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The Hottest Gifts of 2010 Are at 
www.sweetwater.com/giftguitle. 
Sweetwater.com is your one-stop center for the holidays. Our Gift Guide is loaded 
with the hottest gear for the holiday season. Plus, you can create your own wish list to 
make sure the gear you want is under the tree this year. Don’t forget to register for our 
24-day holiday giveaway while you’re there! Check it out at sweetwater.com/giftguide! 
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this Holiday Easy! 

MASSIVE In-stock Selection! 
The gear you want is ready to ship right now. Plus, our well-stocked warehouse 

features a central location for extremely fast delivery to both coasts! 

Gift Certificates and Great Gift Ideas! 
Not sure what to get? Call a knowledgeable Sales Engineer for help. Or get a 

Sweetwater Gift Certificate — ideal for any musician, available online! 

On-time Delivery for the Holidays! 
Know you'll get your gifts and gear on time. Order by December 17 for FREE 
shipping, with delivery by Christmas! Expedited shipping is also available. 

Make 3 Easy Payments! 
Get the gear you want right away and conveniently stretch your purchase over 

three easy payments! Available on both online and phone orders. 

No Lines, No Hassles. Just the Right Gear at the Best Price, with Exceptional FREE EXTRAS! 

FREE 
Professional 

Advice 

We're here to help 
answer your questions. 

¿FREE* 
SHIPPING 

NO MINIMUM PURCHASE 

FREE Shipping 

Almost everything ships 
to you for free. 

SweetCare 
www.sweetwater.com/support 

FREE Technical Support FREE Warranty 

Knowledgeable pros are here You won't find free 2-year coverage 
to back you up. like this anywhere else. 
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Possible 5¡| 

Prices^ 

LOWEST Possible Prices 

Get the gear you want, 
at the right price. 

Shipping • 2-year Warranty • Tech Support • Professional Advice • Possible Prices 
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Pro To 

Introducing the next generation of Pro Tools. 
Professional audio production as you've always wanted it. 

Run Pro Tools® software with Avid®, third-party audio interfaces, or standalone. Develop superior mixes 
with Automatic Delay Compensation. Enjoy more professional features, now included as standard. 

Go hands-on with Euphonix controllers and EUCON integration. And collaborate more easily than ever. 

Get Pro Tools 9 - www.avid.com/protools9 
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FROM THE EDITOR 

The Meaning of Avid 

t’s almost been a pro audio sport, on and off, for the past 15-plus years: Avid 

bashing. Practically from Day One, back in 1994, when the hot-tech Tewks¬ 

bury, Mass., company made Digidesign its first acquisition, many Pro Tools 

users have been quite vocal in their love-hate relationship with the parent company. 

Why doesn't Avid/Digi gear talk to each other? Why can't I choose my own converters? 

Why can’t I work offline without IO? Do they really think I should use these PRE’s? No 

surround panner on the ICON? I’ve got to pay to export to MP3? Why are they picking a 

fight over mixing outside the box? Live consoles? LE, cool. Buying M-Audio? Cool. Why 

won't they open up? Why is it so expensive for just PCI/x/e cards and software? They’re 

making speakers now? They’ve removed the Digidesign name??? 

Yes, they did. For a reason. And it seems to be a smart one moving forward. Exten¬ 

sive studies showed that there was brand value in Pro Tools, not Digi. So they kept the 

former. And ICON and VENUE and M-Audio. Not Euphonix. But big companies make 

big targets, especially ones that start out small and enter the big leagues overnight. It 

was only April 1988 when Avid first showed Avid/i in private rooms at NAB, introducing 

nonlinear picture editing and truly changing the game. That really wasn’t that long ago, 

and they had no real competition on the high end for nearly 20 years. So they built more 

products, tried some audio on their own and then started buying companies: Digidesign 

in ’94, Softimage and Tektronix in '98. M-Audio and Bomb Factory in 2004. Pinnacle in 

2005 and Sibelius the following year. Then Euphonix earlier this year. They got big. But 

in high-tech, with the need to continually innovate, bigger doesn’t always mean faster. 

Final Cut and a reputation of paying little attention to their customer's requests hit them 

hard in video. And plenty of very solid DAW manufacturers—Steinberg, MOTU, Apple, 

Cakewalk and others—have had Digi in their sights for years. 

This is no David and Goliath story, and I’m not writing as an Avid apologist; many user 

(and manufacturer) criticisms have been justified. But think about it: market dominance, in 

a fast-moving high-tech space, for nearly 20 years now. That is not easy. The Avid highs dur¬ 

ing the past couple of decades have been in the stratosphere, and the lows have been ac¬ 

companied by tumbling stock and (false) rumors of bankruptcy. But here they are, 20 years 

in and still on top. While some may say they are playing catch-up, they are still innovating. 

The flurry of announcements out of the Pro Tools camp these past three months 

has been truly impressive, with HD interfaces and HEAT, then Mbox interfaces, then HD 

Native and then, last week, stealing the AES thunder with Pro Tools 9 opening up the 

architecture. (And this comes on the heels of the Media Composer 5 launch on the video 

side.) Three months of releases, however, means at minimum three years of hard work 

in shifting the corporate culture, in responding to customers, in realigning priorities— 

and in developing products that the industry wants. It has paid off. The buzz was more 

than palpable on the Moscone Center show floor. It was downright exciting. And just 

wait till they really start integrating EuCon. The future looks bright. 

So go ahead and bash if you will. And then go fire up your $599 PT9 software using 

your own interface, import your WAV file created in another platform and make some mu¬ 

sic. Pro Tools has opened up. 
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Shure SM Microphones are renowned for coming through even under 
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ON THE COVER by Barbara Schultz 

Abkco Records 

or more than 50 years, the Abkco 

label (New York City, abkco.com) 

has been home to some of the 

most iconic recordings of the rock ’n’ roll 

era. The Rolling Stones, Sam Cooke, The 

Kinks and The Animals are just a handful 

of the greats that have been Abkco’s life’s 

blood for decades. 

One of the reasons Abkco continues to 

thrive and maintain a fine reputation with 

listeners is the philosophical approach the 

company brings to reissues: Abkco’s releas¬ 

es are meticulously researched, restored 

and remastered to modern standards, with 

respect for the history and meaning of the 

music. 

“Our new offices, while spearheading 

the company into the future, embrace our 

past legacy and honor the artists who built 

Abkco,” says CEO Jody Klein. 

The studio facilities were designed by 

Troy Germano of Studio Design Group 

(and, of course, of Germano Studios) with 

UK design firm White Mark Limited. “The 

goal was for Jody to build something that 

would last many years where he’d be able 

to do reissue work, as well as normal ste¬ 

reo mixing projects, archiving and pretty 

serious, high-tech surround mixing proj¬ 

ects like they did on [the Stones’] Get Yer 

Ya- Ya's Out!," says Germano, whose final 

design makes efficient use of Abkco’s loft 

space by employing a shared machine room 

for the audio studio and video suite 

The I4xi8-foot audio studio, with cus¬ 

tom acoustical treatments, was designed 

to accommodate the variety of engineering 

tasks that chief engineer Teri Landi and the 

Abkco staff perform: sourcing master re¬ 

cordings, archiving, recording and mixing 

music and sound-for-picture, and premas¬ 

tering reissues and new releases. 

"We needed a facility that could do our 

premastering," Klein says. “That involves 

a vast amount of researching source ma¬ 

terial, as well as A/B’ing between singles, 

albums, foreign releases, domestic releas¬ 

es." 

A great example of this type of work 

would be the impressive The Rolling Stones 

7964-1969 remastered vi¬ 

nyl Box Set that Abkco re¬ 

leased last month. This 

project involved research¬ 

ing the UK studio album 

versions, as well as the two 

UK “Big Hits” collections 

that contained hit singles 

not included on the original 

UK studio albums. "There 

are times with the Stones 

where they made two ver¬ 

sions. An example of that 

is 'Time Is on My Side,”’ 

Landi explains. “The ver¬ 

sion that's on a U.S. LP is 

not the same version that’s 

on the UK LP. It’s important 

PHOTOS JENNIFER KLEIN 

Abkco C€0 Jody 
Klein (left) and chief 
audio engineer and 
archivist Teri Landi 

to A/B those original refer-
Abkco's modi-

ences and make sure you fled Ampex 

have the right thing.” 351 tube reel-
to-reel tape 

The equipment Landi machine 

now has at her disposal in¬ 

cludes an SSL AWS900 console purchased 

from Alicia Keys’ Oven studios and a newly 

expanded 7.1 monitoring system that incor¬ 

porates the ATC SCM50ASLS from Abkco’s 

previous facility and Exigy surrounds. Lan¬ 

di is particularly delighted that the new stu¬ 

dio can house all of the tape machines and 

other playback devices that are essential to 

her work. Models include two Ampex ATR-

102 tape machines with Aria electronics 

(modified and maintained by Mike Spitz), 

an Ampex AG-440 with original electron¬ 

ics and a 351 with original tube electronics 

(modified and maintained by Bill Wells), 

and a Sony JH-24. Landi keeps a selection 

of interchangeable headstacks for each of 

these machines. Also in the new studio 

is Abkco’s collection of new and vintage 

outboard gear: Neve mic pre’s, EQs and 

compressor/limiters; GML EQs; Chandler 

Ltd. limiter; Universal Audio compressor/ 

limiter; DW Fearn tube EQ; Manley Pultec 

tube EQ; EMT 140 stereo reverb plate; and 

more. 

“In the new studio, Teri can perform 

any engineering tasks she needs, and she 

has these devices, literally, within an arm's 

length. That was a requirement that was on 

our drawing board from day one," says Ger¬ 

mano. “Jody’s reissues are second to none. 

That’s partly because of the effort they put 

into going back to the original source, but 

it's also because Jody’s always been on the 

cutting edge in terms of going with SACD, 

like they did with the Rolling Stones' cata¬ 

log a few years back. He and Teri make the 

right transfers and the right adjustments to 

bring this material to the modern age.” Ill 
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Musician, engineer and producer 
for such legends as Metallica, 
Mötley Crüe, David Lee Roth, 

Bon Jovi, Michael Bublé, Bush, 
The Cult, American Bang, 
The Offspring, and 311. 

Music Hall of Fame inductee 
and Juno Award winner. 

” « 

piring and recording rock’s 
greatest performances 

- for over 3 decades. 
STERLING. 

Capture the moment. 

STERLING© 
See our Bob Rock interview at 

YouTube.com/SterlingMicrophones 

or visit sterlingaudio.net 



CURRENT 
compiled by Sarah Benzuly 

KEN REICHEL 
1939-2010 
Former Audio-Technica executive VP and COO Ken 

Reichel passed away October 15, 2010, at his home 

in Richmond, Va. Reichel joined Audio-Technica in 

May 1982 and served the company in various lead¬ 

ership capacities before retiring in June 2000. 

"Ken valued strong personal relationships 

based on mutual respect and commitment," said 

Phil Cajka, president/CEO of Audio-Technica U.S. 

"He had a powerful combination of technical un¬ 

derstanding and sales acumen, which served him 

well in his time with the company and gained him 

the respect and admiration of customers, fellow 

sales personnel and A-T's R&D and engineering 

team. He was known for his larger-than-life person¬ 

ality and was as comfortable drawing up a circuit 

design on a napkin as he was pitching a million¬ 

dollar deal to a potential customer. Ken had an in¬ 

credible sense of humor and showmanship, which 

often manifested itself at sales meetings, where he 

would don his infamous pink jacket. We extend our 

deepest sympathies to his family, his friends and all 

who knew him.” 

Reichel is survived by his wife, Joyce; son, Scott: 

daughter, Tammi; son-in-law, Martin; and four 

grandchildren. 

Esquire 
Studio Digs 
Since January, Mix technical editor Kevin Becka has been 

working as the lead audio consultant for the Esquire House 

2010 recording studio in Los Angeles. The 9,000-square-

foot, SiçM home in the “bird streets” of West Hollywood 

embodies Esquire's Man at His Best theme throughout. 

The pool-house studio was a collaboration between Becka, 

From left: Kevin Becka, Blue Microphones’ Tyler Barth, 
and engineers €d Cherney and David Rideau 

Becka and engineer Tony Maserati 

Blue Microphones and New York designer Denise Kuriger. The room features 

gear from SSL, Avid. Cenelec, Korg, VocalBooth.com, Waves, Steven Slate Digi¬ 

tal, Perception Audio, Blue Microphones, TC Electronic and others. A virtual 

tour of the house is available at www.facebook.com/Esquire. 

QSC, M&W 
NEW CONSOLES_ 
QSC Audio Products and M&W Design Croup (Greg Mackie 

and Peter Watts) are collaborating on a new series of digital au¬ 

dio mixing consoles. Design work on the products will be done 

by both M&W and QSC, while manufacturing, distribution, 

sales, marketing and technical support will be handled entirely 

by QSC. The first products are expected to be announced during 

the first half of 2011. 

“Getting one of our new commemorative systems is like taking a time machine 
back to 1960 and purchasing it directly from the Telef unken showroom.” 

—Jason Scheuner, director of artist relations, on celebrating the 50th anniversary 

of the ELA M 250/251, 250E/251E and 270 mies with exclusive commemorative system packages. 
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Industry News 
Effective in the coming months at Guitar Center 

(Westlake Village, CA): Greg Trojan, CEO: Marty 

Albertson, former CEO, will remain as a non¬ 

executive Chairman of the Board. . .Jim Bailey is a 

new product manager at Aphex (L.A.)...New face 

at Fishman Acoustic Amplification (Andover, 

MA) is Ian Popken, director of product develop¬ 

ment. . Renkus-Heinz (Foothills Ranch, CA) pro¬ 

motes Rik Kirby to VP of sales and marketing...While packing boxes for its 

move to Charlotte. N.C., ¡nearly 2010. Neutrik (Lakewood, NJ) promoted 

Thomas Chudykto national sales managerand Chris Neethling to globo 

accounts and business managet Stacey Moran oins Blue Microphones 

(Westlake Village, CA) as VPof marketing...Filling the newly created posi¬ 

tion of applications engineer, international, at Soundcraft Studer (Potters 

Bar, UK) is Angel G. Perez. ..Distribution deals: One Systems (Nashville) 

names Richard Dean Associates (Newburyport, MA) for the New Eng¬ 

land region; handling API (Jessup, MD) in Asia Pacific is Asia Pacific 

Media Group Prism Sound (Cambridge, UK) names Moon Systems as 

exclusive distributor in Saudi Arabia; and Roland Systems Group (Bell 

Ingham, WA) taps Quantum Sales and Technology for Southern Califor-

nia/southern Nevada. 

MIX BOOKS: 
DIGITAL. PORTABLE. ESSENTIAL. 

• Digital Format. Custom Content. 

• Rich Media 

• Embedded Video 

• Hot Links 

• Resource Guide & Glossary 

Now available: Consoles and Controllers, Audio Education. 

Already on the Bookshelf: 

• Signal Processing Secrets 

• Market Your Music Online 

• Basic Mixing Techniques 

• Advanced Mixing Techniques 

• Live Sound: Setting up the Stage 

• Microphones: Everything You Need to Know 

• Studio Design for the Home Recordist 

* Outfitting Your Personal Studio. 

Later this year: Studio Monitors, Mastering 101, more! 

Available exclusively at mixonline.com 

onthemove 
Who: Bill Norton, Earthworks COO 

Main Responsibilities: Instruct and 
advise on the development of new, 
innovative products for the A/V and MI 
markets, as well as work with various 
manufacturers to develop integrated 
products involving Earthworks 
proprietary technology. 

Previous Lives 

• 2007-2010, Casio national director of sales 

• 1994-2007, St. Louis Music regional director of sales 

My favorite memory as a performing musician was... 
spending two years (1989 to 1991) traveling the world 
playing piano and guitar as a part of a USO show with 
the U.S. Department of Defense. It was a wonderful 
time of my life, and I was very proud to entertain our 
troops that are deployed all over the world. 

If I could do any other profession it would be... 
Construction! I love to build things with my hands. 

What I am currently listening to: Bruce Hornsby's 
latest album, Levitate. Also Elton John's 11-17-70. 

When I am notin the office you can find me... 
In the recording studio! Though my dream to be a 
rock star has long since sailed, my love for music 
and recording lives on. 

Studio Unknown Update 
Have you ever dreamed of upgrading your current studio space or building your 

own commercial studio from the ground up? If so, you need to check out our 

December installment. We’ll dissect the path to studio creation as shared by 

those who have been brave enough to embark on the journey and sane enough 

to tell the tale. Read all about it at mixonline.com/studio_unknown. 

Mix 
Master 
Directory 
Spotlight 

This month's featured listing 
from the new online-only Mix 
Master Directory (directory. 
mixonline.com/mmd) 

Flashpoint, 
The Academy of Media Arts and 
Sciences, offers two-year Asso¬ 
ciate of Applied Science degree 

programs in Recording Arts, Film & Broadcast, Game & 
Interactive Media, and Animation & Visual Effects. 

Tribecaflashpoint.com 
ARE YOU LISTED? MAKE 

SURE AT DIRECTORY.MIX 

ONLINE.COM/MMD. 
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GEAR STORIES I WITH SYLVIA MASSY 

Mr. Williams and the Fairchild 670 
SECRET SOURCES REVEALED? 

Mr. Williams led me through the darkened third-floor corridor of an aban¬ 

doned brick office building in downtown Joliet, III. Cardboard boxes and ceiling 

plaster lay strewn on the floor, and a jolt of fear pulsed through me as we 

stepped over piles of debris to reach the illuminated doorway at the end of 

the long hall. I wasn't sure where this creepy old guy with the mustache was 

taking me, but it could be very bad news for a foolishly trusting single girl like 

myself. He smelled like old leather and cigarettes. His lips curled back to show 

a toothy smile as he pushed open the door, waving me inside. 

I squeaked past him into the room. And there was the hoard. Stacks of 

old tube broadcast compressors, Altec amps, rotary-knobbed Western Electric 

mixers, lonely Sparta turntables, Voice of the Theater horns—an armory of 

equipment collected from radio stations and movie houses stacked from the 

floor to the roof. I had finally found the mother lode, but the one thing I really, 

really wanted wasn't there. I had traveled 1,200 miles and put myself in harm's 

way to find the Holy Crail—the Fairchild 670 compressor—and there wasn’t 

even one Fairchild in the whole darn place. 

Because I'm writing this story now, I suppose it's obvious that I made it out 

ofthere alive. And I managed to bring out a massive collection of tube broadcast 

equipment, too; even today, I still have most of that collection. But there was no 

Fairchild in that ancient red-brick building and fora very good reason—Fairchild 

670 compressors were mainly found in disc mastering houses, and creepy Mr. 

Williams only dealt with broadcast equipment. I was barking up the wrong tree! 

The Holy Grail, But Why? 
So why are these old analog compressors such a big deal? Well, for starters, 

they are filled with magic. Putting a mix through the stereo 670 will turn a me-

This Fairchild 670 sits in Sear Sound Studio A, New Vork City. 

diocre song into a hit. Okay, maybe I exaggerate, but today these stereo tube 

compressors go for $30,000 if you can find one. And that’s no exaggeration. 

Some may think it's a myth, but they really do something that no other com¬ 

pressor does. As the last element across your mix bus, the Fairchild 670 adds 

excitement and fury, while clarifying every part of the program going through it. 

The 670 smooshes everything together without becoming glassy or brittle or 

hard. And it can make the kick and snare on rock records go "pah-powww." 

In 2007, Mix’s George Petersen initiated a conversation where Les Paul 

described the birth of the Fairchild compressor. [Hear it at mixonline.com/ 

TECnology-Hall-of-Fame/les-on-fairchild.mp3.] It jumps back in time to a din¬ 

ing-room table in New Jersey in the 1950s, where the famed guitarist was dis¬ 

cussing a compressor design with Rein Narma, a young tech who had proven 

his skills by building a recording mixer to use with Les' new Ampex 8-track. 

Les got a list and bought all the parts so Rein could assemble his new exciting 

design, but before Rein could put the darn thing together, another friend of 

Les' named Sherman Fairchild hired Rein away to have him build what would 

became the 670 and its mono counterpart, the 660, at his Fairchild facility in 

New York. Les never got his compressor built, and the parts just remained in 

a box in his basement for years! 

Fairchild licensed Rein's compressor design, and a handful of 660s and 

670s were manufactured in the early 1960s. Fairchild's mastering equipment 

was in competition with the Scully and Neumann gear of the same era, but 

the Fairchild compressors managed to jump into other audio processing 

applications and became very desirable for recording popular music. Paul 

McCartney and Geoff Emerick were rumored to have used their Fairchilds 

across nearly everything they recorded. "Grey Ghost” Jim Scott (Barenaked 

Ladies, Red Hot Chili Peppers, Sting) would never leave the house without 

Analogue Tube's AT-ioi, 
showing off its colorful 
wiring—as close as gou can 
get to the real thing 

his 660, and, of course, Jack Joseph Puig 

(Weezer, Green Day, Jellyfish) drove his 670 

like a rented mule across his major mixes. 

In fact, JJP has a terrific, modern, digital ver-
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THE FINISHING TOUCH 
TOP ENGINEERS ON MASTERING TODAY _ 
By Blair Jackson 

Periodically, we like to check in with folks in 
the world of mastering to see what’s happen-

ing in that end of the audio business and find 

, ... out what's on their minds. The good news? I \en 

with the downturn in the economy and the fall-

Board of Governors of NARAS; and co-chair of 
the workshops at the recent San Francisco AES 
show, among other extracurricular activities. 

A mastering engineer for three decades. 
Stephen Marcussen has run his state-of-the-art 

percentage of people that want mastering has 
actually gone up even though the established 
record companies aren’t putting out as much 
product. It seems to me that there’s more indie 
work now than ever before. 

ing fortunes of the major record labels, there 
still seems to be a high demand for that “finish¬ 
ing touch” that professional mastering gives to 
a project. 

We recently spoke with four top mastering 
engineers about a range of issues. First meet our 
panel for this forum (which was assembled from 
separate interviews). 

Jim DeMain owns and operates Yes Mas¬ 
ter Studios (Nashville, yesmasterstudios.com), 
which has been serving large and small acts 
from the Music City region and clients all over 
the world for the past 12 years. Though Yes 
Master was badly damaged in the devastating 
Nashville flood in May 2010, DeMain has barely 
missed a beat, working steadily in a temporary 
space while his studio is being rebuilt. 

Mike Wells of San Francisco’s Mike Wells 
Mastering (mikewellsmastering.com) is not just 
one of the Bay Area’s leading mastering engi¬ 
neers, he is also a vital member of the audio com¬ 
munity in general—an educator who has run 
“Audio Outreach” seminars; a member of the 

Marcussen Mastering in Hollywood for the past 
10 years, and opened a shiny new facility just re¬ 
cently. Aside from tons of major-label and indie 
work, Marcussen Mastering also does copious 
5.1 surround jobs. 

Situated on the third floor of one of Man¬ 
hattan's busiest and most respected facili¬ 
ties—Avatar Studios—Kevorkian Mastering 
(kevorkianmastering.com), named for engineer 
Fred Kevorkian, has been attracting a diverse 
range of clients for the past six years. Previously, 
Kevorkian worked at Sear Sound and Absolute 
Audio. 

For a while there seemed to be an increase in 

the D.I.Y. aesthetic, where more people believed 

they could do a professional mastering job at 

home. Has that cut into your business and do 

you find yourself occasionally correcting/repair-

ing poorly done mastering jobs? 

DeMain: Maybe, but for some reason I’m still re¬ 
ally busy. 1 wonder if it’s because there are more 
independent artists making CDs and EPs. So the 

Also, I think mastering still seems a little 
mysterious to a lot of people. Most of the guys 
who are really in the game have serious play¬ 
back systems. And they also have a reputation. 
So I think there will always be a percentage of 
artists who, even if they make their own record, 
are open to the idea to have one last guy that’s a 
professional dot all the “i”s and make sure it’s 
all right. 

Wells: I re-do projects all the time. It ranges 
from people saying, "I tried to do it myself and 1 
coiddn’t figure it out,” to, “My friend tried to do 
it and he couldn’t, so now we’re talking to you.” 
At the end of the day, most of it comes down to 
mastering engineers being able to communi¬ 
cate—especially to independent artists—what is 
achievable given the recording. Sometimes it’s a 
tough-love answer. I have found that it’s not a 
good idea to promise things that can’t be deliv¬ 
ered. In the world of Internet mastering, we see 
that happening every day: Grand promises are 
made for a dollar a song. 

I’m hoping that in the next few years we 

16 MIX DECEMBER 2010 I WWW.MIXONLINE.COM 

/////. 



7///////////////////////////////////////^^^^ 

might see a renaissance in the appreciation for 
those who have dedicated themselves to audio 
engineering, whether it’s tracking, mixing or 
mastering. Over the last decade, the manufac¬ 
turing and sales sector have really pushed with 
such fervor this idea that you can do everything 
yourself, but the reality is most people are going 
to fall short in one or all of those areas, no mat¬ 
ter how diligent they are, and there is no plug-in 
that is going to make up the shortfall of what an 
actual professional in one of those areas can do 
for them. 

Kevorkian: 1 mostly see two types of mixes 
coming though the door: The "old-school” ones 
with plenty of headroom, and the mixes that have 
been already maxed out and been brick-wall-lim¬ 
ited to death. I understand this [latter situation] 
was probably done to impress the label or the art¬ 
ist. Once in a while, I get those loud mixes and 
they sound amazing. There is nothing 1 could do 
to make them sound better. So I do the best possi¬ 
ble transfer to the 16-bit/44.1kHz world. Those are 
isolated cases. Most of the time, over-limited mix¬ 
es do need some work, and unfortunately when 
there are no more transients left in the program, 
it is very hard to do any corrections—de-essers 
don’t work the way they should and compressors 
are useless. Unless the mixing engineer is very 
confident with the processing he applies to the fi¬ 
nal mix, I would suggest providing the client with 

the pumped-up versions for approval and bring 
the non-processed files to the mastering session. 
It’s so much better to work with. 

Marcussen: I’ve seen a lot of people go 
through the D.I.Y. stage; 1 think that’s part of 
growth in this business. If you’re lucky enough 
to be able to make a record and you’ve got a shoe¬ 
string budget and that’s how you’ve got to do it, 
then that’s how you’ve got to do it. There are a 
lot of D.I.Y. guys who provide a valuable service, 
and it's a stepping-stone for artists to get their 
stuff out. It’s not all bad—you can do some fairly 
impressive stuff in some of these workstations; 
we see it. But at the end of the day, when you go 
to mastering, you’re really paying for the guy’s 
experience that’s working on your project. Any¬ 
body can technically add bottom, middle, top, 
whatever it is—make it loud, make it this or that. 
But when you go to somebody that’s been doing 
it for a long time, there’s a whole different per¬ 
ception that comes with that and that’s obviously 
a good thing. 
Yeors ago, when Pro Tools was really taking 
off, we started hearing a lot of complaints in 

the mastering community about receiving un¬ 

labeled PT sessions from acts, poorly employed 

DSP plug-ins, etc. Has that situation improved 

as musicians have gotten more savvy about us¬ 

ing DAWs and plug-ins have, by most accounts, 

gotten better? 

Kevorkian: This is why I don’t have Pro Tools! 
I don’t have that problem. 1 work mostly from 
stereo mixes—not from sessions. 1 understand 
why it could be productive to adjust a mix while 
mastering, but most of my clients don’t have the 
luxury to spend two or three hours on a song 
anyway. To be honest, I don’t even like working 
from stems. To me, it takes all the spontaneity 
away. 1 like to work fast and have the client evalu¬ 
ate the result in an environment they know well. 
They can then touch up their mixes if needed 
and I will recall my settings. Mixing is an art. and 
I am not a mixing engineer. Occasionally, 1 am 
happy to have a kick track stem available to add a 
little punch to a mix that needed help. 

Today, almost every musician has a more 
or less elaborate studio setup at home. Like ev¬ 
eryone else, they have to go through a learning 
curve. They are more knowledgeable about soft¬ 
ware and plug-ins, but still, talent makes the 
difference. 

Wells: I’m someone who works with a lot of 
independent artists, where the artist is also the 
engineer, but they’re not professional engineers: 
They have a DAW and maybe they’re record¬ 
ing in their practice space, they’ve read a lot of 
magazines and gone on the Internet to try and 
glean information that they can apply in their 
environment to get their project created. What 
I see missing from that equation right now is a 
real depth of understanding of the terminology. 
People throw around a lot of terms—"dither" is 
a good example—without understanding what 
"dither’’ does. 

They know they need to do it, but are you 
talking about dither with or without noise shap¬ 
ing? Once they go beneath the surface, there 
isn’t much understanding. People have a lot 
more access to information now, but the deeper 
understanding is still at the very top level with 
professionals. 1 think it's a reflection of the times 
because when you look at how many directions 
people are pulled today doing their work, their 
music, their social media—e-mail, text mes¬ 
saging and phone—there’s not a lot of time to 
dedicate oneself to really becoming proficient in 
something like audio engineering when you also 
need to be the musician and the manager and 
the promoter and whatnot. 

Marcussen: We see everything imagin¬ 
able—including, I’ve got to say, plenty of really 
fantastic, well-put-together projects that already 
sound great. But we also see things that come in 
already distorted for you. [Laughs] We see things 
that come in with a little pre-mastering “help” on 
them. You get the call: "Can you master from an 
MP3?” Well, technically, yes, you can, but do you 
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want to is the question. 
There are definitely times when there’s a 

problem that surfaces in the mastering room 
and then we have to go back to the client and see 
what they want to do. I would be remiss in my 
duty if I didn’t say, "Hey, these files look funny,” 
or, "This tape doesn’t have stable tones”; whatev¬ 
er the flaw is. The good news is that today most 
of this stuff is correctable. 

DeMain: The percentage of unlabeled files 
is actually pretty small. We do stuff from all over 
the world now because the Internet has made it 
so easy. Someone sees your name on a CD they 
like and all of a sudden we have clients in Italy 
and Sweden and France and England. Australia, 
South America, Scandinavia. Files exchanged 
over the Internet are always labeled properly 
and pretty much always have an e-mail with all 
the info. But then you still get the odd disc in 
the mail that’s just a CD with the files on it and 

there are no titles or sequence and sometimes 
no phone number, et cetera. It does make you 
scratch your head sometimes. 

On the other hand, I’m actually surprised 
at how many great-sounding mixes I get from 
places you would never expect—mixing in the 
box or maybe a little home studio. The level of 
mixing has gotten a lot better. But my big com¬ 
plaint is that many mixers still think they need to 
do some kind of mastering to the mixes before 
it gets to me. So a lot of times I get stuff that’s 
been over-compressed. Then you have to explain 
to the client, "Well, I can’t really get that sound 
because you’ve already stamped it in a sense 
with what you have done to it, so it’s going to be 
tricky to get some punch or openness anymore 
because you’ve already taken it all out.” 
How often do clients bring in specific records 

they hope you can somehow “match,” and is 

that a good thing? 

Marcussen: People come in with their bench¬ 
marks, and say, “I like the XYZ album. It always 
has made me feel good. I’d like my record to feel 
like that." That’s often the case. Sometimes you 
can look at the picture from a mastering perspec¬ 
tive: Is it a warm record? Is it a loud record? Is it 
a lo-fi record? Is it a super-hi-fi record? Is it ag¬ 

gressive? I’m trying to see what they’re hearing 
on that album and then try to apply what I know 
to their project. 

DeMain: Sometimes 1 get clients who come 
in with two or three other records, and say, “1 
want my record to sound like this." 1 don’t mind 
giving it a try, but I’m really not into that because 
every time I’ve done that in the past, I’ve ended 
up having to re-do it because it never comes out 
right to everybody’s satisfaction. I know "the cus¬ 
tomer is always right" and all that, but the reality 
is, you’re not that artist, you don't have the same 
guys in your band, those aren’t the same songs, 
you didn’t record it at the same studio with the 
same engineer, and the same guy didn’t mix it 
through the same equipment. So if I can make 
your record sound like that with just a couple 
of EQs and compressors, I might as well be a 
miracle worker. My philosophy is, everything be¬ 
comes what it’s going to be. In other words, I lis¬ 

ten to it and I make it the 
best it can be for what it 
is. Obviously, I can push 
it in a direction—I can 
push some more bot¬ 
tom end into it to make 
it sound more rock, or a 
little more “top” for the 
country sound or what¬ 
ever. But I find it really 

hard to copy other CDs. 
Kevorkian: That doesn’t happen very often. 

Sometimes 1 wish they did, but most of the time 
I’m glad they don’t. Somehow, the sound of the 
reference records my clients bring to the ses¬ 
sion often has nothing to do with their mixes. 
1 guess they have very high expectations. Unfor¬ 
tunately, we don’t have the ability to transform a 
mix; we can only enhance its quality and make 
it more compatible for the real world. A good¬ 
sounding record is not only the result of a good 
mastering job. The arrangements, the produc¬ 
tion, the recording and the mixing are all key el¬ 
ements. If the magic is not there in the flat mix, 
it won’t happen after the mastering session. At 
that point, you have to be very diplomatic and 
explain to the client what can or cannot be done 
to achieve their goal. You have to lay out the limi¬ 
tations of the process. But even if the reference 
source is way off, I can still pick up what the art¬ 
ist is aiming for—loudness, brightness, warmth, 
dynamics, et cetera—and I will do my best to 
make my client happy. 

Wells: I encourage people to bring a refer¬ 
ence because, especially with independent art¬ 
ists, they’re usually using one or two records 
to benchmark their mixes against, and that 

also represents partially what they’re hoping to 
achieve in mastering. It gives me a ton of infor¬ 
mation when 1 hear their mix and what they’re 
using as a reference for what they’re trying to 
achieve, so we can get to the common language 
faster that way. 

What they’re going for will often come 
across more quickly and more easily by listen¬ 
ing to something, rather than talking about high 
end, low end, warmth, air, sizzle, fairy dust—all 
these terms that are really personal. 
Are there any pieces of gear you’re particularly 

hot on at the moment? 

DeMain: The coolest thing I’ve gotten recently is 
actually an upgrade to something I’ve had for a 
while. It’s a digital compressor made by Weiss. 
I had the DS-1, which is a really nice box, but 
it was sort of the first one out of the chute, so 1 
upgraded to the DS-1 MK3, which does all this 
new stuff I never could do before with that type 
of compressor. 

My favorite overall piece of gear is still my 
monitoring system. I have Lipinski [707] speak¬ 
ers and a Carl Tatz PhantomFocus System, and 
I don't know if I could do what I do without that 
because I can hear everything so well. 

Wells: My Dangerous Music mastering con¬ 
sole is the coolest piece of gear I own. Period. 
Additionally, 1 can’t say enough about my Dun-
lavy [SC-V] speakers. The detail, clarity and. most 
importantly, the lack of coloration is amazing on 
these speakers. They are as flat and as truthful 
as it gets. 

Marcussen: We’re always adding things. Our 
move into the new place is a three-year project, 
and we were very fortunate that we were doing 
this just as Cat-6A—the latest 10-Meg cable— 
came out. In the new studio we can move data 
around so much more easily and our rooms are 
tied together better. Whatever comes down the 
road, we’ll be ready. 

Kevorkian: I haven’t bought any major new 
piece of equipment in a few years. The last thing 
I got was a pair of Chandler LTD2 compres¬ 
sors—mastering versions—that complement 
very nicely my Manley Vari-Mu, which also has 
step controls for mastering applications. 

But I’ve basically worked with the same set¬ 
up for the past 10 years. After all, recording and 
mixing engineers still rely on 40-year-old pieces 
of equipment to get the result they’re looking for. 
1 own all the analog and digital outboard gear I 
really need. They are still very musical by today’s 
standards. Too many options are not always a 
good thing for me. I’d rather know a handful of 
pieces of gear inside out. )ust like knowing my 
room and my monitoring system. It’s critical. Ill 

Can you master from an MP3? Well, 

technically, yes, you can, but do you 

wont to is the question. 

-STEPHEN MARCUSSEN 
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iZotope RX2 provides 
a full suite of audio 
restoration tools. 

SOUND RESTORATION SOFTWARE 
TOOLS FOR AUDIO RENEWAL 
By George Petersen 

Buzz. Hum. Click. Pop. Hiss. EMI. RFI. Wind 
noise. It’s a tough (audio) world out there. 

Sound happens. Some of it is good and some— 
well, not so good. Once upon a time, any sort of 
blemish on a track was there forever. And equaliza¬ 
tion and gating alone can only do so much. Today, 
high-speed, nearly real-time analysis algorithms 
and state-of-the-art sonic re-creation software driv¬ 
en by fast CPUs can create a powerful combina¬ 
tion, capable of audio miracles that just a few years 
ago would have required either hours of drudgery 
or excessively long computational times. 

And such products are not simply for ar¬ 
chivists in tape vaults. Having the right applica¬ 
tion on hand can do wonders for saving a great 
take—even under ordinary, everyday circum¬ 
stances, such as a piano bench squeak during 

the decay of a final note that mars an otherwise 
exemplary performance. Fortunately, help may 
be no more than a few mouse-clicks away. Let’s 
look into some new entries in the field of soft¬ 
ware-based audio restoration tools. 

Adobe 
The latest version of Adobe (adobe.com) Audition 
goes cross-platform for Mac or PC. Adobe Audi¬ 
tion for Mac. currently in public beta, is a new de¬ 
velopment (not a porting from the PC version), 
offering stereo or multitrack mixing/editing/ 
recording, Native 5.1 surround support and ad¬ 
vanced audio restoration capabilities. Functions 
specific to audio renewal include automatic phase 
correction; adaptive noise reduction (to remove 
noise that changes over time); click/pop repair; 

de-clip; and a Photoshop-style 
lasso tool to select/delete glitches 
isolated in frequency and time on 
a spectral frequency display. 

Algorithmix 
Algorithmix (algorithmix.com) 
offers a full palette of mastering/ 
restoration tools. Its flagship 
reNOVAtor runs as a plug-in on 

Algorithmix's reNOVAtor plug-in 
uses color-spectrogram analysis. 

Pyramix, Steinberg WaveLab, Pro Tools HD/ 
Mix/LE (Mac and PC), Sequoia, Soundscape 
16/32 and R.Ed, and in stand-alone mode on 
Windows PCs. It uses color-spectrogram analy¬ 
sis to locate, isolate and remove problem spots; 
the removed sound is then replaced by a sig¬ 
nal re-synthesized from the surrounding mate¬ 
rial. The company also markets two restoration 
plug-ins for DirectX/VST users: NoiseFree op¬ 
erates on broadband noise while preserving the 
timbre, ambience and low-level detail of the 
original; and ScratchFree removes clicks, crack¬ 
le and scratches. 

Apple 
Included with the Logic Studio and Final Cut 
Studio bundles from Apple (apple.com), Sound¬ 
track 3 offers multitrack editing/looping/mix-
ing with a variety of audio repair tools on the 
Macintosh platform. Included is a Frequency 
Spectrum view; individual or batch correction 
of clicks, pops, hum and phase issues; and an 
advanced Noise Print function for replacing un¬ 
wanted sounds with ambient noise copied from 
another section or file, with automatic matching 
and crossfades for a seamless blend. 

Avid 
Formerly known as DINR, the Avid (avid.com) 
Intelligent Noise Reduction plug-in for Pro Tools 
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reduces unwanted noise, such as tape hiss, gui¬ 
tar amplifier buzz or rumble from air-handling 
systems. Previously available only for TDM sys¬ 
tems, this award-winning plug-in is now also 
available in the AudioSuite format for Pro Tools 
LE systems on Mac OS or Windows. 

BIAS 
Offered separately or included with its new Peak 
Pro Studio XT bundle, SoundSoap Pro 2 from 
BIAS (bias-inc.com) offers intelligent adaptive 
noise-reduction with four restoration tools in a 
single plug-in, including new Adaptive technolo¬ 
gy for automated broadband noise removal with 
advanced controls for eliminating unwanted 
hiss, room noise, electrical hum. rumble, clicks, 
crackles and broadband noise with minimal ar¬ 
tifacts. SoundSoap Pro 2 is designed for AU, 
RTAS/AudioSuite and VST formats for use with 
Mac (OS 10.3.9 and higher) and Windows (XP/ 
Vista/Win 7) hosts. 

CEDAR Audio 
DNS One—the first software-based, dialog 
noise-suppression plug-in from CEDAR (cedar 
audio.com)—is available in RTAS format for 
Pro Tools HD and LE (Mac OS X and Win¬ 
dows), with the same audio quality and per¬ 
formance as the DNS1500, DNS2000 and 
DNS3000. A DNS Control System GUI lets us¬ 
ers control as many instances of DNS One as 
the host system can support, plus up to 126 
instances of DNS2000 and DNS3000. It’s ful¬ 
ly integrated with Pro Tools’ automation and 
hardware control surfaces, such as the ICON. 
D-Control and D-Command.. 

CEDAR Tools" is a range of AudioSuite 
plug-ins with advanced processes (Auto- De¬ 
hiss/Declip/Retouch/Declick/Decrackle/ De¬ 
thump) tp eliminate audio degradations on the 
Pro Tools PC platform. All offer high-resolution 

processing of up to 48 tracks simultaneously. 

Cube-Tec 
Known for its extensive mastering, restora¬ 
tion, analysis and surround sound Virtual Pre¬ 
cision Instruments (VPIs) for its AudioCube 
24-bit/192kHz multichannel DAW, Cube-Tec 
(cube-tec.com) now also offers VPIs for the Pro 
Tools platform. New RTAS versions of the Audio¬ 
Cube restoration plug-ins developed for Pro Tools 
(Mac OS X) include DeBuzz, Spectral DeHiss 
Expert, DeScratcher, DeCrackler, DeClipper and 
RepairFilter. Also planned are Azimuth and De¬ 
Pop, the latter designed to remove low-frequency 
impulse noise bursts, which can occur on optical 
film soundtracks. A number of Cube-Tec VPIs are 
also offered for the Sequoia platform. 

iZotope 
iZotope (izotope.com) is now shipping its sec¬ 
ond-generation RX and RX Advanced software, 
which include the original’s Denoise, Spectral 
Repair, Declick, Declip and Remove Hum mod¬ 
ules while adding DSP algorithm improvements 
and new Decrackle and Channel Operations 
modules. RX 2 Advanced expands the package 
with an adaptive Denoiser mode, a Deconstruct 
module, third-party plug-in hosting, iZotope 
64-bit SRC' resampling. MBIT+ dither. iZo¬ 
tope Radius time/pitch control, multi-resolution 
Spectral Repair and automatic azimuth correc¬ 
tion. It supports Windows and Mac (OS 10.5 
and later) for stand-alone use and as plug-ins for 
Pro Tools 7 and above (RTAS/AudioSuite). VST, 
MAS, AU and DirectX. 

Sonic Studio 
Sonic Studio’s (sonicstudio.com) sound Blade 
Version 1.3.5 handles mastering, editing, restora¬ 
tion, recording and mixing chores, with up to 16 
channels at up to 192 kHz and real-time AU and 

VST DSP hosting. Standard is Sonic EQ LE, DDP 
file delivery, background SRC, TPDF redithering, 
and iZotope’s SRC and MBIT+ redithering. Op¬ 
tions include the NoNOISE II restoration suite, 
renovator spectral restoration and more. New to 
NoNOISE II is the Fixlt suite, providing DeClick/ 
DeCrackle/DeNoise. analog and digital noise sup¬ 
pression. transient and broadband noise elimina¬ 
tion, specialized restoration EQs and real-time 
DeNoise. 

Sonnox 
Sonnox (sonnoxplug-ins.com) Restore plug-ins 
(Oxford DeBuzzer, Oxford DeClicker and Oxford 
DeNoiser) offer fast, effective removal of pops, 
clicks, crackles, scratches, hum, buzz and extra¬ 
neous background noise. Each plug-in in this 
Native suite uses a two-step approach, where a 
detection section pinpoints unwanted noise fol¬ 
lowed by a removal section that determines the 
desired level of repair while minimizing collat¬ 
eral damage to the original audio. Supported for¬ 
mats include RTAS, AU and VST platforms. 

Sony Creative Software 
Designed for audio editing and mastering duties 
on the PC platform, Sony Creative Software’s (so-
nycreativesoftware.com) Sound Forge Pro 10 is 
an all-in-one, 24-bit/192kHz production suite for 
audio recording/mastering, sound design, audio 
restoration and Red Book CD creation. In addi¬ 
tion to 64-bit SRC sample-rate conversion and 
MB1T+ bit-depth dithering from iZotope. Sound 
Forge 10 ships with Noise Reduction 2, a suite 
of audio correction plug-ins including Noise Re¬ 
duction, Audio Restoration, Click and Crackle 
Removal, and Clipped Peak Restoration. 

Steinberg 
Now available for Mac OS X and Windows, this 
latest generation of Steinberg’s (steinberg.net) 
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sound restoration software 

WaveLab stereo or multichannel editing/mas- Broadcast 

Steinberg's UUavelab 7 is nom 
available for Mac and PC. 

PC-based software (XP/Vista/Win7) 
now includes a Big Click Filter for 
working with badly gouged records, 
a Direct Spectral Editor for manually 
interpolating noise issues (coughs, 
whistling, chair movement, etc.), a 
subharmonic synthesizer for boost¬ 
ing LF and an Overtone Synthesizer 
for adding top-end enhancement. 

WAV (BWF), FLAG and Ogg Vorbis 
tering suite sports an improved GUI, new VST3 
plug-ins and restoration tools, a DVD-A burn¬ 
ing engine, full surround audio (up to 71) sup¬ 

files are now supported. 

Wave Arts 
port, enhanced batch-processing capabilities and The Master Restoration Suite from Wave Arts 
more. Among its 30-plus included plug-ins is 
the Sonnox VST3 restoration suite with DeNois-
er, DeBuzzer and DeClicker for removing even 
harsh noises without affecting the ambience of 
the original material. A new and improved CD-
burning engine is included. 

Tracer Technologies 
Now in V. 8.03, Diamond Cut (diamondcut.com) 
from Tracer Technologies is a stand-alone pro¬ 
gram intended mainly for disk restoration. The 

(wavearts.com) is a bundle of plug-ins designed 
specifically for audio clean-up applications that 
work with any Mac OS X (AU/VST/MAS/RTAS) 
or Windows-based (DX/VST/RTAS) DAW host. 
Included in the MR suite are MR Noise (broad¬ 
band noise reduction), MR Click (click/crackle 
attenuation), MR Hum (buzz/hum removal) 
and MR Gate (expander/gate). 

Waves 
Waves (waves.com) offers a wide range of audio 

restoration plug-ins for TDM and Native users, 
ranging from its WNS Noise Suppressor (noise 
reduction for cleaning dialog tracks) to the Resto¬ 
ration bundle, which includes Z-Noise, X-Click, 
X-Crackle, X-Noise and X-Hum tools. 

The latest entry is the W43 noise-reduction 
plug-in, which was inspired by the long out-of-
production Cat. 43 hardware noise-reduction 
tool. W43 delivers minimal-artifact, 4-band noise 
suppression controlled by four faders to handle 
ambient noise problems like hiss, hum, traffic 
noise, wind and air conditioning. The Mac/PC-
compatible plug offers TDM, RTAS, AudioSuite, 
VST and AU support, and is offered individually 
or as part of Waves’ Mercury bundle. 

But from an audio restoration standpoint, 
perhaps the biggest news from Waves is the 
company’s new online rental store. This allows 
users to download time-limited versions of any 
of its software products and pay for a week’s or 
month’s usage, with prices starting at just $15 to 
$20 per week for simple apps and more for com¬ 
prehensive top-end bundles. Ill 

Mix executive editor George Petersen’s recent projects 
include co-producing Voodooville: A Celebration 
of New Orleans, a surround audio DVD featuring 
jazz.fiink and blues from The Big Easy. 
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By Barbara Schultz 

Bruce Springsteen 
REVISITING 'DARKNESS,' KEEPING HIS PROMISE TO FANS 

Anyone who’s seen Bruce Springsteen 
in concert knows that The Boss doesn't 
hold back; when he and the E Street 
Band are onstage, they’re giving their 
audience all they’ve got. Why play for 
an hour when you can go for two—or 
three? Why fade out when there can be 
"One more time!”? So if Springsteen’s 
going to issue a box set, it’s not going 
to be an early LP wrapped up with a 
few bonus tracks and a taller book¬ 
let—his box is going to be full. 

Case in point: The Promise. Released 
in mid-November, this "Deluxe Pack¬ 
age” includes the remastered Darkness 

on the Edge of Town album (first released 
in 1978); a making-of documentary (The 
Promise: The Darkness on the Edge of 
Town Story); a double-album’s worth of 
previously unreleased songs recorded 
during the Darkness sessions (also avail¬ 
able for purchase separately); and four 
hours of concert footage on two DVDs, 
including a full-length concert recorded 
in Houston in 78, and a unique live ver¬ 
sion of the Darkness album, performed 
front-to-back at the Paramount The¬ 
atre in Asbury Park, N.J., in 2009, in an 
empty theater—no audience, just musi¬ 
cians. And every disc has been meticu¬ 

lously mixed and mastered to bring this 
embarrassment of riches fully to life. 

It’s important to note that the songs 
introduced on The Promise are not half-
baked demos and outtakes. They’re ful¬ 
ly realized songs that could easily have 
formed another double-album release, 
though were never final-mixed after the 
recording sessions in 78. "This was all 
stuff that was left off the (Darkness on 
the Edge of Town] album simply because 
Bruce decides what suits the album.” 
says Bob Clearmountain, who mixed all 
of the “new” tracks and the Paramount 
concert. “He wants the songs he choos-
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:: music bruc 
es to get certain ideas across. He’s so prolific; he 
writes all these amazing songs and then hones it 
down to what is most relevant." 

Like the original Darkness album, all of these 
bonus tracks were recorded at The Record Plant 
and Atlantic Studios (both in New York City) in 
1978 with producer Jon Landau and (then) engi¬ 
neer Jimmy Iovine. “It was unusual to mix tracks 
that were recorded more than 30 years ago, but 
it brought back memories," Clearmountain says. 
“1 started in 1972, so the recording techniques 
that Jimmy used were similar to what 1 was do¬ 
ing back then on analog tape, where the drums 
would be on four tracks as opposed to 12 as we do 
nowadays, for example. It was kind of nostalgic, 
even though 1 wasn’t involved in recording the 
original record." 

Clearmountain, who was provided with Pro 
Tools transfers of the original analog tracks, 
mixes on a 72-input SSL SL 4000 G+ in his Mix 
This! studio (Pacific Palisades, Calif.). He used 
the original Darkness album as a reference while 
shaping the songs on The Promise. “I tried to 
keep the general vibe of what they did then,” he 
says. “I'd go through the Darkness album and 
find a song that was a similar tempo or mood to 
the song 1 was mixing, and I would actually A/B 
and try to keep the general atmosphere similar.” 

Clearmountain also used the two live cham¬ 
bers he has at Mix This! and the Audio Ease 
Altiverb Version 6 plug-in to help re-create the 
sound of 78: “Altiverb is a modeling reverb that 
comes with re-creations of many interesting real 
spaces," he says. “I really like that because it gives 
the mix a more realistic-sounding environment. 
Of course, back then, they used EMT plates and 
spring reverb, so I also have a spring that 1 use; 
it’s a little Fisher Space Expander—just a cheesy 
little tube-driven mono spring reverb that really 
takes you back to that time period.” 

In a few instances, however, Clearmountain, 
who has been mixing Springsteen releases since 
The River (1980), applied a slightly more modern 
approach. “The snare drum was a really big deal 
in the 70s,” he says. “Darkness was mixed well 
[by Iovine and Chuck Plotkin], but many of the 
mixes had an incredibly loud snare drum, which 
1 find a bit distracting. So 1 also applied what I’ve 
learned mixing with Bruce and others over the 
years, so you’re not going to hear this huge, bom¬ 
bastic snare drum on the mixes. 

“But, of course, in any case, the ultimate 
gauge is the reaction of the artist, whether it’s 
Bruce Springsteen or anyone else I mix for. If 
Bruce had said, ‘Well, look, we really should have 
a big, bombastic snare drum,’ then I would have 
done that, of course.” 

As for mixing the Paramount “concert” per¬ 

formance, “It was an interesting thing because 
they played the songs live with no overdubs, and 
it’s the original band, with the exception of [key¬ 
boardist] Danny Federici [Federici passed away 
in 2008],” Clearmountain says. “But there’s no 
audience in the theater, so it’s got sort of a dark 
vibe in that way; it’s a little spooky. It’s a more 
modern-sounding recording but the same in¬ 
struments and the same 'cast,' so to speak, as on 
the album. We’ve mixed a lot of the band’s live 
stuff with audiences, though, so I think he really 
wanted to do something different.” 

Clearmountain worked closely, and daily, 
with Springsteen and his personal engineer, 
Toby Scott, throughout the process. With Clear-

Bruce Springsteen The Promise 

mountain in California, and Springsteen and 
Scott in New Jersey, they would “meet” via ISDN 
lines and video iChat. “His studio next to his 
house in New Jersey has the same console I have 
and the same speakers I have [Dynaudio BISA 
surrounds],” Clearmountain says. “So we can 
both be sitting centered between the speakers, 
listening, and not in each other’s way and he’s 
hearing exactly what I’m hearing.” 

After Springsteen had approved the mix¬ 
es, Clearmountain sent a hard drive with the 
88.2kHz/24-bit files to his longtime friend Bob 
Ludwig at Gateway Mastering (Portland. Maine). 
Ludwig says he received word from Springsteen’s 
camp that the mixes of the previously unreleased 
recordings were on their way to him on a Friday, 
at which point he slotted time to begin work on 
them the following Wednesday. But then Scott 
phoned to say that Springsteen was going on the 
road Monday. Was there any way Ludwig could 
master these tracks on Sunday? 

“Twenty-two tracks.” Ludwig reminds us. 
laughing. “Fortunately, Bob and I have worked 
together since Miss You with the Rolling Stones, 
and it’s one of the lights of my life that I’m able to 
work on quite a lot of his mixes. He’s one of the 
best mixers in the world, and having worked on 
his things throughout the years, I can say the con¬ 

sistency of his mixes is astounding to the point 
where Rachel Higgins, who does my scheduling, 
actually knows that if something’s coming in that 
Bob mixed, I’m not going to need as much time 
to master as normal. Everything is well-done, 
consistent, super-organized, clearly labeled— 
pretty much a poster child for anyone who would 
want to emulate what good mixing is.” 

Ludwig listens on Eggleston Works Ivy 
monitors and masters in Pyramix, his platform 
of choice for the past six years. “When we got it. 
Pyramix was one of the few workstations that 
would allow you to do both PCM recording and 
Direct Stream Digital on the same workstation. 
It’s also very transparent sounding and very flex¬ 
ible. One of its huge assets is that you can design 
it to be anything you want; you can design it to be 
similar to Pro Tools in its editing model, or you 
can design it to be source-and-destination, which 
is how we use it for mastering.” 

Like Clearmountain, Ludwig addressed the 
Promise tracks with the aim of preserving the 
sound and the vibe of the original recordings, 
but also giving them all the life and vibrancy that 
current technology has to offer. That was also his 
approach to re-mastering Darkness on the Edge of 
Town—for the second time. “I had gotten to re¬ 
master Darkness back in 1985, but CDs were still 
pretty new and obviously the quality of A-to-D 
converters was not what they are today by a long 
shot,” says Ludwig, who has mastered all things 
Springsteen since Nebraska (1982). “Everything 
was 16-bit. Bruce hasn’t remastered too much of 
his catalog in quite awhile now—not since the 
'80s, except for Born to Run, which I did a year or 
two ago—so it was great, 25 years later, to listen 
to this album fresh and to take advantage of the 
best converters that are out there. I also felt that 
this time I had a greater understanding of the 
record than last time I mastered it. It’s subtle. I 
wouldn’t be able to translate it into some EQ set¬ 
ting. It’s just a vibe that I know I tried to put into 
the record.” 

Ludwig’s fresh understanding of the songs 
on Darkness is also informed by Springsteen’s 
more recent interpretations of these particular 
tracks, which are often darker and more intense; 
the Paramount DVD is perfect evidence of this. 
“This is Bruce and the band’s take on Darkness 
on the Edge of Town in 2009,” Ludwig says. “Bruce 
performs ‘Adam Raised a Cain’ on there, and it 
just gives me chills. Through the years, Bruce 
has developed a more profound sense of what 
even his own songs are about.’' 

Ludwig felt he could work in subtle ways to 
bring out a more intense vibe from the 1978 re¬ 
cordings and certainly to help the mood break 
through from the Paramount performance— 
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particularly because the source material that 
Clearmountain provided was excellent. But 
subtle doesn’t work as well when the source is 
a 32-year-old concert board mix, as was the case 
with the Houston 78 Bootleg: House Cut DVD 
that comes in the Deluxe Package. “That was 
mastering!” Ludwig says. 

The Houston bootleg was documented in 
part because a company that was test-marketing 
the use of projection screens at concerts—a rel¬ 
atively new concept in 78—made Springsteen 
one of its guinea pigs. After the concert, the 
screen company provided the artist with a record 
of what the audience had seen. 

“This was a fantastic show,” Ludwig says. 
“Bruce loves this show and |on Landau loves this 
show, but the original board mix was kind of rat¬ 
ty. It was made by the front-of-house guy, and he 
had a bus compressor on his chain, as a house 
guy would, but the way he was overdriving it, all 
of the verses are really loud, and when the big 
choruses come, it gets really soft! 

“When I mastered this, we got the original 
48kHz soundtrack that was on the video, sent to 
us off of this little Betacam; that was my source, 
and we had to sync it all back up again. So we 
put that 48k digital track into Pro Tools. I did so 
much work in Pro Tools to resurrect this track; 
when you open the session up, it looks kind of 
scary. There are so many level moves: every verse 
within its proper place, every chorus expanded 
into its proper place. I don’t have a final count, 
but I know at one point we were up to 500 ticks 
that had to be individually removed by hand. The 
original was so muffled that you didn’t even hear 
these ticks until you used a massive amount of 
equalization to bring out the detail.” 

This challenging restoration job was main¬ 
ly done in Pro Tools, but Ludwig also employed 
an arsenal of outboard gear and plug-ins, includ¬ 
ing various compressors and reverbs within TC 
Electronic’s System 6000, the SPL Vitalizer and 
a Massenburg Design Works digital EQ: “I judi¬ 
ciously used reverb in certain spots where pieces 
had to be edited together and smoothed over,” 
Ludwig says. 

"Having tooted my own horn about the work 
I did,” he continues, “it still sounds like a board 
mix because that’s what it is. When you put this 
thing on, your first impression is: This is a rough 
from 1978. But within 30 seconds, you’re totally 
into the concert and that first impression fades. 
The show itself was great and so typical of Bruce 
throughout his career. He’s just nonstop ener¬ 
gy to where you’re thinking, ‘Oh my god, Bruce 
loves this audience so much that he’s going to de¬ 
stroy his voice on us. And then, of course, he does 
the same thing the next night and the next.’’ Ill 
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Restoring Hank Williams 
'THE COMPLETE MOTHER'S BEST RECORDINGS' 

By Barbara Schultz 

In 1951, Hank Williams was at the peak of his tal¬ 
ent and his star power, and fans could hear him 
on the radio every morning at 7:15 on WSM-Ra-
dio’s Mother’s Best Flour Show, promoting bak¬ 
ing products and playing a selection of country, 
standard and gospel tunes. Williams made all of 
these 15-minute programs over the course of a 
year, bringing his band into the radio studio when¬ 
ever they were off the road. If Williams had lived 
and worked to a ripe old age, these performances 
from the Golden Age of radio would still be worth 
preserving. But because Williams died at 29, the 
Mother's Best performances are rare and precious. 

The masters remained in WSM vaults for 
years until the radio station moved to another loca¬ 
tion. An employee helping with the move rescued 
the acetates —72 programs survived—and in 1981, 
Bob Pinson of the Country Music Hall of Fame 
wisely made flat-transfers of the recordings. 

In the ’90s, the masters were given to Jett Wil¬ 
liams, Hank Williams’ daughter, and after a long 
legal battle between Williams’ estate and his for¬ 
mer label (MGM, now part of Universal) over the 
rights, Williams’ estate was able to begin revealing 
these treasures to the public. 

Joe Palmaccio, working out of his studio, The 
Place...for Mastering, was brought onboard first to 
restore and master songs for a three-CD box tided 
Hank Williams: The Unreleased Recordings (2008, 
Time Life). “At that time, we assessed the state of 
the acetates and compared them to the tapes made 

in ’81; the originals were in really bad shape,” Pal¬ 
maccio says. “They had been handled too much. 
The sound on the tapes was much better.” 

The tapes also became Palmaccio’s source 
material for Gospel Keepsakes (2009). But it was not 
until this past September that Time Life released 
The Complete Mother’s Best Recordings: a 15-CD set 
containing all of the surviving original broadcasts, 
beginning to end. “This is the ‘über set,”’ Palmac¬ 
cio says. “We presented the shows chronological¬ 
ly, the best we could tell, with no editing from the 
needle drop to the end of the last song. 

“From a technical standpoint,” Palmaccio 
continues, “it’s important to note that I started 
over. Despite all the work I’d done on Unreleased 
and Gospel, I went back to zero because I had since 
adopted some of the Cube-Tec technology and I 
knew we wouldn’t have sonic continuity if I stuck 
in the things I’d already done.” 

Palmaccio says the restoration work was 
“massive: lots of material, all of it was noisy, but 
there were varying degrees of noisiness. On some 
of it you’d hear the bacon-frying noise, but it was 
relatively good, considering the source. On other 
ones, the noise was as loud as his voice. 

“There were common problems like the edges 
of the discs would be noisier because that’s where 
they were handled. The inside cuts, of course, 
were more distorted because that’s the nature of 
recordings that are made on flat discs: As you go 
to the inner diameter, the fidelity decreases. The 

quality varied, and there wasn’t any one piece of 
software or any one thing I could do to make it 
all go away. 

“So 1 approached it kind of the way an arche¬ 
ologist dusts off dirt, one layer at a time, using 
three main tools,” Palmaccio continues. “I used 
a Sequoia workstation as my main editor, and I 
would start with the Sequoia spectral-cleaning 
tool, which can take out large individual ticks or 
pops. Sometimes an auto program can leave arti¬ 
facts, and I was trying to avoid that at all costs. 

“Then I would use the Algorithmix Scratch-
Free Pro program. That’s a combination declicker 
and decrackler, each of which you can set up sepa¬ 
rately. Depending on the damage, I could use that 
up to three times, taking little bits every time.” 

All the while, Palmaccio was keenly aware of 
how important it was to maintain the presence of 
Williams’ voice. “[Williams historian] Colin Escott, 
Jett Williams and 1 felt we heard a part of his voice 
we’d never heard before,” Palmaccio says. “He’s 
generally considered kind of a nasal singer, but in 
this group of recordings there’s a lot of chest tone 
in his voice. My rule was that as soon as the de¬ 
noise process stepped on that, I backed away. 

“After 1 went through those passes, 1 got into 
the Cube-Tec stuff, using a combination of de¬ 
clicker, decrackler, descratcher and Spectral De¬ 
hiss. I didn’t use all of them every time, or at the 
same time, but one thing that was kind of a mira¬ 
cle worker was the Spectral Dehiss. There wasn’t 
any hiss to speak of, but when we would take out 
all the clicks and pops, we were left with flat sur¬ 
face noise, and spectral could take just enough of 
that surface noise off. His voice was so forward 
then. It was like taking away the smudges or glare 
on a picture. 

Next, Palmaccio played the restored shows 
back on a Steinberg WaveLab workstation into 
a Lavry MDA24 D/A converter so that he could 
EQ the recordings in his custom analog master¬ 
ing console. “That was done mostly with an SPL 
PQ mastering equalizer. The other two pieces that 
were important were the Weiss EQI linear phase 
EQ and the Weiss DS1 Mk3 dynamics unit. Once 
I had it sounding the best I could, I would record 
that into Sequoia, where I would do my final edit¬ 
ing, level tweaks, sequencing, references and cre¬ 
ate the production masters. 

“These weren’t high-tech recordings,” Pal¬ 
maccio says. “When they made them, no one ever 
planned on hearing them again. But there’s some¬ 
thing incredibly charming and sublime about the 
performances.” 

At a price of $199, this miraculous-sounding 
set may be out of reach even for many serious 
fans, but anyone can stream one complete pro¬ 
gram atwww.hankwilliamsmothersbest.com. Ill 
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Le Lab Masters Celine Dion Concert DVD, CD 
Mastering engineer Marc Theriault mastered Celine You don't hear the room or the speakers. We have 

Dion's 2010 DVD and CD release, Taking Chances 

World Tour: The Concert, at Le Lab Mastering (Mon¬ 

treal, lelabmastering.com), which Theriault and his 

partners, Denis Savage and Dominique Messier, 

opened in July 2009. Le Lab Mastering resides on 

the first floor of the Mi2O7 Studio Complex and 

comprises a mastering room and transfer/archival 

space that houses analog tape, ADAT and DAT ma-

three racks—one in the middle and one on each 

side—all at special angles so there are no stand¬ 

ing waves. Everything was designed for having the 

cleanest path between the engineer and the speak¬ 

er." Analog equipment includes Ampex and Studer 

tape decks, and outboard units from Dangerous 

Music, GML, Shadow Hills, Manley Labs, Millennia 

Media and D.W. Fearn. On the digital side, Le Lab 

uses Lavry and Digital Audio Denmark converters, 

a TC Electronic System 6000 mastering and signal 

processor, and Pro Tools and Magix Sequoia DAWs. 

Vinyl acetates are played back on an Oracle Delphi 

Mk IV turntable. For monitoring, Le Lab features Fo¬ 

cal’s flagship Grande Utopia EM speakers. 

Dion’s release is based on performances re¬ 

corded in Boston and Montreal in August 2008, 

and for this project Theriault and mix engineer 

Denis Savage relied on their many years of experi¬ 

ence as Dion’s sound engineers. “The project was 

converted to analog from 24/96 digital and then we 

mastered from that,” Theriault says, noting that he 

worked with stems from Savage and used a Dan¬ 

gerous Music 2-Bus to combine the stems. 
—Matt Gallagher 

— 

Fran Healy, frontman for the band Travis, was at The Lodge (New York 

City, thelodge.com/mastering) to master his latest solo album, Wrec k -

order, with mastering engineer Joe LaPorta and chief mastering en¬ 

gineer Emily Lazar. The tracks were recorded and mixed by engineer/ 

producer Emery Dobyns, who Lazar says is "a real jack of all trades and 

definitely one of my favorite clients.” 

Lazar’s studio is fitted with SonicStudio and Pyramix, a recent 

addition. “All of the plug-ins are getting better and better by the day, 

and they can be extraordinarily effective,” Lazar says, “but I usually tend 

to lean more toward my analog chain. On this album, Emery bounced 

stems as well as main mixes for each song, which, when needed, allowed 

me a little bit of wiggle room to get the most out of the tracks without 

unnecessarily altering the integrity of the mix. With Fran’s album, Em¬ 

ery created a uniquely lush soundscape with really deep organic tones 

that I tried to highlight as much as possible. 

“Fran’s music has this incredible intensity but is packaged in this 

delicate and graceful way,” Lazar continues. “The most important thing 

was to keep the ‘intensity’ intact and not push or slam things at all. I 

really wanted to keep the focus on Fran’s vocals to allow them to really 

communicate with the listener.” 

— Barbara Schultz 

:: Introducing Blade Studios 

Veteran pop/rock/country drummer Brady Blade 

and business partner Scott Crompton are moments 

away from opening a new multistudio complex, 

Blade Studios, in Shreveport, La. (bladestudios, 

com). With a design by Russ Berger Design Group, 

the facility is set to go online in mid-December. 

Crompton is a musician with a background in 

advertising and marketing; he’s done his home¬ 

work on the business side and emphasizes Louisi¬ 

ana's rebates for recording projects as a big reason 

for believing that Blade Studios can beat the odds 

as a high-end commercial facility in a secondary 

market: "In 2005, Louisiana passed financial incen¬ 

tives to make your record here,” Crompton says. 

"For every dollar that you spend, whether it’s travel 

or musicians or studio time or producer fees, the 

state returns 25 percent in cash. But a month after 

that program passed, Hurricane Katrina wiped out 

most of the studios in New Orleans, so the pro¬ 

gram never really got traction when it was intro¬ 

duced, but it's starting to get some traction now." 

Blade Studios features a full-blown music re¬ 

cording space, Studio A, including a 1,350-square-

foot tracking room; a soo-square-foot control room 

with an SSL Duality console and Ocean Way 7.1 

surround monitoring; and four iso rooms, includ¬ 

ing a purpose-designed piano room and drum 

room. Studio B is suited to smaller ensemble/band 

recording with its 525-square-foot Avid ICON/D-

Command-centered control room, Ocean Way sur¬ 

rounds and two iso rooms. 

The studios are also fitted with Webcams and 

wired for HD video. Crompton and Blade want cli¬ 

ents to know that Blade Studios can accommodate 

everything from film scoring to band tracking and 

mixing, to ADR via ISDN lines to uploading custom 

video to the Web. 

Visit mixonline.com for Blade Studios construc¬ 

tion photos and updates. — Barbara Schultz 
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CLASSIC TRACKS 

John Lennon and Yoko Ono 
"WATCHING THE WHEELS" 

By Matt Hurwitz 

John Lennon and Yoko Ono’s Grammy-winning 
album Double Fantasy was released in November 
1980, just weeks before Lennon's tragic murder. 
The disc spawned three Top 10 singles, includ¬ 
ing “Watching the Wheels,” this month’s “Clas¬ 
sic Track,” which producer Jack Douglas counts 
among his favorite songs on the album. 

From the beginning, the Double Fantasy 
sessions were kept secret. “If word got out, the 
project was over,” Douglas says. Though it’s 
hard to imagine today, Douglas says that Len¬ 
non was insecure about his singing voice and 
songwriting abilities after a five-year absence 
from the studio, and he wanted to keep the proj¬ 
ect under wraps until he was certain it was vi¬ 
able for release. 

Douglas was flown by seaplane to meet se¬ 
cretly with Ono, who handed him a bag of cas¬ 
sette tape demo recordings from Lennon, as 
well as some 5-inch reels of her own songs. 
“John’s demos were really primitive,” Douglas 
explains. "He would record himself playing and 
singing onto one Panasonic cassette boom box 
while [assistant] Fred Seaman was banging on 
a pot or something. Then he’d place that ma¬ 

chine next to another Panasonic, and sing or 
play a harmony while the second machine was 
recording the first plus his vocal, allowing him 
to double-track himself.” Most songs included 
brief spoken introductions. 

Douglas' first task was to assemble a group 
of musicians to play on the sessions. “He didn’t 
want to go with his old Plastic Ono Band guys,” 
such as drummer Jim Keltner, bassist Klaus 
Voormann and others, Douglas says. "He want¬ 
ed the New York sound—the sound of New 
York session guys.” 

The approach, as a whole, was to be a new 
one for Lennon. "He said, 'This is a play. It’s be¬ 
tween a man and his woman.’” recalls Douglas. 
“It was not going to be a rock album. It was go¬ 
ing to be the sound of a mature 40-year-old man 
who was happy with his life, not a 20-year-old. 
It was to be a soft sound. He said, ‘You know, 
we’re going to get all kinds of grief about this, 
that I’ve lost my edge, et cetera, but the more we 
get, the more we’ll have succeeded.’” 

In keeping with the new approach, Doug¬ 
las explains, “[Lennon] didn’t want rockers. He 
wanted guys who were his contemporaries. His 

music reflected the music of the '50s. and he 
wanted guys who could understand that.” 

Douglas’ first choices included bassist Wil¬ 
lie Weeks, drummer Steve Gadd and legendary 
keyboardist Nicky Hopkins, who first played 
with Lennon in 1968, performing the piano solo 
on The Beatles’ “Revolution” single. “Willie and 
Steve were not available, and Yoko didn’t want 
to go with Nicky because she said he and John 
were trouble together.” Any potential player, in 
fact, had to pass Ono’s litmus test: numerology. 

While Lennon trusted Douglas’ player 
choices, he wanted at least one musician whom 
he knew personally, so the producer suggested 
veteran session guitarist Hugh McCracken, who 
had played on Lennon and Yoko’s 1971 “Happy 
Xmas” single, as well as on McCartney's Ram 
album that same year. For bass, Douglas sug¬ 
gested Tony Levin, who had worked closely with 
both Douglas and McCracken from their earli¬ 
est days recording jingles together in New York. 
Another veteran session player, Andy New¬ 
mark, would handle drums, with percussion 
by Allen Jenkins Jr., who had worked on sever¬ 
al previous albums by Lennon and Ono. Key¬ 
boards were played by both Lennon and George 
Small, a suggestion of Douglas’ business part¬ 
ner, Stan Vincent. 

A second guitarist would also play, though 
he would not appear until the first day of re¬ 
cording. “Earl Slick had played with Bowie— 
on ‘Fame,’ in fact, which John wrote,” Douglas 
explains. “But Earl was my wild card. 1 knew I 
wanted to bring in one guy that, when he got 
there, wouldn’t know anything about the record¬ 
ing whatsoever. And he’s very creative and would 
come up with stuff that was a little off, so it wasn’t 
just a straight New York session group.” 

After a number of telephone conversations in 
which Lennon gave Douglas specific production 
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:: music classic tracks 

Jack Douglas (right): "I mas like a race 
car driver. I just wanted to go fast and 
rock. John would alwags pull me back, 
saging, 'Not too much, not too edgg.’" 

ideas, Douglas and arranger Tony DaVillo created 
parts for the players and final charts, and sched¬ 
uled two weeks of rehearsals at S.I.R. New York 
for late July/early August. "It was still a secret who 
the artist was, so I sang,” Douglas says. "They, of 
course, cracked up laughing, and saying, ‘C’mon, 
when are we gonna see the real singer?"’ 

After each day’s work, Douglas would meet 
up with Lennon at the Dakota apartments, Len¬ 
non and Ono’s famous New York City address, 
to listen to cassette recordings of the band and 
fine-tune the arrangements. “It was a blast 
because John liked to work in bed,” Douglas 
recalls. “He had a giant bed, which was sur¬ 
rounded with toys: pianos, organs, synths. And 
above his headboard there was an acoustic gui¬ 
tar, a Hummingbird, and an electric guitar, a 
Flying V copy called The Sardonicus. He could 
just reach behind himself and grab one of the 
guitars without looking.” Douglas would record 
whatever part Lennon would add. and then in¬ 
corporate that into the next day’s rehearsals. 

Eventually, based on the style of the music 
they were playing, the band began to guess the 
artist was a Beatle, especially once they were 
given the address where the final rehearsal day 
would take place: The Dakota. “It was mainly just 
getting together and talking through the music, 
playing a little bit [in another part of the build¬ 
ing],’’ Douglas says. “Then we went into the resi¬ 
dence and just sat and talked for a few minutes.” 

The following day, Douglas and the mu¬ 
sicians met up at The Hit Factory—a curious 
choice for Douglas given his longtime associa¬ 
tion with The Record Plant and his engineer¬ 
ing guru there, Roy Cicala. "I chose it because I 
had to find a place that was off the beaten path, 
where the fans wouldn’t be looking for us.” 

However, Douglas had to be cautious, given 
the politics of studio alliances. “Ed Germano, 
who ran The Hit Factory, had left Record Plant 
with some clients, and he and Roy became en¬ 
emies,” Douglas says. “I had to explain to Roy, I 
have to do this because he wants to be working 
in Midtown. 1 have to be there now, and you just 
have to be okay with it.’ It was difficult.” 

The studio was booked under the name 
Rich DePalma—an employee of the Lennons, 
according to Ken Sharp’s comprehensive new 
oral history of the sessions, Starting Over (Gal-

PHOTO DAVID M SPINDEL 

lery Books/VHl). The sixth-floor studio was 
only accessible by a secure elevator. 

The band arrived on the morning of Au¬ 
gust 7, 1980, along with engineer Lee DeCarlo. 
Once the tracking got started, “I was like a race 
car driver," Douglas recalls. ”1 just wanted to go 
fast and rock. John would always pull me back, 
saying, ‘Not too much, not too edgy.’ And Lee 
was able to make that happen for us, keeping 
the sounds very fat, very high-fidelity, which 1 
really appreciated.” 

The room was set up with the two guitar¬ 
ists—McCracken and, now, Slick—facing Len¬ 
non, who was in the opposite corner of the 
room, in an isolation booth, allowing him to 
both sing live and play guitar, as well as have a 
direct sightline to McCracken, Slick and Levin. 
If Lennon was playing an electric guitar, his 
amp was situated in a smaller, adjacent booth. 
If he was playing acoustic, he was miked within 
his vocal booth. 

Lennon had a tremendous guitar collec¬ 
tion, and he brought all of them to the studio, 
including his famous ’/4-scale black Ricken¬ 
backer. “You could see where the headstock 
had been repaired a number of times,” Doug¬ 
las says. “And he still had the Shea Stadium set 
list taped to the back!" Ultimately, Lennon end¬ 
ed up using his two old friends from above his 
bed—the Hummingbird and the odd-shaped 
Sardonicus—for everything. “He would always 
go, ’Okay, which guitar should 1 use on this 
one?’ He’d walk out to his guitars, open a few 
cases, and then go, ‘Naw, I’ll just use the Sar¬ 

donicus,”’ Douglas says with a laugh. 
Lennon always sang live, miked with a Neu¬ 

mann U67. “His singing drove that band,” Doug¬ 
las says. Often on Double Fantasy, Lennon’s live 
vocal—with occasional fixes—is heard on the 
master, double-tracked in the way Lennon had 
preferred in the ’60s at Abbey Road. The typical 
process included three or four live takes with the 
band, after which, as Douglas notes, ‘‘[Lennon) 
would get bored and want to move on,” return¬ 
ing to an unfinished song another time. 

“After we had a master take, he’d maybe 
do three more performances if there were any 
fixes needed," Douglas says. “Then he’d leave 
me alone to comp it: ‘Okay, I’ll come back when 
you have a vocal and then I’ll double it.’” The 
studio had a side room in which Lennon would 
meditate, do yoga or get a massage. “He was 
one of the easiest artists I ever produced,” re¬ 
calls Douglas. “He did his job, and then he’d go 
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relax. If we had comps to do, he didn’t sit there: 
'That word’s better. This word’s better.’ He went 
away, came back—‘That’s what I sound like.”’ 

Lennon was a master at the microphone, 
never failing to fascinate Douglas with his tech¬ 
nique. "He’d work off to the side of the 67 on 
certain words to get a different sound. He’d 
work the side a little bit, then come back out. 
He’d do rhythms. Best technique I ever saw.” 

Lennon also didn’t require a pop filter. "He 
showed me a trick that I’ve yet to see any other 
artist do: When he was doing his overdubs, he’d 
'catch' his ‘p’s. His hand would go by his mouth, 
and he’d catch the ‘p’ and throw it away.” 

Once the double-tracked vocal was record¬ 
ed, DeCarlo would compress the primary and 
doubled track together, using a Universal Au¬ 
dio LA-2A, and then run it through a Pultec EQ 
at about 100 Hz. “It put back a little of the bot¬ 
tom the LA-2A would tend to take out,” Douglas 
says. The track then received a slap tape echo 
and some chamber reverb. 

The Hit Factory’s array of outboard gear, 
such as the Pultecs and Fairchild limiters, as 
well as the studio's collection of top-notch mies, 
were part of its draw. "We were able to use 67s as 
overheads on the drums," Douglas notes. "You 
could put a tube 47 in front of the bass drum 
and an old D12 inside, and an old Beyer on the 
snare." 

Guitar amps were always miked with three 
mies: a Sony D30 (set to "M” for music, which 
added warmth), a Shure SM57 and a Sennheis¬ 
er 421. “The Sony hung in the middle, and then 
the other two were arranged to point in, in a ‘V’ 
formation,” Douglas says. “Then we’d work the 
phase until it was right.” 

McCracken and Slick played hollow-body 
and solid-body guitars, respectively, which gave 
them complementary sounds. Douglas recalls 
a joke the experienced McCracken played on 
“wild card" Slick on the first day of work: “Earl 
showed up on the first day and, of course, was 
really excited when he saw John,” Douglas says. 
“The other guys had had the benefit of rehears¬ 
als and the formal sheet music, so I told Earl, 
‘You’re fast—you’ll catch up.’” 

According to Douglas, McCracken asked 
Slick, “You read, right?” referring to the sheet 
music before him. Not wanting to appear un¬ 
professional, Slick responded, “Of course!" But 
while Slick was momentarily distracted, Mc¬ 
Cracken reached over and turned his sheet mu¬ 
sic upside down, which, of course. Slick didn’t 
notice. “We started running the song down, 

and Earl was actually making believe he was 
reading it. Eventually he started struggling, so 
Hughie, who was laughing, told him, ‘Ask Jack 
for a chord chart. It’s just the chords.'” 

“Watching the Wheels” features mainly 
Lennon on grand piano; George Small, who 
added the song’s distinctive accented piano riff, 
on a Rhodes; and Levin on a fretless bass. 

During the bridge, just prior to the song’s 
"I just have to let it go" lines, Lennon wanted a 
“circular” sound, which Douglas immediately 
associated with a hammer dulcimer. “It always 
sounded like wheels turning to me,” he says. 
The two quickly pulled out the Musician’s Union 
book, but, alas, found no dulcimer players listed. 

Two days later, while walking up Columbus 
Avenue, Douglas happened upon a young man 
named Matthew Cunningham playing a ham¬ 
mer dulcimer for dimes and nickels. “I said, 
‘You want to do a session? You’ll get paid $100. 
It’ll be very fast,” says Douglas. Cunningham 
agreed and soon found himself on the floor of 
the studio working the part out with Douglas. 
“I like this song,” he told the producer. "I really 
like this singer,” he added, completely unaware 
of who the singer was. 

Lennon and Ono arrived shortly thereaf¬ 
ter, and Cunningham asked, “Is that the art¬ 
ist?” Douglas answered, “Yes, that’s the artist 
and his wife.” “Oh.” Excited about the dulcimer 
sound, Lennon came out into the studio and 
began working with Cunningham, who still 
didn’t recognize him. Ono then invited him to 
join them for lunch, and the four sat together 
and ate sushi. 

Cunningham was paid and sent on his way, 
but the next day he called Douglas, and said, “I 
just had a weird feeling. Did I just do a session 
with John Lennon?” Wanting to keep his ses¬ 
sions a secret, Lennon had Cunningham return 
to the studio. “He gave him two tickets to Puer¬ 
to Rico and a paid vacation,” Douglas recalls. 
“He said, 'Do me a favor—go take a vacation.’ 
Gave him some money and sent him away.” 

After adding a few more overdubs—includ¬ 
ing Prophet 5 synth parts played by multi-in¬ 
strumentalist and singer Eric Troyer-—the song 
was mixed, as were most of the tracks, at Hit 
Factory. (Two were mixed at Record Plant.) 

Upon hearing the final result of “Watching 
the Wheels,” Lennon gave his thumbs up, satis¬ 
fied that Double Fantasy was now a reality and 
that the press could be told. "He turned to 
Yoko,” Douglas says, “and said, ‘Mother, tell 
them we have a record.”’ Ill 
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FIVE-PIECE ADDS LIVE EDGE TO SHOWS 

The last time Mix caught up with Maroon 
5 was last year when they co-headlined 
with the Counting Crows. Since then, 
there’s been a bit of a change: They’ve 
trashed the backing tracks, added a new 
keyboard player (PJ Morton), brought 
on a new monitor engineer and released 
their latest, Hands All Over. 

“All the backing vocals are gone; 
they’re singing live and they're playing 
very live,” says front-of-house engineer Jim 
Ebdon, who held the FOH position dur¬ 
ing the co-headlining tour, then headed 
off to mix for Aerosmith and is back with 
Maroon 5. “1 didn’t know what to make of 
that because, for me, Maroon 5 was that 
really tight studio, Pro Tools-y track band. 
But now the band has evolved and become 
more of a live act, with more dynamics in 

the performance, and I'm really enjoying 
the mix. And the more they’re playing, the 
better it seems to be working. I’m really 
pleased with the way things have turned 
out. The two keyboard players [Jesse Car¬ 
michael and Morton| can manage pret¬ 
ty much most of the keyboard parts and 
sounds. Matt Flynn, the drummer, plays 
to a click track, of which he is in total con¬ 
trol. There are a couple of songs on the 
new album that have loops, so he’ll play 
along to those, but all the backing vocals 
are gone; they’re playing very live." 

Monitor engineer Steve Walsh, who 
started with the band in March, agrees: 
“It’s much more of a band mix now. Back 
in March, when they were finishing the 
record [and playing one-offs and corpo¬ 
rate gigs], they were trying to remember 

their parts; now. they’re playing together. 
I just try to help out with the solos and 
when certain keyboard parts drive certain 
songs—just make sure that everybody is 
hearing what they need to hear and pay¬ 
ing attention." Walsh mixes on a Yamaha 
PM5D, a board that has been a staple on 
past Maroon 5 tours; he previously used 
the 5D on the 2009 Blink-182 tour. 

Ebdon mixes on a DiGiCo SD7, a 
board he’s used exclusively for the past 
two years. He says he was a D5 user liter¬ 
ally from day one, “and that was my digital 
board of choice. They made the SD7, and 
it was the obvious choice to upgrade. It’s 
an amazing console; I can’t say enough 
good things about it. I like the sound of 
it and I get good results with it—well, I 
think I get good results with it. [Laughsj” 
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:: live maroon 5 
Ebdon is taking advantage of the plethora of 

onboard effects, using just a few pieces: TC Elec¬ 
tronic 4000 reverbs (one on drums, one on vocals; 
both MIDI-controlled to the console), an SSL ste¬ 
reo bus compressor on drums, a de-esser on vocal¬ 
ist Adam Levine’s voice and a dbx 160x on Mickey 
Madden’s bass. “The rest is all within the console. 
I also use a Gane Song HEDD 192 on the master 
output. With all this digital gear, fantastic-sound¬ 
ing P.A.s and processing, it becomes difficult to 
listen to, 1 think. I get ear fatigue quickly so I’ve 
been using the HEDD since working on digital 
consoles—just to sweeten and take the edge off 
the mix and a break from the digital sound.” 

The Clair Global-supplied tour carries an i5 
P.A.; the co-headlining tour saw a prototype ver¬ 
sion. They typically hang 12 i5 cabs a side and 10 
Bs a side, as well as eight of the new iDLs as side 
hangs. “When we’re in sheds, the iDLs sound fan¬ 
tastic as a complement to the P.A.,” Ebdon says. “We 
hang those just to get that extra bit of width. This is 
my first arena tour using them as side hangs, but 
we have not sold seats past the downstage edge.” 
Ebdon employs Smaart to help in turning the rig, 
looking at the program “just to make sure there’s 
nothing I’m missing with my ears. Once the band 
starts playing during soundcheck—or show!— 
that’s when I do the rest of my system EQ'ing.” 

Rounding 
out the speaker 
complement 
are Clair SRM 

Front-of-house 
engineer Jim Ebdon 
at the DiGiCo SD7 

wedges and a double-15 for Madden. 
“He’s the only guy not on in-ears and he 
likes a lot of kick dnim,” Walsh says, “so 
I have a somewhat beefier wedge over 
there. I have some sidefills, a couple 18s 
and two Clair R4s per side. The drum sub 
and both keyboard players have subs. I 
also use some shakers: a drum thumper 
and a keyboard thumper." In-ears include 
Sennheiser G 3 transmitters 
and packs with Ultimate Ears 
UE5s and UElls; Levine wears 
Future Sonics MG4s. 

Walsh’s mix is pretty 
straightforward, adding in 
just a little bit of room on the 
drums and a fairly wet plate 
reverb on Levine’s vocal. “Ev¬ 
erybody gets a pretty com¬ 
prehensive band mix with 
themselves on top. They really 

Monitor engineer Steve 
Walsh at the Vamaha PM5D 

A revolutionary suite of restoration plug-ins from Sonnox. 

Sonnox Restore 
www.sonnoxplugins.com/restore _ Oxford. 

Plugins : 
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like to play with each other; nobody’s too loud and 
everybody’s listening to each other. It’s pretty fun 
to mix because of that reason. They’re really talk¬ 
ing to each other musically on some of the jam 
parts; it’s nice to facilitate that.” 

As for Ebdon’s “mixing style," his mantra is 
mic technique, mic placement and having some 

Sound crew, from left: system tech Craig Rob¬ 
ertson, monitor tech Carlos Sallaberry and 
P.A. tech William Langford 

musical awareness and artistic sympathy. “1 tend 
to not do anything [in the mix] that isn’t there,” 
Ebdon explains. “I mix just to make sure that 
there’s a good vibe going and you can hear ev¬ 
erything. I tend not to overcompress anything or 
over-gate the drums; it’s about getting a good bal¬ 
ance and the vocal sitting right on top. My drum 
channels are extremely flat; I have no EQ in the 
tom-toms because they don’t need it, and I think it 
sounds fantastic. I don’t have to use compression 
or EQ just because it’s there.” 

Drum mies include a 91 and 52 on kick; SM57 
on snare top and an AKG 404 on bottom; KM18s 
for hi-hats, tom-toms and ride; Beyer Opus 88s 
on tom-toms; and a 57 on wood block. “My drum 
sound is largely based on the overheads with the 
kick and snare and everything else mixed in,” 
Ebdon continues. “It’s a big drum sound. I’ve ac¬ 
tually been having a problem with his kick drum 
because Matt’s gone to a 22-inch kick drum from 
a 24-inch, and we’ve had to increase the hole in the 
front because when he whacks it, the mic doesn’t 
pick up [the air pressure] so it loses all of its low 
end. We’ve increased the hole to let more air out 
and chosen a better mic position for it, and sud¬ 
denly we had all that low end back.” 

For Levine and James Valentine’s axes, two 
cabs run simultaneously but with a different sound. 
Ebdon is trying out the new Royer R-101 ribbons on 
one of the cabs and places a 57 on the other to get 
a blend between them. “I’ve been using Royer 121s 
a lot on guitars—especially with Aerosmith, Match¬ 
box Twenty and now Maroon 5. Royer just turned 

me on to the 101 and it’s a spectacular mic. I’m en¬ 
joying getting a nice balance between that and the 
57 on guitars.” Bass goes DI with an Audio-Tech¬ 
nica ÄT4O5O on the cab. All vocal mies are Shure 
Beta SM58s, except for Levine, who sings through 
a regular 58 capsule. The Leslie sees two 57s on top 
and an Electro-Voice RE20 on the bottom. 

Ebdon’s carefùl mic placement also helps 
Walsh achieve his goal in mixing: clarity. “Things 
just shouldn’t get lost in the mix,” he explains. 
“You should have things quieter in the mix but not 
be buried. I achieve that with judicious use of EQ. 
I find that especially with digital, I use a lot of low-
pass filtering. I’ll take out a lot of information that 

is beyond human hearing and roll that right off. 
I get less distortion that way. I’m trying to keep it 
as simple and straightforward as possible and let 
them play among themselves.” 

As with previous Maroon 5 tours, Ebdon has 
a 64-input Pro Tools H D2 Accel system for record¬ 
ings. The system is straight MADI to an SSL Del-
taLink MADI converter. “One of my [previous] 
recordings and mixes made it as a bonus track on 
the new album, so it’s worthwhile doing. I've al¬ 
ready been asked to come up with some mixes for 
whatever they’re going to use it for. I love mixing 
this band, which is why 1 made myself available to 
come back and mix for them now.” Ill 
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SOUNDCHeCK 

Lanois Submerges 
Toronto in Sound 
Daniel Lanois brought his artistic vision to 

Toronto’s Nathan Phillips Square with an all-

night multimedia performance and temporary 

installation entitled "Later That Night at the 

Drive-In." Accompanying the layered video 

images and lighting effects was a Lanois-com-

posed soundtrack of live and recorded music 

heard through too Meyer Sound self-powered 

loudspeakers mounted on 24 towers. 

According to Lanois, “I've been dreaming 

about this for years. At some rock shows, if 

you're not in the lucky first 30 rows, you don't 

get full-fidelity sound. Here, no one gets a 

bad seat.” 

System design was handled by Lanois’ 

longtime recording engineer and artistic col¬ 

laborator, Mark Howard (left), who mixed the 

sound for the event through a 28.24 system. 

He devised a distributed, tower-borne layout 

using 12 CQ-i loudspeakers and 60 UPA-iP 

and UPJ-tP VariO loudspeakers to create 

24 “sound pods" scattered throughout the 

square. Low end was provided by 20 6so-P and 

eight 7OO-HP subwoofers, with system drive 

from a Galileo loudspeaker-management sys¬ 

tem that includes five Galileo 616 processors. 

All Meyer Sound equipment was supplied by 

the Toronto office of PRG. 

fix it Modest Mouse Monitor Engineer 
David Campaniello 

I've tried many different monitors and 

have always struggled with maintaining 

tonal quality at loud volumes. The (EAW) 

MicroWedge is the first monitor I’ve used 

that provides the volume that's required 

without compromising sound quality 

and natural tone. I use four MW12S on 

two mixes for singer, lyricist and guitarist 

Isaac Brock—an inside pair solely for vo¬ 

cals and an outside pair for an instrument 

mix. Lab. gruppen 6400 amplifiers provide power to the MicroWedges. One pair 

of MWi2s is actively bi-amped using the EAW UX8800 digital processor. I initially 

ran all four MicroWedges passively crossed over but then switched the vocal mix 

pair to active operation. The high end is smoother and more stable. 

Tears for Fears 
Pop/rockers Tears for Fears recently played 17 

shows on the East Coast, where engineer Doug 

Lemke mixed through house-provided P.A.s, trying 

to re-create studio engineer JB Blot’s mix. 

“JB is a fantastic engineer,” says Lemke. “He's 

got the 'golden ears' of a great studio engineer, 

which is where he spends most of his time. He uses 

a stereo pair of Cenelecs above the Avid Profile to 

hear cued instruments for treatment, but when he 

went back to the house P.A., the tone was quite 

different." 

Lemke's solution was to mold each P.A. system 

into a giant pairofGenelecs. He used Metric Halo’s 

SpectraFoo analysis software with an Earthworks 

M30 microphone, capturing traces of the Cenelecs 

in SpectraFoo and then using a Lake Contour and 

Lake Mesa Quad EQ system to dial the house 

into the Cenelecs' response. “The real-time spec-

tragraph and spectragram are so responsive and 

intuitive, I was very clearly able to discern what was 

happening sonically," Lemke says. “I also found a 

lot of technical problems in the form of blown com¬ 

ponents or misalignments. Fortunately, I detected 

them early on so we could either implement a fix or 

a workaround in time for the show." 

Lemke kept SpectraFoo up during Tears for 

Fears’ performances to tweak the response as it was 

altered by the absorption of the fans. “We recorded 

every show,” he adds, “so there was a motivation to 

really dial in the perfect sound. I kept my eye on the 

FFT information, which has plenty of resolution to 

pick up room modes. Those modes often shifted in 

a packed house." 
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CCS Bets on JBL 
A/V integration firm CCS Presentations 

Systems (ccsprojects.com) brought in 

an assortment of JBL Control Contractor 

loudspeakers for the audio system install 

different rooms and surfaces, we thought 

we would have to go with several vendors to 

make it all come alive," says Rod Andrews-

on, manager of engineering, CCS Presenta¬ 

tion Systems. "However, during 

the design process, we realized 

JBL had a speaker for each of the 

necessary casino applications, 

which were all more economical 

and allowed us to meet the SPL 

requirements. We were able to 

produce the SPL more efficiently 

with less equipment." 

In more than too zones, 

CCS installed a total of 1,131 JBL 

Control Contractor speakers. 

The gaming zone features 222 

Control 47CT small-format ceil¬ 

ing speakers that incorporate 

JBL’s proprietary RBI Radiation 

at Talking Stick Record (Scottsdale, Ariz.). 

CCS handled the sound “zones" for the 

240,000 square feet of gaming, 5,000-

square-foot/22-room conference center and 

13,000-square-foot spa. Adding to this list, 

CCS had to contend with multiple surface 

types and ceiling heights, as well as the 

sound emanating from more than 800 slot 

machines. “When we initially examined the 

Boundary Integration. The conference 

center combines 154 of the 47CTS with four 

Control 26CT small-format speakers and 

24 Control 322CT large-format speakers. 

The hotel area contains 197 of the Control 

47CTS, plus six Control 25 AVs in those loca¬ 

tions that required surface-mount speakers, 

and 52 Control 26CTS for lower-SPL and fill 

locations. 

Powersoft amplifiers were used by Kingston Audio 
Services to drive the sound at the recent 2010 New 
Orleans Jazz & Heritage Festival and the 37th an¬ 
nual Telluride Bluegrass Festival. 

At Aerosmith’s recent Fenway Park appearance, front¬ 

man Steve Tyler ran from the stage through a walk 

tunnel and up to the top of the “Green Monster" to 

play "Dream On" on a white grand piano. The tour’s 

wireless coordinator, Chuck Bogard, used two RF line 

amps, a few splitters, three PWS Helicas, a pair of 

LPDA antennas and a bidirectional antenna, working 

with the tour's PWS GX-8 amp/combiner for their 

“wireless” run...More than 63 artists performed at 10 

venues at The Vinyl Music Festival (Sarasota, Fla.). 

Tight AV was hired to handle production audio, light¬ 

ing and projection, and called upon colleagues ESI 

Audio and Audio Systems Consulting for additional 

audio requirements. Yamaha mixers and Yamaha 

and NEXO speakers were used at all venues...Sound 

of Authority president/CEO Ernest Greene chose an 

L-Acoustics KUDO for New Life Covenant Oakwood 

Church's (Chicago) new sound system. 

road-uuorthy gear nr 
Renkus-Heinz Point-Source Array beyerdynamic LUiretess Ribbon Mic 

The RM 510 is an in¬ 

terchangeable ribbon 

capsule head for bey-

erdynamic’s Opus 900 

and Opus 600 wireless 

mic systems. The car¬ 

dioid capsule features 

an ultralight, 3-micron 

aluminium ribbon for 

Designed for small- to mid-sized venues and 

shipping this month, the CF101-LA (powered) 

and CFX101-LA (unpowered) Modular Point 

Source Arrays from Renkus-Heinz offer the 

performance and pattern control of a line 

array in a compact system with the flexibility 

to be flown, ground-stacked or pole-mounted. 

Up to four of these 10-inch, two-way cabinets 

with 15-degree vertical dispersion can be ar-

extended frequency response 

and excellent transient behavior, 

while a subtle attenuation in the 

6.5kHz range suppresses sibilant 

sounds for a balanced and unob¬ 

trusive sound. The RM 510 will 

be available in Qi, 2011. 

www.beyerdynamic.com 

rayed for 9ox6o-degree 

coverage. Single or dual 

CF15S subs can combine 

with up to four CF101-

LA cabinets to create a 

compact system rivaling 

a full-sized line array. 

www.renkus-heinz.com 

Midas VeniceF Analog Mixer 

The VeniceF is 

16/24/32-channel 

analog frame “di-

gi-log” console 

with FireWire 

multichannel 

digital audio 

interfacing and XL3 EQs. In addition to up to 

32x32 FireWire capability for ease of recording or 

virtual soundchecking, VeniceF features toomm 

faders, a dual 7x2 matrix and a reorganized 

master section layout. Third-party plug-ins can 

be run as channel inserts or routed via aux sends 

and returns, and all inputs, groups, auxes, ma¬ 

trices and masters can be routed to the FireWire 

interface. 

Ill 
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Photos and text by Steve Jennings 

live 

Al I ACCESS 

Country superstars Rascal Flatts (Gary Levox, lead vocals; Joe Don 

Rooney, vocals/lead guitar; and Jay DeMarcus, vocals/bass) are touring 

in support of their latest, Unstoppable. The trio is supplemented with 

a wonderful set of backing musicians, including drummer Jim Riley, 

keyboardist Tim Akers, guitarist Jonathan Trebing, steel and banjo 

player Travis Toy and fiddler John Jeansonne. Mix caught up 

with the act at the Sleep Train Amphitheatre (Wheatland, Calif.). 
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Front-of-house engineer Jon Garber is 
mixing on a Studer Vista, and sags, "To 
pull up gour EQ and move it just one dB 
and hear the difference is such a great 
thing. Vou don’t have to reallg work on the 
input EQ as much so gou can work on mix* 
ing. Onstage we have about 78 inputs and 
the Studer handles that easilg. It has all 
the dgnamics onboard, but it doesn't have 
ang time-based stuff, so that gives me the 
option to pick out mg own reverbs." 

Rack gear includes a dbx 160 on snare 
top. The vocal chains see a dbx 902 de-
esser through a Drawmer DL441 Quad 
auto-compressor limiter. Reverb units 

are two Lexicon PCM 96s, three SPX 
2000s, Eventide Eclipse Harmonizer, and 
a TC Electronic D2 and M5000. "Radial 
has reallg helped us out," Garber sags. 
"We use Radial J48 on all of our Dis. 
Theg gave us some extra stuff like the 
Radial Phazer adjustment tool, which is 
awesome for electric guitar. 

"We’re fullg endorsed bg Shure, and 
Rgan Smith is another great person 
to work with. Ang problems, and he’s 
there to help us out. We tried most of 
the microphones on the market before 
we settled with the Shure SM58, which 
we're verg happg with." 



From left: crew chief Pete McDonough, monitor engineer 
Stuart Delk and stage tech Jeremy Moore 

According to drum tech Craig Krolicki, all mies on Jim Riley's kit are 
Shure. (He has a Shure mic endorsement). Mies comprise Shure 98s 
(toms), Beta 27s (toms), SM57 (snare top), KSM137 (snare bottom), 
KSM 137 (hi-hat, overheads), 57s (Octobans, 20-inch kick), Beta 52 
(24-inch kick) and Beta 91 (24-inch kick). He sings through a Shure 58. 
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Rex Frazier techs 
for guitarist Jona¬ 
than Trebing, key¬ 
boardist Tim Ack¬ 
ers, John Jeasone 
(fiddle, mandolin, 
guitar) and Travis 
Toy (pedal steel, 
banjo, guitars). 

Jonathan Trebing's rig 
comprises a Sennheiser G3 
wireless and a 100-watt 
Marshall Super Lead driving 
a 4x12 Bogner cabinet miked 
with a Sennheiser 421. 

The Sound Image-provided 
P.A. comprises 78 JBL 
VerTec 4889s for high packs 
and 32 VerTec 4880s for 
subs. According to Garber, 
the arena shows have four 
stacks per side. Front-fills 
are Sound Image LUideLine 
boxes, 12 across the 
stage. The system is 
controlled by three 
Dolby Lakes. 

Monitor engineer Stuart Delk is also on a Studer board—a 
Vista 5 SR. "I am hardcore analog, but this desk has the 
sound I would compare to high-end analog with all the 
digital capabilities. All the EQ and comp/gates are on the 
channel strip, and it's all touchscreen to get what you 
need. I have the inputs that are on the splitters—one to 
one in this screen—so I can troubleshoot by channel if 
needed without going over to the split. 

"Studer does not have any onboard reverbs or time¬ 
based effects. I carry nine outboard reverb units, four 
TO electronic 4000s and five [Vamaha] SPX-2000S. They 
sound great with new and old factory settings. Most of my 
reverbs are custom programs I have made. I can also in¬ 
put stereo and output stereo via ACS connections, keeping 
the signal chain all digital and using two XLR lines instead 
of four XLRs for each unit." 

His other rack carries wireless and combiner amps, in¬ 
cluding eight channels of Shure UHF-R mies for all vocals, 
14 channels of in-ear monitors, eight Sennheiser G2 lEMs 
and six Shure PSM Series. The ProWireless combiners 
give Delk 250 mW of power for all ear systems. 

Joe Don Rooney's guitar tech, David Graef 
(below), describes the guitarist's rig as 
"a fun one. It's a dry/wet/dry rig with a 
center 4x12 cabinet, with just the dry amp 
and two Mathers 1x12 cabinets for the ef¬ 
fect left and right signals. We start with 
two dual Shure UR4D wireless units that 
go into a line selector made by RJM Tech¬ 
nology. From the selector, the signal goes 
to my pedal board, where I do the majority 
of his patch changes, and then returns to 
an amp selector that feeds signal to one 
of two Bogner Ecstasy 101B heads [miked 
with three Shure SM57S and a Royer rib¬ 
bon, pictured], a Blackstar Series One 
200 head and a Diamond Decada head, and 
then out to the 4x12 dry cabinet. I take a 
line-level signal and feed the outboard ef¬ 
fects [TO Electronic D-Two, Fireworx and 
Reverb 4000]. They re- _ 
turn to and are blended « :■ 
through a Midas Venice 
160 console and sent 
to a VHT 292 amp __J 
that powers the two SS 
Mathers 1x12 cabinets j 
onstage for the wet 
signal. ***" 

"We separate 
the dry amp and - t 

CCj the wet left and ■ -ÿF 
right signals to 
maintain the cut 

the 
the mix.” 

There are two pedalboards, one of 
which Graef uses to control the rig 
through most of the show. On his board 
are the Ground Control Pro for all MIDI 
program switching, an RJM Technology 
Amp Gizmo for amp channel changes (via 
MIDI), a Micro POG, Diamond Tremolo, 
Xotic EP Booster, Boss AW-i and an Ernie 
Ball VP Jr. Rooney's 
pedal board on-
stage sees another I j 
Ground Control Pro, ■ I 
a tuner, Earnie Ball H u ■ < 
VP Jr. and a Dunlop H £ | 
Wah controller—all | 
connected to the . 
Dunlop Rack Wah an 
for onstage control |K 
of volume and wah. BE 

Bass tech Robert "Bucky” Huck (right) 
says that bassist Jay DeMarcus' rig 
comprises an Avalon 737 through a 
Distressor EL8-X comp and an Ampeg 
SVT Classic through a Distressor EL8-X 
comp and a Palmer PDI-03 direct box. 
"It starts with three Shure UR4D dual 
wirelesses into an Amp Gizmo custom 
splitter I had them design with eight ins 
and four outs,” Huck says. “One out goes 
to the Ampeg side and one out goes to the 
Avalon side. I also have a second rig built 
in the rack for our pedal-steel player, 
Travis Toy. He plays bass 
when Jay is on keyboards. 
His rig is completely 
separate on the Avalon ‘ 
side, but they both share JT— 
the Ampeg side with the 
use of a Tour Supply Amp ■ 
Selector.” " 



'True Grit' 
COEN BROTHERS BRING NEW LIFE TO WESTERN TALE 

You never know what fascinating world 
directors Joel and Ethan Coen are going 
to visit. Their 2009 entry was the Oscar-
nominated A Serious Man about an in¬ 
trospective Jewish fellow in suburban 
Minneapolis in the late ’60s. The year 
before that brought us the wacky comic 
caper Burn After Reading. And in 2007, 
they made the dark and brilliant Best 
Picture-winner No Countryf or Old Men. 
Now, on Christmas Day 2010, the Coen 
brothers return with another completely 
different tale—the period Western True 
Grit, which, rather than being a re-make 
of the famous 1969 John Wayne film. 

is a more faithful adaptation of Charles 
Portis’ novel. 

Skip Lievsay has been working with 
the Coens since Blood Simple in 1984, 
usually in the capacity of supervising 
sound editor and re-recording mixer. For 
the last four Coen films, he’s been joined 
by sound designer/FX re-recording mixer 
Craig Berkey, and together they’ve fash¬ 
ioned a way of working that has stream¬ 
lined the sound editorial process. The 
key, they say, is not delineating certain 
tasks as being for a temp dub and then 
re-doing things for the final, but creating 
a mix that goes through a progression. 

When we spoke at the end of Octo¬ 
ber, Berkey and Lievsay were just about 
to start work on the final at Sony Pictures 
Studios in Culver City, on the west side 
of L.A. Both sounded extremely relaxed 
about the task ahead because so much 
of the mix work had been done ahead of 
time. “Basically, about two-thirds of the 
elements are in hand—dialog and FX 
and backgrounds are already thoroughly 
understood,” Lievsay says. “The new 
components are the score [by longtime 
Coen associate Carter Burwell], which 
they recorded last week, and which 
we’ve been working with from sketches, 

By Blair Jackson 

Jeff Bridges plays Rooster Cogbi 
Hailee Steinfeld plays Mattie Rei 
Paramount Pictures' True Grit. 

irn and 
s in 
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best Animated heature and Best Hicture 

For your consideration 

Best Sound Mixing 
Supervising Sound Designer, Randy Thom 
Re-Recording Mixers, Randy Thom • Gary A. Rizzo 

Best Sound Editing 
Supervising Sound Editors, Randy Thom • Jonathan Null 

“A thrilling saga with exhilarating animation, 
a clever comedy with witty dialogue...surprising 
depth and a sweetly poignant tale of friendship." 
Claudia Puig, USA Today 
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sfp 'true grit' 

and the Foley that Greg Orloff will mix. It’s more 
efficient to wait for the Foley until you’re deep 
into versions, so we shot that over the last three or 
four weeks. What we end up spending our time 
on [in the final) is working on the balance. We can 
look at the movie and hear all of the components 
playing together and figure out what’s the best¬ 
sounding mix of all those things.” 

"The ‘normal’ way of working is you show up 
at the final with numerous sounds and you’ve got 
a limited amount of time where it’s almost physi¬ 
cally impossible to go through all those sounds 
so that everybody's happy,” Berkey adds. “But the 
way we work, there’s none of that, ‘Oh, we had this 
sound somewhere,’ or, ‘Remember in the temp we 
had that?' Because it’s a track that has progressed 
from the beginning of post with everyone work¬ 
ing together, including the filmmakers; there’s no 
big moment at the final where you're playing all 
this new material on an expensive dub stage and it 
can go great or it can go horribly wrong. We don’t 
have those moments; instead, we have. ‘Can you 
raise the cricket 2 dB?’ [Laughs] I try to work this 
way on every film now if 1 can.” 

About the only controversy True Grit’s final 
was likely to engender was Berkey and Lievsay’s 
decision to bypass conventional stage workflow in 
favor of working in Pro Tools all the way through 
with a Euphonix (now Avid) MC Mix fader pack. 
“The way we’re working now is we have a keyboard 
and a trackball and this small fader pack,” Lievsay 
says. "It’s easier for us because we get to preserve 
our automation as we make changes.” Berkey also 
brought down an essential tool from his home 
studio in Vancouver, B.C.: a Wacom Cintiq inter¬ 
active pen display that helps him navigate among 
sound elements smoothly and quickly. 

Not surprisingly, getting to that point 
where the final is comparatively easy takes a lot 
of hard work spread out over many months once 
the Coens start editing the film. Lievsay and 
Berkey did much of their early work in New York 
(where the Coens live) at Digital Cinema. "When 
we start the editorial process,” Lievsay says, “we 
also start mixing and we start preparing tracks so 
we can have a screening whenever they want and 
be able to answer any questions if there's some¬ 
thing wrong with a track. One concern we had is 
that there was quite a bit of weather [during the 
exterior shoots], so we wanted to get on the ADR 
really early, solve those problems and then have 
the ADR in our temps. I go through the dialog 
early and mix it as if it's the final mix." Most of 
the production recording was handled by Peter 
Kurland, another part of the Coen team since the 
early days. 

“Craig generally limits his work in the early 

Skip Lievsay with Avid MC Mix 
and computer at Sony 
Pictures Studios 

stages to the big sounds, and 
Joel and Ethan also like to have 
backgrounds, so he will make 
appropriate backgrounds for all 
the scenes in the movie,” Lievsay 
adds. “It helps them in their choic¬ 
es and judgments about takes 
and performances. They also like 
having gunshots and explosions 
wherever they’re called for.” 

Berkey says that the backgrounds were a par¬ 
ticularly challenging component of the overall 
sound design, as so much of the film takes place 
outdoors; the film was shot mostly in the high 
country of New Mexico and in Texas. “Joel and 
Ethan love a full ambient track, which is nice,” 
he says. “They want you to be immersed in the 
atmosphere of wherever you are." 

Working primarily from his own extensive 
library of winds, Berkey “spent a lot of time go¬ 
ing through and making sure that they're all 
interesting winds and fit together from scene 
to scene. In some cases, you want to have a pro¬ Craig Berkey and his Wacom Cintiq display 

gression of different types of winds that go from 
a warm, blustery thing to a very different kind 
of environment—in this case, [the main char¬ 
acters] are heading up into the mountains and 
it becomes colder and colder, so you want to be 
able to communicate that somewhat through the 
winds. Sometimes I end up EQ’ing things, but 
the key is picking the right winds to start with, so 
I spend a lot of time listening and making mental 
notes about which elements would work together, 
because sometimes when you start putting too 
many winds together, they lose their character 
and they become a big mush because they don’t 
have the sonic room around them to continue 
their signature. When we’re doing this. I’m mix¬ 
ing at the same time and I’ll put it in against 
whatever dialog track I have.” Berkey mostly uses 
plug-ins for his signal processing work, includ¬ 
ing Altiverb reverb, and McDSP and Avid filters. 

When it came to gunshots and explosions, 
Berkey again relied on his own sound library 
material, but for horses, Lievsay supervised FX 
recordist/editors John Fasal and Jay Wilkinson 
for a couple of sessions outside of L.A. at a movie 
horse ranch in Palmdale and a horse hydrother¬ 
apy pool in Los Olivos—the latter for a key scene 
in which a horse swims across a river. “One thing 
we learned,” Lievsay says, “is that when the horse 
goes fully underwater, they dog paddle like dogs 
and there’s no sound—the only sound is they 
breathe through their nose, and they’re constant¬ 

ly blowing their nose out to make sure they don’t 
drown. It was one of those things where we had 
to do it to find out.” 

Again, with the mix going through a pro¬ 
gression, Lievsay and Berkey added elements and 
made adjustments as they went along in close 
consultation with the Coens. “Early on,” Berkey 
explains, “we end up with this first temp mix and 
then we keep adding to and conforming that mix, 
and Joel and Ethan listen to it with each cut giving 
us notes as we go along. We’re starting the final 
now, but I've been getting notes the last few weeks 
that say things like, ‘Maybe the backgrounds are 
a couple of dB too hot in this scene,’ or, 'Could you 
add a crowd murmur here?’ They’ve been listen¬ 
ing to our mix in 5.1 in a theater in New York, so 
when we get to the final mix, it’s about adding 
some new music cues, but they’ve heard every 
sound, they’ve listened to the mix and they know 
everything that’s there and have made notes on 
it that we’ve executed. Essentially, our mix starts 
about four months before we finish the final.” 

Is it fair to say that the Coens, who work so 
brilliantly with words and images (True Grit was 
shot by the great Roger Deakins), are also quite 
sound savvy? “Oh, yes,” Berkey replies without 
hesitation. “They’re very particular, but they 
also like to leave room for us to put in interesting 
sounds and be creative. They definitely under¬ 
stand that sound matters." Ill 
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NEW UNIVERSAL AUDIO UAD-2 QUAD OMNI (V5.7) 
UA’s most powerful and flexible processing hardware -

packaged with 50 UAD Powered Plug-Ins for professional 
power users. Save $4000+ vs. purchasing the 

plug-ins separately. 

<®> UNIVERSAL AUDIO 

PURPLE AUDIO TAV 
10 BAND INDUCTOR EQ 
The Purple Audio TAV is a new take on 
the console graphic, with ten easy-to-use 
bands. Each band uses a high quality 
inductor and carefully selected caps to set 
the center frequency. Designed to work in 
standard 500 Series frames. 

BQ 

PRISM MLA-2 STEREO COMPRESSOR 
The MLA-2 is a stereo or two-channel compressor with 

stepped drive (input gain), ratio, attack and release time and 
output gain controls. For optimum transparency and freedom 

from noise, the MLA-2 employs a non-VCA design. 

ENDLESS ANALOG C.L.A.S.P. 

TAPE + CLASP + DAW = What’s Been Missing 
Tm happy someone finally figured out how to combine tape 

and Pro Tools and now it is an integral part of my studio 
setup.” - Lenny Kravitz 

•sr 

W)wunder audio 
Ántelope 

WUNDER CM7 FET 
The U47 FET is legendary for 
obtaining larger-than-life kick 
and bass tracks as well as thick 
and full vocals. For the first time, 
Wunder has re-issued this classic 
design to compliment their CM7 
and CM7 GT series. 

ANTELOPE 10M & TRINITY CLOCKS 
“Antelope clocks maintain more detail, ambience and 

naturalness of the digital signal, and the difference is not 
subtle... a significant advancement in digital technology.” 

- Bernie Grundman —r 

Jivintagekingaudio 
NEW I USED I VINTAGE 

WORLD CLASS AUDIO | WORLD CLASS SERVICE 

ENDLESS ANALOG 

80« 
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KING? 
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FREE SHIPPING 
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its class (48ru). 
Slprling 

HELIOS TYPE 69-500 

5 UNO 

Software & Plugin Gift-Away 

REGISTER & WIN! WWW.VINTAGEKING.COM/FREE-PLUGINS 

Value Added 

Audio 

All the legendary sonics of the 
renowned Helios Type 69 
mic pre/EQ module neatly 
packed into the convenient and 
cost-effective 500 Series format! 

VINTAGE KING IS GIFTING-AWAY SOFTWARE & PLUGINS 

THIS HOLIDAY SEASON FROM THE LEADING BRANDS. 

date pro «iwo 
DRAGON 

MERCURY EQ-H1 & EQ-P1 PROGRAM EQS 
“Mercury EQs are one of the best sounding tube EQs on 
the planet. The EQ-H1 & EQ-P1 are quite original. All the 
tone of a classic tube EQ but without the noise and much 
more power. Mercury is...full of tone!” - Joe Chiccarelli 

SOFTWARE 
& PLUGINS 

r P 
I k 

STERLING MODULAR 
STUDIO FURNITURE 
Elegant furniture solutions custom-fitted to 
your mixer or control surface. Featuring low impact 
on room acoustics, superior ergonomics, generous 
ventilation and the most rack space of any desk in 

BAREFOOT SOUND 
MICROMAIN35 
3-WAY ACTIVE MONITOR 
W/INTEGRAL SUBS 
Following in the footsteps of 
the MicroMain27, the 
MicroMain35 brings 
revolutionary Barefoot three-
way technology into an even 
more compact enclosure. 

NEW! BAE DMP DESKTOP MIC PREAMP 
The DMP is a desktop version of the 1073MP. It shares a 

similar preamp and the same Carnhill (St. Ives) transformers 
as the 1073 and 1084. 

Try Before You Buy I Easy Financing Options 
Studio Installations I Buy I Sell I Trade w 

WAVES 

SLATE PRO AUDIO DRAGON 
ANALOG DYNAMIC PROCESSOR 

Unlike any dynamic audio processor you’ve heard before, 
the Dragon was created to be the most versatile 

compressor, limiter and sound-shaping tool that the pro 
audio industry has ever seen. 

side pro audio 

Arrange A Gear Demonstration Today! 

888.653.1184 (USA) I 001.248.591.9276 I INFO@VINTAGEKING.COM 



PRODUCT HITS OF AES 2010 
HOT TECHNOLOGIES FROM FOG CITY 

ELCOME 129™ 
AES CONVENTION a u 
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After celebrating its first World Series win, 
the city of San Francisco was still in a party 

mood when the 129th Audio Engineering Soci¬ 
ety convention (November 4-7) came into town. 
With the current state of the economy, a few reg¬ 
ular exhibitors skipped this expo, but if there was 
a downturn in the industry, it certainly didn’t 
show on the faces of the thousands of enthu¬ 
siastic attendees that packed into the Moscone 
Center for four days of nonstop pro audio action. 
Here are some of the highlights. 

The Big One 
The big news at AES was certainly Avid’s (avid, 
com) release of Pro Tools 9. Far more than asimple 
software update, PT9 users now have the choice 
of working with the DAW in a $599 software-only 
stand-alone configuration or with a choice of Avid 
or third-party (Core Audio and ASIO) audio inter¬ 
faces, and with Avid Artist and Pro Series control¬ 
lers. The new software replaces Pro Tools LE and 

spans upward to Pro Tools 9 HD TDM. All ver¬ 
sions now include Automatic Delay Compensa¬ 
tion and EuCon support. Other features include 
support for 96 mono or stereo voices in the new 
software-only version of Pro Tools (192 voices with 
Pro Tools HD systems), 256 internal buses and 
160 aux tracks. 

After years of operating within a closed 
environment, this announcement was warm¬ 
ly greeted, not only by interface suppliers 
at AES (including Apogee, Focusrite, Lynx, 
RME and Prism), but also by users who now 
have more options from which to choose. In 
other DAW news, Stanford Research Systems 
(thinksrs.com)—known for its audio test sys¬ 
tems—debuted Perfection 10, a Rubidium 
Atomic audio clock source. Priced at $3,495, 
the two-rackspace unit has eight ultrapreci¬ 
sion 10MHz BNC word clock outputs, all fed 
from an ultrastable rubidium oscillator with 
±0.5ppb accuracy. 

Consoles Rule 
Solid State Logic (solidstatelogic.com) showed its 
next-generation AWS console/controllers, now in 
24-input (AWS 924) and 48-input (AWS 948) vari¬ 
ants—both using 24-fader footprints. Each AWS 
948 channel has a single mic pre and two line in¬ 
puts, a stereo insert and new stereo EQ with inde¬ 
pendent switching of each band between E and 
G Series tonal characteristics. Standard to both 
are motorized faders that follow DAW automa¬ 
tion data, a new phase meter, LCD digital scribble 
strips, updated cosmetics and more. 

The company’s Nucleus is a $4,999 desktop 
I/O and controller with two banks of eight chan¬ 
nel controls, center section controls, 100mm 
moving faders, digital scribble strips, assignable 
V-Pots and softkeys, user-customizable key-com¬ 
mand mapping and communication via HUI and 
MCU. Also featured is a SuperAnalogue output to 
separate +4/-10dB connections, a stereo USB re-
cord/playback path to DAW, two combo XLR mic/ 
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line/instrument inputs and a Duende Native Es¬ 
sentials plug-in bundle. 

Allen & Heath’s (allen-heath.com) GS-R24 
analog recording console has optional motorized 
faders and MIDI controllers for DAW interfac¬ 
ing. It has 24 mono input channels (each with 
mic pre and 4-band parametric EQ), two ste¬ 
reo channels, two tube channels, six aux sends 
and four subgroups. Optional is a 32-channel 
FireWire interface module (with digital send/re-
turns on all input channels and the master ste¬ 
reo) and an analog 1/0-plus-MlDl module. The 
MIDI control section has switches, rotaries, two 
MIDI faders, 24-channel faders and a jog wheel 
for scrolling functions. 

Malcolm Toft (pmiaudio.com) debuted his 
first new Trident console in 25 years. Shown in 
a 32x24 frame (40 and 48 inputs also offered), 
the Series 82 combines a flexible in-line and 
split monitoring design (96 inputs with EQ on 
remix), with expanded 4-band parametric EQ, 
sweepable HP filter, eight aux sends, classic Tri¬ 
dent preamps with Lundahl transformers, full 
meter bridge. TT patchbay and D25 multipin in¬ 
terfacing to DAW or recorder. A 32x24 model is 
$68k; automation is optional. 

Producer Eric Valentine and designer Larry 
Jasper launched a new 24-channel console un¬ 
der the Undertone Audio (undertoneaudio.com) 
brand. All models are custom (up to 108 inputs), 

but include 24 buses, six aux sends and 4-band 
custom parametric EQ with a Shape control to cre¬ 
ate customized tone-shaping contours. The design 
uses all discrete, single-ended, Class-A circuitry in 
the signal path; output transformers are option¬ 
al. The mixer's Acoustically Transparent Work 
Surface™ is a patent-pending porous metal on 
the main console surface that’s said to eliminate 
acoustical reflections and comb-filtering effects 
from reference monitors on the meter bridge. 

Mies, Mies, Mies! 
Every AES brings a load of new mies, and this 
show didn’t disappoint. There were plenty of new 
ribbon models. Royer (royerlabs.com) showed its 
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CERTIFIED With a lot to see at AGS, 

selecting our Top 10 new 
products was not easy, but 
here (listed alphabetically) 
are Mix's selections for the 
Certified Hits of AGS 2010. 

Avid Pro Tools 9 
beyerdynamic RM 510 Handheld 
Ribbon Mic 

DPA Reference Standard Mies 
Focal SM9 Studio Monitors 
Pelonis Model 42 Studio Monitors 

• Pulse Techniques Pultec EQP-1A3 
• Royer R-101 Ribbon Mic 
• Solid State Logic Nucleus 
• Stanford Research Systems Perfec¬ 

tion 10 Clock 
• Undertone Audio Console 

affordable ($895) R-101, which started shipping 
last month. But the big AES news was cardioid rib¬ 
bon mies. AEA's (ribbonmics.com) KU4 is a nod 
to RCA’s legendary unidirectional KU3A, with the 
smooth sound of a 44, a wide sweet spot and less 
proximity bass boost than traditional figure-8 rib¬ 
bons. Features include NOS RCA ribbon mate¬ 
rial, custom AEA transformer and a high-quality 
anodized/nickel-plate finish. The beyerdynamic 
(beyerdynamic.com) RM 510 is another cardioid 
ribbon design, but built into an interchangeable 
capsule head for use with the company’s Opus 
600 and 900 handheld wireless systems. 

Mic designer Ben Sneesby brought his entire 
BeesNeez Microphones (beesneezmicrophones. 
com.au) line of Australian-made condenser mies. 
The construction is first-class throughout, using 
point-to-point wiring, Cinemag transformers 
and NOS European and American tubes. After 
a quick headphone listen on the show floor, we 
definitely want to check these out in the studio. 
Microtech Gefell's (microtechgefell.de) M 1030 
features a cardioid pattern with a large-diame¬ 
ter capsule feeding a newly designed solid-state 
circuit topology. This transformerless design re¬ 
duces the noise floor to a low 7 dBA while rais¬ 
ing the maximum output capacity, resulting in a 
135dB dynamic range. 

Making its U.S. AES debut, the Schoeps 
(schoeps.de) SuperCM IT digital shotgun mic uses 
a unique dual-capsule design approach coupled 
with digital signal processing to minimize extra¬ 

neous noise, increase range 
and retain the transparency 
and integrity of the source 
audio. 

DPA (dpamicrophones. 
com) launched its Reference 
Standard Mies, a new se¬ 
ries of interchangeable mic 
capsules (omni/cardioid/ 
shotgun/wide cardioid) and 
preamp bodies (compact, 
standard or standard with 
low-cut/high-boost switch¬ 
es). The range lets users cre¬ 
ate various combinations for 
specific applications (such 
as compact bodies for close-
in piano miking) or simply 
have the versatility of having 
several capsules available 
without the expense of pur¬ 
chasing complete mies. 

We love previewing 
stuff at AES that’s months away. Cascade (cas 
cademicrophones.com) showed a prototype of a 
large-body (about a foot long/3-inch diameter) tube 
studio condenser mic with a 1.25-inch capsule and 
custom output transformer. And Mojave Audio 
(mojaveaudio.com) offered a peek at the MA-300, a 
very 67-sounding, multipattem version of its popu¬ 
lar M A-200 tube mic, due out next year. 

Signal Processing, Analog-Stgle 
Millennia Media (mil-media.com) launched the 
HV-35 mic preamp, a 500 Series module based 
on its H V-3 preamp. Speaking of 500 Series, Vin¬ 
tage King (vintageking.com) showed Neve’s new 
1O73LB. which puts the discrete Class-A preamp 
from the classic 1073 (sans EQ) into a 500-for-
mat module. Also new is a reissue of Neve’s 1974 
2264A mono limiter/compressor, offered in hor-
izontal/vertical D.Ll-format modules, using the 
same architecture, components and hand-wound 
transformers as its historic counterpart. 

Pulse Techniques—the creators of the origi¬ 
nal Pultec line some 60 years ago—is reborn by 
design engineer Steve jackson and mastering en¬ 
gineer Dave Collins. Their new company—Pulse 
Techniques LLC (pulsetechniques.com)—un¬ 
veiled a near-exact re-creation of the Pultec EQP-
1A3 program equalizer, produced to the same 
specs as the original—except now with XLR I/O 
and removable 1EC AC cord. Retail is $3.495. 

The Retro (retroinstruments.com) Power¬ 
strip puts the tone of a tube mixer, Pultec-style 

EQ and British tube compressor into a two-rack-
space chassis. Features include a Class-A tube 
mic pre with phantom power, industry-standard 
passive EQ; and transformer-balanced mic and 
line inputs, and line output to eliminate ground-
induced hum and noise. 

Monitor World 
The Focal (focal.com) SM9 puts two indepen¬ 
dent speaker systems within the same cabinet. 
The SM9 features a 1-inch inverted Beryllium 
dome tweeter (100W), a 6.5-inch midrange driver 
(100W), 8-inch woofer (40OW) and a passive radia¬ 
tor. The system boasts a 30 to 40k Hz (±3dB) re¬ 
sponse and can be switched into two-way mode, 
which shuts down the woofer and radiator but re¬ 
configures the crossover for two-way use. 

Neumann (neumannusa.com) has re-brand-
ed the Klein & Hummel speaker line and offers 
its first studio monitor. The Neumann KH 120 
features a Mathematically Modeled Dispersion 
waveguide, flexible acoustical controls and ana-
log/digital inputs. Two 50W Class-A/B amps 
power the 5.25-inch woofer and 1-inch tweeter, 
providing a 52 to 21k Hz (± 3dB) response. A sub¬ 
woofer is optional. 

PMC’s (pmc-speakers.com) AML2 powered 
monitors supersede the AM LI model with an up¬ 
graded power supply and an enhanced cabinet 
structure. The AML2 combines a flat-piston, 6.5-
inch carbon-fiber/Nomex woofer capable of ex¬ 
treme 33mm excursion with a 1.5-inch soft-dome 
tweeter driven by Bryston-designed Class-A/B 
(100W/80W) amps. 

For a new slant on monitoring, the Pelonis 
Sound and Acoustics (pelonissound.com) Model 
42 puts 4-inch, two-way dual-concentric drivers into 
compact, rhomboid-shaped enclosures fed from a 
rackmount DSP controller/crossover/200W bi-am-
plification unit. The angled front baffles point the 
speakers slightly upward in a desktop setup; down¬ 
ward when used on a high meter bridge; or inward 
toward the user when at ear level. 

The TC TouchMonitor TM7 and TM 9 from TC 
Electronic (tcelectronic.com) feature touchscreen 
display of consistent loudness and compatibility 
with domestic and international broadcast stan¬ 
dards. The units come in six basic configurations 
based on connectivity (stereo or multichannel, ana-
log/digital), feature sets and 7- or 9-inch screens. 

More to Come 
There were more product debuts and we’ll pres¬ 
ent these in upcoming issues and online, includ¬ 
ing product demo videos at mixonline.com. Ill 
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SÆRIEzS 
APPLIED RESEARCH AND TECHNOLOGY 

ft ADO SíWft® ftW® 
Every recording starts at the microphone. Every engineer knows that tone lives or dies at the source. 

The M-Series from Applied Research & Technology (ART) defines the next generation of high performance 
microphones for studio or stage. Premium capsules, upgraded electronics, discrete low-noise circuit design and 
sonically transparent windscreens guarantee unmatched performance when recording critical tracks in the studio. 
Solid heavy duty body design and rugged shockmounts* ensure unmatched long-term reliability for broadcast or 
remote recording applications where most studio microphones would fear to venture. 

Designed to complement ART’s world class line of studio preamps and processors, M-Series microphones are 
expertly engineered by Applied Research & Technology to deliver the quality and performance professional 
studios would expect, at a price any home or project studio will embrace. 

*M-One package includes heavy-duty hard tail standm ount 
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Large Diaphragm Cardioid 
Side Address Condenser 

Large Diaphragm Cardioid Side 
Address Condenser w/ Two 

Position Pad & Roll Off 
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Large Diaphragm Multi-Pattern Side 
Address Condenser w/ Two 

Position Pad & Roll Off 

FOUR 
Multi-pattern Tube Condenser 
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FIVE 
High Performance Ribbon 

Microphone 

www.artproaudio.com 
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NuGen Audio Stereo Pack Plug-In Suite 
Innovative Stereo Imaging Tools With High Sonic Integrity 

NuGen Audio, based in the UK, makes a range 
of stereo-analysis and image-manipulation 
plug-in tools such as the SEQ 1/SEQ 2 linear-
phase EQ and VisLM-H/C loudness meter. Nu-
Gen’s Stereo Pack suite ($179) features three 
imaging tools that offer some interesting new 
processing ideas. 

The Stereo Pack includes the Stereoizer, 
Stereoplacer and Monofilter. Having used oth¬ 
er NuGen plug-ins with great results, 1 was 
excited to try this trio, which had recently be¬ 
come available. They handle very specific tasks 
and tackle some problems you didn’t know you 
had, doing so with style and sonic integrity, and 
with engaging and user-friendly GUIs. Howev¬ 
er, these plug-ins can be CPU hogs, so Stereo 
Pack includes fidelity controls that let you bet¬ 
ter manage results in relation to available CPU 
resources. 

The Stereoizer 
Stereoizer is a mono-to-stereo up-mix plug-in. 
I’ve used these types of processors when re¬ 
storing old vinyl records to improve the image 
on stereo playback equipment. In most cases, 
I’ve found myself tediously tweaking settings 
and eventually giving up, realizing that the 
end result sounds different, but not necessar¬ 
ily better. 

For example, Logic’s Stereo Spread plug-in 
has a fundamental flaw in which the processing 
does nothing to accurately re-create the actual 
experience of stereophonic perception. Instead, 
it pans a comb-filtered range of frequencies to 

PRODUCT SUMMARY ; 

COMPANY: NuGen Audio 
PRODUCT: Stereo Pack 
WEBSITE: nugenaudio.com 
PRICE: $199 
MINIMUM SYSTEM REQUIREMENTS: Mac OS 
10.4.x; G41.40Hz or Intel Core Duo 1.66GHz; 512MB 
RAM; Windows XP or Windows Vista; Pentium 
1.4GHz; 512MB RAM 

PROS: Easy-to-navi- CONS: CPU-intensive, 
gate GUIs. Usable and offering better results 
musical processing re- on powerful systems, 
suits. HQ (high-quality) 
mode. 

the left and right, with user con¬ 
trol over the affected range. You 
twist the dials, listen and hope 
for the best, with the end result 
sounding “stereo,” yet a bit odd 
and phasey. Other stereo-widen¬ 
ing plug-ins require stereo source 
material and simply manipulate 
the ratio of identical information 
to unique information between 
the two channels. This effectively 
allows adjustments of the mid-to-
side ratio. 

The Stereoizer plug-in does 
a much better job of considering 
psychoacoustic cues based on re¬ 
ality. Our brain looks at several 
different qualities of sound to de¬ 
termine the directionality of a 

The Monofilter tightens low frequencies by forcing 
them to mono below the crossover point. 

source and the way that sound travels through, 
and interacts with, a given space. The most nota¬ 
ble are Inter-aural Intensity Difference (IID) and 
Inter-aural Time Difference (ITD). When sound 
is louder hitting our left ear than the right ear, 
it is obvious that that sound came from the left. 
Likewise, if sound is delayed in hitting our right 
ear relative to our left, we could draw a simi¬ 
lar conclusion. Using this principle, Stereoizer 
takes mono sounds and creates believable stereo 
imagery that is comprised entirely of informa¬ 
tion contained in the original source. 

The results I had with the Stereoizer plug¬ 
in are impressive and useful for subtly improv¬ 
ing the stereo image in a complete, finished 
mix. Stereoizer is also great for negotiating 
space for drums and widely panned, doubled 
electric guitars in a mix. And even with its con¬ 
trols cranked to over-the-top values, the plug-in 
never produced weird or phasey artifacts, so the 
possibilities are really without limits. To help 
push your sound beyond reality, it offers mod¬ 
ulation effects, which can be synched to the 
session’s tempo for modulation of the stereo 
image. These effects are harder to predict but 
certainly add an interesting twist. 

The GUI has intuitive controls for adjust¬ 
ing the frequency range and stereo width of 

each of the perceptual cues, the IID and the 
ITD. All of the plug-ins in this pack offer great 
graphics, but Stereoizer is the most fun to look 
at. Its controls have a slick sci-fi feel. A quarter¬ 
circle display represents the stereo image, with 
the left-to-right range representing width, and 
the range from center to outside representing 
frequency. For a great sense of sonic control, 
you can set the range and width of the ITD and 
IID independently, and both the ITD and IID 
displays are coupled with a glowing, dancing 
representation of the energy distribution in the 
stereo field. The most equivalent product I’ve 
encountered in terms of design principles and 
sound quality is the Waves SI Stereo Imager. 
Both plug-ins sound very similar, but it seems 
easier to get the desired result with the Stere¬ 
oizer GUI. 

Stereoplacer 
The Stereoplacer plug-in offers frequency-spe¬ 
cific panning within a user-friendly, intuitive 
GUI. Frequencies are laid out across a horizon¬ 
tal plot, with a horizontal “flat” line through 
the center. Clicking and dragging the horizon¬ 
tal line creates a breakpoint at that frequency, 
where dragging upward pans left and down¬ 
ward pans right. It feels like boosting and 
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By Brandon Hickey 

The Stereoizer is a mono-to-stereo upmixer using 
Inter-aural Intensity Difference (IID) and Inter-aural 
Time Difference (ITD). 

The Stereoplacer allows frequency-specific panning 
with a simple click and drag. 

take mono jazz records and remix 
cymbals to the left or sax solos to 
the right. I carved out certain ele¬ 
ments of the overall mix based on 
their fundamental frequencies and 
redirected them to different places 
in the soundfield. In all honesty, 1 
was surprised to find that things 
like that could actually work with¬ 
out sounding unmusical. 

Monofilter 
The concept behind the Monofil¬ 
ter is simple: As low-frequency 
energy is perceived with a lack of 
directionality, it’s inefficient to 
push unique lows to each speak¬ 
er in a stereo pair of speakers. In¬ 
stead, summing all lows to mono 
and using the force of two speak¬ 
ers to push the bass in phase 
through two speakers creates the 
potential for a tighter and more 
plentiful bottom end. To that end, 
the Monofilter sums information 
below the chosen crossover fre¬ 
quency to mono. 

From there, you can solo the 
stereo high frequencies—or alter¬ 
natively, the mono low-frequency 
information—so you can make 
critical judgments about the over¬ 
all effect. This is particularly help¬ 
ful when it comes to implementing 
one of the plug-in’s best features. 
The bottom of Monofilter’s win¬ 

cutting frequencies on an EQ plug-in, except 
boost and cut become panning left and right 
directionality. 

My immediate thought was to use Stereo¬ 
placer to take a mono piano recording, split the 
stereo image in half with a high and low shelf, 
and send the highs to the left and lows to the 
right. I also started playing with the same effect 
on mono recordings of choirs and orchestras. 
Stereoplacer did an incredible job, precisely 
mapping the designated frequencies to the de¬ 
sired spatial locations. In every case, the effect 
was free of sonic impurities or phase-related 
artifacts, but the result was unnaturally clean. 
This was easily corrected by running the pro¬ 
cessed signal through the Stereoizer, which 
filled in the missing space. 

With the precision of Stereoplacer, I could 

dow displays phase correlation 
across the broadband frequency spectrum. By 
listening to the mono-summed signal and re¬ 
ferring to the visual feedback offered by this 
phase scope, you can make manual adjust¬ 
ments to shift the phase relationship of the two 
audio channels and remove potential cancella¬ 
tions. You can also apply automatic detection 
and correction. This not only helps make bass 
tight and punchy by locking in phase-correlated 
bass and pushing it through a pair of speakers, 
but it generally helps in correctly summing the 
mix to mono. 

You can implement a very clean bass-man¬ 
agement crossover by soloing the upper stereo 
information and mono-summed lows, each on 
separate instances of the plug-in processing the 
same material. Output from the stereo-solo’d 

plug-in can feed stereo satellites, while you can 
feed the mono sum discretely to a subwoofer. 
Having the highs and lows on different chan¬ 
nels also allowed me to compress the bass fre¬ 
quencies in a mix differently from the high 
frequencies. Whether I was treating the 2-bus 
of a mix or mastering a finished mix, this pro¬ 
cedure became a no-brainer. I can’t envision 
myself ever calling a mix finished without treat¬ 
ing it with Monofilter. Plus, with Monofilter you 
can manipulate the output level of each signal 
and lows vs. highs. As a result, you can pump 
up the bass on the output in a way that sounds 
less colored than, say, simply adding a low shelf 
to the entire mix. 

Once I started using Monofilter on my Log¬ 
ic and PreSonus Studio One mixes, I found my¬ 
self hesitant to even mix music in Pro Tools for 
lack of an RTAS version. Thankfully, at the time 
of this writing, an RTAS version is on the verge 
of release and a beta version has been a wel¬ 
come addition to my Pro Tools workflow. 

A Triple Treat 
Flatly stated, the Stereo Pack’s plug-ins all work 
as advertised and exceeded my expectations. 
However, you’ll need plenty of CPU power to 
run them in HQ mode. Even so, I found myself 
enjoying the quality of the plug-ins before real¬ 
izing that 1 wasn’t even running the high-quali¬ 
ty option. Once I made the switch, 1 was thrilled 
to find that the HQ version sounded even better 
and it was difficult to turn back. In my tests, the 
combination of stunning visual feedback and 
high-powered sonic performance often proved 
more than my 2.26GHz Intel Core 2 Duo Mac¬ 
Book Pro could handle. My CPU easily started 
to choke running the HQ Monofilter across the 
2-bus of a 2O-track, 24-bit/44.1kHz mix. Bottom 
line: Bring your best CPU to this game. 

Who would love these processors? As 
forward-thinking as this set of plug-ins is, I 
wouldn’t classify them as geared toward audio¬ 
philes and mastering engineers. While they 
would satisfy the most critical listener, they are 
accessible enough to interest users at all levels 
of experience. Everyone from electronic mu¬ 
sicians, beat-makers, mixing engineers and 
sound designers can benefit from these plug¬ 
ins. They sound great and offer musical results 
delivered in a creative fashion. Ill 

Brandon Hickey records and mixes audio for in¬ 

dependent films and teaches audio post. 
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Rupert Neve Portico II Channel Strip 
Preamp/EQ/Compressor Offers Legacy Sound With New Twists 

The audio artistry of Rupert Neve is fully real¬ 
ized in the Portico II channel strip, which fea¬ 
tures his unique thinking on circuit design 
in its mic/line/DI input, EQ, VCA-based com¬ 
pressor and output sections. The single-chan¬ 
nel, two-rackspace Portico has a sturdy steel 
case with a thick aluminum front panel. All 
push-buttons have LED lighting with multicol¬ 
or 16-LED gain reduction, and output meters. 
Interior construction is excellent. A Motien 
DC-to-DC converter supplies phantom power. 
Additionally, the unit has a large toroidal output 
transformer and field-replaceable circuit board 
subassemblies. In what seems to be a tribute to 
vintage Neve-designed console channel strips 
like the 1073, the Portico H’s switches and pots 
are mounted on a steel subframe that mechani¬ 
cally isolates them from the front panel. 

Input Section 
Microphone, line or direct source inputs are 
coupled through a custom input transformer. 
The mic input uses Neve's “Transformer-Like-
Amplifier” topology and has a 10k-ohm, non-
reactive input resistance that is said to load 
low-output mies in a nondetrimental manner. 
There are also front panel V4-inch DI and thru 
input jacks for the 3-megohm discrete FET in¬ 
put circuit. 

Input gain is controlled from 0 to 66 dB in 
6dB steps by a 12-position rotary switch, and 
fine adjustments are made by a ±6dB pot. Push¬ 
buttons are provided for phase (polarity), mute 
and phantom on/off, and a signal-present LED 
glows green for -20dB levels (and higher) and 
red at +22 dBu. Last is a 20 to 250Hz, 12dB/ 
octave active Bessel highpass filter that’s swit¬ 
chable from the main signal path to the com¬ 
pressor sidechain. The back panel also sports 

PRODUCT SUMMARV J 

COMPANY: Rupert Neve Designs 
WEB: rupertneve.com 
PRODUCT: Portico Channel II 
PRICE: $3,249 

PROS: The ultimate CONS: Single channel. 
Neve channel sound. 

jacks for the sidechain send/returns and stereo 
linking. 

equalizer 
The 4-band equalizer (±1 Sd B each) has a pair of 
fully parametric midrange (LMF and HMF) sec¬ 
tions and LF/HF shelving/peak filters. The LF 
and HF filters have four frequency choices each. 
Here, designer Neve has reused the “Accelerated 
Slope" design found in his 1064 and 1073 mod¬ 
ules for the HF/LF filters. The LMF and HMF 
bands have continuously variable Q from 0.7 to 
5, and a 70 to 1.4k Hz range for the LMF, and 
700 to 14k Hz for HMF. There are in/out buttons 
for each of the HF and LF sections, and a single 
switch for both the LMF and HMF. 

In what could be a design first, the de-esser 
circuit is built into the HMF section, where only 
that section’s audio is reduced (in response to an 
“s”) instead of the entire audio band via the unit’s 
compressor section. And rather than simply hi¬ 
jacking the EQ's HMF section for de-essing, it’s 
possible to boost/cut and de-ess at the same time. 
De-ess amount is controlled by a separate pot, and 
the Q and frequency choices that you make in the 
HMF are also used by the de-esser’s opto limiter. 

Compressor 
Among the compressor’s distinctive and useful 
features are the Blend control, which mixes the 
amount of compressed signal with the original, 
while a FF/FB button offers a choice between ei¬ 
ther a modern feed-forward compressor style or 
feedback style that is common in vintage com¬ 
pressors. A Pre/Post button instantly jumps 
the EQ’s position in the signal chain to either 
before or after the compressor. The Silk mode 
emphasizes low frequencies, while Silk+ em¬ 
phasizes high frequencies. A Texture control 
for the Silk and Silk+ modes adds saturation to 
the output transformer by reducing the ampli¬ 
fier’s negative feedback. 

The compressor uses a THAT Corp. VCA 
chip with 1:1 to 40:1 ratios, a -30dBu to +20dBu 
threshold, 20 to 75ms attack times, 100ms to 
2.5-second release times, and up to 20 dB of 
make-up gain. An RMS/Peak button switches be¬ 
tween RMS and peak detection, with RMS used 
below 250 Hz and peak on higher frequencies. 

In II the Channel 
The ability to have a mic, line and direct input 
always connected and ready to go is a big plus 
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By Barry Rudolph 

for me: The mic pre handles up to +26 dBu and 
can function as a second line input without a 
pad. The unit’s lighted buttons are excellent in 
dimly lit control rooms, as are the positive-feel¬ 
ing rotary switches and the tactilely reassuring 
center-detent EQ boost/cut controls. The LED 
meters, although compact, are bright and easy 
to read from across the room. 

My first check was running audio through 
the Portico 11 without any processing. Channel 
strips have no bypass, so 1 carefully matched 
levels and the monitoring volumes of a source 
going into the Portico and coming out at the 
same time. Drums, vocals, bass and guitars all 
sounded bigger and richer simply by passing 
through the Portico II. 

The mic preamp compares favorably to a 
vintage Neve module. On vocals using a Neu¬ 
mann U87, the differences were nil as com¬ 
pared with a vintage 1073 with the EQ switched 
out. On the Portico II, hum and noise levels 
were lower and the dynamic range was much 
higher than the 40-plus-year-old 1073. Percus¬ 
sive sources sounded warmer in the low fre¬ 
quencies, yet very open in the highs. 

The DI was immaculately clean and fat 
sounding. My Fender Strat sounded exact¬ 
ly like it should; its passive pickups were not 
loaded down, and there is plenty of gain if you 
want to drive the Portico H’s compressor hard. 
Routing the highpass filter to the compressor 
sidechain prevented unwanted gain reduc¬ 
tions from inadvertent palm thumps. When 
switching from a mic source to the DI, I liked 
not having to call up another I/O channel in 
Pro Tools. 

The EQ Pre/Post button is extremely use¬ 
ful, especially for heavy processing. If you are 
looking to both brighten and squash a snare, 
changing the EQ’s position to post-compres¬ 
sor will compensate for losing attack brilliance, 
which is caused by compression with fast attack 
times. Without the hassle of changing patch 
cords, I could make a “Pre/Post" check when 
searching for a sound. 

The FF/FB button is like having two com¬ 
pressors in one. Feed-Forward is the mode 
best used for more aggressive control, obvious 
compressor effects, or for harder and more in¬ 
sistent sounds. And at about the same compres¬ 
sion settings, FB had a vintage, smooth sound 
when I wanted dynamic modification that was 
less strictly enforced—more compression with 
fewer artifacts. As I would expect in FB mode, 

vocals were rounder and taller, using up more 
space in the mix; when using FF, the same vocal 
track became harder, more present and undeni¬ 
able sounding. 

Combinations of FF/FB and RMS/Peak 
modes make the compressor extremely versa¬ 
tile. In FF mode—at the same threshold set¬ 
ting as in FB—the RMS mode allowed louder 
attacks and deeper gain reductions on per¬ 
cussive sources like kicks, snares and tam¬ 
bourines. Selecting Peak in FB mode seems 
to speed attack times slightly by attacking 
more often, but it caused less LF compres¬ 
sion. The Peak Detector mode was best for 
“peak stop’’-type limiting for program mixes, 
pedal-steel guitar or loud singers with no mic 
technique. 

The Blend knob is a great way to dial in 
the exact amount of overall dynamic control. 
No matter how much you squash, being able 
to add back the original sound to taste—all in 
phase—is an excellent feature. The equalizer 
is great for everything from subtle touch-ups 
on full tracks and keyboards to shaping indi¬ 
vidual guitar tracks to fit into huge “wire choir" 
stacks. The Q range is perfectly designed for 
extreme carving of poorly recorded tracks and 
subtly polishing an already great-sounding vo¬ 
cal track. When used in moderation, the de-
esser was gentle and generally all I needed for 
most well-recorded vocal tracks with few sibi¬ 
lance problems. Because the de-esser is a dy¬ 
namic EQ, it also works for de-emphasizing a 
band of frequencies; you can somewhat reduce 
peaky vocal or acoustic guitar resonances, or 
loud hi-hat leakage on a snare drum track with 
minimal collateral sonic damage. 

Finally, Silk and Silk+ are two cherries on 
top. Silk works well to warm up any thin-sound¬ 
ing instrument track—a kind of low-frequency 
boost—while Silk+ is a very high-frequency 
glossy effect useful for dulled-out, heavily com¬ 
pressed sounds. 

Modern Rupert Neve Sound 
The Portico II Channel offers the epitome of the 
Rupert Neve sound in a unit that is super-flexible 
and powerful, yet simple to use. The Neve legacy 
lives on with this combination of his time-proven 
circuit topologies and newly designed processors 
for these modern times. Ill 

Barry Rudolph is an L.A.-based engineer. Visit 
him at www.barryrudolph.com. 
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VIEWS By Kevin Becka 

Cloud JRS-34 Active Ribbon Mic 
Smooth Top, Prominent Midrange, Plenty of Cain 

About a year ago. a new microphone company 
based in Tucson, Ariz., released its first prod¬ 
uct: the Cloud JRS-34 ribbon. The mic is made 
entirely in the United States and owes its en¬ 
gine to Stephen Sank, the son of Jon R. Sank, 
who designed ribbon mies for RCA from the 
late 1950s to the early 70s. The JRS-34 features 
the same ribbon used to refurbish countless 
RCA 44s, and promises high-quality, smooth 
performance. The mic is also available in a pas¬ 
sive version for $300 less. 

Into the Studio 
Out of the box, it took me a minute to get used to 
the mic. It was exceptionally lightweight, and al¬ 
though well-constructed, it felt unsubstantial as 
compared to what I'm used to in a transducer of 
this size and type. I noticed right away that the 
integral mount was very limited in range, mak¬ 
ing me question how I’d get the JRS-34 into tight 
spots without breaking it or going through some 
"interesting” mic-stand scenarios. However, the 
mic proved itself sonically and the manufacturer 
promised me that it is working on a new mount. 

I first heard the mic placed closely in front 
of a Marshall cabinet while recording both 
clean and dirty guitars. I was immediately 
aware of the mic’s substantial output, which ne¬ 
gated the need for a lot of gain at the preamp. 
Next to a passive Royer R-101, the Cloud JRS-34 
had a more prominent, up-front midrange that 
provided the track with some good edge. Used 
in combination, both the R-101 and JRS-34 were 
phenomenal, with the Royer bringing up the 
bottom end and the Cloud pushing the clacky 
edge of a cleanly played Strat right where it 
needed to be: in your face without being harsh. 
The JRS-34 excelled in a number of guitar ses-

PRODUCT SUMMARV 

COMPANY: Cloud Microphones 
PRODUCT: JRS-34 
WEBSITE: cloudmicrophones.com 
PRICE: $1,799 MSRP ($1,699 street) 

PROS: Forward mid¬ 
range, smooth top and 
good low end. 

CONS: Integral mount 
offers only limited mo¬ 
tion. Priced a bit high. 

sions. both on its own 
and partnered with 
other dynamic mies, 
but it proved a bit too 
dark for use with an 
acoustic guitar. How¬ 
ever, in a situation 
where you have a gui¬ 
tar that is especially 
bright and lacking in 
personality, the JRS-
34 could be an excel¬ 
lent choice. For me, 
this is what ribbons 
do best: tame harsh 
transients and offer a 
richness that no con¬ 
denser can offer. 

I recorded vari¬ 
ous hand percussion 
instruments with the 
JRS-34. getting great 
results. Its naturally 
rolled-off top range 
took the edge off of 
shakers and a Vibra-
tone, while the in-

The JRS-34 features the same replacement ribbon used for original 
RCA 44 ribbon mies. 

struments’ midrange 
frequencies were still prominent. No matter 
how hard or softly they were played, the mic of¬ 
fered natural tones from peak to valley. 

Placed in front of the outside of a kick drum 
with a pop filter in place to protect the ribbon, 
the JRS-34 offered the perfect amount of chest¬ 
hitting, low-end thud. When mixed with a Beta 
52 placed inside the drum, the pair gave both 
the "point” and bottom needed for a kick sound 
that was just right in the overall drum mix. 

As a quick aside, I was able to use the com¬ 
pany’s Cloudfilter interface ($289), which is 
designed for use with passive microphones. 
Cloudfilter is a simple, 2-channel in/out box 
with XLRs that gives any ribbon a clean +20dB 
boost and eliminates all worries of phantom 
power accidentally ruining a precious ribbon. 
I used it on several passive ribbons with great 
results. It is super-clean and brought the mies 

up to the level of an active ribbon, allowing me 
to use less gain at the preamp, thus keeping the 
noise floor down. Highly recommended. 

Is My Head in the Cloud? 
I liked the Cloud JRS-34 across a number of ap¬ 
plications; however, the mount left room for im¬ 
provement and the price may exclude the buyer 
on a tight budget. The company argues that the 
U.S. build, sonic proximity to the 44 and BK-11 
and two-year ribbon replacement warranty merit 
the price. I’ll let you be the judge. Forme, theJRS-
34 uniquely offered a useable, edgy midrange 
that I’ve not found in other active ribbons. It has 
the personality to stand toe-to-toe with other mies 
in its category and would be a nice addition to any 
collection. Ill 

Kevin Becka is Mix’s technical editor. 
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NEW FROM 
MIXBOOKS 
Life in the Fast Lane 
Selected Works of Stephen St.Croix 
Stephen St.Croix inspired, provoked and 

educated Mix magazine's readers for 18 

years in his one-of-a-kind column, "The Fast 

Lane." As an inventor, musician and engineer, 

St.Croix offered his audience a wealth of 

knowledge and vision, as well as a Harley-

riding rock-star attitude. Now, two years after 

his death, the editors of Mix have selected 

the best of St.Croix's columns, presented 

with never-before-seen photos, notes and 

drawings from his personal files. This book 

takes "The Fast Lane" beyond the pages of 

Mix and lends new insight into the life and 

mind of Stephen St.Croix. 

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

i¿$eooKS 



Tech's Files 
By Eddie Ciletti 

Restoring Vintage Gear: The Quest Continues 
Tube Mixers, Tube Mies, DATs, a Classic VCA Processor 

Due to circuit simplicity and component size, 
vintage gear is more easily serviced than most 
newer equipment, which is one reason I'm con¬ 
stantly revisiting the topic. In the process of 
increasing functionality and complexity, minia¬ 
turization has made visual analysis—and heat 
dissipation—of audio equipment more chal¬ 
lenging. Yet some of the same basic problems 
plague all gear regardless of its place in the evo¬ 
lutionary time line. 

Comparative Analysis 
Once the PCM-7030 transports were rebuilt, I 
relied heavily on comparative analysis by swap¬ 
ping transport and circuit boards, and check¬ 
ing system default parameters until both units 
behaved identically. The last anomaly to be re¬ 
solved was the length of time each PCM-7030 
required to power up; a nearly 30-second dif¬ 
ference implied that a future failure was right 
around the corner. The problem was localized 

The PCM-7030 has multiple linear supplies 
and one switch-mode supply for Logic that con¬ 
veniently hangs off the rear of the unit and for 
which no documentation is provided. There was 
no obvious heat fatigue. However, on a whim— 
and a hunch based on a similar switch-mode 
problem found in an Alesis ADAT PSU—I 
swapped out a few low-voltage caps around the 
regulator and—voila!—not only did the two 
units now power up the same, but a third dead 

I recently wrapped up work on an Al¬ 
tec 1567A (a 4-input vacuum-tube mixer), 
an Eventide Omnipressor (VCA compres-
sor/expander), a pair of Sony PCM-7030 
DAT recorders and a Neumann SM 69 
tube mic (a stereo version of the M 269, 
which is essentially the European version 
of a U67). This odd audio collection spans 
some 50 years' worth of electro-mechan¬ 
ical evolution. As viewed from the tech's 
perspective, the internal real estate rang¬ 
es from luxuriously spacious—Altec and 
Eventide—to tediously cramped, as in the 
case of the SM 69 and the Sony DAT. 

Getting Small 
Such restoration/repair tasks necessitate a steady 
hand, a good light and assisted vision, like read¬ 
ing glasses. Working near mic capsules and DAT 
heads requires a hyper-awareness of their vulner¬ 
ability. so I’ve made protective sleeves and covers 
to keep capsules and heads safe. A speck of hot sol¬ 
der or even flux landing on a capsule diaphragm 
will leave its mark as a crater or a hole. An acci¬ 
dental screwdriver slip can puncture a diaphragm, 
scratch a head drum or, worse, break off the head 
chip. Such potentially costly mistakes emphasize 
the need for preventive measures. 

Inside the SM 69. most of the components 
are soldered to two circular circuit boards, in¬ 
cluding the vacuum tubes. For that reason, only 
known, good tubes should be installed because 
the circuit boards won’t tolerate repeated tinker¬ 
ing. Many early circuits boards are similarly intol¬ 
erant. I recommend Chem-wik Lite de-soldering 
braid (Chemtronics Part #10-100L, MCM Order 
#21-325). 

to the 5-volt power supply used by the logic cir¬ 
cuitry (various microprocessors that deal with 
transport control, front panel display and user 
presets). 

Of the two styles of power supplies, the lin¬ 
ear type was found in conventional vintage gear 
like guitar amps, recording consoles and, with 
the exception of the Stephens, most analog 
tape machines. Switch-mode supplies, which 
have always been a key component in comput¬ 
ers and cell phones, have been migrating into 
linear’s territory. Switch-mode supplies are not 
only more efficient at converting AC to DC, but 
are also smaller and lighter. An Apple laptop’s 
external supply/charger delivers 18 VDC at 4 
amps if the line voltage is anywhere in between 
100 and 240 volts AC. This is called regulation. 
The equivalent linear supply would be at least 
the size of a U87 storage case, be much heavier 
and require the user to set jumpers or switches 
to accommodate various line voltages. 

supply was resurrected. (Google “uc2844 appli¬ 
cation notes” for a typical schematic.) 

Electrolytic capacitors tend to be the prob¬ 
lem children of the passive-component family. 
They are used in power supplies and in-between 
amplifier stages. Fortunately, switch-mode pow¬ 
er supply requirements have forced component 
manufacturers to improve these mission-critical 
parts. Look for brand-name capacitors (Panason¬ 
ic, Nichicon) with low ESR (Equivalent Series 
Resistance), low leakage and long life at high 
temperatures (2,000 hours at 105 degrees C). 

Tip: As with guitar amps, switch-mode sup¬ 
plies can have hazardous voltages inside, even 
when unplugged. Always unplug the power cord 
and discharge the main reservoir capacitor before 
doing any work. 

Did This Ever Really UUork UUell? 
This question applies pretty much equally to 
the Eventide Omnipressor and the Altec 1567A 
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Justin Niebank 

4Trigger is a huge leap forward 
in drum triggering and drum 
supplementation. The phase 
accuracy is astounding. The 
ability to blend samples and 
reduce false triggers internally 
is very clever and powerful. I love 
to live by my motto, whatever 
works, and I must say, trigger 
really works! , , 

Ross Hogarth 

4The NRG Recording Studio A 
room has been one of the most 
popular drum rooms in the 
industry. It's great to hear the 
sound captured in the Steven 
Slate sample library, and even 
better to use it with phase 
accuracy in Slate's TRIGGER 
plugin, which is now my go-to 
drum replacer., , 

Jay Baumgardner 

4 4 1 consider Trigger the state of 
the art for drum replacement, 
it's exactly what I've been 
patiently waiting for to come 
around. Slate has an excellent 
sample library and some really 
great presets to start with. It's 
the best and most versatile 
program I've ever used. , , 

Michael Brauer 

he new gold standard ii 
□rumrenacemei 

Slata Digital TRIGGER. 

www.slafedigifal.com 

Michael Brauer photo by Juan Patino 



Tech's Files 

mixer projects. The Omnipressor was one of the 
earliest VCA signal processors—circa 1975—ex¬ 
isting at the same time as Allison’s Memories 
Little Helper automation system and dbx noise 
reduction. In fact, versions of the Omnipressor 
used a dbx VCA. 

As on all VCA-based processors, the signal 
path on the Omnipressor is very short: Input 
and output op amps interface the VCA to the 
outside world. These can be replaced or up¬ 
graded as needed. However, there are LM-301 

op amps on the gain and attenuation limit con¬ 
trols that should not be upgraded, because they 
are in the sidechain wired as comparators. VCA 
circuits from that era typically have a distortion 
null adjustment; optimization via a spectrum 
analyzer is easier than it is if you are using a 
distortion analyzer alone. 

A pair of LEDs can assist you in centering 
the processing around the hard knee, which is 
recommended, especially with the Omnipres¬ 
sor servicing as it can be wild and unruly. The 

THANK 
GOG! 

The most advanced drum replacement 

software ever created has now arrived. 

Drumagog 5 
Featuring the most accurate triggering known to man 

Automatic open and closed hi-hat detection 
Multiple room and mic samples • Plug-in hosting 
Built-in convolution reverb and morph engine 

Volume independant triggering • Automatic ducking 
Automatic left/right samples replacement 

and much, much more 

Get the whole story at www.Drumagog.com 

50-microAmp mechanical meter is failure-
prone and the circuitry is a bit unusual—three 
different DC signals represent input, gain re¬ 
duction and output levels. In gain-reduction 
mode, the meter should be centered. 

On to the Altec 
The Altec 1567A was sent all the way from Ice¬ 
land, and it was clearly worse off than when it be¬ 
gan the journey. The octal-socketed transformers 
had fallen out in transit, rolled around inside the 
unit and damaged the filter caps. I can’t overem¬ 
phasize careful packing emphatically enough. 
This includes separating tubes and other vul¬ 
nerable un-pluggables into their own protective 
packaging. 

This tube mixer has four transformer-
balanced mic inputs, one unbalanced input and 
a balanced output with master bass and treble 
controls. Optimizing headroom and signal-to-
noise is no picnic, but the 1567A was used in a 
wide range of applications, from sports events 
and other remote broadcasts to the original 
Woodstock music festival. Once the power sup¬ 
ply and interstage capacitors were replaced, I 
brought this late-’50s mixer into this century. A 
1U front panel was added with XLR I/Os, plus 
input pads, polarity reverse, a voltage tripler (to 
generate phantom power) and a few internal 
circuit mods. 

The four input transformers each feed one-
half of a 12AX7 voltage gain stage, followed by 
mixer level controls that passively sum together 
(via resistors). The common cathode 12AX7 was 
converted to cathode follower for current gain 
rather than voltage gain, allowing mixer levels 
to be turned up higher without fear of overload, 
improving both signal to noise and EQ network 
drive. To recover the necessary makeup gain, 
the feedback loop on the 6CG7 output amp was 
made adjustable via the master level control, 
varying distortion in the process but in a way 
that was far more controllably euphonic than the 
stock version. 

There are times when the technician’s goal 
is simply to fix what’s broken. Other times, ac¬ 
cumulated knowledge can be applied to make 
preventive repairs and “improvements.” In this 
case, trying to preserve desirable artifacts while 
minimizing the annoying noises required a mix¬ 
ture of both art and science. Ill 

Visit Eddie's cave at tangible-technology.com for visual 

and sonic samples. 
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PowerPre 

100% discreet mic 
preamp with a 
transformer coupled 
output Three position 
voicing switch lets you 
add breath for added 
clarity, clinical purity 
when needed or extra 
beef when the track 
has to stand out. 

JÜV 

Combination class-A 
feed-forward 
instrument preamp 
and direct box 
designed to deliver the 
absolute purity of the 
instrument without 
coloration, hype or 
sonic extension. 
There is no equal. 

JDX 

Tap the signal right 
from your amp for fat 
tones reminiscent of 
a half-stack Plexi 
and get the 
consistency of direct 
patching every time. 
Works equally well on 
bass and guitar. 

IO 

X-Amp" 

Class-A re-amper is 
equipped with two 
transformer isolated 
outputs to stop hum 
and buzz from 
entering the system. 
The X-Amp is the 
magic tool that lets 
you achieve 
astonishing results. 

Könnt 

The Komit combines 
old school diode 
bridge limiting with 
the very latest in VCA 
compression. Auto 
tracking for slow, 
medium and fast 
transient response 
makes getting great 
compression easy. 

tXIU” 

Guitar effects routing 
system lets you add 
excitement, spice and 
creative spark to any 
recording by combining 
lo-Z tracks with hi-Z 
guitar effects pedals. 
Front panel send and 
return patch points 
make it easy! 

Phazer™ 

Like adjusting the 
focus on a pair of 
binoculars, the Phazer 
lets you combine any 
two tracks and bring 
them into sonic phase 
Think of it as moving 
your mies around the 
room by simply turning 
a dial. 

Lunch Well Served... 

The Radial Workhorse™ revolutionizes high performance analog 
recording by combining a plug & play’ platform for Lunchbox® modules 
with a built-in mixer for incredible flexibility. 

Equipped to handle up to eight modules, the Workhorse lets you mix 
and match preamps, EQs and compressors to create the ultimate 
channel strip. Modules may be accessed on the rear panel following the 
traditional API Lunchbox® format or be bussed to a master section for 
left or right signal panning, level control and muting. To add spice to 
your recordings, a unique 'feed' function allows you to configure the 

Workhorse modules to feed each other in series to create the channel 
strip of your dreams! Odd and even card-slots may also be linked 
together in stereo by simply toggling a rear-panel switch. 

Connectivity is extensive: each channel is equipped with traditional 
XLR input and output and augmented with 'A" TRS jacks for balanced 
or unbalanced hook-up. An innovative feature we call OmniPort™ 
delivers module-specific functionality that can range from an extra 
output, ducking input, footswitch control or effects insert, depending on 
the module design. Inputs and outputs are also routed to ProTools 
compatible 25-pin D-Subs to further enhance flexibility while expand¬ 
ing signal routing options for live recording setups and cross patching. 

For added control and flexibility, we've included master TRS inserts, 
separate monitor outputs and a headphone buss with two jacks (for sharing) 
and plenty of jam to drive headphones. For larger recording systems, you 
can link multiple Workhorses together using the built-in expansion buss. 

The Workhorse... a revolution to feed your musical appetite! 

Radial 
engineering 

...power tools for power players ' 

www.radialeng.com 
1588 Kebet Way, Port Coquitlam BC V3C5M5 tel: 604-942-1001 

• API Lunchbox is a registered tracemart o* Automated Processes Inc 
CopyigNeSOl 0 Race Engineenng Lid Spectators and apoearence subed tc change wtcut nefce 



Mdbooks 

The editors of Mix and EM bring you eBooks, a series of in-depth online articles. The eBook experience takes you beyond 
the reading with its inclusion of video and rich media content. Now you have a front seat for interviews and studio visits 
with industry experts. What’s more? It’s all yours for only $6.99! Get your eBooks today at www.mixbooks.com. 

’¿TeooKs 

eBOOKS BY MIXBOOKS 

0NLYS6.99 EACH. NEWeBooks MONTHLY! 

DECEMBER EDITIONS NOW AVAILABLE: 
Mastering 101 

This final step in the production process is often clouded in mystery. 
We’ll demystify this necessary step with tutorials, instructional videos, 
techniques from top mastering engineers and more. 

Monitors 

You labor over a mix only to play it back somewhere else and find that 
things don’t quite sound the way you expected. You need to look at your 
monitor system, a trusted reference that lets you mix with confidence 
and translates well to a variety of playback environments. We'll take you 
through how monitors work to how to get monitors to work for you and 
your project. 

New eBooks are released each month. Check out our recent November 

releases and view the entire series at www.mixbooks.com. 

MIX eBOOKS ARE NOW AVAILABLE EXCLUSIVELYATWWW.MIXBOOKS.COM 
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Products on command, knowledge on cue. 

bhproaudio.com 

PODCASTS ► 

UVE HELP 

CUSTOMER 
REVIEWS 

product 
demos 

SEARCH 
CAPABILITIES 

bhproaudio.com • 
A wealth of options at the tip of your finger. Find exactly 
what you need through advanced search filters and 
Live Help. With in-depth product demos, podcasts, and 
customer reviews, you'll know exactly what you're getting. 
Knowledge is expansive. Get more of it at B&H. 

Visit Our SuperStore 
420 Ninth Ave, New York, NY 10001 

800-947-5508 
Speak to a Sales Associate 

PHOTO ■ Vioto - PHO «UtHO 

The Professional’s Source " 



MARKETPLACE 

/h eïcat tf 

Mercury 66 
Limiting Amplifier 

Proudly Built in USA 

7999 2009 

“If tone was a drug... this would be Heroin” 

Mercury Recording Equipment Co. - (510) 581-3817 - MercuryRecordingEquipment.com 

Does the artist want “more me" in their headphones ? Do you need analogue summing ? 
Is latency giving everybody a headache ? The QS8 is the answer. 

A/B stereo inputs 
Cue mixing capabilities 
Analogue summing 

Selectable engineer headphone 
Passive stepped attenuator 
www.colemanaudio.com 

QS8 Master Monitor Control 

S)leman 
udio® 

(516)334-7109 

Two stereo speaker outputs 
Remote talkback microphone 
Remote talkback switching 

Talkback level control 
Made in America 

coley@colemanaudio .com 

SWMWO II 
• Discount Pro-Audio* 

shore 

Sour* kraft 

Sonic Studio E tekhik 

WSWEEWtAOBIlW 
1-877-258-0563 

Your favorite products. Your Pest price. 
AKG, Audix, AurÄgjiAudio-Technica, Avalon, 
Sultan Beveram^mc' DBX, Drawmer, Earthworks, 
EAw Eledfro-Voice, Focusrite, Furman, OTc«A*Gf0Cä 
‘Heil, JBß K&M, L’Acoustics, Lab.grupperr Mi-Audio, 
Mad^e,' P^resonus, ^imacoustic, Rqdiaf Engineering, 

«àfíe..Tannoy,.Tascare^limafè, v¡o.lat. 
...an^ MAMt. MORE! < , t 

FEATURING THE BEST OF 

Remix 
• Gear/Reviews 

• How-To 

• Managing Your Career 

• Artists and Interviews 

www.emusician.com 
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CRYSTAL CLEAR 

CD * DVD « PRINTING • PACKAGING 

JOSEPHSON ENGINEERING C715 

- Mechanically variable pattern 
(cardioid & omni) single diaphragm 

condenser microphone. 
- Lundahl large nickel core 

transformer balanced output. 
- Oscillator free, P48 powered. 

- Excellent for vocals, horns, and 
other spot and far-field pickup 

applications. 

C'eooKS 

Life in the Fast Lane 
Selected Works of Stephen St.Croix 

Stephen St.Croix inspired, provoked and educated Mix magazine's 

readers for 18 years in his one-of-a-kind column, "The Fast Lane." 

As an inventor, musician and engineer, St.Croix offered his audience 

a wealth of knowledge and vision, as well as a Harley-riding rock¬ 

star attitude. Now, two years 

after his death, the editors 

of Mix have selected the 

best of St.Croix's columns, 

presented with never-before-

seen photos, notes and 

drawings from his personal 

files. This book takes "The 

Fast Lane" beyond the 

pages of Mix and lends new 

insight into the life and mind 

of Stephen St.Croix. 

To order your copy, go to www.mixbooks.com 
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CLASSIFIEDS_ 
MIX Classified Ads are the easiest and most economical means to reach a buyer for your product 
or service. The classified pages of Mix supply our readers with a valuable shopping marketplace. 
We suggest you buy wisely; mail-order consumers have rights, and sellers must comply with the 
Federal Trade Commission, as well as various state laws. Mix shall not he liable for the contents 
of advertisements. For complete information on prices and deadlines, call Janis Crowely at 
(415)505-1985 (West Coast) or Paul Liefer (908)369-5810 (East Coast). 

ACOUSTIC PRODUCTS 

ll!= SILENT 
58 Nonotuck St., Northampton. MA 01062 
Info: (413) 584-7944 Eax: (413) 584-2377 

ORDER: 800-583-7174 
Acousticore Fabric Panels • 

Sound Barrier * Isolation Hangers 
Tube Traps • Silence Wallcovering • 

WhisperWedge ■ ProFoam • Clearsonic 
• Hushfoam • R.P.G. Diffusors • 
Sonex • Sound Quilt • More 

www.silentsource.com 
info@silentsource.com 

Ql A1.H Y • PRICED RIGHT • INTEGRITY 

VOCALBOOTH.COM 

HEAR THE DIFFERENCE 

4' X 6' Gold Series with 
Auraiex Foam and Hardwood floors 

866-330-6045 
www.vocalbooth.com 

423-585-5827 
800-200-8168 

www.whisperroom.com I 

|^.ACOUSTIcj 

I—soundcontrolroom 
toll free 866-788-1238 

Design 
Consulting 

Products 

josephson.com 

JOSEPHSON ENGINEERING 

C700A 
Two-capsule condenser microphone 

Variable pattern 
For vocals, spot and far-field pickup. 

Acoustics First 
www.acousticsfirst.com 

Materials to Control Sound 
and Eliminate Noise™ 

Toll Free 888*765-2900 

Sound&Video 
contractor 

keeps you in the loop. 

S&VC Extra 
is the electronic 
bi-monthly newsletter dedicated to 
helping you maximize your business 
profits, reduce follow-up/service calls, 
and improve installation techniques 
with every e-issue. 

Don’t Miss another issue! 
Subscribe Today at 

www.svconline.com 

The Ultimate Portable Vocal Booth 
The RealTraps Portable Vocal 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 
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. 

"I gotta admit, this thing is incredible. What a huge 
difference! I'm so pleased, you couldn't have a more 
satisfied customer!" —Richard Hilton, Chic 
keyboardist and engineer for producer Nile Rodgers. 

This is just one of many products RealTraps sells. See our web site for a wealth of 
product information, demo videos, and amazingly clear explanations of acoustics. 

Toll-Free 1 866-732-5872 wmv. REALTRAPS com 

EQUIPMENT FOR SALE_ 
VINTECH AUDIO 

CLASS A MIC PREAMPS MADE WITH 

NEVE “ 1272 COMPONENTS 
www.vintech-audio.com 

call toll free: 1-877-4-mic-pre 

“essential compression...” 

1 M . "■ ■ ■ i . 7 7 7 
THE NEW LIMINATOR COMPRESSORS 3 ¡ rfl 31 d 3 U d ¡ O. C O IT) 
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CLASSIFIEDS 
EQUIPMENT FOR SALE 

0 
2 
c 

“I used five X73i’s and one X81 to record all of 
Carlos Santana’s guitar tracks for both the 

‘Shaman’ and ‘All that I am' albums.” Jim Gaines 
Engineer for Carlos Santana, Stevie Ray Vaughn 

“I use the X73 for recording Patti Scialfa and 
Bruce Springsteen in their home studio.” Toby 

Scott, Engineer for Bruce Springsteen 

www.vintech-audio.com 

FURNITURE 

»•••ARGOSY 
www.ArgosyConsole.com 

INSTRUCTION 

Dont' Wait to 

ADVERTISE 
For information on 

Mix & EM 
Classified & 

Marketplace 

Contact 

Paul Liefer (East Coast) 

908-369-5810 
Paul.Liefer@penton.com 

— or — 

Janis Crowley (West Coast) 

415-505-1985 
Janis.Crowley@penton.com 

MASTERING 

MASTERING 
Guaranteed to give you 
that "Big Label” sound, 

g® $475.“« 
1-800-692-1210 

_W located in New York.. Serving the US' . Since 1989 
www.musichousemastcrinK.com 

MASTERING 
DON GRIFFIN 

Don4pstudioVMR.com 

312.286.5018 
708.267.2198 WWW.STUDIOVMR.COM 

SOUNDBITESDOG.COM 
EARS, GEAR A EXPERIENCE AT INDIE RATES 

HANS DEKLINE 
MASTERING 
ENGINEER 

\ V 

SERVICES MICROPHONES 

NEW & VINTAGE MICS 
FROM RUSSIA 

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

www.valvemics.webzone.ru/ 

HI SPEED HORNS 

HORNS FOR HIRE! 
www.hispeedhorns.com 

horn arrangements 
and recording 

• : JOBzone 
RECRUIT > RETAIN > EXPLORE 

It’s so much more than a job bank. 

JOBzone is a user-friendly, network-wide online job bank 
exclusively dedicated to serving professionals in the Audio, Video, 
Broadcast, System Integration, and Lighting industries. With 
online job recruitment experiencing unprecendented growth, 
JOBzone ensures your company is part of this momentum! 

Start your search today. Hit the JOBzone link at: 
http://jobzone.svconline.com 
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Achieve your MOTU studio breakthrough 
Driven by Apple's all-new multi-core Mac Pro towers with up to 12 cores, plus 

all-new customizable look and feel. Digital Performer breaks through with 

unprecedented appeal and speed. Add powerful new third-party 

Apple Mac Pro 
A towering achievement in power 

Choose your cores: 4, 6, 8, or 12. The new Mac Pro delivers 

more processing power, more graphics performance, and 

more storage options. It's the world's newest superpower. MOTU 

MICROBOOK 

MOTU MicroBook 
Studio-grade I/O that fits in your pocket ► ► ► 
Welcome to studio-grade personal recording that fits in 

your pocket. Plug in your Mac Pro, mic, guitar, keyboard, 

speakers, and iPod, and enjoy pristine audio performance. 

MC Mix 

Avid Artist Series 
High-end console technology 
Together, MC Transport, MC Mix, and the new 

MC Control v2 give you access to almost every 

facet of your Digital Performer 7 project for an 

unprecedented "hands-on" editing and mixing 

experience. The Artist Series brings Avid's 

high-end console technology to your MOTU 

desktop studio in a compact design that fits 

perfectly in front of your Mac Pro system. 

www.sweetwater.com OT 



BIAS Peak Pro XT 6 
Mastering, restoration, and delivery for DP7 

Whether you're a musician, a sound designer, an audio editor, a multimedia 

producer, or a mastering engineer, Peak Pro XT 6 offers more creative potential 

than ever before. Used side-by-side or launched directly from within DP7, 

Peak Pro XT 6 offers comprehensive restoration, mastering, and delivery tools 

to streamline your workflow with industry-renowned sonic quality and precision. 

Peak LE and Peak Pro are also available - call your Sweetwater agent today! 

McDSP Classic Pack 
Own a piece of history 

McDSP processing is now AU and Digital Performer compatible! 

The Classic Pack plug-in bundle delivers world-renowned 

emulations of vintage equalizers, compressors, tape machines, 

and channel amplifiers, including Analog Channel, 

CompressorBank, FilterBank, and the MC2000 multi-band 

compressor. From analog tape machine emulation to classic or 

customized EQ filter design, Classic Pack gives you must-have 

workhorse processors from McDSP for your MOTU studio. — ñarAud«’^'"" 
Prof««"13 _ _ 

PEAK PRO X-
AUDIO EDITING, PGOCESSIW, *w USTUm 
EXTENDED TECHNOLOGY EDITION 

MK W «Sí MB KW a» 
M ■ 

■■ M MB 

GFNfLFt 

GFNflEC 

(800) 222-4700 

Genelec 8040A 
Active bi-amplified studio monitor 

With performance comparable to much larger systems, but in 

a compact package, the bi-amplified Genelec 8040A is ideal for 

use in many MOTU studio situations where wide frequency 

response is needed but space is limited. Use the 8040A for 

nearfield monitoring in project/home studios, edit bays, 

broadcast and TV control rooms, and mobile production vehicles. 

Shure KSM44A 
Large-diaphragm, multi-pattern condenser mic 
The flagship of the KSM line — and the new must-have mic for any MOTU 

studio. The KSM44A is a go-to mic you can count on for great results in 

just about any DP project, with extended frequency response specially 

tailored for critical studio vocal tracking. The dual-diaphragm design lets you 

select among cardioid, omnidirectional, or figure-8 pickup patterns. 



"Q&A By Barbara Schultz 

Brian “Big Bass” 
Gardner 

Longtime mastering engineer 

has a message for mixers. 

You've seen a lot of changes in your area of the 

industry. I want to ask you some questions about 

what your business is like today. 

Before we start, I want you to know that I won't 

be divulging any of my trade secrets. 

That’s common among mastering engineers 

because many, like you, work with proprietary 

equipment. So we won’t go there. On a different 

topic, do you like the name “Big Bass"? Does it 

pigeonhole you? 

Oh sure, I don't mind it at all. I used to worry 

about that, but I’m so used to it by now that I 

miss it when I don't see it. 

Now that most engineers agree that converters 

and digital audio in general have improved, have 

you changed your way of working? 

Aside from always upgrading and improving 

everything, basically it’s the same process. Most 

of my gear is still hand-done. I have the same 

main Tannoy speakers. What’s changed for me 

is we have new problems to deal with that have 

to do with levels. If anything comes out of this 

interview, I hope it could be mentioned that we're 

getting so many projects that are just slammed 

and that makes things difficult. 

I want to make a plea to all the high-end en¬ 

gineers, low-end engineers, everybody: Try not to 

get pushed into a corner to make it hot. I can 

understand why the artist or the producer says, 

“Why isn't this mix as hot as this other CD?” 

Well, the answer is, “It hasn't been mastered 

yet." But they still push it anyway. 

If they’re going to do that, supply me with 

a mix that's pulled back as well, without all the 

processing, and let me (7 to maximize it. If I 

can't, then I can use their pushed version. When 

you get a crunched project or a crunched song, 

anything you add just accentuates whatever is 

crunched in the mix. Distortion gets worse. We're 

going in the wrong direction in this business and 

we need to start getting it back to good, punchy 

hi-fi sounds. 

Is this issue pervasive across all genres or are 

At Bernie Grundman Mastering (Hollywood), from left: Hollywood Records director of A&R Matt 
Harris, Plain White T’s frontman Tom Higgenson and mastering engineer Brian "Big Bass" Gardner 

some more at fault than others? 

Pop and hip-hop are probably more the culprits, 

but I’m seeing this in all genres. I know I've been 

typecast as the one who makes it crunchy and 

loud, and that’s fine, but it needs to be done 

properly. 

So your point is that you’re not necessarily op¬ 

posed to creating a crunched or loud master, it's 

that if the mix is already pushed, it limits your 

ability to create something clean and musical. 

No, I don't really object to things being loud. I 

just object to it crapping out: crunching, distort¬ 

ing. I do wish we could go back and make it a 

law that you can’t pass a certain level, but that’s 

not going to happen, just give it to me without it 

being slammed because I make it punchier and 

cleaner and louder, for that matter, without get¬ 

ting into this world of distortion. 

Recently, we’ve heard from a lot of mastering en¬ 

gineers that more is expected of them during that 

final step because smaller budgets don t allowf or 

as much time to be spent on the front end, in 

tracking and mixing. Do you agree that this is an 

issue that has changed yourj ob? 

Right, yes. And they’re also asking for a deal. 

Even the big boys are asking for deals. It's dis¬ 

couraging, but I guess that’s just the sign of the 

times. Take hip-hop for instance: It seems not 

only to be increasing that we’re having to clean 

up mixes, but we're also the ones being asked to 

create “clean” versions because they don't have 

the money to do it in the studio. We’re having to 

do those edits, clean up cursing, make radio ed¬ 

its, that kind of stuff. That's good for us, I guess. I 

shouldn't really complain because they're paying 

our rate. Actually, it ends up costing them more 

because it’s a higher rate in here to do it, but a lot 

more of that is being put on us. 

What are some of the big projects you're working 

on lately? 

We did the Eminem album [Recovery], which is 

really encouraging to see become successful, to 

see that people will still buy. The Katy Perry al¬ 

bum [Teenage Dream] has also done well. 

Are you encouraged by what you hear in music 

today? 

Yes. we’re hearing real music again. Real instru¬ 

ments and real voices, and I’m hoping that the 

studios survive. Those of you out there who 

have studios, hang on, please! Because when 

real instruments are required, then studios are 

required. 

Do you ever meet audio students who want to 

go into mastering? Do you have any advice for 

someone like that? 

If they have that passion, there's always room for 

them. Those are words I’ve always remembered 

Bruce Swedien saying a long time ago: There’s 

always room for somebody who really has the 

passion and the heart to do it. If they’re in it to 

make a quick buck, it probably won’t happen, but 

if they really have the desire, there's room. Ill 
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for weekly deals just for you 
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PRO AUDIO 
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4 4 I love my UltraLite-mk3 Hybrid audio interface 

because it sounds great, travels like a true 

road warrior, and connects to any Mac or PC 

via FireWire 400, 800 or USB2. ” 

MOTU 
motu.com 

Mike McKnight 
Programmer 

The Wall Live Tour 

2010 - 2011 

© 2010 MOTU, Inc. Al rights reserved. MOTU s a registered trademark of Mark of the Unicom, Inc. 




