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PreSonusv' AudioBox" 1818VSL.
The thoroughbred USB 2.0 interface

that’s more than just a one-trick pony.

\

From the folks who
brought you the highly-respected
FireStudio series interfaces, comes the
same robust design and pristine sonics
ina USB 2.0 design.

Same Class A, high-voltage, XMAX™
microphone preamps
that can render the most %
delicate musical details.

Top-quality digital converters with
-114dB dynamic range and JetPLL™
Synchronization to ensure optimal
converter performance, better stereo
separation and increased transparency.

And big-boy features like Sync
(Word Clock) Out, 8-channel ADAT I1/0
and S/PDIF 1/0.

Monitor with natural-sounding
effects and signal processing.
You'll make dramatically better
recordings when you can hear real-time
reverb, compression, and EQ in your
headphones while tracking.
Easy to do if you have a digital mixer
or outboard effects processors.
Impossible if you try to rely on your
DAW effects plug-ins due to excessive
latency (delay) that makes you sound
like you're playing in a tunnel.
Sowesliced up a StudioLive™ 16.0.2

Because the 1818VSL’s Virtual Mixer
has a whaole Studiolive Fat Channel
of EQ, compression, and limiting plus
reverb and delay effects, you can use
it live on stage as a one rack space
StudiolLive mixer with iPad® control!

uthl.h. Our remate control program foy Mac and PC.©2012, PreSonus Audio Electrontcs, -
AMAXC FireStudio. StudioLive. and AudioBox are trademarksiaf PreSonus Audio Electromies, o o —

at time of making 80 ad: a sizzlng 98" But nice by Septamber for PreSonuSphere. £ BEE 5

s e’ e
ﬁg " wt World Radio History

=

digital mixer and put its Fat Channel
processors into the AudioBox 1818VSL
interface — and then added reverb

and delay. Now you can monitor with
effects...free from audible latency.
The interface you can also use
as a live performance mixer.

On your laptop screen, the
1818VSLl's 26 x 8 Virtua! Mixer looks
alot like VSL* on a StudioL.ive digital
mixer. And it is. Complete with scene
save and recall, and 50 signal process-
ing pre-sets.

Now, with AB1818VSL Remote for
iPad®, a free download from the Apps
Store, you can mix live while adding
both effects and signal processing to
your PA and monitor!

Get full info on our website and then
visit your PreSonus dealer
soon.
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' s “DiCiCo consoles offers us essentially
three important features: superior audio
\ &« quality, ease of use and versatility, and
; The new SD9 Supercharged not only features significant expansion in Channel count, 48 Flexi Channels peliability.
(equivalent to 96 channels or DSP) it also gets extra Dynamic EQs, Multiband Compressors, Roy Drukenmiller,
12 x 8 Matrix, DiGiTuBes, valve emulation, Reorder of Busses and Multichannel inputs. Rock-N-Road Audio Atlanta, GA
Taking care of business in real applications the world over, it delivers. Again and again. eI C IRy Osukeniilles

. Mark Archibald
STOP PRESS - New Rack-Pack! 1 x SD9, 2 x D-Racks, 2 x Digital Snakes & Flight Case

72 micinput system available at an introductory total system price - $28,450

)
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www.digico.biz
Exclusive US distribution: Group One Ltd Toll Free 877 292 1623 www.glimited.com




Use Your Sweetwater Gard and

Get 18 Months 0% Interest
on Hot Studio Gear!

Available on Select Brands — Call for Details
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WV Mackie HR824mk2

The latest generation of Mackie’s acclaimed studio monitors! The L 1 £ ’-l‘ Xk , dale-slESla : e : E
HR824mk2 monitors are designed to give you exceptionally clear $ - - -l CERERE
and detailed sound in any room, even with 5.1 and 7.1 surround f

applications. Mackie’s Acoustic Space Control technology helps you = ] y

tailor these monitors precisely to your room, making these ideal for - P pu————

both home studios and commercial studios. : T aemie e e

{15 PreSonus

A Studio One v2 and StudioLive 16.0.2
An impressive recording rig for studio or stage! With the PreSonus StudioLive
16.0.2 digital console and audio interface, combined with Studio One v2
software, you can tackle virtually any recording project with ease. The StudioL.ive
16.0.2 sports PreSonus’s acclaimed XMAX preamps for fantastic sound quality,
plus 16-in/16-out recording capability via FireWire. Add Studio One v2 DAW
software, easy to use with a pro-ievel feature set, and you're in for.an incredible
recording and mixing experience.

FREE Warranty**

5 11 LR IRZ‘ "t. = 18 Months ' [ n W l t
\ C PENCE e cover nearly every item
’"0 'ntefeSt. sl OVERAC fora minimumzf twgyears‘

on Your Creation Station’

o

*“'\ FREE Shipping
Value Added ” SFHﬁ,,Emg Almost every piece of
Reseller NO NP PURCHASE gear ships 100% free.
Professional Audio

B All Access Platinum Card*
Apply for your card today at
Sweetwater.com/AllAccess!

Use your Sweetwater Musician’s All Access Platinum Card to purchase a
Creation Station C5200, €5250, C5400, or CS450 music computer — and
pay ZERO interest for 18 months!

“For complete details on our 0% Interest financing plans, please visit www. com/financing php. The terms and conditions of our 0% Interest financing plans vary depending on manutfacturer andzor product line.
To qualify, purchases must be made using the Sweetwater Musician's All Access Platinum Card and paid in full within the financing time period. Subject to credit approval,
**Please note: Apple products are excluded from this warranty, and other restrictions may apply. Please visit www.sweetwater.com/warranty for complete details.
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Contemparary mic sound and modern
reliability meet classic tube vibe! This
beautiful-sounding targe-diaphragm tube
condenser mic lets you choose among all the
pickup patterns you could ever need, and an
onboard pad and a bass roll-off controf let
you use it on all kinds of sources — in alt
kinds of environments. It's a perfect addition
to any mic locker!

Refiexion Filter P>

The elegantly simple, portable, and affordable way to make
your projects sound better than ever! The Reflexion Filter
easily mounts on your mic stand and puts effective studio
treatment right where you need it. No matter what kind of —

y
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LIMITED-TIME OFFER!

CALL YOUR SWEETWATER
SALES ENGINEER TODAY!

(800) 222-4700

RODE

MICROPHONES

4dNT1-A

Get astoundingly clean, clear mic
performance — at an incredibly low

price! The NT1-A gives you the best of all
worlds: accurate sound, exceptionally low
s, Self-noise, and a high SPL rating. Use
this studio-workhorse mic on vocals,
amps, and much more!

4nT5-8
Perfect overhead drum mic and
more! Whether you're miking
hi-hats, stringed instruments,
or vocal ensembles, you'll tove
the crisp, clear performance
you get from this compact
small-diaphragm condenser

microphone.

(800) 222-4700
Sweetwater.com

space you're working in, this handy filter improves it!

Blue Kiwi »
Qutstanding vocal mic! Not only does the Kiwi
give you the presence and silkiness that will
make your tracks come alive, but its nine
selectable polar patterns also let you adapt the
Kiwi to any recording situation!

Blue Reactor P

An all-around studio workhorse! Able to
handle everything from drums and guitars
1o vocals, strings, and beyond, the Reactor
is an excelient performer — and the head
even swivels 90 degrees for ultra-precise
mic positioning!

Over 500 Pages o
This Sum
Hott mer's

ProGear and SweetNotes
are now mobile!

Sweetwater Publications
FREE at Apple’s App Store
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SPECIAL SECTION: Comerpiec o he all nw e Wiscloord,

part of a facility-wide restoration/rebuild of the

EDUCATION DEPARTMENTS lassic Netherlands studio complex. Monitoring is

by PMC, converters by Prism, cabling by Grimm,

; a s i and yes, there is Pro Tools. Photo: Benny De Grove.
40 An Open Letter to 50 Studios for Students T O yETeEn _ _ -
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THE ORIGINAL AIR BAND

“I'll never track ribbon mics without the Air Band® again.”

-F. Reid Shippen
Seven-time Grammy Award-winning music mixer,
engineer, and producer
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From the Editor

TAKE CHARGE OF YOUR EDUCATION

wo of Mix’s monthly columnists are full-time educators. Technical editor Kevin

Becka cut his engineering teeth in the 1980s and '90s in Los Angeles, then moved to

Nashville, and has been director of education at the Conservatory of Recording Arts
& Sciences in Phoenix for 10 years now. Eddie Ciletti, our resident analog/electrical fix-it
man, is an ex-pat from the 1980s-'90s New York studio era when maintenance was king. He
now teaches at two Minneapolis-St. Paul schools, MMI and IPR, both founded by the late,
great Tom Tucker. I am a former faculty brat, son of a professor and brother to a professor.
One of Mix’s early directories, from the late 1970s, was a listing of recording programs in
North America. We talk about education, we care about education, and, quite frankly, we're
just a little bit concerned.

It's not the worry about jobs. There are audio-related jobs out there for students who
distinguish themselves. Good people can get good jobs, in any market, any economy. And
it’s not our concern that the market is disappearing. We’ve seen the loss of the traditional
assistant-engineer-in-the-studio path, yes, but we've also witnessed the emergence of
dozens of new job titles, related to gaming, mobile, on-demand entertainment, live event
streaming and so many other niches and specialties. And we're not worried that there
are simply too many recording schools, a decade-long expansion fueled largely by easy
access to federal loans and now affecting enrollments across the board. That’s economics.
All schools are businesses, and markets are cyclical. Public or private, the good ones, the
innovators, will survive, and the poor ones will fold.

No, we're worried about the students. Or, rather, we're worried for the students. The
daily news is dire out there: high unemployment, few prospects at the entry level, huge
student loans, unpaid internship in the hope of a job. The five-year plan to rise above
minimum wage while bartending at night. We want to shake them and say that it’s not
that bad! There are jobs if you look for them! Deal with it! Work for it! Be creative! And
don’t give up!

Building a career in audio can be tough, yes, but so can becoming a lawyer or a plumber,
a doctor or a teacher. There will always be jobs for those who excel in class, but there will
be careers for those who exhibit the intangibles, the kinds of things a school can’t teach.
As both Becka and Ciletti point out this month, they come across a handful of students
each year who have the interpersonal skills, the smarts, the humility and the drive to suc-
ceed—no matter what career they choose. As Becka says, “I would hire them even if they
didn’t know a thing about audio. I can teach them about signal flow and mic placement.
We can'’t teach them to be who they’re not.”

So much of a college education—liberal arts, business or technical/trade—takes place
outside of the classroom, even outside the studio or lab. We learn to work with people by
being around people; we learn to complete projects by learning how to budget time; we
learn to solve problems by meeting challenges head-on. No potential employer is going to
expect a Grammy Award-winning engineer or a patent-creating product designer to walk
out of graduation and into their company.

But they will take a chance on a young man or woman who shows a desire to learn long
after they leave school. And they will take a chance on someone who continually shows
drive and competence, confidence and humility. Schools can provide the knowledge. It’s
up to the student to bring the desire.
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THE SHURE SM57 & S

SM57SAVES10  SM57-X2U SAVE 15 _—_
SM58SAVES10  SM58-X2U SAVE $15 DMK 57-52 SAVE 530

SM57-LC, SM58-CN, SM58-LC. SM58S SM57-X2U, SM58-X2U DMK 57-52

LEGENDARY SOUND. UNMATCHED PERFORMANCE. OFFER VALID ON PRODUCTS
PURCHASED BETWEEN

Tough and true-sounding, the legendary Shure SM57 and SM58¢® 10/1/2012 AND 12/31/2012

microphones are built to brave extreme conditions. No matter what
challenges you face on the road, in the studio, or on the stage, these
mics will be there for you, consistent and reliable day after day.

*Mail-in Rebate.
Limit of 6 microphones.

Visit shure.com/rebate to download a rebate form. |

SHURE

LEGENDARY ‘
©2012 Shure Incorporated PERFORMANCE™
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Berklee Names
Michael Bierylo

Chair of Electronic
Production and Design

Berklee College of Music in Boston has
named Michael Bierylo (pictured) chair
of the college's Electronic Production
and Design Department (EPD). Bie-
rylo—an electronic musician, guitar-
ist, composer and sound designer—has
been a Berklee fac-
ulty member since
1995. In his new
role, he intends to
embrace advances
in videogame de-
sign, software de-
velopment, and all

aspects of computer
music and video performance.

“Music technology is a moving tar-
get, and while new trends tend to dis-
regard what precede them, EPD looks
to celebrate all avenues and vintages
of electronic expression,” Bierylo says.
“We look to both analog and digital
systems, lo-fi and hi-fi. Our students
design software for iPads and hack
Speak and Spells. They create thump-
ing dance tracks, interactive audio-vi-
sual installations, and inspired sonic
landscapes for videogames.”

Bierylo's commercial work includes
music and audio production for Hasbro
Interactive, the Smithsonian, Nick-
elodeon and the Oxygen Network, as
well as music and sound design for
the Incredible Hulk Roller Coaster at
Universal’s Islands of Adventure. As a
composer, Bierylo’s work has been fea-
tured on A&E's Biography, the Learn-
ing Channel, and Martha Stewart
Living. Recent projects include work
on the films Granito, The Reckon-
ing and Traces of the Trade, all featured
at the Sundance Film Festival.

8 mixonlin
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AES Returns to San Francisco

Taking place October 26 to 29,
the 133rd AES Convention (aes.
org/events/133) will welcome
thousands of audio industry
professionals to San Francisco’s
Moscone Center and present ex-
pert panels, workshops, tutori-
als, papers, special events, and
manufacturer exhibits address-
ing an abundance of creative
and technical issues. Over the
past few months, co-chairs Val-
erie Tyler and Jim McTigue have unveiled the de-
tails of the 2012 programs developed by members
of the planning committee, who began meeting in
January.

New this year, the Networked Audio Track was
originally chaired by Nathan Brock, who passed
away during the summer. “Before his untimely
death, Nathan Brock was an international leader in
the field of networked audio,” McTigue says. “We
mourn his loss, but his collaboration with [new
chair] Tim Shuttleworth will stand as an invalu-
able addition to the AES Convention. Shuttleworth
is a master engineer with a special focus on high
performance analog and networked audio.” Net-
worked Audio Track Workshops include Audio Net-
work Device Connection and Control, The Unified
AV Network (a discussion of the AVnu Alliance, a
consortium of audio and video product makers and
core technology companies), Interoperability Issues
in Audio Transport Over IP Based Networks, Open
IP Protocols for Audio Networking, and more.

The 133rd AES Convention also introduces a
dedicated Sound For Picture Track, co-chaired by
Brian McCarty and Steve Martz. “Our objective is
to adopt a consistent approach for Digital Cinema
sound installations, and contemporary digital dub-
bing stage recording and mixing activities world-
wide.” McCarty says.

A new Project Studio Expo will offer two days of
clinics on operating a small studio.

The “Mastered For iTunes” initiative will be the
subject of a Platinum Mastering event moderated by
Bob Ludwig of Gateway Mastering, in which pan-

133rd AES Convention planning committee

elists will discuss Apple’s higher-fidelity AAC en-
coding format for consumers and dispel the process
for mastering and recording engineers.

Breadcast/Streaming Sessions, chaired by Da-
vid Bialik, offer panels on formats and playback
systems, loudness and metadata (Living with the
Commercial Advertising Loudness Mitigation Act),
facility design, and IP in the mobile environment.
Steve Martz of THX Ltd. chairs the Game Audio
Track. which looks at building an AAA title. game
audio in a Web brewser, mind controlled interac-
tive music, new models for game audio edueation,
careers in game audio, new techniques in genera-
tive audio, and getting into sound design. The Prod-
uct Design track will present a commercial audio
processing suite developed to enhance the sound of
devices such as laptops. tablets, and mobile phones,
and a tutorial that will outline future audio trends
for portable consumer devices.

Tutorial sessions chaired by Vene Garcia and
Mike Wells will cover topics ranging from small
room acoustics and mastering for vinyl to social
media for engineers and producers, while high-
lights of the workshop program, co-chaired by Da-
vid Bowles and Jeffrey McKnight. include “mini-
tracks” on digital and 3-D cinema sound, loudness
and the Height Channel. Finally, technical tours
will visit San Francisca Bay Area audio landmarks,
while historical events will examine the technical
evolution of RCA Victor Studio, and more.

For more information, visit the AES €alendar
of Events at aes.org/events/133/calendar/calen-
dar.cfm.
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Pete Townshend, Rose Mann Cherney
To Be Honored at TEC Awards

Legendary lead guitarist and principal songwriter for The Who, Pete
Townshend (pictured), will be presented with the prestigious Les Paul
Award at the 28th Annual Technical Excellence & Creativity Awards
on Friday, January 25, 2013, at the Anaheim Hilton during the 2013
NAMM Show. Sponsored by the Les Paul Foundation, the annual Les
Paul Award honors individuals or institutions that have set the highest
standards of excellence in the creative application of audio and music
technology. Russ Paul, son of Les Paul, will make the presentation to
Townshend on behalf of the Foundation.

Also on Friday, January 25, the TEC Foundation for Excellence in
Audio will induct Record Plant Studios President Rose Mann Cherney
into the TEC Awards Hall of Fame. Mann Cherney has been respon-
sible for Record Plant’s overall operation as well as maintaining its stel-
lar reputation as one of the world’s top recording studios.

“Her focus has always been all about technical excellence combined
with the service level of a 5-star hotel, a formula that has kept Record
Plant on top for many years,” says Record Plant CEO and owner Rick
Stevens. “Rose has had a profound influence as a studio executive and has literally changed the way
modern recording studios operate. She’s broken ground as the first female president of a major record-
ing studio, but it’s always been about the way she treats each client and her uncanny ability to build the
team to serve them. Many major figures of the music industry got their start as a Record Plant runner
or junior engineer, and Rose showed them the way. We are proud of Rose and her achievements and are
honored to call her the First Lady of the legendary Record Plant.”

Proceeds of the ceremony provide scholarships for students of the audio arts and sciences, and sup-
port programs promoting safe hearing in the music environment. For more information on the TEC
Awards, go to tecfoundation.com. Visit the Les Paul Foundation at lespaulfoundation.org.

Photo: R‘oss. Halfin

Photo: Karen Dunn

TechTicker

When mixing certain kinds of percussion, kick drum or low tom, you canuse
this old trick to add some extra bottom end. I'm triggering my BOOM chan-

nel from dedicated LFE channels but you can do this from any audio source,
mono, stereo or whatever.

>>blog.mixonline.com/mixblog/category/techticker

Robair Report

Inan exclusive interview, prolific ambient music composer and performer
Steve Roach shares his thoughts onmaintaining a creative balance when
recording and engineering your own projects.
>>blog.mixonline.com/mixblog/category/robair_report

Ask Eddie

Teaching has been a remarkably rewarding experience; certainly, it has
givenback more than!would ever have expected. After eight years, I've got
afew scars but have mostly succeeded—not only in my mission to share
what I know, but surprisingly, | have gained a deeper understanding of the

science behind the art.

>>blog.mixonline.com/mixblog/category/ask_eddie
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An AES Education

By John Krivit

At the end of this month, thousands of audio
professionals from around the world will de-
scend on San Francisco to present research pa-
pers, agree to new technical standards, share
recent technologies and to witness an amazing
exhibition of the latest audio products and ser-
vices. Among the participants will be a vibrant
crowd of motivated college audio students who
are there to take part in an illuminating col-
lection of workshops, tutorials, technical tours,
presentations and competitions.
The 133rd Conven-

tion of the Audio Engi- | AUDIO

neering Society (Octo-
ber 26 to 29) might not
be your first experience
with this 64-year-old

organization, but for
the record number of W
4,000-plus AES student

members, it will offer
an exciting glimpse into a new world of audio.

What kinds of opportunity awaits? Semi-
nars and workshops on everything from “Ca-
reers in Game Audio” to “Small Room Acous-
tics,” and Recording and Design Competitions
in which students can get noticed while re-
ceiving priceless feedback from the best in
the business. As we did last year in New York
City, the AES Education Committee will be
partnering with SPARS to offer a unique op-
portunity for students to make connections
with industry pros at the SPARS Speed Men-
toring Event. We're even hosting a great party
for students at one of the biggest and baddest
studios in the San Francisco Bay Area.

AES has a long history serving the record-
ing community and this year, we’re introduc-
ing a Project Studio Expo, which brings the
latest techniques, tools and experts together
for professional training on topics ranging
from optimizing small spaces to microphone
placement, mixing and mastering.

So, if you know someone who is just start-
ing out in the audio world, please send them to
www.aes.org to find out more.

I'll see you in San Francisco.
John Krivit is the AES Education Committee Chair.
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Cool Spin:

Kasey Chambers and Shane Nicholson:

Wreck and Ruin (Sugar Hill/Essence)
Ay i oo If you didn't know
ey smﬂ‘g who made this atbum
and where it was re-
corded, chances are
youd guess it was
done in Appalachia
or Nashville or some
other Southern locale.
This is original old-time music at its finest, direct
from...New South Wales, Australia! Australian
singer Chambers has buiit a small but devoted
following in the U.S. over the past dozen years
and counts rootsy American artists ranging from
Emmylou Harris to Buddy and Julie Miller to Lu-
cinda Williams as avid fans. Wreck and Ruin is the
second album she's made with her husband of
seven years, Shane Nicholson.
>>mixonline.com/cool-spins

SoundWorks

Collection Update
Chuck Michael and Craig Henighan

The SoundWorks Collection recently featured
re-recording mixers Chuck Michael and Craig
Henighan regarding their work on the Dolby
Atmos mixes of Chasing Mavericks and Taken
2. Both mixes were recently completed in one of
the largest screening rooms in LA, the Zanuck
Theater at 20th Century Fox Studios which
were recently outfitted with the Dolby Atmos
system.
>>mixonline.com/post/features/video_sound-
works_collection

PopMark Media Update

Saul Zebulon of
Zebulon Sound
and Light

By day, it’s a an eclectic, full-service recording stu-
dio equipped to record and produce music for clients
in a relaxed, inspiring studio setting. By night, it's a
popular performance space that provides musicians
and artists with a unique place to perform and display
their work. In this edition of “Confessions of a Small
Working Studio,” the spotlight is on Zebulon Sound
and Light in New York City’s Chelsea neighborhood.
Owned and operated by renowned jazz guitarist and
producer Saul Zebulon, Zeb’s, as it is known, has be-
come a hot spot for local jazz vocalists and fans, alike.
Find out what it takes to run this successful multi-
faceted business.

>>mixonline.com/studio_unknown
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The engineer whe had a huge ‘voice’ in the
tuning and settings of Atlantis, Fab Dupont
Shakira, Jenmfer _opez. DJ Colette, lsaac Hayes,

Santigold, Toots And The Maytals, Bon lovi. Marc Anthony,
Kirk Whzlum,Na* King Cole

One BIG microphone, three GIGANTIC personalities

Your ability to achieve fantastic recordings just got a lot easier with the new Atlantis FC-387 studio vocal microphone. Its voicing
switch gives you three very different timbres to choose from allowing you to configure the microphone to sound great on anything.
Whether you want the warm 60's, thick 70's, sizzling 80's or a forward and open modern sound; the Atlantis has it all. In addition to
the amazingly versatile voicing switch, you can also choose between cardioid, omni-directional and figure-8 polar patterns as well
as three different attenuations. The Atlantis is a true modern-day microphone and has raised the bar for versatility with literally 27
possible configurations. The Atlantis’ sound was designed by Fab Dupont one of the most sought-after Producers, Engineers and
Educators of today; so you know it sounds Fabulous...

visit www.lautenaudio.com for more information on Atlantis

LAUTEN
AUDIO

Lauten Audio 1s distributed by Audio Plus Servicces - www.audioplusservices.com - 800-663-9352

adio History}|
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WISSELOORD STUDIOS

CLASSIC FACILITY RETOOLS FOR THE NEW MUSIC BUSINESS

y De Grove

Benn

All Photos:

eboot, reinvention, makeover, rejuve-
nation, 2.0. These are words that get
tossed around so much these days that
it's sometimes easy to lose sight of real
transformation, the kind that involves a company
embracing its heritage and simultaneously reimag-
ining its future, and then really making the change.
Two years ago at the San Francisco AES, the prin-
cipals of Wisseloord Studios, the world-renowned
facility in the Netherlands, announced the begin-
ning of their transformation. This month we're back
in San Francisco for AES, and the new Wisseloord
Studios is up and running and booking time; that’s
Studio 2 on our cover.

Considering the challenges facing today’s com-
mercial studio market, the Wisseloord story seems
rather improbable. The brief version: Opens in 1979,

12

owned by Polydor/Polygram; creates a legacy and
mystique with clients like the Rolling Stones, Elton
John, the Scorpions, Uz and hundreds of others;
changes ownership a few times over the ensuing
decades, fails to maintain equipment, loses some key
people, loses its luster; enters first stage of bankrupt-
cy in 2009, with rumors of pending equipment lig-
uidation. For all practical purposes, that should have
been the end of the story. This was 2009, after all.
At the time, Ronald Prent, who began as an assis-
tant at Wisseloord in 1981, and Darcy Proper were
lead mixer and mastering engineer, respectively, at
Galaxy Studios in Belgium. For a few years, Prent
had been conceptualizing a new studio business
model. Not drastically new, but built for the new
music industry and involving everything from artist
management to media delivery, picture and sound.

By Tom Kenny

It had to be a full-service, track-to-distribution facil-
ity, and it had to involve business development, both
for emerging artists and emerging technologies/
formats. It had to offer the highest-quality equip-
ment, and it had to be a place where people want to
be creative.

Then, he and Proper hooked up with Paul
Reynolds, a man with a creative mind, solid busi-
ness sense, a nose for financing, and a track record
for developing cutting-edge formats and facilities.
Within a year, the three partners had their plan
and the financial backing, and soon after, Prent
contacted Jochen Veith, a Munich-based designer/
acoustician whose work he had admired throughout
Europe.

Continued on p. 84
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L to R: Jakob Dvlan, Greg Richling, Jack Irons, Stuart Mathis, Rami Jaffee

THE WALLFLOWERS

Jakob Dylan & Co. Come Roaring Back With Glad All Over

t's been seven years since The Wallflowers
put out an album of new material. During
the interim, leader Jakob Dylan made
acclaimed solo projects with Rick Rubin
(Seeing Things) and T Bone Burnett (Women
+ Country), and there were Wallflowers tours
in 2007 and 2009, but Dylan acknowledges, “I
was anxious to be back with the guys and make
a Wallflowers record. 1 felt if 1 was going to
make more of a rock ’n’ roll record, there was
no purpose for me to do that except with The
Wallflowers. We were getting along during our

break, and there was no reason to replace them
with another band—I'd probably try to make
them sound like The Wallflowers.”

Founding keyboardist Rami Jaffee returned
to the fold after his own several-year hiatus, and
bassist Greg Richling, who'd been with the band
since their first tour in 1992, was also onboard.
Guitarist Stuart Mathis was with the group on
its last couple of tours and is now a full-fledged
member. The only new addition is drummer Jack
Irons, who was the original drummer in the Red
Hot Chili Peppers, and also has played with Pearl
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By Blair Jackson

Jam, Eleven, Les Claypool’s Frog Brigade, Joe
Strummer and others.

The group’s superb new album, Glad All Over,
was recorded in a month at Dan Auerbach’s Easy
Eye Studios in Nashville, with Collin Dupuis
engineering and Jay Joyce producing. Rich Costey
mixed the album. Joyce already had a connection
to the band—the much in-demand musician/
producer/composer/engineer played guitar on
The Wallflowers' multi-Platinum 1996 album,
Bringing Down the Horse, and the follow-up,
Breach, and had stayed in touch with Dylan.

mix 13



Music > The Wallflowers

THE WALLFLOWERS GLAD ALL OVER
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“When we were starting this record and
talking about who to work with, his name kept
coming up,” Dylan says. “His name is on the
top of a lot of people’s lists. If that's going to
satisfy record company people and 1 know 1
can work with him, that’s great—1 don't have
to break in somebody new. And he’s actually a
part of our sound. [The Wallflowers’ hit] ‘One
Headlight'—that’s Jay Joyce. He’s a killer guitar
player. He and Stuart Mathis really bounced off
one another so well. They hadn’t played togeth-
er before and they play wildly different styles,
but we could tell that they were going to have
something together that was going to become
quite a bit of the foundation of the record.”
Though the album was ultimately tracked
almost entirely live through Easy Eye’s
16-channel Quad Eight board, getting to that
point wasn't so easy. Joyce remembers, “Jakob
came to Nashville and we sat down and 1
asked him to play me a song, but instead he
pulled out this 2-inch-thick notebook. ‘This
is what I've got. Let’s play some grooves and
throw it around. I thought, ‘Wow, that’s kind
of scary, but it’s exciting So we didn't really
know going in what we were going to do.

more on me

Read more
from Jakob
Dylan and
producer Jay
Joyce at

mixonline.com.

We had no songs, no demos. It
was all developed in the studio. 1
think Jakob always has some songs
floating around up there, but there
was nothing written in stone. And
the process was crazy because we
didn'’t have a lot of time—a month!
A week into it was | like, ‘Oh, my
God, we've got nothing!" So there
was a lot of waiting and trusting
that it was going to come, and then
things started falling together.”

“It was a hunch,” Dylan adds.
“Musically, 1 didn’t want to spend
a lot of time stretching out look-
ing for interesting chord patterns.
I thought the band knew what
they were doing. | wanted to create
these songs together. In the past,
1 might bring in 15 songs already completed
with intros and outros and bridges. I've done
so much of that work on my own, which 1 was
cool with doing, but it also denies the band
a lot of opportunities. One of the things we
all agreed upon was let’s do it the way we did
it when we started out in 1992, which is: We
had a rehearsal space and we got in there and
made songs.”

Joyce: “It started out as just jamming on
grooves, pretty much, and some songs evolved
from jam sessions that we would speed up
or slow down—‘Oh, that’s the right pocket
for that lyric’ A lot of it was in-the-moment
working on the right canvas for Jakob to try
lyrics out on. He was bouncing around trying
lyrics from different songs. We'd find a hook
and build from there. Once we had the song
together, it sometimes would take a day or two
to get the right take, but once we did, most of
the work was done.”

The producer describes Easy Eye as “an old-
school studio designed for live recording—lots
of bleed, lots of bass in the kick drum mic,
drums in the bass mic, guitar everywhere,
organ everywhere. It’s a great rock 'n’ roll room
and basically we made a record the way people
used to make records.”

The result is the band’s best work since
Bringing Down the Horse. Glad All Over con-
tains some of Dylan's most evocative mood
pieces and character studies, and the band—
with Joyce right in there with them—rocks
harder than ever, but also brilliantly conveys
the dark mystery at the heart of so many of
their finest songs. W

IRIS DEMENT'S
SING THE DELTA

ris Dement says
that after 16
years without

making an album of
her own songs, she
wasn't sure it would
happen again. “Songs
would come along
here and there, and
I'd go out and sing
them for people, but
for a long time 1 just
didn’t know what
would become of any
of them,” she says. “Then last year, a door kinda
opened up, and a handful of songs walked through
and a few unfinished ones came together and I knew
1 had a record.”

Sing the Delta is the result, and it’s as strong and
beautiful as any of the other albums this unique
country/gospel artist has made.

“As they say, she brought it,” says engineer Richard
McLaurin, who tracked most of the songs on Delta at
House of David in Nashville (a few were recorded by
Adam Bednarik). “She tracked mainly on piano, and 1
would say 98 percent of what’s on the record is what
went down live.”

McLaurin used a couple of different vocal mics on
Dement: “It was probably 50/50 between the [Shure]
SM7 and [AKG] Ci12,” he says. “Sometimes she want-
ed the freedom to
move around, and
the Ci2 allowed
her to throw her
head back and
wail. If a song was
more intimate,
she stayed right
on the mic, which
you would have to
do with an SM7.”

Both mics went to a pre in the 1972 APl console,
and to a UREI 1176 and a vintage LA2A. Co-producing
with Dement were guitarists Bo Ramsey and Richard
Bennett, both of whom also played on the sessions.
McLaurin recorded to Pro Tools and mixed to half-
inch analog via the vintage API.

“I've got some homemade Neve line amps that 1
made that are such a good complement to the APL”
McLaurin says. “When I'm mixing, I'm almost always
inserting those into the stereo bus.”

—Barbara Schultz

mixonline.com
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Super low latency, impeccable conversion, and the full HD software
capabilities [in Pro Tools*|HD Native] are now my companions in the studio
and on location—welcome to the future!”

~Damian Taylor, producer/engineer/remixer (The Killers, Bjork, Arcade Fire)

Get-even more flexibility with the new Thunderbolt interface O T ——
-_ T T,
With Pro Tools]HD Native, you gain the pristine audio clarity and performance you need to create - i | evwenee

bigger, better sounding mixes faster. And now our award-winning audio production system is
available in your choice of new Thunderbolt interface or PCle card, enabling you to record, edit, and
mix with abandon on your laptop or desktop computer.

Hear why Grammy"-winning producers, engineers, mixers, and musicians choose HD Native—and
see what more you could do, including getting an awesome deal on your very own system.
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Music > News and Notes

PRESERVATION HALL JAZZ
BAND’S 50TH ANNIVERSARY

Ben Jaffe grew up listening to the soulful sounds of the Preservation Hall
Jazz Band. Today, Jaffe—the son of the Hall’s co-founders Allan and Sandra
Jaffe—carries on his parents’ legacy as creative director, perfomer and a
co-producer of the Preservation Hall Jazz Band soth Anniversary Collection
(Sony Legacy). Working with engineer Earl Scioneaux 11l and mastering
engineer Bruce Barielle, Jaffe and co-producer Michael Cuscuna (Mosaic
Records) selected, restored and remastered four discs of music, including
five previously unreleased tracks that were discovered in the aftermath of
Hurricane Katrina.

“Several months after the storm, 1 went to Sea-Saint Studios, which is
where my father recorded four Preservation Hall albums for Columbia,”
Jaffe says. “The studio itself was destroyed. A wave of water had liter-
ally come through and washed the studio into the street. 1 found the
Preservation Hall masters in the tape vault. Amazingly, they were two
inches above the water line. The only damage they had was from not being
temperature-controlled for a long period of time. We baked the masters and
dumped them down to Pro Tools sessions.”

All of the source material—2-inch 16-track tapes, Y-inch 2-tracks, DATs

and digital files—were transferred to Pro Tools, and mixed and mastered
for level and clarity. “My thought was this collection should be the ultimate
Preservation Hall mix tape,” says Jaffe, who also appears on a live concert
album celebrating the group’s soth, St. Peter & 57th Street. “1 wanted every
disc to touch on every decade, and each song to lead the listener into some-
thing else. That presented a challenge when we were mastering—getting it
sonically to a place where it wouldn't be jarring to go from track to track—
but that’s how we approached it, and 1 think listeners will appreciate that
they’re going to get a really enjoyable four-and-a-half hours of music, which
to me is the length of a great dinner party.”

—Barbara Schultz

JOHN HIATT PLAYS
MYSTIC PINBALL

John Hiatt’s latest, Mystic Pinball, was recorded by
engineer Leslie Richter in Ben’s Place, Ben Folds’
Nashville studio, the former RCA Studio A. Revered
rock producer/engineer Kevin Shirley (Aerosmith, Joe
Bonnamassa, Iron Maiden) led the live-in-the-studio
band  ses-
sions. At the
core of the
sound were
hard rocking
electric gui-
tars by Hiatt

and Doug
Lancio,
w hich

Richter says
Shirley cap-
tured with a
custom guitar amp mic designed to his specs. Hiatt’s
vocal went to a Shure SMs, which Richter says is “an
old broadcast mic; it’s like SM7 with a little bit more
excitement. Sometimes when John would play acous-
tic and sing, we would put mics around him as if they
were standing there listening to him play—not really

a direct vocal mic and a direct acoustic mic, but more
like mics around him, as if the mics are the listen-
ers."—Barbara Schultz

mixonline.com
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AUTUMN OWLS TAKE FLIGHT

Ireland’s atmospheric indie-rock trio Autumn Owls are set to release their first full-length
album, Between Buildings, Toward the Sea October 23 on Epitonic. Gary McFarlane (vocals/
guitar), Adam Browne (bass) and Will Purtill (drums) enlisted producer Brian Deck and
mixing engineer Ciaran Bradshaw to help create the rich textures and sometimes sooth-
ing, sometimes haunting sounds of their debut LP.

Deck, working at Engine Studio in Chicago,
recorded the band to Pro Tools 24-bit, 88.2kHz.
“I'm done with tape,” Deck says. “l haven't heard
any tape that sounds as good as 456 used to. And
really, anyone who romanticizes the ‘sound’ of
tape didn’t spend the first 12 years of their career
trying to get it to give back what you put in.”

The album opens with “Semaphores,” deliv-
ering spacey, haunting vocals. “In the intro of
the song, we treated the vocal with the same processing that the band used on their
demo,” Deck says. “The distortion comes from the SansAmp plug-in and the ambience

comes from the DigiRack Non-Lin Reverb. I used two reverse reverbs: One short mono
plate and one longer stereo hall, both made with AltiVerb by reversing the vocal track,
printing the reverb and then reversing the reverb and lining it up with the original vocal
track. The process is really exactly the same as what we used to do with reels of tape.”

Bradshaw adds, “For the start of the track, we distorted the vocal track quite heavily
and then filtered it through an MS-20 synth before recording it back in to Pro Tools. This
track stays in for the whole song at various levels. When the drums kick in, a cleaner vocal
comes in over the top.”

With regard to the song’s eerie tone, McFarlane adds, “We got the sound for the intro by
jamming a small mic inside my 12-string guitar,” McFarlane adds. “One of us held the chord
and the other struck the body of the guitar with a mallet. The guitar has a big jumbo body
so the hum really resonates. We then slowed down the sound and lowered the pitch. The
result is a really eerie organ-like sound that runs right through the song.” —Lori Kennedy
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of the API Vision. We could have spent years chasing the APl sound with other
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Classic Tracks

EDDIE MONEY

“Two Tickets to Paradise”

wave was in full flower, with countless bands drawing on ’50s

rock '’ roll, the British Invasion and various strains of R&B,
mixing them with punk energy. At the same time—late 1977, early '78—
commercial juggernauts such as Fleetwood Mac and The Eagles were
sometimes combining bright melodies with slashing guitars more iden-
tified with hard rock. A third popular strain was the blue-collar rock of
Bruce Springsteen, John Cougar Mellencamp and Bob Seger. Eddie Mon-
ey drew from ail those worlds.

The Brooklyn-born son of a New York City policeman, Eddie Ma-
honey was on the road to becoming a cop himself when his love of music
and his embrace of the countercultural lifestyle prevalent in the late '60s,
led him to leave the East Coast and relocate in Berkeley in 1968. It wasn’t
long before he’d become “Eddie Money” and was fronting a succession of
groups who plied their trade at long-gone nightclubs such as the Long-
branch Saloon and the Keystone Berkeley. Eddie was a natural—confi-
dent and charismatic, with a classic, slightly raspy voice perfect for rock

E ddie Money burst onto the scene at an interesting time. The new

By Blair Jackson

and soul tunes, but which he could also smooth out to sound vulnerable
for ballads. He grew up digging the Beatles, Stones, Kinks, Motown, Otis
Redding, James Brown and the blue-eyed soul of the Young Rascals, and
he brought traces of each of them to the stage as he developed his sound.

He was “discovered,” if that’s the word, at one of Bill Graham’s Tues-
day night Sounds of the City local band showcase concerts at Winter-
land in San Francisco in the fall of 1976. He signed with Graham’s newly
formed management company, Wolfgang Productions, which also han-
dled Santana, then signed a deal with Columbia Records, and in the sum-
mer of 1977 was shipped down to Los Angeles’ Record Plant to cut his
first album.

“l waited a year—we had a lot of trouble with it,” Eddie told BAM
magazine in the fall of 77, “Bill Graham said it was like the Hundred
Years War getting a record out of me, but 1 wasn’t ready to go with who-
ever they felt like putting me with. [ think it was just fate from God that
I got [producer] Bruce Botnick.”

Or the intervention of Columbia’s A&R department working in con-
junction with Wolfgang Management’s Mick Brigden. Botnick already
had amassed stellar credentials during many years working at Sunset
Sound and other L.A. studios—he was an engineer on the Beach Boys’
Pet Sounds, all The Doors’ albums (he also produced L.A. Woman), and
acts as varied as Dave Mason, Weather Report, John Sebastian and the
Paul Butterfield Blues Band. In 1977, he was working as a staff engineer
for Columbia in L.A.

“Right next to my office at Columbia was Ellen Bernstein [A&R], and
Eddie was her artist,” Botnick remembers. “One day she said, ‘I've got this
great new artist—why don’t you listen to it and see if you're interested.’ |
immediately heard ‘Two Tickets to Paradise’ ‘Baby Hold On’ and ‘1 Wan-
na Be a Rock and Roll Star,” and 1 thought it was really good. 1 went up to
San Francisco and met with him and we talked about style and the mu-
sic he liked and the sounds he related to. With that in mind, I said, ‘How
about Andy Johns [to engineer]? He’s been recording Led Zeppelin and
he’s living in L.A. and he’s a wild and crazy guy.”

What a score for an up-and-coming artist! Besides engineering sev-
eral Led Zeppelin albums (yes, he recorded “Stairway to Heaven”), the
transplanted Englishman’s incredible credit list also included Blind
Faith, Free’s early records, Ten Years After’s best albums, Jethro Tull’s
Stand Up and Living in the Past, Traffic’s John Barleycorn Must Die, the
Stones’ Exile on Main Street and even Television’s extraordinary 1977
debut, Marquee Moon. Asked if he had any trouble deferring to Johns
on engineering matters on the album, Botnick laughs and notes, ‘He’s
Andy Johns! | wanted Andy to be Andy. That’s why you hire someone
like that.

“The only thing I had a problem with is Andy likes to listen incred-
ibly loud, and I had to have him constantly turn it down, which irked

18 m:
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him—he thought 1 was cramping his style. He was used to blasting it.
Those Hidley Record Plant monitors could handle quite a bit, but even
so, I think we blew up a few.”

Though Eddie had a solid bar band backing him at the time, Bot-
nick decided to record him with other players, calling up drummer
Gary Mallaber and bassist Lonnie Turner from Steve Miller’s red-hot
group, along with keyboard ace Alan Pasqua (“from my Tony Williams
jazz fusion days,” Botnick says) and another fine bassist, Robert “Pops”
Popswell of The Crusaders. In the lead guitar slot, however, Botnick
stuck with Eddie’s main foil, Jimmy Lyon: “He was half of Eddie,” Bot-
nick says, “a phenomenal guitarist and a very interesting and intelli-
gent guy. I really think he was one of the best of that era, with great
sounds and great ideas. He was very modest, very focused, and also a
really good arranger.”

The repertoire for the album was the cream of the originals Eddie
and his band had been playing in Bay Area clubs night after night (in-
cluding a couple that dated back to his first major band, the Rockets),
plus a soulful version of Smokey Robinson’s “You Really Got a Hold on
Me.” Once the core band was assembled in L.A., “we went in for two or

“The only thing | had a problem with is
Andy [Johns] likes to listen incredibly loud,
and | had to have him constantly turn it
down, which irked him—he thought | was
cramping his style. He was used to blast-
ing it. Those Hidley Record Plant monitors
could handle quite a bit, but even so, | think

we blew up a few."—Bruce Botnick

three days of rehearsal to work out the charts, and then went right into
the Record Plant and recorded almost everything live,” Botnick says. “Ev-
erybody set up together in one room, with Eddie in a little iso booth we
made, singing and directing the band.”

In those days the Record Plant was still in its original location at 3rd
and La Cienega in L.A. and was owned by Chris Stone and Gary Kellgren.
The Eddie Money sessions took place in Studio C, the biggest room in
the complex, which had a 20-foot ceiling “and was great for rock 'n’ roll,
with a black tile floor and brick wall,” recalls assistant engineer Mike
Clink, who would go on to become a major engineer and producer him-
self. “We had Gary’s drums set up about three-quarters of the way out to
the back end of the room. We gobo'd off the bass in the room, and Lon-
nie sat in a folding chair being Lonnie, pretty close to Gary.” The board
in Studio C was a classic 24-input APl, and the album was recorded to a
3M-79 24-track.

Both Botnick and Clink marvel at the simplicity of Andy Johns’ sonic

approach, which used relatively few well-placed microphones. Botnick
notes, “On the drums, 1 remember he took two [Neumann] U87s and
placed them about ten feet behind the drums, and we used a compressor
on it that really sucked it, and then you carried that on two of the tracks
and mixed that into the drums, so you get the drums to have power and
space to them.” Besides the 87s behind the drums, Johns also used a pair
of 87s for drum overheads.

“He was a little intimidating because he was 6-foot-4 or so,” Clink
says, “very English, polished but gruff at the same time; very loud. And
he had these American flag clogs that he wore on that particular ses-
sion, and when he would run out to the studio from the control room, he
would leave his clogs off at the door and he would run and he would slide
across the floor in his socks, right to the overheads, move them a couple
of inches, and then run back into the control room.”

Another essential element in the Johns approach was “he used lots of
limiters on the instruments,” Botnick says. “He had lots of 1176s, some
Pultec EQs and, of course, what was in the APl board. It was so straight-
ahead it was ridiculous! There wasn'’t a thing that wasn'’t limited.” Clink
also remembers, “We used a [British-made] Pye limiter that had been sit-
ting on a shelf at the Record Plant for years until Andy came in and used it.”

Another memory from Clink about those album sessions: “Jimmy
[Lyon] had something wrong with his hand. His hand was swollen to
twice its regular size—1 guess he had some kind of infection. Still, he
made it through those rhythm tracks, and by the time we got to the solos,
the swelling had gone down from the antibiotics or whatever.”

All of Eddie’s keeper vocals and most of Lyon’s guitar solos—includ-
ing the blistering coda to “Two Tickets to Paradise”—were recorded af-
ter the live tracking dates. (Eddie sang into a Neumann U47; Lyon had
a single Shure 57 on his amp, plus a compressor.) “Most of what’s on the
album are full takes, with a few overdubs,” Clink says. “There was some
editing on the 24-track, but not much.”

The album was mixed on the larger API console in Record Plant Stu-
dio D. There wasn’t too much post processing added; mostly reverb from
EMT 140 plates and “and old [EMT 250] digital reverb that looked like
R2-D2,” Botnick laughs. “Andy started the mix and got maybe 20 percent
through it before he had to leave. Rod Stewart called [for Johns to work
on the Blondes Have More Fun album), and there was nothing I could do
to stop him. So 1 used some of the very good rough mixes that Andy had
done and tweaked them up a bit and it came out really well.”

Botnick also worked on the single version of “Two Tickets to Para-
dise,” editing more than a minute out of it and also adding some harmo-
ny guitars and new vocals “to give it a little more radio,” as he puts it. “In
hindsight, I'm not sure | did the right thing.”

The anthemic “Two Tickets,” released in the early summer of 78, was
actually the second single from the best-selling Eddie Money album—the
first, “Baby Hold On,” had made it all the way to Number 11 in the winter,
while “Two Tickets” stalled at Number 22. But it’s the better song, and it
quickly became his signature tune—indeed, he has even written a musi-
cal with that title based on his life story.

And though Eddie hasn’t had any big hits since “Take Me Home To-
night” and “I Wanna Go Back” in 1986, he still tours incessantly, bringing
down the house at every stop. “I wouldn’t be at all surprised if someday,
somehow he came up with another big hit,” Botnick says. “He’s really a
Top40 guy.” B
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The new Kronos X Music Workstation starts with all of
the now-legendary Kronos features, and adds a larger
SSD and 2GB of available sampling RAM (3GB total),
for lightning-fast, direct access to even more of your
sonic arsenal. No long load times, no waiting, just a
seamless connection between you and your sound.
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The Kronos-X comes preloaded with OS v2.0, which
turns your own samples into EXs libraries, playable
directly from the internal SSD. Add a second SSD
for even more storage, and use standard USB-
Ethernet adapters for fast file transfer.
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NEW WEBCASTNOW ON DEMAND: WIRELESS THEATER: OPTIMIZING SYSTEMS FOR VOCAL CLARITY

MISSY HIGGINS

Making Adjustments

It-rock  singer/songwriter =~ Missy
Higgins and band are touring the
U.S., spreading the word about her
latest album, The ‘Ol Razzle Dazzle
(Eleven). The Australian-born artist is playing her
own dates and frequently opening for Gotye (see
“Gotye Live at Red Rocks” on p. 34). This means
the musicians and four-man audio crew—moni-
tor mixer Nathan Davis, backline tech/produc-
tion manager Casey Hilliard, audio tech Gordon
Droitcour, and front-of-house mixer Gavin Tem-
pany—must adjust to different P.A.s nightly, and
to venues that range in size from 750-capacity
clubs to 10,000-seat sheds.

“Nightly, we're incorporating what we're travel-
ing with, with whatever the venue or headliner pro-
vides,” Tempany says. “This would have been diffi-

By Barbara Schultz

cult for bands to get used to in the old days when
everyone was on wedges, as this band were until
Nathan Davis joined the tour recently. There would
be different slapback from the back wall, different
sounding boxes. But now with people on in-ears
[Higgins’ monitors are Future Sonics 1Es], it’s easier
to keep things consistent for the musicians.

“For myself out front, being a support act on
Gotye’s tour means that | don't really get to tune
the P.A. each day,” Tempany continues. “1 just get
what I'm given, but luckily it’s always good. For
the club shows, it’s just a matter of going in and
making sure all the bits and pieces are there as far
as stacks and racks, but we are carrying our own
monitor desk and a front-of-house desk.”

Davis mixes on an Avid SC48. Tempany han-
dles the house sound via a Midas Proz. “It’s quite

MISSY HIGGINS
By Barbara Schultz

NEWS AND NOTES
By Mix Editors

ALL ACCESS: ESPERANZA
SPALDING

By Steve Jennings

VISIT MIXONLINE.COM/WEBCASTS FOR DETAILS

a nifty little machine,” he says. “I think it's the
best-sounding digital board I've heard; it’s a clever
system and the preamps and converters all sound
really good. Like all things, if you keep things pure
the whole way through the signal chain, you end
up doing less to it at the end of it.”

Higgins’ tour is also carrying a microphone
package of mostly Sennheiser and Neumann
models. Her vocal mic is a Neumann KMSio0s. “In
general, I've found that with female singers, es-
pecially when they back off the microphone, the
proximity effect is accentuated, so they get thin-
ner and also shriller,” Tempany says. “Having said
that, the KMS105 is far better than the mic 1 was
previously using at dealing with that. It’s far more
consistent left to right as well as front to back,
which is strange but definitely true of this mic.”
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Live > News & Notes

E] ROB ZOMBIE FRONT-OF-HOUSE
| ENGINEER JOEL LONKY

Rob Zombie’s FOH engineer for the past seven years, Joel Lonky, discusses captur-
ing the Zombie growl! and shriek: “We vary the vocal mic. We've used Sennheisers,
E-Vs, Shures. Right now we're on Bs8 capsule, but the way | set his vocal, it doesn’t
really matter what capsule it is, because it’s so processed. It's all wet; there’s no dry
vocal. I run [the mic signal] into a channel and compress it with the Midas [Prog]
onboard ‘vintage’ compressor, and 1 EQ it there. | send it pre-fade to the [Eventide]
H3000 and then the actual channel | mix is the H3000 return line, which has its
own EQ and compressor. It’s a very controlled vocal line. He walks in front of the
{Adamson Energia] P.A. and | don’t have to panic. It doesn’t ring. Even at volume
levels of 105, 107, the P.A. is that smooth and that controlled.”

TOUR: RUPA & THE APRIL FISHES INDEPENDENT ARTISTS CREATE
Global-alternative band Rupa & the April Fishes blend elements of EP,C PRO PO RT’O NS To UR

reggae with European folk, Indian music and more. “We have a core ’ ] ] ) )
of drums, bass, cello, trumpet and Rupa,” Singer/songwriter Gabe Kubanda (pictured) co-founded the Epic Proportions
explains front-of-house engineer/tour Tour with fellow un.s.lgned artists .Lost In Atlantis and School Boy Humor, and
manager Sebastian Poux. “Depending on played 15 dates at mllftary bases, high schools and colleggs throughout the sum-
where we are, she might reach out to lo- mer. “Instead of getting a dozen or so people to see us in a club, we play free
shows for large crowds,” Kubanda says. “Kids love to hear new bands, and thisisa

cal musicians, and we might go up to 10 ) . i ]
people onstage, including a full horn sec- great way to start a buzz, meeting them after the show, getting social media con-

tion, background singers, fiddle.”
Poux carries only one vocal mic—a Heil
PR22—and he carefully tweaks his input list

nections. Everybody gets paid, and it also enables us to partner with charities like
the Keep A Breast Foundation.”
Kubanda says the new Line 6
StageSource L3t loudspeakers
played a key role in the tour. “We
bought three of them—two for
main P.A. and one for use as a
monitor. We can’t afford to bring
a full-fledged sound engineer
with us. They're smaller and
lighter, and have plenty of out-
put, so we could play to crowds
up to 2,000 with no problem.”

as needed. “Rupa is the core, and the rest is
coloring the mix with whatever interesting
instruments she brings to me, painting the soundscape,” he says.
“ldeally 1 work on Avid digital consoles,” Poux continues. “I [can
trigger} different sounds and filters for bandmembers who sing; they
do chants, yippees, and that stuff is cool when distorted. The band
produces sounds like weird foghorns and radio-tone voices. When
I'm well equipped, | can play with those. Sometimes I'm limited by
not being able to travel with our console, but there is joy in traveling
without big pieces of gear.” -Barbara Schultz

TOM PETTY AND THE HEARTBREAKERS 2012

Tom Petty and The Heartbreakers hit the road again in 2012 for a tour that included their first run of European
shows in 20 years, using an L-Acoustics K1 loudspeaker system specified by the band’s longtime FOH engineer,
Robert Scovill. Sound Image, based in Escondido, Calif., served as the primary tour sound provider for both
the domestic and international legs. Shipping FOH/monitor control systems and backline overseas for the UK,
European and Scandinavian run, Sound Image called upon fellow network provider Adlib Audio of Liverpool,
UK, to supply the loudspeakers, amplifiers and some additional crew for the three-week jaunt. To accommo-
date several 360-degree shows, Petty’s typical arena rig comprised left and right arrays of 14 K1 plus three KARA
downfills per side, each paired with an adjacent hang of eight K1-SB subs for LF. A center array of 12 KUDO was
flown between the Kis for true L/C/R reinforcement, with up to 40 additional KUDO deployed as auxiliary ar-
rays to expand horizontal coverage to the 270-degree mark and beyond.
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Finally.

Finally—Sound Forge Pro, the standard-setting, industry-defining audio editor, is available for the Mac. Built from the

ground up, it reboots the legacy with a contemporary working environment designed exclusively for OS X. This dynamic
lightning-fast production fool provides a fresh outlook on Mac audio editing while delivering the elegant power and
functionality you've been waiting for. Sound Forge Pro Mac has everything needed to prepare, process, and render finished
audio master files. It further enhances the legendary Sound Forge quality with iZotope™ Mastering Effects Bundle, a suite

of essential high-end processing plug-ins, taking your experience farther than you thought possible. Sound Forge Pro Mac
redefines your editing experience.

The long wait is over. Sound Forge Pro Mac is finally here.

Learn more about Sound Forge Pro Mac or download a free trial at: sonycreativesoftware.com/sfpm

Scan to see a full list of Sound Forge Pro Mac features




All Access
ESPERANZA SPALDING

She’s been a professor at Berklee College of Music and won a Grammy Award for Best
New Artist, and she’s not yet 30. Now, Esperanza Spalding is in the midst of a U.S. tour
that continues through mid-October. Mix caught up with the charismatic, soulful and
intimate performer at the 1,600-seat Wells Fargo Center for the Arts in Santa Rosa, Calif.
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Photos and Text
By Steve Jennings

“I've been mixing Esperanza off and on since 2007,” says front-of-house engi-
neer Jaime Armengol. “Basically | try to work with the dynamic of the music
paired with the sound system. We're not carrying much production, so when it
comes to rentals my preferred digital console is the Midas. For P.A,, in general |
like the Meyer Milo, or the CQs for smaller gigs. | also like the Adamson Y-Axis
Series and the new Energia and E1s that 1 just tried out this summer for a couple
of shows. | just try to combine whatever gear | have with the natural acoustics of
the venue. In my opinion it is important to have the general mix very clear using
very minimal channel equalization. For the Santa Rosa gig | had an old Lexicon
480L. For her voice | like a quality compressor; in Santa Rosa, 1 got an Avalon.”

“I've recently moved to monitors after years of mixing FOH,

and 1 really enjoy it,” says Dan Hallas, pictured at left with

production manager Paul Boothe. “I'm mixing a combination of wedges and IEMs.
Mixing wedges, | tend to use whatever the onboard compressors are. Of course,
mixing IEMs is a different story and that's where the fun is. 'm carrying my own
Shure PSM1000s, and they sound amazing. On one tour 1 decided to advance IEMs
in-house. We weren't carrying any real production, and to lighten my load 1 left the
PSMiooos at home. | won't do that again. Now | carry those and some mics, and just
ask for standard reverbs. Other than that, I stay in the box.

“l advance wedges on a daily basis, so as a rule 1 ask for 12-inch boxes for everyone
except the drummer,” Hallas continues. “There’s a lot of upright bass going around
the stage, and the smaller spcaker helps to keep the stage tight and improve clarity
for every one. There are also 12 people onstage and anything to cut down on real
estate consumption is your friend.”




“The background vocalists are both on Shure Beta 58s,” Hallas says. “They're quite close to
the horn section, and they stay right on the mic so it works well for them. The horns are
broken up a bit. Saxes are all on DPA D:Facto 4099s—super clean ard clip-on, so it makes
it easy on us in terms of the reach. Flute is on an AKG 535, trombones are on Electro-Voice
RE20’s and the trumpets are on AKG 414’s. It’s a lot of open mics but they're excellent players

and know how to use them dynamically. Did you know you can fit an entire RE20 inside a
trombone? Definitely some compression going on there!”

__aze-pretry stafjdard: On Kick, a Shure 52 out, 91 in; SMg8s on the
toms; SMs7 onkhe snare. Overheads are a pair of AKG 414s, which

Hallas'says thdt drummer Lyndon Rochelle’s drum kit microphones /

| prefer.”

“My brother put me in touch with Stuart Morgan, bass tech for Adam
Clayton [Uz], and he had been using Aguilar amps for a while,” Hallas says.
“I ended up with the Tone Hammer and the SLi12s. Great punch and clean
growl. Esperanza dials it in and always leave lots of voice in it—midrange
clarity without the attack. We take the DI out right off the amp and mike the
cab with a beyerdynamic M88. |In Santa Rosa, Hallas used an AKG Dni2.] |
see the Dl in the wedges and the mic in the IEMs and the drum mix. That's
her electric. For her upright bass | use a Realist Pickup under the E bridge
into a ]48 Radial Dl and a DPA D:Facto 4099 mounted just below the strings
at the bridge. The DI goes to the wedges and the mic blends in for the ears.”

“I'm a big fan of DPA microphanes and this new D:Facto
vocal mic has exceeded my expectations,” Armengol says.
adding that the audio crew is also using D:Facto 4099s o1
piano and upright bass. “I alreadv knew the legendary 4011,
and this is in the same league. The polar pattern appears
to be very even with a very good off-axis response, as well

as clarity without feedback or pop. Very good optimized

proximity effect.”



REUNION WITH CRAZY HORSE YIELDS TWO POWEREUL ALBUMS

BY BARBARN SCIHULTZ
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ORKING WITH NEIL YOUNG CAN BEA WILD CARD,FORSURE, BUT IT'S PROB-
ABLY ONE OF THE MOST EXCITING GIGS A STUDIO ENGINEER CAN HAVE.
John Hanlon has been producing, recording and mixing Young for about 17 years, and
to say it never gets boring would be a gross understatement. It’s a thrill. It'’s musical

genius live on the floor. It’s awesome power on the fly, by the light of the full moon...

Hanlon’s relationship with Young started in 1983, when he and David Briggs,
Young’s longtime producer, were working on Trans remixes. Hanlon joined
Briggs again in 1990, engineering and mixing Neil Young and Crazy Horse’s
magnificent Ragged Glory, and Young has been calling upon Hanlon's talents
ever since.

“When Neil calls me, it’s always out of the blue,” Hanlon says. “His man-
ager, Elliot Roberts, and Neil will call together and say, ‘We need you yes-
terday. Then 1 just drop everything to go, because I'm working with a real
artistic visionary.”

In August 2011, Hanlon got the call to head up from his home in
Malibu to Young’s ranch in Northern California. “They told me we'd be
working with Crazy Horse
and Mark Humphreys,” '
Hanlon explains. “Mark
is Neil's monitor engi-

neer onstage; he runs the
P.A. in the studio. We re-
cord everything live, with
no headphones. There’s
some overdubbing later,
but he always goes for the
live performance feel. It’s
always about the perfor-
mance with him.”

Hanlon didn’t
in August that the ses-
sions would result in two

know

albums: a heavy, hard-
rocking batch of folk songs
called Americana, and Psy-
chedelic Pill, a collection of
new originals. Hanlon was
simply told that the first
order of business would be to install a studio that could serve as a working
clubhouse for the musicians and a small crew.

“I was to build a studio in one of the houses on the ranch where David
Briggs and Tim Mulligan had done American Stars 'n Bars with Neil back
in the '80s,” Hanlon says. “And he wanted to do it 8-track analog, which
meant we'd also snapshot to Pro Tools, but he wanted an 8-track setup, in
the building they call the ‘white house’

“First  went up for some preliminary meetings with my assistant engineer,
John Hausmann, to lay out the space and check out the acoustics. 1 purposely
didn’'task how they had set up the room for American Stars 'n Bars. 1 wanted to
feel the vibe in the room without any preconceived notions of copying what
they did. That was the 1980s; sounds and amplifiers, and where people’s heads
were, would have affected the sound coming off of the instruments and from

Recording/mixing engineer John Hanlon at the 12-input Universal Audio “Green Board” and Neve BCM 10
sidecar, in the control room he built in Neil Young's “white house.”

their souls at that time, anyway. Everything changes.

“Neil's other directive was, he wanted to record during full-moon weeks,”
Hanlon continues. “That’s when he happens to get creative. That doesn’t
mean if he writes a song three weeks after that, I wouldn’t get another call.
But this was the gathering point for when and where he wanted to start.”

Young obviously wanted to work in a homey atmosphere; he has a high-
end, fully equipped studio, Redwood Digital, on the other side of his ranch,
but he chose to track in a furnished house. So, Hanlon set about judiciously
paring down the decor in the white house, making enough room in the
35x25x8-foot living room for the musicians and their rigs, but keeping a sofa,
stuffed chairs and warm lighting.

“l knew where the
moon rose, and the way
the house is oriented
there’s a huge ceiling-to-
floor, wall-to-wall glass
window at one end of the
i" : room where you could
"

see all the moonlight,”
Hanlon says. “1 tried put-
» ting the drum riser by the
glass because there’s also
a wooden-slat diffuser
there—not an acousti-
cally designed diffuser,
but something to keep
pool cues from hitting the
picture window because
there’s normally a pool
table in there. But the
drums happened to sound
best on the far wall oppo-
site that glass wall.”
Hanlon then positioned the rest of the band in relation to the kit, ap-
proximating their onstage setup as near as possible. “That’s how they’re most
comfortable,” Hanlon says. “That means that from [drummer] Ralph Molina’s
perspective, Neil's rig—which was a 'sos [Fender] Vibralux and ’sos [Fender]
Tweed Deluxe—is ‘stage left’ At stage right is Billy Talbot’s Showman bass
cabinet. Normally, to Billy’s right is Frank [Poncho] Sampedro’s rhythm guitar
rig, but that wall was not wide enough to accommodate that. So, instead, | put
him in this little alcove off the right side of the living room where the original
house entrance used to be; that had a little tiled area where the carpet stops.

on; courtesy Shaky Pictures

Photo: Ben Johns

It worked well because 1 was able to get a little bit of room ambience on him

without having bass and everything else build up into his close mics.”
Hanlon installed a control room in the master bedroom of the house,

bringing in a 12-input Universal Audio “green board” tube console with a
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Neve BCMio sidecar, and a 16-input UA “brass
board” mixing desk as well as a Baby Neve moni-
tor board. The 8-track tape machine was an ana-
log 2-inch Studer 827. Hanlon rented a Pro Tools
192/24 system for backup, and as a safety to cover
any tracks he might need beyond the 8-track
mandate. All of the mics and rack gear in Red-
wood Digital were made available to Hanlon for
the sessions, with one exception:

“On kick drum, | wanted a [Neumann] U47
tube mic,” Hanlon says. “] wanted to record the
kit Glyn Johns-style. That means two mics on the
kit, and a third in front of the kick drum. 1 asked
for a particular U47 to use on the kick; Neil hap-
pens to own two. But it turns out that the one 1
was asking for happens to be the vocal mic that
Neil used on background vocals with Nicolette
Larson, Linda Ronstadt and Emmylou Harris
as well as his own vocals in his studio acoustic
setup. John Nowland, the studio manager over
at Redwood Digital, politely informed me that it
was not to be used in front of the kick. 1 ended up
settling for a 47 FET that worked well.”

Hanlon placed a pair of U67s over the rest of
Molina’s kit. “There was a go-degree angle be-
tween the two capsules that coincide over the
snare. Each of those 67s sat on its own track,”
Hanlon says.

On bass, he took a D1 and placed another 47
FET; these were combined to one track on the
Studer and in Pro Tools. That’s four tracks.

“On guitars—Poncho and Neil, tracks 5 and
6—I mike in a style similar to what I learned
from Andy Johns,” Hanlon says. “Andy is one of
the greatest engineers in the world. He could get
a great sound out of anything. He used to put
two Shure 57s or 56s on each guitar cabinet. One
would be straight on, and one would be angled
to the cone. | find I can get mids and highs from
the straight-on mic, and all the bottom end from
the side mic.”

On Sampedro’s guitar rig, Hanlon used two
Shure SMs7s, plus an AKG C12A to capture the
ambience of that tiled alcove. “The microphones
on Neil’s rig were the same type of setup,” Hanlon
says. “l had two 57s on each of his two guitar amps.
I could use whichever amp | wanted, or both.”

Hanlon put up Neumann KMSi4o vocal
mics for Young (track 7), as well as for Talbot
and Sampedro, and a KMSis0 for Molina. Track
8 shared the room mics and Ralph Molina’s vo-
cal mic. But for those who are keeping score, at
this point Hanlon went over the 8-track limit.
“Poncho and Billy’s vocals had to go strictly to

Pro Tools,” Hanlon says. “I had a few other Pro
Tools-only tracks. One is what I call the subkick.
I sent the kick drum mic, the 47 FET, to a small
subwoofer that 1 had miked with an 87 with a
foam pad over it; it reinforces the kick drum inta
the room. This is very low-frequency, but it helps
modulate the mids and highs into the room mics
for a better room sound, and it helps Billy Talbot,
the bass player, stay in sync with the drums. Since
we don'’t use headphones, the tighter 1 can get the
drummer and bass player to play together, the
better the whole room’s going to sound.”

Another Pro Tools-only track was what Han-
lon calls the “Briggs compressor,” after Young’s
former producer: “This was David Briggs' old
RCA mono compressor, to which | sent a com-
bination of the kick and the two U67 mics on the
drums via a bus on the BCM1o Neve,” he says.
“You get a single track of this mono, smashed,
compressed, fat drum sound.

“So, everything we absolutely had to have—
the core band sounds—was on those eight ana-
log tracks. I kept the subkick and the Briggs com-
pressor separate, because if Neil decided less is
more and he didn’t want me to use them during
mixdown, 1 could leave them out.”

Still, after all the care and wisdom that went
into the studio plan, Hanlon did not know what
music he was going to hear by the light of an Oc-
tober 2011 full moon when the sessions began:
“Neil may have talked to the band about the ma-
terial, but if he did 1 wasn’t present. 1 didn’t know
we were doing folk songs until we got in there.”

But even if he had been prepped about the
Americana sessions, it would have been hard for
the producer/engineer to envision Young and
Crazy Horse’s gorgeous and brutal interpreta-
tions of chestnuts like “Oh Susannah,” “Clemen-
tine” and “Jesus’ Chariot (She’ll Be Comin’ Round
the Mountain).” The screaming guitars, the
thunderous drums, Young’s plaintive voice... on
songs we all sang in grade school. It’s unsettling,
in a good way.

The Americana sessions took place in those
full-moon weeks, October through December
2011. By December, Hanlon was recording some
overdubs for the record, including children’s
choir sessions at EastWest Studios (Hollywood).
After Christmas, he began mixing Americana on
the Neve 8078 in Redwood Digital. Then in Janu-
ary, he was asked to be ready for more recording.
Full-moon weeks during the next few months
would see the band tracking songs with massive
instrumental jams that would be edited down
into brand-new songs—though some were edited
more than others.

The first track on the album, “Drifting Back,”
for example, started as a 32-minute take. “That
performance happened on a Saturday,” Hanlon
recalls. “1 got up early Sunday morning and called
Neil and said, ‘I think you have something here,
and went over and played it for him on a CD. We
mapped all this stuff out in terms of structure—
identifiable choruses and verses and B sections—
while listening to these parts on a little blaster,
sitting in the entranceway of his home, and mar-
veled at what he had.”

“Drifting Back” got edited down for the re-
lease, but only by about six minutes. There are
also a couple of 16-plus-minute songs on the al-
bum, as well as several more concise tunes. The
nine tracks on Pill fill two discs; they're very dif-
ferent in shape and intent from Americana, and
sonically somewhat different as well.
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“There were important differences between
the Americana sessions and the Psychedelic Pill
sessions,” Harlon says. “On Americana, Billy Tal-
bot had a Daking direct box that had gain avail-
able in it; we were using that as a preamp to his
Showman bass amp. With that DI, even when no

gain was selected on the pot on the front, it still
affected the sound, and it was a pleasant sound.
On Psychedelic Pill, he switched to a Sal Trentino
active direct box.

“Another change was, Neil stopped using
the amp setup he'd had; he went to a modified

'sos Tweed Deluxe with 6L6 tubes and an old
Magnatone—the same setup he uses with Cra-
zy Horse on the road. The SPL being thrown
into that living room studio was probably 10 to
15 dB louder than what 1 was dealing with on
Americana.”

The sounds that were laid down for Psychedel-
ic Pill are probably closer to what fans will expect
from Neil Young and Crazy Horse. But for Han-
lon’s part, he’s happy never knowing what to ex-
pect from Young—happy with the way the “white
house” functioned as a studio; even happy with
the limitations imposed by 8-track.

“To me, some of the greatest records are the
ones done with the fewest amount of micro-
phones,” Hanlon says. “The sound ! like is orches-
tral. A classical engineer reading this might cringe,
but 1 approach Neil Young and Crazy Horse or-
chestrally. Musicians playing live together—what
a concept.”

VISIT US AT AES
Booth 1146

Warren Huart
Producer // Engineer // Vice President of Swing House Studios
(Augustana, The Fray, James Blunt, Korn, Adele, Shakira ...)

/| N NS R ---

w//////////// //1//// HH |

“LEWITT mics are extremely versatile. The drum mics are
perfectly matched and I've had many incredible results with
them beating far more expensive microphones.

: <35 On the latest Aerosmith record, | used a pair of LCT 640’s
to give an accurate, in-phase stereo room sound of Joey

Iz Kramer‘s drums. They were able to faithfully reproduce all the
- subtleties of Joey Kramer, one of the world’s greatest-ever rock
— drummers.”
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AT RED
ROCKS

TEXT AND PHOTOS BY CANDACE HORGAN

UNKNOWN IN THE U.S. AND EUROPE. TOILING

AWAY IN HIS NATIVE AUSTRALIA SINCE 2001,
HE HAD SOME MINOR SUCCESS WITH THE SONG
“HEART'S A MESS" LOCALLY AND IN PARTS OF EU-
ROPE, BUT NOTHING WOULD HAVIE INDICATED THAT
WALLY DE BACKER WOULD EXPLODE IN 2012, RID
ING THE SONG “SOMEBODY THAT I USED TO KNOW?”
WHICH WAS RELEASED IN THE SUMMER OI' 2011
ON YOUTUBE. AS OF SEPTENIBER 1, THE VIDEO HAD
BEEN VIEWED MORE THAN 311 MILLION TIMES.

A S LATE AS LAST FALL, GOTYE WAS RELATIVELY

Even that mind-boggling number doesn’t tell the story of how much the
song has embedded itself into the world’s musical consciousness. Check out
“Somebodies: A YouTube Orchestra,” on Gotve’s YouTube video channel. It’s
avideo mashup of hundreds of different cover versions of the song, from the
well known like Walk Off The Earth’s version around a single guitar (which
has generated its own parodies) to other, totally obscure versions.

Riding the wave of the song’s popularity, Gotye embarked on an amphi-
theater tour of the States in late summer, starting at Red Rocks in Morrison,
Colo., after flying in from Japan.

Running sound on the tour is Lachlan Carrick, who started his career as
a teenager and has now been mixing for more than 20 years. The summer
swing is Carrick’s second tour with Gotye.

“My dad was a musician and 1 would go to his gigs, and often the only
place I could sit was the sound booth, so I gat interested in audio that way;
I've never had a real job,” Carrick laughs. “I also work in other areas—some
experimental theater, for example—and I spend a lot of time in the studio.
It’s somewhat of a rarity to come out on a long tour like this, but I am really
enjoying it.”

Gotye is running a full production rig for the tour. At front of house, Car-
rick sits at an Avid Venue Profile. “Eighth Day Sound is supplying the gear for
this run in the States, so it's my first night out with it here at Red Rocks,” says
Carrick. “The Avid console suits the way 1 like to work very well. | can make a
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to the Eye and the Ear

Yamaha's newest addition to the digital mixer faﬁwily is a crowd-pleaser for sure.
Embodying sonic superiority, all three models — CL5, CL3, and CL1, come
equipped with a Premium Rack featuring Yamaha's unique VCM analog circuitry
modeling technology and the highly acclaimed Rupert Neve Designs Portico 5033
EQ and 5043 compressor. Now more than ever, creative freedom to color
your sound is in your hands. Complete with an eye-catching exterior featuring
a channel color bar, channel naming and sleek faders, this new addition looks
and feels as good as it sounds.

72N C U _ccrmes  ®YAMAHA
'é)/ DIGITAL MIXING CONSOLES CD
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whole bunch of different sounds with it, then eas-
ily automate them, which sounds simple, but the

Venue platform takes automation to a whole new
level above other digital consoles I've used. And
obviously, everyone says it, but the TDM plug-ins
sound amazing, and are fully integrated. When
you're used to using them in the studio, and the
artist is used to using them in the studio, it’s great
to be able to apply them in this situation.”

Carrick uses roughly 48 inputs at FOH and
employs many different plug-ins out front, pre-
ferring them at this point to outboard gear. “The
latest thing l've been getting into is the Waves
Non-Linear Summer, which is a pair of tools that
emulate classic console channels and their master
buses,” he explains. “They have an SSL,an EMI and
a Neve; all these channels are modeled individual-
ly from particular consoles. The Drive function is
outstanding. | have the NLS channels running on
subgroups, and then also the NLS bus over my L/R
mix. | mainly use the EMI-style drive on this show,
but it just feels like a really nice way to add some
extra level and some subtle juice to bring things
forward. You can sculpt the way the midrange dy-
namic works in particular. Great stuff!”

Gotye likes to use a lot of samples in his songs,
triggering them onstage in Ableton Live using three
Novation Launchpad 64-button controllers and an
Alternate Mode MalletKat Pro MIDI percussion
controller. Carrick mixes in stereo with a general
stage representation, but the soundstage gets more

detailed attention because of all the samples.
“Keeping up with Wally is the most challeng-
ing part of the gig, for sure,” Carrick says. “He's
extremely detailed in what he does in the studio,
and he applies that to his live shows. He'll often
come out front and have a look at mixes during
soundcheck. I use a lot of snapshots tune by tune,
and they are all tempo-mapped. The delays | use
[Waves H-Delay] are set to follow the tempo, so 1
then work with them as measure rather than mil-
liseconds. I really like the way you can do tempo-
guided release time with the H-Compressor. So
with kicks and stuff, you might have an eighth-
note release time on the
compressor, which is
quite a musical sound. So
then 1 don’t have to fine-
tune the release times
like I would in the studio.
“l use a heap of Waves
stuff, actually, like the
SSL Master Bus Com-
pressor, the C6 multi-
band and the L3 Limiter,
but 1 don’t slam the mix
very hard, and 1 don't
mix super-loud, either.
1 try to mix with a lot
of dynamics, so there
can be loud parts of the
show, and when they

kick in it's quite dramatic—hopefully. Wally’s vo-

cals can be extremely quiet, right through to very
loud belting; he’s sort of a chameleon of a vocalist,
so working the dynamic of the show around that
is paramount.”

Eighth Day also provided the P.A. system, a
d&b audiotechnik ] Series, and Eighth Day’s Dave
Ely was out on the road to help Carrick with sys-
tem tuning.

“We are using 10 of the ]8s, which is the nine-
degree box, and then four of the Ji12, the 20-de-
gree box, on the bottom, to fill in,” Ely explains.
“The subs are the d&b Bz, a nice punchy box. We
have what we call a Q box, a smaller version of the
], and we use the Q for side hangs. We don’t have
them up here [at Red Rocks], but 1 have three of
them stacked on top of the subs. We use those for
in-fill. The nice thing about d&b is all their boxes
work well with each other. It’s not like you have
a really good box and then the other doesn't fit
with it. We use the D12 amps, and then we have a
Lake Controller just for EQ, basically. Either my-
self or Lachlan will do the system tuning. There’s
quite a lot you can do with the d&b software. It
lets you monitor the amps, but you can really fine
tune things with it. We can do the timing with
either the Lake or the d&b.”

Gotye sings into a Sennheiser 935 head on
the latest Sennheiser transmitter. The other mi-
crophones were mainly a combination of Earth-
works, Sennheiser and AKGs, with a sprinkling of
Radial DIs for the computers and the keyboards
and a Radial JDX box on the bass amp. The guitar
amps are miked with Sennheiser e609s.

“l do like to use a dynamic on the vocal; it
seems to keep it sounding tighter, especially at

Front-of-house engineer
Lachlan Carrick is on his
second tour with Gotyve.
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Alpha-Link MX
Studio 1/0 by SSL... pure and simple.
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Our passion for impeccable audio performance puts our consoles, outboard and 1/0 at the heart of
the finest studios and in the hands of the most creative and successful artists, 