where the Drive control was set. If
you have trouble with thin-sounding mixes, this
is your box. The highpass filter works well for
bass-heavy mixes when you want a lot of com-
pression with minimal pumping.

For a synth bass, | preferred the McDSP
ML4000 limiter plug-in to the 7802. The Cha-
meleon did warm up the bass, but it didn’t fit
the dance pop track as well as the ML4000. In all
fairness, I'm comparing apples to oranges: The
ML4000 is a multiband peak limiter with look-
ahead functionality—a mastering processor.

I had a lot of fun using the Chameleon
on a drum loop. | have a faux “When the Le-
vee Breaks” loop, and processing it through
the 7802 pushes it into the rock zone hard. If
you squash and crank up the Drive control, you
can get sounds similar to the loops in Discrete
Drums’ Tirbulent Filth Monsters library.

Sterile and ultra-clean direct guitars can be
“roughed up” through the 7802. | had to crank
Drive fully clockwise, but | got more “guts” out
of these usually thin and lackluster tracks.

Not Your Average Reptile

By its nature, the 7802 is not the cleanest com-
pressor in my rack, yet it has the most vibe. The
Chamneleon 7802 sounds like no other compres-
sor out there, and is well-suited to adventure-
minded engineers and producers looking to add

another color to their sonic palettes. 1l
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THE INDUSTRY'S PREMIER LIVE SOUND EVENT
COMING IN NOVEMBER

Experience the world's leading concert sound & event systems: Consoles,

P.A.s, amplifiers, monitors, effects, lights, staging...all in one place. Live

and on stage. From the industry’s leading authority on live sound: Mix

MixLive @ LDI ® November 20-22, 2009
Orange County Convention Center ® Orlando, FL



a supplement to

AUDIO POST-PRODUCTION

REEL-EXCHANGE PRESENTS A DIRECTORY OF EDITORS,
MIXERS, COMPOSERS AND RECORDISTS

Weicome to the "Sound for Picture
Q"" = . , Resource Report” presented by Mix

=2 magazine and Reel-Exchange.com. Reel-

o - Exchange is a Website dedicated to matching

audio post production professionals—
editors, mixers, composers and recordists—
with the film, television and commercial
production community. If you would like to
submit for consideration in these reports,
e-mail us at support@reel-exchange.com.

ARDENWOOD SOUND & DVD
Fremont, Calif. L}
Rr www.ardenwoodsnd-dvd.com L’
Ardenwood Sound & DVD is dedicated to bringing the highest-quality production sound
70 mixing, audio post and audio mastering to film, video or music projects. Its mission is to
deliver the best location sound you can hire, as well as related services such as Hollywood-
style DVD authoring, high-definition CD mastering, video editing,and CD/DVD jewel-case
artwork design. With 25 years of location experience, a state-of-the-art portable hardware
and attention to detail, Ardenwood guarantees the cleanest usable dialog possible. During
the course of a 25-year career, principal Mark Calice has earned a Bachelor’s degree in
television and radio production, an Ampex Golden Reel Award and a Grammy nomination.

As a product specialist and product marketing manager, he supported and designed many
types of hardware for the likes of Otari Corporation, Videonics and Euphonix.

ROBERT NAVARRO, RA AUDIO
Beverly Hills
www.raaudio.com

In January 2001, Robert Navarro became the music director for
Associaled Production Music (APM). During the next few years,

he selected tracks for projects such as Spider-Aan, Smallville, The
Sopranos, Six Feet Under and Tivisted Metal Bluck. Eventually, Navarro
entered the production side This led to coordinating CD projects
for various APM-related libraries, as well as producing, recording
and composing CDs of his own. Shortly thereafter, Navarro became
an executive producer for APM. In August 2007, Navarro left APM to
found RA Audio, a music production company dedicated to creating
music for film, TV, game audio and commercial artists. Noteworthy
projects under RA Audio include Fast & Furious, custom music tor
Apple Computer and voice-over for mtvU

reel-exchange.com Search for these editor/mixers and other




PLUS4DBY
Los Angeles
www.plusddbu.com

Plus4dBu is a music production and licensing entity created by Schpilkas, offering original
music for TV, film, videogames and other multimedia outlets where quality and fresh
production music is needed. (Music production. vocal production, mixing and premastering,
and songwriting services are also available for recording artists.) Specializing in
unpredictable, edgy orchestration; urban beats; and electronic elements, compositions are
not limited to a specific genre. Musical influences stem from classical, hip-hop, electronica,
rock/alternative, trip-hop and jazz.

IAN WLSON ROSS, BOOLEAN STUDIO
Providence, R 1.
www.booleanstudio.com

lan Wilson Ross is owner/operator of Boolean Studio, a sort of catch-all project that
encompasses composing, recording, production and sound-for-picture. He has provided
music for feature-length films, TV and the Web. Ross’ voice-over talent has been heard

on numerous local radio commercials, as well as in an animated short (for which he also
provided music and sound design). In addition, Ross is half of Twin Goat, a psychedelic
country/dub recording project that is quietly soothing children and adults around the globe.
Starting with a degree in Sound Recording from the University of Massachusetts Lowell
(cum laude, 1997), Ross has steadily gained experience and broadened his horizons in all
things audio-related. He is most interested in music for picture and sound design.

SANDCASTLE STUDIOS
Sydney
www.sandcastlestudios.com.au

Sandcastle Studios produces innovative music, sound design and sound post for moving
pictures. Staff composers and sound designers are credited on award-winning commercials,
major studio films and everything in between. Creative director/composer Peter Miller
says, “Designing sound or composing music for moving pictures is not simply about making
the ‘coolest’ or most spectacular noises. It’s not about showing off or being glossy. It’s about
enriching the depth of the emotional content and enhancing the storytelling”

audio post-production professionals on Reel-Exchange.com.

Always
MIXING

Combining editorial /design with re-record-
ing functions also offers creative advantages. With
an extensive background in sound design and
sound-effects mixing. Myron Nettinga used his
skills while developing predubs for director Jona-
than Mostow’s film Surogates at Sony’s editorial
facility prior 10 the mix at walt isney Studios.
“Because of my experience as a miixei.” lie savy,
“I'm able to use those sensibilities while making
creative choices during designing that will carry
through to the final mix. | know what | will want
for separation. panning. delays and reverb, with
a good understanding of how it will translate on
the final stage.” Working closely with supenis-
ing sound editor Jon Johnson. Nettinga developed
predubs while designing sound for a number of
action sequences and other selected scenes.

“I will still be doing more predubbing at Dis-
ey befure the final mix.” he continues, “but it
was great to have built and predubbed some of
the larger and busier sequences early on. 1 see
the approach of working earlier in the process in
smaller rooms becoming more the norm. [It is
similar to the music stems that currently come to
the stage for the final mix and which have been
premixed in sinaller control rooms by the scoring
mixer. It's a great way to work with budgets and
schedules that may not always be optimum, with-
out sacrificing quality.”

Most re-recording mixers are reluctant to work
with predubs that have been produced by some-
body else. unless they have worked clusely with
the mixer in the past and share similar sensibili-
ties, or are supenising their choices. “\We try not to
predub each other’s material if possible,” Jenkins
confirms. “On one film where | couldn’t make it
for predubbing. [ offered to the director that proba-
bly it would be better if the same re-recording mix-
er took the project all the way through finals. There
1s just too much room for interpretation. | guess
it’s 40-percent ego and 60-percent reality.

“1f [ don't do the predubs [ just don't know
what the problems were and what to look out for
going into finals. | have a great auditory memory
and ‘learn’ the film during premixes. For exam-
ple, I might not clean up something or put on a
particular reverb because [ know that | could get
to that later in the process. Somebody else might
not do that; they may clean everything up for me.
Making this sort of decision—and locking mysell
in—is something I'd prefer to do for myselfl” Nl

Mel Lambert heads up MediagMarketing (www.
mediaandmarketing.com), a full-service consulting

service for pro-audio firms and facilities.
p
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g Northern Sound & Light
VOCALBOOTH . com S S

HEAR THE DIFFERENCE

»”

The VocalBooth s working out great. | send a lot of things out of
here on the ISDN line and always get compliments on how clean
things sound.” TOM BODETT - NPR Motel 6 XM Sateliite Radio

EFFORTLESS
SEAMLESS
LIMITLESS
WIRELESS

Alectiire hall or a conference room. A church or a thealre. Whatever the venue, Shure has the wireless
syslen lu Jeliver e yuality and consisteney yeu reed. The SLY ond LI X &aAas Hiiw th over AD years
of Shure technology, Including Shure's patented Audio Reference Companding for crystal-clear sound
beyond the fimits of conventional wireless. For more mformation, call or visit our website.

AN 181 MErie s wiTH
AURALEX FOAM & HARDWODOD FLODR

CALL TOLL FREE -/ Top Name Brands

1-866.79A-A232 d ; 2B
MON-FRI: 9-8 EST Award Winning Service

www.northarnsowinl net Maximum Dis@@ﬂt Prices

WWW,.VOCALBOOTH.COM
866-330-6045

| ULTIMATE ‘GREEN” SOUND STUDIO JOSEPHSON ENGINEERING
A

r‘ & | country setting for a family com-
pound that you can expand upon.
3 existing “Green” buildings are
just the start. Includes an acous-
tically-tuned 1100 sq.ft. music

side-address cardioid transformer output condenser
ol N

802.228.8811
www,okemorealestate.com

To place your ad into the Mix Marketplace, Classifieds
please call Julie Dahlstrom at 312-840-8436

or email to Julie.Dakistrom @penton.com
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When CBS needed a monitor controller for a 5.1 post room they chose a SR5.1MKII.
They ecame back for 13 more. Warner Brothers bought 7, Walt Disney bought 5.
Why ? It gets the job done.

Fold down to Stereo or Mono ’leman Accessible trims for each channel
Level Control tracks to .05db udailo Input mutes for all channels
Balanced inputs & outputs (516) 334-7109 Classic analogue circuitry

Made in America

o ‘K"- 1 \l‘( :’m
000600 '6 Sﬁlﬁml
 www.colemanaudio.com SR5.1MKII Surround Level Control coley@colemanaudio.com )

, ANercary ' “Built to be tough... but the EQ-P1 prefers to
be a lover not a fighter, Smooth and Silky ”

“Plug into:Reality’

Mercury Recoréing Equipment Co. '+~ (610):681-3817 -- MercuryRecordingEquipment.comn

=ReETRC

All new and online in

remixmag.com

D e

[

CRYSTALC/LAR

YOURE ALREADY A =LIFERS T AK
A portal for professional NOW YOU CAN SAVE THE PLANET
AND BE A SUPERHERO!

.. 4
e %5 1B g&
't £

4-PANEL ECO-PIGIPAK 4-PANEL ECO-WALLET ADD COMPLETE
WITH FULL-COLOR DISC  WITH FLILL-COLOR PISC  GRAPHIC PESIGN &

news, furum, dnwnlnads- $"99.00 U000 GTY.) $|099.00 (1000 QTY.) MASTERING FOR

ONLY $498.00!

ﬁ;ﬁgﬁ,PL Y- |T | 259 w. 30t Sheet, NY, Nv 10001
" D

t | TOLL FREE'1-800-815-3444 212-695-6530

N\ )] R E C
= Where You Go. | WWW.PLAY-ITDIRECT.COM

and amateur remixers

and producers. Samples,

software and technical
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High Performance, SOUNDPROOF Windows & Doors!

STUDIO SERIES WINDOWS STUDIO 3D DOOR Advantages:
] T = Affordable

® High Performance
® High STC Range
® Custom Manufactured
® Quick Turnaround
® Performance Tested
® Aesthetically Pleasing
® Security /Privacy
ASI1 Offers Over 400

Acoustical & Sound-
proofing Products!

Studio 4: STC up to 45 Studio 3D: STC up to 56 4 LN
Studio 5: STC up to 49  Also Inquire About Blast-
Studio 6: STC up to 56 Proof Windows & Doors STO P

A S——— PV Rdmas

Think Outside The IsoBox

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

rr..’ L ¢ -3 \.S\D We Studig

CUSTOM
SOUK Krdft 'E“I““ CONSOLES

TS e electronic DPA - API
» Yamaha
+ DigiDesign
* Toft

l' \ 411 + Solid State Logic
\ | V“ SWEE.EWAV [AUB |u {.{J{ » Tascam
“Sound Construction designs
1 877 258 0553 ISOBOX and builds the best studio
I Studio, Flight furniture available, period."

Your favorite products. Your hest price. | andPost ~ Brian Tankersley

AKG, Audix, Auf e Audio-Technica, Avalon,
B&Niri; Beyerd . DBX, Brawmer, Eqjthworks, RACKS
EAW Electro-Voice, kocusme Furman, GhostGrac + Slant Racks
Heil, JBL, K&M, L'Acoustics, Lab.gruppen; M-Audio, + Lowboys
Mackie, Presonus, Riimacoustic, Radial Engineering, + NEW Craftsman
Rane, . Tatnoy. Tascanlifimdte, Violet Series Racks ‘ Sound CongtGruction & Supply, Inc.

L.and MANY, MORE' -
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www.custom-consoles.com

Above: Custom Console for DigiDesign D Control
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6 Panel 4/1 Booklet - 4/1 Traycard (Black or Clear Tray).
Full Color OFFSET on disc print. Wrap & Topspines included.

FULL COLOR OFFSET

ON DISC PRINT
4 o b ‘ f
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§ Soc.mcz w:"th
" Vision

* Earn a Certificate in Sound Design
For Feature Films and Television

¢ Learn from Award-Winning Mentors

* Work in a 70-seat Dolby-certified
Mix Theatre

* Study in Professional ADR and
Foley Stages

www.filmschool.net (800)593-4800

INTERNATIONAL ACADEMY
-~ OF FILM AND TELEVISION

Go GLOBA

THE PELUSO P12

"\ used the P12 in the same ways |
would use a good sounding AKG
C12. 1 found it more reliable and
consistent than most vintage mics...
The P12 performs brilliantly throutgh
a wide dynamic range, making it the
first choice especially for singers
looking for bright sound without
harshness."

- Barry Rudoiph

Full review at
www.BarryRudolph.com

Sound Pure today
to OEMO any Peluso
mic at our studio or

Peluso mics
and much more available from your pro audio experts:

so(jnd p|Jre

BEST GEAR  BEST PRICES ~ BEST ADVICE

www.soundpure.com / sales@soundpure.com
call toll free 888.528.9703

.> [ELAVRY  ChertorOak  Pro Tools|HD ¢ .

ol Sl . | @ Mojase Audia great Rris m
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MIX Classificd Ads are the easiest and nost econondical nieans 10 reach a buyer for your product or service. The classified
pages of Mix supply our readers with a valuable shopping markeiplace. We sugges! you by wisely: niail-order consuniers
hace rights. and sellers must comply with the Federal Trade Conmission. as well as vavious state leies. Mix shall not be
lichle for the contents of advertisenenis. For conlete information on prices and deadlines. call (312) 840-8436.

ACOUSTIC PRODUCTS

Design
Consulting

The Ultimate Portable Vocal Booth

The ReaLTRAPS Portable Vocat Booth ($299.99)
is a complete solution for capturing clear, dry
sounding vocals even in very live untreated
rooms. Unlike other products you may have

zerointernational.com

P 718-585-3230

Products

—.soundcontrolroom....
toll free 866-788-1238

Materials to Control Sound
and Eliminate Noise™

Acoustics First

www.acousticsfirst.com

eTee 888-765-2900

wg
VOCALBOOTH com

TS A HEAVENLY SANCTUARY™

4x6 GaLo weRES
W AURALEX rOAM &
ne fLoaa

866-330-604S
WWW.VOCALBOOTH.COM

S INC
oom

SOUND ISOLATION ENCLOSURES
Reducing sound 1o a Whisper since 996!

A Sound Investment!
Various Sizes € Immediate Shipping

www.whisperrcom.com
423-585-5827 or 800-200-8168

8= SILENT

58 Nonotuck St.. Noerthampton, MA 01062
Info: (413) 584-7944 Fux: (413) 584-2377

ORDER: 800-583-7174
Acoustt - Febele Pasdes il
Sound Barifer « sot*fiori PM
Tube Traps ¢ Silence Wallcovering %
WhisperWedge * ProFoam ¢ Clearsomig
* Hushfoam « R.P.G. Diffusors *
Sonex * Sound Qui't « More
www.silentsource.com
info@silentsource.com

BLACKBGOX

CALL 647.723.2858

Vocal, Practice and Broadcast Booths

Senlxn)Aceustics

www.seulxacoustics.com

Sound&Video

contractor
keeps you in the loop.

is the electronic
bi-monthly newsletter dedicated to

helping you maximize your business
profits, reduce follow-up/service calls,
and improve installation techniques
with every e-issue.

Don't Miss another issue!
Subscribe Today at
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seen that are too small to be effective, the PVB
comprises two large {2x2 foot) absorbing
panels that attach quickly and easily to nearly
any microphone boom stand.

"1 gotta admit, this thing is incredible. What a huge
differencel I'm so pleased, you coukdn have a more
satisfied customer!” —Richard Hilton, Chic
keyboardistand engineer for producer Nile Rodgers.

sjust oneof many products REALTRAPS sells. See our web site for a wealth of
product information, demo videos, and amazingly clear explanations of acoustics.
. ]

loll-Free'[866-732-5872 www. REALTRAPS com

C

Gretch-Ken Industries, Inc.
www.GretchiKen.com

== SOUND ISOLATION Booms
.
*Buy Direct and Save
Noise CONTROL PRODUCTS
Toll Free: 800-833-1554 or 541-947-2602

“The GIK Monster was the perfect trap to reduce
a resonance that | detected in Studio B.”

Bob Katz - Mastering Engineer

8 foot wide 4 ft tall TGS

Acoustical-
“Hot damn, this _
615-469-0279 www.Stiaudioiomm
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The Vintech X73i!

“1 used five X73i's and one X81 to record all of
Carlos Santana’s guitar tracks for both the
‘Shaman’ and ‘All that | am’ albums.” Jim Gaines
Engineer for Carlos Santana, Stevie Ray Vaughn

® o
e O

e °

a(??‘f\m e

The Vintech X73
“l use the X73 for recording Patti Scialfa and
Bruce Springsteen in their home studio.” Toby
Scott, Engineer for Bruce Springsteen

= 6 G

1-877-4A-MIC-PRE www vintech-audio.com

The Model 473

“essential compression...”

THE NEW LIMINATOR SERIES COMPRESSORS

airfieldaudio.com

JOSEPHSON ENGINEERING

C700A

Two-capsule condenser microphone
Vanable pattom

For vocals, spot and far-field pickup

/\_/

P

Il josephson comi

VINTECH AUDIO
CLASS A MIC PREAMPS MADE WITH

NEVE™ 1272 COMPONENTS
www,vintech-audio.com
call toll free: 1-877-4-mic-pre

PYRAMID
SPEAKERS

What can we make
for you?

dream studio
800.315.0878

IOOOARGOSY"

technical furniture
www.argosyconsole.com

(I

__INSTRUCTION |
a RECORDING ENGINEER

*COMNLINE BRAND NEW online practicat
ining in WMulti-track Record-
COLIRSE Ing dow our suCoesatul work-
ing gradustes or buitd your
B O%n #tudio. Career guidance,
Oiptomsa. Reglstered School
FREE INFO:

ATA Audio Institute

¢ of Anievica
www.audioinsiityto.com

VIDEO SYMPHONY

THEHOLLYWOODINSTITUTE

Learn in a studio,

MICROPHONES

' www.MarquetteAudioLabs.com %"

MASTERING

Guaranteed to give you
that “Blg Label” sound.

L $475.
ETR 1 -800-692-1210

WW W, mxmumuum hlu.ruu, u\m

FREE Tegr

06.COM

Cumplele
Album Deal!

PRODUCTION

not in classroom

Video Symphony's
Pro Tools Audio
Engineering Program

Master the Craft of |
Audio Engineering ’
at our World {

TABLE MOUNTAIN SIGHT
& SOUND PRODUCTIONS

NEW & VINTAGE MICS
FROM RUSSIA

(866)'816-9590

Specializing in
* Commercials ®* Movies
* Music and More

TEL/FAX: 007-495-9115565
E-mail: aeg210268@mtu-net.ru
www.valvemics.webzone.ru/

Famous Studios

www.VideoSymphony.com

Mix

For Rates & Deadline
Information, Call

(312) 840-8436

Don't wait ta place your ad
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Perfect for the studio. And the road.

Run DP6 on Apple’s latest MacBook Pro laptops, connect the bus-powered
Traveler-mk3, add powerful new third-party products, and you‘ve got a
state-of-the-art desktop studio you can also take on the road.

Apple MacBook Pro
The most powerful and stylish laptop ever
The Apple 15" MacBook Pro Core 2 Duo 2.66GHz represents
Apple’s finest effort in engineering, style, and performance.
The new all-aluminum unibody enclosure makes it thinner,
lighter, and stronger. No LCD here! The innovative LED display
(with two graphics cards) is simply beautiful to look at. Use
FireWire 800 for your MOTU interface, and USB 2.0 or the

ExpressCard slot for expanded storage. And you'll love the

large, ergonomic Multi-Touch trackpad with integrated button

The Traveler-mk3 offers five
powerful new audio analysis
features: an FFT, Spectrogram,
Oscilloscope, X-Y Plot, and Phase
Analysis. If you already own a
“mk3" MOTU FireWire audio
interface, download them now

at: sweetwater.com/mk3upgrade

MOTU Traveler-mk3 Euphonix Artist Series
Bus-powered portable I/O with FX High-end console for your MOTU studio
The Traveler-mk3 isn‘t just a 28 x 30 FireWire interface. It's a MC Control, MC Mix and the new MC Transport bring
full-blown digital mixer with effects, including modeled analog Euphonix’ high-end console technology to your MOTU desktop
EQ and compression on every channel, plus reverb — all studio in a compact design that fits perfectly in front of your
accessed via the elegant CueMix FX on-screen mixer. Just MacBook Pro. MOTU DP6 now natively supports Euphonix'’
added: powerful new X-Y Plot and Phase Analysis displays EuCon protocol for seamless, tactile control over almost all
that let you clearly see and correct phase and polarity issues. major DP features and transport-related controls.
MC Transport MC Control

www.sweetwater.com




Apple LED Cinema Display BIAS Peak Pro 6
Expand your MacBook'’s display for the studio Evolution of an award-winning standard

It's 24 inches of gorgeous display — and a convenient dock for your Whether you're a musician, sound designer, audio editor,
MacBook or MacBook Pro and other essential desktop devices, such multimedia producer, or mastering engineer, Peak Pro 6
as your iPod, iPhone, USB printer, and camera. The handy 3-in-1 cable offers more creative potential than ever before. Used side-
connects to your MacBook’s DisplayPort, USB 2.0 port, and MagSafe by-side or launched directly from within DP6, Peak Pro 6
power connector. Just plug it in and you‘ve instantly got more screen streamlines your workflow with industry-renowned sonic
real estate. Includes iSight camera, microphone and speakers. quality and precision. For additional mastering, restoration,

and DDP 2.0 delivery power, step up to Peak Pro XT 6.

Antelope Isochrone OCX
Premier reference master clock based on aerospace technology
A master clock is the heart of any MOTU digital studio, essential to maintaining stability and preserving sonic integrity.
The Isochrone OCX is an ultra stable, great sounding master clock highly regarded by many top professionals. Mixes come alive

with much more depth and detail when the OCX is plugged into gear that has a digital input. Hear it and believe it!

| FREE -~
i SHIPPING

(,3) NO M'“'”‘:HASE

g S

8 (R

S (800) 222-4700




“Q&A

Jim Anderson

It seems the AES has changed recently, with
a new vitality, a new Website, a new spark.

new AES Website design
And the demographics have changed to a
younger membership.

T 3 | \We Aoy terr:

bringing students up throug >

But besides university students, there’s also
been an influx of young people who are in-
terested in audio because of low-cost record-

ing gear.
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By George Petersen

There’s been some criticism about the AES
focusing on recording and ignoring other
segments of audio, such as live sound.

4dUudio
And game audio has its own tools, language

and mindset.

What are some new things planned for this
year's AES?

What makes the AES work?



Variation on a Theme
The Aurora 16-VT offers all of
the features of the industry-
standard Aurora 16 AD/DA
converter, with the addition
of Variable Trim for all 16
analog inputs and 16 analog
outputs. This allows users

to manually set the analog
input and output levels

within a range of

+8.5 dBu to +24 dBu.

p
Versatile Thirty-Two Channels
The Aurora 16 and Aurora 16-VT are actually
32-channel devices. All 16 analog I/O channels

g, and all 16 digital I/O channels are operational at
a all times at all sample rates, with analog-to-digital
‘conversion functioning simultaneously with digital-
to-analog conversion. All in one rack space.
“#+ “ Very Transparent
Audio as Nature Intended. The sound
you put into Aurora converters, as well
* as Lynx AES16, LynxTWO and L22
sound cards, is the sound you get
out of them - pure conversion.

The depth, detail and imaging with
n; Aurora are, well, truly natural.

Audio... as nature intended. 4 N

The Aurora family of converters, including A .

the new Aurora 16-VT, provides the audio quality, ) . g
features, interface options and reliability

that you need from a converter.

Very True.
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MOTU

Get new advanced tools

for your MOTU mk3 FireWire audio interface

motu.com/
download

If you own a “mk3” MOTU FireWire interface,

you also own five powerful new audio analysis
and diagnostic features now available via a
simple download at motu.com: another example
of how MOTU interfaces offer lasting value,
professional quality and industry-leadiing features.

Cutting-edge tools are just one click away...
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