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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

will find its place in every studio. The 5.1PA is a

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

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




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

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

(800) 222-4700 ¢ Sweetwater.com




The Service Difference!
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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,

greatest gear, so you get easy access to the best products available.
Plus, our free shipping adds even more value to your purchase! |

Free 2-year Warranty* .
Want even more value for your money? You'll love the free 2-year |
warranty we add to your purchase. It's a Sweetwater exclusive!

Industry-leading Service and Support

Great value doesn't end with the sale. Sweetwater is here for
you after your purchase, with a full factory-authorized service
department and top-tier tech support.

Friendly, Expert Staff!

When you call Sweetwater, you get one-on-
one communication with experts! Our Sales
Engineers are musicians and engingers 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.

......

The Online Diﬂerence!

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.

YouTube. /S Sound  F; Twitter. S Sound

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.

FREE Shipping ¢ FREE 2-year Warranty ¢ FREE Tech Support

FREE Professional Advice ¢ LOWEST Possible Prices

(800) 222-4700 * Sweetwater.com

* Please note: Apple products are excluded from this wanantly, and ollier restrictions
may apply. Please visit www.sweetwaler.com/warranty for complete details.
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Dell recommends Windows® 7 Professional.

If you can imagine it,
you can create it.

Set your imagination free — and bring your most amazing
ideas to life — with Dell Precision™ workstations.

In the studio and now on the road, you have the power to keep up with
your ideas and stay on top of your schedule.

Call 1-800-624-6136 or visit al inside”

Learn More » www.dell.com/smb/imagine

Powerful.
Intelligent.
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From the Editor

BEING A GOOD STEWARD?
WHAT DOES THAT MEAN?

1 was on the phone with Kirk Imamura, president of Avatar Studios in New York City, talking about
his SPARS column for this month’s issue. He said, “It's the issue that's going to AES, right? | thought
1 would talk about being a good steward of the industry, you know, in how you run your business
and how you help promote the industry at large.” “Good,” 1 said. “I like it." We talked a little more,
hung up and a bit later in the day I thought, “Huh. Steward. That’s a word you don't hear very often.
Do | need to go to Wikipedia?” It got me thinking: What does it mean to be a good steward today,
one who helps take care of things, both at home and as part of an industry?

My first thought was that being a good steward is especially important when your industry is
going through a massive transformation. Smaller budgets, shorter bookings, software piracy and a
helter-skelter distribution model. How can anyone afford to be a good steward when they’re forced
to charge less than they did 10 years ago for a higher-quality product, whether it's a 2-channel
preamp, a software release or a song mix? How can anyone be a good steward when they're already
working 14-hour days and it’s still not enough? The truth is, you can't afford not to be a good stew-
ard. And it starts at home.

By home I mean your business, your craft, your art, your daily life—whatever that might be.
Studio owner, engineer, producer, musician, educator, facility designer, manufacturer, it doesn't
matter. Strive for quality in whatever it is you produce, at whatever price point, and look for quality
in those you deal with. If you own a studio, big or small, commercial or private, keep it maintained
and up to date. If you're a manufacturer, design and build quality into your product line, no matter
your MSRP. If you're an educator, make sure your students are well-versed in the fundamentals of
recording and have a healthy dose of respect for the realities of today’s market. Run a business that
makes people want your business. Treat every client like they are Beyonce.

But don't forget that you are part of a professional community, too, one that benefits from each
and every contribution of knowledge and show of support. Go to the local EARS meeting if you're
anywhere near Chicago. Join NARAS so that you can attend local chapter meetings and represent
the Producers and Engineers Wing. Or head to Nashville in May for the annual golf tournament to
benefit the Engineer Relief Fund through the local chapter of the AES. It's a real fun time to boot.

Finally, seeing as this is our AES issue, keep in mind that the manufacturing community is a vital
part of our industry. They are the people who drive innovation, both from a boutique, high-end
point of view and from the mass-consumption, feature-laden, Best Buy side. There is room in our
industry for the $10,000 mic and the $99 mic, the high-end studio and the project room. But if you
want quality products, no matter the price point, then you have to buy quality products. Whenever
you make a purchasing decision, you are voting with your wallet.

Our industry is facing challenges today, no question. We rely on technology for both production
and distribution, and sometimes that can feel like an ever-changing, ever-moving model. But if you
strive to be a good steward of your business and you make the effort to take part in the industry at
large, good things will come. You can bank on it.
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GENELEC

The DSP Leader in Professional Audio Monitoring

In a world where product technology evolves incredibly fast, one thing hasn't changed; the Laws of Physics. Even as they relate
to acoustics. Respecting this fact, Genelec DSP Monitor Systems provide all the connectivity and user flexibility that can service
virtually any type of recording environment - from a single operator facility to larger multi-operator broadcast or post-production
facilities.

Genelec Loudspeaker Manager (GLM™) software can accommodate from one up to 30 Genelec DSP loudspeakers on the GLM
network, and the AutoCal software can optimize all the speakers as a complete system, accounting for eight filters per speaker
and time of flight, as well as level sensitivities. Once run, the settings can be saved into your computer as a Setup file (of course
you can have multiple Setup files for different listening locations), or stored into the DSP loudspeakers themselves.

No other DSP loudspeaker software for control-room monitoring can offer this type of flexibility and performance.

Genelec DSP products include the 8240A and 8250A bi-amp models, the 8260A tri-amp with the highly innovative Minimum
Diffraction Co-axial midrange/tweeter, the new 1238CF slim-line tri-amp, and complementing 7260A, 7270A, and 7271A DSP
subwoofers.

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

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

“Customized settings for any situation, total DSP alignment, world class performance.
That's our Genelecs!”

Joel Singer, Music Mix Mobile, New York / Los Angeles - 8250A / 8240A / 7260A

8250A

7260A/7261A

Genelec Inc. 7 Tech Circle Natick, MA 01760:-'508 652 0900 (t) 508 652 0909 (f) www.genelecusa.com
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Mixing the Band With
Universal Audio's UAD-2

Satellite and UAD Powered
Plug-Ins.

Available September 29.
mixonline.com/webcasts

Co-songwriter (with Mike
Stoller) of “Hound Dog,”
“Jailhouse Rock,” “Yakety
Yak,” “Stand By Me” and
countless others, Jerry

Leiber died unexpectedly
of cardiopulmonary failure. The songwriting
duo chronicled their success—including in-
duction in the Non-Performer category of
the Rock and Roll Hall of Fame in 1987—in a
2009 memoir, Hound Dog: The Leiber &
Stoller Autobiography-.

During their career, they had 15 Number
One hits in a variety of genres, performed
by such artists as Barbra Streisand, Aretha
Franklin, The Beatles, the Rolling Stones, Otis
Redding, James Taylor and many others. In the
1990s, their songs were used in the Broadway
revue Smokey Joe's Café, which won a Grammy
for Best Musical Show Album in 1990.

Poetic License

Michael Golub, a 30-year recording engi-
neer in New York City, continues to provide
us with the results of his audio muse. Enjoy!

Ode to the Equalizer

O equalizer, equalizer, with frequencies of three /
Your highs your mids your lows, you mean the
world to me. / Hark! a precious sound, just waved
past microphone / Alone I shall not leave you, |
must rebuild your tone./ I boost you in the mid-
range, | boost you up on top / 1 boost the sound
I boosted, I boost until I drop. / 1 boost the lows
to meet yon highs a mighty 10 dB /1 boost and it
gets louder, and loud sounds best to me. / And
tho all sounds flow through the air, and beg me
to get goosed / 1 had a novel, new idea of what
replaces boost. / Take all this boosting action and
hear me when 1 say / You might just try subtrac-
tion and take some sound away.

COMPILED BY SARAH BENZULY

AES READY TO ROLL

The professional audio indus-
try turns its attention to New
York City later this month for
the 1315t Audio Engineering So-
ciety convention, and there will
be plenty to see and hear, much
of it beyond the exhibitor aisles.
Jim Anderson, an NYU profes-
sor in the Clive Davis Institute
of Recorded Music, returns for
his third term as New York City
convention committee chair,
and he and his team have assembled quite a se-
ries of events and programming.

“For the past 10 years, there has been a real
effort within our workshops and tutorials to stay
ahead of the curve, to keep the topics relevant
to where we are and where we are headed,”
Anderson says. "Our Gaming line is a perfect
example, where it’s been the most rapidly grow-
ing area of our membership and our content
reflects that. The Education market, too. This
year we're particularly excited about the Archive
track, where each day we will have a different
focus. With all the digital information coming
out, people don't always know how to take care
of it—archiving, metadata, storage. If you can't
monetize your assets over the next so years, that
will be a problem.”

A series of Special Events is sure to draw
a lunchtime crowd, with keynotes by Karl

Heinz  Brandenburg, Ron
Carter and Skip Pizzi; Master
Classes include presentations
by renowned producer Tony
Visconti and film mixer Gary
Chester; and the Live Sound
Series includes what is sure to
be an entertaining exchange
between mixers Robert Scovill
and Dave Natale. The show
opens Thursday with a show-
case featuring Phil Ramone and
Tony Bennett discussing the making of Duets II.

“The industry has changed, no question,”
Anderson says. “And we are busier than ever tack-
ling the issues that face engineers today—areas
like streaming audio while maintaining high
quality. Or the White Space issues that [affect]
everyone from concert sound to Broadway. At
the same time, we can't forget our foundations.
That's why were presenting our Oral History
Project: every day a new video for the so days
leading up to the convention. By signing up,
members can have a three-minute excerpt
streamed to their mobile device each day, or visit
the AES site for the full interviews. People like
Phil Ramone, Ray Dolby, Bob Ludwig—these are
the kind of people who built our modem indus-
try, and we want to have them on record.”

For more, visit aes.org.
Tom Ken

API SCHOLARSHIP WINNERS

Each year, APl awards scholarship funds to students enrolled in audio en-
gineering programs that use API Vision, Legacy Plus or 1608 consoles. Ap-
plicants must submit a completed questionnaire and essay, and are also en-

couraged to provide a personal recording that they have created. This year’s

® Imber (New York University), Denial Mesanovic (University of Michigan)
and Timothy Harris (New England School of Communications).

8 wmix
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winners of the APl Visionary Scholarship (which are worth up to $2,000
each) are Elton Charles (Berklee College of Music), Nicholas Nagurka (Uni-
versity of Michigan), Jeff Braun (Middle Tennessee State University), Eva



levels, working to protect and promote intellectual prop-
erty in the U.S. and throughout the world, coordinating with
law enforcement on both physical and digital theft, and
representing the industry in negotiations and before gov-
ernment tribunals to empower new business models and
standards—all of these are vital functions and

! look forward to taking them on.

national and state

seen 6 heard “ The RIAA plays an important role

in helping shape public policy in
connection with America's music.

Setting the legislative agenda at both

, , — Cary Sherman,

new RIAA chairman/CEO

GIRLS WANNA ROCK

For 10 days in August, 14 girls checked into the
Institute for the Musical Arts’ (Goshen, Mass.;
ima.org) Rock and Roll Camp for Girls, a pro-
gram where they were given an intensive how-
to in the recording production arts. Famed
mixer Leslie Ann Jones (assisted by Dan Tinen)
began with an orientation and dived right into

terminology and signal path, where the stu-
dents checked out mics and mic pre's, different
setup for drums/baby grand/vocals/etc., and be-
gan work on recording; each session has an art-
ist, engineer(s) and producer. Within a few days,
they're up and running in the overdub/editing
and mix stages. Artwork for the music is created
by the attendees, with completion handled by
executive director Ann Hackler, where in few
hours a complete album is finished. The final
mixes are played in the performance area and
the girls talk about the songs, their roles and
experiences.

“We have many returnees year after year,”
says artistic director June Millington. “It’s an
experience that they just don’t want to miss. It's
exciting as they work and bond.”

Update: Studio In Progress

The LA, studio build 'm following is near completion. According to

integrator David Knauer from Audio Perception: “The wood floor
isinand the wall treatments are about 70-percent down. We still

have to build diffused wall treatments for the live room”

Ask Eddie: Topic4—Search and Destroy
Upgrading op ampsin the audio path canbe a bit of aminefield.
But not allop ampsare inthe signal path...sowhenanopamp's
functionality is circuit-critical, check the manufacturer's Website.

SPARS Sound Bite

The Future
In Numbers

Every organization related to pro audio has been
affected by the democratization of content cre-
ation. New, powerful tools that aid songwriting,
music creation/production and audio record-
ing have opened the doors to many, many more
individuals, whether in music, sound design or
post. To illustrate the macro effects of this type
of explosive growth, let’s look at the recent ex-
perience of ASCAP. According to an article on
The Huffington Post by Paul Williams, presi-
dent and Chairman of the Board for ASCAP, 600
people sign up with the organization every week,
which “equals more than 30,000 self-declared,
career-minded songwriters per year.” The issue
is whether the people who want to make song-
writing their career can actually do so given the
today’s realities.

Let’slook at it from another angle. If | remem-
ber my basic statistics correctly, and songwriting
talent follows a normal distribution, then those
outside three standard deviations, the outliers,
make up 0.3 percent of the total group. Focusing
on just the exceptional ones, it becomes half of
that. So if the group size is 30,000 songwriters,
you can expect 45 exceptional writers to emerge.
With 1 million, you get 1,500 potential super-
stars. As group size increases, so does the num-
ber of exceptional songwriters; perhaps they
have a chance of being discovered.

Similar things could be said about musicians.
Just scan MySpace and Facebook, and you can
see that there are thousands and thousands of
bands vying for attention. Audio engineers, who
work closely with many of them on a daily basis,
have a unique vantage point where we see more
of the artist than just about anybody. We should
look at ourselves as enablers and as catalysts to
those who are truly talented and deserve a wider
audience.

The same can be said about people dabbling
in recording. We should be happy that so many
people have taken an interest in what we do.
Let’s show them how to do things right at every
opportunity that presents itself and bring every-
body’s level up, raising the overall bar.

That is what | think stewardship is about:
looking to the next generation to see that our
craft is preserved and that it is built upon,
especially as the number of practitioners has
skyrocketed.

Kirk Imamura. president/divector
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Royer

"...when | record
guitars with the R-101, |
can’t imagine anything
else doing it better."
Pro Audio Review

"Build quality is excel-
lent - this is a very
neat, solid microphone,
and is clearly well
made. The R-101 looks
and sounds far more
expensive than it is."
Sound On Sound

"There are ribbons and there
are Royers... and the R-101 is
a Royer through and through."
Recording Magazine

A Royer Ribbons

1§ " 88.847.011
\R)' www.royerlabs.com

ONLY at mixonline.com®

PopMark Media Update

Learning lessons can often be a painful—
albeit valuable process. In this montly's
“Confessions of a Small Working Studio,”
we ask studio owners to reflect on some of
the most valuable lessons they've learned
and how they've successfully put them into
practice.

>>mixonline.com/studio_unknown

Cool Spin

Radical Face The Family Tree:

The Roots (Bear Machine)

It's an interesting concept: In addition
to sculpting the lyrics around a fam-
ily in the 180o0s, indie pop-folk artist
Ben Cooper (aka, Radlcal Face) only
used instruments that would have been
found in that time period (piano, acous-
tic guitar, floor tom, voices). Granted,
the recording is obviously not of the
19th-century ilk, but the simple, clean

and straight-ahead mix only adds to that
“good-old days” vibe. Cloaking himself in
this down-home methodology. Cooper
camped out in the tool shed behind
his mother’s house in Jacksonville, Fla.,
for 15 months, writing, recording and
tweaking, all by his lonesome.

>>mixonline.com/cool-spins

SoundWorks
Collection Update

Finland-based composer and sound
designer Ari Pulkkinen seems to be
one of the most listened to com-
posers in the world right now, with
more than 250 million people who
have heard his original Angry Birds
theme. Pulkkinen’s catchy theme was also recently
performed by the Loiidon Phitharmonic Orchestra
as part of a music festival in the city.

>>mixonline.com/post/features/video_sound
works_collection

FREE:
Webcasts on Demand

» Multi-Mic, Multi-Source Mixing for Live Events
Sponsored by Lectrosonics

* Mixing the Band With Universal Audio’s
UAD-2 Satellite and the UAD Powered Plug-Ins
Library
Sponsored by Universal Audio

« Recording and Mixing Techniques for Vocal

Recording
Sponsored by Shure

 Multiformat Mixing on a Workstation:
Optimizing Your Windows 7 DAW for Audio
Production
Sposored hy Dell

» Digital Converters for Today’s Studio
Sponsored by Lynx

 Wireless Theater: Optimizing Systems for
Vocal Clarity
Sponsored by Lectrosonics

* Tracking, Comping and Editing Drums and
Maximum Note Expression With Cubase 6
Sponsored by Steinberg

» Editing and Mastering Solutions With WaveLab
7 for Mac and Windows
Sponsored by Steinberg

» Tracking the Band
Sponsored by Mackie

>>mixonline.com/webcasts

Mix Books

>>mixbooks.com



GAME

'CHANGER

MICHAEL BEARDEN

On stage or in the studio, Lopez Tonight Band Leader and
Michael Jackson's This Is It Musical Director, Composer,
and Associate Producer gets the hottest sounds from his
game-changing Korg Kronos Music Workstation.

KORG.COM/KRONOS
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On the Cover

By Tom Kenny

25TH STREET RECORDING, OAKLAND, CALIF.

ave Lichtenstein is an avid surfer, so

it'’s not really in his nature to feel the

pressure to do anything too quickly.

But he’s also an artist, so he knows

what he wants and he cares about quality sound.

After nearly 30 years in and around the recording

industry—as an engineer, writer and performer,

with various sidetracks along the way—Lichten-

stein knew he wanted to build a big room that

was comfortable for musicians, a place where a

band or a small orchestra could come together to
play. Now he's got one, and it’s a beauty.

Located in the hip and burgeoning Uptown

district of Oakland, Calif., 25th Street Recording is
a modern take on a classic analog tracking room:
20-foot ceilings, large booths, a very “live” sound
and a spacious control room that is equally suited
to tracking or mixing, stereo or surround. It’s the
type of studio that just isn’t being built as much
today as the industry moves toward a more direct-
line, production-oriented, in-the-box model. But
Lichtenstein has always followed his own path,
and after completing a record in 2007, he looked
around the San Francisco Bay Area and thought
there was a hole in the local studio scene that he
could fill.

12 mix
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“In the summer of 2007, 1 went in to Fantasy
Studios to record 13 songs | had been working on
at home and in my space at Soundwave [rehearsal
facility],” the soft-spoken Lichtenstein recalls. “Part
of the reason for going in to Fantasy was simply to
shake out what it was like to be in a real studio again;
it had been awhile since my New York days. We
spent about three months, and it was a lot of fun. But
right when we finished, Fantasy was going through
its changes and we still needed to mix. The only real
comparable room to mix in, according to Jeffrey
Wood, my producer, was Prairie Sun in Cotati, about
an hour north of San Francisco. Like Fantasy, it’s a



nice studio, but it made me
think that there was room
for another big studio in the
Bay Area.”

NEW YORK CITY ROOTS
While Lichtenstein is the
new kid on the block, he is
hardly a Johnny-come-lately
to the recording scene. He's
a self-described electronics
nerd who started drumming
in the fifth grade in Princ-
eton, N.J., formed a band in
the seventh grade, Icarned
guitar, took a break to surf
for a year, then took a road
trip to Dallas with his new
band and saw the inside of
his first professional studio.
He then came back to New
York and enrolled at the In-
stitute of Audio Research. “I
was always into the ‘sound’
of things back then,” Lich-
tenstein says. “And 1 think
that's part of why | wanted
to build a studio today. I see
signs out there that people are starting to turn back
to high-quality sound.”

Shortly before finishing at IAR, he took an
apprentice job with Paul Wickliffe at a small 8-track
studio on 28th Street in Manhattan. While assist-
ing and sometimes mixing, he also did mainte-
nance, and when Wickliffe started building Skyline
Studios in the late-'7os, Lichtenstein got a real-
world education in what it took to put a top-notch
facility together.

While at Skyline, the first record he did on his
own was for Alan Vega of the proto-punk band
Suicide, followed by The Fleshtones. Soon after,
he was engineering a John Cale session when Cale
asked him to sitin on drums. That led to three years
of touring with Cale in the early "8os, throughout
Europe and the States. That was followed by the
formation of his own band, Cowboy Mouth, where
he wrote, played guitar and sang. Then he left
that behind and enrolled full time at Columbia
University, earning an EE degree in the early '9os.

Lichtenstein came to the Bay Area in 1994 and
took a job writing code for a software company. By
2002, he was back writing music and bought his
first DAW—Cubase—then got the rehearsal space
at Soundwave, then did the record at Fantasy, then
decided he wanted to be a studio owner. But first he

Dave Lichtenstein at the API Vision

needed a building.

BACK IN OAKTOWN

“Actually, the first few months 1 spent convincing
my wife,” he says with a laugh. “Then I went looking
for a building, and that took about two years. | want-
ed a stand-alone structure, at least 4,000 square
feet, with high ceilings and a nice concrete slab. Of
course, once we got into the design with Fran, we
ended up ripping that out and putting in floating
floors, but it was a nice selling point for me.”

Fran is Fran Mangzella, the noted studio designer
from New York who had known Lichtenstein back
when they were both working at Skyline in the early
'80s. The years went by, and then, as Manzella recalls,
he “got this call out of the blue from an old friend
who wanted to build a studio.

“Dave was in the process of buying the building
when we first met, late 2009,” Manzella continues.
“I came out for a site visit, and we literally drove
into what would become the studio. It was a great
host building, a British auto repair shop on the
edge of a real up-and-coming area. Dave started to
describe for me his vision, which I would describe as
rough-and-ready, with a slightly unfinished look but
absolutely professional in its infrastructure. Rough-
sawn wood, custom-milled, local reclaimed woods.

Nothing too detailed, nothing too perfect. The term
he used back then was ‘a gallery aesthetic! And he
was decidedly analog.”

Originally, Manzella submitted designs for both
a one-room and a two-room facility. Lichtenstein
acknowledges that from a business standpoint, two
rooms may make more sense, but he wanted some-
thing that separated him from the competition,
something that would make him unique, so he stuck
with his original vision of a big, live tracking room.

From the initial site visit to the API console
install in July 2011 was about 18 months, and
while there were a fair amount of changes in the
finishing, Lichtenstein stayed true to the original
architectural and acoustic design, and he ended up
taking Manzella’s advice—albeit a bit more costly—
to float four slabs on springs and rip out two steel
trusses in the ceiling,

“Dave really liked the look of the open trusses in
the ceiling,” Manzella recalls, “but isolation was par-
amount, and once we decided to float the floors, we
had to take them out. Then we decided to replace
the roof, and I have to say, the ceiling is fantastic. It's
this old barn-style structure with four segments, so
we put in some lighter-steel, bent [-beam construc-
tion and were able to maintain the height. Dave
liked the height and wanted to keep it throughout.

Mix 13
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> 25th Street Recording

The San Francisco Bay Area’s A-list studio construction crew, under the direction of Dennis Stearns, from left:
Vince Shaw, Miles Hart, D Burns, Stearns, John Ferlauto, Tommy Thompson (Thompson Electric), Kvle Beigel
and Freddy Lopez. Not pictured: Aaron Johnson. Inset: studio designer Fran Manzella.

Twenty-one feet in the live room, Fourteen feet in
the control room. As designers, we love that.”

While Lichtenstein definitely had a vision for
the look and feel, he is not shy about seeking advice
from other professionals. When he needed a con-
tractor, all talk led to Dennis Stearns, one of the best
in the country. “Dennis was just fantastic,” Manzella
says. “A real professional who has been doing this a
long time, with great insights and a huge breadth of
resources. He has a top crew and a fantastic electri-
cian [Tommy Thompson)]. Do you know how hard
itis to find a good electrician? They are rare. Dennis
is also great with custom woodwork, so all those
diffusion boxes and panels along the wall, with that
rough-sawn look, he built them all according to the
geometries of the spaces.”

Stearns also found the flooring for the studio at
a lumberyard in Novato, Calif. It turned out to be
reclaimed bleacher seats from a stadium at Southern
Iinois University, refinished for floors. The ceiling
and front wall of the live room is the rough Douglas
fir, burned with an acetylene torch, then coated with
five layers of a Brazilian oil. It looks stunning.

OPENING UP THE CONTROL ROOM
At the time construction started, Lichtenstein still
hadn't selected a monitoring system or a console. He

was pretty set on the ATC 400s, and was finally sold
following a listening test at EastWest Studios in L.A.
He went for full-range surround monitoring, with
a dual-sub.

As for the console, Lichtenstein says that while
he was definitely going analog, APl wasn't even in
the running until he visited Dan Zimbelman at the
San Francisco AES in October 2010. Zimbelman
invited him out to Nashville, where they spent
some time on a Vision at MTSU, then headed over
to Blackbird Studio D for a look at the 96-channel
Legacy. The next day he booked the order for a
64-channel Vision.

“I checked out every major brand of console, new
and reconditioned,” Lichtenstein says. “The light
bulb sort of went off for me at the AES show. APl is
known for its sound, tracking through the mic pre’s—
very punchy. Then it’s full surround for mixing, with
all-discrete analog circuitry. No ICs in the circuit
path. Plus, there are people who love their SSL or they
love their Neve, but this was the only console where
nobody has a negative opinion. Nobody.”

When it came time to begin amassing equip-
ment, Lichtenstein turned to Stephen Jarvis, one of
the best resources and consultants around, and he’s
become something of a sounding board, business
partner and mic supplier at 25th Street. Much of

the gear came from a liquidation at Rumbo
Recorders in Los Angeles. where he started
picking up some of the classic vintage out-
board gear that now dominates his racks.
On the day of this interview, they were
runing the remote to an EMT 240 plate
reverb. The Hammond B3 in the photo is
Daryl Dragon’s—the Captain's—very own
from Rumbo.

The outboard racks are a Lichtenstein
and Steams special, something this writer
has not seen before in countless studio vis-
its over the years. They are angled and on
wheels so they can be rolled out of the way,
as they are on the cover, or pulled in length-
wise for the more traditional approach. “1
never really understood the producer’s desk,”
Lichtenstein says, “because it’s not ergo-
nomic for the engineer to crouch down to
make adjustments and turn away from the
speakers. And it separates the room into two
exclusive areas. This way, we can open it up
for a more relaxed listening environment.
Or we can seal it off if the engineer prefers.”

The APl was installed in carly July,
and the last few months have involved
testing and tweaking. Manzella came out
the first week of September to listen and
they ended up putting “maybe 1 dB of EQ in the
monitors, which can be popped out if it seems to
make a difference,” Lichtenstein says. “But we were
95 percent of the way there right when we tumed
everything on.”

Scott Bergstrom, a recent graduate of Peabody
Conservatory’s master's program in recording, has
been hired as assistant engineer and has been cen-
tral to shaking down the room with cue system test-
ing, patchbay labeling and rack wiring. John Smart,
who graduated from Ex'Pression in September, has
also been brought onboard. They all love the sound
of rock drums in the big space (local artists Let
Fall the Sparrow), and they had Mark Wilshire in
engineering the Cypress String Quartet; he gave a
ringing endorsement, which bodes well for some of
the scoring work they hope to pick up.

The goals are lofty but completely realistic in
and around 25th Street these days, with an eye on
the local community and plans to reach out to art-
ists and engineers across the country. “I've grown to
believe over the years that a great-sounding room
can accommodate all genres ot music,” Manzella
concludes. “Rock, pop, indie, jazz, classical, hip-
hop. You may have to adjust a few things, but the
room still functions as a room. And this is a great-
sounding room.”
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ON DEMAND: MIXING THE

JULIE FEENEY

Master of Vocal, Student of Sound

By David Weiss

repare to meet one of Ireland’s most au
dacious exports in some time, but first
a little historv—or rather, a lot of his-
tory when vou're talking about singer,
composer/orchestrator s Julie Feenev. Of course,
vou could simply absorb her most recent album,
’ages (2009, mittens), without knowing any his-
tory about Feeney, and that alone would be suth-
cient. A 12-song collection, Pages instantly hooks
listeners with its remarkably adept merging ot
influences classical to thoroughly modern.

BAN

A A

WITH UNIVERSAL AUDIO

Fittingly, Feeney's roots lie in Galway, a west
coast region known as “Ireland’s Cultural Heart”
for its highly concentrated collection of dance, fes
tival, film, visual arts and music groups. Being born
into such a vibrant artistic center no doubt had a
multitasking impact on Feeney: While establish-
ing herself as a singer, composer and dancer, she
earned three master's degrees quickly, including
one in Music and Media Technologies, on the way
to a 2002 graduation from Trinity College Dublin.

While her power to connect the dots can clearly
be heard on Pages, Feeney has co-created another
far-less abstract reflection of musical historv in
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a radio series called fligh Fidelity: A Century of
Recorded Song for Irish Public Service Broadcaster
RTE. “On many levels, music is crucial and central
to people'slives,” Feeney savs. “It's indispensable. 1t's
vibrant, it's the core, it's a pulse. And music has an
innate importance to me; it's constantly pulsating
through me.”

With her Bach-fueled biorhvthms (*You can't
live vour life until vou've heard every piece of Bach
music’), Feeney and High Fidelity co-host Jack
I. make every so-minute episode a continuous
source of discovery for the listener. In each, the
pair eschew a rigid timeline for an unfolding train
of thought, one where Leadbelly, Van Morrison,
Nirvana and \Woody Guthrie may coalesce in one
show; Cole Porter, Frank Sinatra, Eartha Kitt, Judy
Garland and Uz in another; and Thomas Edison's

mix 17



> Julie Feeney

landmark “Mary Had a little
Lamb” meshes with Miles Davis,
Enrico Caruso, John McCormack
and Scott Joplin in another.

CREATING PAGES

After composing and orchestrat-
ing the record’s 12 tracks, Feeney
conducted 24 members of the
Irish Chamber Orchestra in one
day during the course of two
pressure-packed sessions at Irish
Chamber Orchestra Studio in the
University of Limerick, Ireland.
For the recording, engineer Ger
McDonnell and assistant engi-
neer Edel Griffith set up a pair of
mics behind the conductor posi-
tion and two more at the back
of the room, along with close-
miking for the various sections,
with all signal going into Feeney's
personal Pro Tools rig.

“The Irish ~ Chamber
Orchestra Studio has beautiful
acoustics, and the
moment [ stepped in,
1 knew that it would
work for the orches-
tra,” Feeney says. ‘I
was the first person
to record there, as it
was only newly built.
When [ stood in the
position of conduc-
tor and the musicians
played, there was a
kind of electric hot
spot where the music
actually appeared to
bounce right in front
of my body. It was magical.”

Feeney admits that quickly conducting and
capturing 12 songs with some of Ireland’s top
string, woodwind and brass players was incred-

more online |©
' 6 ‘ e

Jullie Feeney

ibly stressful, though
just as rewarding.
“Nobody had heard
any of it, apart from
me, so | didn't know
whether or not it
was any good,” she
says. “I had been told,
‘Feeney, if they don't
like it, they'll let you
know, so 1 was pretty
scared. The complete
opposite happened.
The orchestra was
extremely  positive,
lovely, professional, brilliant and possessed
incredible musicianship.”

For vocals, Feeney sang into a Neumann
U87. “In terms of how I have my voice recorded,
my next album will be completely different,” she
says. "l want a new departure. It won't exactly be
lo-fi, but you know the way that people love the
demo sound—I want o go in that direction with
it. I can't wait to go back, experiment with differ-
ent mics and see what road I'm going to take. |
want to experiment with different spaces. Next
time | want to do the singing first, and the rest
is going to follow.”

PEPPERS IN
THREE PARTS

It makes sense. As most listeners will check out a new
album on iTunes—or at least the first single from a
long-awaited I'm With You release—the Red Hot Chili
Peppers and producer Rick Rubin opted to provide the
album in three different formats: iTunes’ AAC, CD and
vinyl. While creating three different versions from the
final mixes may not seem too daunting, for mastering
engineer Vlado Meller (below), pinpointing the most
current AAC encoder proved tricky.

“For iTunes, we take a 44.1k/24-bit file and test it
with Apple’s proprietary AAC converter,” Meller explains
from his home base in New York City’s Masterdisk.
“Apple keeps changing the AAC encoder, and you have
to have Apple’s cooperation to make sure you're hear-

ing the exact results. Until now, we had to guess about
what the actual Apple AAC encoder sounded like. The
emulations available as plug-ins are only an estimate.
Apple’s encoder has evolved and they haven't provided
much information about it in the past. We then tweaked

our master so that when the AAC file is played back, it
sounds to the ear to be very consistent with the CD.”

Working on his custom mastering hardware,
Meller’s purpose-built high-resolution processors allow
him to be precise and transparent, making adjustments
to EQ and level to help disguise the data reduction in
the iTunes version, working closely with mix engineers
Andrew Scheps and Greg Fidelman. For the CD version,
Meller took Rubin’s 96/24 files, using digital processing
to fine-tune each mix and bring it down to 44.1/16. The
vinyl master was cut from the original 96/24 mixes.

“I do think this will be a process that every major
project will start to consider,” Meller says. “Considering
how many listeners are only going to hear the iTunes
version, care should be taken to make sure the AAC
version sounds as good as it possibly can. As bandwidth
and technology improve, so too will the sound quality
of streaming and downloaded music. For now, we try to
make our existing formats sound as good as they can.”

—Sarah Benzuly
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|!g > News and Notes

A NOBLE ENDEAVOR

Studio owner Henry Gooderham has opened the doors to his 8oo-square-foot,
purpose-built Noble Street Studios (Toronto, noblestreetstudios.com), hoping to
attract local and international music projects, as well as film and TV clients with
its 5.1 surround system. Acoustic engineering was handled by Terry Medwedyk of
Group One Acoustics, while Athos Zaghi (AZA and Theatre Consultants Collab-
orative, LLC) and Robert Kastelic (AKB Inc.) handled the facility design.

Studio A features a 1,200-square-foot live floor with 19-foot ceilings, floating
on an 8-inch concrete pad and 430 specially engineered springs. There are direct
sightlines from the iso booth to the control room and live floor. The 460-square-
foot control room houses a vintage SSL 4056 E/G console with monitoring via
PMC MB2-XBDs and AML-2 surrounds. Studio B provides a smaller control
room, with an SSL goo SE+ 24-channel analog console/DAW controller, and four
floating rackbays filled with analog and digital goodies; rounding out the space isa
350-square-foot live lounge. The building is Cat-6A-wired and can accommodate
up to six streaming cameras in Studio A, with editing on site in real time.

—Sarah Benzuly

MATHIEN BRINGS THE FUN(K)

Produced by Chris “Wolfdog” Schneider and recorded and mixed at Pressure
Point Recording (Chicago) by Steve Kovacs, The Night | Was an Alpha Male from
Chris Mathien (lead vocals, guitar, programming) and band—bassist Mike Schiff,
drummer Aaron Bouslog and keyboardist Peter Wilkkins—provides a full-blown
album experience. A regular resident of Pressure Point, Mathien has crafted a
sound that is old-school and thoroughly world-beat modem.

INTO THE BUNKER

Miloco Studio’s new programming/writing room The Bunker (London, miloco.co.uk/studios/
the-bunker), in association with producer Stephen Street, was custom-built by Miloco’s recently
launched Miloco Builds studio design/construction company. When Street is not in session, the
room is available for outside producers, engineers and artists, who can use it as an editing room or
employ the additional vocal booth. Select gear includes an Audient Zen console, Pro Tools|HD3,
and Focal Twin and KRK monitors. A wide selection of outboard gear, backline and microphones
—Sarah Benzuly

provide Street and outside clients with a wide swath of recording selections.

20 vix

SHATNER AND HAMILTON

Los Angeles-based producer/composer/musician Adam Hamilton chris-
tened his new home
studio by producing a
new release for William
Shatner titled Seeking
Major Tom, a “"concept
record” inspired by Da-
vid Bowie's astronaut
character and 19 cover
songs.

Shatner  recruited
friends such as Sheryl
Crow. Brad Paisley.
Steve Miller, Lyle Lovett and Bootsy Collins to contribute. Some artists
visited Hamilton’s space, while others collaborated remotely. Hamilton
weaved all the elements together in Pro Tools. “I'd say 9o percent of the
time everything would line up perfectly,” Hamilton says, “and then some-
times it's like a jigsaw puzzle that got thrown up in the air, and all of a sud-
den you have to put it back together piece by piece.”

William Shatner (left)
with Adam Hamilton

—Matt Gallagher
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> Classic Tracks

who had been instrumental in the blues revival of the late 'sos and early '6os,
supervised the recording. “It was the first rock record I'd ever done,” he said
recently.

Though “Fixin'-to-Die” was part of the band’s live repertoire, it didn't fit
in with the acid-soaked material on their first album. Instead, it became the
cornerstone of their sophomore LP, which was cut in New York at Vanguard
Records' studios in New York City during the summer of 1967. Charters again
produced (he ended up doing the first four Fish albums), and it was engineered
by Vanguard staffer Ed Friedner, who had helped design and build the studio
on West 23rd Street in Manhattan during 1964.

Friedner, who started in Vanguard’s art department in 1959 after a stint on
Madison Avenue, slowly gravitated to the recording side of Vanguard's opera-
tion over a few years and soon was recording folk and classical albums and
became the label’s chief engineer.

“Vanguard Studios on 23rd Street was a church originally,” he recalls in a
recent conversation. “When Vanguard bought the space, it was a 100-foot-long
room with a concrete floor and church windows. The control room end was
where the organ loft was, slightly elevated. But we took stuff apart and broke it

o

Engineer Ed® Flteadingn it
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down and closed all the windows up. We needed floating walls because we had
to separate the control room from the main hall.

“On the end of the room we built a control room and next to it a fairly large
isolation booth, and then we had another booth out in the hall,” he continues.
“This was a very live room, and we had a huge, very thick drape that we could
pull across the room and break it in half. When we did pop sessions, we would
cut the room in half and put carpet on the floors. The ceiling was pretty high—
maybe 30 feet. But there was also this overhang around the perimeter and we
made a drum booth under that. It was a fantastic hall for classical —which is a
lot of what we did at Vanguard—and if we had to do strings or horn overdubs
on a pop record, we'd just open the curtain and we got this fantastic string
sound. Other record companies would come in to do strings there.”

The control room was equipped with a custom console built by Friedner. “It
was a 16-input, 4-out with Langevin 5116 and 5117 preamps, and EQs patched
to each input,” he says. “We had racks of Pultecs, Cinema Engineering graphic

EQs, LA-2As and LA-3As, and other pieces. All the Langevin pre’s and line amps
were tube slide-in amps in trays, and we used Cinema sliders for faders. We
were able to mix four outputs to the Scully 8-track and use individual sliders
patched direct to the 8-track, so we had fader control on all mics. I also built
an 8-input, 4-output monitor system that allowed us to send any one of the
eight Scully tracks to any or all of the four outputs, and each of those outputs
went through Dyna 60 power amps to JBL S7 speakers.” The studio had EMT
plate reverbs but also mono and stereo live chambers in another part of the
building. By 1968, when Friedner and Charters teamed up to make Fish's next
album, Together, the studio had installed a 24-input Neve console—the first in
an American studio.

Why would the band record in New York at all? Charters notes, “There were
very limited recording facilities in San Francisco in 1967. We had used the little
Berkeley studio [for the first Fish album] because there really wasn't anything
better. But Vanguard soon realized it was actually cheaper to pay for bands to
use their empty [N.Y.] studio than it was to pay recording costs in someone
else’s studio. And the bands could stay at the Chelsea Hotel [a few doors down
from Vanguard's studio].” The Chelsea was a colorful place in those days,
between the rock bands that came
through town and various artists, writ-
ers and actors who lived there for days,
weeks or months at a time.

Tracking for the Fish's album was
done live, without lead vocals (unless it
was one of McDonald’s quieter, acous-
tic-based ballads), with gobos separat-
ing the players in the big room. “You
have no idea how loud they played,”
Friedner says. “If you walked in front of
an amp while they were tuning, your
trousers would shake, there was so
much sound pressure. Barry had these
two Fender Twins, but I'd only mike
one of them.”

Friedner admits that he was “green”
when it came to recording rock m’
roll drums or such heavily amplified
guitars, and "it took some experimen-
tation to find the right mics. When we
first started, we were using some mics on the drums we shouldn’t have used.”
Eventually, he settled on a combination of Neumann U67s, KMs6s and an
assortment of high-quality dynamic mics. In fact, the studio’s large stash of 67s
proved best on nearly all of the instruments, as well as vocals. Bruce Barthol's
bass was recorded direct. With just eight tracks to work with, Friedner would
usually put the kick drum and electric bass on one track, premixed stereo
drums on two others, guitars and keyboards mixed to two more, lead vocals
on another, and then he had two tracks for bouncing background vocals and
sound effects. (This album has a bunch.)

One reason “Fixin'-to-Die” had not appeared on the first album is because
the band could never quite work out the right arrangement for what was
essentially a jug tune, and that dilemma carried over to the second album’s
sessions. David Cohen recalls, “We spent three or four hours trying to arrange
the song, trving to figure out how to make the song work for a rock band. We
were frustrated. So we took a break, and 1 started to play a ragtime version of
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it on a piano, just fooling around. Sam Charters

MUSIC EVENTS

February 14: Aretha

jumps up, and says, ‘That’s it! and everyone got
all excited. So we decided to do it like a ragtime
song. Then, one of the instruments that was sit- ‘
ting around the studio was this electric calliope, Mare
s0 Joe got the idea, ‘Let’s put that on it!”” Cohen
doesn't recall the make of the small electric cal-
liope, but says it was painted to look like a tradi-

tional circus model. It came trom a local instru-

Elizabeth Hall, I

Queen
June 1: The Beatles re
ment rental company, and Charters says it had

caught his eye in a catalog “because I knew about

he Ed Sullivan Shon

calliopes from early New Orleans jazz history.”

Four of the five members of the band sing
a verse each on the song (in order): McDonald,
Melton, Barthol and Cohen. The whole band
sang the chorus and contributed to the fast-
paced old-time backgrounds (“psychedelic, psychedelic, psychedelic”) and
played kazoo punctuation. “We'd always had a slice of vaudeville in us,” Barthol
says with a chuckle. “I have a basically good feeling about those sessions.
remember having fun recording ‘Fixin™-to-Die’ because we were getting pretty
good at that point, and the recording was less daunting and there’s all that
weird fun stuff on it—like the background vocals—and 1 got to use some fuzz
bass on it.”

Friedner then capped the song by using some potent machine gun and

October 18:

Experience GRA

ind be

Franklin records

“Respect” at N.Y.-based Atlantic Studios.

1 25: The Who perform their first
U.S. concert, in New York

May 12: Pink Floyvd stage
concert with qua(h‘aplmm( sound at

ase Sgt. Peppers
Lonely Hearts Club Band.

September 17: The Doors

- performing

“Light My Fire.”

The [irst iss1

Stone makes its appearance

bombing sounds taken from sound effects records. Later,
“The Fish Cheer” (which was “F-L...,” not “F-U..."
days) was added to the opening of the track, but it's not
technically part of “Fixin’-to-Die.”

When the album came out in the fall of '67,

IN 1967

in those

“I-Feel-Like-
the first rock I'm-Fixin’-to-Die Rag” was an immediate hit on free-form
rock radio stations that were just coming into vogue in select
cities around that time. Regular AM radio—which still ruled

the roost most places—wouldnt touch it, of course, and

and.

Friedner laughs when he says, “It was the first time | ever
B got hate mail for something | engineered. My name was on
the jacket and some people wrote to me at Vanguard saying,
1e of Rolling ‘How could you record this crap?™ The song also became a
favorite in Vietnam among some of the troops, who appre-
ciated its dark humor. The album as a whole was quite
successful, staying on the Biflboard charts for many weeks.
McDonald was sued in the early 2000s by the daughter of “Muskrat
Ramble” co-author Kid Ory for copyright infringement, but the courts ruled in
McDonald’s favor. The song has appeared in many dramatic films and docu-
mentaries, and has also been re-written dozens of times by others to comment
on more recent wars and political situations. And though Country Joe & The
Fish were about so much more than that one political statement, that song,
above all else, seems to have defined their place in music history. For me, how-

ever, they'll always be one of the great acid bands.

CRAS students come from coast to coast and all over the world to learn from
our experienced audio recording faculty, who've produced and engineered

platinum, gold and Grammy winning albums, TV and movie soundtracks, video

game soundscapes and more. Learn from the pros and BE CRAS, secure in your
knowledge and ready to succeed in the field you love. CRAS IS UP-CLOSE AND

PERSONAL, CLASSES ARE LIMITED TO 12 STUDENTS AND FILL UP QUICKLY,
SO RESERVE YOUR PLACE NOW. (

\

CONSERVATORY. OF
RECORDING ARTS & SCIENCES

e

Consumer information available at: www.audiorecordingschool.com/consumer html
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CONFERENCE

October 20 23,2011

EXHIBITS

October 21-23, 2011

Jacob K. Javits Conventlon Center
~New York NY

NVENTION

AUDIO] Audio
u Engineering
&, Society

T,

,. '
el imang ) r1wih
N

e

vorld Radio Hlstory

- . e
.. B NN ——— .« . LS NEs - LI T i



EWWEBCAST NOW ON DEMAND: MULTI-MIC, MULT

THE DECEMBERISTS
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Acoustic and Electronic Mingle In Clubs, Festivals

By Sarah Benzuly

ut in support of their sixth studio re-

lease, The King Is Dead, folk/pop art-

ists The Decemberists made a pit stop

at the annual Outside Lands festival,
San Francisco, playing to sold-out crowds near
the end of the last day. For the festival date, the
crew—including front-of-house engineer Rich
Hipp and monitor engineer Marcel Cacdac—
brought in all their normal touring gear except
for the Meyer speaker system, which was provid-
ed by UltraSound. For the rest of their recently
wrapped 2011 tour, Portland, Ore.-based Horne
Audio provided all equipment.

Both engineers are quick to say that the approach
to their respective mixes doesn't change that much
for a festival situation. Cacdac says, “We've been
lucky in that we are able to use our production at
festivals: consoles and local racks, splitter, snake,
power distro, mics, stands, cables, et cetera. This
has given me the luxury of a consistent mix and
confidence without needing a soundcheck. I usu-
ally recall a show file from a previous festival or
similar-type outdoor venue, and away we go!”

It also helps that both engineers are working on
compact setups: Avid VENUE Profiles at both sta-
tions, with no outboard gear. Some of Hipp's go-to
plug-ins include Echo Farm, TC Electronic VSS3
and ReVibe for ambience; and Purple Audio MC77,

S VISIT MIXONLINE.C

THE DECEMBERISTS
By Sarah Benzuly

AVIOM TO THE SYMPHONY
By Sarah Benzuly

NEWS AND NOTES
By Sarah Benzuly

ALL ACCESS: ADELE
By Steve Jennings

Impact, Focusrite d2 and d3, and Serato Rane Series
for dynamics and EQ. Cacdac uses many of those
same plug-ins, adding in Fairchild 66os for Jenny

Conlee (accordion), Nate Query (upright bass) and
vocalist Colin Meloy's overall in-ear mix; a mono
Fairchild 660 on John Moen’s snare top; and a
few onboard gates/expanders for Leslie cabinet,
glockenspiel and guitarist Chris Funk and Conlee’s
vocals, “to reduce bleed as well as channel comps
for various acoustic instruments,” Cacdac says.

In addition, Hipp's VENUE system has an HDx
card connected to a Macbook Pro with an HD
Native card running Pro Tools|HDg for multitrack
archive and virtual soundcheck. “! can use the live
tracks from the night before to check my workflow
from mput to output. It's an amazing tool.”

Onstage, acoustic and electric instruments
mingle together, creating a wider sonic palette that
keeps the engineers anticipating their next fader
move. “The dynamic range from song to song is
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> The Decemberists

wide, so I just try to present that as best 1 can
to the audience,” says Hipp. “The Decemberists’
songs are very narrative, and vocal intelligibility
is an important part of my mix.” Hipp mikes
Meloy with an Audix VX-10, while backing vocals
get Audix OMGs. In fact, there are numerous
Audix mics in use—from snare top, to bass
cabinet, to glockenspiels—with a smattering of
Electro-Voice (kick), Shure (overheads) and Heil
Sound (guitar cabs) models. “The Heil PR-31BW
is my newest mic, using it on a guitar cabinet,”
says Hipp. “On my drum vocal, 'm using a small-
diaphragm condenser [Audix SCX-ONE HC].
We decided to fully embrace the drum bleed in
the vocal mic, essentially making the drum vocal

more online |©

Front-of-house engineer Rich
Hipp and monitor engineer
Marcel Cacdac (below) both
work on Avid VENUE Profiles.

another drum

BACKSTAGE mic”
PASS That hleed

Sound Company: .
onstage is also

Horne Audio
FOH Engineer: affecting Cacdac’s
Rich Hipp monitor mix, as

Monitor Engineer:

Marcel Cacdac Moen will some-

FOH/Monitor times play keys
Consoles: or sing in Funk’s
Avid VENUE .
Profiles mic or even play

melodica on

Meloy's mic. ‘I
have a very active mix and I'm constantly read-
ing their body language, too,” he says. “l make a
considerable amount of fader moves based on
their body language, always anticipating and,
for the most part, pre-emptively mixing what
I believe they need at any moment without
losing the feel for the song or the dynamics
of the moment. Depending on the set list, |
have several cues, especially when they change
instruments, which happens often.”

The majority of the band—with the excep-
tion of Funk, who has an L-Acoustics 115XT
HIQ wedge—is on in-ears so that Cacdac
can create the same musical environment in
each performer’s mix; they use Sensaphonics
2X-S models, and drummer Moen also has a
Buttkicker Concert Series transducer. In addi-
tion, fiddler/vocalist Sarah Watkins (special to
the tour) is on Ultimate Ears.

At the end of the show, Hipp finds that his
addiction to creating and establishing “good
audio” continues to grow. “Each day presents
a new set of challenges in which I learn some-
thing more about that pursuit,” he says, “and
understand more deeply what is good audio and
what is not.”

AVIOMTO THE
SYMPHONY

Not only home to the New World Symphony, Miami
Beach’s New World Center (nws.edu) also offers Pulse,
a spin on the traditional orchestral experience within
a nightclub setting. Pro Sound and Video (Miami)
brought in Aviom Proi6 personal mixing systems for
each of the performers. “In a symphonic building, with
such a long RT6o, the sound that engineers hear from
a reference monitor is going to be vastly different from
what the musicians are hearing onstage,” says the in-
staller’s managing director, Brad Gallagher.

“The nominal reverb time of the room is 1.5 sec-
onds, so when the Aviom A-1611 personal mixers
are used with headphones or in-ears, it allows us
to totally eliminate
any unnecessary

stage volume,
while keeping our
options  flexible

for onstage perfor-
mances,” says Alan
Miller, New World
Center production
technician  and
audio specialist.
For the first
Pulse show, D]
Mason Bates and
some performers

were located on

stage lifts while other performers were on the hall’s
satellite stages. “Three percussionists played a rather
difficult piece on djembes that were positioned on
different performance platforms throughout the hall,”
says Miller. The platforms surround the stage with
about 50 feet separating each and are between audi-
ence seating areas. “We recognized that the percus-
sionists would need to hear each other clearly while
competing with the late-night crowd noise. We also
provided an A-1611 to the orchestra conductor.”

The music selected for the venue’s second Pulse
event required a different setup, with two soloists
playing on separate performance platforms in sync
with the full orchestra onstage. “The distance time
delay and reverb would not allow us to do this setup
without any monitoring, so this time I pulled out the
A-16CS control surfaces to be used with our A-16R
personal mixers that are rackmounted in our moni-
tor console desk unit,” says Miller. “The DiGiCo D1
allowed us to send the signal to these A-16R units, and
then the output of the A-16R can be routed back to
the console o I could send it to our wedge monitors.”
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With the capability to gencrate substantial sound pressure
levels when the music and clients demand it, yet maintain the
clarity and transparency of a professional studio monitor — the
new KRK Rokit Powered 10-3 offers an unprecedented level of
precision, power and value.

Professional and commercial facilities will appreciate the
RP10-3’s ability to deliver compelling mid-field performance.
Private, project and home studio environments will embrace
having a singular system that can handle challenging high
dynamic tracks for all genres of music

(With space and placement of mid-fields virtually always a
concern in recording, mobile and broadcast facilities, the Rokit '
RP10-3 offers location flexibility by placing the tweeter and
midrange in a unique rotatable housing. Whether they are |
vertical, placed on their side or wall mounted - the proper |
orientation of the acoustic axis can be maintained!

2

THE KRK ROKIT POWERED 10-3
PRECISE. FLEXIBLE. POWERFUL.

www.krksys.com

Rokit5  Rokit 6 Rokit 8 Rokit 10-3



|! > News and Notes

MUSIC IN THE PARK

Walking through Madison Square Park this past summer,
you would have heard the sounds from concert series “The
Oval Lawn Series.” The New York branch consulting firm SIA
Acoustics designs and implements the portable P.A. system
each year. The audio crew comprises SIA's Adam Shulman,
Gino Pellicano and Chris Greco. The system employs two
Danley SH-906 full-range boxes in a stereo configuration, with
two SM-6oF compact molded horns for the audience areas
on the sides of the stage. Four Danley DBH-218 subwoofers,
arranged in an “expanded cardioid” configuration, cover the

(AR BS T

onstage. On the 12x24-foot stage, eight Danley SH-LPM mon-
itors provide volume and clarity for the musicians. A Danley
DSLP48 processor conditions the input from an Avid Profile
and the output to a rack of Lab.gruppen (house) and Yamaha
(stage) amplifiers.

EIGHTH DAY SOUND SYSTEMS ENGINEER/CREW CHIEF
EDGARDO “VERTA” VERTANESSIAN ON JUANES TOUR

Juanes is particularly big in South America, where he plays at big outdoor soccer stadiums pretty much all the time. The
challenge at those locations is to have a powerful yet crystal-clear P.A. response even when many times we have to supple-

- ment what we carry with us with local P.A. add-ons. We would have mains and side arrays, maybe a 270-degree hang,
= flown subs, four to five main ground sub stacks, and two to six delay towers with distributed sub stacks, depending on
s [l the venue. [Front-of-house engineer Robert “Cubby” Colby] runs subs through an aux send and sometimes we have three

different aux sends for the different subs zones. Phase is very important to us as we carry a heavy-loaded sub-bass P.A.,
but one of our goals is to have the right balance all throughout the bass guitar range. At certain points, we spend a lot of

5 i et e s ",
- ~WENAD. s Q. MUSISEY ’s;

270-degree audience while providing substantial attenuation L, s S L

time playing a bass guitar track through the P.A., making sure all the notes had the right presence at different places in the stadium. Cubby is very focused

not only in having a powerful P.A., but also an accurate one in the low and sub-low range. He looks forward to a system with enough dynamics to get the

impact he likes but also very clean all throughout the spectrum. The d&b ) Series is really up to the task, and we have been using it with great results at many

different locations.

LIVE SOUND AT AES!

The 1315t AES Convention
Live Sound co-chairs Hen-
ry Cohen (RF expert) and
FOH engineer Mac Kerr
have put together an excit-
ing list of events.

FOH on FOH: Robert
Scovill Interviews Dave
Natale. With a cumulative
6o-plus years' experience
on the road for such artists as Tom Petty and The Heartbreakers, Rush,
Prince, Tina Turner, Lenny Kravitz, the Rolling Stones, Yes, Fleetwood
Mac, Madonna, Joe Cocker, Motley Crue, Lionel Richie and John
Mellencamp, these two FOH giants will banter about their mixing expe-
riences. Educational panels include “DSP Algorithms,” “Data Networks
as a Digital Audio Transport Mechanism,” “Subwoofer Arrays and Beam
Steering,” “Auditoriums and HOWSs,” “Multitrack Recording for the Live
Sound Engineer,” Production Wirless Systems” and much more.

Mac Kerr (left) and Henry Cohen

end for the system.

DANLEY PLAYS IN BEATBOX

New San Francisco live
music venue BeatBox
is the first club on the
West Coast to feature
Danley Sound Labs
loudspeakers and sub-
The 3o0x10-
foot stage can move to
different locations and
take on different con-
figurations. Matt Long,
principal of A/V inte-
gration firm Sonic Sus-

woofers.

tenance, installed four Danley SH-6o full-range loudspeakers and four Danley
TH-118 subwoofers. On each side of the stage, paired SH-6os deliver a combined
120 degrees of coverage horizontally and 6o degrees of coverage vertically. Pow-
ersoft amplifiers with integrated DSP and network accessibility serve as a front
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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.

2

Sterling STSQ‘ ¢ -
Class A Tube N

™

WSmrling Audio

O STERLING

See our Jim McGorman interview at
YouTube.com/SterlingMicrophones or visit sterlingaudio.net




Photos and Text by Steve Jennings

Adele sings through a
Sennheiser SKM 2000 radio
with a hypercardioid 965
capsule in gold.

Front-of-house engineer Dave McDonald is
no stranger to the Allen & Heath iLive 12
console, having mixed on it for Florence
and the Machine, AIR and now Adele. “It
seemed logical that we were starting small
to use the iLive, but as we raise the bar, it
just keeps up with what we need it to do,”
McDonald says. “No plug-ins are needed
as the board, hands-down, has the best
modeling 1 have heard.”

On the North American dates, the tour
is not carrying P.A., but McDonald specs an
L-Acoustics or d&b system. "This does not
always go as planned, so many times you
have to use some different manufacturers,”
he says. “So you get to see the good, the
bad and the ugly of the P.A. world; it keeps
you on your toes.” For the UK leg, the tour
will be carrying a package from SSE.

32 Mmix

You could hear the sigh of
discontent across the San Fran-
cisco Bay Area when Adele
cancelled her North American
tour mid-run due to laryngitis.
Fortunately, just a few months
later, this songstress sensation
was back on the road, resuming
where she left off. Mix caught
up with the tour at the Los
Angeles Greek Theater.

[Note that the opening photo is
from the first show of the tour in
Washington, D.C., and supplied by
Getty Images.]

Stage-left guitarist Tim Van Der Kuil uses two
Fender Deluxe Reverb amps, each miked with

a Sennheiser e 906 dynamic. According to
guitar tech/stage manager Adam Carr (above),
Kuil's foot pedal comprises a TC Electronic
Polytune poly-chromatic tuner, Electro-
Harmonix Deluxe Memory Boy analog delay,
Empress tremolo, Fulltone OCD and Full-

Drive 2, and a Peterson Strobe Stomp 2 tuner.



Drum tech Nissim
Aharon (right)

runs through the
mic selection for
Derrick Wright's
Kit: Sennheiser e
905 (snare 1op bot-
tont). ¢ 902 (kick).

¢ YUl (kick). e YO4
(toms): and Neumann
KA814s (overheads.,
hi-hat and ride).

Monitor engineer Joe Campbell is also on an Allen & leath iLive, using all onboard effects
gates and comps, saying, “There’s no need for anything else—all the dynamics are great
and the reverbs cspecially are brilliant.”

Although the band is on a combination of in-ears and wedges, Campbell says that the

clarity of a stereo ear mix with the added weight of a couple of wedges sounds great. “We

have been using d&b My wedges run bi-amped on D12 anips, which has been ideal,” he
says. “These wedges sound good, they are nice and light, but powerful. There are no moni
tors near the drum; 1 use a Butt Kicker and a hard-wired in-ear system for Derrick. | use
two pairs of wedges for Adele, in stereo, and Sennheiser G3 in-ears with UE> molds."

Stage-right guitarist Ben Thomas plays mainly Gibson and Taylor mod
els. According to guitar/keyboard tech Adam “Flea” Newman (at left)
the two Fender Twin Reverb amps are miked with Sennheiser Evolution
€ 906 dynamics. Thomas’ foot pedal (below) comprises an MXR Carbon
Copy analog delay; Electro-tiarmonix Holy Grail Plus and Stereo
Pulsar Tremolo; Catalinbread SCOD; Fulltone Fat-Boost; TC Electronic
PolyTune; and Boss TU-2 chromatic tuner.

Keyboardist Miles Robertson plays a Yamaha XF-7 and XF-8, both
housed in a custom-built, one-unit piano shell built by Matt Snowball
in London. The unit also contains the Radial ]-48 Mk2 Dls. According
to Newman, there is also a small playback system run by two solid-state
hard drive Macs (one running Logic and one for backup and program
changes to the keyboards) into two MOTU UltraLitemk3 audio inter-
faces and then into the Radial SW8 switch. “This runs the strings and
percussion backing tracks, along with clicks and occasional horns,” he
says. “The whole rig was originally built and put together by Dan Roe
in the UK.”
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By Mel Lambeﬁ

IT'S A COMMON SCENARIOQ. it has been decided to move forward
by 10 days the final sound-cditorial sessions so that the composite dialog,
effects and music tracks will be ready for the first day of predubs. So the
supervising sound editor brings on a swing gang of eight more editors.
Where are the Pro Tools and 1.ogic Pro sessions on the in-house server;
and which interconnected WAN holds the re-edited Foley elements from
Vancouver, and the last-minute ADR tracks voiced vesterday in England?
\Wrangling such a large number of digital audio and video files needs a
steady hand, and one more vital component: a well-implemented media
asset-management strategy that allows everything to be tagged and la-
beled, and then stored where the editorial and mixing teams can quickly
find them.

For post-production facilities—and the engineers, editors, mixers
and creatives who provide them with component sound and picture ele-

ments—tracking media during a complex workflow

poses major asset-management challenges. Not only
must individual files be cataloged and indexed upon
ingest, the companion metadata also needs to be
integrated into an easily accessible database utility
available at each connected workstation. The key, of
course, is easily locating an asset, identifving its cur-
rent status and delivering it to the DAW or mixing
console for editing into a composite soundtrack. It
then must be made available for offload as a deliver-
able asset to the client. And it had better be the right
version!

Asset management covers all types of media and
metadata files—from acquisition to post-production/
mixing to archive. Key features of a well-designed
media asset-management solution include over-
seeing all target resources, regardless of format or
source, and offering enhanced collaboration across
the media enterprise, including production and post.
Such an integrated system has to recognize all forms of data-storage
topologies—video and audio—and LAN/\VAN network access, ideally,
should be via conventional IP-based client tools, with easy-to-implement
metadata searches and automated worktlow throughput.

“\Ve track assets as an extension of our work orders and master catalog
numbers in our JD Edwards digital vault svstem,” says Relli Clark, senior
facility engineer at Fox Post Production Services. “\We store B\WAV-format
files on our storage-area network servers and archive to LTO tape. Our
main pain points are tracking the various versions of audio files generated
during a film project, and making sure that they accurately reflect various
picture changes, which may occur after the mix is completed. What ver-
sions have already been entered into the vault that need to be recalled and
updated?

“Our new digital vault is under construction here in Los Angeles, with
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"The Reamp™ is the
recording guitar
player’s best friend. It
works great with bass
and keyboards too."

~ Joe Satriani

"It is nice to find great
sounding industrial
grade equipment still
being made today!
~Daniel Lanois

(U2, Robbie Robertson,
Bob Dylan, Peter Gabriel)

"The Radial JD7 is by
far the finest quitar
distro and Reamp |
have ever come

, across. Itis an
indispensable studio
tool for me.”

~Steve Vai

Ireally love the JD7
and the SGI. They
work better than |
could ever imagine!!”

4. Roy Hendrickson

(B.B.King, Pat Metheny
Miles Davis, Al Di Meola)

"The $Gl and X-Amp are
so useful that | don't
know how | managed
without them before.'
~Simon Gogerly

(U2, Gwen Stefani,

, P.Diddy, Bob Marley)

"The Radial JD7 makes
my guitar sounds so
much thicker and
punchier. The Drag™
feature should be built into
everything ever made!”
~Butch Walker

{Avril Lavigne, Pink,

* Fail Out Boy, Simple Plan,

Sevendust, Hot Hot Heat)

“Incomparable quality,
deep features and tore,
tone tone! The Radial ID7
gives methe cleanest and
punchiest quitars no
matterwhat combination
of gearis pluggedin.’
~Eric Liljestrand
Lucinda Williams, U2
Bill Frisell, Ringo Starr

"The JD7 is a god-send
for my studio work. |
can route my guitar to

. my amps and tuner

while recording direct.
It's perfect!”

~Jeff Waters
(Annihilator)

- -

Reamping™ is all about
optimizing the performance first, then
getting the track to sound right later. The
process is simple: Record a guitar or bass
track using a Radial J48™ direct box. Split the signal using the
J48's ‘Thru’output so the artist can hear the guitar through
their amp. Mic the amp and record it as usual. At the same
time, send the dry track from the J48 to your recorder.

Capture the performance.
Send the guitar player to the beach.

From the recorder, send the dry track through the
Reamp into a new amp. Mic the amp and move the mic
around until you find the sweet spot. Repeat the process
on bass, snare drum, keyboards. Get creative and add
grit to the lead vocal by Reamping it through a
Tonebone® Classic™ tube distortion.

Pros have been Reamping for years and with today’s
unlimited digital tracks, you can now bring Reamp magic
to all your recordings. Radial offers a wide range of
Reampers that deliver superb audio quality, save valuable
time, are easy to use and priced to suit every budget.

Radial - the number one name in Reamping!

Reamp® is a registered trademark of Radial Engineering Ltd.
Reamping™ and Reamper™ are trademarks of Rudial Enginecring Ltd.

REIMMP!

Power Tools for Reamping...
from Radial Engineering!

2. Reamp the
track to amp

1. Record
dry track

3. Record new Reamped track

JRadial

T engimneerimg

...power tools for power players™

radialeng.com

1588 Kebet Way, Port Coquittam BC V3C 5M5 tel: 604.942-1001 email. info@radialeng.com



a disaster-recovery center in another to-be-
determined remote location,” Clark continues.
“When completed, the vault will offer well
over a petabyte of storage, using Quantum’s
StorNext file systems on high-speed, RAID-
format arrays [connected to] Linux servers.”

ACCESS GRANTED

Consistent naming conventions are a major
headache when initiating and maintaining as-
set-management databases. “It’s a bit like paint-
ing the Golden Gate Bridge,” Clark says, with a
knowing grin. “You are constantly culling data
and updating asset information, only to find
more waiting to update when you think you are

“For Sony projects, we use
a powerful renaming tool
to provide consistent titles
for dialog and effects files
before transferring them to

specific sub-folders.’
—Robert Smith,

Sony Pictures Entertainment

done!”

"We tailor our storage and asset-manage-
ment according to different classes of user,”
says Kevin Collier, director of engineering, post-
production services, at Warner Bros. Studio
Facilities, Burbank, Calif. “We utilize various
group-rights available via the Linux operating
system to keep users from accidentally stepping
on one another; editors and mixers have care-
fully assigned rights to parts of our online stor-
age. For exaniple, we might digitize an edited
picture as a proxy file so that editors can cut

“Our main pain points are tracking the
various versions of audio files gener-
ated during a film project and making

sure that they accurately reflect various
picture changes.”

—Kelli Clark,

Fox Post Production Services

sound effects against that version; they can
only access the images, however, with sufficient
rights. We add various levels of granularity to
provide enhanced security for our assets and
those of our third-party clients. And we gener-
ate a high-quality digital picture file to our in-
house standard for the dub stages. To prevent
unauthorized access, the file is only accessible
from a separate, private network [on the server]
at the locked projection booth.”

Warner Bros. Studio Facilities has standard-
ized a four-character file-name header that
defines the film or TV project, and then adds
more characters to define the file’s revision or
version number. “Users can log onto our pro-
prietary, password-protected servers—what we
refer to as the PPSnet—and see a folder-based
[interface] that is divided into separate areas for
editorial and stages,” Collier continues. “Editors
locate the sound and image files they need, and
then, if authorized, pull them off the server for
access on local drives and then push them back
as edited files with appropriate file-name revi-
sion numbers so that each digital asset is unam-
biguously labeled. Deeper-level folders hold, for
example, pre-dubs, stems and final masters,”
the latter sub-divided into English-language,

foreign-language, M&Es and so on.

Separate disaster-recovery and archive mech-
anisms ensure that these assets are continuously
protected and accessed long after the project is
completed. “Our Disaster Recovery comprises
a mirrored copy of the main RAID-5 server on
a back-line array, which is updated daily,” the
director of engineering says. “We have approxi-
mately 500 terabytes of spinning storage on
which we keep material for the life of a project,
and then, following the release date, will stream
it off to an LTO tape library, which is a snapshot
backup of the mirrored server. Then we perform
a digital archive to twin sets of LTO tapes and a
set of DVDs holding the mixed stems and print
masters. Why DVD? Who knows if the DAWs
we use today will be around in 10 years’ time; we
selected an archive format that lets us recover
flattened flles from a film or TV project.”

Robert Smith, systems and media engineer
at Sony Pictures Entertainment's Digital Studios
division, stresses that a successful asset-man-
agement scheme requires accurate and con-
sistent metadata. “We use a proprietary nam-
ing system,” he reveals. “Because of the degree
of specificity we need in sound editorial, the
file names can become rather long. For Sony

“We utilize various group-rights available via
the Linux operating system to keep users from
accidentally stepping on one another; editors

and mixers have carefully assigned rights.’

—Kevin Collier,
Warner Bros. Studio Facilities
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A new Media Storage Service from
Technicolor combines enterprise storage and
data-management expertise from disc-store
vendor NetApp to manage digital assets; the
NetApp “secret sauce” provides highly opti-
mized storage area networks and/or network-
attached storage for post facilities and content
providers. “The new service offers a ‘pay-as-you-
go’ pricing model, allowing our customers to
scale storage to meet fluctuating demand and
avoid over-investing in off-peak periods,” offers
Chuck Parker, Technicolor’s chief commercial
officer. Technicolor’s customers “can provision
the [cloud-based] storage they need in days
instead of weeks, accelerating completion of
projects,” he says. “We married NetApp storage
expertise with our own expertise in video.” The
service is directly integrated with MediAffinity,
Technicolor’s digital content-management and
access platform.

“Our core business is about manipulating
content—everything from visual special effects
at the very beginning of the chain through
production and post-production,” Parker con-
tinues. “Today, we face storage challenges. A new
TV show might need up to 500
terabytes of data for 26 weeks

“By optimizing these ingest and delivery
operations, Interplay Production can
sometimes double the audio creative

time available per assignment.’

—Jim Frantzreb, Avid

“We have a large combination of RAID-
protected systems with more than 600
terabytes of spinning storage holding our
video and audio files.”’

grated media-asset solutions that accommodate
both Media Composer and Pro
Tools session files, plus com-

of shooting and then—bang—it
goes away when the show is
over. With that kind of work-
flow, we need to turn on storage
very quickly and then archive
and retrieve it.”

“A cloud service is about a
shared infrastructure that can
be turned up and turned on,”
adds Rick Condgon, NetApp's
Western area VP. “And then
when one of our clients is done
with that infrastructure, they
can give it back and we can re-
deploy it again to another cus-
tomer; that is a very cost-effec-
tive solution. We know data
management, and Technicolor
knows about workflow.”

THE AVID SOLUTION

If vou work in sound or picture,
vou will eventually encounter
Avid. Avid offers a pair of inte-

WHAT IS IMF?

Developed with the
Entertainment Technol-
ogv Center. IMF is a
voluntarv specification
for master files (and
associated metadata)
that will enable stan-
dard interchange and
automated creation of
downstream distribu-
tion files. Version 1 of
the voluntary file-based
specification has heen
passed to SMPTE for
further work toward
a published standard.
Benetits include a
single. interchange-
able master file format,
automated packaging/
delivery, minimized
storage and simplified
post-production trans-
coding processes.

ponent audio and video digital
media. Interplay Production
Asset Management (PAM), as
the name suggests, is designed
for in-house workflows, while
Interplay Media Asset Manage-
ment (MAM) handles cross-plat-
form and delivery mechanisms
to enable completed material
to be reused, repurposed and
monetized by content provid-
ers. Optimized for all steps in
a real-time media-production
workflow, PAM allows users to
track production file formats at
every instance of a project’s his-
tory, with versioning, non-de-
structive rollback, collaborative
access and role-hased frontends.

“Interplay Production was
initially developed for broadcast
and video customers,” says Jim
Frantzreb, senior market seg-
ment manager at Avid. “We will

—Paul Chapman, FotoKem

continue to add new functionality, with audio
workflows being one of the next logical steps
in the product’s continued development. The
audio-production aspect of the current Interplay
Production workflow focuses on Interplay-
connected Media Composer—or Symphony
or NewsCutter—editors delivering projects to
Interplay-connected Pro Tools systems, and
then Pro Tools editors delivering mixes to the
Media Composer or Symphony for finishing.”

While the current Interplay Production
release does not have specific functionality for
Pro Tools-to-Pro Tools workflow or the ability
to automatically populate audio-specific meta-
data, “It can help streamline the workflow of
audio professionals who work on extreme time-
sensitive projects,” Frantzreb explains, “such as
promos, daytime dramas, cable programming, et
cetera. By optimizing these ingest and delivery
operations, Interplay Production can sometimes
double the audio creative time available per
assignment. {We] will continue to work closely
with our customers on how best to address Pro
Tools/audio-specific metadata.”

Interplay Production allows users to find and
browse content, and then perform frame-accu-
rate annotation or shot-listing, either locally
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Every Time; All the Time

Front of house engineer Patrick Mundy knows a good thing when he
sees one. Take for example Yamaha's M7CL. Beating out any and all
competitors, the M7CL is chocked full of useful features making his life
at FOH a breeze. Asked what he enjoyed about the mixer, Mundy had
much to say. Here's just a sample.

“When mixing artists whose music you may not be familiar with,
having access to all your channels in a pinch is crucial. With most
competing desks, plus or minus thousands of dollars in the price
range, you'll end up flipping through pages trying to find what's
ringing in monitor world or over the mix for FOH. Yamaha's M7CL
is a true professional board. Being a professional is about being
consistent and fast every time all the time. The M7CL gives me a
flexible customizable work surface that does not stunt my creative

vision as a mixer.” 5.
-

[ 'N O California Based Freelance Engineer mixing festival /’
¥ » gigs such as SXSW and Rock the Bells as well I

as House of Worship festivals such as Light
& ’ at the Lighthouse and Calvary Chapel events.

SKLLICAND' SOUND
Y N n‘ | T v

Mundy offered up some of his secret sauce settings that he uses as a starting point. ©YAMAHA
Check them out and download them at www. yamahaca.com,/mundy CD

commercialaudio

Yamaha Commercial Audio Systems, Inc. ¢ P 0. Box 6600, Buena Park, CA 80620-6600 » ©2011 Yamaha Commercial Audio Systems, Inc.



or across a WAN. Ingest sched-
uling through a dedicated or
Web-based user interface lets
a facility use a conventional
workstation’s OS to access and
monitor asset databases across a
wide range of third-party media
servers.

The post community puts
unusual demands on file access
and media-asset management,
Warner Bros’ Collier concludes.
“We need the flexibility of
working with serial and par-
allel workflows. In reality, we
deal with working asset man-
agement and not curated asset
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management, where the materials are fixed and  mentioned in this article. the author would like

unchanging. It is a major challenge for Warner  to thank the following individuals for their in-

Bros. and other post facilities.”

valuable assistance while researching the subject:
David Hansen, VP of sales at SanSolutions,

[A Thank You footnote: In addition lo the people  which offers a number of integrated storage

systems for post facilities.

David Evans, VP of technol-
ogy solution sand services from
P1 Technology, and formerly with
NBC-Universal; P1 offers a num-
ber of storage and disaster-recov-
ery solutions for post facilities.

John Mallory, product man-
ager at NetApp Media Solutions.
which offers a range of SAN/NAS
storage media options from high-
capacity SATA disk drives to con-
tiguous server farms.]

Mel Lambert has been intimate-
Iv involved with production and
broadcast industries on both sides
of the Atlantic for more vears than he cares to
remember. Now principal of Media&Marketing,
a Los Angeles—based consulting service for the
professional audio industry. he can be reached
at mel-lambert.com

You know you’re going
to want more than one

Millennia’s HV-35 mic preamps and AD-596 A/D Converter "¢ V35 micpreamp is our
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Millenn

acclaimed HV-3 circuit in a compact
500 module.

We included all the features you've
AEs been asking for: v Continuously
Digital 1-8  peak . A

variable gain control v Front panel
instrument input v DC-coupled
ribbon mic with 10dB gain boost
setting v 80 Hz rolloff filter v 48V
phantom power v 15 dB Pad v
Polarity flip v LED signal present
and overload indicators.

ENPLE LN

—
The AD-596 is eight channels of
24-bit 96 kHz AES format A/D con-
version in one slot.

® Lok Millennia’s proprietary True-Lock-
Sy Clock gives you outstanding perfor-
mance, especially when used with
an external clock.

And of course alt our 500 modules
come with exceptional Millennia
performance that captures every
nuance.

tillennia
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Two Channel Tube Preamp /Computer Interface [T]wu USB APPLIED RESEARCH AND TECHNOLOG
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Two Channel Tube Preamp /Computer Interface sl IS HEADPHONES

fhe USB Dual Tube Pre is a two channel professional guality audio 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
nterface that lets you connect microphone, instrument, and line level ready to go. Refer to the LEDs on the front panel for a visual measure of input

signals to a mixer or other audio input as well as directly to your ' gain, and then route the output to a mixer, workstation, or computer via the
somputer via USB or S/PDIF. 1/4-inch jacks or USB output.

» Latency free Monitoring Mix and Level controls

Other Features:

» Two channel Tube based Mic/Instrument preamp computer interface

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

« Advanced optical output compressor to simplify recording
and prevent overload

» Balanced XLR for l0-Z applications and 1/4-inch hi-Z inputs
for instrument DI applications

e Separate Gain, Phase Invert, Low Cut Filter and Compressor switches 3 Seientatile Dual. aF e qidhawss 7% ST amials

» Switch selectable Inserts on each channel
. US\B connectivity to desktop and laptop computers e insert jacks provide a preamp direct out for each channel
I « Stereo/ Dual operation of Optical Compressor
e 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

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

< * Compact, stackable all aluminum chassis

e S/PDIF output for expanding inputs on digital
workstations and computer interfaces
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A downpour prevented Journev
(sineer Arngl Pineda is pictured)
from doing a soundcheck before
their performance,

The Today Show on NBC has
been the ruler of the morning
network airwaves for most of
the past 59 years, an incred-
ible feat given the fickle nature
of TV viewers. The show regu-
larly attracts an audience of
more than 5 million weekdays,
and sometimes millions more
depending on news events or
the star wattage of the day's
guests. So it's no surprise that
The Today Show has long been
a coveted destination for show-
business personalities, from ac-
tors wanting to promote their
films to musicians pushing their
latest project.
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LIVE MUSIC CHALLENGES
TODAY SHOW MIXER

Working Fast Is Only Part of It

By Blair Jackson

hrough the years, live music perfor-
mances have played an increasingly
important role on The Today Show,
as improvements in technology and
signal transmission in the digital age have allowed
music to come across into our homes with greater
fidelity, power and nuance, and as such are more

- appealing to the performers and viewers. These

days, it’s not at all unusual for the program to stage
a live mini-concert or two per week before thou-
sands of spectators outside the program’s Rock-
efeller Center studios (mostly, but not exclusively,
spring to early fall), plus feature singers and bands
playing inside on one of the show's soundstages.
It’s a grueling schedule that requires the coordi-
nation of a huge number of people just to get the

music portions of the show on the air, as principal
mixer Matt Rifino explains.

“It’s such a group effort, such an undertaking,”
he says. “The guys are really amazing. In just a few
hours, they turn a city block into a concert venue
and a television studio at the same time, and within
12 hours it’s back to being a street again. Everybody
plays such an important part, from the guys that
build the stage Lo the ones who do the lighting to
the audio crew that we have—theye so good: the
guys who plug in the mics on the stage, our monitor
engineer, our front-of-house engineer. If it weren't
for all of them, there’s no way this could happen.”

GETTING HIS START

Rifino, who is,just 30, got his start as a go-fer at a
16-track studio near his central New Jersey home-
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Sounds as good as it looks

THE NEW FOCUSRITE USB RECORDING INTERFACE

whether you want to record quitar, keyboard, piano - Two award-winning Focusrite mic preamps
or vocals the Scarlett 2i2 ofters the highest quality
performance in its class. Featuring preamps designed
with over 25 years of experience in professional audio,

this compact 2 in / 2 out interface will deliver on the
road, in the studio or at home. - Includes Scarlett plug-in suite giving compression,

gate, EQ and reverb

- High-quality 24-bit / 96 KHz conversion
- Tough metal case

- Unique ring-LED signal indicators

- USB bus-powered making it truly portable

Go to your dealer now and pick one up today.

[ ] ®
For more information: (310) 322 5500 Focusrlte

www.focusrite.com/Scarlett SOUND IS EVERYTHING




town while he was still in middle school. The en-
gineer there gave him lessons on how to use the
32-channel Tascam board, the MDM recorders and
the limited outboard gear the studio owned, and
when Rifino graduated from high school, he en-
rolled at SAE in midtown Manhattan. He got his first
real break through family connections (no shame in
that!): Rifino’s grandfather was an electronic key-
boards expert who worked for many years as a tech
at the Power Station (and had known Tony Bongiovi
since the owner was a teenager), and his father was a
lawyer who represented Power Station in some legal

Bruno Mars
performs

matters. Matt Rifino was around the studio quite a
bit as a kid, so it wasn't a tremendous surprise when
he was brought onboard—first as an intern, later as
an assistant—at Power Station, which by that time
had transformed into Avatar Studios.

Assisting some of the greatest engineers in New
York at Avatar further broadened Rifino’'s knowl-
edge base. But when it became clear that getting a
shot at a coveted engineering spot at Avatar could
be eons away, he started working other places on
the side—at Fenix Studios in Staten Island, a room
that had a Neve VR when he started there, then
an SSL ok; and also at NBC, where he started by
doing Az jobs (putting mics on people, setting up
P.A. systems, etc.) before moving up the ladder and
getting a shot at mixing. While still working when
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he can at Fenix and also doing engineering on his—
own with a mobile rig, for the past three-plus years
Rifino’s main gig has been working as the primary
music mixer for The Today Show, manning a room
downstairs in “10 Rock” (as it's called; the more
famous “30 Rock” headquarters of NBC is across
the plaza), which is very well-equipped for Rifino’s
needs, as he outlines.

“l have two complete Pro Tools|HDG systems
with expansion chassis; two Mac Pro 8 Core Intel
with 16 gigs of RAM; three Glyph removable hard
drives chassis per system and 10 