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"A-T has raised the bar once again, this time with the
new M50 headphones, and this time they've raised
it quite a bit. Already these phones are by far the
favorite in our studio”

George Massenburg
Grammy -winning engineer & produce

.: TRUTH ..

"..it's the most exciting thing to come along in years.
These are fantastic-sounding headphones, period.
There just isn’t anything better you can do for your artist
than to give them a pair of these”

Frank Filipetti
Grammv winning mixer and progucer

"l tried these phones on a few major artists and they all
said, 'WOW these are great! We use these phones on
all our vocalists”

Al Schmitt

Grammy -winning recording engineer and produce

T ATH-M5,

-

"Since | got my ATH-M50 headphones, | have actually
enjoyed mixing and referencing with headphones
My M50 headphones are now an integral part of
my process...they absolutely translate with my
speakers, but most importantly, they translate to the
outside world”

Ed Cherney

Grammy andTEC award-winning producer‘enginee

"The M50’s seem to be winning hands-down. Everyone
that's heard them won't give them back”
Tom Schlum

METAI'Iiancg'

‘Believe everything you hear. Audio-Technica’'s ATH-M50 studio monitor headphones deliver natural response

throughout the entire frequency range, without hyping or diminishing sounds along the way. Wherever your

music leads you, experience more. audio-technica.com

o Natural response ideal for professional monitoring | » Closed-back cushioned earcups for isolation
and mixing * Adjustable padded headband for comfort during
e Collapsible design for easy portability long mixing/recording sessions
and convenient storage * Single-sided coiled (ATH-M50) or straight (ATH-M50s)

- -
* Proprietary 45 mm large-aperture drivers cable terminates to gold-plated mini-plug with aUdlo-teChnlca

ith neodymium m ets m: rew-on %" adapte g 3
wi odymiu agn ystems screw-on %" adapter always listening

World Radio History
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AVID

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.

ols _A%avidﬁconvprotoolég

echnology, inc. All rights reserved. Product tea pecifications, system requrements. and avatabrity are subject to change without notice Avid. the Avid logo, and
tegistered trademarks of Avd Technology. Inc. in the U.S. and other countnes. All other trademarks contamed herein are the property of thew respoctive owners




(800) 222-4700 » www.sweetwater.com

When You Need Pro Audio Gear,

Nobody Works Harder
For Yo

Knowledgeable,
Friendly Sales Staff

When you call Sweetwater, you get to speak with an enthusiastic,
knowledgeable, and friendly music equipment expert who's up to date on
the latest and greatest gear. Forget the faceless and mechanical websites
that virtually define the way we shop online today. Sweetwater takes you
back to the good-old days, when real customer service meant getting the
time and one-on-one professional attention you deserve. Together, you and
a member of our amazing sales staff will make sure you get the right music
gear to meet your needs. Your perfect music gear shopping experience is
just a phone call away!

u Than

Huge
Selection

Our huge climate-controlled
warehouse i packed to the brim
with the best products out there —
ready to be shipped to your door.
We carry an amazing selection

of the gear you want, from the
smallest accessories to the biggest
pro setups. Call us, visit our
website, or stop by our amazing
showroom to see what

we have to offer.

Outstanding
Support

Our factory- and warranty-
certified service department will
get you up and running again,
with professional repairs and
fast turnaround times. You'll
also get access to our incredible
tech-support team and massive
online resources. Whenever you

have questions, we're here to
answer them.

(800) 222—-4700.» www.sweetwater.com




Award-winning
Website

Our award-winning website is
more than simply a great way

to check out our huge inventory;,
Sweetwater.com gives you buying
guides and tech tips for alt kinds
of gear, as well as our daily inSync
newsletter and much more. We're
just @ mouse click away!

Shipping e

ONFIDENCE
OVERAGE

Exclusive FREE
2-year Warranty

We want you to be happy with
your Sweetwater purchase. That'’s
why we now protect nearly every
product we sell with our own
exclusive FREE Tota! Confidence
Coverage ™ Warranty! Your gear is
automatically covered by us for a
minimum of two years.

2-year Warranty o

Tech Support o

Fast,
FREE Shipping

When you shop with Sweetwater,
you know you're getting the most
value. We provide free shipping
— with no minimum purchase
requirements — and most orders
ship the same day. Get what you
want, when you want it!

Music Instruments & Pro Audio

Professional Advice e

LOWEST
Possible =}

. Prices. /

Lowest
Possible Prices

Get the gear you want,

at the right price. Thanks to the
excellent relationships we've
developed with the top music
equipment manufacturers, we're
able to offer you the best-possible
prices and amazing package deals.

Possible Prices
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Q&A: Dave Morgan

Way Studios owner/
engineer Allen Sides in
the refurbished Studio
B. Sides describes his
many-faceted audio
business on page 8.
Photo: Mr. Bonzai.
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FROM THE €DITOR

= The Last Best Chance for
Surround Music

L ate last summer, | was invited down to the new DTS headquarters outside of
Los Angeles for a look at what they were doing in upmix, downmix, 5., 7.1 and
delivery over two channels. The Rocky Horror Picture Show had just come out
on Blu-ray in discrete surround, with a Neural Upmix from the original mono and stereo
source material. It was proving something of a calling card for their efforts in giving profes-
sionals the tools to deal with both new material and with catalog, and in giving consumers
multiple options on playback. | met an impressive audio creative team that included code
writers and executives with backgrounds in mobile delivery and cinema, and engineers
and mixers who live for music. The demo in the company’s mini-home theater was equal
parts feature film, games and live music performance. We concluded the two days at Ste-
phen Marcussen Mastering in Hollywood, listening to 5.1, DTS-encoded tracks from the
Trent Reznor score for The Social Network, mixed by Fred Maher and mastered by Marcus-
sen at full-range 24-bit, 96kHz to be available in Blu-ray, audio-only. Stunning.

Then in early December, | was invited to a mostly consumer and technology press
event at the San Francisco headquarters of Dolby. An array of consumer gear, from phones
to high-end AV receivers, was on display, and in a side conference room, Kevin Brennan,
senior market manager for the PC segment, was showing a new set of tools to debut at
CES that would make the home listening experience whatever the consumer wanted, op-
timized for IP delivery and decoded in the Dell laptop, with level normalization and a host
of other features. After the meet and greet, we were all brought into the Dolby Theater for
a premiere of the OK Go viral video sensation, “This Too Shall Pass,” remixed from the
original tracks in 5.1. [t may have had more than 40 million hits on YouTube, but this was
the first time it had been heard in 5.1. Again, stunning. (Side note: The members of OK
Go later performed on the same stage, just three guys with guitars, and damn were they
good live.)

Later that month, smack dab in the middle of the holiday buying season, | saw a TV
commercial for a new HTC phone,with HDMI port, touting Dolby Surround. And all the
while, Mix technical editor Kevin Becka was singing the praises of the new facilities and the
research being done at GenAudio in AstoundSound, and bringing up headphone-based
products from Sennheiser, Monster, Beyer and many others. Something is going on here.

Whether it's being driven by games, Netflix over IP or mobile downloads doesn’t really
matter; surround audio is on a roll, and it is not tied to a physical medium. The flurry of
products at last month's CES show is a testament to the consumer side, where upmix/
downmix and auto-detect functionality have matured to the point of not really being an
issue on playback. And the professional tools to create a high-quality encoded bitstream
are being made more accessible every day. Purists may argue for delivery of lossless, full-
range 7.1 tracks, but consumers are just after the experience. And, as we see in Becka’s
report in this issue on page 17, that experience is being delivered right here, right now,
often over two channels.

The bandwidth is there, and the day is coming when consumers will simply click on
their preferred delivery format and pay accordingly. There’s no reason that one of those
formats shouldn't be 5.1 or 7.1 music; the tools are there. No disc, no fuss. It may just be
the last best chance for surround music.

ﬂ(,‘;-/buf.\ C\ D "’/"L
Tom Kenny
Editor //
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GENELEC”

8200 - 7200 DSP Series with AutoCal”

There Are Always Rooms for Improvement

Depending on what you do and how you do it, your room, no matter how good or how well designed, could always
stand a little improvement. Genelec DSP Monitor Systems provide all the connectivity and fiexibility that can service
virtually any type of recording environment - from a single operator facility to larger multi-operator broadcast or post-
production facilities.

Our Genelec Loudspeaker Manager (GLM™) software can accommodate from one up to 30 Genelec DSP loudspeakers
on the GLM network, and the AutoCal software can optimize all the speakers as a "system"”, accounting for 8 filters per
speaker and time of flight as well as level sensitivities. Once run, the settings can be saved into your computer as a
Setup (of course you can have multiple Setup Files for different locations) or stored into the dsp loudspeakers themseives.
No other DSP loudspeaker software for control-room monitoring can offer this type of flexibility and performance.

Our DSP products include the 8240A and 8250A bi-amp models, the new 8260A tri-amp with our inventive Minimum
Diffraction Co-axial midrange/tweeter, and complementing 7260A, 7270A, and 7271A DSP subwoofers.

We also offer, for smaller environments, the GLM.SE products consisting of a single networked 7261A subwoofer that
connects with up to eight 8130A digital active bi-amp monitors.

So, no matter how large or small your production environment is, there's a Genelec DSP system that will get you and your
room quite a bit of improvement.

"Customized settings for any situation, total DSP alignment,
and world-class performance. That's our Genelecs."
Joel Singer - Music Mix Mobile www.musicmixmobile.com

B S e 2 TwoRx g
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GENELEC® C€® & 8240n 05P 81-AMPLIFIED
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i MADE [N FINLAND  www.genabec.com

Genelec Inc. 7 Tech Circle Natick, MA 01760 - 508,652-0900.(t) 508 652 0909 (f) www.genelecusa.com
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Ocean Way Recording’s Allen Sides

llen Sides really should write a book;

very few people in the music business

have had as interesting a career. Most
Mix readers probably know highlights of Sides’ re-
sumé: He started in the audio business building
custom loudspeakers and doing engineering work
in a converted Santa Monica, Calif., garage space;
he was taken under the wing of L.A. studio owner/
audio guru Bill Putnam; took over Studio B in Put-
nam's United Recording facility and renamed it
Ocean Way; and later acquired Putnam'’s nearby
Western Recorders. Sides built Ocean Way into a
formidable operation through extensive remodel-
ing, the gradual acquisition of his now-legendary
microphone and outboard gear collections, and
by attracting top engineers and producers to work
there. In the late '80s, he bought the already suc-
cessful Record One studios across town; later, he
made a foray into Nashville, building an Ocean Way
space in an old church. His studios have hosted
a dizzying number of top musicians—name 'em

and chances are they've worked there—and devel-
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oped long-term relationships with everyone from
Quincy Jones to Rick Rubin to Rob Cavallo; the list
is staggering. Along the way, he's also engineered
and helped out on countless projects by everyone
from Basie to Zappa to Sinatra to Cooder to Clap-
ton to Michael Jackson and dozens of others.

Like Josh Groban, who graces this month's
cover with Sides; the duo are captured in the
recently renovated Studio B, which has been re-
stored to its Bill Putnam-—era glory and improved
with the addition of a spectacular 72-input Neve
8088 console and custom Ocean Way monitoring
system. Sides has been working on a new Groban
album with producer Rick Rubin.

Sides is up for a Grammy this month for his
engineering contributions to Bobby McFerrin's su-
perb Vocabularies album; more recently, he worked
on 13-year-old phenom Greyson Chance's new al-
bum. He has studios outside of L.A., a thriving
loudspeaker manufacturing business (Ocean Way
Monitor Speakers), a hot rental company (Classic

Equipment Rentals), a custom studio setup opera-

by Blair Jackson

PHOTO: MR_BONZA!

ban (left, with

er Allen Sides) is

tly working on a new
album in Ocean Way

with producer Rick Rubin.

tion (Ocean Way to Go) and a popular library of
drum sounds (Ocean Way Drums); he's certainly
come a long way from that first garage. And for
a guy who's so busy, he’s remarkably calm. We
spoke recently about some of the successful tan-
gents that have grown from his L.A. studio base.

Yes, and Radiohead also did Hail to the Thief in
Ocean Way Studio B. Nigel Godrich, their produc-
er, has been a great client.

We've been doing this for a long time. The Red
Hot Chili Peppers, Linkin Park, we did MGMT—
helped them get set up in a house in Malibu. At
any given time, we have at least one [outside] stu-
dio we've set up going somewhere. | did one for
Phil Collins: Rob Cavallo and | went to Switzerland
and did a record there in a castle. Those projects
are a lot of fun and also an interesting technical




The Grace Design of Channel Strips.

This is our transparent, musical microphone preamplifier coupled
to a silky smooth 3 band EQ and a sweet, open optical compressor.
Channel strip by name, glorious sounding input tool by design.
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PHOTO MR BONZA

challenge sometimes.

It's a great studio! | worked on a Faith Hill album
there not long ago. It's a wonderful place and a
beautifully run studio, and it's doing very well. |
think the Belmont connection has worked out re-
ally great. We have a license agreement with them
to maintain the Ocean Way name and the staff

and to keep the whole place up to our standards.

Well, St. Barth's was already a showbiz destina-
tion in itself. | mean, here's an island with some
of the best restaurants you'll ever eat at, fantastic
beaches. The studio is in the premier resort in St.

Barth's, which is called Eden Rock, and it's in a

PHOTO PIA VAI
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villa on the beach. The couple who own the place
and completely redeveloped it, David and Jane
Matthews, have been friends of mine for 20 years
and are really into music. David specifically built
the 16,000-square-foot Villa Rockstar to accom-
modate my Ocean Way St. Barth's. It's a gorgeous
studio with a great discrete Neve with Flying Fad-
ers and our monitors. Then there's a theater next
door to the control room—"next door” meaning
you walk through two glass doors—and it has a
stage with musical instruments and everything
else. So we can track or record anything there.
Also, it's not just established musical artists who
have used the studio, but also some fairly well-off
people who maybe want to keep their musician
kids entertained—so we can provide a package
where we provide producers and engineers to
make their songs something special. It's an inter-
esting group at St. Barth's.

Not at the moment. We
have a lot of rooms—six
rooms and a mastering
room in L.A., and then we
have our connection with
Ocean Way Nashville and
we have Ocean Way St.

Sides with rock gui-
tarist Steve Vai at the
vintage Neve console
in Ocean Way's St.
Barth’s studio

Barth's.

Well, it's hard to say, really. It hurts to see so many
friends in the business not succeed. But I've always
had a concept that you never play on a level play-
ing field. If you can’t do something in a somewhat
unique fashion, it's kind of pointless to be in that
business. | like to believe that what we do is a bit
different. We really do have some pretty amazing
acoustical spaces, and we have very unique equip-
ment that's very custom, and we have one of the
largest collections of esoteric outboard gear any-
where in the world. Beyond that, we're very soni-
cally driven—we come from a place where sound
is the issue. It's been a business to me, but that's
not the primary thing. It's always been most about
helping people make great-sounding records.

igh the ding stu lan

out
That's true. The middle end kind of went away.

A lot of those kinds of projects may come into our
place for a day to track or a day to mix or a day to
do strings. So we still get that kind of business,
but frankly we don’t do as many new artists, who
usually have smaller budgets and that has been a
little disappointing to me—Greyson Chance be-
ing an exception. | guess Lady Gaga wouldn't be
considered a new artist at this point. [Laughs] But
we've had an incredibly loyal clientele—artists and
producers—who keep coming back and filling our
rooms so | can't complain.

But the other thing we've done is, about
four years ago we started getting involved in a
number of outside projects. We spent so many
years building a reputation in the business, we
said, "Why don’t we make this work for us?”
Because, for instance, we always designed and
built loudspeakers for clients. | helped Dave
Grohl and Rob Cavallo equip their studios, and
Trevor Horn's studio in London. We did Sky-
walker Ranch; we do a lot of different things
like that.

So we decided to try to make an even more
commercial product and we got into manufactur-
ing high-end loudspeakers. | think what we've cre-

L-R: Arranger David Campbell, producer

and president of Warner Bros. Records Rob
Cavallo, and Sides in an orchestral session in
Ocean Way Studio B




"Amazing desk guys,
Thanks for making
my job easier!”

“ just spent the last two weeks doing overdubs at Blackbird in Studio &
on the 1608. Wow, this is an amazing sounding console; so punchy
and open on the top end. The preamps are huge! In the box or
outside the box, everything should pass thru this console once.
Amazing desk guys, Thanks for making my job easier! Cheers!”

Joe Chiccarelli
MultiGrammy winning Producer/Engineer

The White Stripes, U2, The Shins, Elton John,
My Morning Jacket, Tori Amos, The Raconteurs.

Joe Chiccarellireceives no compensation for his appearance o5 GO nts

The 1608 Console from API
Blackbird Studio, Studio E,
Nashville, TN

www.apiaudio.com
301.776.7879




ated in our HR-2 is pretty unique. What's differ-
ent, conceptually, is its dispersional character-
istics: It's 120 degrees and it's a horn system,
but it has a low-frequency and high-frequency
horn with identical flair rates, and it's capable
of producing dynamic range that's fairly stag-
gering. And it's not harsh; it doesn't sound like
a horn. There’s nothing else like that out there.
My exclusive distributor in the United States is
GC Pro—Guitar Center—and we're selling a ot
of loudspeakers that way. Then my distributors
in Hong Kong and Japan are selling a tremen-
dous amount of systems, so that's been a very
important venture.

Then there's the Ocean Way drum sample
library, which also became a very good product
for us. In fact, we have a new library coming
out. | just felt we had to getinto other areas. We
needed to have alternate revenue sources, not
just the studios. It's funny: Some people get
jaded in this business, but | feel like I learn new
things every time I work, and | still love finding
new ways of approaching things.

SllRd?

Music and sound are with us every minute of
every day, at the airport, the mall, everywhere.
We're moved by music in our cars and on
stage. We're absorbed into other worlds by the
sounds in video games and movies. Where
does all this music and sound come from?
Who makes it? CRAS PEOPLE MAKE IT!

/@, CONSERVATORY OF RECORDING
‘@ ARTS & SCIENCES

That's right. | recorded the orchestra for and
mixed a song called “Gone Too Soon,” which
was arranged by David Campbell. And there
was this other track called “Behind the Mask,”
which was an 8-minute demo that we cut into
a 4-minute piece of music, and then it had a
number of things added to it.

Michael was one of my best clients. We did
part of the work on Thriller. We did drums and
strings and various things, and then Quincy
and Bruce [Swedien] became some of our best
clients and did every album after that. | cannot
say enough about Michael as a person; just a
wonderful guy and, obviously, a great musician
and a fantastic client. He was a delightful guy. |
really miss him. | think an incredibly important
part of Michael's success was Bruce Swedien's
masterful creation of a sonic landscape that
simply hadn't been heard before.

Recently, I've been working on the Josh
Groban record he's making with Rick Rubin.
Rick's been another great client of ours for
years and years, but this was the first time I've
done a lot of engineering for him. They had
recorded a good portion of the album but de-

Patricia is CRAS
“My CRAS education is a blend of
affordability, hands on opportunities
and the availability of great gear. It's an
intense, skill-set oriented education
witli 2 ¢€quired internship.”

/

1.888.694.7963 | CRAS.edu

2300 East Broadway Road, Tempe, Arizona 85282

cided to change a bunch of things. So | ended
up re-recording some of the album and then |
mixed it.

Well, Josh wanted to make a more personal
album, and he either wrote or co-wrote most
of the songs on it, and Rick really understands
song structure and how an emotion hits you. In
that way, he's alittle like Rob Cavallo, who's an-
other guy | work with a lot—in fact, he's one of
my closest allies and a fabulous producer. Rick’s
maybe not quite as deliberate in exactly nailing
it down as Rob is, but he always knows exactly
when it's on the mark and when it's not.

Rick wants it super-dry. He handed me a
couple of Neil Diamond albums he did and they
were so dry it was almost like you were sitting
with Neil in his living room with some players
around him. With Josh, it's like he’s in his living
room—but so is a 70-piece orchestra! [Laughs]
So it's quite unusual. ill

Read more of Blair Jackson's conversation with Al-

len Sides at mixonline.com.

BECRAS

Be creative, have the skills, and be exposed
to the multitude of career opportunities
in recording, live sound, and gaming.

Be certified in the critical technologies
and protocols of audio production.

Explore and master important classic
technologies such as multi-track tape,
tube signal processing and microphones.

11 months of total hands-on immersion...
without a mountain of debt.

280 hours of working studio internship.

Be thoroughly prepared to enter
the world of audio production, certified
and confident in your skills.

Wanna BE CRAS? Contact us to learn
how you can become skilled in: studio
recording, live sound engineering,
production/post production for film
and television, and video game sound.
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The warmth of analog.
The simplicity of Firewire.

INTRODUCING UAD-2 SATELLITE. The UAD-2 Sateflite puts the world's finest
analog emulation plug-ins within easy reach of Firewire 800 and 400-equipped computers,
including select iMacs" and MacBook Pros”. In developing UAD-2 plug-ins, our renowned
DSP engineers work with leading hardware manufacturers - using their exact schematics,
golden units, and experienced ears - to give your mixes all the warmth and harmonics of
classic analog recordings. Visit www.uaudio,com/satellite to learn more.

FEATURING POPULAR PLUG-INS FROM THESE PARTNERS:

* The world's finest plug-in emulations of classic analog gear, now on Firewire 800 and 400
equipped computers

* Compatible with a wide range of iMacs and MacBook Pros
* Run larger mixes in Pro Tools, Logic, Cubase, Nuendo, and Performer - without
taxing host computer CPU

* Available in both DUO and QUAD processor models

UNIVERSALAUDIO www.uaudio.com
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Con NEW PARTNERSHIPS
YAMAHA, RUPERT
NEVE DESIGNS

« Based on both parties’ involvement with Yamaha's

VCM (Virtual Circutry Modeling), this new p:

WHILE YOU DRIVE T

Select 2012 Volkswagen models-—beginning with the 2y d C
Jetta GLI—will feature the new Fender Premium Audio v es f the available on most current
System. To create this system, Fender partnered with  Yamaha digital mixe
Panasonic to put out a system that incorporates nine
speakers with proprietary Panasonic technology. The AUDINATE, STAGETEC
und system covers the cabin with direct nd Aud s Dar digital media networking tect
rom front-door speakers that generate imag| eyond
that of traditional speaker designs. It cuts through the L ‘Aud Pis the future. We have beer
noise and other distractions with front dual-voice ¢ 1 an integrated solution, and Audina
speakers, with extended range for all musical genres Dante 1s the ver,” said StageTec managing di
The design features lower intermod on distortion P
q’wJﬁ and smooth midrange respc to ate
PREMIUM AUDIO ness. It 1s harmonically complex, with extended-range

tweeters and properly voiced 16cm speakers

MIX BOOKS: DIGITAL.

PORTABLE. ESSENTIAL.

-
STUDIO MONITORS

- Digital Format. Custom Content.
- Rich Media
- Embedded Video

HORIPRO Music Academy has be - Folliphs

« Resource Guide & Glossary
gun offering music classes for chil Available:
drenwith Autism Spectrum Disorders . Signal Processing Secrets
(ASD) at its West Los Angeles studio « Market Your Music Online
using its ColorSoundation teaching + Basic Mixing Techniques

« Advanced Mixing Techniques
« Live Sound: Setting Up the Stage
« Microphones: Everything You Need to Know

method. ColorSoundation uses un
complicated color-coding exercises

and games to introduce essential mu - Studio Design for the Home Recordist
sic skills to children. Created by musi « Outfitting Your Personal Studio
cian and instructor Shiho Yamamoto, + Consoles and Controllers

« Audio Education

« Mastering

« Studio Monitors

sociate sounds {or music notes) with Later this year: Recording the Band. more!
their corresponding color. Available exclusively at mixbooks.com

the method is primarily an audio and
visual learning process where kids as
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Industry News

Middle Atlantic Products (Fairfield, Nj) promoted Mike Baker to president; Bob
Schluter continues as chief engineer/CEQ.. Vince Casas joins International Acad-
emy of Design and Technology (Las Vegas) as instructor for the audio production
program...Filling the newly created executive VP role at Hosa Technology (Bue-
na Park, CA) is Mayumi Martinez...Symetrix (Seattle) promoted Paul Roberts,
VP of sales and marketing, and Brooke Macomber, director of business devel-
opment...Damon Gramont joins Bricasti Design (Medford, MA) as director of
sales...New director of licensing at Aphex (Sun Valley, CA) is Kent Dimon...Meyer

Sound (Berkeley, CA) cinema team news: Steve Shurtz, technology director; Mauricio Saint Martin,

global sales director; Brian Long, senior cinema/live sound design manager; and Jim Sides, business

development director. Other company news: Matt Ferguson, digital audio product specialist; Luke

Jenks, loudspeakers product manager; John Monitto, director of technical support worldwide; and
Oscar Barrientos, Latin America technical services manager...Distribution deals: Lauten Audio Micro-

phones (San Jose, CA) signed with Audio Plus Services (Champlain, NY) for North America; handiing
the Middle East for DK-Technologies (Copenhagen) is EMEA Gateway; KK Audio Labs (Huntington
Beach, CA) named Dimension Point Marketing (Houston) for Arkansas, Louisiana, Oklahoma and

Texas; and Aldridge Marketing Inc. (Austin) will cover Texas, Oklahoma, Arkansas and Louisiana for

LOUD Technologies (Woodinville, WA)

3 : From left: Odin Benitez, John
Ross and Myron Nettinga

3

SoundWJorks
Collection Update

t ute u , re led

sound editor/designer Odin Benitez, M.P.S.E

d ording mixers Myron Nettinga and john
Ross, C.A.S. The discussion was moderated by
Bruce Carse

About The Fighter: As a welterweight from the

Je ¢ ks Ir erican Dicky Ek

are crushed in the wake of Eklund's decline. Like a
real-life Rocky, Ward fights on his own terms and
pulls his family out of despair with his meteoric
rise in the ring. Freshly paroled Eklund finds re-

demption in training his little brother, now known

| DOLLARS

AND CENTS

From Berklee: Salary Ranges for U.S. Music
Positions in Performance, Writing, Business,
Audio Technology, Education, and Music Ther-
apy. This study covers a broad range of specific
careers, and was spearheaded by the school's

director of Career Development Center who,
with a team of staff, conducted research and
revised the chart several times during a six-
month span. The document will be updated
every year to keep up with salary changes and
emerging career paths.

Providing some analysis of the data, Spell-
man says, “Students who can both arrange a
jingle and advise a small company on how to
incorporate Twitter or Vimeo will ind more
chances to add value in the new music econo-
my.” In the live sound world, “There are plenty
of bands and artists building loyal followings
and making middle-class livings who have re-
defined ‘success’ for themselves.”

Studio Unknown

Internet music distribution has created mixed
feelings. Many feel illegal downloads have

killed the music industry as we once knew it.

But there's a bright side. We'll focus on the

ways the Web has benefited music-makers,

Il mixonline.com/studio_unknown.

music producers and music supervisors. Visit

“ANOTHER
GREA'T MIC
FROM ROYER!”

JOE BARRESI

Producer/Engineer:
Tool, Queens of the Stone Age,
Bad Religion

Royer Ribbons
818.847 D101
www.royetlabs.com




SURROUND

FROM TWO CHANNELS

BREAKING THE BONDS OF STEREO, AND SURPRISINGLY WELL

By Kevin Becka

ing the stereo irmage beyond its obvious bound-
T::es has been in the engineer’s toolbox since the
discovery of mechanically induced flanging in the
'60s and the introduction of hardware effects like

the phase shifter and Eventide’s Harmonizer in the
"70s. Later, in the '80s, QSound and Bedini entered
the market with their 3-D sound-processing algo-
rithms and the Bedini Audio Spectral Enhancer
(BASE), which promised an enhanced listener ex-
perience for music and gaming.

In the current age where computers are fast,
and portable devices for entertainment and gam-
ing and communication are plentiful and cheap,
the questions have changed. Can I create credible
5.1 effects from two speakers for critical listen-
ing in the home, at the studio or on headphones?
What's more, can I deliver real-time, high-quality
surround to portable stereo devices like a laptop,
pad, headphones, gaming console, smartphone
and auto? As you'll read below, the answers are all
yes: The surround-from-stereo game is afoot.

Different Approaches

Because of the popularity of portable formats and
the recent upsurge in 3-D TV and movies, the
stereo-to-multichannel toolset has grown expo-
nentially. Being that manufacturers are designing
these tools for different users (pros and consum-
ers), listening venues and output platforms, the
approaches are numerous. For instance, some
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methods are playback device-agnostic: Encoding
is done entirely at the front end for listening on
any device, no matter if they're headphones or
speakers large or small. Other methods call for
DSP at the back end, meaning you need a spe-
cific chip-level encoder/decoder in your playback
device, whether it's portable or not. These are of-
ten input-agnostic, meaning any source can be up-
mixed on the spot into 5.1, whether stereo from
iTunes, YouTube, MP3 or any other 2-channel
source. Other systems call for encoding, then play-
back decoding to a specific device such as a head-
worn system. Some of these are not transferable
outside the specific gear and are even sometimes
specific to a single user. As you can see, the pros-
pect of delivering surround from two speakers is
getting pretty thick.

Major Players

There’s no argument that Dolby (dolby.com) and
DTS (dts.com) have brought 5.1 audio for post,
broadcast, music and gaming to literally millions
of users across a broad range of devices. On the
encoding side, Dolby's professional product set
includes DP563 Dolby Surround and Pro Logic
I Encoder, which encodes discrete 4 or 5-chan-
nel surround mixes into Left total/Right total (Lt/
Rt) stereo to be delivered over two channels on sta-
tionary and portable devices. In addition, Dolby
Pro Logic I1x allows upmixing from stereo or sur-

round 5.1/71 to 71 Height or 9.1 with the addition
of front-height channels.

Dolby also has a range of products found
mostly on consumer notebooks priced between
$400 and $800. The latest chip-level software for
this market is Dolby PC Entertainment V. 4, just re-
leased at CES in Las Vegas, which promises to de-
liver a cinematic surround experience on portable
devices. Kevin Brennan, senior product marketing
manager, PC Segment, explains how the Dolby co-
dec works: “If the content is 5.1, it leaves the con-
tent alone and does all the other processing we do
on that version. If it’s stereo content, it upmixes it
to 5.1 and does the additional processing to the up-
mixed version.” The additional processing to which
Brennan refers to improves the intelligibility of di-
alog, levels the volume and adds some equaliza-
tion. Some of these parameters are user-adjustable.
“We've spent a lot of time and effort providing a Ul
set that allows the user to quickly enable, disable
and configure the software,” explains Brennan. “It
is important to have some level of configurability
because not all content is created equally.”

What about latency for picture or games?
Brennan answers, “The technology uses the Intel
High-Definition Audio System, which is a stan-
dard that Microsoft, Intel and Dolby created. Any
audio stream opened within the PC gets processed
through the same audio path. In terms of latency
between video and audio, it doesn’t arise; it's com-




|

gl
Aa

pensated for within the PC.”
DTS offers a range of products for surround

upmixing, starting with the Neural Upmix plug-in
(reviewed in Mix October 2010, available at mix-
online.com). “It was originally used in our real-
time broadcast products, and we developed it into
a plug-in after we discovered that it sounded fan-
tastic,” says DTS pro audio manager Tom McAn-
drew. Neural Upmix is a Pro Tools and VST plug-in
that gives you 5.1 from two channels or 71 from
5.1. The discrete multichannel output is then en-
coded for Blu-ray or broadcast. The process prom-
ises zero artifacts if it's downmixed. “That’s been
sort of a dirty secret of some competing upmixing
products,” McAndrew explains. “When you play
the mix back in a consumer environment where it
has to be downmixed back to two channels, it can
create some phase and volume funk. This product
does not do that.”

For consumer devices, DTS offers DTS Neo
and Neural modes for A/V receivers and DTS Pre-

Settings
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everything else is only stereo™

a
"It is important to have some
level of configurability because _u=
nor all content is created
equally.”
—Kevin Brennan, Dolby

mium Suites for PCs. The suite offers a host of
features including surround virtualization, bass
boost, and volume leveling and normalizing, all
within the suite’s sub-processors. For instance,
DTS Surround Sensation UltraPC boasts an ex-
cellent surround listening experience from two
speakers or headphones, whether the original
content is stereo or multichannel. DTS Connect
combines DTS Neo: PC and DTS Interactive for
surround upmixing and digital connection of the
PC to the home theater system via a high-quality
digital audio connection.

More Solutions

GenAudio (genaudioinc.com) offers a range of cur-
rent and planned products for consumer and pro.
Its AstoundSound! process boasts an unparalleled
3-D listening experience from two speakers or
headphones. The downloadable Expander 3 plug-in
is targeted at consumers. It runs as a background
process on a PC or Mac, encoded right on the com-

Neural Upmix from DTS is a Pro Tools and
VST plug-in that gives the user 5.1 audio from
two channels, or 7.1 from 5.1.

puter, creating an immetsive experience for movies,
gaming or music no matter the content. The plug-
in offers a simple user interface that allows you to
adjust basic functions according to taste.

On the pro-encoder side, GenAudio has plans
for DAW plug-ins that will be “open to the public”
for purchase, but the main way of getting GenAu-
dio’s process into a production for release for CD,
Blu-ray or DVD media is to have the audio en-
coded at the company’s studios in L.A. or another
of its sanctioned locations. This process is being
used for the Monster Audio CD release of the Daft
Punk soundtrack from Tron, which comes with a
top-grade headworn listening device.

SRS (srslabs.com) has been a leader in the
field of virtual surround games for a while, offering
products for home entertainment, headphones,
PC, smartphones, portable devices and auto. SRS’
HD Audio Lab (HAL) plug-in promises maximum
compatibility over a wide array of media players
and soundcards. It lets the user select audio con-
tent, choose the speaker type (internal PC, external
or headphones) and then further adjust the audio
through the use of advanced controls. The compa-
ny’s latest offering is TruMediaHD, which prom-
ises a cinematic listening experience over a mobile
device’s built-in speaker(s) or headphones. Fea-
tures include psychoacoustic 5.1 surround sound
over headphones, improved tonal darity of com-
pressed audio, volume maximizing and leveling,
and a user-adjustable graphic EQ.

QSound (gsound.com), one of the originators
of products for surround from two channels, of-
fers products for mobile devices, headphones, Blu-
etooth devices, TVs, PCs and more. Its products
are available exclusively through a licensing agree-
ment with the company, and they vary in features,
depending on the delivery platform. The surround
family of products comprises QSurround HD, a
multichannel virtualizer designed for playback
over stereo speakers; QSurround 5.1, a multi-
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surround from two channels

channel virtualizer that works with any mul-
tispeaker configuration; and QSurround
Headphones, a multichannel virtualizer of-
fering HRTF algorithms for headphones.

TC Electronic’s (tcelectronic.com) Up-
Con HD, for its DB4 and DB8 processors,
is stereo-to-5.1 upmixing software with func-
tions and settings suitable for broadcast
programming. Promising 1 ms of latency, it's
compliant with downmix to stereo or mono. On
the film side, the UnWrap HD for TC's S6000 is
an up-conversion stereo-to-5.1 processor for dia-
log, music and sound effects.
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"[Neural Upmix] was originally used in
our real-time broadcast products, and
we developed if info a plug-in after we
discovered i sounded fantastic.”
—Tom McAndrew, DTS

On Your Head

Designed for the critical listener wanting to repli-
cate physical speakers in a particular space while
wearing headphones, Smyth Research’s (smyth-
research.com) Realiser A8 freestanding processor

HHB Recorders & Players

Equipped to excel in any environment

CDR-882 DUAL-DRIVE

9 DyalB“r“ CD RECORDER

The HHB CDR-882 dual drive CD
recorder supports seamless extended
recording time across two or more discs,
simultaneous recording of two discs,
and high speed duplication, delivering
dependable, audiophile CD recording in
any application.

) UDP-89 PROFESSIONAL
& UDP-89 UNIVERSAL DVD/CD PLAYER

The UDP-89 is a universal DVD/CD player
that delivers broadcastquality video and
audio playback with industrial strength
buitd and a host of professional interfacing
features in a compact, a 1U rackmounting
format

Find out more at www.hhb.co.uk

Distributed in USA by

/] SENNHEISER “ b
Sennheiser Electronic Corporation ot

One Enterprise Drive, Old Lyme, CT 06371

Tel: (860) 434-9190 » Fax: (860) 434:1759

www sennheiserusa.com
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combines multiple channels of surround sound,
adding the directional signatures that would be im-
posed on each channel by the positions of the loud-
speakers. It comprises the desktop processor with
controls for setup, operation, audio 1O and more.
Also included is the RC-1 remote control, HTM-1
miniature mics for in-ear measurements, TU-1
wireless rechargeable head tracker for attachment
to any headphones, TR-1 head-tracking reference
for placement in front of the listener and Stax SR-
202 headphones.

To set up the system, the listener wears the
HTM-1 in-ear mics while the system produces
tones in a particular audio space through its regu-
lar speaker system. A profile is then stored for that
room and that listener, and the profile can be re-
produced over headphones. Users can model and
store different rooms for specific listeners. The
TU-1 and TR-1 follow the listener’s head move-
ment and adjust the audio so that the listener’s ex-
perience is similar to moving his/her head in the
room. Profiles are user-specific, making it the pric-
iest and least-portable headworn system available.

Targeted for armchair enjoyment of music,
film, TV and computerbased entertainment,
beyerdynamic’s  (north-america.beyerdynamic.
com) Headzone surround headphone system
comprises the HBC 1 base station and the DT 880
headphone. It is compatible with Dolby Digital,
DTS or Dolby Pro Logic streams, and has driv-
ers for use with Mac or PC. It offers user-adjust-
able room-modeling controls of ambience and
room size from a single dial, and volume control
from the headphone cable. DT 880 headphones
have a hybrid semi-open design that combines
the strengths of open, transparent 'phones with
those of more powerful, closed models. It also
features head tracking, in which integrated, ultra-
sonic sensors keep the acoustic image centered
no matter how the listener’s head is moved.

The options are many for the producer and
the consumer. HTC has begun advertising phones
on TV with a Dolby Surround hook, and no doubt
there’s great interest from mobile gamers. And
these developments in surround playback just
might stimulate the music surround market. We'll
be listening. Il

Kevin Becka is Mix’s technical editor.
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INNOVATION AND ACCURACY

NEAR-FIELD REFERENCE MONITORS COME IN COMPACT NEW DESIGNS

By George Petersen

In 1937, when James B. Lansing unveiled the
Lansing [conic—the world's first recording stu-
dio monitor—he probably had no idea that near-
ly three-quarters of a century later, that original
notion would have developed into an industry of
its own, with dozens of companies creating re-
production systems for the control room envi-
ronment. Today, that quest for sonic perfection
continues with higher-power, more accurate mon-
itors designed for near- and midfield listening. In
the past 18 months, we've seen an increase in new
models-—some three dozen in this report alone—
intended for studio applications.

The Models

ADAM Audio (adam-audio.com)recently launched
two new lines of powered monitors covering a
wide price point. The AX Series touts new woofers,
amps and the X-ART ribbon tweeter for 4dB great-
er efficiency and expanded bandwidth to 50 kHz.
These range from the ultra-compact A3X (4.5-inch
LF driver, 25Wx2; $299) to the high-performance
AS5X (5.5-inch mid/woofer, 50Wx2; $449), A7X (7-
inch mid/woofer, 50W/100W; $599) and A8X sys-
tems (8.5-inch mid/woofer, S0W/150W; $899). All
models have beveled upper corners to minimize
reflections and front porting.

ADAM's SX Series has six models ranging
from small near-fields to larger midfield models,
all with redesigned transducers, drivers and elec-
tronics, promising wideband, transparent repro-
duction with the new X-ART tweeter. Also new
is an ultralow-distortion, broadband Class-A/B
amplifier with IMHz internal bandwidth and
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Hexacone™ woofers for more linear excursion.
Prices (each) range from the $1,295 S1X (two-
way, 6-inch woofer) to the $4,795 S4X-H (three-
way, dual 9-inch).

Founded in 2000, AEX Labs (aexlabs.com)
has a new AX line of studio monitors that range
from compact two-way near-fields to three-way
12/15/18-inch midfields and large mains with
dual 15- or 18-inch woofers—out to the no-
holds-barred, 555-pound model AX-28.5. Large
or small, all models in the line are based on the
company’s HF1 ribbon driver, which offers flat
reproduction from 400 to 40k Hz. Options in-
clude a choice of passive (unpowered) or Com-
puter Controlled Amplification System (CCAS)
bi/triamplification. Besides the convenience and
matched performance of the CCAS module, the
option also adds access to system control param-
eters via a USB link to any computer.

Retailing at $2,000 each, the AX-1a near-field
mates a 6-inch woofer with the HF1in a 30-pound,
12x17x9-inch (HxWxD) package for a 70 to 40k Hz
bandwidth. The 35-pound, 12x22x12-inch AX-1
steps up to an 8-inch LF driver paired with the
HF1, which takes bass response down to 60 Hz.
MSRP is $2,250 each. The largest near-field—the
$2,500 AX-1.1—doubles the bass component with
two 8-inch woofers that flank the HF1 ribbon ele-
ment in a 27x12x12-inch, 40-pound enclosure that
boasts a 45Hz bottom end. The CCAS powering
option adds 15 pounds, two inches of additional
depth and $1,500 to the price of any AX near-field.

The RPM8 from Akai Professional (akaipro.
com) is a two-way, biamplified design with an

8-inch woven-Kevlar woofer driven by an 80W
amp and a 40W amp pushing a l-inch silk-dome
tweeter on a custom waveguide. Rated response
is 39 to 20k Hz, and inputs are combo XLR/TRS
that accept balanced or unbalanced sources. Re-
tail is $699/pair.

The three-way SCM25A ($8,500) monitors
from ATC (dist. by transaudiogroup.com) fea-
ture ATC’s 3-inch soft-dome midrange, a 1-inch
soft-dome HF unit and a custom, 7-inch carbon-
paper cone woofer with high-excursion capabil-
ity. Onboard amplification is via ATC’s Class-A/B
MOSFET output stage, delivering 150W to the
woofer, 60W to the mid and 25W to the HF driver.
All three stages are fed by fourth-order, critically
damped, phase-compensation crossover filters.
The unit’s ported enclosure measures 10.4x16.9x16
inches, and can be rackmounted for broadcast/re-
mote applications.

The MicroMain35 from Barefoot Sound
(barefootsound.com) puts dual force-canceling,
long-excursion 7-inch woofers, a 5-inch mid-bass
driver and a l-inch dome tweeter into a single,
compact enclosure. Beneath the machined-alumi-
num front baffle is a tri-amped active electronics
complement with 200, 100 and 50W amps. Re-
sponse is spec'd at 35 to 30k Hz (+3 dB).

The first Blue Sky (abluesky.com) monitor de-
signed to be used with or without a subwoofer, the
SAT 6.5 EXR is two-way, bi-amplified near-field
with dual 100W amps and two independent XLR
balanced inputs—one for full-range operation, the
other with an 80Hz highpass filter for use with
Blue Sky’s SUB 12, SUB 212 and SUB 15 Univer-




sal. The monitor’s 6.5-inch, cast-aluminum-frame

woofer has a hemispherically shaped, mica-filled
polypropylene cone with rubber surround, paired
with a l-inch dual-ring radiator tweeter with inte-
gral waveguide. Retail is $949 each.

The next evolution of Blue Sky’s EXO stereo
monitoring system, the $499 EXO2 package com-
bines a 110W subwoofer, two 35W satellites and a
controller. Like the original, the EXO2 combines
true full-range monitoring with the convenience
of a desktop remote-control hub. Each 3-pound
(7.2%4.8x5-inch) satellite has a 3-inch cast-frame
neodymium woofer and a l-inch fabric-dome neo-
dymium tweeter.

The redesigned BM5A MkII ($715) from
Dynaudio  Acoustics
features a new 7-inch driver, high-resolution soft-

(dynaudioacoustics.com)

dome tweeter and a dual 50W amplifier deliver-
ing 117dB SPL. Three integrated analog room
filters allow for adjustment and compensation at
low, midrange and high frequencies, and there is a
(60/80Hz) HPF and a +4/-10 sensitivity switch.

At NAMM, we got a sneak preview of the
Direct 5, the next release from Equator Audio
{equatoraudio.com), a 5.25-inch coaxial, direct-
field design with matched transducers, silk-dome
tweeter, onboard factory-preset DSP and 100W of
onboard amplification, all within a front-ported
enclosure just more than nine inches tall, Street
pricing is approximately $299/pair.

The latest addition to Focal’s (focalprofes
sional.com) Compact Monitoring System line, the
CMS 40 ($465 each) is targeted for broadcast and
post-production environments, and allows near-
field listening from as little as 16 inches without
compromising sound balance. An aluminum/
magnesium inverted-dome tweeter provides high
frequencies to 28 kHz, while its 4-inch polyglass
woofer extends LF to 60 Hz. Dual 25W Class-A/B
bi-amplification has analog XLR and RCA inputs.
The optional CMS Sub is $1,095.

The Focal SM9 puts two independent speaker
systems within the same cabinet. The SM9 fea-
tures a l-inch inverted beryllium dome tweeter
(100W), a 6.5-inch midrange driver (100W), 8-inch
woofer (400W) and an upfiring passive radiator.
The system boasts a 30 to 40k Hz (+3dB) response

and can be switched into two-way mode, which
shuts down the woofer and radiator but reconfig-
ures the crossover for two-way use.

Fostex (fostexinternational.com) has updated
its PM0.4 studio monitors. The new PM0.4n ($199
pair) models feature a high-efficiency, bi-amped
design, with twin internal 18W amplifiers driv-
ing the 4-inch woofer and 0.75-inch dome tweeter.
The dual-ported enclosures (available in five high-
gloss colors) feature smooth, radiused edges to
minimize diffraction effects, and threaded inserts
on the speaker base accommodate optional wall-
mount brackets.

Genelec (genelecusa.com) expands its 8200
Series of DSP-driven monitors with the 8260A, a
three-way design incorporating a proprietary Min-
imum Diffraction Coaxial (MDC™) mid-high driv-
er on a Directivity Control Waveguide for smooth,
flat on/off-axis response. With the MDC, the mid-
range driver cone forms a continuous surface for
the tweeter output, coupling both drivers into a sin-
gle coincident point source. Genelec Loudspeaker
Manager software manages crossover filters, driv-
er EQ, driver alignment, room-response correc-
tion, calibration filters and distance-compensating
delay so the 8260A can be used with other 8200
Series DSP monitors and 7200 Series subs in the
same setup. Genelec's AutoCal automated room-
calibration/system alignment provides accurate
response for multichannel audio systems in vary-
ing room environments.

The redesigned M-v2 Series active stu-
dio monitors from iKey (ikey-audio.com) fea-
ture a front-firing bass port, soft-dome tweeter
and glass-aramid composite woofer. There are
four different models: M-505v2 (S-inch woofer,
S0W/25W bi-amped; $209), M-606v2 (6-inch,
65W/25W; $239), M-808v2 (8-inch, 100W/25W;
$319) and the 175W M-10Sv2 10-inch subwoofer
($399). All have HF or crossover adjustment and
a rear panel volume control.

Designed for its LSR2300 Series monitors
(but operable with virtually all other monitors,
as well) is the MSC1 Monitor System Controller
from JBL (jblpro.com), a desktop “monitor sec-
tion” that's ideal for use with DAW-based stu-
dios. The MSC1 was originally offered with Con-

From left: Fostex PMo.4n, Trident Audio
Developments HG3, Mackie MR8mkz2, Pelonis
Sound and Acoustics Model 42 and ADAM
Audio S3X

trol Center Software for XP and Vista PCs, but
JBL has recently released a new version of the
app for the Mac.

A company founded by speaker designer
Keith Klawitter, KK Labs (kkaudiolabs.com) an-
nounces the DS-8, a powered studio monitor that
includes DSP/Ethernet control with either analog
or 24-bit/48kHz AES/EBU digital audio input con-
nections. The two-way design features an 8&-inch
LF driver and a l-inch inverted-dome titanium
tweeter. The DS-8's Acoustic Cabinet Control”
(ACC) design aligns and tunes the low frequencies
for a linear sound with quick transient response.
Its new DS-6 is a two-way powered speaker sys-
tem with a 6-inch woofer and titanium-composite
tweeter housed in an ACC enclosure. All DS Se-
ries monitors feature onboard 350W and 200W
bi-amplification and four tuned DSP presets that
allow the units to function in almost any listening
environment.

Unveiled at NAMM and shipping next month
are Mackie’s (mackie.com) MRmk2 Reference Se-
ries studio monitors. Both the 5.25-inch woofer
MR5mk2 ($199 pair) and 8-inch MR8mk2 ($329
pair) are powered two-way designs with a l-inch
soft-dome neodymium tweeter on a custom, wide-
dispersion waveguide. Inside the rear-ported cabi-
nets is a Class-A/B amplifier section with XLR,
TRS and RCA analog inputs, and user-adjustable
controls for acoustical correction.

Neumann (neumannusa.com) has rebranded
the Klein & Hummel speaker line and offers its
first studio monitor. The Neumann KH 120 fea-
tures a Mathematically Modeled Dispersion wave-
guide, flexible acoustical controls (three four-po-
sition switches for bass, low-midrange and treble
bands) and analog/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.
It's offered in either a standard model (with ana-
log and digital inputs) and as the KH 120D, a ver-
sion with digital inputs only. A KH-810 subwoofer
is optional and takes LF down to 18 Hz.

The Model 42 from Pelonis Sound and
Acoustics (pelonissound.com) is the newest re-
lease in the Pelonis Signature Series. The system
puts 4-inch, two-way dual-concentric coaxial driv-
ers into compact, rhomboid-shaped enclosures
fed from a companion rackmount DSP control-
ler/crossover/200W bi-amplification unit. The
angled front baffles point the speakers slightly
upward in a desktop setup, downward when
used on a high meter bridge or inward toward
the user when at ear level.
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near-field reference monitors

PMC’s (pmc-speakers.com) AML2 powered
monitors supersede the AML1 model with an
upgraded power supply and an enhanced cabi-
net structure. The AML2 combines a flat-piston,
6-inch, carbon-fiber/Nomex woofer capable of ex-
treme 33mm excursion and a 1.5-inch soft-dome
tweeter, both driven by Bryston-designed Class-
A/B (100W/80W) amps. Response is stated as 33
to 25k Hz.

The V2108 reference monitoring system
from Quested Limited (quested.com) is intend-
ed for near-field applications. It applies an 8-inch
woofer and l-inch dome tweeter to designer Rog-
er Quested’s well-known driver layout, along with
the company’s new current-driven, floating drive
stage Class-A/B amplification with two channels
of 200W to each of the drivers. The compact cab-
inet delivers LF response down to 40 Hz.

New from RCF USA (rcf.it) are the Mytho
6 and Mytho 8 active two-way, near-field refer-
ence monitors. These combine an aluminium/
magnesium alloy (with high-excursion soft-poly-
mer surround) dome tweeter and either a 6- or
8-inch neodymium woofer in a front-ported,
all-aluminum enclosure. Power is via 200- and
100W Class-A/B bi-amplification to the LF and
HF drivers with onboard DSP crossover and
equalization.

New from Tannoy (tannoy.com) are the Re-
veal 501a ($249) and 601a ($349) active and 601p
($179) passive studio monitors. All feature a
front-ported design with a wideband tweeter that
extends response to 30 kHz. The 501a has an in-
tegrated G0W amplifier driving its 5-inch LF/MF
driver and l-inch soft-dome tweeter, and a stated
64 to 30k Hz response. The 601a has a 6.5-inch

il

i

\

i

LF/MF driver and l-inch soft-dome tweeter for a
60 to 30k Hz bandwidth. The 601 is also offered
in a passive, nonpowered version, the 601p.

Legendary speaker designer Harvey Gerst
worked with noted amp designer Russ Allee to
create the new HG3 powered close-field monitors
for Trident Audio Developments (trident-audio
.com)., The HG3 speakers combine a midrange
and HF driver in a separate swiveling enclosure
set into a ported subwoofer cabinet, with the swiv-
eling action greatly reducing diffraction distor-
tion while letting users adjust directionality for
improved imaging. Three sets of inputs allow for
balanced (XLR and TRS) and unbalanced (TS and
RCA) connections. 1l

Mix executive editor George Petersen also runs a small

record label at www.jenpet.com.
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By Blair Jackson

sey Buckingham in Two Worlds

LES PAUL AWARD WINNER PREPARES NEXT SOLO ALBUM

When Lindsey Buckingham and I hook
up by phone one morning in the late
fall of 2010, he apologizes for sounding
tired, noting, “We did this corporate in
Phoenix two nights ago and | got in late
from that and I have kids who wake up
at six in the morning.” The “corporate”
was essentially a large private party, and
“we"” is Fleetwood Mac. When | express
surprise that Fleetwood Mac would play
that sort of gig—after all, the re-formed
band (sans Christine McVie) has been
touring (if sporadically) very success-
fully in big arenas—he replies, “Well,

we're living in the new world of the
music business and we’ve got this little
window, so there’s no reason not to,”
and you can almost hear the shrug on
the other end of the line.

Buckingham and I were speaking
because it had just been announced that
he would receive this year's Les Paul
Award at the 26th annual Technical
Excellence & Creativity (TEC) Awards,
held January 14, 2011, at the Anaheim
Hilton, in conjunction with the NAMM
convention. The Les Paul Award honors
musicians “who have set the highest

standards of excellence in the creative
application of audio technology"—
a description that certainly applies to
Buckingham. Best known for front-
ing Fleetwood Mac on and off for the
past 35 years, and writing and singing
many of their best tunes, Buckingham
has also made a handful of intriguing,
somewhat idiosyncratic, solo albums; in
fact, another one, tentatively titled Seeds
We Sow, should be out in the not-too-
distant future. From the beginning of
his career, he’s been deeply involved in

recording—he’s been cutting the new
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lindsey buckingham

album in his home studio, engineering it him-
self. We thought this might be a good time to
catch up with this restless and endlessly creative
musical great.

Fleetwood Mac has become a “legacy band” at this
point d. Are you guys getting along okay?

You know, it’s been a long, emotional road with
the band and I think we're entering a time when
we can appreciate each other in a way that was

maybe not very likely for a number of years. A
lot of it had to do with the hit-or-miss quality of
how often we would even see each other. During
those periods when we're apart, everyone sort
of goes through their own personal journey of
making sense not only of what's going on now,
but what went on then. Maybe we're better able
to approach everything from more of an over-
view now. [ think that’s where we are.

The last time we spoke, you had just finished Say
You Will {Fleetwood Mac’s most recent album) and
were about to go on tour. I'm wondering whether
you still play material from it on the Fleetwood Mac
tours you do. There were some good tunes on there,
but no “hits,” I guess.

Let’s see, when we went out last year, we didn’t
have a new album and we were going out and do-
ing a body of work that we thought people would
want to hear. And that’s something you come to
terms with—that when you have been around
long enough, there are a lot of songs people re-
ally want to hear and they are perhaps less inter-
ested in new material.

Sad but true.

Well, it isn't really sad. For me, it’s like having the
small movie and the big movie. You can do the
solo stuff and it keeps you growing and it keeps

you vital on certain levels, and then you can go
out and work the big machine and actually just
have fun with what that is and take it for what
it is.

So the answer would be, no, on the last tour
we didn’t do anything from that album because
think it didn’t fall into the preconception of play-
ing what we thought people wanted to hear. On
the tour before that, when we were actually sup-
porting the Say You Will album, we did a few
songs from that record.

You've been pretty prolific since then, putting out two
very different solo albums—Under the Skin, which
felt very personal and intimate, and then Gift of
Screws, which showed a more raucous side.

Under the Skin has a very specific vibe, with all
those acoustic textures and all that.

After we got done with the Say You Will tour, 1
said to the band, “Look, | want to take about three
years, | want to do two solo albums if I can and
tour behind both of them. So give me the time to
do that and 1 can guarantee you I will come back
into the fold with a renewed sense of community
and a renewed sense of myself, which will hope-
fully bring something new into the mix.” And
I did just that—that three-year period was a re-
ally positive time of growth for me, camaraderie

April 6 — 9, 2011« Frankfurt, Germany
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with my own band and confidence-building. And
it's great to be out there playing for maybe 2,000
people and really connecting with the audience
in a way that you can't in a giant arena. I'm not
knocking what we do with Fleetwood Mac. Those
shows are really fun in a completely different way,
and the level of connection with the audience is
also certainly very special.

How did Under the Skin affect Gift of Screws,
ifatall?

Actually, I'm going through the same schizoid
thing right now with the new album. Under the
Skin didn't really have lead guitar and was pretty
much an acoustic-feeling album, whereas Gift of
Screws was the opposite, and 1 think it was not
just a reflection of my own sense of the range
that’s there, but also a reflection of doing one
[album] for me and one for... Well, as soon as |
turned in Gift of Screws, Tom Whalley [now-de-
parted CEO of Warner Bros.] called and said,
“This is exactly the album we wanted before!”
“Thanks, I guess.”

[Laughs] “Glad you liked Under the Skin, man!”
I don't think they really “got” Under the Skin, to
be honest, because they're looking for things
that somehow resonate with the Fleetwood Mac
brand. And that’s kind of the onus under which
you have to function—or not. I've done pretty
well at undermining that over the years.

I can’t believe 1 just heard you say “Fleetwood Mac
brand.”

Yeah, well, this is what we have to rail against
to some degree. That was the psychology behind
Tusk—taking what was clearly a point at which
we might get branded and never be able to find
our way out of that, and to pull the rug out from
under it before there was a chance for it to take
[root]. You could argue whether that was a wise
choice or not. I was saying to Irving Azoff recent-
ly, “There are times 1 sort of kick myself around
the block on a financial level for not working the
franchise more.” But that's the trade-off. I'm the
person [ want to be now, so I have no qualms
about some of those choices. 1 think other people
might have qualms about some of those choices.
But it’s not their life.

That’s exactly right.

Tell me about the new album.

It's still coming together. I did it here at the
house. When we got off the road with Fleet-
wood Mac last December [2009], | wasn't real-
ly planning on making another solo album. I
had a lot of ideas, but I didn't necessarily feel
the great urge to do that. And there was some
talk about Fleetwood Mac continuing after the
first of the year, but that didn’t come together,
and suddenly I found myself with this time. At
one point, I thought about doing shows where

it would be a whole hour of just me doing what
I do on guitar, and maybe at the end you bring
out Brett [Tuggle, bassist in his solo band] and
Neale {Heywood, guitarist] or something. 1
thought that might be something people would
find interesting, so | was basing a lot of the ap-
proach on this album in a way that would reso-
nate with that kind of show. Then, of course, as
time went by, drums started to creep in on a few
songs and it got more and more schizoid.

Are you playing the drums?

No, it was machine drums and some [Apple] Ga-
rageBand stuff. And then there is also Walfredo
Reyes [Jr.], who was on our last tour; he played on

a few things. Some of it, there’s no drums at all.
Then, once you start playing little bits of things
for people, they tend to gravitate to the tracks
with drums, so I said, “Okay, I'm gonna hedge
my bets here, make sure that I'm covered if that’s
where this album wants to go.” I wanted to be
open-minded. It may very well be an album that’s
closer in spirit to Under the Skin, but in a slightly
rawer way. But I've also got other things that have
some lead guitar on them. It’ll be interesting to
see how it comes out. But I think it could be as
good as anything I've done in a while. lll

To read more of this interview, go to mixonline.com.
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Airshow Serves the Live Recording
Market With Festivalink.net

Ever since opening Airshow's (airshowmastering
com) facility in Boulder, Colo., in 1997, company
co-founder and chief mastering engineer David
Glasser has mastered live releases for top local
acts. "In the case of String Cheese Incident, we
must have mastered about 150 of their shows,”
Glasser says. "They were one of the first bands to

do a quick-turnaround CD issue for their concerts.

From left: Airshow's David Glasser, Ann

Blonston and James Tuttle.

They went to a more economical model when [In-
ternet] downloads became the way to go.”

In 2006, Airshow's partners created a sister
company, Festvalink.net, "to [provide] the mar-
keting and business overview" for distributing live
releases online, explains Ann Blonston, who is
general manager of both companies. FestivalLink.
net offers Airshow's audio services to artists; works
with online distribution platforms LiveDownloads.

com, Amazon MP3, 1Tunes and HDtracks; and
partners with festival organizers to record shows—
often with the help of front-of-house engineers
or PA. companies—as well as market tracks and
collections to the concertgoers. Its stated mis-
sion is “to capture 'festival moments' and...help
keep memorable music alive by releasing record-
ings from the archives of festivals, clubs and radio
shows." Recordings are packaged as MP3s, FLAC
downloads and on CDs.

“We took what jam bands were doing in a very
ad-hoc fashion and created a digital record label
model," Blonston says. "We do timely post-pro-
duction [that] is fully approved by the artist before it
is released, and full mechanical licensing. [Festivals)
are a revenue partner; everybody gets paid.”

Blonston heads up FestivaLink’s management
team while Glasser oversees its audio team, which
comprises Airshow engineers James Tuttle, Charlie
Pilzer, Jason McDaniel and Anna Frick. John Koe-
hler of Klondike Sound is also a FestivaLink owner.

FestivaLink recently released tracks from the
Fourmile Canyon Revival concert held in Boulder
on October g, 2010. Proceeds from the concert and
sales of recorded tracks beneft the Boulder Moun-
tain Fire Relief Fund following September’s devastat-
ing Fourmile fire in the Boulder foothills, which de-
stroyed 169 homes and more than 6,000 acres.

— Matt Gallagher

Scott Jacoby of Eusonia Records mixes
in Pro Tools HD3 in €Eusonia Studios

Grammy-winning composer/producerfengineer/label owner Scott
Jacoby started the Fusonia Records label in 2007 after four of the R&B
and pop artists he was working with—as composer and/or produc-
er—were dropped by the majors. “This was a way for me to ensure
that the records [ believed in would actually see the light of day.” faco-
by says. His first Eusonia release was Maiysha's Grammy-nominated
This Much Is True album, a project that exemplifies Jacoby's depth
of talent and involvement in his artists’ projects. Working in his own
Eusonia Studios, he played a huge percentage of the musical parts—
bongos, bass, clavinet, djembe, drums, acoustic and electric guitars,
organ, piano, vibes and more—in addition to co-writing all of the
original tracks and serving as the engineer and producer.

Now, Jacoby and his business partner, VP Alex Bilowitz, are build-
ing a strong music-centered label and recently welcomed another part-
d producer/comp

ney, who will work with Jacoby to discover and sign new artists. New

ner, Grammy /musician James McKin-

additions on the artist front include Silya and Zach Deputy.And Jacoby
is busy in Eusonia Studios, a recording-in-the-control-room-type facility
centered around Pro Tools HD3 and Genelec 1031A monitors. Also in
his arsenal: Avalon, AP1, Manley and Neve mic pre's; numerous newer
and custom mics; and a toy chest of keys, synths, guitars, etc. Jacoby still
works with major-tabel acts, but almost all of his projects pass through
Eusonia Studios at some point. He says his favorite role is “control
freak,” where he can write and mold a track with real instruments, but
also employ virtual methods that will best serve the song and the artist.
—Barbara Schultz
L= e ———— ———_]|
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by Barbara Schultz

Glenn Meadows, the revered mastering engineer
whose name was long synonymous with Masterfon-
ics Studios, joined Mayfield Mastering several months
ago and recently went
online with a new room
within the facility. Mead-
ows worked with Mayfield
associate Mike Poston and
contractor John Poston
(Mike Poston's son) 1o
maximize the usability of an
18x16-foot room,

Glenn Meadows' studio

and employ the

centers around Sadie V. 6
and PMC IB-1 monitors.

acoustical prin-
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ciples that Meadows has learned after decades of
working in Tom Hidley—designed studios.

"it's a minimalist approach,” Meadows says.
"It's a table with a granite top and two LCD monitors
in the front, and a keyboard and monitor controller
on it. It's open underneath so the sound goes un-
der the desk and is not obstructed by the console.
We used a lot of specialized baffle trapping—what
Tom [Hidley] calls his active trapping and flanking
blankets. We used a lot of front-wall rigid surfaces so
there's no resonance in the room."

Meadows monitors via PMC IB-1 speakers pow-
ered by Bryston 7B amps, and he works almost ex-
clusively in the box, using Sadie V. 6 and Weiss con-

verters. "My plug-ins are iZotope Ozone," he says,
"and I'm playing with the new Slate FX-G, using
Paul Frindel's Dynamic spectrum mapper at times.
I also have access to the analog gear John has in
his room, which is a rainbow assortment of Avalon
EQs and Prism compressors, et cetera, so if | need
something like that, | can go and grab it.”
Meadows has been busy with a variety of jazz,
gospel and contemporary Christian projects. “John
has been open to whatever | needed to get re-estab-
lished,” Meadows says. "I've also helped him sort
out some issues with his room and covered proj-
ects for him when he's overloaded. The clients have
been very happy, and that's the bottom line.” lfl
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Buddy Holly
“THAT’LL BE THE DAY”

By Ron Skinner

There are two lessons to be learned from this
month’s “Classic Track™ First, persistence
pays off; and second, sometimes the master is
the demo and the demo is the master.

In the winter of 1956/57, Buddy Holly was
an artist in transition. After being discovered
by talent scout Eddie Crandall in the fall of
1955 and signed to Decca Records in Nash-
ville, by late 1956 Holly found himself without
a hit and without a contract. Prior to this, Holly
had had three separate recording sessions for
Decca between January and November 1956
with legendary country music producer Owen
Bradley at his Quonset Hut studio on 16th Av-
enue in Nashville.

For Holly’s first Decca session, he was
told to put down his guitar and concentrate
on his vocal, and his band was filled out with
Nashville session men. His first single, “Blue
Days, Black Nights,” garnered some positive
reviews, but it didn’t sell. On his second vis-
it to Nashville in July 1956, Holly insisted on
playing guitar and singing. He also insisted
on having members of his band back him and
on recording original material. It was during
this session that a master take of “That’ll Be
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the Day” was recorded. When the Decca ex-
ecutives heard the fruits of this session, they
were unimpressed—so much so that, accord-
ing to drummer Jerry Allison, one of the ex-
ecs proclaimed that “That’ll Be the Day” was
the worst song he’d ever heard. “The people in
Nashville didn’t like it at all, which hurt my
feelings, of course,” says Allison more than 50
years later.

When Holly returned for what would be
his final Decca session in November 1956,
Nashville session musicians once again backed
him, and Holly was again told to set down his
guitar. After the failure of Holly’s first single
and the disastrous “That’ll Be the Day” ses-
sion, Decca was not taking any more chances.
At this session, the Holly single “Modern Don
Juan” was recorded—it flopped.

While Holly was going through his trials
and tribulations with Decca, another devel-
opment was under way: Musician/composer
Norman Petty had set up a recording studio in
Clovis, New Mexico, a small town just west of
Holly’s hometown of Lubbock, Texas. Petty fi-
nanced his studio with royalties he had earned
from his trio’s hit recording of the Duke El-

lington song “Mood Indigo.” At first, the stu-
dio was intended to be for private use, but word
quickly spread and it became a hot spot for re-
cording local talent.

While still signed to Decca, Holly decid-
ed to record some demos in Clovis with Petty.
Holly was in search of his sound and perhaps
a more comfortable place to record. His first
attempts were a seven-song session of mostly
original songs in the spring of 1956, followed
by a session of two cover songs that winter. At
this point, Petty shied away from further devel-
oping Holly’s music—possibly because of Hol-
ly’s recording contract with Decca or because
Petty didn’t feel that the material that Holly
brought to the sessions was strong enough. Ei-
ther way, by the time Holly showed up for a
third demo session on February 24, 1957, both
of those circumstances had changed.

Petty had suggested that Holly get some
more original songs and a band together. When
they were well-rehearsed, he should come back
and cut a demo that they could pitch to record
companies. After being released from his con-
tract with Decca in December ’56, Holly was
determined not to fail; he had developed strong
ties to many musicians in Lubbock, and by the
time of the “That’ll Be the Day” session with
Petty, he had put together a cohesive group.
On the session were longtime friend and bass
player, Larry Welborn, and guitarist Niki Sul-
livan, who also sang backing vocals for Holly
with husband-and-wife team Gary and Ramo-
na Tollett. Holding it all together on drums
was Allison, Holly’s best friend and co-writer
of “That’ll Be the Day.”

“That’ll Be the Day” had been written in
the spring of 1956 in Allison’s bedroom after
Holly and Allison had seen the John Wayne
film The Searchers. In the film, Wayne’s char-
acter repeats the phrase “That’ll be the day”
several times. “We started writing the song
one day when we were practicing,” Allison re-
calls. “I had a big bedroom at my folks’ house
where | kept my drum set, and Buddy had his
guitar, and we were just practicing and fooling
around with the guitar. Buddy said we ought
to write a song, and [ said, “That’ll be the day,’
and Buddy said, ‘That’s a good idea,’” and in
about 30 minutes we wrote us a song.”

At the time of the session at Petty’s stu-
dio in February of 1957, “That’ll Be the Day”
seemed quite old to Holly. He had unsuccess-
fully recorded it for Decca eight months ear-
lier, and while the band had rehearsed the




song and had it ready, Holly's focus was on a
newer song called “I'm Looking for Someone
to Love,” which he thought would make a bet-
ter A-side.

Sessions at Petty’s studio usually started
in the evening. The studio, at 1313 7th St., was
in a building that had once housed a family-
run grocery store. Its proximity to 7th Street,
the main thoroughfare in and out of Clovis,
meant a lot of traffic noise during the day, so
recording at night was the only practical way to
use the studio. This, coupled with the fact that
electricity was more reliable at night, made all-
night recording sessions the norm.

The recording space was hand-built by
Petty in the early 1950s. It measures a cozy
20x24 feet and features individually tuned
polycylindrical walls that run vertically on one
wall and horizontally on the opposite, with no
two surfaces in the room running parallel.
Plush curtains cover the cement outer wall,
while fabric and carpet are used to diffuse
reflections throughout the room. Tall sound
baffles, referred to as “drum walls” by Gary
and Ramona Tollett, were used to isolate sing-
ers and instruments. Double-paned windows
provide views between the tracking room and
the small control room, between the track-
ing room and an additional iso booth/waiting
room, and between the control room and iso
booth. Down a narrow hall that runs behind
the studio floor are three more rooms: a kitch-
en, bathroom and sleeping/living quarters.
Petty’s studio was a fully equipped residential
retreat recording studio—a concept that was
decades ahead of its time.

Recording “I'm Looking for Someone to
Love”/“That’ll Be the Day” began around 9
p-m. on that cold Sunday evening in February.
“I'm Looking for Someone to Love” was new,
and the band needed several hours of rehearsal
and a number of takes to record the song; they
got the final take somewhere around 2 a.m.
With Monday-morning responsibilities loom.-
ing back in Lubbock, the group began record-
ing what was to be the demo’s B-side: “That’ll
Be the Day.” Luckily, that song was well-re-
hearsed; the song had become a standard for
Holly and his group, and Allison says it was
a hit with the kids of Lubbock long before it
was a hit record: “We had played it in between
[sessions]; we played it at dances. They liked to
dance to it, and we got a good feeling and reac-
tion from it.” Because the song was so famil-
iar, the B-side only took two takes to record.

Some of the gear used to record
“That’ll Be the Day”: RCA 77
{below) and RCA 44 ribbon mi-
crophones and Norman Petty’s
Ampex 350 tape machine

For the recording of “That’ll Be the Day,”
all of the musicians and singers were on the
main studio floor: drums, acoustic bass, elec-
tric guitar, Holly singing the lead and the trio
of backing singers. Knowing this while listen-
ing to the recording is evidence that a great
deal of work and thought went into the build-
ing of this acoustic space.

A 5-channel Altec broadcast mixer was the
heart of the small control room. The mixer had
been modified to allow signals to be sent to an
echo chamber in the attic of the service station
next door. The echo chamber featured no par-
allel surfaces and a concave plaster ceiling with
tiled floor and walls. It had been built by Petty
with Holly’s father and brother, who owned a
tile business. The studio’s main tape machine
was a mono Ampex 350 purchased in 1955. A
secondary portable Ampex 350 was used for
playback when sound-on-sound overdubbing
was required, and monitoring took place via
Altec 604 speakers. On the studio floor, clas-
sic ribbon and tube microphones were used to
capture the instruments and vocals. RCA 44
and 77 models, Bang and Olufsen Fen-tone,
Altec M-11 and Telefunken U47 mics were all
used by Petty at this time.

With the demos recorded, the next step
was to take them to record companies in
hopes of landing a contract. When attempts to
interest Roulette and Columbia in the songs
failed, Petty brought the recordings to Mur-

ray Deutch, who worked for Southern Music,

Petty’s publisher. Deutch gave the demo to
Brunswick Records’ Bob Thiele, who saw po-
tential in “That’ll Be the Day.” In May 1957,
Thiele convinced Brunswick to release the
demo as a single by The Crickets. The terms
of his previous deal with Decca prohibited
Holly from re-recording the song for another
label, so Petty and Deutch hatched the plan
to release it under a group name in place of
Holly’s name alone.

The record took a little while to catch on,
but thanks to Thiele’s support, “That’ll Be the
Day” became a Number One hit and a million-
seller in the fall of 1957, and Holly became a
rock 'n’ roll star of the highest order. Today,
more than 50 years after Holly’s tragic death
in the plane crash that also took the lives of
the Big Bopper and Ritchie Valens in 1959, you
can find the original Decca master of “That’ll
Be the Day” on YouTube. On it, Holly sang
high above his customary vocal range, and the
reverb-y sound seems like an attempt to turn
the singer into a Gene Vincent type. It took
the faith and perseverance of Holly, Petty, and
then Deutch and Thiele to deliver Holly's au-
thentic, unique sound to the public. lll

Ron Skinner is a producer/recording engineer for
CBC Radio. This article is part of a planned book
about the career of composer/producer/studio
owner Norman Petty.
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Todd Snider

It takes an amusing singer/songwriter performer
to command an audience's undivided attention,
armed with little but a guitar and his own song-
book. But Todd Snider makes it look easy—even
accidental. Singing, picking and story-telling his way
through songs like “Beer Run,” “Looking for a Job”
and his anthem of sorts, “Conservative Christian,
Right-Wing Republican, Straight White American
Males.” There's no stacks, no racks, no effects and
often no rock 'n” roll band to blow people away.
Brian Kincaid is Snider's right-hand-man on tour,
overseeing soundcheck and merch sales, mixing
FOH and recording every show. “The past couple of
years, our touring schedule consists mostly of long

weekends or week-long runs,” Kincaid says. “Since

we fly so much, it's not practical for us to bring any
of our gear. Aside from our recording equipment
and stage setup, we normally use a house-provided
DI, and only travel with cables, tuners, harmonicas
and two Epiphone E)-200s.”

For Snider's vocal, “We like to use the most beer-
soaked mic available—or an SMs8. Audix OMss
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are great, too. Mixing Todd live is really simple as
it's just guitar and vocal channels. He also almost
mixes himself by pulling away from the mic, and by
his mix of finger-picking and strumming. He can
bring the house to utter silence and have them up
on their feet dancing in a moment's notice.”
Because Snider's superb showmanship takes
his songs to a totally different place live vs. on stu-
dio recordings, fans are eager to own the live sets.
Kincaid posts recordings of all of the artist's perfor-
mances online to toddsniderlive.com, where MP3s
of full-length shows can be downloaded for about
$7 each. Kincaid has developed a consistent system
of capturing the dates: “| take separate guitar and
vocals channels or a stereo soundboard feed, which
| record to two tracks. | run a pair of
Peluso CEMC-6 microphones that |
record to an additional two tracks in
my DAW, which includes an M-Audio
interface running to my PC, capturing
the files in Cakewalk SONAR. Post-
production normally consists of these
four tracks being mixed and mastered
to a stereo matrix mix."
Kincaid and Snider,
working with Snider's frequent studio

Recently,

engineer Eric McConnell (based in
Nashville), selected 24 tracks that McConnell mixed
for a double CD, The Storyteller, out this month on
Snider's Aimless Records label. Snider and Kincaid
are on the road this month, supporting Storyteller
with short runs in New York, Nashville, Boston, LA.
and San Francisco.

—Barbara Schultz

Flyleaf FOH €ngineer Rich Caldwell

( F5

Dante Out With Gabriel

Peter Gabriel's New Blood, Scratch My Back
Tour saw the artist and a 54-piece orchestra
performing cover songs in amphitheaters
and arenas throughout Europe. Due to the
complexities of delivering orchestral sound to
a large arena audience, Brit Row Productions
chose Audinate Dante to help control the zones.
Front-of-house engineer Richard Sharrat used
nine sends from the DiGiCo SD7 to Dante-
enabled products; a
Yamaha DME 64 with
a Dante-MY16-AUD
transferred the AES
outputs ofthe console
to the Dante network.
Final system EQ was
via two Dolby Lake
Processors  running
MESA EQ modules
to an additional five

Lake Processors and a Lab.gruppen LM26 act-
ing as crossovers for the P.A.—all distributed
via Dante over single-mode fiber.

Dante was also employed in the multime-
dia and video aspects. When an audio feed
was required, the sound engineers plugged
an Ethernet cable into a conveniently located
switch, set up the patch on Dante Controller
and gave the video crew a clean feed without
having to consider complex routing or topol-
ogy issues. “Using Dante on a tour of this size
makes load-in and load-outs much faster, is
easy to use and understand, and, most of all,
gives me the kind of audio control | could only
dream about a few short years ago,” says Brit
Row Productions systems tech Josh Lloyd.

Flyleaf originally wanted a recording truck or mobile setup to come out, but we felt confident that we could capture the audio our-
selves and then just hand them a hard drive of the whole tour. Using existing budget, we purchased a Pro Tools HD rig and added a
MADI-to-Digilink interface. That instantly turned the [Soundcraft Vi6] desk into a 64-track mobile studio with full virtual soundcheck
capability. We hadn't seen anyone else use this setup before and we were eager to take it for a test drive. We captured a few shows
at the end of the previous tour and then took the desk home during the break to start building FOH mixes from Pro Tools. The Vi6
went to FOH mix-ready without ever seeing a bandmember. At the beginning of this tour, it yielded an unexpected benefit—the
band was able to write and record an entire EP on the Vi6 /Pro Tools rig during the time previously allotted for soundcheck. We were
able to load up the producer’s [Mark Lewis] show file, have the band play their regular live rig and capture the whole performance
on HD. He was floored at how well it worked and the band never got bogged down in technical delays. Almost everything on the
EP was recorded on the Vi6. The EP will be released in December so you can listen for yourself. ll
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TIPS FOR MIKING AND MIXING
THE ONSTAGE AXE

By Pete Keppler

The sheer number of different amps, amp

simulators, direct-input systems and
acoustic pickups on the market today for guitar
is pretty staggering—probably not that far from
the number of musicians who are out there ac

tually plugging into it all. In the world of gui

tar amps alone, dozens of boutique companies
have sprung up in the past 10 to 20 years, not
to mention the major manufacturers that keep
cranking out new models every year and bring-
ing out various re-issues of their classic amps
from the 1950s, *60s and '70s. With so much
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gear out there, the quest for a killer guitar tone
in your live mix may seem a little daunting. It
will take a bit of experimentation, but assuming
your player has settled on a rig that they're com-
fortable with onstage, it's relatively easy to zero
in on your options and make a choice for the
best method of capturing that sound.

When selecting mics for a guitar amp, a
good first step is just to listen. Because much
of the sound from any non-synthetic instru-
ment is shaped by the player’s style and tech-

nique, try to get the actual player (not their tech
or other substitute) to play through the entire
rig, including wireless systems, pedals and
all lengths of cable being used. Make a men-
tal note of the overall sound of the rig, whether
it seems balanced, overly bright or dark, thin,
muddy, etc., and base your initial choice for a
mic and its placement on that. The number
of instrument mics on the market is growing,
too, thankfully more slowly than the inventory
of amps! My usual palette includes the Shure

The most advanced drum replacement
software ever created has now arrived.
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Featuring the most accurate triggering known to man
Automatic open and closed hi-hat detection
Multiple room and mic samples ® Plug-in hosting
Builtin convolution reverb and morph engine
Volume independant triggering ® Automatic ducking
Automatic left/right samples replacement
and much, much more

Get the whole story ot vwwvwww.Drumagog.com
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SM57, SM7, Beta 98 and KSM 32; Sennheiser
421 and 609 (or 409 if you can find one); Au-
dio-Technica 4050 and 2500; Electro-Voice RE-
20; and the Royer 121. These mics all have their
own unique character when placed close-up
on a speaker. In general, the larger-diaphragm
mics will have a fatter sound, but in the case of
the larger condenser mics, they may also have a
brighter, extended top end. Still, four out of five
engineers agree: The 57 is always a good (and
inexpensive) place to start.

Most engineers believe the best placement
for a mic close-up on the speaker cone is off-
center. Find the center of the speaker (use a
flashlight if you can't see directly through the
grille cloth) as a starting point and set the mic
about halfway between that point and the edge
of the cone. Keep in mind that the higher, harsh-
er frequencies tend to emanate from the center
and the lower, fatter frequencies from the edge.

With so much gear
out there, the quest
for a killer guitar
tone in your live mix
may seem a little
daunting...[but]

it’s relatively easy
to zero in on your
options and make a
choice for the best
method of capturing
that sound.

How far away you place the mic from the speak-
er will also have a significant effect on the tone:
The closer you are, the more low end you'll pick
up due to most mics’ proximity eftect. In live
situations, you don’t usually have the luxury of
more distant miking, but even the difterence of
moving the mic a few inches out can produce
a very audible change. Another way to make a
difference at the source (often the best place to
make a correction) is to angle the mic with re-
gard to the axis of the speaker. Assuming your
speaker is facing out horizontally and the mic
facing it directly, try angling the mic about 45
degrees toward the floor. This will often calm
harsher tones a little without changing the
overall sound. In the case of ribbon mics, the
45-degree angle is often recommended by their
manufacturers to avoid stretching or break-
ing the ribbon—a costly repair. Ribbon mics,
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get that guitar!

while often significantly more expensive, tend
to give you the most honest rendition of what's
actually happening at the speaker, if that's what
you're after. They are more delicate though, and
don’t take well to rough handling.

Note: A situation that I've run across con-
cerning more recent “boutique” amps is that
some manufacturers and custom builders
have found that installing two types of speak-
ers in their combo amps or speaker cabs will
give them a unique sound. Quite often, the two
speakers will have significant sonic differences
and you may find that one is more "mic friend-
ly” than the other.

Another technique is to use two mics (or
more if there are multiple amps and speakers);
a dynamic and a condenser usually make a good
combo. If you want to try this and you're on a
tighter budget, or don’t have access to the more
expensive condensers, try using an SM57 and
the Sennheiser 609. The key here is to make sure
that the mic diaphragms, not just the grilles, are
the same distance from the speaker cone—the
reason being, a difference in distance will cause
problems with time alignment, which may come
in the form of decreased high frequencies and
comb-filtering. An easy way to check for this is to
set your mics at equal gain at the console, set the
channel EQs flat and bring the first mic up for a
listen. (For this process, I usually pan all the mics
to one side of the P.A. or listen in headphones.)
Then add in the other mic to an equal level and
listen for any anomalies.

If the sound gets louder without any loss of
frequency response, you're in good shape. If the
volume gets lower or the tone thins out substan-
tially, check your phase buttons on the console’s
mic inputs. If that doesn't correct the problem,
head back up to the stage and see if someone’s
kicked your mics out of place or there’s a blown
or out-of-phase speaker. (See the “Idiot Check”
sidebar) The Audio-Technica AE2500 men-
tioned earlier was originally designed to be a
bass drum mic, but is becoming a favorite for
guitar amps. It has two discrete mic capsules
in one body: one dynamic and one condenser.
And because they're in the same body, they're
perfectly time-aligned, which is an added bene-
fit. Audio-Technica provides a special cable that
terminates in dual XLR connectors to plug into
the console, one for each capsule. Plug them
in, blend as you like and you're good to go—
quick and easy.

I've dealt with some thin-sounding open-
backed speakers and combo amps (or a player
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THIS MAY SOUND SILLY, BUT...
If you're miking a multiple-speaker

guitar setup (2x12, 4x12, etc.), have
someone play at a low volume or use
a pink-noise generator at a low level
to see if all the speakers are working
and in phase. | have found on several
occasions that one speaker in a cabi-
net may have been replaced but was
wired out-of-phase {one time from the
factory!).

Another common problem is too
much cable. The more cable used
in a setup, the more potential signal
and frequency loss you'll encounter.
If you're using more than 50 total
feet of cable and the sound of the rig
seems weak or dull, bypass the longer
lengths of cable in the setup (or even
plug directly into the amp with a nor-
mal 20-foot cable) and see if the sound
improves. If it's necessary to use long
cable runs, you may want to look into
Certain
stomp-box pedals can also degrade the

preamp/buffering devices.

signal (even in Bypass mode), so make

sure you remove them from the signal

path as part of your troubleshooting.
—Pete Keppler

that puts an amp on the floor, cranks the mid-
range and treble controls, and tells you, “That’s
my tone,” even though they can’t hear all the
nasty high frequencies aimed at their knees). A
great solution for this situation is another two-mic
method: front and rear. Just remember to phase-
reverse the rear mic and try to keep the distanc-
es equal between the mics and the speaker. The
rear mic will give you more bottom and less of the
harsh overtones than the front mic.

An important factor when using multiple
mics on a rig, especially on tour, is consistent
placement. Mics on stands are easily bumped and
moved, wrecking the time alignment and phase
you worked so hard for. I've seen and used sever-
al semi-permanent mounting systems that work
well. The LP Claw can often be used to mount a
mic securely from the side of a cabinet, and there
are many systems from Atlas, Audix, On-Stage

and Z-Bar that also work well. The added bonus
is that if the cabinet gets moved (intentionally or
otherwise), the mics stay put, saving you from
running to the stage to reset them (or fishing a
union stagehand out of the break room to do it,
depending on the city you're in). For consistency’s
sake, it’s also a good idea to mark your mic place-
ment on the speaker grille with a thin strip or two
of gaff tape.

Going Direct
Other techniques for capturing electric guitar in-
volve using a direct input in the form of speaker
DlIs, load boxes and amp-simulation software, ei-
ther on their own or with a miked speaker. While
not exactly like a speaker moving a volume of air
against a mic to produce the sound, you can often
get very good results using speaker-emulating Dls
on their own. The Palmer PGA-04, the Hughes
and Kettner Red Box, the Marshall SE-100 and the
Radial JDX all do a good job of filtering the signal
post-amp to realistically mimic the effecta speaker
has on the amp’s output. And used on their own,
they’ll remove the clutter of mics, stands and ca-
ble from your stage if that’s a concern. When used
with a miked speaker, the time/phase alignment
can get a bit tricky. The speaker-emulating DI
signal will almost always arrive slightly earlier in
time than the signal from the microphone due to
the air gap between the speaker and mic. If you're
mixing on a digital desk, it will be an easy fix: Us-
ing the channel delay function set to its highest
resolution (either in samples or tenths of mil-
liseconds) and the same environment as before
(listening through one side of the P.A. or using
headphones), slowly add a very small amount of
delay to the DI signal. You should hear the signals
“line up” in time as you do this. Using pink noise
as the source can be helpful here as it may allow
you to hear high frequencies more easily. It may
also be easier to flip phase on one of the channels
and adjust the delay until you hear the most can-
cellation, then flip it back and listen.

The isolation cabinet is yet another method
for miking the amp/speaker system. They are a
favorite for players that need to keep the stage vol-
ume low but want to crank up their amp to get the
tone they like. Iso-cabs can be purchased ready-
built and loaded with a speaker and mic mount
{for example, the Randall Isolation 12C), but many
musicians prefer to have them custom-built to ac-
commodate a combo amp or 4x12 cab. An impor-
tant note: The best-sounding isos I've used were
all “vented” in some way. It seems when you seal
a speaker and mic inside a totally airtight box, the




sonic result can get pretty weird. If you're put-
ting a combo amp in an iso, you'll definitely need
some air circulation for the tubes and electronics,
but sound pressure is also an issue. While vent-
ing the box does allow a bit of sound to get out, the
resulting improvement in sound far outweighs a
little noise leakage.

There are plenty of software-driven units out
there now that claim to take a guitar and make
it sound like it’s been run through a hot-rodded
Marshall Plexi, a 1967 Tweed 4x12 cab with Ce-
lestion Greenbacks, and miked with a Neumann
U87 three feet away and slightly off-axis, or many
thousands of other combinations, all with chorus
and plenty of vintage plate reverb. These boxes do
have their merits: For the artist doing promo ra-
dio and TV shows, flying internationally on a tight
schedule without time or a budget for freighting a
lot of gear or hiring consistent rental equipment,
these units can be very handy. For the artist on
tour, it’s a lot cheaper and easier to use as a back-
up instead of carrying a duplicate amp and speak-
er just in case the main guitar rig dies. I have not
heard one that can replicate the sound of real
tubes and a 4x12 stack—that just can’t be beat.

Acoustic guitars can pose some challenges
on a live stage depending on a few factors: the
equipment you're using to monitor them (IEMs
vs. wedges) and the volume at which you may
want or need to mix them out front. In general, a
decent microphone will sound better than almost
any pickup, but the risk of feedback is far great-
er. For the engineer mixing a solo or duo acous-
tic artist or a low-volume show, using a system
that blends a mic and a pickup can give you ex-
cellent results: Use the mic to get the more natu-
ral midrange and high-frequency tones from the
pick and strings, and the pickup to fill out the
rest. If you are dealing with an acoustic that has
no pickup installed, there are several systems like
this available: Fishman, L.R. Baggs and Barcus-
Berry all make mic-and-pickup systems complete
with preamp, mix, phase and basic EQ controls,
and an XLR output. As with any instrument being
picked up by more than one source, you'll need to
adjust placement and controls for a good phase
relationship between the two sources.

As for bringing an acoustic guitar into the
mix from a louder stage, you may not be able
to get away with using the mic input very much
due to feedback and leakage. In the case of a gui-
tar that already has a pickup installed (usually a
piezo-type under the bridge saddle), the easiest
technique is to use the pickup on its own with

a DI, and correct as much you can at the con-

sole. The L.R. Baggs Para DI and the Fishman
Pro-EQ DI are both great for this if you want
to have more control: Each has a preamp and
EQ tailored for dealing with acoustic guitars and
their pickups, leaving your console EQ more
available to enhance instead of correct. If you're
still having difficulty trying to compete with
amplified instruments and drums onstage, or
you want to go the extra mile and get the killer
rock-acoustic-guitar tone, try adding a separate
magnetic pickup (usually mounted in the sound
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hole) and blend it and the saddle pickup either
onstage with a mixer/preamp system or at the
console. The magnetic pickups usually will give
you a lot less of the buzzy top end that some
piezos are famous for. If you're dealing with a
nylon-string guitar, the magnetic pickup is obvi-
ously not an option; the piezo-and-mic system
would once again be a good solution. Piezo tech-
nology hasn’t changed much since its inception,
but the electronics have come a long way, and
several guitar manufacturers now install good,
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active preamps and tone controls to compensate
for the piezo’s inherent sound.

As for processing at the console, if you've been
successful at capturing a great guitar sound
at the stage, there’s often little that needs to
be done other than a little EQ. With electric
guitar—depending on the player's style and
technique, and the type of music—I have some-
times used a little gentle compression (1.5:1 or
2:1 ratio and just a few db of gain reduction) to
keep a guitarist more present in the mix. | have
also used multiband compression (also called
“dynamic EQ”) in a few cases where the player
may have some radical changes in tone from
the stage. Set properly, this will compress an of-
fending frequency range only when it becomes
too loud, leaving the rest of the spectrum un-
compressed. For digital consoles, Waves, Serato
and McDSP all make great software for this. In
the analog world, the BSS 901 and XTA D2 are
great hardware versions.

With a few exceptions, an acoustic guitar
can be treated similarly. Some highpass filter-
ing may be necessary to catch loud “thumps” or
to help clear up the botton end of a mix. A little
compression can be useful, too, but be aware
this may increase the risk of feedback. Using
a slower attack time (20 to 40 ms) can be great
for giving an acoustic more of a percussive edge
in the mix.

An effect that can sound good on acoustic
guitar is a stereo pitch processor or harmonizer.
With the left pitch offset at -3 to -9 cents (not semi-
tones) and the right at +3 to +9, feed your acoustic
channel to it through an aux send and mix in the
stereo effect return to taste. The higher the num-
ber of pitch offset, the more “chorus-y” this can
sound. It is a great tool for making the acoustic
sound larger and giving it more spread in the mix.
This can also be great on an electric guitar solo for
a slightly larger-than-life efiect.

Alot of what I've described here requires time
for setup and experimentation, and often a willing
and patient guitarist. If you can get some time ina
rehearsal space or during a few soundchecks, yon
will ultimately reap the rewards: better-sounding
shows and a lot fewer headaches! i}

Pete Keppler is the front-of-house engineer for David
Bowie and Nine Inch Nails, and has mixed FOH
on tour for Steve Earle, Suzanne Vega, Rufus Wain-
wright, The eels and many others. He is currently
touring as the FOH engineer for Katy Perry.
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Roger Waters (far right) performing-with-the rest of “The Wwal” band_

By Sarah Benzuly

er Waters The Wall Tour

RESURRECTING THE ALBUM WITH A LIVE TWIST

I's been 30 years since Roger Waters
penned Pink Floyd’s mind-blowing al-
bumn The Wall. Fast-forward to today,
and the same political issues, fear and
stress on global matters that formed the
basis of that album are still quite rele-
vant—and Waters demonstrates this in
his jaw-dropping, two-hour (with half-
hour intermission) show. The double-
disc album—played in its entirety on
this tour—concentrates on the walls
people build around themselves for
survival. While this may seem like a
purely philosophical topic, Waters also
brings it into physical reality: By the

1 | WWW.MIXONLINE.COM

time the first-half of his performance
is complete, a 36-foot wall made of
cardboard boxes has been erected on-
stage. Of course, the wall comes crash-
ing down at the end of the second-half.
As each box is put into its place, the au-
dience’s view of the band and Waters is
slowly blurred out. Each box also dis-
plays occasionally chaotic video imag-
es, some of which include pictures of
armed forces casualties, snippets from
the original The Wall video, and B-52
bombers dropping crosses, stars of
David, Islamic crescents and logos of
Shell Oil and Mercedes Benz.

It's a visually stunning experience
with top-notch sound, helped out by
the incredible backing band: guitarists
Dave Kilminster, G.E. Smith and Snowy
White; background vocalists Mark Len-
non, Michael Lennon, Kipp Lennon and
Jon Joyce; keyboardists Harry Waters—
Waters’ son—and Jon Carin; drutnmer
Graham Broad; and, of course, Waters
on bass. Taking care of David Gilmour’s
vocal parts is second lead singer Robbie
Wyckoff.

Tour manager/front-of-house engi-
neer Trip Khalaf has been mixing for
Waters since 1999, walching the artist




become more comfortable in the limelight. “In

1999, he hadn’t done a show in 10 years and no-
body knew what to do with it,” Khalaf recalls. “It
was odd because Pink Floyd always tried to avoid
the spotlight, so no one really knew who was in
the band, except for the real diehards. It has been
interesting watching it grow to what it is now.”

Analog Rules at FOH
For this run of 94 dates, Khalaf is manning
three boards: a Midas XL4 to handle the stereo
P.A. (more on that later), another XL4 to cover
the band and the end of the second-half, and a
Yamaha PM5D for surrounds and effects. “For
the analog side of it, it’s because of the num-
ber of inputs,” Khalaf says. “There are two
bands, really. The front XL4 does all of the main
stage—which is behind the wall—and the one
on the left [another XL4] does all of the surro-
gate band, the forestage.” Inside the effects rack
are Lexicon 480s and PCM91s, TC Electronic D-
Twos, an H3000, a Helicon vocal double, Aphex
gates on drums, Crane Song STC8 on basses,
TLA100s on vocals and dbx 900 on background
vocals. Why XL4s? Khalaf replies: “Because I'm
tired of pretending that digital audio sounds
as good as analog. It doesn't. This record was
made when people cared deeply about sound
quality. These days, that is not as important as
the size of the video screen on your console. If it
comes at me analog, it will stay analog.”

Those surround speakers are Clair R4s
clustered in three configurations—Ileft, right
and rear—that handle the playback and sound

Top: FOH engineer/tour manager
Trip Khalaf (right) with crew chief/
system engineer Robert Wiebel.
Below: monitor tech/RF tech Kevin
Kapler.

effects, provided by playback en-
gineer Mike McKnight. “They're
there so that there’s something
happening for everybody,” says
crew chief/system engineer Rob-
ert Wiebel. “We've had quite good
luck with them; they sound good.”
Adds Khalaf, “The Yamaha takes
care of all the surround stuff, which
comes from a hard disk operator
{Mike McKnight]. We tried carrying
around live pigeons to make pigeon
noises but it didn’t work, so we put
them on hard disk. [Laughs] It also
gives me the opportunity because
all of the effects are digital anyway;
I just bring them back into the Ya-
maha and leave them all there. All
of the surround effects need to be controlled all
the time, mostly because the height of those
surround clusters varies from building to build-
ing. 1 have the VCAs linked between the two
XL4s so that I can more or less control that left-
hand board from the main board.

“I actually have snapshots in the analog
board using the VCAs and the mutes,” he con-
tinues. “But you have to turn up the guitar so-
los and maybe the drummer’s laying out a little
bit. It's mixing the show; things aren’t always
the same every night. I always change my ap-
proach a little bit. ‘Okay, I mixed it this way last
night and it was pretty good, but let’s feature
this a little bit and pull it out.” It's a constant
rethink where you are and reacting to different
buildings. I'm trying to maintain the balance
of the chaos that is with mixing any band. This
one’s a bit less chaotic than most; actually, not
that chaotic—they're a great band.”

The forward-thrusting P.A. is a prototype
Clair i5D. Explains Khalaf, who has been a
senior engineer at Clair for the past 37 years:
“We're the guinea pig. I like it a lot; it’s a bit
more coherent. The original i4 was one 18, four
10s and a couple of horns. There's two philoso-
phies to this. You can either put a lot of low end
into the air, which really pisses off lighting de-
signers, or you stack a bunch of sub-lows on
the floor and beat the people in the first 10 rows
half to death. Clair's philosophy has always
been to put as much of the low end in the air as
you can and use the sub-lows simply as an add-
on to move a bit of the air and couple more ef-

fectively with the floor. Putting all that stuff into
one box gave us the opportunity to smooth out
a lot of the anomalies with the original cabinets.
The problem with it is that it's big. We were a
bit worried about it when we first started, but
we found it’s smaller than a staging dolly, so no
one really cared. | wouldn't want to push one
of those across a field in Montenegro...actually,
keep me out of Montenegro.” In addition, there
are eight i5s for side coverage, 12 B218 subs un-
der the stage and eight FF2s as front-fills. All of
this is powered by Crown analog amps.

All Digital on the Monitor Front
Whereas FOH is a mostly-analog affair, moni-
tor world maintains a purely digital approach.
Monitor engineer Robin Fox mans a DiGiCo
SD7, working with around 60 inputs for all
16 ear mixes (on JH Audio in-ears) and the 42
12AM Series 2 wedges; monitor amps are Lab.
gruppen 20ks. Monitor tech/RF tech Kevin Ka-
pler says that they are scanning for about 42
operating channels of wireless, though he cal-
culates for about 54. Kapler uses a TTi hand-
held analyzer with an A04 8200 scanner. For
the Sennheiser 2000 Series transmitters, he
uses a Pro Wireless 1ES program to coordinate
the frequencies, citing that the beauty of this
system is that he can sync it.

Included in his wireless roundup are the
mic models, which include a Shure U4D
(though both Waters and Wyckoff will also
sing through a hard-wired 58) and wireless
Shure mics for background vocals. “We've got
about a half-dozen wireless just for the acous-
tic instruments,” Kapler adds. “This includes
all the wireless for the end of the show, where
the musicians will come out with an accordi-
on, ukulele, et cetera.”

While Waters is very involved in the sound
of his show (they record a DVD each night that
he'll review for any tweaks; in fact, Khalaf says
they haven't nailed down the arrangements
quite yet), the artist and FOH engineer have a
great working relationship that allows Waters to
do what he does best and to give Khalaf the air
to mix the show as he sees fit. “He’s absolute-
ly involved, but the great thing about being a
front-of-house engineer in the final analysis is
that the artist has no idea what you're doing out
there; they just have to trust you,” Khalaf says.
“He lets me do what I want to do. This is one
of the last great traditional rock 'n’ roll tours.
I sometimes wonder if I'll ever be able to do
something this rewarding again.” i

Sarah Benzuly is Mix’s managing editor.
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Vocals/guitarist
Rivers Cuomo sings
through a Beta 58 cap-
sule on a Shure UR2
handheld transmitter.
The other seven vocal
mics are Audix OM7.
According to guitar
and keyboard tech
Tracy Robar, Cuomo’s
setup comprises a Die-
sel VH4 head through a
Marshall 412 with Ce-
lestion 25-watt, miked
with an SM57and a
409 condenser.

ACTITIE

T

1!

VI LY N

At each stop on their Memories tour, Weezer holds that city
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hostage for two nights—one for each of their chart-topping
'90s albums: Weezer (The Blue Album) is performed from top
to bottom on the first date, and Pinkerton on the next. While
| the crowd is rocked down memory lane, the band also throws
in some other hits, B-sides and songs from their latest, Hurley.
Mix caught the Pinkerton date at San Francisco’s Nob Hill Ma-

onic Auditorium.
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As the tour is not carrying boards for this run of dates, front-of-
house engineer Ted Keedick specs a Vamaha PM5DRH or an Avid
Profile. “The mix with Weezer is pretty straight-ahead so I would
generally not use additional plug-ins,” Keedick explains. “As for out-
board rack gear, I like to have an Avalon 737 for my lead vocal and an
€Eventide H3o00 for vocal effects.”

The tour relies on house-provided (or rental) P.A. systems; Keed-
ick prefers a Clair i5, Martin WSLC, d&B J Line or a JBL VerTec.
“There are a lot of good boxes out there these days,” he says.

According to Keedick, monitors are generally mixed on either a
PMsD or Profile. €Each performer has a stereo I€EM (Sennheiser G2
systems with AC 3000 eight-way antenna combiner and an A 5000-CP
helical antenna) mix. There is also a sub cabinet on the drum riser
and stage-left key riser. There are stereo IEM mixes for each per- b
former plus a sub cabinet on the drum riser and stage-left key riser. | -A = %N h

From left: Tracy Robar, stage-right guitar/keyboard tech; €rick
Sanger, drum tech; Doug Forsdick, stage-left guitar/keyboard tech;
Ted Keedick, FOH engineer; and Narci Martinez, production manager
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According to drum tech
€rick Sanger, Josh Freese
(left) plays the kit dur-

ing the first set and Pat
Wilson (below, left) comes
in for the second set. Mics
include Beta 52 (kick drum
outside), SMga (kick drum
inside), SM57 (snare top),
Audix D2 (snare bottom),
Audix D4s (toms), SM81
{hi-hat, percussion) and
AKG 414 (overheads).

Hinnunnisunnmnnan

Pat Wilson, who
plays guitars on
the first set, uses
a Peavey 5150 head
through a 5150
Fender 4x12; mics
include SMg7 and a
409. He also plays
a Nord Lead virtual
analog keyboard.
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Bassist Scott Shriner plays
through a variety of models
including a Mesa Boogie 400
head, Ampeg SVT Classic, Mesa
Boogie 4x12 cab and Ampeg
8x10. According to stage-left
guitar/bass/keyboard tech
Doug Forsdick, “These setups
vary all the time. We use the

€vil Twin bass DI and a 421 mic
on the cab, The Roland 404 sam-
pler (inset) is used on the songs
‘Greatest Man,’ ‘Pork and
Beans’ and ‘Troublemaker.’”

On “Greatest Man” and "Hash
Pipe,” Shriner uses Moog
Taurus pedals. His pedal gear
comprises three gain/over-
drives by Wren and Cuff, a Line
6 Blue pedal for a rotary effect
and a new €lectro-Harmonix
POG. Shriner also plays a Dave
Smith Prophet '08 8-voice ana-
log synth and a Moog Voyager.

Brian Bell plays a '63 Gibson SG and a Gibson
€xplorer through a Matchless Independence 35
amp. "The mics vary with the revolving FOH chair,
but the SM57 is almost always there with some
kind of condenser, usually a 409," says guitar
tech Robar. His footpedal gear comprises a BOSS
Acoustic, Distortion DS-2, FS-5L and Chromatic
Tuner TU-2; Pro Co Rat distortion; Electro-Har-
monix Holy Grail Nano; and a Heil Sound Talk Box.
He also plays a Moog Little Phatty analog synth
through a Line 6 DL4.

S
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ROAD-WORTHY GEAR

Mains or Monitors
- TH-12A Powered Loudspeaker

Unveiled at last month's NAMM show, Mackie (mackie.com) expands
its popular Thump Series with the TH-12A ($389 MSRP), a powered,
two-way, 12-inch Thump Series loudspeaker. Onboard Fast Recovery”™
Class-D amplification provides 400W of total system power to the
12-inch woofer and 1-inch compression driver. A rear panel 3-band £EQ
lets users adjust for simple room correction or system tone. The active
crossover includes transducer alignment, while protective circuitry pre-
vents overload and thermal shutdown. The pole-mountable enclosure
can also double as a stage monitor.

The Personal Touch

- PRO Series In-€ar Monitors

The PRO Series feature JHAudio's (jhaudio.com/promusic) pre-
cision-balanced armatures, three-way crossovers and up to -26dB
background noise attenuation. Four models are avaitable, custom-fit
and tuned to the user’s ear shape. The |H|10X3 PRO ($799) has a
single low, midrange and high-range driver and a 20-17k Hz re-
sponse. The $850 JH|11 PRO has dual low drivers with a single mid-
range and high range, and a 10-17k Hz response. The first 6-driver
in-ear, the JH|13 PRO ($1,099), has dual low, midrange and high-
range drivers for a response of 10-20k Hz. The only 8-driver in-ear
on the market, the $1,149 JH|16 PRO, has double dual lows, single
dual-midrange and single dual-high drivers for a 10-20k Hz range.

Fingertip
Control

Studiolive Remote iPad App

The StudioLive Remote software for the Ap-
ple iPad from PreSonus (presonus.com) of-
fers wireless remote control of any PreSonus
StudioLive digital mixer's channels, auxes,
effects, subs, Fat Channel processors and
more. StudiolLive Remote provides multiple
views of key StudioLive mixer controls, and
is a true iPad app, not a port. The Overview
displays the most-used parameters, such as
channel levels, mutes, panning, EQ curves
and more for multiple channels at once. The
Fat Channel view allows navigation between
the gate, compressor, EQ and so on with the
flick of a fingertip. The app is free and part
of the Virtual StudioLive computer-control
system that ships with the company's 24-
and16-channel digital mixers.
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Seres Expansion

Well-Arrayed
_ Trueline V5

The TrueLine Vs ($1,984, retail) from WorxAudio Technologies (worx
audio.com) is an ultracompact line array with a 1-inch exit compression
driver on a FlatWave™ wave-shaping device and dual 5-inch cone trans-
ducers coupled to an Acoustic Intergrading Module (A.I.M.) to minimize
cone filtering. The passive, 16-ohm Vs has 120-degree symmetrical hori-
zontal coverage and 10-degree vertical dispersion. The multi-ply Baltic
birch enclosure weighs 30 pounds and has a black or white finish and
steel grille. Custom TrueAim™ rigging hardware with 1-degree increments
can easily array the system to the desired coverage in flown or ground-
stack mode, or it can be pole-mounted for portable applications.
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- GX7 Power Amp

Delivering more power in a reduced weight package, the GX7 (3699
MSRP) is the newest model in QSC's {(gscaudio.com) GX Series of power
amps, featuring 725W/ch. @ 8 ohms; 1,000W/ch. @ 4 ohms; and 1,200W
mono bridged into 4 ohms. Its two-tier Class-H design creates a light-
weight powerhouse, weighing a mere 15.5 pounds for the 120V version.
Cooling is aided with a low-noise, variable-speed fan with rear-to-front air-
flow. Like the GX3 and GXs, the GX7 features XLR, J4-inch TRS and phono
input connectors; Speakon and binding post outputs; built-in subwoofer/
satellite crossover control; detented gain knobs; front panel LED indica-
tors; and GuardRail™ amplifier and speaker protection. {ll
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2 Power Tools

Avid VENUE Live Console

Tips on Making the Transition to Digital Mixing

Over the past couple years, we've noticed a
trend of more studio engineers going out with
the band, taking on a front-of-house mixing role
for the tour once the group hits the road. With
that in mind, we spoke to Avid senior market
specialist (and award-winning live sound mixer)
Robert Scovill, who shared some advice for Pro
Tools—savvy studio engineers taking this leap
into live sound and using Avid's VENUE Series
consoles.

First Things First

“It might seem obvious, but the first step for
a studio engineer moving into working with
VENUE is realizing that with live sound, the
performance is outside the box," Scovill says.
“You have to change your mindset some-
what—you can't treat your audio ‘tracks’ as
a constant every day, but what can be a con-
stant is everything you've built up inside the
console.

“When beginning to use VENUE, some
Pro Tools users stumble a bit because it runs on
snapshot automation rather than run-time au-
tomation. When mixing live, there usually is no
time base, unless the band is slaved to a clock
or click track, so the source inputs vary from day
to day. Live mixing is more hands-on, but using
snapshots can be set up to be very repeatable.
There’s an element of live sound automation
that has to be very nimble, especially if the art-
ist takes a left turn during the set list or some-
body messes up and puts in an extra chorus.
You have to be able to adapt to any changes that
might happen.”

According to Scovill, it's also important to
be aware of the differences between two inher-
ently similar topologies. “The Pro Tools mix en-
gines and the VENUE mix engines are built on
the same technology but purpose-built for differ-
ent applications. The VENUE engines are more
robust, with more redundancy features such as
the ability to continue mixing with all plug-ins
working, even if the host computer fails.

“VENUE is not a tactile interface for Pro
Tools. It might look like an ICON and operate in
some ways like an ICON, but it's a stand-alone
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control surface with
a mix engine that
does not control
any aspect of the
Pro Tools mix en-
gines. Pro Tools
operates as an at-
tached

playback

recorder/

device.
Now with inter-op,
established
meaningful

we've
com-
munications  be-
tween Pro Tools
and VENUE via Eth-
ernet. We also have
some marker trans
fer, so when you re
call a snapshot in VENUE, it can place a marker
of that name in a Session, and once you're done
recording, that makes it very easy to navigate
[through] a Session from the VENUE surface.
When you're in Virtual Soundcheck mode, it
will push Pro Tools to that location and go into
play. This also makes it easy to do editing after
a show. For example, creating post-show MP3s

can be a 20-minute process instead of hours.”

Gain Guess
As with many digital products, there are always
a few tricks that aren't so obvious to the ca-
sual user. “VENUE is a digital console, but we
scale meters in an analog fashion so you'll see
a range on an input meter that's scaled from
-30 to +15 dB, and zero translates to -20 dBFS
on your Pro Tools recorder,” says Scovill. “You
have to be very aware of where you're setting
input levels to make sure you're getting as high
a resolution of conversion as possible. We have
a feature called Gain Guess that helps to use
this effectively. Once you're in Input Attenuator
mode, you can hold down on the encoder and
let it sample the input signal, analyze it and set
it to the proper value so it's optimized for both
the console and Pro Tools. Setting input gain
becomes a no-brainer.”

Another simple but useful tip involves us-

ing the Fine settings on the console vs. the

Coarse settings. “When the console boots up,
it's in Coarse mode, meaning about two turns
can move through an entire range of a pan or
EQ boost. If you double-click on the Fine mode,
it takes about 10 or more turns to go through
the entire range. | always suggest doing setup
in Coarse mode, then switch to Fine mode from
the time the house lights fade to the end of the
show. This is particularly useful for monitor
engineers, especially those mixing for in-ears,
where you really need a higher resolution of
control. You just have to push the button twice
and it stays in that mode.

“| also encourage live sound engineers to
get away from using the trackball/mouse un-
less you're in a setup mode,” Scovill continues
“You shouldn’t need to have your hand on the
mouse the entire night. With all the encoders
and control built into the console, the encod-
ers will operate every aspect of the mixer—in-
cluding plug-ins. It's a console so operate it as
a console. Trackballs can be scary in a live envi-
ronment, where you might be trying to adjust
something and your hand slips or your arm gets
bumped, and what was to be a 2dB adjustment
becomes a 20dB increase. So get off the track-
ball, get on the encoders in Fine mode and let’s
go to work.” i
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vintageking

WORLD CLASS AUDIO | WORLD CLASS SERVICE

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.
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RUPERT NEVE DESIGNS PORTICO Il
CHANNEL STRIP
“The Portico Il is a class act with supreme audio quality,
yet the capability to deliver strongly characterful manipula-
tion and processing. It's possibly Rupert’s best box yet.”
- George Shilling, Resolution Magazine
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BAE DMP DESKTOP MIC PREAMP
The DMP is a desktop version of the 1073MP. It shares a
similar preamp and the same Carnhill (St. lves) transformers
as the 1073 and 1084.

WHY SHOP
VINTAGE
KING?

NEW | USED | VINTAGE
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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

Mz

slale pro audio
DRAGON

SLATE PRO AUDIO DRAGON
ANALOG DYNAMIC PROCESSOR
“A well-conceived and versatile-sounding unit. If you're
struggling to decide between a Distressor, an 1176 and an
LA3A, the Dragon might be the solution.”
- Hugh Robjohns, Sound on Sound

slafe pro audio

STERLING MODULAR
STUDIO FURNITURE

Elegant furniture solutions custom-fitted to

your mixer or control surface. Featuring low impact
0N room acoustics, superior ergonomics, generous
ventilation and the most rack space of any desk in

its class (48ru). .
Sterling (/)

FREE SHIPPING

EASY

 FINANEING,

Ay v Bill\' - Later

RETURN |




Neve | 1073LB |

THE WORLD’S MOST FAMOUS MICROPHONE PREAMP IS NOW AVAILABLE
FOR YOUR 500 SERIES RACK. INTRODUCING THE NEVE 1073LB, MODELED

AFTER THE ORIGINAL CLASSIC 1073.

LEARN MORE: WWW.VINTAGEKING.COM/NEVE-1073LB

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.

Aoy’

PURPLE AUDIO MOIYN

The Moiyn is an all-discrete 8-channel
summing amp that turns the Purple
Audio Sweet Ten 500 Series rack into
an 8x2 mixer.

BIDE
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WUNDER PEQ2R MIC PRE/EQ
The Wunder PEQ2R is a classic-sounding 1073-style mic
pre/EQ with high-pass filter in a 19" rack-mount format.
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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 '}

Antelope

PROAC STUDIO 100

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

- Ron Saint Germain

@ProAc

EDDIE KRAMER FOR
INWARD (<ONNECTIONS

- “Without question, Inward Connections
has some of the finest outboard gear

that | have ever heard. For the

~. pasttwo years | have been

using them for all of

my mixes.”

- Eddie Kramer

Try Before You Buy | Easy Financing Options
Studio Installations | Buy | Sell | Trade

g
Value Added
Reseller
Professional Audio

Arrange A Gear Demonstration Today!
888.653.1184 (USA) | 001.248.591.9276 | INFO@VINTAGEKING.COM




NEW PRODUCTS

car Candy

T EUTETL LY StudioCube Headphone Amp

Lehmannaudio's StudioCube headphone amp (distributed by transaudiogroup.com, $499)

is compact, comes with stand (optional) or desk mount, and is linkable for daisy-chaining
multiple units. 1/O is on Neutrik %-inch TRS headphone outputs and Neutrik XLR/TRS stereo
input/thrus. Features include mono/stereo input selector switches, and front panel LEDs to

monitor input signal presence and overload. The output is Class-A, and all units are crafted

with selected components in Germany.

Analog
Meets Digita

Universal Audio

Studer A800 UAD-2
Powered Plug-Ins

Packed UJith McFeatures  |..s
m V. 5 Plug-Ins oo tunt

Now shipping, McDSP (mcdsp.com) V. 5 includes AU sup-

<
-
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Mac and PC users can now pur-
OPTO-C

port, the new 6030 Ultimate Compressor plug-in, Classic chase Universai Audio's (uaudio.

0P104

Pack V. 5 and Emerald Pack V. 5. In addition to Pro Tools, m' com) Studer A8oo Multichannel
McDSP V. 5 plug-ins now support Logic, GarageBand, | simacy Tape Recorder ($349) plug-in for
Digital Performer, Ableton Live and other AU-compatible e | the UAD-2 platform. Modeled by
DAWSs. Supported formats include Mac OS 10.5.x {Leopard) Eomm B UA with help from AES magnetic
and 10.6.x (Snow Leopard), Mac PowerPC (RTAS only} and [ o 3 recording expert Jay McKnight,

Windows. The 6030 Ultimate Compressor offers 10 differ- = the plug-in faithfully models the
ent compressors, some designed completely from the ground up by McDSP, mixed with unique entire tape path, including input,
twists on vintage emulations. Prices are $449 HD or $249 Native, or as an upgrade to Emerald sync and repro paths and circuit
Pack V. 5 for $349 HD or $299 Native. electronics of the hardware, plus

e the sounds of four distinct tape

formulas and calibration levels.

Resting Assured
m SRND 360 Mic Mount

Milab Microphones (milabmic.com) and Rycote (rycote.com) collaborated on a custom version of
the Rycote InVision USM (Universal Studio Mount) suspension for the Milab SRND 360 surround
mic (price TBA). To fit the 6omm barrel of the Milab SRND 360, Rycote designed a modified
version of the USM. The microphone mounting ring is acoustically decoupled from the rest of the
suspension by the use of Rycote’s patented vibration-resistant Lyre clips, made from a nonelas-
ticized thermoplastic that is virtually indestructible and can be bent completely out of shape but

always returns to its original form.
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m 900 Series DI Box

Now available with a Jensen (Sg00) or custom transformer
(S900CT), the goo Series ($230) is a revolutionary new concept in
DI technology from Switchcraft (switchcraft.com). The unit can be
operated in two modes: Manual mode lets users control ground lift
switch from the DI's toggle switch, while Phantom mode allows us-
ers to control ground lifting remotely using +48V phantom power
from the console. When phantom power is engaged, an LED is
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n=LCt8  Auto-Tune 7 TDM

Following the release of Antares’ (antarestech.com) Auto-Tune 7 Native
versions, Auto-Tune 7 TDM ($649) brings the latest incarnation of the
world’s largest-selling audio plug-in to Avid's Pro Tools HD platform
Version 7.2 or later. The software includes a second generation of An-
tares’ Evo” Voice Processing Technology, a new from-the-ground-up
time-manipulation system, new MIDI capabilities in Graphical mode

illuminated, indicating that the ground is lifted. When phantom is and more. As a bonus, Auto-Tune 7 TDM also includes a license for all

turned off, the LED turns off, indicating that the DI is grounded. of the Auto-Tune 7 Native versions. Supported formats include Mac OS

X (10.5.x and above) and PC (Windows 7, Vista and XP).

O LTSI RS iKlip iPad Mount

The new iKlip™ ($39.99) mic stand mount from IK Multimedia (ikmultimedia.com) makes it easy for
anyone to use an iPad in any live or studio setting. With the iKlip, users can securely position any
iPad for optimal viewing and accessibility, while all controls, buttons and connection ports remain
free from obstruction. iKlip features sturdy thermoplastic construction with six secure touch points
that hold the iPad without scratching or marring it, and multi-angle adjustment in both landscape
and portrait orientation.

\ |
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O eEN T IGE  VisLM Metering Plug-In

NuGen Audio (nugenaudio.com) has released VisLM, its standard compliant loud-
ness metering solution that's capable of measuring loudness in both LKFS and LUFS
from mono sources, through to 5.1 surround (RTAS/AudioSuite/VST and AU formats
for Windows and OS X). VisLM is fully compliant with the latest loudness standards
ITU-R BS1770, EBU R128 ATSC A/85 and many other regional localizations, offering a

complete professional solution to loudness and true peak metering for mix, master-

ing, film and broadcast. VisLM is available in two versions: VisLM-C (compact, $299)
and VisLM-H ($449), which, in addition to ATSC/ITU/EBU mode metering, provides

a loudness history trace and data export. Il
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Manley MicMAID

Router for Quick Audition/Recall of Mics and Preamps

By Kevin Becka

it’s seldom that a truly unique audio
product comes onto the market, but
the Manley MicMAID is one-of-a-
kind. Simply put, it is a router that
allows for quick recall of any single
combination of four mics and four
preamps at the push of a button. For
instance, you can have a single mic
and audition it across four preamps,

or conversely, have four mics and au-
dition them across a single preamp,

or any combination up to 4x4.

On the back, XLR /O is plenti-
ful, featuring four mic inputs, four outputs to
preamps, four preamp returns and four pre-
amp direct outs. The key to the whole system
is the single MON/REC output, which lets
you run any mic/preamp combination to a
single channel of your recorder. This output
is also the only way to take advantage of the
infinitely variable phase control and £19.5 dB
level tnatching gain trim (in 0.5dB steps) on
each preamp’s output. The phase control fea-
ture comprises a 180-degree Polarity Flip but-
ton, Bypass button, and a High and Low band
button. It uses an active all-pass filter net-
work with a capacitor inserted to change the
crossover frequency when the High switch is
engaged.

Front-mounted features include DI input
and Thru (on TS jacks), ground lift switch, fader
input for riding levels to your recorder, variable
phase controls, 4x4 matrix switcher, four mic
switches, an Instrument input toggle, four phan-
tom power buttons, a “Lock” feature, and a gain
trim knob that doubles as a menu controller.

PRODUCT SUMMARY

COMPANY: Manley Labs
PRODUCT: MicMAID
WEBSITE: manley.com
PRICE: $3,500

PROS: Great way

to audition mics and
preamps in quick suc-
cession. Super-clean
signal path,

CONS: Occasional
popping when switch-
ing sources during a
transient peak

$2 MIX FEBURARY 2011 | WWW.MIXONLINE.COM
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- MICMAID

Clean Machine

Although the box is a simple router in con-
cept, there are some things to get your head
around. For instance, to keep the user from
switching 48 VDC whenever a different mic is
selected, phantom power can only be applied
from the MicMAID itself. This keeps clicks
and pops from happening while switching
mics/preamps and protects mics, like rib-
bons, from accidentally receiving phantom
power. When phantom power is not engaged,
it’s a hard-wire connection from input to out-
put. When the MicMAID is providing phan-
tom power, there is just one capacitor in the
signal path, offering negligible change in
impedance and phase. MicMAID will sense
and block any incoming phantom power dis-
playing “bP” (bad phantom) if it detects phan-
tom coming from a connected preamp. It will
temporarily disable the signal path where it
senses phantom, and the corresponding PRE
button in the matrix flashes until the offend-
ing voltage is turned off at the preamp. After
a short delay, the unit will unmute and be-
come operable again.

Wanting to be sure 1 wasn’t skewing re-
sults by inserting the MicMAID into my re-
view chain, I put the unit on the bench and ran
some tests with an Audio Precision APx500
system. The folks at Manley boast a clean sig-
nal path throughout, and they’re not fibbing.
(See full test results at mixonline.com). From
preamp in to out, with the Variable Phase in-
serted, the APx500 measured distortion at a

The MicMAID features variable phase control and gain trim for level matching.

slight 0.008 percent and 0.003 percent without
the variable phase feature engaged. It is dead-
flat out to 10 kHz and only 1.75 dB down at 80
kHz. With gain trim at full volume +24.167
dBm (at 600 Ohms), the distortion figures
were the same and the unit was still flat out to
10 kHz, but only -2.5 dB at 80 kHz.

The MicMAID is marvelous in use. You
can quickly jump between setups and then lock
a mic to a preamp. | especially liked the gain-
matching controls and how easily it allowed me
to compensate for level changes between pre-
amps and mics. You can store setups internally
for future use, and although I didn’t use it, the
option to add a fader to the output is brilliant.

Am I a MAID Man?

The Manley MicMAID is a mind blower. It
does what all great gear is supposed to do: dis-
appear after setup and reveal the truth beyond
the box. This product does something that
once was impossible: offer users the ability to
audition different mic/preamp combinations
in succession without patching or delay. I was
able to get a bead on my front end signal chain
in short order and make better recording deci-
sions. 1 found mic/preamp combinations that
worked, then moved on to other applications
where 1 found more. There were occasional
clicks when 1 switched mics during high tran-
sient peaks, but that was rare and negligible.
The MicMAID gets high marks in all sonic
categories and makes you a better engineer,
and you've got to love that. Hi
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Wavemachine Labs Drumagog 5

Drum-Replacement Software
Upgrade Raises the Bar With New Sounds, Features and GUI

Version 5 of Wavemachine Labs’ drum-replace-
ment software maintains the easy operation
of past versions while adding new features and
math under the hood, as well as introducing a
redesigned GUI, all of which create a powerful,
user-friendly production tool. This scalable soft-
ware lets you opt for as much versatility as you
can afford. I reviewed the full-throttle Drumagog
S Platinum ($379) version, which includes many
new extras. Next down the line is the Pro version
($289), then Drumagog 5 Basic ($149).

Dynamically Versatile
One of Drumagog’s best features is its complex-
ity of dynamic range and randomness. It features
an unlimited amount of dynamic groups. The in-
cluded “GOG" files preload different samples into
each velocity step. Some of the included sets as-
sign samples to a mere three or eight steps, while
other more complicated sets work particularly
well for drummers who play with a wider dynam-
ic range as they are able to reproduce the greater
variation in velocities. The real benefit is that one
sarnple isn't necessarily paired with each velocity
cueing threshold, but with an entire group of sam-
ples. From there, Drumagog's engine randomly
plays one of the samples in that group correspond-
ing to the velocity of the hit that is being replaced.
For example, one GOG file might contain
five different quiet snare rattle sounds, five snare
rattles with more stick attack, five medium snare
cracks and five really hard whacks with the shell
resonating, When replacing a snare hit of medium
volume, any of the five medium hits might play.
This way, even if the performance is very consis-
tent in dynamics, always cueing the same thresh-
old, no single sample will necessarily play over and
over. The result is astonishingly realistic.

PRODUCT SUMMARY

COMPANY: Wavemachine Labs
PRODUCT: Drumagog 5

WEBSITE: drumagog.com

PRICE: Platinum, $379; Pro, $289; Basic, $149

PROS: Easily achiev-
able, very believable
drum replacement

CONS: CPU intensive.
Auto Hi-Hat Tracking
slows responsiveness.

New Features

Drumagog's tracking WAVEMACHING LABS
engine was re-engi-
neered in V. 5, which
improved its accura-
cy. The software also
incorporates an au-
tomatic  phase-align-
ment feature (this was
previously set by the
user). Subtle frills and
rolls were never ne-
glected, and the phase-

compensation engine

seemed to work well.
When blending origi-
nal sounds with the
sampled ones, they always seemed to add together
well without having to adjust polarity or phase.

A new feature, Auto Hi-Hat Tracking, lets
the plug-in automatically adjust in response to a
hi-hat performance, gradually moving between
open and closed articulations, and steps in be-
tween. | was impressed with the realistic feel
this creates, although the whole engine seemed
to track more slowly with the Auto Hi-Hat Track-
ing on, missing the detail of rolls on the hi-hat.
The algorithm's success will vary greatly based
on the style of music involved. This feature also
adds additional latency on top of the considerable
latency that the plug-in imparts on its own.

The V. 5 GUI received a complete make-
over and has a more polished and modern look.
Thankfully, it no longer has pictures of drums be-
ing struck, which made it look like a toy. There's
a built-in convolution reverb and an effect called
Morph|Engine. I'd rather add reverb to a drum
mix outside of a single Drumagog instance, but
Drumagog’s included reverb sounds are quite us-
able, if wanted. Morph|Engine is a filtering effect
that makes drums sound more synthetic or elec-
tronic. While Morph|Engine’s interface is simple
to grasp and easy to automate, it relies more heav-
ily on presets than precise customizable controls;
again, my personal inclination would be to use
filters outside of this plug-in to achieve such ef-
fects. Sonically, Drumagog 5 adds room sounds to
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Drumagog 5 adds a convolution reverb, GUI redesign

and new Auto-Align functions.

many of the GOG files, which greatly enhance the
ability to sculpt the kit's overall sound.

Drumagog 5 includes a generous library
of different snares, toms, cymbals and kicks
in a range of styles. There are good-sounding
brushed snares, big meaty rock snares and elec-
tronic drum sounds that are all preconfigured
into useful GOG files. And if you need to custom-
ize, building your own GOG files is simple and
intuitive—although tedious—using the built-in
editor. Drumagog 5 also offers plenty of power-
ful controls to fine-tune sounds to perfection, and
the graphics make those controls very accessible.
Be aware that Drumagog 5 is CPU-hungry and is
recommended only for use with DAWs that have
delay compensation.

I'd certainly recommend the Pro version,
just for the sake of the Auto Align V. 2 engine
and the pitch control. The main pluses for up-
grading to Platinum are the Convolution Verb,
Morph|Engine and Hi-Hat Tracking, and the
ability to host any VST instrument within Drum-
agog and directly cue samples (such as BFD's) us-
ing the Drumagog engine. Unless those are real
draws, I'd say stick with the Pro version. 1 highly
recommend Drumagog 5 as a comprehensive so-
lution for drum replacement. i

Brandon Hickey is an independent engineer and
Sfilm audio consultant.
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€quator Q12 Studio Monitors

Coaxial Design With Networking, Room Correction

Coaxial loudspeakers are hardly
new, having been around for more
than half a century, but Equator
Audio Research has modernized
this venerable design with its Q Se-
ries speakers. Onboard bi-amplifi-
cation, networking, built-in DSP,
calibration software and a continu-
ously variable digital crossover all
work together to fine-tune this his-
toric design.

Functional Cubism

The Q12s are formidable-looking
boxes. To mount these 65-pound
speakers safely, you'll need a rein-
forced meter bridge or heavy speaker
stands. The 17x17x17-inch enclosure

comprises a 0.75-inch-thick, 13-
ply Baltic birch front panel with a
shaped 1-inch high-density fiber-
board that minimizes cabinet reso-
nance. Rubber pads on the bottom decouple the
cabinet from its resting place, although Omni-
Mount-compatible mounting holes on the bot-
tom offer other mounting options. Dual 3-inch
front ports can project a lot of air in the low fre-
quencies. A multifunction display on the front
baffle indicates power, communication, volume
and limiter status.

The back panel has an IEC AC socket, pow-
er switch, XLR and TRS inputs, USB, RS-485
in/thru and a series of DIP switches. The latter
identify the individual speaker, which group it
is in, and whether or not the Room Correction
is enabled. No digital inputs are available.

PRODUCT SUMMARY

COMPANY: Equator Audio Research
PRODUCT: Q12; Equator Room Analysis Kit
WEBSITE: equatoraudio.com

PRICES: Q12, $2,795 each; Equator Room Analysis
Kit, $495

PROS: Creat-sounding,
full-range monitors
Networking. Manual

CONS: No digital in-
puts. No mic pre with
ERA software. No Cat-5
or USB cables included.

and Auto room correc-
tion. Point-source tim-
ing correction

§4 MIX FEBRUARY 2011 | WWW.MIXONLINE.COM

The €quator Qi2s include manual DSP room correction

and optional room-analysis software.

The speaker configuration comprises a
12-inch Fiberglas-impregnated woofer that’s
fast and punchy. It reproduces high frequen-
cies using a coaxial, custom 1.5-inch titanium
compression horn driver. The frequency re-
sponse is rated at 30 to 22k Hz (-3 dB/2n). The
low end goes really low; I had no problem feel-
ing the kick drum. Even with an extended bass
response (for a small cabinet), I never felt as
though it was “hyped” in any manner while lis-
tening to all types of music, nor was any port
turbulence in evidence—bass instruments
were never muddy. The horn sounds smooth all
the way out to its rated top end. Cymbals had
no nasty upper-harmonic resonance, as was the
case in older horn-based coaxial designs.

The two point-source transducers are bi-
amplified with the low-frequency RMS pow-
er at 500 watts and HF at 200W; double those
specs for peak operations. This equates to 117dB
SPL with both channels driven. Alongside the
electronics’ power amp portion sits a CPU that
is designed to match the output transducer’s
frequency response with the power amp. This
seamless interaction matches the ever-fluctuat-

ing electrical characteristics of fre-
quency vs. power vs. impedance.
The CPU also handles what Equator
calls the “no-slope” crossover point,
reducing midrange distortion at
and around the crossover point
(centered at 1.5 kHz), providing an
increase in the midrange SPL.

Sonic Networking

Every Q Series speaker has onboard,
manual DSP. | used this feature be-
fore running the optional Equator
Room Analysis software. Starting
with the speakers off, I configured
the DSP switches, connected the
USB to a Mac G5, and then plugged
a Cat-5 cable from the thru port on

that speaker into the next speaker. |
launched the Equator Control soft-

ware, which searched for and im-
mediately found both speakers in
the network.

This provided a graphic display of my con-
figuration, complete with a mixing console
stationed in the middle. A series of tabs at the
bottom of the display offer choices for system
configuration, audio source, manual room-re-
sponse calculations, speaker placement, room
analysis (optional), selected speaker response,
LED brightness, 5.1 controls and more.

After running the Equator Control software
and inputting my room dimensions, I noticed
that the bass response tightened very slightly.
This seemed justified as the software adjusted
the speakers to cut -6 dB at 17 Hz and -3 dB at
43 and 71 Hz. | looked forward to running the
Equator Room Analysis (ERA) software to see
how it would handle an established build-up
from a first reflection at 160 Hz.

Automate My Response

The ERA software costs an additional $495.
For that price you get a calibration mic, a mic
clip, a windscreen and the software on a USB
stick. One thing you don't get is a mic preamp.
I find this slightly disheartening, as other cali-




bration software systems I have used recently
have made this portion of the calibration pro-
cess much more streamlined and trustworthy.
Granted, most studios will have a mic pre head-
ing into the input of an interface, but what if
they don’t?

After installing the ERA software, | con-
nected the included mic to a preamp and set
the gain so that the meter inside the software
wasn't overloading. As requested, | input the
maximum room dimension and ran the Auto-
RRC (Room Response Correction) routine. A
countdown gives you time to get out of the way
of the test, and then a sweep tone is produced. A
graph is then displayed for your selected speak-
er—each speaker is calibrated individually from
the single mic placement. | then saved the file
as Auto, along with the Manual file setting that
I had obtained previously, as well as Flat. [ then
loaded these three preferences into Auto-RRC's
Quick Access Presets for A/B comparisons. The
Auto-RRC software did, indeed, find the 160Hz
issue and calculated a -1.8dB cut at 159 Hz.

A/B'ing those three responses made my
room anomalies quite apparent. The Manu-
al corrections let a lot of the bass frequencies
through, obviously not compensating for any
of the early or secondary reflection corrections
made by the Auto sequence. The ERA software
flattened out the response of the listening po-
sition, producing a much more accurate repre-
sentation of every musical source [ put through
the speakers.

Music Around the €quator

On first listen, 1 found the speakers to have
an unusually narrow sweet spot. However, [
was using them in a near-field situation and
these transducers will work more accurately-
and more within their design parameters—in
a mid-field position. After working with the
speakers for several weeks, this perception
started to diminish as | became more accus-
tomed to their reproduction characteristics. My
experience: The more 1 played them, the better
they sounded.

What 1 found truly remarkable was the
clarity of vocal tracks. There was none of the
expected “honk” of a horn pointing at me.
Guitars—whether grinding metal or more
soft-spoken—were reproduced with great de-
tail. The punch of well-recorded kick drums
was extremely tight. Imaging is solid, with a
well-defined center image. The separation of

instruments is quite pleasing. With the correc-
tion software in place, eliminating boundary
reflection issues (along with the point-source
timing and phase accuracy of the treble and
bass frequencies) made for a great listening
experience. | experienced virtually no listen-
ing fatigue after long periods of living with the
speakers.

I was initially concerned with the “old-

school” approach of having a large horn embed-

By Bobby Frasier

ded in the middle of a woofer, and the diffraction
and turbulence that are associated with such a
design. Apparently, Equator has calculated, com-
pensated and lessened the effect of these physical
characteristics through the use of modern com-
puter technology. In this price range, these moni-
tors are a definite “must listen.” il

Bobby Frasier is an audio consultant, recording
engineer and educator.

“Best A/D - D/A conversion f've had yet—
(and fewest compatibility problems) :)
*props 1o Prism for their gnarly produditeias

Deadmau5

M

Deadmaub’s logical
choice of interface

ORPHEUS

Professional FireWire

| 4420k

When Deadmau5 went looking for a high
quality 1/0 solution, it became apparent
that there was only one choice.

Orpheus provides Prism Sound's world
renowned performance, sound quality and
state-of-the-art clock technology in a
dedicated FireWire unit compatible with
both Windows and MAC 0S X.

Orpheus features line, microphone and
instrument  inputs, selectable RIAA
Equalization for turntables, a built-in
premium-quality monitoring mixer and
concurrent ADAT and switchable S/PDIF or
AES3 digital I/0 plus support for outboard
MIDI devices. The Microphone inputs
include MS matrix processing and dual
headphone outputs are provided each with
their own volume control.

Moo essmmum ) o0,0.°f

audio interface

@ @ 2 METAlhanc

Contact us now to arrange YOUR Orpheus demo.

sal d.com www.pri: d.com
UK +44 (0)1353 648888 USA +1 9739839577
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REVIEWS

Sennheiser HD 800 Headphones

Large Ring Transducer Offers Greater Detail, Definition at the Top

Headphone reviews are tricky. As these prod-
ucts are worn by the user, they are more “per-
sonal” than other audio gear. It’s like reviewing
a pair of shoes: The feel makes a big difference
in customer satisfaction. High-end headphones
take it up another notch, with components made
from rare materials and described in terms re-
served for audiophiles. New technology is often
in play, as is attention to detail in hopes of of-
fering a unique ownership and listening experi-
ence. The Sennheiser HD 800 headphones are
in this rarified air and for the most part deliver
what they claim: a top-notch and very comfort-
able listening experience.

In Your €ar

It all starts with the transducer, a new ring-
shaped design for which a patent is pend-
ing. Sennheiser’s explanation is that while a
larger diaphragm surface area offers better
low-frequency performance, it also generates
oscillation at higher frequencies. The HD 800’s
answer is its ring-shaped, S6mm-wide trans-
ducer, 40mm coil and 42mm magnet system.
The coil has 98 windings using wire that’s just
42 micrometers thick. The space between the
two magnets, where the coil oscillates freely,
is 0.6mm wide. The driver oscillates in a more
controlled way due to the large coil and the two
supporting surfaces. These tight specs mean
that each unit has to be fitted and tested by
hand, which contributes to the HD 800’s hefty
$1,399.95 price tag,

The large circumaural ear cups are very
comfortable and the headphones themselves
are gorgeous in design. The cords split from the
main cable, which is nearly 10 feet long, to feed
each ear, and they use twin-core, high-perfor-

PRODUCT SUMMARY

COMPANY: Sennheiser
PRODUCT: HD 800
WEBSITE: sennheiserusa.com
PRICE: $1,399.95

PROS: Impeccable

fit and finish. Musical,
balanced reproduction.
Comfortable.

CONS: Price and
openness at the top
may deter some buyers.
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————————————
By Kevin Becka

mance, Teflon-insulated connec
tions. The braided cloth covering
the cord reduces handling noise to
near zero.

The headband is a metal lay-
er covered with several layers of
plastic chosen to ensure that oscil-
lations are not transmitted to the
headphone mountings. The ear
pads are covered with Alcantra, a
synthetic that feels like suede but
is actually woven from polyester
and polyurethane.

Between the ear pad and the
driver, Sennheiser uses stainless-
steel mesh that opens the ear to the
outside. I prefer this design, which
is similar to Grado’s SR Series.
It’s less fatiguing than completely
closed headphones, but it limits

their use to personal listening as
there would be leakage issues in
some studio cue applications.

The Sound

The documentation’s somewhat hazy specs
state that the HD 800s reproduce frequencies
between 6 Hz and 50 kHz (-10 dB), and 14 and
44.1kHz (-3 dB). The frequency response chart
was odd in that it depicted more of a square-
wave fluctuation of frequencies rather than
what I'm used to. I don't usually go by manufac-
turer specs—although they can provide a good
starting point for making an evaluation—but
these were of little use.

It was on my head that the HD 800s strutted
their stuff. As stated earlier, they are extremely
comfortable. As with all great headphones, the
detail is brutally honest and takes some getting
used to. The absence of room modes, resonat-
ing surfaces and even slight off-axis anomalies
make for a very revealing listening experience.
I tested these across a wide range of music
from digital and analog sources. Delineation
between instruments is excellent. While lows
don'’t have the thump of a sub moving air in a
room (Prince’s 3121 helped with this bit of eval-

The HD Boos use a patent-applied-for ring-shaped
diaphragm.

uation), the HD 800s are true and not hyped.
The midrange is very smooth if slightly under-
stated in the vocal range around 1 to 4k Hz. The
highs are not hyped but “open.” I get the same
feeling when I'm listening to beryllium tweet-
ers: There is more definition at the top without
being over-the-top or phony-sounding.

The HDs Are Hi-Def

What I liked most was the HD 800s’ musicality.
After stripping away what most listeners rely on
to enjoy music, air and room interaction, these
still offer a balanced and smile-inducing expe-
rience. As a consumer, taking off my engineer
hat I give them high marks. Listening to vinyl
records and losslessly recorded digital material
was a pleasure. As an engineer, I found myself
wanting to get another shot at some mixes after
hearing my work with the HD 800s. These are
honest and give a level of detail that you sim-
ply can’t get with speakers, no matter how good
they are. I'd rely on the HD 800s 100 percent as
a mixing reference and gut-check. Iil
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www .colemanaudio.com
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You've been chasing milliseconds & digits all night.
Now it's 3am .... any clue where your levels are ?
We can help. First step, come back to the analogue world.
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P “Vintage modules can now retire ...
the M'7&8s is the New Kid in Tone.”

‘Plug Into Reality’
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G5790

"The best idea since
the invention of the
SM57 itself.”

Barry Rudoiph

modified SM57 by granelli audio labs
www.G5790.com 1.877.GAL.5790
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Official microphone
of Gary U.S. Bonds

Check out Peluso &
other gear in action!

Over 1000 VIDEO &

SOUND CLIPS on our
websites!

Peluso mics
and much more available from your pro audio experts:
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www.soundpure.com / sales@soundpure.com
call toll free 888.528.9703
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MIX Classified Ads are the easiest and most econoniical means to recach a buyer for your product
or service. The classified pages of Mix supply our readers with a valuable shopping marketplace.
We suggest you by wisely: mail-order consiumers have rights. and sellers st comply with the
Federal Tracde Commission. as well as various state laws. Mix shall 1ot be liable for the conients
of advertisements. For complete information on prices dand deadlines. call Janis Crowley at
(415)505-1985 (West Coast) or Paul Leifer (908)369-5810 (East Coast).

ACOUSTIC PRODUCTS

. ABSOLUTELY fPes'an
Consulting

Product

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

REALTRAPS is the premier source
for high performance acoustic
treatment. Our products are used
by many famous engineers and
producers including Bob Katz,
Barry Gibb, Charles Dye, Tony
Maserati, Nile Rodgers, Bob
Clearmountain, Butch Vig, and
others. Whether you're a seasoned
pro, or a hobbyist who wants the

{ very best room acoustics possible,
._,..QJ | REALTRAPS has your ideal solution

Please see our web site for a wealth of product mformatton demo vudeos,
and amazingly clear explanations of acoustics and room treatment.

Call Toll-F e’ 866-732-5872 www.REALTRAPS com

W= STLENT

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

ORDER: 800-583-7174
Silentcore Fabric Pareis= |
Sound Barrier * Isolation Hingeérs

OOKS
Tube Traps ¢ Primacoustic ¢

b Traps - Prmacoust Life in the
ISpervvedge ¢ Proroam ¢ earsd* !
 Hushfoam- k2.6, SR - Fast Lane

Sonex * Sound Quilt * More Selected Works of

www.silentsource.com Stephen St.Croix
info@silentsource.com

QU VPR HT o RITY

NEW FROM

f . INC.
om

SOUND ISOLATION ENCLOSURES

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

VINTECH AUDIO
CLASS A MIC PREAMPS MADE WITH

423-585-5827
800 200 8168

www.whisperroom.com

NEVE'™ 1272 COMPONENTS
www.vintech-audio.com
call toll free: 1-877-4-mic-pre
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“The GIK Monster was the perfect trap to reduce
a resonance that | detected in Studio B.”

Bob Katz - Mastering Engineer

Acoustics First

www.acousticsfirst.com

Materials to Control Sound Toll Free ‘
and Eliminate Noise™ e
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Don't wait to
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SPEAKERS?

<<SPEAKER
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- Fast fumaround - Electronic Musician

- Over 40,000 speakers restored -

Get an instant repair quote at:
I parts-express.com/src
‘ 1-800-270-7964
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& Deadline
Information, Call

(908) 369-5810
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THE NEW LIMINATOR compressors airfieldaudio.com
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“The Vintech X73i!

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

The thech X73

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

1-877-4A-\MMIC-PRE www vintech-audio.com
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”
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INSTRUCTION

BRAND NEW online practical
training in Multi-track Record-
| ing. Join our successful work- |
8 ing graduates or build your |
own studio. Career guidance. |
Diptoma. Registered School. |

FREE INFO: ;
- ‘. M:\Ildiﬂ Institute
"""" of America
www.audioinstitute.com

NEW & VINTAGE MICS
FROM RUSSIA

TEL/FAX: 007-916-160-1491
E-mail: aeg210268@mtu-net.ru
www.valvemics.webzone.ru/
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XTRAS®

Electronic Musician's weekly
e-newsletter delivers the latest

from San Francisco - USA

7 custom furniture eseee
keeps you in the loop.

is the electronic

bi-monthly newsletter dedicated to
helping you maximize your business
profits, reduce follow-up/service calls,
and improve installation techniques

with every e-issue. news direct to your inbox!
Don't Miss another issue! Subscribe today at
et )00OARGOSY" ;ocay
www.ArgosyConsole.com www.emusician.com

To advertise in the
Mix or Electronic Musician
Marketplace or Classifieds
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Create your all-in-one MOTU studio

Run DP7 on the latest updated
multicore iMacs, add a MicroBook
for studio-grade audio 1/0, then
customize your system with the
latest desktop studio technology.

Apple iMac

The ultimate all-in-one. Turbocharged.
With new Dual-core Intel Core i3 and Core i5, and quad-
core Core i5 and Core i7 processors, plus advanced graphics,
the new iMac is the fastest, most powerful iMac yet. New
Turbo Boost technology dynamically increases the speed
of available cores for processor-intensive applications
like Digital Performer, virtual instruments, and effects '

plug-ins for extra performance on demand — in an

all-in-one computer that's as beautiful as it is powerful.

Digital Performer 7
'Plasma’ theme

_ T —
e . _4“,_4 /n“\
———————
XLR mic cable adapter MOTU MlcrOBOOk
is included.

Studio-grade 1/O that fits in your pocket
Welcome to studio-grade personal recording that fits in
your pocket. Plug in your iMac, mic, guitar, keyboard,
speakers, and iPod, and enjoy pristine audio performance
that rivals expensive interfaces costing hundreds more.

You get all the 1/0 you need for a complete personal studio.

Shure KSM44A
Large-diaphragm, multi-pattern condenser mic

The flagship of the KSM line — and the new must-have mic for any MOTU studio. v o A
The KSM44A is a go-to mic you can count on for great results in just about N p,
any DP project, with extended frequency response specially tailored for critical L i/ y
studio vocal tracking. The dual-diaphragm design lets you select among - * ( “ -
cardioid, omnidirectional, or figure-8 pickup patterns.




©2011 Sweetwater, Inc.

McDSP Emerald Pack v5
Premium plug-in processing for DP7
McDSPs world-renowned emulations of vintage equalizers,
compressors, tape machines, and channel amplifiers, combined
with custom console modeling, and the latest technology in
convolution reverb and mastering limiters, are now available for
Digital Performer 7 in the AU-compatible Emerald Pack v5.
Winner of a 2009 Electronic Musician magazine Editors’ Choice!

BIAS Peak Pro 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 6 offers more creative potentiat than
ever before. Used side-by-side or launched directly from within DP7, Peak Pro 6
offers comprehensive restoration, mastering, and delivery tools to streamline your
workflow with industry-renowned sonic quality and precision. Peak LE and Peak

Pro XT are also available — call your Sweetwater Sales Engineer today!
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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.

Expert advice

Call your Sweetwater Sales Engineer today

Music Instruments & Pro AUle

for expert, up-to-the-minute advice regarding

every aspect of your MOTU desktop studio. (800) 222-4700

No one knows MOTU better that Sweetwater!
www.sweetwater.com

Value Added
Reseller

SHIPF'ING
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Q&A

Dave Morgan

You've been mixing for Cher in Las Vegas for
three years. That's a real change from tour-
ing..

Don't tell anyone, but it's the best gig anyone
could ever have. We go in around 4 in the af-
ternoon and we're out at 9:30. Living out here,
I never had to get on a bus. If it weren't for the
fact that I love working for James Taylor more
than anyone else in the world, I'd never give
this up.

I'm going back out with James in mid-
February through the end of July, and then go
into rehearsal for an extended Cher tour that
starts in September. So I've got the next two
years planned out, which is pretty good for a
live sound guy.

You started out as a musician.

i started playing guitar in paying gigs when |
was 14, but at the time | wanted to be a hockey
player.

And now, years later, here you are in the cen-
ter of hockey arenas.

That part of my dream of making money in
hockey arenas did come true, but it took a cat-
astrophic injury to convince me to stay with
music. And good thing | did because now, at
the advanced age of 61, I'm still at it. | do it be-
cause it's fun. | work with amazing people, and
I'm making good money doing what | love.
How did you make the jump from being a
musician to doing live mixing?

A buddy of mine and | had a demo studio in
Hollywood. We shared the facility with a band
called El Chicano, who we also recorded dem-
os for. One day, El Chicano's house guy was
sick so they asked me to mix their show for
about 8,000 people at USC.

After that, | worked as a staff engineer at
studios in Hollywood. it paid like dirt, so | also
worked nights at a country music club called
The Palomino. A couple years later, someone
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from Al Audio recommended
| talk to [Al owner] Al Siniscal
about working with them. Al
had me work with his whole
roster of Vegas acts—Connie
Stevens, Wayne Newton, and
| even did monitors for Diana
Ross. I'd work with a different
act every weekend—sometimes
just setting up speakers—but
one night | was a cable pager for
Frank Sinatra. Frank didn't like
wireless mics so he sang into
an SM58, with me on the side
of the stage letting the cable out
as he’d walk out and hauling it
in as he moved closer. On some
other Frank dates, | was at front
of house. It was an interesting
baptism into live sound.

Then Al put me on the Doobie Brothers
crew, and | ended up mixing them. When they
broke up in 1982, we were all really disappoint-
ed. | stayed with Mike [McDonald] after that
and did his first two solo tours.

Somewhere along the line, | ended up
being Dirk Schubert’s partner in the original
Schubert Systems. Dirk went out and did the
tours. | stayed behind to run the office. | did
five years as a sound company owner and hat-
ed every minute of it. Eventually, Dirk and his
dad bought me out and | went back to mixing.
Soon after, | was doing Whitney Houston and
that led to mixing Paul Simon.

Of all these tours you've mixed, do you have a
personal favorite?

Musically, Paul Simon'’s Born at the Right Time
was the best thing I've ever done, but Grace-
land is a favorite for everything it represented
in terms of the politics of South Africa and how
important—and emotional—it was. Being a
part of that gave me a sense of pride and grati-
fication that will never go away.

And 140 inputs from the stage.

It was astounding, but Born at the Right Time,
with the 40 Brazilian percussionists mixed
through two Gamble EXs, was also a labor of

s

love, especially on the Central Park show with
750,000 people. We did 162 shows in 36 coun-
tries for that tour. My 21-year relationship with
Paul has been about as good as it gets for a
front-of-house guy. It was the pinnacle of my
career until James Taylor lured me away.

Every day | work with James is the best day

of my life. It's like we're brothers, and working
for James at this point in my career is the ulti-
mate achievement for me. | always coveted Bu-
ford [Jones) for having that job and | never had
a chance to mix James because | was so busy.
Finally in 2005, | got a call from James asking
me to mix his tour. Working with James is like
comfortable old shoes and his band is stun-
ningly good. It's the best thing in the world.
So after 41 years of live mixing, you're still
with it?
As long as my body holds up, my spirit is defi-
nitely willing. I've looked at other things along
the way but haven't found anything nearly as
rewarding. There’s nothing like stepping back
during a show for a few seconds, listening to
the P.A. and watching the faces of the people
in the room. When it sounds good and every-
body is grooving to the show, that feeling is
unparalleled. | love my job. HI
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Introducing the 828mk3 Hybrid

28 x 30 Firewire ® USB 2.0 recording system 0O

The new 828mk3 Hybrid audio interface

has both FireWire 400 and USB 2.0, Hybrid technology in a mobile interface...

SO you can connect it either way to an ——
y y y The UltraLite-mk3 Hybrid Feconc e
current Mac or PC and enjoy pristine L[] x\14 F:reW:r: * USB 2.0 audio interface |
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