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Welcome to the

House of K

K Series m‘ KW Series
L3
]
4
7 4
3 Lines

10 Models
Infinite Possibilities

KLA Series

Enter a place of infinite possibilities. In this house, over 40 years of amplifier, loudspeaker and
DSP experience born under a single roof run through the veins of every K Family product.
Incredibly intelligent and versatiie, all 10 models work together in countless ways to solve your
most difficult audio challenges. And just like any good home, the House of K provides genuine
comfort, delivering service you can depend on today, tomorrow and for years to come.

Whether for Rental Sound, Installed Sound or Portable P.A., the House of K is wherever you
make it. Contact your QSC sales representative and build your own house today.

www.qgscaudio.com DS':

© 2011 All Rights Reserved. QSC and the QSC logo are registered trademarks of QSC Audio Praducts, LLC in the US.




Buying Music Gear?

Experience the Sweetwater Difference!

Sweetwater is your best source for music gear and technology. Why? Because we give you more than just great
products at great prices. We're here to help you find exactly what you need and to get it to you when you need it.
Plus, we're here for you after the purchase, with industry-leading service and support, outstanding online resources,
and our own exclusive free 2-year warranty.
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Value Added

Reseller
Irebememst Ao

Find Your Perfect Music Computer at Sweetwater!
Choose one of our custom Creation Station PCs or a Mac from
Sweetwater! We specialize in turnkey installs, so you're ready
to record — right out of the box. Plus, free tech support keeps
you up and running. Go to Sweetwater.com to find out more!
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4 DownBeat March 2010

“From the recording perspective, [the AT4080] may well be
) oM one of the top mics I've ever heard. If you need an amazing
: large ribbon mic for your studio, look no further than the
AT4080. If you're after a ribbon mic that will make your
+ ] guitars scream onstage, get yourself an AT4081”

’.‘t FOH Magazine e 2010
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),‘, “The 4080 is a marvelous microphone”
.‘5,‘ _é;g MIX August 2010
é‘ﬂ_f 7

“I'm loving the AT4080 and AT4081 - enough so that | purchased
the review units”
Tape Op July/August 2010

“This is the first really new kind of microphone | have seen in a
long time . . . It's neutral and clean but yet mellow, and that’s a
very useful tool to have in your mic locker”

Recording January 2011

“These ribbons aren’t sissies! These ribbons will rock and take
sonic abuse, opening up a new world of appropriate ribbon mic
applications”

Pro Audio Review July 2010

“[With] smoother-than-life high end, the [AT4080] sound comes
over as very natural, with plenty of depth and mid-range detail”
Sound on Sound August 2010

“The prices seem to define them as mid-level ribbons, but their
performances clearly have them nipping at the heels of all the
AT4081 ) q "
Bidirectiona. Ribbon JRE=eli ibbans:
Micrephone Pro Sound News August 20
AT4080

BidirectionalRIDEGN META”ianc - “Remarkable ribbons ... Highly recommended.”
ICERTIFIED]

M crephone Electronic Musician June 201
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Believe everything you hear. Audio-Technica’s first-ever ribbon microphones, the AT4080 and AT4081
deliver silky smooth, classic sound along with remarkable durability and phantom-powered active

electronics. Wherever your passion for music takes you, experience more. audio-technica.com

4080 & AT4081 Bidirect onal Ribbon Microphases

s Smooth warm and natu-al hign-fidelity sound ¢ Phantom-powered active electronics provide stable

* Groundbreaking ribbon design with 18 patents pending impedance and higher output for maximum

* MicroLimear™ ribbon imprint for superior durability compatibility with microphone preamplifiers

* Dual nbbon construction “cr increased sensitivity ¢ Handmade production - including ribbon corrugation,

* Powerful NS0 neodymium magnets for high outputleve imprint & assembly 5 &

* Ultra-fine mash helps protect against ribbon damage > Basidtby AddATEb IS ST RanG) aUd|O—teChnlca
¢ Figh-SPL czpability and ex:ended frequency responise always listening
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JACK RICHARDSON,
1930-2011

Canadian  producer
Jack Richardson (the
Guess Who, Alice
Cooper, Bob Seger)
passed away at Lon-
don, Ontario’s Uni-
versity Hospital. He
received 38 Gold and
Platinum awards dur-
ing his career, and is

a former Fanshawe
College
His son, Garth Richardson—who works under
the GGGarth moniker—has produced albums
for Korn and Rage Against the Machine, among
mary others.

instructor.

“Jack Richardson was not only a creative
innovator, but he also brought a new level of
technical expertise to a burgeoning industry, and
through teaching and mentoring for over half a
century, raised the level of quality of all Canadian
music production and programming,” producer
and work partner Bob Ezrin said in a statement.

In 2002, the Canadian music industry re-
named the Producer of the Year Juno Award to
the Jack Richardson Producer of the Year Award.
He was also a recipient of the Order of Canada.
Donations in his memory can be made to the Jack
Richardson Music Awards (jrma.ca).

QUOTABLE

&6 This amazing collection is
a chance to hear history. [It]
includes popular music, dance
music, opera, early jazz, famous
speeches, poetry and humor. It is
what our grandparents and great-
grandparents listened to, danced
to, sang along with. 99

—Librarian of Congress James H. Billington on
newly launched National Jukebox site (www.
loc.gov/jukebox), which features streaming-only
music and spoken-word recordings in the U.S.
between 1901 and 1925 (assets provided by
Sony Music Entertainment)
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!ADEL Inflation
| Ear Seal takes .
| the pounding W/E)

I

! The ADEL, which looks like a tiny ear-sealing balloon, is
a sacrificial membrane that disrupts excessive pressure waves,
. protecting the ear drum when in-ear listening devices are used.

Pote
At the 13oth AES convention (London,
May 14), in-ear technologist Stephen Am-
brose, along with Robert Schulein and
Samuel Gido, entered two papers and a
presentation that described a potential so-
lution to “listener fatigue,” the discomfort
and pain experienced while using in-ear
headphones, hearing aids and other de-
vices that seal the ear canal from external
sound. Under their Asius Technologies
(asiustechnologies.com) brand name, they
described how sealing a speaker in the ear
canal dramatically boosts sound pressures
and how a modified ear-tip can help alle-
viate, or even eliminate, that effect.

Using physical and computational
models, the researchers showed that
sound waves entering a sealed ear canal
create an oscillating pressure chamber
that can produce a potentially dramatic
boost in SPLs. Data from the models
and laboratory observations suggest that
the boost triggers an acoustic reflex, a

niques for Vocal Recording
Learn to properly capture the
human voice— animportant
element in audio production
mixonline.com/webcasts

COMPILED BY SARAH BENZULY

eardrum

D movement
. not visible
" fnanometers)

ntia;l S;Iution for ‘Listener Fatigue’

defense mechanism in the ear that damp-
ens the transfer of sound energy from the
eardrum to the cochlea by as much as 50
dB, but does not protect the ear drum
from the excessive shaking.

To counter the oscillations, the team
developed a way to use a membrane out-
side the eardrum to take the brunt of all
the pounding. This “sacrificial membrane”
disrupts the excessive pressure waves, pro-
tecting the eardrum and preventing the
triggering of the acoustic reflex, ultimately
leading to lower, safer listening volumes.

The papers describe two approaches
for introducing the new technology. The
simplest involves a retrofit that can be ap-
plied to existing in-ear headphones. Asius
also developed a small, inflatable seal called
an Ambrose Diaphonic Ear Lens (ADEL™),
which uses a miniaturized technology called
an Asius Diaphonic Pump™ to inflate the
polymer membrane. Visit mixonline.com
for video examples.




The Online Difference!

Outstanding Online Resources
We offer a huge pool of online guides, video demos, tech tips, and other resources that you can
access 24/7.

Award-winning Website

When you visit Sweetwater.com, you won't believe how easy it is to find great gear — and
find out more about it. Our product pages showcase detailed images, in-depth descriptions,
helpful demo videos, and more. Sweetwater.com is brimming with online guides, tech tips,
and other great resources.

Exceptional Online Publications
Enjoy a range of online Sweetwater publications, including inSync, GearNet, and more.

The Service Difference!

Friendly, Expert Staff

When you call Sweetwater, you get one-on-one
communication with experts! Our Sales Engineers are
musicians and engineers who can relate to you and your
needs, so you get valuable advice and personal service
from someone who knows the gear inside and out.

o g OO OOMERCT (2 00 Ve 0

Huge Inventory,
Free Shipping
Need it fast? We get it to you fast. In fact, most orders ship the

same day! Our enormous warehouse is stocked with all the latest, Industry-leading Service

greatest gear, so you get easy access to the best products available. and Support ‘

Pius, our free shipping adds even more value to your purchase! Great value doesn’t end with
the sale. Sweetwater is here

Free 2-year Warranty for you after your pu-chase,

Want even more value for your money? You'll love the free 2-year with a full factory-authorized

warranty we add to your purchase. It's a Sweetwater exclusive! service department and top-
tier tech support.

Stay Connected!

Connect with Sweetwater on YouTube, Facebook, and Twitter,
and get daily updates on new gear releases, savings offers,
exclusive product demos, and more.

You_

YouTube.com/SweetwaterSound  Facebook Twitter, Sound

Go to Sweetwater.com or call us today —
and experience the Sweetwater Difference for yourself!

FREE Shipping * FREE 2-year Warranty ¢ FREE Tech Support e
FREE Professional Advice ¢ LOWEST Possible Prices

(800) 222-4700  Sweetwater.com

Music Instruments & Pro Audio




The summer touring season is in
full-swing, with both major and in-
die artists trekking across the coun-
try filling up venues of all sizes. This
month, Mix focuses on everything a
mix engineer needs to know: from
miking and mixing vocals, the new-
est in line arrays, ribbon mics on the
road and more!

38 HangOut Festival

42 Miking Vocals
Onstage

48 Ribbons on the Road
52 Yamaha StageMix

iPad App

54 New Line Array
Systems

PLUS!

58 ‘Rave On
Buddy Holly’

62 ‘Cars 2’: Around
the World in 7.1

13 Taking Back Sunday
14 Garland Jeffreys

16 News and Notes

18 Classic Tracks:
Edgar Winter Band
'Frankenstein'

SFP

23 'Transformers 3'

24 IDEAS Orlando

26 News and Notes

LIVE

Lil Wayne
Sara Bareilles

News and Notes

All Access: Bruno Mars
and Janelle Monae

DEPARTMENTS

from the editor
current
marketplace
classifieds
TechTalk

Volume 35, Number 7

TECH

68 NEW COLUMN!
Ask Eddie

0 New Products

| Review: Steinberg
Cubase 6

Review: Radial
Engineering
Workhorse 500

9 Review: 500 Series
Modules

82 Review: ADAM A8
Powered Monitor

) Review: Softube TSAR-1

On the Cover: Co-headliners Bruno Mars and
Janelle Monae are bringing their savvy blend
of R&B and hip-hop under the “Hooligans in
Wonderland” Clair Global-provided tour. For
more, go to page 36. Photo: Steve Jennings.
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studio recording mixer

Classic Analog for the Digital Age
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Multi Tracker
Summing Mixer
DAW interface
DAW Controller
Monitering Router
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Probably the best preamp and EQ circuits in our 40+ year history
24 mic/line + 2 dual stereoinputs

2 valve mic/line/instrument preamps

6 auxes, 4 subgroups, main stereo + mono bus

100mm faders — available in motorized or non motorized versions
Choice of analog or Firewire/ADAT interface modules

Hands-on interfacing with DAWSs

el ALLEN: HEATH

For more information email or call:
A division of Jam Industries Ltd info@allen-heath-usa.com | 800.431.2609 WO R LD C LAS S M IXI N G



From the Editor

YOU CANT BEAT LIVE

amn it’s fun to go out and see live music. Pick your act, pick your night. Pick your heroes,

pick an unknown. [ was lucky enough in early June to be in the Fox Oakland audience for

one of only six Buffalo Springfield shows in California, leading up to their headlining gig at
Bonnaroo. Stephen Stills can definitely still play that ol’ guitar, Richie Furay looked like the happiest kid
at the dance and Neil Young—well, he is a bona fide rock star. The guitar chops, the voice, the humble
swagger and punch of a man who has lived the life. The sweet purity of “I Am a Child.,” followed by the
heart and depth of “Mr. Soul” and the raucousness of “Rockin’ In the Free World.” You didn’t have to
be over 40 to appreciate the sound. When it’s live, you don’t even have to like the genre (though I do).
You can just tell when magic is happening.

There’s nothing like it in the world when a band is onstage and in the zone. It can happen in front
of 70,000 fans jacked-up on a festival high or it can happen at church. It can happen in a dive club in
Jackson or at The Pearl at the Palms in Vegas. It can come out of an Asheville studio in front of 30,000
Web viewers or it can happen in a living room. You can pay $250 for front row or you can see it for free
in the park. It doesn’t matter. If it’s good music and it’s live and you're there, then that’s a great night.

Think about it. There's no logical reason in today’s economic climate that touring should be as
strong or as solid as it is. It's something of an anomaly in the crowded entertainment market. We live
in a short-attention-span age, with YouTube concert clipé and a flood of On Demand performances in
hi def. We can watch from home! We can hit Pause! Concerts are a full-day commitment, but we still
go out to shows. High ticket prices killed a few acts, but not many. Having an album release doesn’t
seem to matter as much as long as you have fans. Bon Jovi can still hit it big, and so can James Taylor.
Mumford & Sons can hire a train for 10 stops, and Kenny Chesney can still pack a stadium. People
predicted the death of festivals five years ago, and here in 2011 we have sold-out weekends from
Indio, Calif., to Manchester, Tenn., to Austin. Why? Because it’s live. And you can’t get it anywhere
else. As I write this, my daughter Molly is hitting me up for tickets to see Stephen Marley at the Fill-
more in San Francisco. It was Florence and the Machine at the Greek Theater the week before. The
next generation wants it, too.

One of the reasons touring continues to thrive, despite a normal cycle of up and down years, is
that sound systems are better than ever, and manufacturers continue to innovate through network
topologies, remote apps, better steering, more power in smaller packages—constant innovation and,
quite simply, better sound. The impact and thrill of a well-mixed show through a powerful P.A., with
the energy provided by 20,000 rabid fans, cannot be duplicated. You just can’t get it at home.

We are in a Golden Age of Concert Sound right now. Get out there this summer and listen to your
favorite musicians playing together, feeding off an audience and turning it up to 11. The acts are out
there. The sound is better than ever. And what the heck, it will put you smack dab in the middle of
people who love music. What more could you ask for?
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Give Your Videos

a ‘Wild Touch’

Based in Los Angeles, Andrew Wild's
Wild Touch Productions (wildtouch-
productions.com) can help com-
panies and studios promote their
business through the use of videos
on their sites. In 2004, Wild began
producing videos for Euphonix in
both the U.S. and in Europe; his new
business launched last year. Recent
projects include videos for Avid and
Solid State Logic. From informative
product videos, to in-depth, hands-on

Engineer Rhvs Downing from the SSL AWS 948 console video.

produced by Wild Touch Productions

demos for training users and for providing additional information to help the purchase decision, Wild

Touch Productions delivers.

Poetic License Faders of the Lost Art

This was sent to us by Michael Golub, a 30-year recording engineer in New York City. Enjoy!

O console my console | weep for your demise

Behold you've disappeared, before my very eyes
What evil plot is hatched onto my once proud house?
Must music be attached to sound of clickingmocse?

With hammer and with anvil we forged and built

the tracks

Like chisels usedinsculpture, the console was my axe
Raw notes racedin like fire and came out the other side
Transformed by coiled wire, they turned to butterfly.

0 console my console we rode the sonic wave

Tne faders were my tiller, it's touch that | do crave
Now faders they lie dormant, silent and foriorn
Faders fade no longer, faders fades get drawn.
One day they'llmake amovie that makesiit all clear
It's very cinematic, I'll play the engineer

It's all about the eras, and how they soon depart

We'll call the movie Faders. ..
Faders of the Lost Art.

Send your thoughts to mixeditorial@nbmedia.com

Talk back tous at
mixeditorial @nbmedia.com
or join the discussion at
mixonline.com/TalkBack

I'm a recording artist and producer from Switzer-
land. Most of my contacts are international, and I've
been using Dropbox for more than a year now. Also,
management-based online services like BandCentral
are part of my daily business. | was not aware of being
“in the cloud” before 1 read Tom [Kenny’s] Editor’s
Note [“Are You in the Cloud,” May 2011]. It's definitely
the way to go. I use it for everything. Every client has
his own folder and I have different folders for song-
writing, mixing and production. The working tracks
can be accessed everywhere, which is a great plus. If

I have an idea, 1 can just record additional tracks di-
rectly with some applications onto the working tracks,
either in any studio or via my iPhone. Also, in produc-

tion it is incredibly useful. Because 1 have collabora-

tors and contacts at different locations, [ can use my
samples, plug-ins, presets, et cetera—no matter what
studio I'm working in. For the mixes, I'm connected
with Bluetooth to my car’s radio (and that's where 1
listen to it like a consumer). Finally, when my mate-
rial is in the cloud, musicians, arrangers, vocalists,
everybody who I'm working with is directly informed
and can start to work on the project and develop the
idea. All in all, | think that the cloud is going to push
creativity and workflow beyond the today’s limits, and
I'm very happy that Mix magazine has made me more
aware of that than ever.

—SEBASTIAN PORTILLO

sebastianportillo.com

Got a question? Email us at mixeditorial@nbmedia.com.

SPARS
Sound Bite

Welcome to the new SPARS column, where we
will inform you of what we are doing to move
the industry forward. Last month we spotlight-
ed our new Board of Directors, including five
newly elected pros representing Los Angeles,
the Pacific Northwest and the Midwest. The
geographic diversity is important, as one of
the primary initiatives of SPARS in the coming
years will be to bring national focus on each
and every recording community.

We call this our Local Connect initia-
tive. There have been a couple of local pro
audio groups mentioned in the press recently.
Regional groups such as EARS (Engineering
and Audio Recording Society) in Chicago,
PRC (Philadelphia Recording Community)
and BARMMAP (Bay Area Mixing Mastering
and Production) host meetings and events in
their respective areas. There are many other
groups that get together informally or through
Web conferencing sites such as Meetup.com.
With the

growing SPARS 5C0m

user base i3

of audio rtHe sociEry OF !

pros— PROFESSIONAL
AUDIO RECORDING

whether gervices

at  home

or in commercial facilities, studio or live,
educational or house of worship—this makes
perfect sense. SPARS is in the process of reach-
ing out to all of them to link regions and foster
more exchanges of ideas and practices. We are
finding that we share many common concerns,
and the associations and relationships are
leading to joint initiatives and collaborative
projects. 1 refer to this as the “SPARS national
patchbay.” As a first step in bringing groups
closer to each other, news items from regional
groups are posted on our Website (spars.com)
and in our newsletter, SoundBytes.

There are a number of other initiatives
getting started, including a student-mentoring
program that is in the alpha-testing phase, a
white paper that addresses parents’ questions
regarding their child’s career in pro audio, and
post-production work on rare video interviews
with SPARS founders and key members.

One of the founding principles of SPARS was
to build a community of audio pros to preserve
and further the craft of recording, foster excellence
in the business of recording and provide access to
SPARS’ wealth of knowledge and resources to nur-
ture the next generation of talent. If you are driven
to push the envelope of recording quality and the
business of recording, or if you want to help mentor
a young audio professional, then join us.

—Kirk Immamura, president/director

mixonline.com MIX 9
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Studlo Unknown Update

We've all been to
enough large-scale
concerts to expect to
see massive speaker
systems in stadium
venues.  However,
if you look really
closely, you’ll find
that line array sys-
tems are now being
incorporated  into
the stage design in creative, unusual ways.
In addition, just as our cameras, phones and
other technology seem to be shrinking size-
wise right before our eyes, so too are these
systems.

In this month’s “Confessions of a Small
Working Studio,” we'll find out how much of
arole the systems play in design and what the
compact versions are being used for.

>>mixonline.com/studio_unknown

Cool Spin

Review: | Love: Tom T. Hall's Songs of
Fox Hollow (Red Beet Records)

Musician/producers Peter Cooper and
Eric Brace came up with the brainstorm
to re-record Tom T. Hall’s classic chil-
dren’s album Songs of Fox Hollow front to

back. With Hall’s blessing, they brought a
wonderful group of like-minded country
artists to Hall’s personal studio (actually
a converted dog kennel on his farm, Fox
Hollow) to reinterpret the album that had
been a surprise hit for its originator in
1974.
>>mixonline.com/cool-spins

SoundWorks
Collection Update

Marie Ebbing and Jonathon Stevens
offer advanced noise-removal services
for music and film post-production
using a suite of tools by the soft-
ware developer Algorithmix. These
noise-removal tools are divided into

two categories: broadband (including
surface noise, hiss and hum) and transient, including
camera hydraulics, coughs, page turns and other in-
stantaneous noises.

Their use of these tools extends into the non-
standard, as well. They can remove unwanted dia-
log and music from stereo or multichannel master
recordings. Rebalancing or complete removal of in-
struments in a master recording is also possible, and
on occasional pitch correction to a specific instru-
ment in a mix. All of this is done with the utmost
respect to the sound quality of your original master.

Projects that have benefited from their noise-re-
moval services include Tron: Legacy, The Curious Case
of Benjamin Button, Capitalism, Public Enemies, San
Francisco Symphony’s Keeping Score Series, and The
Lord of the Rings: Complete Music boxed sets.

>>mixonline.com/SoundWorksCollection
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Clearly Superior.

You wouldn't settle for water that was “less than perfect.”
So why settle for audio that is anything less than the very best?
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Taking Back Sunday is, from
left: Mark O’Connell, Adam
Lazzara, Eddie Reyes. John
Nolan and Shaun Cooper

Photo. Phitlip Grayhill

TAKING BACK SUNDAY

Reunited Band Lets Songs Become Their Own Experience

By Sarah Benzuly

eleased in late June, Taking Back Sun-
day’s self-titled fifth studio album marks
the return of the band’s original lineup
from their 2002 debut, Tell All Your
Friends. Vocalist Adam Lazzara, guitarist Eddie Reyes
and drummer Mark O’'Connell reunited with vocal-
ist/guitarist John Nolan and bassist Shaun Cooper,
who departed the band in 2003. And from the way
Nolan recalls their reunion, it was all O'Connell’s
idea. “As things were winding down for Taking Back
Sunday and their last album cycle,” Nolan says, “he

started talking to Eddie and Adam about this idea
{of reuniting the band] and then got in contact with
Sean and 1. Everyone was pretty skeptical about it at
first—of whether or not this was going to work—
but everyone was open and we started reconnecting
and talking again, and then little by little, it led to us
getting back together again.”

That sense of openness pervades the making
of this album, beginning with settling down at
Sonic Ranch Studio (El Pase, Texas) and enjoy-
ing its remote location to sit down in a room

together, rekindle those musician friendships and,
once everything began to mesh together, begin
to write songs. Nolan says during that week, they
wrote about 10 or 11 songs. The group reconvened
a short while later at Sonic Ranch for another two
weeks of writing and then flew up to Robert Lang
Studio (Seattle), where they met with producer Eric
Valentine; Valentine had worked with the band
(sans Nolan and Cooper) on Louder Now (2000).
With a slew of songs—almost 30 in all—in hand,
Taking Back Sunday looked to Valentine to help
refine the songs and take them to a new level. At
that point, they started production work in earnest
at Valentine's Barefoot Studios in L.A.

°l wanted this record to be more simple,”
Valentine says. “l wanted to focus more on the com-
positions themselves and less on dressing them up.




Music > Taking Back Sunday

The band worked very hard on the

the mix, printing to
Ya-inch. “I took a little
more time than usual
so 1 could experiment
with the console and
see what | could pull
out of it,” Valentine
adds. “1 was tinkering
with bits of the circuit-
ry in the console and
was able to make some
refinements through
the process. 1 have a
feeling the tinkering
will probably never
stop.”

For the tracking,
the band would play
together as one, and
then individual band-
members would go
back and fix parts later
as needed. As for mik-
ing instruments, “On
guitar,” Valentine says, “l have been

collection of songs for the record. | LINER using a mic-positioning robot that
think it is one of the strongest col- NOTES 1 control from the control room. |
lections of songs that the band has Producer/Engineer: can sit in the sweet spot between

come up with. The band was very
determined to be sure every part of
every song earned its spot on the
record.”

Nolan agrees: “We wanted to
have an album full of really solid,
well-written rock songs. That was our starting
point. But at the same time, the goal became to
let each song take whatever shape or direction it
needed to make it the strongest it could be. There
was a lot of trying to stay open as the song devel-
oped; let each song become its own experience.”

At Barefoot, Valentine worked on his newly
installed custom Undertone Audio console; this
is the first album that was recorded on the new
board and Valentine says it was “a great oppor-
tunity to put it through its paces.” He recorded
to Pro Tools and then transferred to analog for

more online|©

Read more
about how this
album came
to life.

for more info.
—

Eric Valentine
Studios:
Sonic Ranch,
Robert Lang Studios,
Barefoot Studios

my [Yamaha] NS-10s and dial in
the position of the close mic on
the speaker cab. | also recorded
almost all of the lead vocals with
two mics: a close mic, usually an
SM7, and a room mic, an M49. The
room mic was printed with a lot of compression.
I could then blend the two differently for differ-
ent sections of the song. With two lead singers,
it's sometimes important to be able to put them
in different spaces. So with the room mic, ! could
make one of them sound farther away with real
room acoustics when one singer was playing a
supporting role to the other.”

The process took about three months of
recording, with the majority of time spent hon-
ing each song and letting it shape into what
it needed to become, both from the band and
Valentine's perspectives. “I've never worked with
a producer that’s brought so much to the pro-
cess,” Nolan says. “1 really couldn’t believe what
a difference he made in what we did. | feel that
he could listen to a song and immediately know
where it needs to go to improve. And he’s got a
great way of taking his vision where he sees the
song going and working completely with an open
mind as to where we saw it going. It ended up
being this really collaborative thought process.”
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GARLAND JEFFREYS
‘THE KING OF
IN BETWEEN’

By Matt Gallagher

n June 14, Brooklyn-based singer/song-

writer Garland Jeffreys (garlandjeffreys

.com) released the rock- and blues-ori-

ented The King of In Between, his first al-
bum of entirely new work in 14 years. Jeffreys co-pro-
duced his latest project with guitarist Larry Campbell
(Bob Dylan, Levon Helm) and brought in top musi-
cians Steve Jordan (drums), Mike Merritt (bass), Duke
Levine (guitar) and Brian Mitchell (keyboards). It also
includes guest artists Lou Reed, Duncan Sheik and
Jeffreys’ 14-year-old daughter, Savannah. Jeffreys and
company recorded basic tracks at Brooklyn Record-
ing, while overdubs took place in One East Recording
in Manhattan.

For mixing, Jeffreys turned to longtime friend and
collaborator Roy Cicala, the former chief engineer of
The Record Plant in Manhattan—whose credits include
John Lennon, Aretha Franklin, Van Morrison and Bruce
Springsteen, among many others—whom Jeffreys has
known since 1972.
“This was my first
album in a while,
and 1 thought Roy
would be perfect
for it,” Jeffreys
says. “The prob-
lem is, he was liv-
ing in Brazil.”

Cicala explains
his  relocation:
“l came [to Sao
Paolo] to stay for two weeks, and it is now going on five
years. During this time, | became a resident and had to do
something so we started the studio. It’s a five-room facility
called SA Plant. My partner here is Apollo, a remarkable
arranger and keyboard programmer with whom 1 often
collaborate. The studio is fantastic and we're very happy,
but my biggest downer is that 1 miss New York.

“1 suggested to Garland, ‘Let’s try to mix it long
distance: Send me your hard drive and let’s give it a
go,” Cicala continues; he and Jeffreys exchanged files
and comments via email, and had phone conversa-
tions. “Garland’s CD was mixed on a V3 Neve and
transferred to digital. 1 used Logic because I love the
automation; Pro Tools was used first for rough mixes.
Mixing from digital to old analog equipment, to tape
and back to digital is a time-consuming method, but
the end result is well worth the pain.”

;.,;n
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Garland Jeffreys The King of In Batween
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Music > News and Notes

WRIGHT'S SOLO OFFSHOOT

What started out as demos turned into a full-fledged solo album. Tokyo Police
Club keyboardist Graham Wright has always had songs percolating in his brain—
even before TPC was formed—and he finally got his chance. Working again with
TPC engineers Jay Sadlow and Dean Marino, Wright snatched whatever free time
he had (and cash, as he was self-funding this project) and headed into Chemical
Sound (Toronto), Sadlow and Marino's studio. “I basically started recording songs
with Dean and Jay in the beginning of 2009, but I thought | was making demos,”
Wright recalls. “1 had written a bunch of songs and [ wanted to do something with
them. We recorded two songs each day, and when 1 sent [the demos] to my man-

ager, he said, ‘They sound like you're making proper recordings’ So from them

nore on me

Nia

on, it became more [a full
album].”

With all three play-
ing instruments, Sadlow

Readmore and Marino focused more
from the b
e hea o on the music and less on
theartist. Visit engineering techniques.
X
“Instead,” Sadlow says,

“‘we'd
and arrangement to cre-
ate interest. We doubled
horn parts with distorted

use performance

y

DISC CUTTING AT GRUNDMAN

Recording engineer Ryan Hewitt booked Bernie Grundman Mastering’s disc
mastering studio for the vinyl release of Flogging Molly’s Speed of Darkness.
Recorded at Echo Mountain Studios (Asheville, N.C.) and Sonic Ranch (El
Paso, Texas), the album was digitally mastered at 96k/24-bit for vinyl by Dave
Collins at Dave Collins Mastering and at 44.1k/16-bit for CD and online re-
lease. “We came to Bernie to cut the best lacquer we can for manufacturing,”
says Hewitt. “The person who buys vinyl wants to hear the maximum fidelity.”

Grundman (left) and Ryan
disc-cutting studio. which
 a high-powered, solid-state

and driven by Grundman’s
etarv amplifier system: and a
estrex cutteghead driven'by a

guitars, we doubled keyboard parts with chromatic bells. If we had an impulse
to try a part, we would usually grab the nearest microphone and hit Record. We
tried to keep things moving pretty fast because we favored energy over all else.”

Adds Marino, “This album was all about spontaneity and having fun, and 1
think you can definitely hear that.” Wright concurs: “I'm so glad e started off
not knowing what we were doing because | think it really defined the approach
that we took, which was a very light touch and ‘let’s live in the moment.” Shirts
Vs. Skins is now available.

COUNT, DJ SHADOW
BACK IN THE GROOVE

Gramm -nominated engineer/producer Count (vertebraeproductions.com)
and DJ Shadow are back in the studio working on a new album, with Count
at the helm in his space. “Adam [Savage] from MythBusters built these things
on the side of my Aeron chair that allow me to navigate with my arms down
by my side rather than having to
reach forward,” Count says. “I got
all the plug-ins | needed to make
things sound the way | wanted.
The final component was get-
ting the monitoring situation just
right. The Dangerous D-Box and
my old Genelecs help the mixes
translate reaily well on other sys-
tems and help artists hear things
the way they are actually going to
end up. Listening down with art-
ists to finished mixes is no longer
this ridicuious translation process
of me having to explain that things
are going to sound different ev-
erywhere else. So far the record is
turning out very cool. It's got an
old-school Shadow sound.”

Count and
v D) Shatow (seated)

ssa Hein



When We First Introduced the KRK KNS Series of Professional Headphones
We Expected to Hear Things Such as:

“We're surprised you haven't done this sooner”
“Makes perfect sense -- headphones from a company of monitoring experts”
“I sure hope they are voiced like KRK monitors”

Well, we heard exactly that and a few things we didn’t expect:

“I've just fallen in love with a pair of KRK KNS 8400s. The detail in the “They have us spouting words like “phenomenal punch’; “clear as a
sound is amazing. It really feit like | was hearing it in the studio. They Montana sunny day” and “hell ya!” to anyone within earshot. If
are an incredibly easy listen, both from a comfort and a sonic point of hearing exactly what is happening in your favorite music or in your
view. After a very short while you forget you're wearing them and just professional audio work is critical, the KNS 8400 will handle it with
bask in the great sound.” audiophile accuracy.”

- Audio Media - Headphones.com

“I received favorable comments all around on their sound quality and “The lack of high-end hype is appreciated for long or loud tracking
extreme listening comfort... which were followed by expressions of sessions, and the bottom end is slightly plump without being too
real surprise when | revealed how little they cost! These headphones "poofy” or having "one note bass" syndrome. Their clarity, isolation,
provide a noticeably different listening and soundstaging experience low weight, fold-ability and comfortable ear pads make an ideal
than other headphones in their class.” headphone experience.”

- Recording Magazine - Pro Audio Review

K

ORERARNXXE) Record. Mix. Monitor. Enjoy. www.krksys.com




Classic Tracks

By Matt Hurwitz

THE EDGAR WINTER GROUP

“Frankenstein”

lhough multi-instrumentalist Edgar Winter originally had
strong interests in science and engineering, the success of
his blues-minded brother, Johnny Winter, changed that. At
Johnny Winter’s behest, Edgar Winter played on his brother’s
albums and performed in gigs in between sets at his brother’s shows.

In between some blues numbers, Winter worked in one of his new
tunes, an instrumental to act as a showcase. The song had a distinctive riff
at its center, which would later become the signature of “Frankenstein.” “It
didn’t really have a name, but we started calling it ‘The Double-Drum Song’
because we had two complete drum sets onstage, and |1 would do a dual
drum solo with Johnny’s
drummer, Red Turner.”
Winter played “The
Double-Drum Song”
around the world and it
was forgotten—until 1971,
when Winter wandered
into Manny’s Music in
New York City and spot-
ted an ARP 2600 synthe-
sizer. “As a keyboardist, 1
had always been frustrat-
ed,” he says. “You could
never mike an acoustic
piano well enough to hear
it against the guitars and
you were locked down in one place.”

The ARP 2600 appealed to Winter. 1t was connected to the base unit
by a single umbilical cord as compared to Moog's keyboard, which had
to stay at the base. “When 1 saw it in Manny’s, | said, ‘Whoa, look at that
keyboard. That’s pretty lightweight. Looks like you could just put a strap
on it and play it like a guitar. The first night 1 walked out onstage and put
on the synthesizer, the crowd went wild. 1t was just one of those rock 'n’
roll moments.”

Winter needed a tune that would showcase his new instrument so he
turned to his old favorite. “I thought, ‘T'll bet that riff in that old ‘Double-
Drum Song’ would sound really great, with that reinforced subsonic synth
bottom. We tried it out, and it was just killer.”

Over a period of a month, Winter studied and explored the ARP with
the help of synth guru Bob Margouleff, with whom he traded piano les-
sons for synth lessons. “A lot of people at that time used the synth simply
to emulate the sounds of already-existing instruments,” Winter says. “My

approach was to introduce the synthesizer as a lead instrument. 1 wanted
to use it to create never-before-heard sounds.”

Winter was like the proverbial kid in a candy store with his new tool
as he applied it to the “Double-Drum” piece. “The song just kept getting
longer and longer. Each time 1 would create a sound, 1 would make a new
section of music to incorporate that sound.” Eventually it became a 15-min-
ute favorite that closed every show. “Finally, I could play this keyboard and
do it in a new and interesting way, where people can actually see my hands
and see what I'm doing,” Winter says. “It was an amazing sense of freedom,
and it created such an impact.”

About that time, in 1972, Winter
brought a new group of musicians,
dubbed the Edgar Winter Group—replac-
ing his previous band, Edgar Winter’s

White Trash—into the studio to record.
¢ Winter had formed the new group with
guitarist Dan Hartman, hoping to take
advantage of the duo’s songwriting
prowess. They added guitarist Ronnie
Montrose, bassist Randy Jo Hobbs and
drummer Chuck Ruff, brought in by
Montrose.

The Edgar Winter Group recorded
two songs: “Free Ride” and “We All
Had a Real Good Time.” The former
featured Johnny Badanjek on drums
and Hartman playing the song’s signature guitar riff. But Winter quickly
decided that a quartet would be less unwieldy than a quintet. “It just
seemed like with four people, it was easier for the audience to focus on all
the individual members,” Winter says. So Hobbs left, with Hartman shift-
ing to bass, leaving Montrose as the group’s sole guitarist.

Producer Rick Derringer had worked with both Badanjek and Winter,
including both White Trash albums. Derringer would also produce the
new recordings, which would result in the first Edgar Winter Group album,
They Only Come Out at Night. Derringer brought in producer/engineer
Bill Szymczyk to engineer the album. The two had first worked together
on Derringer’s All American Boy album (which would be released two years
after Night).

The group booked time at New York’s The Hit Factory. “The place was
built and owned by Jerry Ragavoy, who is a great producer/songwriter, and
who is the guy that taught me how to produce records,” Szymczyk says.
Derringer had also recorded there with The McCoys. The control room

Photo: Rob Shanahan/robshanahan
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featured a custom console, which Derringer describes as “somewhere
between an API and a Trident.” Derringer and Szymczyk recorded They
Only Come Out at Night onto 2-inch tape using an Ampex 1000 16-track
tape machine.

Montrose was set up with his Les Paul and Marshall amp to the
left, with Hartman playing a Fender Precision further to the far left, as
Szymczyk recalls. Ruff’s drum kit—a Ludwig with a single rack tom and
two floor toms—was gobo'd off in the far-right corner. The guitar amp was
miked at the cone, though typically pulled back by about a foot or foot-
and-a-half, Szymczyk notes. “The louder they were, the further away I'd go.
And it wasn’t to protect microphones and diaphragms; it was to get more
of the room.” Eight mics covered the drums, bused to four
channels to save tracking space. The bass was recorded both
direct and miked at the amp, though the guitar was strictly
miked. Winter’s ARP was recorded direct and miked at amp.

Derringer recalls, “Bill and | were aware of how well
[‘The Double-Drum Song’] went over every time Edgar
played it. We were both very into the idea of recording it.”
Winter's label, Epic, was also aware of the piece’s popular-
ity, but didn’t want it on the album. “Some record
company reps came to us in the studio, and said,
‘We've been thinking about it and this instrumen-
tal song may not fit on this album really well; all
this stuff’s vocal stuff and pop-sounding, and this
far-out-sounding instrumental”” But to Derringer
and Szymczyk, “The Double-Drum Song” was the
one they had been most excited to record. “So we
told them, ‘1 guess we can all talk about it when it’s
done, but we're gonna record the song,” Derringer
says. At least three full takes of the still-unnamed
track (“Double-Drum” was just a nickname) were
recorded live. All three takes were quite lengthy,
varying from about 11 to 15 minutes each.

Winter played his ARP in the studio as he
had onstage, moving around with his keyboard
attached. He also switched between the ARP’s various patches. The main
patch—which Winter used for the song's signature riff, as well as its bass
line and solo—became known as “Frank Solo.” The sound was played
straight for most of the song, although Winter used a wah-wah pedal
through the solo. For the song’s 6/8 section, Winter used another patch he
donned “Acid Bath,” which was just a square wave modulating. Another
signature patch, heard about three-quarters of the way through the song,
“was done by changing the filter resonance while turning the ARP’s inter-
nal clock to give it that pulse,” Winter says. To give the ARP an added ste-
reo effect on the recording, Szymczyk used a device called The Cube. “Bill
had this little thing you would plug into that created this little boxy, smali-
room sound,” Derringer says. “We put Edgar’s main sound on one channel,
and then also put it through the Cube and [brought] the processed sound
up on the other channel. Coincidentally, the two [sounds] fit together like
cogs in a wheel, creating this amazing stereo effect.”

The band performed live for the recording, except for the drum trad-
eoff, which was recorded as an edit piece and inserted into the master.
“Originally, when I played that with Johnny’s band, we had two drum kits,”
Winter says. “But that was so problematical onstage, I switched to timbales

opens in Nashville.

Three Dog Night.
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MUSIC EVENTS IN 1972

January 20: Pink Floyd debuts Dark
Side of the Moon during a performance
at The Dome in Brighton, UK.

February 15: The U.S. gives federal copy-
right protection to sound recordings.

May 27: Opryland USA theme park
December 31: The first New Year’s

Rockin’ Eve live broadcast on ABC with
host Dick Clark airs. The featured act is

for the recording. And there’s a part of the drum solo 1 wanted to make
certain had a stable timing, so we did that to a click track.”

Once the song was tracked, Szymczyk edited together the best parts of
each take by cutting the original 2-inch multitrack tapes. “That’s what was
done in those days,” Winter says. “You could work from a safety [copy], but
then you'd have generational losses.”

As Szymczyk recalls, “Rick said, ‘Well, we're gonna cut it like it is, and
then we'll start slashing.” He marked the tape with a china marker and
cut. “If it didn’t work, you'd just put it back.” The main idea was to keep
representative portions of each musical section of the song. “There were
sections that were, like, ‘Well, we gotta have some of this, we gotta have
some of this, we gotta have some of that. | remember getting
it down from 10 or 11 minutes to about seven minutes. And
there were nice, really smooth transitions.”

After Szymczyk completed the edit, Winter added the
track’s one overdub, playing a second guitar part during the
song’s jazzy interlude to create a three-part harmony with
the saxophone he had played live during tracking. Clocking
in at more than seven minutes, the song was too unwieldy
to fit on the disc and was unlikely to be played on
the radio. So yet another round of edits took place,
this time with the team working from the 2-track
stereo mix, with pieces of tape scattered everywhere
throughout the control room. “It was a long, labori-
ous, tedious and sort of agonizing process,” Winter
says. “It was sort of like cutting a diamond.”

Derringer recalls: “What we had to do was take
each section and whittle that section down to its
smallest possible length that would still represent
what that section was about. The idea was to try to
retain the integrity of the whole song.” The team
came up with an acceptable edit of 4:45 in length. “I
just said, ‘That’s as much as 1 can take out and still
have the song be what it was intended to be, and
have it be musically flowing and intelligible,” Winter
recalls. The edit, Szymczyk says, holds up quite well to this day. “1 was
listening to it the other day, trying to play a ‘spot the edit’ game. [Laughs]
I found a few. But there are a whole lot more that went by pretty cool.”

Once completed, everyone listened to a playback. “As the tape was
rewinding,” Winter recalls, “Chuck was watching, kind of in a hypnotic
state, and seeing all those edits go by. And he mumbled the immortal
words: ‘Wow, man, it’s like Frankenstein.' 1 wasn't sure about the negative
connotations involved with the monster. But the more 1 thought about it,
the more perfect it felt. The whole idea of Frankenstein was technology
running amuck, with me as the doctor, and the song itself, the creation, as
the Monster. It took a few minutes to sink in, then but 1 said, ‘Yeah! That’s
it’ So the monster was born!” Radio stations began playing “Frankenstein”
in their own crudely edited versions to cut it down to size. Derringer,
Szymczyk and an Epic A&R rep returned to The Hit Factory for another
round of edits, this time without Winter, creating an acceptable edit length
of 3:28.

“Frankenstein” remains a favorite of Winter’s: “1 still love to blast it,
and I still enjoy playing that song every bit as much as 1 did when we first
started playing it live.”
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The USB Dual Tube Pre is a two channel professional quality audio
interface that lets you connect microphone, instrument, and line level
signals to a mixer or other audio input as well as directly to your
computer via USB or S/PDIF.

Simply plug a microphone or instrument into the combo input. Apply phantom
power if using a condenser microphone. Then dial up the gain and you are
ready to go. Refer to the LEDs on the front panel for a visual measure of input
gain, and then route the output to a mixer, workstation, or computer via the
1/4-inch jacks or USB output.

e Latency free Monitoring Mix and Level controls
N

e Separate Gain, Phase Invert, Low Cut Filter and Compressor switches

* USB connectivity to desktop and laptop computers

Other Features:

e Two channel Tube based Mic/Instrument preamp computer interface

e Extremely low noise discrete front end with variable input
and output controls

e Advanced optical output compressor to simplify recording
and prevent overload

e Balanced XLR for lo-Z applications and 1/4-inch hi-Z inputs
for instrument DI applications

» Selectable Dual or Stereo operation of output controis
» Switch selectable Inserts on each channel

e insert jacks provide a preamp direct out for each channel

el
AR
42k

o srtproBudio.
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* Stereo/ Dual operation of Optical Compressor

* Mono switch for single input monitoring

* S/PDIF Sample Rate switch selectable between 44.1K and 48K
» Precision LED metering of both the preamp and A/D sections

e Built-in low noise +48 Volt phantom power supply

o Gomt stackable all aluminum chassis
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TRANSFORMERS:
DARK OF THE MOON

Big Mix to Match the Big Visuals

By Matt Hurwitz

reg P. Russell is deep in the world of |

Autobots and Boomers—and it's his

third time around. .

It's early June, and the veteran

re-recording mixer is fast at work at Sony Pictures
Studios with his team completing Transformers:
Dark of the Moon, the third episode of director
Michael Bay’s successful visual effects-heavy feature
film franchise based on the popular Hasbro toys.

So how has Bay challenged the sound crew with
this latest foray into the robot world? “Every film
Michael does, he raises the bar, in terms of action
and visual effects spectacle,” Russell relates. “And
each movie that you do, you go, ‘Well, it can’t get |
any bigger, more intense and more complicated
than this’ And then the next movie, it is,” he laughs. |

For Russell and his group, most of whom
have worked on the previous features—including
sound effects editors Ethan Van der Ryn and Erik
Aadahl, re-recording mixers Jeff Haboush and Gary
Summers, and music editor Alex Gibson—the task

at hand is making Bay's visual effects imagery come |

to life. “Michael’s images are huge,” Russell says.
“They're just so dynamic. So we're constantly ask-
ing ourselves, ‘How do we bring that image to life
and make that believable? That is our goal: to really
anchor what you see onscreen in a way that you buy
it. And Michael has said, ‘When the sound is put to
these visuals is when they come to life””

Russell has one constant mantra for the team:
“That sounds like what I'm seeing. When it doesn’t
sound like what I'm seeing, I tell them, ‘1 need more

of a low end, growly, kind of tone for that. And it’s
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too high end, and it doesn’t have the girth’ Terms
they know and go, ‘Yeah. I get it! And they'll find
me something else.”

The challenge with Bay’s films, Russell notes,
is the presence of incredible numbers of visual
effects-heavy set pieces. “You know, it used to be
one or two sequences that were just phenomenal,
and that constituted ‘a large-sound film,” he says.
“Now we have one or two per reel.”

The goal, then, is to bring those scenes to life
without exhausting the audience with a wall-to-
wall battering of sound. “It’s my responsibility to do
all we can to give these sequences cleanliness and
clarity,” Russell says. “We want to have a defined
soundscape, so it’s not just a wall of mess—it’s very
articulate, with a lot of detail and definition.”

One way the team accomplishes that is with
a certain degree of authenticity, such as creating
the sound of a Space Shuttle launch by the careful
recording of a recent military rocket launch this
past May. The vehicle was recorded with rigs at
varying distances—so0 feet away, half-mile, one
mile and three miles. “It’s a singular track, the sound
of this thing ripping through the sky,” Russell says.
“It’s not made up of 15 tracks of something else try-

23



Sound for Picture » ‘Transformers: Dark of the Moon’

ing to create that sound. It’s the
actual sound of this rocket, pure
and singular, and you can feel it.”

Other sounds—such as those

of robots—are created in quite
the opposite manner. “There are
a lot of stylized moments in the
movie,” Russell explains. “We try
to twist reality so that it's not
all visceral. Otherwise, the movie
gets exhausting. And there’s a lot
of action in the movie. So it's all
about texture, tones and dynam-
ic range—trying to create shape
throughout the entire film, so that
it's entertaining, and not just a
wall of sounds. The movie is really
big and bold, but it’s not painful.
And Michael likes a big movie.”

The sounds of the robots themselves Russell
describes as being built of “eight food groups,”

CAST/
CREW

Mixer
Peter Devlin
Re-Recoring Mixers
Jeffrey ]. Haboush,
Greg Russell
Sound Editor
Christian
Schaanning
FX Editors
P.K. Hooker, Ai-Ling
Lee, John Marquis
ADR Mixer
Michael Miller
ADR Recordist
Courtney Bishop

then whirring motor sounds, fol-
lowed by servos and eye blinks.
Vocalizations are added, and then
the robots’ varying arsenals of
weaponry.

Russell has been enjoying cre-
ating a true 7.1 surround mix for
the film, something he says only
enhances the film’s 3-D imagery.
“It gives me a much more immer-
swive sound field, having quad sur-
round. When you sweep things
around the room, the motion is
more articulate in a 7.1 configura-
tion than a s.1 configuration. And
we're better able to emulate the
3-D imagery, as well. It gives it a
greater sense of dimension, not
just in what'’s coming toward you,

but in adding a depth of field, sanically.”
The goal, Russell says, is to keep the

starting with the creature’s feet. “I always start
with the feet and build it from the ground up.”
The “boom” of the robots’ steps varies, depend-
ing on the size of the robot “so that the biggest
guy doesn't also sound like the medium guy.”
From there, each element is added: larg-
er metallic motion, medium-midrange tones,

soundtrack fun and enjoyable to listen to, some-
thing he feels the team has achieved. “There’s
no way a kid 1s gonna come out of this movie
thinking, ‘1 didn’t get my money’s worth. But
it's something you cannot experience—both
visually and sonically—in your home. Go to the
movies.”
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IDEAS ORLANDO

hen you bill yourself as an “innova-
tion studio,” part of a creative jug-
gernaut of marketing and agency
services—from story to shoot to edit
to post to distribution—you need facilities and work-
flow that match the mission. After 20 years in south Or-
lando, IDEAS was in need of a new home, and in 2009,
they found one downtown.

“We had tremendous post audio facilities for 20 years,
but the building was from the late '80s,” says John Lux,
IDEAS president, “and the technologies and philosophies
used to design mix rooms have changed. We started
building out in 2009, and it was critical that we had a
versatile mix room that would allow us to do the same
work—feature films, made-for-TV movies, corporate
image pieces and Internet-based communications—but
do it with the comfort and efficiencies that come with a
modern room. It’s designed for 7.1 and 5.1 mixing.”

Audio A at IDEAS was designed by Bob Alach of
Alactronics, who had a previous relationship with
senior audio mixer Rob Hill, and built by The Collage
Companies. Alach recommended the full-range Bag End
surround monitor system as part of the room’s acoustic

signature. Lux and Hill selected the Avid ICON as the
centerpiece because they have been a Pro Tools house for
a long time and because the room must move from ADR
to Foley to voice-over recording to 7.1 mixing at any time.

“The new mix room is just one part of the post audio
expansion,” Lux adds. “On July 1, we will be opening our
recording stage, which will allow for voice-over, group
ADR, Foley. And it’s an insert stage, with multiple acoustic
panels, mobile Foley, mobile LED and a ‘cove’ that is 30
feet wide by 15 feet tall with a curved corner..”

Orlando has maintained a relatively small but vibrant
post industry during the past 20 years, built mainly
around gaming and special-venue audio. The new rooms
have been busy, and the team has been signed for the
complete post audio package for Season 2 of an animated
children’s series. With ESPN opening production facili-
ties in town, Digital Domain opening facilities in South
Florida and theme parks that seem to keep on expanding,
not to mention the boom in corporate work, the future
for IDEAS looks bright.

—Tom Kenny




Jim McGorman

Producer. Singer songwriter. Multi-
instrumentalist and musical director.
From project studio to the world’s stage,
artists like Avril Lavigne, Weezer,
Shakira, and Poison choose Jim.

And Jim chooses Sterling microphones.
STERLING. Capture the moment.
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Sound for Picture > News and Notes

In last month's issue, Mix spotlighted new
rooms to open up across the world. Here,
we're putting the limelight on new post rooms.

CORUS ENTERTAINMENT
(TORONTO)

Quadrangle Architects designed the new 500,000-square-foot Corus Quay
space, which sits in an already-underway office project designed by Diamond
+ Schmitt Architects; structural changes included accommodating the large double
studio in the Atrium, raising the ceiling height of the ground floor for the perfor-
mance studio and changing the shape of one portion of the building to provide nine
radio studios with direct views into the studios from the public promenade. Quad-
rangle modified the base building to integrate the corporate headquarters, bringing
print, animation, broadcast and new-media properties under one green roof. Within
the state-of-the-art digital production infrastructure is a master control that dis-
tributes 24 broadcast feeds and can hold up to three times that number. Acoustics
treatments—handled by Terry Medwedyk of Group One Acoustics—include sand-
filled floors with double-wall acoustic partitions in the recording booths. Main gear
includes a Wheatstone TDM Bridge, Tannoy Reveal 6 and NEC monitors, a Midas
Venice 320 and Pro Tools 003 Rack Plus.

BIG U MUSIC SOUND DESIGN
(PHOENIX)

Co-owner Sam Esparza achieved an acoustically and aestheticallv pleasing
control room to commemorate the 1oth anniversary of the studio in its cur-
rent location. A unique design feature was using some wasted space in the
spayed walls to create a “Composition Cove,” which double as a composer’s
writing space and a control room for live tracking (Apple Logic). Esparza was
also able to create a combo bass trap/rear-wall diffuser by using the wasted
space. Four Auralex Space Arrays suspended within the cavity provides the
proper amount of rear-wall diffusion. Genelec 1032 monitors are mounted
within a splayed 30-degree wall. Primacoustic Recoil Stabilizers placed on top
additionally isolates the monitor and tilts it down five degrees to achieve the
proper aim to the mix position.

FIGTREE STUDIOS (BARCELONA)

Built within a former motorcycle factory, this new space was designed by
Philip Newell (a fellow of UK professional body the Institute of Acoustics)
and Eliana Valdigem (an associate member of the IOA) to gain Dolby Premicr
certification. Select equipment includes a 32-fader Euphonix Fusion S5 with
PEC direct and joystick film module, Pro Tools HD3 and a Reflexion Arts
monitoring system. According to designer Andrew Galletly, “There is very
little electronic ‘room’ equalization used, as most of the response tailoring
is achieved via the loudspeaker design and the roam acoustics. It also has a
woven screen, which again helps to improve the acoustics by avciding the
acoustic anomalies of perforated screens.
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Anarew "Fleteh” Fletcher

Well respected sound engineer Andrew Fletcher, better known
as Fletch, has mixed his share of high-profile shows.
When it's “go-time”, Fletch relies on Yamaha's PM5D Digital
Mixing Console to get the job done and get it done right.
We asked Fletch why he favored the PM5D. Here's what
he had to say.

‘I have been using the PMB5D since its release. From
concerts and TV shows to major award shows, the PM5D is well
designed, flexible and configurable for anything producers throw
at me. Mixing multiple bands during an award show is a breeze
and | can change configurations without interrupting audio. The
internal effects and dynamics have everything | need and the
user define keys get me around the console and software pages
in an instant. And did | mention that the console is Rock Solid?
| have never had a problem with the PM3D in all of the years
that I've mixed on it!

— Anavew Fleteh” Fleteher

Expanded Digital Mixing System

e a ey .

A recent list of shows Fletch
has mixed on a PM5D —
Latin Grammy Awards
MTV Video Music Awards
The Voice
BET Awards
BET Hip Hop Awards
Miss Universe Pageant
Miss USA Pageant
Miss America Pageant

Jimmy Kimmel Live!

€ YAMAHA

- e

commercisl audio

Yamaha Commercial Audio Systems, inc. ® P 0. Box 6600, Buena Park, CA 90620-6600 * ©2011 Yamaha Commercial Audio Systems, Inc.
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sries from mixbooks.com delivers proven

oV avdrd\pltfalls and time-wasters, choose the
B O& .S nd
an j s on a page. Embedded

Istry innovators mean you
> masters in the stud;

MIXBOOKS.COM

»
yTecoxs .
- Mastering
MASTERING The final step in the production process can seem
P THE RCCORDINE PROCESS wih RO MNSER TIPS AND TECHNGUES smms mysterious, but our guide answers key questions like:
— ®  What is mastering and why is it so important?

m  Should you do it yourself?

= How can you push the limits of compression?
s What are the secrets of top engineers?

®  How should you label your source mixes?

This eBook and many more are available now at:

MIXBOOKS.COM
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NEW WEBCAST NOW ON DEMAND: WIRELESS THEATER: OPTIMIZING SYSTEMS FOR VOCAL CLARITY

VISIT MIXONLINE.COM/WEBCASTS FOR DETAILS

Nicki Minaj is one of many
guest performers joining the

stage with Ll Wayne.,

Photos: Steve Jennings

LIL WAYNE

Blending Album and Stage Into a Tight Performance

By Sarah Benzuly
ap shows seem to carry a preconception
that they are loud, non-musical. But
that couldn't be farther fram the truth
for Lil Wayne. Blending his hip-hop vo-
cal stylings with a rock-solid band, Lil Wayne's per-
formance is as tight and dynamic as his smash 2009
multi-Platinum Tha Carter 1V. In fact, both front-
of-house engineer Demetrius Moore and monitor
engineer Sean Sturge stick to the album’s sound to
guide them in creating their mixes.

During rehearsals, both engineers created
the snapshots on their digital desks to not only
mimic the album, but to also accommodate guests

| (the past 10 years), 50 Cent, Jay-Z and the Beastie |

onstage—including Mac.Mane, Nicki Minaj, Drake

and Busta Rhymes. “I'm definitely trying to re- |

create the album,” says Sturge, who is no stranger
to hip-hop shows as he’s previously worked on the
Up in Smoke tour, as well as outings for Eminem

Boys. “It's what I've found and experienced in the
past. Working with the Beastie Boys, a lot of their
songs have different effects on their vocals and that
is something I'm dealing with for Wayne. We had
to make sure that the Auto-Tune [vocal] was how
it should be for each song—to make sure that the
mix of his Auto-Tune vocal and his [live] vocal are
correct. And that’s not the easiest thing to do, let

me tell you. It’s all about EQ’ing. In Auto-Tune, it's
basically feeding back on itself, so when you put
speakers and microphones with that, it amplifies
itself [as opposed to] a regular vocal. That’s the
other thing that you wouldn’t think to do with
monitors, but just the way they time-align the PA,,
1 would time-align the sidefills with the downstage
wedges and put a delay on the sidefill. So when
you stand centerstage, the subs—the fills—and the
wedges get to that center position at the same time.
So if you walk to the left or walk to the right, there’s
continuity.”

The system—and the rest of the gear—is pro-
vided by Eighth Day Sound. Front-of-house engi-
neer Moore feeds Dolby Lake all digital from his
DiGiCo SD7 board (with the new DiGiCO SD racks
all in a fiber loop), which also runs all digital to all
the amps. The main hang is 18 d&b )8s a side with
six J-Subs flown offstage of that and 12 B2s on the

mix 31



Live > Lil Wayne

ground. Side hang comprises 12
}8s. The 270 hang is 12 Q1s.
“Wayne morphs from rap
star on a record to a rock star
onstage, so making sure the gui-
tars are present is essential to
his live shows,” says Moore, who

Sound Company:
Eighth Day Sound
FOH Engineer:
Demetrius Moore
Monitor Engineer:

the band as a soulful funk band with
a rapper.”

Sturge is also mixing on an SD7
with the upgraded 96k racks, find-
ing that the upgrade in snapshots
was a wonderful addition. “For hip-
hop concerts and considering that

32 Mix | JULY 2011

previously held FOH tech posi- Sean Sturge rappers generally don't do an entire
tion on the artist's 2009 tour; PA: song, we had a set list of 56 songs
Tim Colvard was FOH engineer. ) where it's one verse, half a verse
BINECT. FOH Console: '
When Colvard couldnt do FOH DiGiCO SD7 and then 10 different artists coming
for these sets of dates (he was Monitor Console: on and offstage. That's where the
DiGiCo SD7

on the Usher tour), Moore was
asked to step up to the desk. “I
rely more on the band than any of the Pro Tools
[tracks], so we get a bit of a different sound than
what's on the record. 1 use the Pro Tools just for
key signature parts from the record and then use
the band to fill up the rest. While the drums and

Front-of-house
Jemetrius

pted for the
yus " shot

st 4

keys can create a live version of what's on his
recordings, the D) [D] 4outfive] plays a couple of
songs from his rig, but he predominantly plays
intricate samples that add key notes to every
song. [Lil Wayne’s] songs have a wide range of

instrumentation with dynamics, so 1 try and mix

snapshots come in handy, with mics
being turned on and off without you
having to do anything.”

Monitoring on this tour includes eight SD2
subs, 20 wedges, eight channels of in-ears, six
channels of SKM EM3032 Version 2, SKL so0 (for
Wayne and some bandmembers), six channels of
Shure UHF for all the Young Money artists and
two Q-Subs for the drummer. Sturge handles a
combination mix as Lil Wayne is all wedges and
the band is all in-ears. “The band was upstage
under his set, so the band was literally 30 feet
upstage from the downstage edge. Each indi-
vidual had a mix of themselves. Wayne sings
everything live. With a hip-hop artist, they enjoy
it being loud for the simple fact that he wants to
feel the beat and hear himself. We had as many
speakers on the stage as we had on one side of
the stage.

“As a monitor engineer working with speak-
ers, you have to know the music youre working
with and your re-creation of it because you
have to put it all together, especially working
with a band. You have to know in the snapshot
when to make the guitar go up, make the bass
highlighted. You need to know the music you're
working with.”

mixonline.com

AVID, MIDAS ON
BAREILLES TOUR

pening for country rockers Sugarland and
getting in a couple of headliner shows
herself, Sara Bareilles is out in full force
this summer, as is an Avid/Midas custom
package, thanks to sound company Spectrum Sound.
When front-of-house engineer Trey Smith (pictured
below-right with monitor engineer/s’stems engineer
Kevin Twist) posed the question o’ achieving the
Midas sound on an Avid interface, thz sound provid-
er headed straight to their techs to get the job done.

“Our technicians are constantly striving to adapt
various technologies to provide m xing engineers
with options so that those enginecrs can achieve
the sound their artist desires while 1sing interfaces
the engineers have grown accustomzd to,” explains
Spectrum Sound’s Bobby George.

For the Bareilles tour, Spectrum Scund built a sys-
tem around the Midas DL 431. “After receiving the
microphone inputs, the DL 431 uses on: set of its AESs0
outputs to feed a Midas PRO 9 at th: front-of-house
position,” George explains. “The secord AESso output
of the DL 431 is connected to the Klark-Teknik DN 9650
Network Bridge.
The DN 9650
is  specifically
designed to allow
simple and effi-
cient networking
between Midas
1/0  hardware
and many differ-

f Ak ent digital audio

- .‘.“*d e S networks. Using

the MADI inter-

face option on the DN 9650 and the Avid MADI Option

Card, the monitor engineer is able to seamlessly inte-

grate his Avid VENUE Profile system with the Midas

DL 431. The outputs of the VENUE system are routed

back through the MADI network to the DN 9650. Using

the other AESso port on the Network Bridge, a Midas

DL 451 configured with output cards routes all of the
outputs to their desired location.

“Using this system, we have allowed the engineer
to use the flexibility of an Avid VENUE system and
all of its plug-in options while still giving him the
‘Midas Sound,” he continues. “In the coming weeks,
software will be released by Midas to provide even
more flexibility for Midas system users. Using the
Network Control ports on the DL 431, an engineer
will be able to access settings on the 431 remotely
through a simple laptop interface.”
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SOFTWARE AND HARDWARE.
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SYSTEM FIT FOR A PRINCE

It was extremely difficult to get a ticket for Prince’s “Welcome 2 Amer-
ica” tour, what with announcing show dates just a few days before
an actual gig. And that quick turnaround was also laid in the laps of
sound reinforcement provider Rat Sound, or as sound company presi-
dent Dave Rat says, “Rat got a call on the Thursday and by Sunday
we had three semi-trucks
of prepped gear headed to
Oakland [Calif)) for a 2 am.
load in.” Since the, the com-
pany has supplied the sound
system for Prince, including
his 21-night run at the Los
Angeles Forum.

The system comprises six
hangs of 10 L-Acoustics Kr in
the round, with 42 dV-DOSCs
and 40 SB28 subs powered by L-Acoustics LA8 amplifiers. Front-of-house
engineer Majid Malki (pictured) and monitor engineer Fred Lucas both
man a Midas Heritage 3000. The rest of the crew includes production
manager Chris Reynolds and system techs Ronnie Kimball, Milk Arnold,
George Squires, Tommy “LBC” Caraisco, Taka Nakai, Manny Perez, Roz
Jones, Phil Reynolds, Tim Engwall and Peter Baigent.

CHEERS!

Gerald Stanley, Crown Audio senior VP of
R&D, celebrates 45 years with the company,
a tenure that has led to his responsibility for
42 patents. Stanley’s work during the past five
decades can be seen in the DC 300, Marco-
Tech, K, CTs, I-Tech, 1-Tech HD and ComTech
DriveCore Series amps, as well as many other
products. In 2008, the Audio Engineering Society awarded Stanley
with the distinguished AES Fellowship Award for his significant con-
tributions to power amplifier design.

NEON TREES
MONITOR ENGINEER MIKE BANGS

We are sharing preamps between monitors and FOH and doing a digital split from the monitor console’s
[Allen & Heath] iDR-32, so our FOH snake is just one Cat-5 cable. The second iDR-32 MixRack is currently
being used for the FOH console’s DSP. That will change when we start headlining on our next tour. We
will go with more stereo instruments for Neon Trees, and we will use the second iDR-32 to handle support
band inputs without having to unpatch anything. Since the iDR-32 is basically the brains of the console,
it's all I need for a fly date. Everything else goes in my carry-on bag. 1 did the first couple shows with just
the laptop and iPad, using the Allen & Heath iPad app. Then 1 added the PL-6 so I could have some physi-
cal faders. That gives me hands-on control of the channels I'm constantly massaging: the crowd mics and
vocal. The PL-6 is the perfect solution. I use the iPad app on every show, not just fly dates. It lets me stand
onstage with the artist and hear what they’re hearing. | was amazed with the lack of latency on the iPad
app. When 1 touch the screen and push the fader, 1 hear the change in real time—a great tool.

SECURE SOUND FROM 75 FEET

When The Grovler, the technical director/guitarist for band Liquid Blue, needed a
behind-the-scenes solution for live access to audio equipment in a back-stage rack
from an onstage laptop, he opted for the Gefen USB 2 Extender. It comes with a sender
(connected to the audio equipment) and a receiver connected to the stage laptop. One
Cat-5 cable feeds the audio to the laptop, reaching distances up to 75 feet.

“We performed at the after-party for a major industry awards ceremony and thanks
to Gefen, we had no glitches, hiccups or crashes, even running the audio data 75 feet in
distance,” says The Grovler. “There was even more pressure to have a flawless show as
we had just accepted the award for Entertainer of the Year [ensemble] about an hour
before our performance.”

The group holds the official world record for “Most Traveled Band” (more than
2,000 shows in more than 400 cities) and is also recognized by the Guinness Book of
World Records for “Song Sung in Most Languages.”

34 vix '



@l PowerPre™
@+ 100% discreet mic
®:= | preamp with a transformer

' The Workhorse"...

y ®:" | coupled output. Three
e position voicing switch lets & -
wew =2 | you add breath for added . w d( wm‘ ﬂ‘ Id - Ad ﬂ‘
.o | clarity, clinical purity when 8 o s e o vances e new
5 needed or extra beef :
i Rod‘o when the track hasto F
22257 stand out. e

X-Amp™ 5 e ; - =
Class-A reamper® - . T ———
equipped with two
transformer isolated
outputs to stop hum

and buzz from entering

the system. The X-Amp

is the magic tool that )
lets you achieve
astonishing results.

WORKHORBE"
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Komit™

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

Radial’

-

Also available in rack only®

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

Workstation Interface

duxdp Today, recording

— is all about capturing creativity and creating new sounds that wi’
make a great song stand out. The Workhorse™ is a creative toc’
designed to do just that.

The Workhorse is the perfect analog

interface for your workstation. Create the

ideal channel strip by selecting madules and feedting them
together then audition the mix without latency with your
nearfield monitors or via the dual headphone outputs

Unlike previous 500 series racks that only let you route sig’
patch cable, the Workhorse™ opens the door to unlimiter
ties. You can route in series, in parallel, split signals and

all at the same time. Add unique modules like the Rar
X-Amp™ to bring in guitar pedals or send tracks bar

PhazeQ™

Like adjusting the focus
on a pair of binoculars
the PhazeQ lets you
combine any two tracks

phase. Think of it as

the room by simply
turning a diat

i | JDV-Pre™
Combination class-A
- @' | feed-forward instrument

$ (V) | preamp and direct box
o= | designed to deliver the
s absolute purity of the
instrument without
H coloration, hype or
sonic extension.
F|| There is no equal

EXTC™
Guitar effects routing
system lets you add
4 excitement, spice and
creative spark to any
recording by combining
lo-Z tracks with hi-Z guitar
b effects pedals. [Front

o panel send and return
' palch points make it easy!

and bring them into sonic

moving your mics around

W 1,f
SRS | (e

Plug in 8 Radial PowerPre™ mic preamps and use the
rear-panel D-subs ta feed your recorder. Use the XLR outs o
feed the PA and the stereo mix buss for headphones and in-ear
monitors. Gang two or more Warkhorses together for live
24-track recording.

Analog Summing

—

Prefer analog summing over digital?

The Warkhorse is equipped wifh o high

perforinance analog sunmming mixer that lets you combine
tracks without digital artifact. And with Jensen transformer
outputs, adding warmth to your mix has never been easier!

*Also available separately as the Workhorse
WRS Rack and the WM8 Summing Mixer.
Visit www.radialeng.com for more info.

or effects. Let your imagination flow.

The Workhorse™ features eight slots with a bu?
summing mixer.You can use any standard 507
those made by API® or Neve™ and with full’
are ProTools® ready. Easily fly tracks to an¢

the warmth and character of old-school

And with a stack of new Radial modulr

even more character to your sonic la

The Radial Workhorse™ - advancin¢

WW.

1588 Kebet Way, Port Coy..
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Reggie Griffith, Janelle Monae FOH engineer, mans an SD8 and
a Yamaha sD. “The SD8 with dynamic EQ in various configura-
tions is made to handle shows with multiple playback channels
with live performers.” Onboard, his secret is out: C4 insert on
vocals. " must mention our production manager, joel Fore-
man. This production with all the diverse venues does not work
without Joel's hand at the helm. Challenges from day to day are
handled with aplomb and a sense of gracious camaraderie.”

Monae monitor engineer Alex MacLeod is on an SD8, us-
ing a Waves Cy4 inserted on her vocal. “It really helps me take
the edge off her voice,” he says. All processing is done inter-
nally on the SD8 and Waves bundle. Monae has a combination
of Ultimate Ears UE11s on Sennheiser IEM300 G3 units and
two Clair SRM wedges and sidefills. “The whole experience on
this tour has been awesome—from the Clair crew to the chal-
lenge of never having used this console before, and having to
dial in a 14-piece band wearing 14 stereo in-ear mixes on 52
input channels.”

Monae sings either through a Sennheiser MD 5235 wireless
or a hard-wired MD 431. “Both sound really good,” explains
MacLeod.

Pictured at left (L-R): Janelle Monae FOH engineer Reggie Griffith,

support act FOH engineer Aron Msound, system engineer/crew chi

Ben Rothstein, P.A./monitor tech Matt Patterson, Monae monitor,

gineer Alex MacLeod and Mars monitor engineer Mike Graham
Graham is also on an SD8, using numerous Waves plug

multiband comp to round out some spots on Mars’ vo

verbs for BGVs and drums; and an S1 stereo imager o,

mix. A Lexicon PCMg6 vocal verb is the only outbog

entire band is on Future Sonics MG6 in-ears; Mars i

tion of ears (UE11s), wedges (two pairs of Clair SB

(Clair Rgs over Prism subs). “Bruno is a true ta

ligans are some seriouslv gifted musicians. Th 38
fact that they are all genuinely nice guys makes my joD
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THE SECOND ANNUAL HANGOUT FESTIVAL was held May 20-22, 2011, in
Gulf Shores, Ala. Thousands flocked to the festival to hear such great perfor-
mances as those from Paul Simon, the Foo Fighters, Widespread Panic, Rich
Aucoin and so many more. Created by Concerts for the Coast, the festival is
part of a larger plan to bring much-needed economic support to the Gulf area
after the effects of the Deepwater Horizon ail spill.

According to Gulf Shores-Orange Beach Visitors and Convention Bu-
reau officials, 35,000 tickets were sold to fans from across the country,
making it the sixth largest music festivalinthe US.

Clockwise, from top-left: Paul Simon and band,
Drive-By Truckers and My Morning Jacket’s lead
singer/guitarist Jim James

Sound company StagePro Inc.

(Ottawa, Kan.) provided sound,

lighting and stage packages

for the second stage, which in-

cluded a)BL VerTec array (4889

tops and 4880A subs with Ver- — )
sion 4 presets) with Dolby Lake I
processing and Crest power.

Consoles included Midas Pro-6
digital and an analog Heritage.

“Every one of the artist’s engineers was very happy, the com-
ments were great all weekend,” says StagePro’s Danny Herman.
“The combination of the Crest power, the VerTec with the 4880A
subs and Midas consoles seemed to please everybody.”

Nine techs handled the system—Jay Waller (sound). Herman
(sound), Jon Northrup (sound), Jeff Bryant (sound), Craig
Ahneman (lighting), Jason Dominguez (lighting), AJ Avery (light-
ing), Conner lvey (lighting), Cole Crocket (lighting)—whom
Herman is quick to applaud. “The staff deserves most of the
praise. You can have the best gear in the world, but if you don’t
have people around you that can operate that gear correctly,
there’s no point in hanging your rig. It was a well-run festival and
everybody on-site was happy to be involved with it.”

IEW FROM FOH: PRIMUS

As Primus was in the middle of a tour when they stopped by the
festival, FOH engineer Jason Mills brought his Pro Media/Ultra-
sound-provided Avid Profile. “Because the festival was on the
beach,” Mills explains, “they had pre-buried a co-ax digital snake
for us to use. Since we're carrying a Meyer MILO P.A, 1 use a Meyer
Galileo for system optimization. | simply patched a few outputs of
the Galileo to feed an XLR panel on my DriveRack, then tied into
the festival’s P.A. The way the festival was set up, with two main
stages that alternate performances throughout the day, we had
time while the band before us was performing on the ‘A’ stage to
set up and run through a line check. I didn't hear the PA. until
Primus played their first note.”

Carrying their own mics and stands, Mills employs LP claws
or “clip-on”-style mics to minimize the amount of stands onstage.
Drums took Shure SMs7s, KSMs and Betas; Sennheisers; and a
Telefunken M8o on snare. Guitars had Sennheiser e 9o6s on a

Primus’ Les

Claypool
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guitar cab. Les Claypool sang into a Shure Beta 57A
and a Shure 520DX “Green Bullet,” while guitarist
Larry Lalonde used a Shure Beta 57A and drum-
mer Jay Lane had a Shure Beta 56.

“These guys spend a lot of time working on
their instruments’ tones and dynamics,” Mills says.
“1 don't try to effect the input signal too much.
Many of my input EQs are flat because the sound
coming to me is exactly what the band is trying
to create. My dynamics processing on the inputs
is very minimal to allow the band to create a little
more dynamic depth.”

Does it change when he’s in a festival situation?
“Maybe for the first song or two as 1 start to digest
the environment and the sound of the PA.,” Mills
replies. “Especially if 1 haven't heard the P.A. at all
before the set, I'll push or pull a fader or two that 1
don’t usually go for. | let it settle for a song or two
before 1 do anything to the P.A,, unless something
is terribly wrong.”

IEW FROM FOH: WEEN

Because Ween travels fairly erratically, FOH engi-
neer Kirk Miller relies on house-provided boards.
At the festival, he mixed on the Heritage 2000. In

Ween (right) and
FOH engineer
Kirk Miller

rack were dbx,
Drawmer and
Klark-Teknik
compressor/
gates; as well
as  Eventide,
Yamaha and
TC Electronic effects. He also brought along a Korg
SDD2000 delay and a Yamaha SPX-99o0.

Miller says the festival rig was one of the
best-sounding he’s been on. “Stage Pro uses
Crest goor and 100001 amps, so I'm fairly sure
there’s no other VerTec rig out there that sounds
like it.” Miller carries most of the mics, includ-
ing Audix and Shure models on drums. Blue
Ball and Audix D3 are on Gene Ween’s guitar
amp; D3 and Sennheiser 421 for Dean Ween'’s
amp; Audix OMG6s for front-line vocals; Shure
Beta 58A on keyboard vocals; and SM58 on drum
vocals. Dave Dreiwitz’s bass is DI.

With about 20 years mixing for the group,
Miller has a good sense of how the band should
sound, with the most important being Gene
Ween’s vocals and Dean Ween’s guitar. “The only

J
his outboard ,

¥

I

other big difference [at a festival] is that I usually
don’t have my rack with me; I miss my Empirical
Labs Lil Freq and BSS Audio gor lead vocal insert-
chain, as well as the various effects I've honed down
over the years.”

Sarah Benzuly is Mix’s managing editor.

more online E
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SolRd?

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!

N CONSERVATORY OF RECORDING

%% ARTS.& SCIENCES

Aaron is CRAS

“CRAS's small class sizes mean more. timés
on gear and more time with instrglors:
The curriculum also seemed more artistically
well-rounded than others, who mostiteach
you to become a software technician.”

1.888.694.7963 | CRAS.edu

2300 East Broadway Road, Tempe, Arizona 85282

Recording Arts & Sciences

Be creative, have the skills, and be exposed
to the multitude of career

in recording, live sound and gaming.

Be certified in the critical
and protocols of audio oroduction.

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 cebt.

280 hours of working studio internship.

Be thoroughly preparedito 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 prod action for film
and television, and video game sound.
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SAE audio programs have earned worldwide industry
and academic acclaim for more than 35 years.
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ae.edu Available Classes Include:

® Music Business Program
® Audio Technology Program
i ISAEUSA ®Electronic Music Production
eBeat Lab Production

IUSA_SAE

World Radio History



Reproducing the human voice in a concert situation can range from extremely easy (throw
up the fader and go) to quite complex, depending on a number of situations surrounding
the vocal. Are you mixing a soft-spoken singer, an aggressive rock group with multiple
lead vocalists, or a pop artist whose crowd comprises 20,000 young teenage girls scream-
ing at SPL levels higher than anything youd ever want to compete with mixing-wise? In
all of these environments, getting the vocal out there and on top is key to your mix.

THE VOCALIST

Choosing the right microphone
is critical to your signal path.
There are a number of qual-
ity mics from which to choose,
with the defaults being either
cardioid or hypercardioid, of
the dynamic or condenser ilk.

You'll want to isolate the signal of the vocalist from
any other background noise as much as possible so

that you have a greater ability to control and shape
the vocals as much as needed, without affecting the
surrounding instrumentation.

Standard cardioid mics have a maximum can-
cellation of 180 degrees from the front of the mic’s
diaphragm, which helps with bleed from stage
monitors placed directly in front of the singer,
as well as the crowd. Hypercardioid mics have a
tighter polar pattern and focus on picking up what’s
directly in front of it; as a result, their cancellation is

START AT THET

SOURCE

Getting the BEST Vocals Onsta ge, Through the Board

BY EDDIE
MAPP

around 135 degrees from the
front of the mic, and a small
lobe appears directly behind
the mic, allowing for some
ambient sound to arrive at
the back of the mic. With a
hypercardiod, make sure that
you have a pair of monitors
positioned to either side of
the vocalist while leaving a
small gap in between to help with feedback issues
that can occur from having a speaker pointed
directly at the rear lobe of the mic.

Handheld condensers can be wonderful-sound-
ing due to their ability to capture much finer
nuances and quick transients, but they can some-
times create an issue with extremely loud stage vol-
umes. Cardioid vocal mics generally take a higher
SPL level and can be a bit more isolated in noisier
environments. However, many manufacturers have
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With Stone Temple
Pilots’ Scott Weiland,
| recently switched

to aaWaves Cb com-
pressor—you'll prob-
ably want to break
the manual out for
this one. It has four
bands of multiband
compression, but
also includes two
additional bands that
act as parametric
filters, which can be
very narrow or wide
bandwidth. | use one
of the bands set fairly
narrow to help control
the signature megaphone
that Scott uses during
several songs, which sticks
out very strongly around
1.7 kHz. The other band is

REAL-WORLD MALE VOCALS

set around 4 kHz to help
soften up this range, which
can become a little fatigu-
ing toward the end of the
night.

developed incredible-sounding handheld cardi-
oid/hypercardioid condenser mics that not only
sound great, but can take a beating, too!

WALK ON DOWN THE SIGNAL PATH

In addition to bleed between other onstage in-
struments, fighting feedback can be a challenge
depending on your singer and his/her position
onstage. During the 2008 Stone Temple Pilots
reunion tour, lead singer Scott Weiland was very
energetic—many times climbing up the PA. or
stage trussing, as well as standing in front of the
main P.A. for entire songs. This made it extremely
difficult to keep his vocal on top of the mix while
battling feedback from the main system, and I
took many different directions before finding a
solution. Using a combination of channel EQ, dy-
namic EQ, graphic EQ and even a Sabine feedback
suppressor, 1 was able to maintain a reasonably
consistent vocal with minimal feedback.

Next up is the preamp. In most cases, you'l
work with the one onboard the desk. To keep your
signal intact, make sure you've got a very healthy
signal at your input without clipping the preamp.
Too little gain will also get you into trouble because
adding EQ and compression/limiting brings up
the noise floor as each piece is inserted. Generally,
before 1 EQ or insert anything, Il start by highpass-
ing the vocal channel at 100 Hz (a good starting
point) to eliminate unwanted stage rumble or
bleed from low-frequency instruments, which just
get in the way sonically. If your vocalist sings in a
predominantly higher register, you can move your
highpass upward from 100 Hz, possibly even to 250
Hz or above. Remember, what you're trying to do is
clear up what the mic is hearing so that you end up
with a much clearer picture of the vocalist.

HOMING INON EQ

When EQ’ing a vocalist, look into how the vocal is
to be perceived in the mix. Does it stand out first
and foremost over everything, or is it tucked away
a little to give a better blend with the rest of the
group? Live engineers usually rely on cutting of-
fending feedback frequencies first and then focus-
ing on what’s left. Many times scooping a little 400
to 800 Hz can make the vocal sound smoother and
it won't poke out as much by itself, but in the con-
text of the band, it can easily get buried.

If your vocalist likes to “cup” the mic, the won-
derful polar pattern that you selected is skewed
as most of the phase ports near the diaphragm
are covered up. One quick frequency to reach for
is 1.6 kHz on your graphic EQ. This can tend to
feed back pretty easily, depending on your mic.
After this point we reach the 2 to skHz range,

which is important for intelligibility but can also
become very aggressive and fatiguing at high
SPL levels. Pay attention to these frequencies so
that the vocal cuts through the mix and doesn't
become too harsh. A similar situation occurs
from 6 kHz on up, where you need these frequen-
cies to be present but still kept under control.
Because higher frequencies are more directional
than lower ones, you'll want to keep this in mind
because some cardioid mics can become very
omnidirectional around 8 or 10 kHz. (A little cut
on your graphic EQ can help solve these issues.)

LET ME PRESENT DYNAMICS

If youre mixing an aggressive hard-edged rock/
metal group with screaming nonstop vocals, there
may not be much dynamics to the vocals; it may
simply be turn them up till they don't feedback and
just hold on to your fader! Other types of musical
styles may have a very wide dynamic range that
needs to be tailored to consistently sit in the mix
without overcompressing within an inch of its life.
There are dozens and dozens of analog compres-
sors available, and even more plug-ins. Rather than
go into specifics on each type of compressor on the
market, let’s focus on what I consider to be an ex-
tremely overlooked type: multiband compression
and dynamic EQ.

These two types of compressors split up
your audio into several different bands, which
allows you to compress each band independently.
Multiband compressors are usually set up more
like a crossover that you would use to separate
different signals to different components in your
P.A. While the signals are split up for independent
dynamic control, all of the bands remain intact
at the end of the compressor. With dynamic EQ,
you have the same controls as you would a normal
parametric EQ, but with the added features of
being able to either compress or expand at the
selected frequency. This type of control can be
very confusing and even frustrating until you get
the hang of it.

PUTIT ALL TOGETHER

1 take a very hands-on approach to keep the vocal
under control and intelligible. First, 1 get a starting
point for how the vocal channel should sound af-
ter basic EQ'ing at a decent volume without feed-
ing back, and then 1 listen to how it fits in contrast
to the rest of the band. If it’s a reasonably dynamic
band, you may want to leave a little extra room
dynamically so that the vocal rides along with the
other instruments and works together with the
band. Setting a moderate compression level with a
ratio of 4:1, attack at 40 ms, release at 300 ms with

mixonline.com




Audio Encoding Changed for Good
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The Sonnox Fraunhofer Pro-Codec makes it possible, for the first
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4 to 6 dB of gain reduction should get you in the
ballpark.

1 save multiband/dynamic EQ for more
aggressive rock-style vocalists, but the concept
also applies to other genres. 1 use these types of
compression to maintain my basic vocal sound,
even when the singer is whispering or belting it
out directly into the mic, with lips touching the
windscreen. | tend to set my attack times very
fast (3 to 5 ms), ratios pretty high (over 12:1) and
release times starting around 300 ms in the low
band and shorter times as the frequencies move
up. Listen closely to each band because using too

/A5 \
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high of a ratio and too fast of a release time can
cause distortion in the compressor. Essentially,
1 end up using each of these bands as a separate
limiter for whatever specific frequencies I've
chosen, and then follow this up with a separate
compressor to smooth out the result.

FEMALE ROCK VOCALS

When mixing Evanescence Amy Lee’s vocals,
it can be tricky to make sure that she stays on
top of the mix while hard-hitting drums, bass,
dueling guitars, keyboards, choir and strings
are all flying around the room. There are times

Trusted in the audio industry for over 80 years, Neumann now
introduces the first product in a new line of studio monitors.
Experience the KH 120 Studio Mon

www.neumannusa.com/KH120

where everything drops out except her and
the piano, and this must also cut through. Us-
ing a McDSP MC2000 multiband compressor
in 4-band mode, | set the first band to com-
press the lower frequencies from 400 Hz and
below so that during the softer moments, the
lower register of her vocals doesn't get lost.
When she is singing in the upper registers,
this band doesn’t compress until she drops
down to softer and lower parts, at which point
the compressor may be doing as much as 8 to
10 dB at the lower frequencies.

I don’t mess too much with the midrange
band because it is essential for most vocalists.
1 concentrate more on 1 kHz to 4 or 5 kHz as
it is the most sensitive range of human hear-
ing and can get out of hand pretty quickly.
Setting the compressor in this band so that it
knocks back the loudest parts just a touch can
make a dramatic difference. At 5 kHz and up, 1
generally use a de-esser with a very fast attack
time around 1 ms or less, as well as a superfast
release time of 10 ms or less, once again listen-
ing for any distortion artifacts.

BRINGING IN EFFECTS
I don’t use too much effects for processing and
believe that they should be used sparingly and
only when necessary. A little reverb can help the
vocal sit in the mix a bit better at times, but it can
also be distracting and cause problems in large
rooms. | tend to find a nice-sounding plate re-
verb with a decay in the neighborhood of 1.2 sec-
onds and the pre-delay set back just a few mil-
liseconds to give the vocal a little more presence.
Pitch shifting can help give a sense of space
to the vocal, as well as sometimes mask pitch
issues to an extent. You want to apply this very
sparingly and not overdo it—just a few cents
down (-8) on the left and a few cents up (+8)
on the right should work; also, adding a slight
delay of 30 ms on one side and 50 ms on the
other can help spread this effect out to give
you a larger vocal.

RIDE THE FADER

As a mixing engineer, it is your job to be atten-
tive and deliver the best and most consistent
show night after night, and this means paying
close attention to the artist. Your knowledge of
the artist and your ability to make split-second
decisions cannot be replicated.

Front-of-house Eddie has

ngineer Mapp

mixed for Evanescence, Stone Temple Pilots
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Top Pros Are Choosing Pro Tools|HD Native
See why it's the best sounding, most affordable
Pro Tools|HD system yet
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“It sounds better. It just sounds “Ilt moves as quickly as | work.” “I can finally get the sound
more like music.” M | want at a much, much
lower cost.”

What could you do with Pro Tools|HD Native?

Find out at avid.com/hdnative



RIBBON

ON THE ROA

BY STEVE LACERRA Ask anengineer if they've used aribbon microphone
in a live setting, and you're likely to get a reaction that goes something like
“Are you out of your mind?!?" Old school. “Too delicate!" Hogwash. “Figure-8
patterns are impossible to deal with on a stage with loud instruments!” Pop-
pycock.“Phantompower will blowit up!”Um, maybe if your cables aren'tup to
spec. It was only a matter of time until the studio ribbon revival that started
inthe late1990s wouldreach the stage. Butisit really possible touseribbons
onatour? Canthey survive?1s their meek output level aproblem? READ ON.

World Radio History



Opposite page: Arturo Sandavol’s
trumpet is miked with a Rover
R-122. Here, he’s plaving live at
Blue Note in New York Citv.Photo
courtesy: Donald Lopez

BACK TO SCHOOL

Remember when you were bored
in class, and you separated the
foil from the wax paper of a gum
wrapper? That foil is roughly 10
times thicker than a ribbon. It may
not be as robust as a kick drum
head, but show a little respect. SPL
per sé is not as much an issue as
wind, which can stretch a ribbon
and compromise the frequency response; wind is, in
a manner of speaking, a low-frequency sound wave.
No ribbon mics in the kick drum (especially my RCA
44BX, thank you very much).

The same qualities that endear ribbon mics
to studio engineers make them a great choice
onstage. According to Jim Ebdon—fiont-of-house
engineer for Aerosmith, Matchbox Twenty and
Maroon 5—“Joe Perry from Aerosmith had been
using Royer R-121s in his studio and decided to take
them on the road. We used a mixture of the Royers,
[Shure] 57s and [Audio-Technica] AT 4050s. His gui-
tar sounded phenomenal. 1 didn’t realize how good
the 1215 actually were until 1 started working with
Matchbox Twenty. We did some critical listening
with various guitars, amps and combinations of
mics. After a few days, we came to realize that the
best guitar sounds featured an R-121, whether it was

Brian Setzer Orchestra’s engineer. Jimbo Neal (inset}. places an B-121 a quarter-inch from the grille. roughly u half-
inch off the dome, angled toward the paper cone about 3G degrees

mixed with another mic or on its own.”

LET IT BLEED

Ribbon mics naturally produce a figure-8 pickup
pattern, but don't worry about leakage from the
rear lobe. Wayne Trevisani mixes FOH for Max-
well and uses sE Electronics RNRis for over-
heads. “Wewere multitracking in [Pro Tools] HD
using the VENUE,” says Wayne. “We put up the
RNRI1 as ar overhead, about three feet above the
snare drum, picking up the cymbals but EQ'd to
be more of a snare mic. We had the front of the
RNRI pointing straight at the snare, with the

back facing the ceiling, one on each side of the

kit. 1 time-aligned the close snare mics [57s] to
the overheads to complete the snare sound. The
ribbons sound great on the snare from three or
four feet away: smooth and fat, and the cymbals
don’t get in the way. The backs of the mics don'’t
create leakage problems in arenas, but if you are
in a small room with a low concrete or metal
ceiling, there could be issues.”

Jimbo Neal, who has been mixing the Brian
Setzer Orchestra and Stray Cats, was “sold on
the Royer SF-24 for overhieads. | have never felt
so comfortable pushing overheads where they
should be into a live mix. Sometimes when
vou bring up the overheads you get this sort
of white noise, but 1 think there's two reasons
that doesn’t happen with the SF-24. First is the
fact that it is a ribbon and second is the fact
that since it is a stereo microphone, the two
mics are phased correctly.”

What about situations when the rear lobe
of a ribbon is capturing leakage from other
instruments? Meticulous engineers strive to
reduce leakage for two main reasons: control
over the mix and off-axis pickup anoma-
lies. Before we discuss the latter, let’s check
out how FOH mixer Bryan Allinsmith mikes
the Gin Blossoms guitarists Jesse Valenzuela's
and Scotty Johnson’s guitar amps. “John
[Richardson, drums] liked the sE Electronics
VR1s in his studio and brought them out on
the road for me to use,” says Allinsmith. “They
changed my concept of miking and mixing the
Gin Blossoms. Each guitarist uses two arps:
Jesse uses a Marshall and a [Roland] JCi20,
Scotty uses a [Fender] '65 Reissue Twin and a

Front-of-house engineer Bryan Allinsmith
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Vox AC30. What | want to hear in the house
mix is mostly the Marshall and the AC3o.
In the past, I'd put a little of each player’s
secondary amp into the mix, then bring the
guitars up and down for solos using VCAs to
control both mics [for the respective player].

“A great deal of their signature sound is the
vocals and that jangly ‘harkening back to the
'60s’ guitar tone. The VRI made that happen,”
he continues. “They sound huge partially due to
the complimentary leakage from the back of the
mic, but you also hear the definition of every
note. Now | double-mike each amp with a 57
and a VR1. I place the VR1 about three-quarters
of the way to the edge of the cone, face-on, and
place a 57 next to it. 1 set my rhythm sound
using the VR and pretty much leave it there,
then use the 57 to bring out the guitar solos.
I rarely even put the secondary amps into the
mix anymore.”

Miking guitar amps is a big strength for rib-
bon mics, complementing the somewhat bright
nature of the typical P.A. system. Engineer Marc
Carolan was sold six years ago on using rib-
bons for Muse guitarist Matt Bellamy: “I've used
Royer and only Royer for Muse’s guitars going on
six years now. For Matt’s guitar sound—which
everyone raves about and wants to know how
we get—I have to explain it’s a Royer 122 and flat
channel.”

“Brian [Setzer] plays through early 1960s
Bassman amps, and initially I used mics that had
been specd previously,” explains Neal. “I'd listen
to his amp, then listen to what | was getting in
the P.A. system, then listen to the headphones,
and I thought, ‘How am 1 going to fix this? 1
tried the Royer R-121 on Brian’s amp, and it was
like, ‘Are you kidding me?’ This is what | wanted.
1 have the R-121 a quarter-inch from the grille,
roughly half-inch off the dome angled toward
the paper cone about 30 degrees. Lately, | have
been mixing that with a Mojave Audio MA-201
FET condenser, and 1 am getting really good
results.

more online|©

Listen to ribbon
mics in action.
Visit

GET OFF MY AXIS

Ribbon mics possess very natural off-axis pickup.
This is easily demonstrated with David Royer’s
“hiss test”: Hiss at a condenser mic while moving
around the microphone. The result is stunning:
It sounds like someone is sweeping a parametric
midrange EQ. (Listen to Web Clip 1 at mixon-
line.) This is due to changes in the mic’s frequen-
cy and phase response as the sound is moved off-
axis. Now try the same test with a ribbon. (Listen
to Web Clip 2.) As you move around the mic, the
hissing drops in the nulls at 9o and 180 degrees,
but you don’t hear the drastic change in timbre
that you do when you try this with a condenser
mic. This is a testament to the smooth off-axis re-
sponse characteristic of most ribbons. The point?
You may get more leakage with a figure-8 ribbon
than you might with a cardioid condenser, but
who cares as long as the leakage sounds good?
Many experienced engineers have learned that
bleed can pull a mix together, as long as the bleed
doesn’t sound bad, and an experienced engineer
who understands the strong side-rejection of a
figure-8 pattern can use it to great advantage,
facing the nulls at sounds approaching the mic
off-axis.

There are a few ribbon characteristics worth
mentioning. They tend to have a very fast tran-
sient response due to the low mass of the dia-
phragm (the ribbon), resulting in enhanced
detail. Good ribbon mics tend to not “over-
shoot” transients, a characteristic that can make
HF sounds brittle. (You can easily hear this by

Royer SF-24s are used as overheads
for Brian Setzer Orchestra’s drum kit.

A/B'ing a ribbon vs. a condenser on a tambou-
rine.) Because ribbons can exhibit an exagger-
ated proximity effect, 1 recommend careful
placement and judicious use of a highpass filter.

The mythological danger from phantom
power is somewhat real but requires a perfect
storm. Most modern ribbon mics are phantom
power-protected while many require phantom
power for onboard preamps. Phantom can
become an issue when cables are mis-wired
(for example, pin 2 on one side of the cable is
mistakenly wired to pin 1 on the other side of
the cable) or where patch panels are involved.
Visualize in slow motion a connector being
inserted into a TT or TRS patchbay. As that
connector is inserted into the jack, there is a
very brief moment when the tip touches the
ground and phantom flows onto the ground
wire. This can fry a ribbon, so complete all
patching and then turn on phantom power.

However, ribbons for the most part have just
as long a life expectancy on the road as con-
densers. Cam Beachley, currently mixing moni-
tors for the New Kids on the Block/Backstreet
Boys tour, is using Audio-Technica AT4081s for
overheads and guitars, and he’s “close-miking as
you would with any dynamic mic. Our drummer
on this tour has a sea of cymbals so 1 opted for
left-center-right overheads. They are approxi-
mately 18 inches in front of and four to six inches
above the cymbals. I've found them to be very
transparent, requiring zero EQ. On windy days
I'll use a windscreen, but these mics are built
like tanks.”

Consummate trumpet player Arturo Sandoval
reveals that he first used a ribbon on his trumpet
“when | recorded Trumpet Evolution. We used a
Royer R-122 and 1 loved the way it sounded. Since
then, I have used it every day of my life. My road
manager/sound engineer has been carrying it
on the road with us for years now. Some ribbon
mics can be sensitive, but we don't really give it
any special treatment. The thing I like about it is
that through that microphone, it sounds like me
in the monitors. Trumpet is not an easy instru-
ment to capture. There are a lot of subtleties
and complex timbres that some mics have dif-
ficulty translating, but the Royer gets it all. | am
working on a new album and we recently com-
pared it with some serious vintage microphones.
The R-122 was the winner. That’s my sound.”

Steve La Cerra is Mix’s sound reinforcement edi-
tor and FOH engineer for Blue Qyster Cult.
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5.1 Precision Level Control
Control your 5.1 or stereo monitor levels with 0.1dB accuracy!

Whirlwind proudly announces the newest member
to its vast family of products, the 5.1PA Precision
Attenuator. The 5.1PA system was designed for post
production suites, recording studios, and the broadcast
industry. With its intuitive user interface, the 5.1PA
P will find its place in every studio. The 5.1PA is a
«r | I precision volume control for 5.1 systems with all
6 channels tracking to 0.1 dB. All connections are

balanced and outputs can be ground lifted. There are

- [l
L 4 [ |

The system consists of a 1 RU unit which contains 2 outputs, for use either with 2 sets of 5.1 speaker
all system input and output connections, and a systems, or a 5.1 speaker system and 2 stereo pairs. Visit
table top controller (pictured above). our site for more information or call us anytime to find

out how you can experience true precision control.

Visit our brand new re-designed website ® whirlwindusa.com
1-800-733-9473 | 99 Ling Rd. Rochester, NY 14612



YAMAHA'S
S TAGEMIX

IPAD APP

Top 10 Tricks to Get the Most

By Aaron Patkin

amaha’s StageMix is an Apple iPad app that allows live sound

engineers remote control of a Yamaha M7CL Version 3 board’s

mix functions via graphic interface from anywhere in a venue

within a wireless range. To assist those new to using such apps
for mixing or who want to dig deeper into what this app can do, Mix turned to
Chicago-based audio engineer Aaron Patkin, who has used the StageMix on
many shows—from live concerts to corporate events—at Viper Alley.

KNOW THY NETWORK: Using StageMix is only plausible if you have your

networking in place. Because the app doesn't work to its fullest potential
when on an improperly setup WiFi, your first step is to check the network
every time. ] recommend that the WiFi network you use for controlling your
console from your iPad is both password-protected and invisible. This way,
you run a smaller risk of the punters or acts trying to log onto Facebook
while you are trying to operate the desk.

KEEP IT CLEAN: As with any digital console, I'm always conscious of the fact

that it is just a computer, and using a machine that is connected to the In-
ternet leaves the opportunity for something to go wrong. Though not always
feasible, it could be considered “best practices” to use the iPad you have StageMix
on just for that purpose.

LABEL EVERYTHING: It’s hard to keep board tape where you want it and

still see everything on the screen, so taking that extra minute or two to label
each input and output expedites the ability to quickly get around the app. For
example, instead of trying to remember which monitor mix is which, label them
with titles like “SL,” “Drum,” “Ears” or (if you're friendly with the act) “Pete.” Mak-
ing sure that the labels are easy to read on both your inputs and outputs will help
speed up the process of using StageMix to its fullest.

CONSOLE FIRST: Make sure you spend some time with the console be-
fore you dive in. Because you are unable to access dynamics, gain, delay

and several other features from the app, be sure you
are comfortable with your other console settings be-
fore you walk away.

COPY /PASTE: The Copy and Paste features on digital

consoles are part of the reason why some engineers
enjoy using them. By using this feature on either the
console or the app, you can paste EQs from the PEQ for
a channel or output and/or a GEQ. This can help speed
up the process of ringing out wedges or tuning auxiliary
zones such as delays, frontfills or outfills. Say, for example, all your singers are
using the same mic. You can ring one out, and copy and paste that EQ setting to
another channel or wedge before you fine tune it for that particular performer.
This is a feature 1 find myself using to get set up, especially on outputs for delay
or fill zones, as well as wedges.

TAP-TAP: In StageMix, if you double-tap on an EQ point or GEQ band, it

resets to flat or zero. This can be a useful tool when you are in a hurry (when
aren’t you?) to test your idea of whether or not the EQ point you're dragging is
making things better or worse.

FREQUENCY AND GAIN LOCKS: At the top of the screen in the PEQ win-

dow, there are buttons for frequency and gain locks, which lock in the setting
of those two functions, respectively. This is one of my favorite features of the app
because it allows you to change just one, the other, or Q. Because the touchscreen
GUI can sometimes be a little picky about the exact direction your fingers move,
locking your frequency or gain allows you to use just one or the other aspect of
the EQ—without worrying about losing the setting you're already happy with. I've
found myself often flipping through pages quickly so muchso that 1 tend to lock EQ
points that are in place to fix glaring issues in an input, or are in place to eliminate
feedback so 1 don't bump it accidentally.

COMMUNICATE: One of the biggest advantages to using StageMix is the
ability to communicate directly with your clients. It affords you the op-
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portunity to stand onstage with the band and
hear exactly what they are hearing, or to walk
the room with a client and make tweaks to keep
them happy. Keep open lines of communication
and don’t spend the whole soundcheck with
your face buried in your iPad. Playing with the
board (especially via iPad) is equivalent to playing
with a compressor all night in some client’s eyes.
Keep your head up and pay attention, no matter
how shiny the GUl is.

TWEAKFEST: Due to the limited functional-

ity of StageMix, make sure that everything is
as close to “all systems go” as you can get it at the
console before you step away. Having to run to the
side of the stage during a soundcheck because the
guitar channel is clipping when the player hits a
distortion pedal is quite embarrassing. I've found
that the best experiences using StageMix have
been making tweaks to mixes I've already set at
the console. 1t allows for a finesse you cannot get
without standing at different points of the house/

Viper Alley concert club creator Scott Greenberg
(left) with Aaron Patkin and the StageMix

stage, but will not make up for mistakes or miscal-
culations made beforehand. I've found myself try-
ing to EQ or balance out something in StageMix
that should have been taken care of by mic selec-
tion and placement, or a point in the signal chain
set incorrectly.

1 TRUST, BUT VERIFY: 1 am an admitted

skeptic, and as such make it a point to
never trust any piece of equipment entirely; 1
do my best to never be too far committed to
mixing on the app. WiFi networks, iPads and
computers all have their hiccups from time to
time, and it is important to remember that for
best results, you should always be conscious of
what has the possibility of going wrong ahead
of time. This could mean that you make sure to
have the charger for the iPad (yes, | know the
battery lasts for weeks), that you always have
a spare router in case yours goes down, and be
sure to plan out a quick path back to the front-
of-house or monitor desk.




d&b T Series’

T10 cabinet

hether hanging from an arena, installed in a house of worship or
onastand for alocal coffee-bar gig, PA. systems are an essential
element inany live performance. When looking to upgrade a sys-
tem, safe and easy rigging, advanced digital control, amplifier integration and
great sound are high on the features list—and manufacturers are responding

inkind. Here, listed in alphabetical order, is what's new in line array products

for your listening pleasure.

By Sarah Benzuly
Aiming, speaker curvature and ampli-
fication are calculated for each A-Line
Acoustics (a-lineacoustics.com) Custom
EMMA Curve installation. The company
customizes the color, shape and rigging.
The Adamson (adamsonsystems.com)
Metrix W two-way line source array fea-
tures a 15-degree trapezoidal cabinet
design. It has an Adamson NDS8-
ML 8s-inch Kevlar neodvm-
ium low-mid frequency
driver and B&C DE800 1.4-
inch HF compression driver
with Adamson's patented
HF wave-shaping chamber.
A convertible cardioid Sub
(a single-sided box that can
be arrayed conventionally or
in back-to-front pairs) uses the
AIR™ System with the Metrix Frame Link
Adapter to fly subs behind the array.
Alcons Audio’s (alconsaudio.com) LR7
passive two-way line-source system fea-
tures 9o-degree dispersion with seamless
coverage due to the ribbon’s all-
natural cylindrical (Isophasic)

Peavev Versarray

wavefront. Transient response and high peak
power handling are 800W/200 ms. It is avail-
able in go- and 120-degree configurations, and
can be combined with a pressure-bass or deep-
sub system. The LR7Bass double-tuned band-
pass bass system features a 12-inch long-excur-
sion woofer with Neodymium magnet struc-
ture. The concentric bandpass configuration
offers LR7-tuned bass response in full-space
(flown) and increased efficiency in
half-space (stacked) applications.
The Apogee Sound (apogee
sound.com) bi-amped, two-way
ALA-3's modules incorporate two
10-inch cone-type drivers for the
LF and dual 1-inch exit compres-
sion drivers for the HF. Sharing
the same compound trapezoid
vented design but larger is the
bi-amped, two-way ALA-5, which
uses dual 15-inch cone-type drivers for the LF
and two 1-inch exit compression drivers for
the HF. The tri-amped, three-way ALA-9 uses
two 15-inch cone-type drivers for the LF, two
10-inch cone drivers for mids and three 2-inch
exit compression drivers for the HF.
The D.A.S. Audio (dasaudio.

QSC KLA12, part of
the KLA Series
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with sweet harmonic textures.

“The CV4 has the soul of a
vintage classic. Deeply
smooth yet crisp and clear

There’s a feeling that there’s
no mic in the way of the vocal
being recorded, total accuracy
and full emotional impact.”

Ray Kennedy
Grammy Award Wuung Producer and Engmeer

Ray Davies, Steve Earle, John Mellencamp,
Delbert McClinton, Lucinda Williams, Nanci Griffith,
Joan Baez, Billy Joe Shaver, Todd Snider, Greg Brown,
Ron Sexsmith, Reckless Kelly.
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com) Aero 8A ultracompact enclosure offers a
third-generation Class-D power amplifier and
digital signal processing. The amplifier offers
250W for the LF loudspeaker and 100W for the
HF driver. A two-position HF EQ compensation
switch adjusts the HF response for arrays of four,
or eight or more units. Low-frequency repro-
duction is handled by the D.AS. 8MN 8-inch
transducer.

d&b audiotechnik (dbaudio.com) T Series
includes the Tio cabinet, a passive, two-way
design with two 65-inch drivers and a 1.4-inch
exit HF compression driver. The HF driver is fit-
ted to a waveguide horn, producing vertical line
source directivity with a go-degree horizontal
pattern maintained down to approximately 600
Hz. An acoustic lens placed in front of the horn
widens horizontal dispersion to 105 degrees;
rotation of the horn by go degrees relative to this
produces an accurate point-source dispersion.

Comprising CROMO 8, 10 and 12 with a power
output of 100W, 180W and 300W, respectively,
each model from dbTechnologies (dbtechnolo
gies.com) features asymmetrical CD horns and a
mic input on XLR and jack sockets. The Opera
610D compact full-range loudspeaker features
a 600W/RMS digital digipro power amp, neo-
dvmium components and 24-bit sound processor.

EAW’s (eaw.com) KF200NT comprises a
10-inch woofer with 25-inch voice coil and a
coaxial mid-high driver (8-inch cone MF with
2-inch voice coil and 1.75-inch voice coil compres-
sion driver HF), and features a r,500W amplifier.
The module has EAW Focusing™ processing,
software-accessible DSP and U-Net™ network.

The XLC full-bandwidth three-way line array
system from Electro-Voice (clectrovoice.com) is
an axis-asymmetrical design: Within each XLC
cabinet, mid- and high-range drivers are arrayed
vertically. The design includes a passive cross-

over for bi-amp operation.

A 12-inch E-V speaker is used for LF/mid-hass.
Two 6.5-inch custom-designed drivers in a verti-
cal array comprise the mid-frequency bandpass.
For high-frequency summing, the Hydra plane-
wave generator can be tuned to produce optimal
wavetront geometry for any design.

The JBL (jblpro.com) VT4886 subcompact,
passive, three-way line array element has an
integrated mid/high waveguide for vertical
wavefront control and 110-degree horizontal dis-
persion. Other features include four midrange
transducers with Thermomaster” cooling and
Radiation Boundary Integrator” technology, and
an LF diffraction absorber.

KS Audios (ksaudio.com) CPD LINE
AutoCurve® offers built-in hang-angle re-adjust-
ment motors and an automatic FIR processing/
EQ-compensation program. The AutoCurve sys-
tem comprises CPD top-enclosure units (each
with two 8-inch MF drivers and 1-inch HF com-
pression driver); FIRTEC DSP; and rear-mount-
ed, self-powered, 1,000W amplification driven
by MOSFET PWM (Class-D) FET power.

L-Acoustics’ KARA (l-acoustics.com/KARA)
offers the SB18 subwoofer for reinforced LF con-
tour applications and the company’s Wavefront
Sculpture Technology. Features include added
LF resources for increased bandwidth and coher-
ence, improved directivity control in the hori-
zontal plane, vertical coverage capability and
impraved ergonomics. Also included is LA-RAK
touring rack and LA8 amplified controller preset
library.

Martin Audio’s (martin-audio.com) MLA
multi-cellular loudspeaker array’s methodology
uses numerical optimization of the array’s out-
put based on an acoustic model. The multi-
cellular format has six individual cells in each
enclosure, each with its own DSP and powering
capab#lity. Each 24-enclosure arrav has 144 cells,
and the company’s Display 2 system design soft-

WorxAudio TrueLine V5

Palace Theatre’s installation of a Nexo GEO 512 system

ware automatically calculates FIR DSP filters for
each cell.

Three new modules join McCauley Sound’s
(mccauley.com) MONARC system: the full-range
MLAG and mid-sized MLA3, and the MSG sub.
The MLAG's Integrated Rigging System allows a
MLAG column to be rolled into place, intercon-
nected, set to angle and lifted into the air without
the need for any tools, additional parts or spe-
cial hardware. The MLAG's Intercell Summation
Aperture™ and Adaptive Density Inverse Flat
Lens™ technologics work with the cell’s mid/high
complement to integrate mid- and HF energies
into a single, vertically continuous wavefront.

MINA from Meyer Sound (imeyersound.com)
produces up to 128dB SPL over its 100-degree
horizontal coverage area. MINA can be used as
a curvilinear array system, as well as in frontfill
and under-balcony applications. Options include
weather protection, custom color cabinets and
low-profile rigging pins.

The NEXO (nexo-sa.com) GEO Si210/S1230
speaker cabinets are based on a 12-inch low
driver and 3-inch compression driver, and can be
stacked or positioned in a horizontal or vertical
array. The NXStream DSP algorithms provide
mid- and HF response and increased control
and protection of the LF drivers. When using
GEOSoft2 (a NEXO 242ES digital controller)
with sensing protection, the models offer pre-
dictable coverage and comprehensive protection.

The OAP Audio (aapaudio.com) VS8 Series
“Vertical Stack” system comprises the VS8-215
long-throw sub and three bi-amped, two-way,
mid-high modules: VS8-60 (6o-degree dis-
persion), VS8-90 (go-degree) and VS8-120
(120-degree). The VS8-215 uses dual 15-inch LF
drivers with horn-loaded porting.

When used with the TOC™ Rz processor, the
FT.LA from PAS (pas-toc.com) provides consis-
tent off-axis performance. The standard FT.LA
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frame is 18 5 inches deep, allowing for arrays up
to eight deep. The 12.LA 12-inch coaxial system
features the same qualities as the FT.LA, with
a passive network containing dividing filters,
time-correction delay and equalization.

Peavey'’s (peavey.com) three-way Versarray
212 enclosure offers two 12-inch Black Widow®
woofers with dual 4-inch voice coils and a sym-
metrical-drive neodymium magnet design; 10
25-inch Neo midrange drivers; four wave-
guide-mounted planar ribbon drivers; and the
company’s patent-pending Ram Air Cooling
design, a dissipation process that radiates heat
away from the voice coil and speaker cone.

QSC’s (gscaudio.com) KLA Series active line
array system comprises the KLA12 12-inch,
two-way element and KLA18 18-inch direct-
radiating sub. The KLAI2 is an 18-degree fixed-
arcuate line array element; installers can create
a 9ox9o degree array using five KLA12 enclo-
sures. It features Ar-Q™ tuning and configura-
tion and the SOLO™ rigging system.

The RCF (rcfiit) D Line speaker series
comprises HD10-A and HD22-A active two-
way monitors, HDL20-A active module and
HDL18-S sub. All transducers offer lightweight
neodymium magnets. Features include a high-
power woofer, and 1- and 2-inch neodymium
compression drivers with a pure titanium dome.

Renkus-Heinz's (renkus-heinz.com) IC? fea-
tures four 8-inch LF neodymium transducers
and 1-inch titanium nitride-coated HF drivers.
Each two-way 8-inch module can be used as a
stand-alone loudspeaker, a small ground-stack
or a flown array of up to 20 cabinets.

The SLS (slsaudio.com) LS6600CP full-
range module features a new HF waveguide,
coplanar mounting and D-fend technology.
A coplanar driver arrangement uses a propri-
etary 6.5-inch cast frame, while a neodymium
composite-cone woofer with a symmetrical
axially mounted planar ribbon driver produces
symmetrical pattern control. LASS software
allows users to predict coverage.

The TCS Audio (tcsaudio.com) TMi1oX has
a 10-inch B&C neodymium coaxial transducer
mounted in a vented enclosure. The TMii2
offers a 12-inch B&C neodymium LF trans-
ducer in a vented enclosure with a 1.4-inch
exit B&C titanium HF compression driver
coupled to a rotatable 8ox6o-degree horn.
The TMiis features a 15-inch B&C neodymium
LF transducer in a vented enclosure with a
1.4-inch exit B&C titanium HF compression
driver coupled to a rotatable 8ox6o-degree

horn for controlled dispersion. The TM206
dedicated fill loudspeaker features dual 6-inch
neodymium low-mid frequency transducers
and a 1-inch exit, HF driver coupled to a
90x60-degree rotatable horn. The TM215S sub
has dual 15-inch B&C LF transducers mounted
in a bandpass enclosure.

TOA’s (toaelectronics.com) Type H speak-
ers feature Sync-Drive technology that keeps
the audio in phase with its sources. The series
comprises shorter designs SR-HzL (straight)
and SR-H2S (curved), and longer designs

SR-H3L (straight) and SR-H3S (curve). The
short models contain nine vertically connect-
ed speakers; the long models have 16 speakers.

WorxAudio Technologies’ (worxaudio.
com) TrueLine V5 includes a medium-form,
1-inch exit compression driver coupled to a
stabilized, FlatWave™ Former (wave-shaping
device) that delivers clear high frequencies
over a controlled coverage area. Dual 5-inch
neo-magnet cone transducers coupled to the
Acoustic Intergrading Module (A.I.M.) mini-
mize cone filtering.

www.Drumagog.com -

! A
|




'RAVE ON
[ Buelely (el

New Interpretations Honor
Pioneer’s 75th Birthday

By Barbara Schultz
o one can say what styles of music rock '’ roll icon Buddy
Holly might have recorded had he lived to see his 75th
birthday this year. Would he have been into New York
art-punk when Lou Reed and Patti Smith came along?
The electronic blues of Florence and The Machine? The neo-soui
of Cee Lo Green? No telling, but we do know that these artists and
countless other have been inspired by all the music Holly put out be-
fore he died at age 22.

Rave On Buddy Holly isn’t the first tribute to Holly’s legacy, but it
celebrates him in spectacular, eclectic fashion. Collection producers
Randall Post and Gelya Robb assembled a variety of performers who
stretched their own musical boundaries to reinvent 19 unforgettable
songs. “The impetus to do this came through Paul McCartney’s
publishing company.” explains Post, who has developed a relation-
ship with MPL Music Publishing through his work as a top-end film
music supervisor. “Paul has been a fan of Buddy Holly since there
first was Buddy Holly.”

Post and Robb say that musician/producer Matt Sweeney also
helped with A&R on this project, signing and producing three of the

N artists who participated: Julian Casablancas, who performs a cool,
gritty rendering of the title track; Kid Rock, who has a surprisingly
soulful take on “Well All Right”; and the Black Keys, who offer a spare

reggae styling of “Dearest” to lead off the album.

MCCARTNEY MAKES IT "EASY”"
The low-key Black Keys effort is followed by Fiona Apple and
Jon Brion’s true-to-the-original version of “Everyday.” And then
McCartney really tears things up with a hard-rocking, distortion-
heavy version of “It’s So Easy,” a song the former Beatle has per-
formed in concert. The McCartney track was recorded live in Av-
atar Studios’ (New York City) A room, with producer David Kahne
and engineer Roy Hendrickson behind the Pro Tools rig. “It was
set up as a traditional rock recording gig,” says Hendrickson,
“where you would have everyone play together. Paul was playing
and singing in his own booth—a large one—the guitar amps were
Buddy Hollv. Photo courtesy Popperfolo/Geity A i . e »
Iinages. Below from left: Cee-Lo Green, photo in other iso booths and everybody else was in the main room.
courtesy Julian Broad: and Florence Welch of McCartney’s bandmembers are those Kahne brought together
FraTice and e Siackiee; to play on the album Driving Rain: guitarist Rusty Anderson, bass

B8 vix 1 L



More Than a Console  Roland
The Heart of the V-Mixing System

LT3 M-480 V-Mixer Console

60 Fhannels (48 mixing + 6.stereo returns) Digital Snakes [EI=ETH
90 input x 90 output capacity

16 aux, 8 matrix, and LCR output buses with PEQ’s and delays

4-band PEQ, comp, gate and delay on all inputs

6 powerful dual mono effect processors and 12 GEQs

Cascade two M-480s for 96-channels of mixing power el i

V-Mixing System www.V-MixingSystem.com

The Roland M-480 V-Mixer boasts a new powerful mixing engine,

providing a premium digital console choice. But the M-480 is i

Digital snakes couple high quality preamps with REAC technology

more than a digital miXing console; itis the heart of a V'MiXing enabling source signals to maintain pristine sound through the entire $-4000M
System. Based on REAC, a low latency Ethernet audio transport
protocol, the V-Mixing System consists of your choice of digital _
console, configurable and flexible Digital Snakes, Personal Mixing Personal Mixers [EI==T= 48 Track Recorder/Player [EI=ETS

V-Mixing System all via Cat5e/6. Roland Digital Snakes are immune to hums, buzzes and
general impedance and capacitive losses that plague analog snakes and splits.

and Multi-Channel Recording components. The M-480 Live Mixing
Console is ideal for any live event production, house of worship,
education, government, and corporate applications.

M-48 R-1000

The M-48 personal mixer provides each Record up to 48 tracks of pristine audio
$-40005-3208 musician their own unique monitor mix to removable media. Playback ideal for

arranged in 16 stereo groups chosen virtual sound checks, backing tracks,

from 40 common sources. Adjust mix rehearsals and training. Integrates

using level, pan, 3-band EQ and solo. seamlessly with V-Mixer and Digital

Also includes, built-in, reverb, limiter, Snakes. Connect with any MADI-

and ambient mic. equipped environment.
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Experience the power of the V-Mixing System coming to a city near you.

Featuring the new flagship M-480 V-Mixer and R-1000 48-Track Recorder/Player companion along with the world’s finest
Personal Mixing System. Also spotlighted are the unique live production web-streaming solutions from Roland - including the

ground-breaking VR-5 AV Mixer/Recorder.
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Feature > Buddy Holly

Photo: Joshua Black Wilkin

player Brian May, drummer Abe
Laboriel )r. and keyboardist Paul
“Wix” Wickens.

Hendrickson says he set up
the usual miking scheme that he
uses in A: Sennheiser 421s on toms,
Shure SMs57 and AKG 451 on snare,

421 on bass drum, a pair of 451
overheads and a couple of Neumann U87 room
mics. He captured guitars with 57s and a Royer
ribbon mic; bass went direct. McCartney's vocals
went into a U47; his voice is clear and unmistak-
able despite copious amounts of distortion. “We
recorded his voice that way,” Hendrickson says,
laughing. “That is just the U47, a mic pre and the
[Neve 8088] console turned up really hot.

“That whole session was so inspiring to me,”
Hendrickson says. “Everybody was so full of energy,
super-focused, and it was just a really great time. I'd
be in the control room, just laughing, smiling from
ear to ear.” Producer Kahne then took the tracks
upstairs to his Cubase/Sequoia-based studio at
Avatar to mix. His setup allows him to access his
racks of vintage outboard from his computer,
though he says this was a pretty straightforward
mix. “It was great to see Paul and all the guys hav-
ing so much fun in the studio,” he says.

FLORENCE IN NOLA
Florence and The Machine’s slow-grooving march

Justin Townes Earle performs “Maybe Baby” on Rave
on Buddy Holly.

to “Not Fade Away” begins with a couple
of bars of “lko lko™-style percussion and
gradually adds layers of drums, guitars,
keyboards, sousaphone and Florence

Left: Roy Hendrickson's setup

for the Paul McCartney sessions.
Inset: close-up of Lou Reed’s vocal
channel during tracking at Avatar.

electric bass and a sousaphone
part. Added still later were three
keyboard parts; the final mix
was done at Mike Napolitano's
The Nappy Dugout studio (New
Orleans).

“I thought that we could
take it back to Bo Diddley—
whom Buddy obviously was
tipping his hat to here—
and maybe even further to
a Louisiana parade thing,”

Welch's magnificent, interpretive vocals.

The foundation of this song was laid
when the band visited New Otleans’ Piety Street
Studios with producer CC Adcock and engineer
John Porter. Porter says he got a call from Adcock
on a Friday night, asking if he could do the session
the next day. “1 said, ‘Sure, what's the plan?” Porter
recalls. “And he said, ‘They're having a great time
in New Orleans; let’s just have some fun and give
them a taste of what goes on here.”

So on that Saturday, Porter grabbed one of his
racks of Neve 1073 mic pre’s and headed to Piety
Street, where the studio’s chief engineer, Wesley
Fontenot, helped him set up. Adcock then brought
in the bandmembers and drummer Terence
Higgins (Dirty Dozen Brass Band).

Higgins and band drummer Christopher
Hayden walked the room, playing shakers and
tambourine to set up the tempo. “1 recorded that
and found a 4-bar chunk that was really happen-
ing and made a loop of that,” Porter says. “Then
we set up two drum kits facing each other in the
room with CC and their guitarist [Robert Ackroyd]
on acoustic guitars. They played a groove that
was sort of a New Orleans-y/Bo Diddley kind of
groove. They played along to the percussion loop
for about 10 minutes, and at that point, we were
thinking, ‘This is sounding kind of cool! We made
another loop out of that, and then Terence did a
whole snare drum track on top of that. 1 think it
was at that point CC and Robert played the song
sequence to the loop.”

Porter and Adcock continued molding the
track, editing the pieces into a more finite shape
before having Welch sing in the main room into
a mic Porter calls “the Avatar mic"—a modified
Chinese microphone that he purchased from
the studio. “I plugged that into an [UREI] 1176,
and 1 think what you hear on the track is actu-
ally the first or second take,” Porter says. Added
after the main tracking date were Matt Perrine’s

Adcock explains. “And
mostly, as it was now going
to be from a female perspective, 1 was thinking
that cock-sure lines like ‘My love’s bigger than a
Cadillac/1t'll take a' you there and bring a’ you back’
should take on a larger message of love and fidelity.
It’s kind of set up as a duet between the pure-heart-
ed Flo and the worthless, no-good, back-talkin’
sousaphone, who had been doggin’ around town
and come draggin’ in to answer her allegations and
affirmations guiltily, and line for line.”

SHE & HIM

M. Ward of She & Him produced the adorable song
“Oh Boy” at Type Foundry (Portland, Ore.), the
home base of engineer Adam Setzer. “Usually what
we'll do is start with rhythm guitar and a minimal
percussion track and build on that,” Setzer says.
“We just keep adding and layering; on this track, we
added percussion, guitars, keys, and then when we
have everything up, we start making choices and
stripping it back.”

Setzer recorded to an Otari MTR-9o 2-inch
and used a lot of old-school mics, including an
RCA BKi for vocals, AEA R84 ribbons on the drum
kit and a Coles 438 on guitars. “I'll sometimes add
a small-diaphragm condenser on guitars, probably
an A-T 4051, just for a little more high end,” Setzer
says. Zooey Deschanel’s vocals were recorded in
one evening, with her singing the lead and back-
ing “Oh Boys” in one take: “Oh boy (oh boy) when
you're with me/Oh boy (oh boy)...”

“She came in and it was one of those serendipi-
tous things where it was perfect timing; we had
just finished the rest of the track. We got her vocal
on maybe the second or third take,” Setzer says.

PEGGY SUE ONE AND TWO

Toward the end of Rave On Buddy Holly, Lou
Reed got his hands on “Peggy Sue.” Like McCart-
ney, Reed and his producer Hal Willner did their

60 vix ULY 20
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tracking in Avatar’s Studio A, in this case with
engineer Marc Urselli. “1 had listened to the
original a dozen times to be prepared,” Urselli
says. “But 1 knew we were going for the Lou
Reed sound.” That means it’s dark, distorted
and guitar-heavy, with pounding drums and
Reed’s unmistakable half-sung/half-spoken
vocal on top. “It was basically recorded all live,
as Lou likes it,” Urselli says. “Lou doesn't like
iso booths so we set up his station facing the
drums and we had Sarth Calhoun’s bass-

synth station to the side. The guitar was  —

too loud in Lou’s mic so we re-did the vo- |
cals in the control room.”

Many of the mics came from Reed’s |
collection: a Manley Gold Reference on ;
vocals, and Shure SMs7 and Coles 4038
ribbon on his guitar amp. Urselli tracked !
through the custom Neve in Studio A, '
using the onboard preamps for “every- ‘
thing.” A violin part by Laurie Anderson |
was overdubbed later. Urselli mixed the |
track on the Harrison 10B console in |
Studio A at EastSide Sound (New York |
City). “1 used a little bit of compression
[McDSP Channel G and DEsss de-esser],
but 1 did all my EQs on the board,” Urselli
says. “That Harrison board just sounds
fabulous.”

Holly's sequel song, “Peggy Sue Got .
Married,” fell to singer/songwriter/punk l
pioneer John Doe, who visited producer '
Joe Henry’s Garland House studio this |
past January. Doe and Henry arranged |
and recorded a powerful version where the |
moody music track and Doe’s voice build |
dramatically; the line about Peggy Sue get- |
ting married isn't used until the end of the |
song, so that this somewhat lightweight |
update actually finishes with a huge emo- |
tional impact. '

“Covers can be tricky when you try
to make it your own,” observes Ryan
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Freeland, who engineered the session. “I think
that structural decision to put the ‘Peggy Sue
got married’ chorus bit only at the end, instead
of repeating it where it would normally go, cre-
ates more of an arc.”

Henry assembled a band of some of his
favorite musicians for the date: guitarists Val
McCallum and Greg Leisz, pianist Keefus
Ciancia, bassist David Piltch and drummer
David Kemper. On electric guitars, Freeland

combines a 57 and Royer 121. “On this song, |
think the electrics are both hard-panned left
and right,” he says. He records to Pro Tools,
using Apogee converters and his trusty racks of
pre’s and processing. “Joe and 1 use a real old-
school approach to record-making: Put a great
singer and a great band in a room and let them
g0," he says. “It was a luxury to focus on just one
song with musicians who are so great and give
their all on every take.”
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Rather than just being a formulaic re-tread (sorry) of the
mega-successful 2006 CARS, Disney/Pixar's CARS 2
ups the ante by being much more than a racing movie.

Is: @

Disney/Pixar. All Rights Reserved.

“It's an action/adventure, a spy movie, it's a
comedy and it's racing all folded into one, so it’s
much more intricate than the first one,” com-
ments Michael Silvers. the film’s co-supervising
sound editor, along with Tom Myers (also lead
sound designer and FX re-recording mixer).
Myers adds, “The opening is completely discon-
nected from what your expectation is. You start
with this set piece that’s like something out of a
Bond movie or the Bourne films.” That opening
segment, which takes place out on the ocean,
at night, is one of several exotic locales that re-
quired imaginative thinking from the sound
crew; there are also race scenes in Japan, Italy,
France and England, and a chase through a mar-
ket in France. Another wrinkle: Cars 2 joins Toy

Story 3—also supervised by Myers and Sil-
vers, with Michael Semanick mixing music

and dialog—as the second animated feature
from Pixar ta be mixed in the Dolby 7.1 Sur-
round format (as well as conventional 5.1
theatrical and home surround).

“We were much more aggressive with
the 7.1 this time and were really encouraged to use
it by [director] john Lasseter, whao's a hig surround
fan,”
additional rear speakers to a standard 5.1 setup. “We
were cautious not to put any super-important dialog

Myers comments of the format, which adds two

or anything we didn’t want to lose as a story point
solely back there. But in terms of effects, we tried to go
whole-hog and use it as much as possible and create as
much space, and also use discrete side and back stuff.
“There’s a scene in a casino where we wanted to
create this active space,” he continues, “so there are all
these different sound effects back there and we moved
a lot of things around. In the races, as well: There are
all sorts of interesting car-bys—we designed it so we
have things flying by, coming out of the surrounds
onto the screen to off the screen into the surrounds.”



BY BLAIR JACKSON

Mvers says that because Cars 2 is also being
released in 3-D, this affected his and Semanick’s
surround mixing decisions, and that the 7.1 pro-

vided more sonic real estate with which to work.
“Because of where they were with picture, the
3-D was not completed until fairly late,” he notes.
“Originally, we wondered if we would want to do
a separate mix [for the 3-D prints], but we decided
that we did enough aggressive surround stuff to
begin with and we were conscious of trying to
anticipate it—'Oh. that’s going to be a big 3-D effect
so let’s pull that off the screen into the surrounds.”

Did the 7.1 mix pose any technical challenges?
“It was more on the creative level,” Myers says. “It’s
two more speakers, another region to work with,
but you also have to think about how you get
there. Sometimes, console panning is not as facile
as it could be, so you have to think, ‘l want it to go
from here to here. How do 1 make it do that? You
can often sort of ride it through, but sometimes
splitting it between the front and the back is dif-
ficult, or you have to set up another aux send to do
that.” The film was posted at Skywalker Sound in

rooke Livingston

Crew photos:

FPart of the audio crew, from left: supervising sound editor Michael Silvers, sound designer ‘re-recording mixer
Tom Myers and re-recording mixer Michael Semanick

Marin County, Calif,, and mixed
on a Neve DFC.

“We did the 7.1 mix first,”
Myers notes, “then a fold-down
pass from our 7.1 stems and made
6.1 discrete stems and the 5.1 EX
print master from that. A lot of
that involved Michael [Semanick]
trying to figure out how to do the
music—putting a delay into the
surrounds because you're folding
four surround channels into two
and you want to avoid phasing.
Most of my surround informa-
tion was fairly discrete. | had some
ambient stuff in the sides and the
back, but mostly it was discrete
information so 1 didn’t have to
worry as much about phasing.”

Silvers, who specializes in dia-
log and ADR issues, found himself
having to, in effect, follow the char-

CAST & CREW

Sound Re-Recording
Mixers:

Tom Myers, Michael
Semanick
Supervising Sound
Editors:
Myers, Michael Silvers
Assistant Supervising
Sound Editor:
Mac Smith
ADR Recordist:
Simon Diggins
Sound Effects Editor:
Teresa Eckton
Supervising
Foley Editor:
Pascal Garneau
Original Dialog Mixer:
Michael Miller
Sound Designer:
Tom Myers

“We got French walla, Japanese
waila, we got ltalian walla, we
got English walla,” Silvers says.
“I'd ask the loop group, ‘What
would be typical chanting at a
sporting event in that country?
And then they'd send it to me. We
have announcements and scenes
in restaurants and various wallas
in these locales. They had to send
me translations of everything, and
they were very good abaut that.”
On the FX side, a plethora of
new cars demanded “a ton of new
recording,” Myers says, including
a slew of Formula 1 race cars, a
fabulous $200,000 Aston Martin
V12 Vantage (which Myers got to
drive around Skywalker Ranch to
capture some engine sounds) and
even some funky old Gremlins
and Pacers. “Because there are

acters around the world, amassing crowd and other
material in Japanese, French and Italian to make the
film’s foreign settings come alive. Contracting with
ADR studios in those countries (and in England),

so many different cars in this one,” Myers says,
“the race sequences are more elaborate, so it was
important to make the cars more unique-sound-
ing, to have their own personalities.”

I Mix 63



- diré) guitars sound
impzing with R-121 Live
mMitsion the cabinets,
and they stand out well

in the mix.”

Jim Ebdon

FOH Engineer - Maroon 5, Aerosmith,
Matchbox Twenty, Annie Lennox
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Feature > Cars 2

The sound designer/editors also liberally
employed library engine FX they've accumu-
lated over various projects, particularly handy for
recurring lead characters Lightning McQueen
and Mater, the dilapidated redneck tow truck.
“We have a big library of Mater sounds,” says
Myers, who also works on the Cars shorts. “John
sees Mater as kind of like Goofy: You can put him
in any situation and he'll be funny, whether he’sa
private eye or an astronaut.”

Lasseter has always been a sound-conscious
director, but he was even more involved with
the final mix. “I've worked on 10 Pixar films and
this was the only time he’s ever been in the mix
the whole time, though he’s certainly always paid
attention before,” says Silvers. “We final mixed for
about four weeks, screened it and then refined the
mix for seven days. We made some major leaps.”

Lasseter would often sit at the console
between Myers and Semanick as they worked out
the balance of music, FX and dialog, an untold
number of Pro Tools sessions at their disposal.
There were new FX and vocalizations that came
in during the final and, as Silvers mentions, the
subtractive process was as important: “In all the
races, Brent Musburger [“Brent Mustangburger”
in the film] is doing the announcing, and we
actually dropped lines in certain places because
we realized we were losing some of the energy
of the race. We also dropped score, and in other
instances we dropped car effects in favor of
score. We wanted to make sure we weren't over-
whelming people with too many things.”

“One of the things e learned starting with
the first Cars,” Myers adds, “is that we want it
to be more quality over quantity in terms of not
tryving to cover every last thing before we get
to the stage, because then you spend half your
mix trying to weed it all out. We talked to John
early on, and said, ‘We're going to try to cut the
stuff we absolutely think we need, and then if
there’s something you want that you don't hear,
we'll cut it there” He's a very smart filmmaker. |
was reminded what a great grasp he has of the
tools were using. He knew that there are certain
things—like crowd and ambient wind and dirt or
whatever; white noise-y, shush-y effects—that he
might want, but once you put the music in, it’s
taking up frequency range. So with each progres-
sive film, we've tried to be more precise about
what it is that we're doing with the sound—in
other words, trying to be selective and pick
things more precisely.”

Blair Jackson is Mix's senior editor.

Avid, Dolby, 7.1

It's hard to predict right now just how the 7.1 rollout
will taxe place on the playback side, either in the
home or in theaters: Yes, it is part of the Blu-ray spec,
and, yes, there are thousands of theaters equipped
for it today. High-profile 3-D films are embracing

the technology.and studios no doubt see dollar
signs with the re-release of catalog material. But will
consumers put in additionakspeakers and buy new
hardware? Will they adapt and adopt to the new for-
mat as cuickly and assuredly as they did 5.1 playback
inthe '90s?

Dolby is betting
thay will, baving
shown a slew of rew
playback options
at the recent NAB
show, everything
from mobile
phones tooptimized PC chip sets to consumer A/V
devices and headphone<. And, of course theatrical
playback. DTS is also pushing the technology, having
done very well in the still-early stages of Blu-ray
authoring/encoding and with the limited titles in
theatrical release. There'will no doubt be many more
options—from other manufacturers, too—and the
broadcast industry will have to ckime in eventually,
as wil the videogame industry.

Every new format introduction presents its
own “chicken-egg"” scenario: It's hard to sell the
systems if there isn't content, and studios are
loath to invest in the content without some indica-
tion that there will be a payback. But that sorts
itself out in the markatplace and doesn't really
matter to thecreatives, the sound editors and
re-recording mixers who must deliver the 7.1 track.
They just want the tools that allow them to pusha
more immersive-audio experience.

It's not surprising then that Avid and Dolby have
informally partnered up ondelivering the tools for
creating and delivering 7.1 audio. Pro Tools is the
dominant format in Hollywood, and Dolby maintains
market share in ercode/deccde. In April, they an-
nounced Dolby Surround Tools for TDM systems, a
new plug-in for 7.1 panning i Aro Tools 9 (pictured).

“As more and more of our customers have
transitioned to mixing ‘in the box; the need for
7.1 panning support in Pro Tools has continued to
grow,’ says Max Gutnik, senior director of product
management at Avid. “We began to implement 7.1
solutions into our workflows: with Pro Tools|HD 9
and Complete Prcduction Tookkit 2. At the same
time, we updated the monitor section of our HD
OMNIl interface toinclude 7.1, 2ad extended that
support even further by updatirg several of our
plug-ins to be compatible with the new format”

Look for a lot more action im the 7.1 space,
definitely from the creative side.
—Tom Kenny




2010 B & H Foto & Electronics Corp.  JN674

1111 18 x 14 Fire:
<0 Hreware audio iny
With 8 phantons. interface

SEARCH
_ CAPABILITIES

Advanced
Foltumpeny

Rewrove Filters

bhproaudio.com ‘-

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

Visit Our SuperStore 800-947-5508

420 Ninth Ave, New York, NY 10001 Speak to a Sales Associate

CUSTOMER
REVIEWS

4

PHOTO - VIDEO - PRO AUDIO

The Professional’s Source™




vintageking

NEW | USED | VINTAGE

WORLD CLASS AUDIO | WORLD CLASS SERVICE

NEW! TELEFUNKEN ELEKTROAKUSTIK

ELA M 260 TUBE STEREO SET
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diaphragm ELA M 260 tube
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10 BAND INDUCTOR EQ

The Purple Audio TAV is a new take
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more punchy and clear.”
- Erik Zobler, Mix f)‘
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BAREFOOT SOUND
MICROMAIN35

e & O w & @& W/ INTEGRAL SUBS

Following in the footsteps of
the MicroMain27, the
PRISM SOUND ORPHEUS FIREWIRE INTERFACE MicroMain35 brings
All-in-one FireWire interface solution for your DAW. includes eight- revolutionary Barefoot three-
channel AD/DA, four mic pres and “over-killer” limiters on every way technology into an even
channel, plus a host of other cutting-edge features. more compact enclosure.
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TONELUX 1628 DISCRETE CONSOLE
“The 1628 has the warmth you want from a vintage desk combined with
modern clarity.” - Ryan Hewitt
HELIOS TYPE 69-500 MIC PRE/EQ
The renowned Helios Type 69 mic pre/EQ, used
by Led Zeppelin, The Rolling Stones, The Who,
Humble Pie, etc., now neatly packed into the
convenient and cost-effective 500 Series format!

BAE 1073 DMP
PORTABLE MIC PRE
“I loved the sound of my
1073s so much that |
asked BAE to make me
a Dl that | could play live
with. This is it"”

- Bootsy Collins

SHADOW HILLS EQUINOX
Two extremely versatile mic pres, a 30-input summing mixer and
one of the highest-quality monitor sections around combine to
make the Equinox - the basic elements of a full-format pro-level
console at a project studio price.

shadow hills

’ A A Try Before You Buy | Easy Financing Options
’ng%?,éqded Y v‘ Studio Installations | Buy | Sell | Trade
Professional Audio WAVES

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



IT'S CLEAN-UP TIME

How One Audio Question Goes Tangential

By Eddie Ciletti

remote control. When it’s stuff 1 don’t know
intimately, my clients and 1 learn together.
From there it seems a natural progression to bring this private inter-
action into the light of a public forum—my new blog at mixonline.
com—the essence of which will be distilled into this new monthly
column, “Ask Eddie.”

This inaugural article is a composite of several related email
questions and is typical of the many “tangential threads” that a
single question can generate. Be sure to check in at
mixonline.com for the blog and watch for regular
answers in your MixLine e-newsletter. As they say in
O Brother, Where Art Thou?, “We’re mass communi-
catin!” Let’s start the show.

Isometimes help people solve problems by

Q: | just got a '70s (or 'B0s or ‘90s-era) analog record-
ing console. What's the best way to prioritize the res-
urrection process?

A: The simple answer is to have a trusted tech advi-
sor onsite to determine the condition and then dis-
cuss the challenges. Trust the tech to differentiate the
essential repairs from the wish-list upgrades. Be sure
to get a price breakdown so that everyone knows the
limitations of the budget. Be sure to factor in the “un-
seen costs” by your multiplier of choice. When passion
drives the purchase, you need to be extra cautious;

through an entire module’s worth of switches to be sure you didn’t
pick the one switch that works.

AMPLIFIERS: That certain pieces of recording gear have their own
unique sonic character implies that amplifier design is a key player,
along with the equalizer type, frequency options and dynamics pro-
cessors. Nowhere is that more true than the early '7os classics. Each
manufacturer’s design was unique back when each amplifier was
built from discrete transistors sandwiched in between an input and
an output transformer.

Each technological development improved
specs, but many would lament that the reduced
distortion sometimes robbed recording electronics
of its desirable and unique sonic character options.
There are times when we need our audio signal to
be transparent-clean from start to finish, and times
when it’s okay to “distress” it!

THE OTHER STUFF: Routine maintenance includes
cleaning pots, switches and faders when possible,
replacing when not. The other electronic com-
ponents are passive (resistors and capacitors) and
active (vacuum tubes, transistors and integrated
circuits). Finding replacements is an art, knowing
when it's necessary to get the exact part to being
creative with what's available. More often than not,

you need to know what’s under the hood. Pull a mod-
ule and look for signs of damage and sloppy repairs.
Once powered up, a few custom cables may have to
be fabricated to get signal in and out of each module.

Consider the common user-interface compo-
nents—faders, pots and switches—as they are most
likely to require service or replacement. If you hear
“scratchiness,” then the “Device Under Scrutiny” has
audio going through it. Faders that provide a control
voltage to a VCA will not sound scratchy because the
control voltage is filtered. If a fader sounds okay but
feels funky, take it apart. A switch that controls a relay
doesn’t have to be super-clean, just reliable, so go

The Electrodyne
711 module
includes a dis-

crete transistor
amplifier, input
transformer,
2-band-select-
able

aw send
(three routing
options) and
“Gliss" wire-
wound glass

fader,

the physical size and footprint has changed, but the
quality is often better.

The “fun” in repairing a recording console is
that the problems from module to module will be
very similar. Akin to wiring a patchbay, replacing
the same components on each module is a repeti-
tive process.

Resistors are the least-likely components to
be replaced or upgraded unless they are stressed
from heat or in a critical, low-noise gain stage.
Use metal-oxide and metal-film in these respective
applications.

Capacitors come in many shapes, sizes and
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types. Electrolytic capacitors are the most likely
to degrade and fail with age. Axial-lead types have
mostly been phased out because Radial types
are more space-efficient. (See the figure below.)
Replacing Axial with Radial requires cleverness
at minimum and occasionally a bit of boldness,
as 1 often drill a new hole so the cap can stand
as intended.

Rl — =—{JAval }—

Integrated Circuit (IC) Operational Amplifier
(Op Amp): At their best, modern IC op amps are

transparent (colorless) building blocks, but ini- ‘

tially it was their size that provided the vision of
the future—more possible features in a smaller
space for less money. In many cases, 1C op
amp circuitry allowed a “transformerless” option
(eliminating the need for input and output trans-
formers), further reducing weight, cost and sonic
character. There’s nothing particularly desirable
about that vintage 1C op amp sound, and modern
op amps offer considerable room for improve-
ment, if you're willing to do the homework.

Upgrading IC op amps is not plug-and-play.
Unless someone has done it before and can pro-
vide detailed plans, the process requires test equip-
ment (an oscillator and oscilloscope), and reason-
able knowledge of available 1C op amps and their
suitability. There are several considerations.

Power Supply, and power-related consider-
ations, lead us to the most technically challenged
portion of this exercise. Everything in the con-
solerequires voltage and draws current. (Just in
case you're curious, voltage x current = power,
in watts.) And, just as the goal of proper gain
structure is to minimize distortion and maxi-
mize headroom, the same relationship applies
between the console’s total power requirements
and the capabilities of its power supply; the
power supply should have more available reserve
current than the console requires.

In the U.S., wall power is 120 volts alternat-
ing current at a frequency of 6o Hz. Audio

circuitry runs on Direct Current (DC)—what bat- |

teries make—and amplifiers need clean, quiet DC
power to manipulate sound, which also happens
to be a form of AC. The typical console power
supply converts AC into a handful of voltages
required by the audio circuitry. Voltage is only
half of the power equation.

In between the power supply and the console
could be many feet of cable. Inside the console, the

voltages are routed to each module—or channel
strip—through ribbon wire or a motherboard out-
fitted with connectors. However, the more afford-
able mixers tend to push their power supplies to
the limit. Better 1C op amps ofter draw more
current than the parts they are replacing, so an op
amp upgrade implies a potential increase in power
requirements.

Obviously, each one of these tangents could be its
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The AX Series

own, so you tell me, “What do you want to know
more about?” Whenever possible, please provide
links, schematics and images in advance. I'll do my
best to fill in the gaps by hunting, gathering, an-
notating and hopefully answering your question.

Eddie Ciletti is a former New York studio tech

?

the Institute of Production and Recording in Min

tangible-technologv.com
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A3X

The First Professional
Desktop Monitor System

s uniquely positioned to create the
esktop monitor system for

professionals.

w A3X monitor uses
X-ART transd
to ensure absolute accuracy and
the expansive full-frequency sound ideal for
nd audio enthusiasts
s ADAM Audio more

>ssible than ever.

recoraing £ S

Find out more about the A3X and AX Series
monitor systems at www.adam-audio.com,
audition them at an ADAM Audio dealer

near you or call us at 516.681.0690.

(Jon Chappell - Senior
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TGCh // new products

HARRISON 950M CONSOLE

Desktop Solution for DAWS

KRK KNS SERIES HEADPHONES
Comfort, Fit and Fidelity

Voiced to remain true to the character of KRK's (krksys.com) studio
monitors, the KNS6400 ($199) and KNS8400 ($249) Series professional
headphones use the latest in acoustic memory-foam technology, prom-
ising top performance in reproduction and isolation. Features include
high-efficiency neodymium drivers; 8.2-foot, single-sided straight cable
with oxygen-free copper wires; and adjustable, foldable driver enclosures
provide comfort and portability. The ¥-inch plug can be unscrewed to
reveal an !/s-inch plug for laptops and portable media players; the cable,
head and ear cushions are replaceable to ensure product longevity. Both
come with a soft carrying case embossed with the KRK logo for travel or
storage when not in use.

NEUMANN KH 810 SUBWOOFER

Boom for Your Room

The 9som from Harrison (harrisonconsoles.com, priced per
configuration) is geared to meet the unique requirements of
a DAW-based studio. It provides all features necessary
to link professionals on both sides of the control
room window. The console incorporates a massive
linear power supply, robust ground-plane design,
all balanced connections, gold-plated switches,
through-hole components and high-headroom sum-
ming buses. It comes in three standard sizes: 12, 16 and
24-channel frames. There are two master buses: 1 “32-Series™-style
transformer-balanced output, and one “Series 12"-style electroncially
balanced output. Other features include two studio feeds, talkback,
oscillator, headphone feeds, manual PCB layout, gold-plated switches,
conductive plastic potentiometers and summing buses carried via PCBs
(no ribbon cable summing buses).

The KH 810 ($§TBA) from Neumann (neumann.com) is a 7.1 High-Definition Bass
Management™ system meant to team up with the KH 120 near-field two-way
monitor. It can be used either as a subwoofer dedicated to reproducing the LFE
channel or as a means of providing LF extension with an increased maximum
SPL. The integrated 7.1 High Definition Bass Manager™ is compatible with all
formats, from mono to the latest 7.1 high-definition systems. Eight electronically
balanced analog XLR inputs ensure flexible interconnectivity. Four-mode LFE
channel processing guarantees maximum compatibility across all formats, while
fourth-order crossovers and flexible acoustic controls allow seamless system inte-
gration. Built-in volume control permits centralized system adjustment of replay
levels, independent of the source. The electronics can be located remotely to re-
duce cabling and to allow the cabinet to be mounted flush to a wall.

CEDAR
CAMBRIDG
VERSION

Major Upgrade

Based on the latest CEDAR
(cedaraudio.com) Cam-
bridge Series 111 hardware,
Version 7 (free upgrade

for Cambridge owners)
boasts a hugely improved
file-processing system;

a powerful new module,
Respeed; a unique new
de-click algorithm, Manual
Declick “B”; the introduc-
tion of Reporting; and
dozens of improvements to
existing modules, including
Retouch, DNS, NR-4 and
NR-s, the Adaptive Limiter
and Vintage Decrackle.
Other improvements in-
clude a Spectrogram view
to augment the existing
Waveform view, improved
transport controls, im-
proved channel mapping,
the ability to perform trans-
parent sample rate conver-
sion while saving files, and
the introduction of user-
definable hot-keys, which
allow operators to control
the system from a keyboard
and from devices such as
foot pedals that map to the
key commands.



BLACK LION SPARROW
MK2 A/D CONVERTERS

Better, Better and Better

The completely redesigned Sparrow mka converters from Black Lion
(blacklionaudio.com) are housed in a 1U half-rack chassis and feature
XLR and Ya-inch balanced inputs, LED metering, BNC word clock 1/O,
AES output, co-ax and optical S/PDIF output, and user-selectable signal
calibration accommodating nominal input signal levels from +11 dBu
down to -10 dBV. They operate at sampling rates from 44.1 kHz to 192
kHz, with a clocking architecture that features low jitter and wide Q
third-harmonic crystal oscillators, and because of the quality of the
clock multiplier and PLL recovery stages, performance will not degrade
should the converter be synched to a lower-quality word clock reference.
The units come in three versions: Black ($89s5), which is comparable to
the conversion quality and sonic characteristics of the company's Digi
002R/003R Signature Series modification; Red ($1,295), which is compa-
rable to the FM192 modification; and White ($1,895), which outperforms
the FM192 modified converters.

PENDULUM DS-500
_____ OPTODE-ESSER

De-Esser Ssso Sssweet!
Threshold Ds
Pendulum Audio (pendulumaudio.com) has made
its second foray into the 500 Series game with the
release of the DS-500 ($749.95) de-esser. The DS-
500 is a single-channel, non-tube version of the
de-esser in the Pendulum Quartet Tube Record-
ing Channel. It uses the same inductive detector
and opto-inductive notch filter as the de-esser
in the Quartet, as well as very fast response. By
pairing it with a unity gain Class-A solid-state
line stage, the DS-500 retains the transparent
character of the de-esser action while keeping the
signal path clean and uncolored. The DS-500 is
fully compatible with any rack that adheres to the
APl spec.
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PRIMACOUSTIC LONDON
8, 10 ROOM TREATMENT KITS

Tame Your Space

Primacoustic (primacoustic.com) has developed two room treatment
kits. The London 8 ($199) is a starter kit that includes all the fundamen-
tal tools required to treat a home recording studio. This kit promises
improved room acoustics, and more Primacoustic panels can be added
at a later date as needs expand. The London 10 ($499) takes treatment to
the next level by increasing the panel count for more cantrol and adapts
to larger spaces. All Primacoustic Broadway panels are made from pre-
mium 6-pound glass wool. Edges are resin treated, and the surfaces are
encapsulated in micromesh. The panels are then covered in a durable
acoustic fabric and offered in a chaice of three colors. Each London kit
comes complete with hanging hardware, screws and wall anchors.

AAS 4MINX RECORDER/MIXER

Portable Powerhouse

The 4MinX ($5,795, 8-channel) multitrack recorder and mixer from AETA
Audio Systems (aeta-audio.com) is powered by a DV-type Li-ion battery (7.2V,
NP-Fg70) and has an integrated charger. It uses SDHC cards for reeord-

ing, with the option of connecting external hard drives via a USB 2 port for
greater storage capacity. Other features include file transfers via Ethernet,
48V phantom power, low-cut filter, analog 1/O, 24-bit BWF file recording,
AES3 and AES 42 digital inputs (AES3 output), M/S encoding/decoding, and
timecode recording and synchronization. A 3-inch TFT color display provides
information and menu choices; rotary encoders, soft buttons and four pro-
grammable buttons offer navigation and operation.
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New Sound Reinforcement Products

SOUNDCRAFT o At
SI SERIES UPGRADE

More Ins and Outs

The Soundcraft (soundcraft.com) Si Series
now offers more inputs on the Sit and Si2
versions, plus added functionality and options. The Si1+ has 16 additional mic inputs fitted as standard, bringing the
number of onboard mic inputs to 48 and processing capacity of 72 inputs to mix; the extra 16 mic input module may
be replaced by an 8-in/8-out module if required. The number of option card slots increases to four, and there is now
a space for an optiona<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>