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Integrated Melodyne Pitch Correction
Multitrack Comping  Transient
Detection and editing with Groove
Templates e Muititrack MIDi editing
OpenAIR Convolution Reverb

Over 100 ocher new features A .
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The 2500 Stereo Bus Compressor

experience the analog warmth of api

mic pres « equalizers « compressors « consoles

www.apiaudio.com
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Newest, Hottest Gear
for Your Studio!

NEW!

<> apollo

A New Paradigm for Recording — Track, Mix,

and Master with Near-zero Latency and UAD-2
Processing Built In

Record, mix, and master with acclaimed emulations of vintage

recording gear, while saving your computer’s resources for
other tasks.

Capture incredible audio with an impeccable analog front end
and class-leading conversion.

Apolio’s hardware and plug-in settings are saved within your
session file for faster recall and session setup.

Supercharge your system, whether you use Pro Tools 9/10, Logic,
Digital Performer, Ableton Live, or any other DAW software.

Chaose from UAD-2 DUO or UAD-2 QUAD built-in DSP processors
to match your studio’s requirements.

UNIVERSAL AUDLD w0

Need more than FREE Warranty*

We cover nearly every item

. . | 4 CONFIDENCE
just recording gear? s for a minimum of two years.

Call Sweetwater for all your live FREE Shipping
- sound and musical instrument needs! o g,ﬁpEmg s Almost every piece of

NO MINIMUM PURCHASE gear ships 100% free.

y SweetCare i FREE Tech Support

R : oport et professional SweetCare support, 24/7.

* Please note: Apple productsrarerexcluderdfromthis;warranty. and other restrietions may apply. Please visit www.sweetwater.com/warranty for complete details.
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Avid Pro Tools 10

The latest version of the
industry-standard recording
software adds over 50 new
features and enhancements for
uncerpassed performance in
your studio!

>

Creation Station

Our most powerful audio
computers yet, built from

the ground up and tuned to
perfection to give you blazing-
fast music production!
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Shadow Hills

Mono GAMA

Invoke the sound of three
classic microphone preamp
styles! The Mono GAMA adds
unprecedented versatility to
your 500 Series rack.

Moog The Ladder

The unbeatable sound of Moog's
original ladder filter, updated for
modern studios and packed into a
500 Series module!

R

AEA RPQ 500
The perfect 500 Series
preamp for your ribbon
microphone, loaded with
the gain you demand and
el . the control you love!

m———————

.

A Better Way
to Buy Guitars
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’ A

Music Instruments & Pro Audio Sweetwater

~ (800) 222-4700 m“'tarGallew

Sweetwater.com Sweetwater.com/guitargallery s ‘\’
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 Professional Mixers
Come From Professional Manufacturers

Yamaha Commercial Audio makes commercial audio equipment —

plain and simple. Not watercraft, not motorcycles, not DJ mixers.
We design high caliber consoles for high caliber usage. Take for example
the world-famous M7CL Digital Mixing Console. With a single layer control

2l surface, touch screen, Centralogic™ functionality, VCM effects, 3 MY-card

slots for diverse network compatibility, StageMix for iPad®, and so much

e more, we make the sort of stuff serious mixers require,
i RS ADOED 5
leaving the amateur stuff to those other guys.

=m0l m
= ‘: - 40 years of experience in the mixer business, 25 of those being in

| - the digital realm, means we know our stuff. Not only does that experience

embody quality products, it also demonstrates quality service and
| training. As the originators of noteworthy educational based training

courses, we take pride in educating others first and educating them best.

For a full line-up of commercial audio gear, visit www.yamahaca.com.

DIGITAL MIXING CONSOLE @YAM AHA
M7CL o

commercial sudio

Yamaha Commercial Audio Systems, Inc. ® P 0. Box 6600, Buena Park, CA 30620-6600 * ©2012 Yamaha Commercial Audio Systems, Inc.
*Apple, the Apple logo, and iPad are trademarks of Apple Inc., registered in the U.S. and other countries.
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From the Editor

GRAMMY AWARDS:
MORE THAN JUST SHOW

he Golden Globes were on the other night, mid-January, as | write this. The Os-

cars will be held at the end of February. And smack dab in the middle, we have the

Grammy Awards, to be aired February 12 from the Staples Center in Los Angeles.

Each event is a big deal for the winners, and often the nominees, prompting boosts
in sales, re-introductions of projects and lots of attention on the stars. Each also provides a
showcase for the organizations that put them on: the Hollywood Foreign Press Association, the
Academy of Motion Picture Arts and Sciences, and the National Academy of Recording Arts &
Sciences. But of the three, it's the Recording Academy that has proven to be the most forward
thinking over the past decade, and yet it seems to be the one that also gets the most public criti-
cism for shaking things up.

Years ago, many complained about the increased number of performances and the lack of
actual award presentations on the telecast. But you know what happened? Viewership increased
and record sales went up post-show. For the past two years, Billboard has rated the Top so outlets/
appearances leading to bumps in sales for any artist. Number One, far and away—ahead of heavy
rotation on Pandora, Top 40 radio, festival headlining, or getting a song on Glee or American
Idol—is an appearance on the Grammy telecast. No question, we'd all like to see our peers in Best
Enginecred, Non-Classical, or Producer of the Year get their moment in the primetime sun. The
Grammys recognized this and put together a dynamite online presentation of what they call the
“pre-telecast.” You can go to grammy.com hours before the main show and stream the complete
awards presentation. Every category. It's fun, it moves quickly and our peers do get their moment.

This past year, the Recording Academy made a dramatic change in the number of awards
handed out, dropping from 109 to 78 and consolidating across the board. A lot of folks got upset,
some rightfully so. 'm not here to defend the decision, except to say that all things must change. We
still have insiders who don’t want to recognize rap or electronic music or DJs. To which [ say, “Look
around you! Look at what people are listening to!” An organization has to set standards, no ques-
tion. But an organization has to evolve or it will become irrelevant. There will no doubt be category
tweaks in the years to come. At least NARAS is recognizing change.

And finally, the Grammys are about so much more than the Sunday night show. If you hap-
pen to be in L.A. representing your local chapter or as a nominee, then you know about Grammy
Week, where you can go to events for Grammy in the Schools, Music Preservation, the Producers &
Engineers Wing (nearly half the voting members!), MusiCares (this year honoring Paul McCartney)
or follow the legislative efforts in the Entertainment Law Initiative. It is a true Industry Week,
nearly all of it outside of public view but as important to the legacy and future of our industry as
the Sunday night extravaganza. And none of these even touches on how much behind-the-scenes
work the Recording Academy does on a local level through the P&E Wing and the 12 chapters across
the country.

So while it’s trendy each year for bloggers and pundits to trash the winners or ridicule a par-
ticular performance, keep in mind that the voting is truly peer-to-peer, and that no professional
organization does more to promote its industry or community outreach than NARAS. You mav not
always agree with the direction, but you can’t ignore the commitment.

((/  UD K

Tom Kenny
Editor

EDITORIAL

EDITOR Tom Kenny tkenny@nbmedia.com

SENIOR EDITOR Blair Jackson biair@blairjackson.com
TECHNICAL EDITOR Kevin Becka kbecka@earthlink.net
MANAGING EDITOR Sarah Benzuly shenzuly@nbmedia.com
ASSISTANT EDITOR Matt Gallagher mgallagher@nbmedia.com
FILM SOUND EDITOR Larry Blake swelltone@aol.com
SOUND REINFORCEMENT EDITOR Steve La Cerra
CONSULTING EDITOR Paul D. Lehrman lehrman@pan.com
CONTRIBUTING EDITORS George Petersen Barbara Schultz
Michael Cooper Eddie Ciletti Gary Eskow Barry Rudolph Matt
Hurwitz

ADVERTISING

SENIOR ACCOUNT EXECUTIVE, WESTERN REGION
Janis Crowley jcrowley@nbmedia.com
EUROPE/EASTERN SALES DIRECTOR

Paul Leifer pleifer@media-sales.net

SPECIALTY SALES ASSOCIATE

Doug Ausejo dausejo@nbmedia.com

ART & PRODUCTION

SENIOR ART DIRECTOR Nicole Cobban ncobban@nbmedia.com
ART DIRECTOR Annmarie LaScala alascala@nbmedia.com
GRAPHIC DESIGNER Adrianne Knapp adknapp@nbmedia.com
PHOTOGRAPHY Steve Jennings

PRODUCTION MANAGER Heather Tatrow htatrowv@nbmediacom

CIRCULATION

ASSOCIATE CIRCULATION DIRECTOR,
CONSUMER MARKETING Meg Estevez
CIRCULATION BUSINESS MANAGER Chris Dyson

NEWBAY MEDIA AUDIO GROUP

VICE PRESIDENT/GROUP PUBLISHING
DIRECTOR John Pledger

WEB DIRECTOR Ragan Whiteside

ONLINE PRODUCTION MANAGER Robert Granger
WEB PRODUCTION SPECIALIST Ashley Vermillion

NEWBAY MEDIA CORPORATE

PRESIDENT & CEO Steve Palm

CHIEF FINANCIAL OFFICER Paul Mastronardi

CONTROLLER Jack Liedke

VICE PRESIDENT OF DIGITAL MEDIA Joe Ferrick

VICE PRESIDENT OF AUDIENCE DEVELOPMENT Denise Robbins
VICE PRESIDENT OF CONTENT & MARKETING Anthony Savona
VICE PRESIDENT OF INFORMATION TECHNOLOGY Greg Topf
VICE PRESIDENT OF HUMAN RESOURCES Ray Vollmer

REPRINTS AND PERMISSIONS For article reprints, please
contact our Reprint Coordinator at Wright's Media: 877-652-5205
EDITORIAL OFFICES: 1111 Bayhill Dr., Suite 125,

San Bruno, CA 94066

SUBSCRIBER CUSTOMER SERVICE: To subscribe. change your address or check on
your current account status, go to www.mixonline.com and click on “Customer Ser-
vice” for fastest service. Or, e-mail newbaygecomputerfulfillment.com, call 888/266-
5828, or write to P.O. Box 8518, Lowell, MA 01853

BACK ISSUES: Back issues are available for $10 each by visiting

wivw.mixonline.com,

ARCHIVES AND MICROFORM: This magazine is available for research and retrieval
of selected archived articles from leading electronic databases and online search
services, including ProQuest. For microform availability, contact National Archive
Publishing Company at 800/521-0600 or 734/761-4700, or search the Serials in Micro-
form listings at napubco.com.

REPRODUCTION: This publication may not be reproduced or quoted in whole or in
part by printed or electronic means without written permission of the publishers

LIST RENTAL: Lauren Marchese Imarchesegdmeritdirect.com

< NewBay Media

28 East 28th Street, 12th Floor, New York, NY 10016

COPYRIGHT 2012, NewBay Media
ALL RIGHTS RESERVED.
FOUNDED IN 1977
BY DAVID SCHWARTZ, PENNY RIKER AND BILL LASKI

Mix magazine is affiliated with

SPARS PRV

6 MI1X mixonline.com



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 fiexibility 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

1238CF

8260A
8240A

8250A

7271A
7270A

7260A/7261A

Genelec Inc. 7 Tech Circle Natick, MA 017607=1508:652 0900 (t) 508 652 0909 (f) www.genelecusa.com



TALKBACK //

GIBSON CREATES
PRO AUDIO DIVISION

Through the ac-
quisition of the
Stanton Group
(KRK  Systems,
Cerwin-Vega!
and Stanton DJ), Gibson announces its Pro
Audio division, headquartered in Nashville.
“Right now we have an extremely power-
ful brand that people recognize and value,
but the musical instrument category is inher-
ently limited because people who purchase
instruments also need to know how to play
them,” says Henry Juszkiewicz, chairman and
CEO of Gibson Guitar. “This new division...
expands our reach to fellow music lovers
and allows us access to 20 in 20 consumers
instead of the one in 20 we currently hit.”

Strobe Sessions
A Success

Strobe Recording’s (Humboldt Park area of
Chicago) latest performance in their “Strobe
Sessions” artist series was the band Electric
Hawk, a local instrumental trio. Each artist
receives a high-quality video from the ses-
sion and the audio from the entire gig. For
the recording, in-house sound engineers
Nick Broste and James Wagner manned
the Studer A80 tied to Pro Tools 7 and Cu-
base SE with Firepod for remote recording.
Strobe Sessions was created to promote the
studio and cultivate local artists by giving
them a comfortable place to perform.

TECHTICKER //

xonline.con

BLOG UPDATES // INDUSTRY NEWS //

POPMARK MEDIA

Free Webcast

Pro Too!s 10 and
Pro Tools|HDX

Register at mixonline.com

COMPILED BY SARAH BENZULY

2012 TECHNICAL GRAMMYS

The 54th Grammy Awards show will air on Febru-
ary 12. The following are some glimpses inside the
Technical Awards.

The Recording Academy president/CEO Neil
Portnow on honoring Jimmy lovine for his com-
mitment to excellence and ongoing support for
the art and craft of recorded music: “The work
of the Producers & Engineers Wing is essential
to ensure that the importance of sound quality
and the integrity of recorded music continue to
be acknowledged and preserved in our evolving
landscape. This year, we pay tribute to an industry
leader, Jimmy lovine, who has made an indelible
impact as a recording engineer, producer, founder
of Interscope Records and now entrepreneur fo-
cused on audio quality.”
—lovine will be honored at a special event
on February 8 at The Village in L.A.

Celemony and the late Roger Nichols are this year’s
Technical Grammy Award honorees. Winning the
2009 Musikmesse International Press Award for
its pitch-correction software, Melodyne Editor,
Celemony is also known for its Direct Note Ac-
cess, which allows individual notes with chords
and polyphonic recordings. The late audio en-
gineer Nichols had worked with artists such as
Placido Domingo, Diana Ross, James Taylor and
Stevie Wonder. In the 1970s, he began a decades-
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long relationship with Steely Dan, which earned
him six Grammy Awards including Album of the
Year for his engineering work on Two Against
Nature (2000). He also earned a Best Musical Al-
bum for Children award in 1997 for producing the
John Denver album All Aboard! In addition to his
work as an engineer, he was an innovator in creat-
ing new technologies for audie tape preservation,
mastering and digital synchronization.

On Steve Jobs being awarded a posthumous
Grammy, a Special Merit Award: “Steve
Jobs helped create products and technolo-
gy that transformed the way we consume
music, TV, movies and
books. A creative vi-
sionary, Jobs’ innova-
tions such as the iPod
and its counterpart,
the online iTunes
om, W store, revolutionized
the industry and how
music was distributed
and purchased.”
—The Recording
Academy statement
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Moses Tapped for AES Executive Director

Longtime AES member and officer, product designer and
technologist Bob Moses has been named executive director
of the Audio Engineering Society. He replaces Roger Fur-
ness, who stepped down in late July of last year, but remains
onboard throughout 2012.

“My initial task is to identify where the AES provides maximum value to its
membership and the industry, and to advance new ways to enhance this value,”
said Moses. “Sixty-three years ago, the AES was the place for the scientific com-
munity to share ideas. Over time, AES conventions evolved as the best forum for
manufacturers to exhibit professional audio products. But today, the Internet and
persistent economic challenges worldwide have changed the game. Based on my
own experience as an AES member, author and exhibitor, | know the AES remains
a vital resource for audio professionals. We need to clarify that value and commu-
nicate it better. I'm ready for the challenge.”

In 1987, after graduating from McGill University with an Electrical Engineering
degree, Moses joined Rane Corporation as a digital audio product designer. In
1995, he invented a means of transporting audio over FireWire and co-founded
Digital Harmony Technologies (DHT) to deploy this technology. Moses worked as
a consultant to numerous consumer and professional audio manufacturers until
2006, when THAT Corporation hired him as program manager of its integrated
circuit business. As part of the AES, he has been a member of the Board of Gover-
nors since 1999, VP Western region from 2001 to 2006, and president from 2007

to 2008.

Plug-In Pact

Brainworx CEO Dirk Ulrich has formed a
new plug-in company, Plugin Alliance LLC,
comprising Brainworx, SPL, Elysia, Vertigo,
Millennia Media, Charter Oak, Miag Audio,
Neve Custom Series 75 and Chandler Limited.
The alliance’s site, plugin-alliance.com, will
provide downloads, tech support, sales, news,
etc., for all plug-ins manufactured by alliance
members. The alliance will also offer bundles

from multiple brands for specific needs (mas-
tering, mixing, etc.). Customers can open a free
account with the alliance, which will honor all
existing ilok licenses and offer affordable or free
upgrades to 64-bit and the new native AAX. Li-
censes purchased from Brainworx, SPL, Vertigo
or elysia will be available in a free Plugin Alliance
account, and the alliance will guide its members
via email.

MIXBLOGS

8 Hot Gear From CES 2012
] > @ As always, CES takes consumer audio gear (and often prices) up a notch,

inthe news so far.

but it's always worth a look to see what's hot at the show. Here's what's

|

DIY Sub Kick Options

Students often get asked about sub kicks, and while | have not ex-
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perimented other than to prove a speaker can be a microphone—I
get plenty of low end from the kick without trying...

I} .
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SPARS Sound Bite
WHY ANALOG?

By Chris Mara

As the owner of an all-analog recording studio,
Welcome to 1979, when potential clients come
in with their engineers, the clients are enthralled
with the idea of recording analog, yet the engi-
neers are at a bit of a loss as to how to use the
equipment. What? Huh? Really?

Perhaps my frustration is the reason for my
(out-of-left-field) answer to their oft-asked ques-
tion, “So, Chris, what do you like best about
analog recording?” My answer is simply that
recording on analog equipment forces you to
learn the art and craft of recording. | then pro-
pose a theoretical experiment: Take two 18-year-
old kids. Give one an 8-track analog recorder and
an 8-channel mixer. Give the other an all-in-one
8-channel DAW rig, each to use for one year. At
the end of that year, have them switch recording
setups. If my theory is correct, the kid who start-
ed analog will easily transition to the DAW and
not miss a beat, yet the kid who started with the
DAW will have learned how to use that particular
software program and will have to re-learn how
to use the analog setup.

1 should point out that I'm in no way anti-
technology. | use a DAW almost every day and
am equally comfortable recording all analog or
all in the box. I'd like to point out a few things I've
noticed that engineers are forced to learn when
recording on analog, yet can skirt by without
learning on a DAW:

Plan ahead. Even on 24 tracks you have to
plan ahead for all of the overdubs, from day one.

Song structure and counting bars/beats.
Choruses don't “look bigger” on tape; you have
to count along and jot down counter numbers
for different song sections.

How to communicate about music. “Punch
me in after the first chorus” instead of “punch
me in at the big purple blob.”

How to fix your mistakes. There’s no Undo
button. If you make a mistake, you learn how
to fix it. Sometimes this means admitting you
really messed up.

All of these skills are useful in any and all
sessions. So the answer to “why 1 like recording
analog™ Over the years, it has allowed (albeit
forced) me to become a better recording engi-
neer. Oh, and it sounds warm and punchy, too.

Chris Mara, www.welcometo1979.com

mixonline.com 9



ROYER LIVE

“Live guitars sound
amazing with Royers
on the cabinets -
warm, natural, present
and uncolored - and
they stand out well in
the mix.

| use a mix of R-101's
and R-121 Lives with
Maroon Five. The
band loves the natural
sound they get in their
in-ear monitors.”

Jim Ebdon

FOH Engineer - Maroon 5, Matchbox
Twenty, Aerosmith, Annie Lennox

A Royer Ribbons

| Y 818.847.0121

\ E } www.royerlabs.com

Studio Unknown
Update

One minute, Ben
Rice is in L.A. writ-
ing with British mu-
sic producer/song-
writer Ted Hutt;
the next, he’s in his
New York City stu-
dio (Newkirk) work-
ing on a full-length
album with Band of Thieves’ Peter Smith;
the next, he’s fronting his band, The Black-
bells, at New York City’s Mercury Lounge.
And when he does come up for air, it’s used
to give interviews to magazines like Vogue
Italy, which recently covered The Blackbells
in a recent piece. Rice is certainly making a
name for himself in the music world. In the
February issue of PopMark’s “Confessions of
a Small Working Studio,” we'll show you what
a “day in the life” of this producer/engineer/
songwriter/studio owner looks like.
>>mixonline.com/studio_unknown

Cool Spin

Adele Live At the Royal Albert Hall

(Columbia Records)

With a slew of canceled show dates due to
throat-health surgery and numerous Gram-
my nominations for her smash 21, the re-
lease of Adele’s Live At Royal Albert Hall CD
and DVD package couldn’t have been better
timed. For fans who were not lucky enough
to catch this stellar performer during her
latest tour, this is a must-listen/watch.
Read more online.
>>mixonline.com/cool-spins

SoundWorks
Collection Update

The Girl with the Dragon Tattoo is a 2011 English-
language dramay/thriller film. It is the second
film to be adapted from the Swedish novel of the
same name by Stieg Larsson. The first was a 2009
Swedish-language/English-dubbed film. The zo1m
film was written by Steven Zaillian and directed by
David Fincher.
Daniel  Craig
stars as Mikael
Blomkvist, and
Rooney Mara
stars as Lisbeth
Salander. In es-
sence, the film
follows a man’s mission to find out what has hap-
pened to a girl who has been missing for 36 years
and may have been murdered. We talk with com-

posers Trent Reznor and Atticus Ross, sound re-re-
cording mixer Michael Semanick and re-recording
mixer/sound designer and supervising sound edi-
tor Ren Klyce.
>>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
Sponsored by Dell

* Digital Converters for Today’s Studio
Sponsored by Lynx

* Wireless Theater: Optimizing
Systems for Vocal Clarity
Sponsored by Lectrosonics

>>mixonline.com/webcasts



Introducing /'" ,-fﬁ /., from Lynx.
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Reengineering the Two Channel Converter.

It's hard to know where to start with Hilo, so let’s begin
with the most important — audio quality. Hilo is the best
sounding converter ever matde by Lynx. The pristine, open, This high resolution screen allows Lynx to provide the analog style
transparent audio quality of Aurora has been kicked up a
notch or two, for mastering quality AD and DA conversion
using Lynx's Bilynear™ conversion technology.

meter seen here, as well as several bar style meters.

Hilo is open-ended as no other converter has ever been. The

updatable FPGA-based design and versatility of the LCD screen allow

Hilo to accommodate enhancements to features, screens, functions,
Hilo completely redefines the two channel converter genre. In addition and utilities. The LSlot expansion port pravides an upgrade path to
to the primary analog Line Out, Hilo provides Monitor and Headphone future interface protocols as they become available. So the Hilo you
outputs. Digital outputs include USB, AES/EBU, S/PDIF coax, S/PDIF buy today will be continually improved and morph into a device that
optical, and ADAT. To top it off, each output has its own unique mix of will also meet your needs in the future.
all input sources courtesy of the 32-channel internal mixer. ellemten e i
Hilo’s headphone technology adds a world-class headphone amplifier or cptianal DC battery pack
to the mix. It is capable of driving today's low-impedance headphones
with extremely low distortion while maintaining accurate inter-channel

gain matching.

With all of the options available, it was obvious that the standard
push-button/LED meter front panel would not be sufficient to control
and monitor all that Hilo can do. As we called each other on our touch Hilo — reengineered to offer you audio
screen cell phones, the answer became obvious. Hilo's innovative LCD quality, control and versatility never before |
touch screen monitors and controls all routing, metering, and settings. available in a two channel converter. '
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JIMMY DOUGLASS AND MAGIC MIX ROOM, MIAMI

pending time with engineer/producer
Jimmy Douglass is a bit like stepping
in to the center of a jazz combo in the
middle of a free-form riff. He smiles,
he laughs, he scats, he bops, he goes off on cra-
zy solos every now and then. But the focus is
tight, the energy infectious. He eats, sleeps and
breathes music, and he can’t remember a time
that he didn't.

His discography is massive, covering nearly four
decades and nearly all genres—save country—since
he broke in as a 16-year-old at Atlantic Records
under the tutelage of Ahmet Ertegun, Arif Mardin,
and the legendary Tom Dowd. The guy engineered
the first Foreigner album in the '7os, for goodness
sake. He worked on Love You Live and Some Girls
with the Stones, he worked with Aretha, then after

12 mix

a brief sojourn into the New York jingle world,
where he learned to work fast, he came back on fire
in partnership with the groundbreaking work out
of Timbaland’s camp in the '9os. He engineered
early Justin Timberlake, Ginuwine, Missy Elliot
and countless others. He has mentored a slew of
top engineers, and he has won Grammys. He is all
about the music, all about the sound. He is by no
means a button-pusher.

Those early days at Atlantic, first as a tape dupli-
cator then as engineer, taught him the value of
The Hang—the complete production process, from
songwriting to studio recording to mastering, all
the time speaking the language of music, whatever
the genre. “You just went in and did it,” he says. “No
lessons, no lectures. No real assisting. Watch what’s
going on and do it in your own way. Step right up.”

nixonline.com

Jimmy Douglass (left) and Kevin
Rudolf seated at the NeWg VR 72 in
Magic Mix Room’s §tudio A.

That approach has carried through to this day; in
fact, he considers his style of engineering a “phi-
losophy of recording.”

THE HANG
After years in New York studios, and countless trips
up and down 1-95 to Virginia Beach and South Flor-
ida, Douglass built his own place, Magic Mix Room,
in the summer of 2009 in Miami. It’s based around
a Neve VR 72, Pro Tools, ]BL monitoring, vintage
outboard, and tons of instruments. “The industry
had changed, and not just to digital,” he says. “The
price structure changed, too, and it got to the point
where they could afford me or the room, but not
both. 1 had collected more gear than most studios,
so | thought, ‘Why not get me and the room?”
(continued on page 73)
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THE ALL-AMERICAN REJECTS

Band Re-Connects With Hit Producer Wells

By Blair jackson

t’s been a couple of yvears since The All-Amer
ican Rejects’ infectious “Gives You Hell” was
ubiquitous on Top 40 radio (and everywhere
else). But this is not a band given to just
churning out material. In the first 10 years of their
exisrence, the Oklahoma rockers put out only three
albums, but each was hugely successful, and all pro-
duced hit tracks, including “Swing Swing,” “Dirty

Little Secret,” "Move Along,” "It Ends Tonight” and
the atorementioned chart-topper, “Gives You Hell”
(which sold more than 4 nullion copies).

Now the band has returned with its first new
album in a little over three years, Kids in the Street,
which serves up more punchy, hook-filled pop-rock
gems certain to satisfy the group’s ravenous fan base.
While not diverging radically from the quarret’s past
approach, the album feels a little deeper and richer
sonically, and their magnetic lead singer/bassist/

From left: Nick Wheeler, Tyson Ritter, Chris
Gaylor and Mike Kennert

lyricist Tyson Ritter believes “it sounds like The All-
Americar: Rejects finally got their shit together and
wrote a record that’s going to keep them around.” In
addition to Ritter, the group consists of lead guitar-
ist Nick Wheeler (who has been playing and writing
with Ritter since high school), rhythm guitarist
Mike Kennerty and drummer Chris Gaylor.

The group turned to producer/musician/song-
writer Greg Wells to help them make Kids in the
Street—Wells has been hot, hot, hot on the charts
the last few years, working with everyone from
Adele to OneRepublic to Katy Perry to Adam
Lambert. Despite that impressive pop resumé, he
notes that he earned his rep largely from years as a
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|!! > All-American Rejects

songwriter, multi-instrumentalist and producer
on “mere indie projects where we weren't even
going for pop radio necessarily.”

Teaming with the Rejects turned out to be
serendipitous. “1 had been a fan of theirs since
their first album,” Wells says, “and I really love the
record they made with [producer] Eric Valentine,
with ‘Gives You Hell' on it. In fact I still lis-
ten to that song as a mix to beat.” (Wells and
Valentine have become fast friends, and Wells
is even buying a high-end custom console from
Valentine’s and Larry Jasper’s 3-year-old company,
UnderTone Audio.)

Kids in the Street was made over a period
of about five months in 2011, with the band,
Wells and engineer lan MacGregor (who has also
designed equipment for Shadow Hills Industries
and Standard Audio) recording the first half at
The Village in LA, and the second half at Wells’
state-of-the-art Rocket Carousel Studio in nearby
Culver City. It was mixed by the ever-busy Serban
Ghenea (Beyonce, Pink, Kelly Clarkson, Katy
Petry, et al).

“They are very methodical,” Wells says. “Every
sixteenth note you hear on this album, every
sound, every breath, every tiny little detail has
been democratically voted on. It took me a couple
of weeks to get used to that, because I'm used to
shooting from the hip a little more. But they go
through every little thing and argue about it and
talk about it and they'll try a million different
options. They really take their time. They always
think it can be better. And 98 percent of the time
they are right.

“I've gotta say, Tyson is a bad-ass talent. He
is really something else. He would walk into the
studio, on-time, often there before me. He would
sit down in the chair and never get up—he never

Producer

Greg Wells
checked his email, never texted anybody; no mat-
ter what was going on, whether we were cutting
drums or rhythm guitar overdubs. He was there
the whole time, pushing, pulling, stretching, sug-
gesting, conducting, and I realized early on, this
guy is a volcano of really stunning ideas.”

Kids in the Street is an eclectic album, with
tunes that remind us that the group can be a
primal, thrash-y Warped Tour act or easily slip
into more sophisticated textures that employ
horns or strings (recorded on Warner Bros’
Eastwood Scoring Stage) or odd instrumental
accents. “Sometimes what you're hearing is live
off the floor, sometimes it's more piecemeal,”
Wells comments. “It’s really case-specific. Each
song requires its own unique approach. On some
of their songs there's definitely a wall of guitars,
with different mikings, different amps, different
guitars, sometimes different cables—way out on
the plank of being totally indulgent. Sometimes
that’s what it needs to get that choir of guitars.”

Other tracks, however, are more minimal,
letting, for instance, Ritter’s lead vocal (usually a
Neumann Uy47 thraugh a Neve 1073 preamp and
an 1176 compressor) and bass cut through rela-
tively unadorned for a passage, or having spare
guitars chiming elegantly as punctuation rather
than as pulverizers.

“We spent a lot of time on all of these songs.
Each song got eight or nine days, some prob-
ably more. They're interested in putting as many
evocative colors on a track as it will take.” Wells
added everything from toy piano to Juno 6o
synth bass to B-3. “We also all have a bunch of
weird instruments, so we tried all sorts of things.
There was no shortage of ideas in the studio,” he
laughs. “Fortunately, they knew when the cake
was baked, so things always kept moving.”
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WSDG TO THE
ACOUSTIC RESCUE

After two years of searching for a location, produc-
er/engineer Louis Benedetti moved into his new
space, Thompson Studios (thompsonstudiosnyc.
com), in a former bank building in the Soho area of
New York City. When the dust settled after the ren-
ovation, Benedetti was faced with unanticipated
isolation issues, which led to a call to the Walters-
Storyk Design Group.

WSDG project manager Joshua Morris found
isolation problems between the live room, the SSL
Control A and the Neve Control B, all of which are
structured around a common lounge. “We also
encountered leakage from Control Room A into
a neighboring space on the same floor,” Morris
says. “Studio C—a small writing/production room
equipped with Pro Tools, Logic and Final Cut
Pro—and the galley kitchen were unaffected by
the isolation issues. Our tests determined that,

even though the control rooms were completely
floated, room-within-room installations, and had
been tuned with low-frequency control treatments,
the interior walls between Control Rooms A and
B and the live room needed to be replaced.” The
solution was to remove the original walls, replace
them with non-acoustic walls and reseal them with
a third fully treated wall.

“Flexibility was a priority for this project,” John
Storyk of WSDG says. “Louis Benedetti has assem-
bled a considerable collection of keyboards, syn-
thesizers, and analog and digital gear. Because he
works on a wide range of projects, from jazz to
rock, to movie soundtracks, he needed a studio that
would function flawlessly for any type of artist. This
impressive space is situated in a rock-solid building.
Louis’ original design was extremely creative. By
engaging sophisticated room-tuning technology
and resolving critical isolation issues, we've pol-
ished a true gem.”
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Grammys 2011

BEST ENGINEERED ALBUM, NON-CLASSICAL

f the five works that were nominated
for Grammys this year in the Best
Engineered Album, Non-Classical,
category, three could be filed under
“Americana,” one is an alt-pop release with Amer-
icana leanings (it has a banjo, anyway), and one is
a traditional pop/big band extravaganza. All are
from-the-heart recordings, captured by some of
the best in the business.

JAROSZ
FOLLOW ME DOWN
(Sugar Hill)

ENGINEERS: Brandon
Bell and Gary Paczosa.
Mastering: Sangwook
“*Sunny” Nam and Doug Sax

On her second album, young singer/songwriter Sar-
ah Jarosz sets her personal roots music, and a couple
of covers, a bit more on edge than on her debut, in-
corporating modern/jazz influences in her singing
style and in the superb playing by Stuart Duncan,
Viktor Krauss, Bela Fleck, Jerry Douglas, the Punch
Brothers and others. This is a remarkably mature
album boasting a wealth of versatile musicianship,
all guided by the 20-year-old Jarosz and her co-pro-
ducer Gary Paczosa.

GILLIAN

WELCH

THE HARROW

& THE HARVEST
(Acony)

ENGINEER: Matt An-
drews. Mastering: Ste-
phenMarcussen.

Fans of the dark and beautiful old-time Appalachian-
style music made by Gillian Welch and her partner,
David Rawlings, waited eight years for an album of

new material, and Harrow & the Harvest is a great
reward. Rawlings produced this achingly gorgeous
record on which he and Welch played every note,
and wrote and sang every word. Also nominated
for a Best Folk Album Grammy, Harrow has a truly
timeless quality that very few roots artists can even
claim.

SETH GUER “PTH] @

THE NEXT THE NEXT RIGHT THING
RIGHT THING
(Mpress)

ENGINEERS: Seth
Glier, Kevin Killen,
Brendan  Muld-
owney and John
Shyloski. Mastering: John Shyloski.

Singing came first for artist/composer Glier, who
recorded all the vocals on these original songs in
his own home studio before expanding on them
at Carriage House Studio (Stamford, Conn.) with
some great engineers and musicians, including co-
producer/multi-instrumentalist Ryan Hommel. To-
gether, they created a compelling fusion of folk, pop
and rock to shewcase the artist’s well-crafted songs.
The spare arrangement of the bluesy, vocally pro-
cessed title track is particularly strong,

ALISON
KRALSS
& UNION

STATION
PAPER AIRPLANE

(Rounder)

ENGINEER: Mike
Shipley. Mastering:
Brad Blackwood.

With their first album together since Lonely Runs
Both Ways (2004), Alison Krauss & Union Station
again show their impeccable taste in material and
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their genius at making bluegrass music that’s as fresh
and relevant as it is lovely. Krauss’ sweet, vulnerable
voice is, almost always, at the center of all the vir-
tuosic musicianship from cohorts Barry Bales, Jerry
Douglas, Ron Block and the wonderful Dan Tymin-
ski, who sings the lead on Peter Rowan'’s “Dust Bowl
Children.”

SETH MACFARLANE
MUSIC IS BETTER THAN WORDS
(Universal Republic)

ENGINEERS: Rich
Breen, Frank Fil-
ipetti.Mastering;
Bob Ludwig.

Best known for
his work on TV’s
Family Guy, ac-
tor/writer/pro-
ducer/singer Seth
MacFarlane and
arranger Joel McNeely have made a ‘sos-style
big band pop album of the highest order: lush
strings; swinging, sentimental crooning; punchy
horns; and all the respect these charming songs
deserve. The album was recorded at Capitol in
Hollywood, where MacFarlane reportedly sang
into a mic that Sinatra actually used, and if you
have a soft spot for Frank or Bing, this might be
the cream in your coffee.

more online [© |
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SQUEEZE “TEMPTED”

sk a carpenter how to fix anything, and you'll get an answer

involving hammer and nails. Ask singer/songwriter/keyboard-

ist Paul Carrack how to fix a song, he’ll give you a soulful B3

groove and a vocal performance that would elevate the ABCs,
much less a smart, strong song like Squeeze’s “Tempted.” Fortunately for
the band and their producers, Carrack’s considerable problem-solving skills
were available during the recording of what is considered Squeeze’s mag-
num opus, East Side Story.

New-wave/pop group Squeeze were hitting their stride in 1980 after releas-
ing their third full-length, Argy Bargy, which featured memorable songs such as
“Pulling Mussels From a Shell.” That breakthrough album made them a really
happening band—in the UK and among the college radio crowd in the U.S.—
and impressed some famous fans. It was while touring in support of Argy Bargy
that the band met Elvis Costello.

“We met him on tour in the UK and hung out a bit,” lead singer/guitarist
Glenn Tilbrook said in a 2005 interview. “We were digging each other’s work.
We were friends. It was an exciting time...Elvis liking us gave us credibility.”
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The friendship between Tilbrook and Costello resulted in the former per-
forming on Costello’s Trust (1981) and Costello being asked to co-produce East
Side Story, with co-producer and engineer on the album, Roger Bechirian.

“Elvis Costello and myself were both being managed by Jake Riviera at the
time,” says Bechirian. “I had just finished Trust, and Glenn Tilbrook was hang-
ing out in the studio. Then Jake came to me, and said, ‘Squeeze really want the
both of you to produce their next record.”

In London’s Eden Studios, where Bechirian regularly worked, the co-
producers worked out a game plan to streamline Squeeze's typically laborious
Creative process.

“Squeeze were used to working months and months on a record,” Bechirian
says. “They'd spend a lot of time in the studio. With Costello and myself—cer-
tainly on all the projects I'd worked on with him—it was all about spontaneity.
So we both decided we were going to make the record as fast as possible, which
really did shock them.

The Squeeze lineup that went into Eden with Bechirian and Costello had
changed somewhere on the way from Argy Bargy to East Side Story. Longtime
keyboardist Jools Holland, whose boogie-woogie playing style had brightened
up so many songs, had opted out of the group. He was replaced by Carrack, a
former member of Ace and Roxy Music who was more identified with blue-
eyed soul.

Generally, on these sessions, Bechirian says, he and Costello each had their
specialties as producers: “I think Elvis and myself worked very well together,”
he says. “Elvis always has been, as you can imagine, very sharp on lyrical content
and lyrical ideas, and so he was very good at coaxing both Chris and Glenn on
their performances and their techniques. Elvis looked after more of the vocal
stuff, and then certainly the sound of everything was very much my domain.

“But if Elvis hadn’t liked something, obviously there would have been a
compromise. | wouldn't ever have gone ahead without him, and 1 think the
two of us bounced ideas off of each other quite effectively. It all added up to
make a very interesting record. But ‘Tempted’ is the most bizarre of the bunch
on the album.”

It seems that “Tempted,” an artful song about longing and infidelity written
by Difford and Tilbrook, was for some time a tough nut to crack.

“It just didn’t work,” Bechirian recalls. “We tried recording it very early on
in the session, and it just never felt very good. Every now and again, we'd say,
‘Let’s try “Tempted” again. Glenn would say, ‘I've got an idea for a country and
western version. So we'd do a country version and it was awful. Or, ‘Let’s do a
punk version, so we'd do a punk version. ‘What about a rock version?' 1 actually
have tapes of all of these different versions, but it never worked. The problem
was the song is actually quite long and wordy. It seemed like you couldn’t hold
the listener’s attention. Glenn was very frustrated with this.

“But one morning, 1 got to the studio quite early to set up,” Bechirian con-
tinues, “and Paul was already in the studio, which was unusual, and he said, ‘1
think I've got an idea for this. If we approach it in kind of a soulful way...” He
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was at the Hammond, and he start-
ed playing the song and singing the
opening verse—and of course he
sounds wonderful when he sings—
and 1 was like, ‘I think that’s it’

“So as soon as everybody starts
to assemble, we said, ‘You've got

MUSIC EVENTS IN 1981

February 14: Billy Idol leaves
Generation X to begin a solo career.

May 14: Diana Ross signs with RCA
Records. leaving Motown Records. her
label of two decades. The $20 million
deal is the most lucrative recording

. , . contract in history at that time.
to check this out’ Paul does his

o : August 1: MTV debuts on cable
rendition, and everybody jumps on i ¢

television in the U.S.
their instruments and the groove

of the track finally came together.
By the end of that afternoon, we
had nailed the take. We had it, and
it was really brilliant.”

Bechirian says it was Costello
who insisted, after hearing Carrack’s interpretation, that the new bandmember
take lead vocal duties on the song. And Carrack’s soulful bent further inspired
the way the backing vocals went down.

“At first, | think we were all a little bit worried about Paul singing the song. It was
like, ‘Should he be doing this?” Bechirian says. “We had to get Glenn into it some
way so we did this kind of duet-y thing, with Glenn singing lead on one verse.

“Then the more we listened to the track, the more 1 said it had that kind
of Motown feel—you know, with the backing singers all lined up behind the

December 31: The tenth annual New
Year's Rockin’ Eve special airs on ABC.

Date Unknown: Ozzv Oshourne bites
the head off of a dove at a record label
gathering.

singer, and they'd be singing and dancing at the same time—and Elvis said,
‘Let’s go ahead and do it’ because he got what 1 meant right away. So I set up a

row of mics, and Elvis went out there with Glenn, Paul and Chris and got them
to sing those ‘doot doot’s.

“And halfivay through that, I think just for a laugh, Elvis sings [in a low reg-
ister], ‘People keep on crowdin” and then ‘'m wishin’ 1 was well’ in that falsetto
and bursts into laughter. He was thinking it was really funny, but of course it
sounded amazing. He was just making fun, and it was one of those magical
moments.”

Tracking to 24-track Ampex MMi200 tape machine and Dolby A, Bechirian
used the mic pre’s in the custom console at Eden. “The original circuit designs
were based loosely on Neve/BBC designs,” he says.
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Then, as now, the engineer captured drums with a mostly close-miking
scheme: an AKG D25 on kick, an AKG 451 on snare, Neurnann U87s on toms,
and either U87s or AKG 414s as overheads. Bottom heads on toms and front
skin on kick were removed. “On hi-hat, 1 used to use Beyer 201s, which 1 still
do. It’s a nice, very flat dynamic microphone that takes huge amounts of level,
so it’s perfect for things like hi-hat so you don't get that awful breakup up at
the top end.”

Bentley’s bass was taken direct, into the line amp in the board, with some
UREI LA-4 compression. “In the mix, 1 would then also use 1176 on bass and
guitars,” Bechirian notes.

The band recorded all in the room
together. Guitar cabinets were miked
with a combination of Shure SMs7s and
Coles ribbon mics, into a Valley People
Gain Brain, with the ribbons placed a
little farther away: “Not so far as to cause
phase problems, but just to give a little
more space.”

On lead vocals, he used Neumann U47
FETs into Audio & Design F760 compres-
sors, and backing singers, U87s or 67s in
omni, again into Audio & Design or UREI

* PRO TOOLS
* REASON

front of me, and usually all the effects were brought back to the monitoring
panel so | could reach right in front to switch reverbs or pan things. You could
be quite self-contained.

“I remember | rode the vocals from beginning to end live. 1 switched reverbs
live. 1 think Elvis switched reverbs on and off for me on the drum kit live. 1t was
that kind of a thing—all hands on deck—but most of the mix was pretty much
left alone. It’s the dynamic you hear in the studio from the performance.”

Ultimately, “Tempted,” the track that almost wasn't, became one of
Squeeze's best-loved songs, rising to Number 8 on Billboard’s Mainstream Rock
chart and to 49 on the Hot 100.

DIGITAL MEDIA ARTS
PROGRAM at Touro College
HANDS-ON TRAINING:

compressors. “And then there were all the
wild mics that I used to throw up around
the room. | used to place these little
cheap home-hobbyist Sony microphones
that were designed for Dictaphones and
things like that, and then I'd put them

* ABLETON LIVE
* RECORDING

* MIXING

e MIDI & MORE

into compressors like Gain Brains to cre-
ate crazy ambient sounds. | also used
PZMs a lot; 1 used to have those on the
floor around the drums sometimes.”

Bechirian says he took most of the
electronic keyboards with Dls, but the
Hammond B3 that Carrack plays on
“Tempted” went through a Leslie, with
two AKG 451s for the high end and a Ug7
for the bass.

Playback in the control room was via
Eden’s then-new JBL 4350 mains, which
Bechirian says were “the loudest things
I'd ever heard in my life at that time.
They were insane, but they were bril-
liant. 1 used to always EQ and mix on the
JBLs, and then reference the balance on
Auratones.”

When it came time to mix, “Tempted”
came together very quickly. “l remember
being very excited about it and really
wanting to get it finished,” Bechirian says.
“This was obviously all manual—no com-
puters—but the board was quite small
so you could reach from one end to the
other. Sitting in the middle, | could reach
all 28 faders; the monitor section was in

NYSCA
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> Probably the best preamp and EQ circuits in our 40+ year history
> 24 mic/line + 2 dual stereo inputs
X : > 2 valve mic/line/instrument preamps
35 _: e ! > 6 auxes, 4 subgroups, main stereo + mono bus
X mz::'::‘:kt’rde's > 100mm motorized faders
> Choice of analogue or Firewire/ADAT interface modules

Summing Mixer Hand inferfaG] ith DAW
DAW Interface > Hands-on interfacing wit S

DAW Controller
Monitoring Router

m.mm&s) For more information email or call: AI-I-EN H EATH

A division of Jam Industries Ltd info@xallen-heath-usa.com | 800.431.2609 WORLD CLASS MIXING
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AVENGED SEVENFOLD

Thumping System Brings Hard Rock to Arenas

By Sarah Benzuly

f you thought that true hard metal was |

slowly ebbing away with the onslaught
of radio-friendly rock/pop, you need only
artend an Avenged Sevenfold (A7X) show.
Once the first guitar riff blasts through the PA,,
you'll find yourself raising the devil horns and
thanking the guitar gods. You should also shout a
raucous ‘rawk” to front-of-house engineer Dave

Nicholls and monitor engineer Bruce Danz, who
deftly translate the band’s hard-rocking latest
release, Nightmare, to arenas around the world,
including the San )ose, Calif., gig at HP Pavilion,
where Mix caught up with the act.

Nicholls and Danz are no strangers to the
hard-rocking world, as Nicholls previously mixed
Slipknot and Danz worked with Marilyn Manson.
Both agree that this type of music informs their
mix, primarily focusing on gain. “It’s all in the gain
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By SarahBenzuly 28

ALL ACCESS: MESHELL
NDEGEOCELLOBy Steve Jennings 30

structure,” confirms Nicholls. “Get that right, and
it'll pretty much mix itself. I learned how to mix the
songs by emphasizing the ‘big bits! And more than
anything the knobs say, listen.”

Rat Sound is providing all gear for this tour,
including Nicholls’ Midas Pro 6 FOH console (with
Rapide controller, which provides up to 36 KT
graphic EQs; all effects are onboard except an XTA
D2 dynamic EQ and a Waves Maxx Bass BCL) and
Danz's Yamaha PMs5D RH, using all onboard effects
except for an external word clock on the console to
clock it at g6k. “Doing [the clecking] just seems to
warm up the sound a bit and free up the console
processing to deal with audio faster,” says Danz.

According to Nicholls, Rat Sound has a long-
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> Avenged Sevenfold

standing relationship with the band, and
Nicholls, too, has been using the
sound company'’s services for pre-
vious tours such as Slipknot and
Stone Sour. “On various tours,

Front-of-house 4'”}_,'!'-

neer Dave Nieholls

(left) and mamitor

engineer BruceDanz

at the Midas Pro 6

: FOH board.

; The L-Acous-

WRrtes V-DOSC rig
days, wireless frequencies can be tough, but in
general we have not had too many
issues. We use about 12 different

frequencies in monitor world with
the in-ears and wireless mics, and

they always provide what 1 ask S (O rlpE another 12 for the backline guys
for and even go beyond the call FOHR;:;::;?DEM and their guitar rigs, which isn't
to find certain equipment that is Nicholls a whole lot of RF, but some days,
not so readily available,” Nicholis Monitor Engineer: depending on the area, can be
says. “So | was more than happy Bruce Danz tricky. Our industry really needs
to use Rat’s K1 system with the S LB to get together and lobby for some
mind-numbing SB28 subs.” The DOSC. K1, Kara bandwidth dedicated for our spe-
full P.A. complement included FSZ?;:;’: cific use, but that’s a whole differ-
12 V-DOSC Kis per side, six Kara Munik::' Console: ent discussion.”

downfills per side, 12 V-DOSC Yamaha PMsD RH The majority of mics onstage

per side for side hangs, 12 SB28s
subs per side and eight additional
Karas for front-fills.

While it may be thumping in the arena,
onstage, things are a bit quieter, as the band is
on in-ears (Shure PSMgoo IEM systems with
JH Audio JHi16s ear monitors), and iso cabs for
the guitars and bass are off-stage. “The only
mics onstage are the vocals and the drum kit,
which is truly an engineer’s dream gig to mix
at both ends of the snake,” Danz says. “These

more online 0|

are Audix D Series, which were

new to Nicholls but he loves the

sound of them placed on snare and
toms, a D6 and 91 in the kick drum. Additional
mics include AT4033s for the two hi-hats, a
4041 for ride and AT4040s for the overheads.
“Guitars, as always for me, are 4050s,” Nicholls
says. “Bruce was already using a 4050 plus a 57
as requested by their previous engineer. We
both agreed instantly to change the 57 to a
4050, which gave us far better control of the
low frequencies in the guitar tones. We also had
some iso cabinets built to make sure we kept the
ambient noise off the guitar mics.”

All in all, the engineers are enthusiastic
about working with the band and look for-
ward to more touring gigs with them. “It’s nice
to see a band bring a big arena rock show to
the fans,” says Danz. “They take me back to
my youth in some ways and remind me of my
faves like Kiss, Iron Maiden and Judas Priest.”

26 Mix
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PUBLIC BETA:
JBL HIQNET

JBLs’ sound reinforcement system-design software
is now available to users as a public beta version.
The user interface facilitates the design of tour-
ing and live performance venue SR systems. It is
fully integrated with JBLs Line Array Calculator 11
loudspeaker configuration and acoustic modeling
software. The public beta version of Performance
Manager is available at hignet.harmanpro.com; the
beta version is functional though users will need to
apply for a license key to go online and access cer-
tain system devices. An in-depth series of training
videos can be viewed at hignet.harmanpro.com/
training. The full version of ]BL HiQnet Perfor-
mance Manager will be available in early 2012 at an
SRP of $399.

How it works: The user begins by loading tem-
plates of the speaker arrays used in the system, and
then runs Line Array Calculator 11 for each array to
determine how many and which type of loudspeak-
ers are required to cover a given venue. For each
array, Performance Manager automatically loads
the passive VerTec or powered VerTec DrivePack
DPDA line array configuration into the main appli-
cation workspace. Loudspeakers can also be manu-
ally loaded into the templates if desired.

Once the user defines the required amplifier
parameters for the passive loudspeakers within
the arrays, Performance Manager loads the cor-
rect number of Crown Audio VRACK or other
user-determined amplifier racks into the audio
system. The software then associates the ampli-
fier outputs with the bandpass crossover inputs
for the selected array and programs the amplifiers
with the correct |BL preset data, as well as gain
shading and )BL Line Array Control Panel equal-
ization parameters that are determined in JBL's
Line Array Calculator 1. Representations of the
bandpass inputs for each loudspeaker section are
overlaid onto the arrays.

In addition, the Performance Manager graphi-
cal interface provides embedded control panels for
array calibration, time alignment and system EQ,
which use input section digital signal-processing
resources available in either Crown 1-Tech HD
power amplifiers or ]BL DrivePack-powered loud-
speakers with DPDA digital audio input modules.

Once system tuning is complete, Performance
Manager’s Show Mode display is optimized for the
live performance, offering appropriate adjustment
control ballistics for equalization and dedicated
monitoring interfaces for levels, speaker loads,
thermal conditions and AC power requirements.
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“ was suspect at first, but
after a few minutes with
the Recoils | realized
how much difference
they made. They work.
~ Al Schmitt

{Barbra Streisand, Ray
Charles, Quincy Jones
Madonna)

“With the Recodls | immediately
noliced improvements in low
end clarity - to the point that |
no fonger needed a sub.
Incredibly. high frequency
detad and image localization
also improved.

~ Chuck Ainlay

{Dire Strats, Vince Gill Lyle
Lovet, Sheryl Crow, Dode Chicks)

"The Recoil Stabilizers are
great! A huge difference from
regular foam pads. They
sound more stationary and
connected. I'm quite happy
with them.

~ Elliot Scheiner
(Steely Dan, Fleetwood Mac,
Sting. The Eagles, Queen, REM)

"My nearfields sound better
on the Recoil Stabilizers. It's
agreal product.

~ Danief Lanois

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

“With Recoils, when |
listen to my recordings
elsewhere, the results
are more like what | hear
when | record.”

~ Ed Cherney

{The Rolling Stones
Bonnie Raitt, Jackson

‘ Browne, Eric Clapton)

&

"With Recoils the low-end is
more defined and | hear
fundamentals that | never
thought were there. Recoils
brought new life to my
nearfields—they have
never sounded so good!”

~ Bil VornDick

(Bela Fleck, Alison Krauss)

“it really is amazing what a
simpie littie thing like the
Recoil Stabilizers can doto a
system. Suddenly everything
got clearer, punchier and
mare Solid.

~ Frank Filipetti

(James Taylor, Foreigner,
i The Bangles, Elton John)

“The Recoils cleared up a
cloudiness in the bass and
mid bass that I had been
battling in my studio. This is
an affordable and very
effective problem solving
product. | love these things®

~ Ross Hogarth

(Ziagy Marley, Melissa
Etheridge, Keb' Mo’ Jewel)

I immediately noliced a
huge improvement in the
spaciousness of the sound
field in my mixes. | love my &
Recoils... from now on, I'm &

S 0! going to do a mix

3

without them!!f'

<4 ~Bruce Swedien

{Quincy Jones, Michael
Jackson, Jennifer Lopez,
Sir Paul McCartney)

If Newton was an
audio engineer, he
would use Recoils!

You’ve bought your new monitors, you put them on your desk and
start to mix. However when you listen in your car or on other systems
you notice that your mixes are not translating well - they don’t sound
the same as they did in your studio. Why?

Newton's third law of motion states “Every action is accompanied by a
reaction of equal magnitude in the opposite direction.”

Your loudspeaker works like a piston, constantly pushing and pulling air
as the cone is thrust back and forth. The same energy that pushes
against the air also vibrates into the desk, causing resonance.This ‘comb
filtering’ effect makes it difficult to mix as it amplifies some frequencies
and cancels out others.

Some would say “just isolate the loudspeaker from the desk with a foam
pad” but by doing so, you introduce a new problem—your speaker is
now swaying back and forth unhindered on the foam, just as
Newton said it would. Energy that could be producing a crisp

kick or accurate bass is dissipated into the foam and is lost.

Thin, high friction solid rubber pad —._
cemented to the platform, securely )
connects the speaker with minimal
vibrational loss.

Massive 1/4” laser cut steel plate, -
precisely radiused to create an
extremely rigid, non-resonant platform
for optimal speaker performance.

Open-cell foam pad decouples the =~
speaker platform from the desk to
eliminate resonance that causes
frequency cancellation.

Enter the Recoil Stabilizer™, a revolutionary device that

at once isolates the loudspeaker and adds a massive
platform that stabilizes the loudspeaker. At first listen, you will
hear the bass tighten up and reach down by as much as
an octave. As you listen closer, the mid range will
solidify and the top end detail will reveal itself.
Simply put, the phase shift and cancellation
that have caused inconsistencies in your
mixes are eliminated and you can finally hear
what your speakers were designed to do.

The Recoil Stabilizer*...
Newton knew it all along!

e
S

*Patent pending

There are twelve different
Recoil Stabilizers, each
calibrated to precisely
fit your monitors and
mixing environment.

) PRIMACOUSTIC

... take control of your room!”

A division of Radial Engineering Ltd. - 1583 Kebet Way, Port Coquitlam BC V3C 5MS
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> News and Notes

YAMAHA, NEXO RIGHT
FOR VAUDEVILLE STAGE

Listed on both the National and State Registers of Historic Places, The Union County
Performing Arts Center, housed in the restored Rahway (N.J.) Theater, got a system
overhaul thanks to Audio Incorporated. Having a longstanding relationship with the
theater, Audio Incorporated VP/owner Mike Sinclair suggested installinga NEXO GEO
S8 system, Yamaha Installation Series speakers and a Yamaha M7CL-48ES.

The vaudeville house’s NEXO rig comprises seven GEO S805s and two GEO S830s
per side, and two CD12 subs. “We added a Yamaha 1S1218 per side on the stage to add
a little more thump from 35 to 100 Hz to the floor of the auditorium,” says Sinclair.
“And we added a Yamaha 1F3115/95 speaker for use as a center-channel speaker for the
movie screen.” NEXO NX4x4 amps power all of the NEXO speakers, and Yamaha XP
Series amplifiers power the Yamaha speakers.

FLEET FOXES FRONT-OF-HOUSE ENGINEER JARED HANKINS

On the Super Reverb [ampl], 1 position the [Royer R-121 ribbon] microphone roughly 35 inches from the cloth.
With the Vibrolux, the R-121 is a bit closer—right about 2 inches from the cloth. In each case, the mics are 2 inches
from dead-center of the loudspeaker. With our setup, the amps are essentially all lined in a row, so the nulls help
isolate the amps from one another. Because of the nulls on the left and right sides, | get very little bleed, so the
guitar signal is very clean. Every time | put up a Royer mic, I get positive results. [ remember at one stop, we only
had one of the Royers so we had to use something else and, during that time, the one guitarist was heckling the
other because he still had the Royer mic on his amp. The guys in the band are very happy with their sound through
the Royers. Whether in the studio or out on tour, I've always had great results with my Royer ribbons, and the musicians I've

worked with always seem to have a positive response, as well.

MUST READ

Hal Leonard Books' second edition
of The Ultimate Live Sound Operator’s
Handbook ($39.99, halleonardbooks.
com) by Bill Gibson features new text,
photos, illustrations and video examples.
The book breaks down all aspects of live
sound into practices and principles—
from planning and budgeting to mixing
and recording the live show. Also in-
cluded are a DVD and online content to
further enhance the material covered in
the book.

Live Sound

Operator's Handbook

o
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Photo: Getty Images

Artists honored (pictured with host Rob Lowe)
were (back row, from left) Jason Aldean, Charles
Kelley of Lady Antebellum, Brad Paisley and Dave
Haywood of Lady Antebellum. Front row, from
left: Taylor Swift, Kenny Chesney and Hillary
Scott Lady of Antebellum.

CMT TAPS CLAIR FOR
SPECIAL CEREMONY

Clair Global brought two new products—a custom-built
portable RF mic podium and the CF 1090 Fractal Antenna—
to this year’s Country Music Television (CMT) Artists of the
Year show, featuring performances by the five honorees:
Taylor Swift, Jason Aldean, Lady Antebellum, Brad Paisley
and Kenny Chesney. Wireless First, a Clair Global company,
provided live SR and broadcast sound. The RF mic podium
is two high-end Schoeps condensers at the top of the stand,
with their cables running internally to a base that conceals
battery power and a wireless transmitter. For this gig, Clair
Global crew chief and production A1 Monty Curry used the
hypercardioid microphone when only one speaker was ad-
dressing the mic and the cardioid mic otherwise.

Presenters used Sennheiser 5200 Series handheld and
bodypack transmitters (some with Neumann KK 105 cap-
sules). Monitor engineer Jason Spence sent his mixes to
the performers using a dozen stereo Sennheiser Gz Series
wireless personal monitors delivered to the receivers using

a pair of Clair Global's CF 1090 Fractal Antenna. House P.A. was Clair Global's i3 array. The modular Clair StakRak
houses three Lab.gruppen PLM Series amplifiers and a Dolby Lake signal processor. Control and audio passes on
Cat-5 cable (along with other standard formats). Additional crew included Rick Schimer, FOH; Josh Macinerny,
managing RF; and Paul Cervanansky, chief system engineer.
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8:30 AM - 12:30 PM
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Like you, the K10 and all our K Family loudspeakers work hard for a living. And like you, their job
sund 19 is to provide quality sound when and where it's needed. Whether for bartenders, bands, or brides,
unday no other loudspeaker line offers the performance, flexibility, and reliability of the House of K. Bring

some home to your house today.
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Meshell Ndegeocello is currently out in
support of her latest. Weather. Mix caught
up with the one-man sound crew at San
Francisco’s Great American A lusic Hall.

Photos and Text
by Steve Jennings

Front-of-house engineer/tour manager Jesse Honig is relying on
house-provided gear, though he is carrying Ndegcocello’s vocal mic
{an Electro-Voice RE16), a mono mic for the drums (MXL R44) and
a few other “just-in-case” items. At the Great American Music Hall
show, he mixed on the house’s Avid Profile, which controls an Avid
Mix Rack console system. “We also see a lot of Yamaha digital desks,”
he says. “I like them and find the learning curve good, but many of
them need several moves to do things that seem natural to me on an
analog desk. The only thing 1 find better in a digital desk is compressor
instances. | don’t squeeze anything too much, but I like to compress
just about every channel and the mix bus. During the show, I'm mak-
ing small moves constantly: little mix rides, little compressor tweaks. |
don’t use fancy effects, just a simple reverb and a mono delay. I'll close
the mix bus compressor a bit, and drive the reverb with a bit of its own
output. It thickens the whole mix, and when we pull back from the
thick moment, I'll dry out the mix and pull the master fader back, and
you can feel the whole room zero-in on that moment.”

Meshell’s bass amp is a
Fender Twin driving a 4x10
Ampeg bass cabinet. Honig
use a 421 mic about eight to
18 inches away. “] tweak out
the distance during sound-
check based on how much
high-mid drive | want to hit
the house,” he says. “Also,
some mic pre's are faster
than others and can trans-
late the punch at a greater
distance, where the low-
end tone will be better.”




For drums, Honig specifies an Electro-Voice RE-20 for kick,
but will use an AKG D2 if the RE-20 is not available; he
places that mic about foot to a foot-and-a-half away. “I
believe in impressionistic sonics,” he says. “This requires
really :alking to the artist, figuring out which moments
should be very clear and which moments need to be hazy. Sometimes the drums need to be present but subdued.
Deantoni plays it that way, but standard close miking doesn’t seem to capture it to my ears. | put that [MXL
R44] mono mic right in Deantoni's way, but he plays around it. It sits just above his right knee. It’s verv rugged
for a ribbon. | use the figure-8 pattern to tweak the balance; I try to get the ride cymbal and the rack tom in the
darkest part of the pattern while keeping the snare and kick in the bright part.

Keyboardist Jebin
Bruno carries a small
MIDI keyboard and
rents an  88-key
weighted control-
ler and a Wurlitzer
200A. Also in his
rack is a laptop full of samples
he’s made of various synthesiz-
ers. Jebin uses a Fender Dcluxe
Reverb (miked with a Sennheiser
421) for his Wurlitzer, and he has
a few effects he puts between
them. The key bass is DI'd, but
Honig sends it to an SVT stack
for the stage volume.

According to Honig, guitarist Chris Bruce gets

an amazing amount of depth out of his amp,
so he'll often use an omni mic, like a 635a or
D160. “They seem to capture all of the subtle-
ties of his sound the best, and | always like the
reduced proximity effect of omnis,” Honig says.
“That way, | can get some richness out of the
guitar amp without getting too much woof or
exaggerated low end. He almost always uses
a Fender Deluxe Reverb.” Bruce sings into a
Sennheiser 441. “Since Chris is on the far end of
the stage,” Honig adds, “his vocal is most sus-
ceptible to adding drum wash to the mix when |
push it so the hyper pattern is important.”

speaker processors and powered by Lab Gruppen amplifiers.”

stage volume, make sure there’s enough vocal, and that’s basically it.”

The venue’s P.A. system is twin arrays of L-Acoustics KUDOS (five per side) hanging above two stacks of single SB118
dual 18-inch subs. According to house engineer Ted Hatsushi, “Two coaxial 115XT HiQ boxes have been installed to supply
improved coverage to the side balcony seating areas, with an additional pair of non-HiQ 115X Ts addressing the rear balcony.
A pair of 112 P monitors are on top of subs for front-fill coverage. The entire FOH system is controlled by a pair of Lake

At monitors is Tyler Stone, who mixes on a Yamaha M7CL digital board. Monitoring is via McCauley SM9gs-2 powered
by Crest 8002 amps. The drum fill, a JBL Array Serics 4892 on top of a single-18 |BL sub, is powered by a pair of Crest 7001
amps. Of the monitor mix, Honig says, “We always start with very little in the wedges, just the vocals and the DI sources at
low volumes. They'll balance the amp sounds to the drums’ stage volume, add some more of the DI keys to balance with the
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NEW WEBCAST NOW ON DEMAND: WIRELESS THEATER: OPTIMIZING SYSTEMS FOR VOCAL CLARITY // VISIT MIXONLINE.COM/WEBCASTS FOR DETAILS

OSCAR SOUND 2012

10 For Your Consideration

Many, many great-sounding films but only two statues will be handed out on February
26 at the Academy Awards for Best Sound and Best Sound Editing? Here we present 10
of-the best-sounding films released in 2011. This is only our opinion; feel free to send us a
list of your favorite tracks from the past year by emailing mixeditorial@mixonline.com.

CARS 2

Disney/Pixar

Re-Recording Mixers: Tom Myers, Michael Semanick
Supervising Sound Editors: Myers, Michael Silvers

Original Dialog Mixers: Vince Caro, Doc Kane,
Noah Katz

Music: Michael Giacchino

Re-Recording Facility: Skywalker Sound

Note: The genius of Pixar sound jobs is that they
feel so real. Like live-action movies. Think of Cars
2 as a Bond film, or Bourne, but with Pacers and
Gremlins and Aston-Martins. And a tow truck with
personality. Lots of authenticity from the original
recordings, from accels to steadies to tire screeches
and exhaust.

DRIVE

Film District

Re-Recording Mixers: Robert Fernandez, Dave Pa-
terson

Supervising Sound Editor: Lon Bender, Victor Ray
Ennis

Production Sound: Robert Eber

Music: Cliff Martinez

Re-Recording Facility: Sound One

Note: The movie is called Drive, with a character
they call Driver, so audiences will notice the car
chases. And they're good. But as supervising sound
editor Lon Bender says in a SoundWorksCollec-
tion.com video, yes, it’s an action film, but it's the
quiet moments that grab you, the realism of the
environments. At a certain point, the car accel-
erations fall away and you go inside Driver's head.
Great job.
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THE GIRL WITH THE DRAGON TATTOO
Columbia/MGM

Re-Recording Mixers: Ren Klyce, David Parker, Mi-
chael Semanick

Supervising Sound Editor: Ren Klyce

Production Sound: Mark Weingarten

Music: Trent Reznor, Atticus Ross

Re-Recording Facility: Skywalker Sound

Note: Trent Reznor and Atticus Ross get a lot of
“sound” attention, and rightfully so. They nabbed an
Oscar for The Social Network, director David Finch-
er’s previous film, and the Score for Dragon Tattoo
is excellent, with an analog synth-based sound. Not
to mention the opener with a re-do of “Immigrant
Song.” But Ren Klyce is the quiet genius behind the
Fincher sound. Go back and listen to Sezen or Fight
Club. Amazing tracks. So is this one.

HARRY POTTER AND THE DEATHLY HALLOWS,
PART 2

Warner Bros.

Re-Recording Mixers: Stuart Hilliker, Mike Dow-
son, Adam Scrivener

Supervising Sound Editor: James Mather

Sound Designer: Dominic Gibbs, Michael Fentum
Production Sound: Stuart Wilson

Music: Alexandre Desplat

Re-Recording Facility: De Lane Lea

Note: What a run! And now it’s over. Usually there
are constraints in franchise films; the Star Trek
doors, for instance, need to sound like Star Trek
doors. Potter has its share of signature sounds, for
sure, but each film had its own character, constantly
feeling fresh as the leads grew up. Plus, who doesn’t
love to create effects for an epic battle of good vs.
evil> Kudos to the team at De Lane Lea in London
for making Harry, Hermione and Ron, Voldemort,
Snape and the Malfoys, Quidditch, Hogwarts and
Azkaban so fantastical and real over the past decade.

J.EDGAR

Warner Bros.

Re-Recording Mixers: John Reitz, Gregg Rudloff
Supervising Sound Editor: Alan Robert Murray,
Bub Asman




Production Sound: Jose Antonio Garcia

Music: Clint Eastwood

Re-Recording Facility: Warner Bros.

Note: Clint Eastwood has good taste, and he knows
sound. His director’s hand is light, his piano jazz in-
timate. The real strength of /. Edgar is in the evolu-
tion of the tracks, moving through distinct periods
of American history. Subtle changes in ambience
and backgrounds that take us through the mid-20th
century. Everything is so real. A stellar editorial/mix
crew.

MISSION: IMPOSSIBLE—GHOST PROTOCOL
Paramount Pictures

Re-Recording Mixers: Andy Nelson, Gary Rydstrom
Supervising Sound Editor: Richard Hymns

Sound Designer: Gary Rydstrom

Production Sound: Michael McGee

Music: Michael Giacchino

Re-Recording Facility: Fox Studios

Note: Bond, Bourne, Ethan Hunt...they are mem-
bers in the very small club of pulse-pounding action-
thriller leads, with puriches and rapid breathing and
explosions and gadgets and vehicles. But when you
go back and listen a second time, you begin to no-
tice the quieter moments, the spaces that make the
bombast possible. A Gary Rydstrom trademark. And
you gotta love composer Michael Giacchino’s take
on that iconic Lalo Schifrin theme.

RISE OF THE PLANET OF APES
Twentieth-Century Fox

Re-Recording Mixers: Ron Bartlett, Doug Hemphill
Supervising Sound Editor: Chuck Michael, John A.
Larsen

Sound Designer: Chuck Michael

Production Sound: David Husby

Music: Patrick Doyle

Re-Recording Facility: Fox Studios

Note: There’s action, there’s battles and there’s defi-
nitely a thrill ride, but the real strength of the track is
the interplay between human and animalistic vocal-
izations embodied in the apes. The team spent three
days at Chimphaven, capturing screams, grunts,
breathing and feeding, about ¢ to 12 hours in total,
then combined those with the vocals of Caesar actor
Andy Serkis for the interplay. Listen to the transfor-
mation, sometimes within the same scenes.

SUPER 8

Paramount Pictures

Re-Recording Mixers: Anna Behlmer, Andy Nelson,
Tom Johnson

Supervising Sound Editor: Matthew Wood

Sound Designer: Ben Burtt

33 mix

Production Sound: Mark Ulano

Music: Michael Giacchino

Re-Recording Facility: Fox Studios

Note: There was a whole ot of talk about the train
wreck when the film came out, but this is Ben Burtt
for goodness sake, so there is emotion built into the
metal screeches as well as the creature voicing, Lis-
ten to the quiet before the bigness, and try to figure
out how the team was able to, in the train crash se-
quence, use no overlapping sounds—each element
had its own beginning and end.

TRANSFORMERS: DARK OF THE MOON
Paramount Pictures

Re-Recording Mixers: Greg P. Russell, Jeffrey ). Ha-
boush, Gary Summers

Supervising Sound Editor: Erik Aadahl, Ethan Van
der Ryn

Production Sound: Peter |. Devlin

Music: Steve Jablonsky

Re-Recording Facility: Sony Pictures Studios

Note: Michael Bay does not make small films, and
this represents his first foray into 7.1. He used it.
Lots of original recording, with weapons, rocket
launches at Vandenberg Air Force Base and dry-ice-
on-metal wild Foley. Greg Russell has mixed some
of the biggest films in the history of cinema, and he
says this was the biggest. Powerful and huge, but
with clarity. You have to give the audience a chance
to rest, and these guys know it.

WAR HORSE

Dreamnworks SKG

Re-Recording Mixers: Tom Johnson, Gary Ryd-
strom, Andy Nelson

Supervising Sound Editor: Richard Hymns, Gary
Rydstrom

Sound Designer: Gary Rydstrom

Production Sound: Stuart Wilson

Music: John Williams

Re-Recording Facility: Fox Studios, Skywalker
Sound

Note: Epic Spielberg drama with Gary Rydstrom
leading the sound team and a quintessential John
Williams score. Jurassic Park, Saving Private Ryan...
Oscar loves the combination. Plus it's a period
piece, and despite the War in the title, the violence
is downplayed in favor of family fare. The sound
is about character, giving the horse, Joey, a real
voice. Listen to the backgrounds, from England,
the French countryside, and inside the trenches in
Germany. Not to mention the hard effects of period
artillery-bys and weaponry. lconic sounds, less real-
istic or documentary-style. It works. Nature meets
technology in 7.1.
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RADICAL
RECORDING

Sometimes a Lo-Fi Approach Can Make All the Difference

By Gino Robair

usicians and engineers are al-

ways on the prowl for unique

timbres that will help make a

track distinctive. While there’s
no shartage of unusual plug-ins and stomp boxes
to work with (or spend money on), you can of-
ten get just as much creative mileage pushing the
gear you already own—particularly the low-bud-
get stuff—a little harder.

When | ask engineers about their favorite off-
the-wall recording techniques, the most popular
ones involve low fidelity. “It all comes from want-
ing to hear band-limited versions of the source
that make it more focused on a certain frequency
range,” notes Eli Crews, whose credits include
projects with Tune-Yards, Deerhoof and Beulah.
“It can be used to get your attention, or to sit in
the mix a different way, or to bring something
else out that you wouldn’t get if you just heard
the souree at full resolution.”

MYSTERY MIC
A popular technique begins with one or more
mics set up in unusual places to capture an in-

34

teresting mix of the action. The engineers 1 know
typically use low-quality mics for this task, often
with a heavy dose of colorful compression, hop-

“I call it my trash mic.
| want it to give me
another picture of the
drum set that we might
mix in quietly.”

—Eli Crews

ing that the impaired fidelity will yield a uniquely
useful tone color.

Crews usually adds at least one oddball room
mic whenever he tracks drums. “I call it my trash
mic,” he says. “1 want it to give me another pic-
ture of the drum set that we might mix in quietly,

mixonline.com

or for a section where the song collapses down to
this one crappy mic.”

San Francisco Bay Area-based engineer Matt
Boudreau—who has worked with Thomas Dolby,
Tori Amos and Ziggy Marley—is also prone to
sneaking a low-fi room mic into a session. “Once
I have all of my mics set up and all of my bases
covered,” he explains, “l like throwing out what
! call mystery mics. ‘What’s this mic going to
sound like?’ It’s the one chance to experiment
while keeping the session flowing and not getting
everybody caught up in whatever experiment 1
want to try. But when those experiments work,
everybody jumps on board and loves it.”

Both engineers are just as likely to put the
mystery/trash mic in some sort of resonant con-
tainer, which then becomes an acoustic filtering
device. “I'll often drop a mic into something like a
concrete-forming tube or a conga turned upside
down,” says Boudreau. “Each container has a
resonant set of frequencies that are imparted to
the recording. This effect might not work if the
tone of the container conflicts with the key of the
song, though it can still be very interesting. It can
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be used as the primary drum sound, blended in,
used as a special effect or featured at some point
in the song.”

When | asked him for his preferred mic choice
in this situation, Boudreau says he has had the
best luck with an omnidirectional dynamic—the
Electro-Voice PLs, which is electrically similar to
a popular new-gathering staple, the E-V 63s5a. “1
have two of those mics,” he explains. “Sometimes
I'll use one as a mono room mic and dunk the
other into a conga or some container. They have
this wonderful character to them, and they're
built like a tank so they can take a beating.
Because they're omni, when you put them in a
tube, you don’t get a build up of the proximity
effect. On the other hand, using a cardioid con-
denser within a tube and getting proximity effect
buildup can also be musically useful.”

Sometimes the mono room mic alone, with
extreme amounts of dynamics processing, will
yield a surprising amount of natural reverb.
“Depending on the room the drums are in, it’s as
if you've added reverb simply because the signal
is so ridiculously compressed,” says Boudreau. “It
sounds natural and smooth, in part because of
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the nature of the dynamic mic and the fact that
it’s rolling off a lot of the top end.” The frequency
response of the PL 5 tops out at 13 kHz.
“Another mic | might use is a Shure CB,” he
continues. “It transitioned from being a mic that
would get placed in a resonant container to a mic

phone, and then mike that,” he says. “It’s remi-
niscent of re-amping, but through an acoustic
object that really changes the sound.

“Some sort of filtering happens whenever you
run tracks back out into the world through an
amp that is miked,” Crews continues. “There are

“Sometimes I'll use one [mic] as a mono room mic
and dunk the other into a conga or some container.
Because they're omni, when you put them in a tube,
you don't get a build up of the proximity effect.”

that I hang next to the drummer to get the ste-
reotypical AM-radio sound on the drums—but at
the source. Again, it’s another track that we can
blend in or use as an effect.”

Crews occasionally takes his acoustic filtering
even further. “I might take the vocal and run it
through an earbud that’s placed inside a sousa-

—Matt Boudreau

three things that can happen: a change in tonal
quality, an addition of distortion or harmonics,
or the addition of ambience, whether it’s from
the room or an amp’s built-in reverb.

“Generally 1 do this this kind of processing
during the mix, if it’s practical. Otherwise, I'll
put it on its own track so | have the capability of
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adding it in a parallel way to add character, grit
or space.”

SYMPATHETIC RESONANCE

Bands usually have a lot of guitars sitting around
the studio, so why not put them to work? This
technique involves using their strings as sympa-
thetic resonators, and it works best when the in-
struments are in an open tuning in the key of the
song. “1 have heard of using an acoustic guitar for
that,” notes Boudreau. “If we do that with drums,
they can overwhelm the mic, and the ratio be-
tween drums and string resonance can be at an
unacceptable level. It’s easier to use contact mics
on the body of an acoustic guitar, or perhaps take
a direct sound off of electric guitars.”

Similarly, the strings of a piano will resonate
sympathetically with whatever you're recording
if you mike the instrument with the lid open and
the sustain pedal held down. Sometimes engi-
neers will lay a small amp inside the piano itself
to excite the strings directly.

If you're looking for more of a plate-reverb
tonality, put a large gong, tam tam or cymbal
near the action and add a contact mic to the
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surface. The convolution-like result will impart
the glassy sheen of the vibrating surface onto the
timbre of the instruments playing in the room.

DICTAPHONE AS NON-LINEAR PROCESSOR
A similar concept to using acoustic filters or cheap
microphones is to employ a mono, handheld tape

“I would pull the tape
through the recorder with
my hands, which allowed
me to radically alter the
speed.”

—Ron Anderson

recorder, says Crews. “These devices usually have
an onboard mic with a limiter to protect the tape
if things are coming in too loud. As a result, you
get this crazy, extra compression on the track. It’s

4 D

hard to get that sound any other way, and the re-
corder provides an all-in-one device.”

In this case, he doesn’t use tape as the non-
linear processor, but the recorder itself. “You can
get cool things if you record to cassette on it,”
Crews adds. “But then you have to load that into
your DAW and sync it up in the song. And it’s
unlikely to be in time because of the tape speed. 1
generally put the unit in Record mode and run a
line from the headphone output, so I'm basically
using it as a microphone and a preamp. I'll use this
with a clean, hi-fi sound. For example, about half
of the songs on the new Tune-Yards album, Who
Kill (4AD), was done with a handheld tape recorder
and a Blue Bottle mic, so I'd have a hi-fi, very
modern sound that I can either blend in or choose
for different parts of the song. For the other half,
we used the tape recorder and an RCA 77 to get
a rounder, vintage-ribbon sound. Her previous
record was recorded entirely with a Dictaphone!”

TAPE MACHINATIONS

While tape has become au courant for those who
seek ballsy drum sounds, it also provides a means
for extreme hands-on audio manipulation. Gui-
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tarist/engineer Ron Anderson, whose credits in-
clude work with John Zorn and Marc Ribot, has
explored the effects that result from abusing the
medium. “What | like about tape is the physicality
of it— actually touching it with your hands,” An-
derson explains. “l was purposefully into lo-fi, us-
ing Y2-inch 8-track tape mostly. Instead of making
loops, 1 would pull the tape through the recorder
with my hands, which allowed me to radically al-
ter the speed. With the tape tension set correctly,
1 could shake my hand, while speeding up or slow-
ing down as | pulled.” This technique often yielded
organic-sounding, arrhythmic effects.

To find inspiration, Anderson also explored
chance elements. “I would cut sections of unused
outtakes into small sections, throw them into
a shoe box and reassemble
them at random.” He used
this technique to devel-
op rhythm tracks from

which he could build songs ”Initia“y, | tried pour-
ing beer or coffee on
the tapes, but usually
those results weren't
the mouse over the compo- (S interesting to me.”
—Ron Anderson

through subsequent over-
dubs. Later, he extended the
idea into the digital realm.
“I translated the approach
to the computer by scraping

sition 1 wanted to edit and
dropping edit points ran-
domly, as quickly as possi-
ble,” Anderson says. “When
1 get 6o or 70 edits, | group
them together, find the ones I like, maybe make a
loop of those, and then create another batch the
same way. | do this across 16 to 20 different tracks,
using the parts that 1 find interesting. As the pro-
cess continues, I become more and more selective.
What | end up with is a montage of many, many
tracks that | edit into unobvious loops for people
to overdub over.” The added overdubs give the
piece a sense of continuity that belies the way it
was created.

Anderson’s manipulation techniques are not
confined merely to cutting and splicing. “l would
also crinkle tapes once they were recorded.
Initially, 1 tried pouring beer or coffee on the
tapes, but usually those results weren't as inter-
esting to me. If you destroy the tape too much,
you just get muddiness. I had hoped it would
sound like this [crinkles paper] with something
recorded on it, but it never did.

“l found that if you crinkle a tape and play
it back at high speed on a reel-to-reel,” he con-
tinues, “it wasn't as effective as it would be on
something really low-tech, like a cassette player.

I'd just pull a length of tape out without open-
ing the shell, as if it had been eaten by a tape
recorder. Then I'd crinkle it up and wind it back
into the shell. Because cassette tape moves at a
slower speed across the head, the crinkled effect
was much greater, so you get all kinds of crazy,
garbled stuff with glitches and distortion.”
Another technique that Anderson used dur-
ing tracking exploits the mechanics of the tape
machine itself. While the musician was play-
ing, Anderson would quickly start and stop the
machine in Record mode. The results not only
create a sliced effect, but the beginning of each
“take” has a sudden pitch-change envelope—
“byow, byow, byow,” as he describes it onomato-
poetically—that adds an exciting element to the
choppiness of the rhythms.
Listen to the opening of
The Beatles’ “Taxman” to
hear a famous example
of that effect. Now imag-
ine that happening, say,
throughout a guitar solo.

FINDERS KEEPERS

A very old-school concept,
yet possibly one of the
most radical things an en-
gineer can do in an era of
unlimited track counts, is
committing to tape or disc
the processing that’s on an
instrument rather than waiting until mixdown
to choose it. That’s the primary working method
that multi-instrumentalist Alessandro Cortini
(Nine Inch Nails, Ladytron, Sonoio) subscribes to.

“There’s always a period of assessment when
you mess up a lot, and you have to go back and
re-record it again,” Cortini explains. “But in the
long run, it’s much easier and much quicker to
commit to things. The sound itself, and the way
it sits in the mix, is part of the creative process. So
it’s not just about writing the song: That doesn’t
cut it anymore. 1 need something to keep me
interested, and it happens to be how the sound
gets printed.

“And | realized if 1 do it before I hit the com-
puter, 1 move on to the next phase of the piece
much quicker,” Cortini continues. “I try not to
obsess on something that’s linked to the software
aspect. If I have a lot of windows open on the
computer and am not committed to a certain
patch or a compressor or EQ setting, that win-
dow will be open forever. That prevents me from
getting a sense of closure.”
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Ryan Hewitt
On the New MA-300

“I've had a pair of Mojave MA-200s
for years now and use them on all
sorts of sound sources, but I've
been begging the company for a
variable pattern version for almost
as long. | am really amazed with
the MA-300’s performance. The
ability to tailor the response of the
mic, along with the new high pass
filter and pad has greatly
increased its versatility. I'm now
able to use the MA-300 even more
creatively.”

Ryan Hewitt
Engineer: Avett Bros., Red Hot Chili
Peppers, Flogging Molly, blink-182
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Rodrigo y Ge

briela

Bv Sarah Benzuly

odrigo y Ga-
briela  don't
just plav their
gui-
tars—they live, breathe

coustic

and sweat through
The
becomes an extension

of their soul, their musi-

them. instrument

cal endeavors. If you've
ever seen them live—or
even on a YouTube video—you've no doubt been
entranced by their deft skills and their use of the
entire instrument to create captivating sounds
and melodies.

When their label came to them during the
European leg of their 11:11 worldwide tour early
last year and asked when they would be enter-
ing the studio again, they didn’t have an answer.
Desiring a much-needed rest after the rigors of
being on the road, but not wanting to slap some
songs together to appease the label’s request,
Rodrigo came up with the idea of infusing some of
