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LOW CUTOFF lets
you match Eris
to a subwoofer
without screwing
up the bass.

3-position
ACOUSTIC
SPACE switch
lets you control
Eris’ bass output
depending on
whether you're
placing themin
corners, or on
each side of a
video monitor but
close tothe back
wall, or farther
out towards the
middle of your
contrel roam.
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ere’s adirty little secret:
Most monitors in Eris’ price
range are designed so that they
sound impressive in the store —
lots of bonky bass and tizzy treble
— but they aren’t accurate when
you're trying to do a serious mix
inyour studio.

The new Eris” E5 and E8 are
true pro monitors with the pre-
cise back-panel acoustic-tuning
tools you need to tailor their
sound to your room environment
and musical genre*. You'll end
up with mixes

**\ Eris" Affordable studio monitors
that don’t treat you like a kid.

that sound good everywhere
(including iTunes and CDs), not
just in your control room.

Eris monitors pack long-throw
Kevlar” K100 low frequency
transducers and low-mass, silk
dome high frequency transduc-
ers with separate butt-kicking
Class A/B amps for each.

Above all, Eris are musical,
powerful, and excruciatingly
accurate. Get the whole story
of Eris on oursite. Or visit your
PreSonus dealer for an
ear-full of Eris.




SD5 MAIN FEATURES:

124 Input Channels

56 Configurable Busses Plus
Master Buss

24 x 24 Matrix

24 Dynamic Equalizers

24 DiGiTuBes

24 Multiband Compressors
24 Digital FX

32 Graphic Equalizers
Multi Channel Folding

8x AES/EBU 1/0 (mono)

THE ALL NEW SD5. A REAL CROWD PLEASER.

THE BRAND NEW ALL SINGING & ALL DANCING, SD5 DIGITAL CONSOLE. SHIPPING NOW.
® e '-‘ ‘F‘ ‘F‘
@ 9 " ' A i > n

www.digico.biz
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Pro Tools 11

Armed with a redesigned 64-bit architecture and a

highly enhanced audio engine, Pro Tools 11 gives you the
processing muscle you need to work with extremely large,
complex, and technically demanding sessions. Features
such as faster-than-real-time bounce and improved key
commands turbocharge your workflow. Advanced metering
modes and a unified media engine allow you to handle
professional-scale projects of any caliber.

Bottle

Blue's Bottle is
respected worldwide
for its incredibly
vibrant response

and its capability to
change microphone
capsules for different
sonic characteristics.
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*Subject to credit approval. Minimum monthiy payments required. Call your Sweetwater Sales Engineer for details or visit Sweetwater.com/financing.
**Please note: Apple products are excluded from this warranty, and other restrictions may apply. Please visit www.sweetwater.com/warranty for complete detaits.
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y Factory- .authorized Service
y Free 2-year Warranty™*
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AUDIO COMPUTERS
Creation Stat.lon 400 ) ) Fast, Free
Each of the Creation Station 400’s components has been selected for reliability and complete SpeL
compatibility with industry-standard audio recording systems — and blazing-fast performance! Shlppmg

JBL

Froressionac)
HARMAN
Aurqlex Roominators Pro Plus Kit LSR4328P Pak Monitor System
mcoustics 0ain control over your studio’s acoustics This incredibly accurate monitor setup includes automatic room compensation,
with this value-packed set of absorbers, computer connectivity, and more — so you always get the best mix environment
diffusars, and bass traps. possibie. Put JBL quality and reliablility in your studio!
WE UF F ER 0 . HBillMeLater
Ny Fiexpe S R visa [eld D R e
PAYMENT OPTIONS: Flnd all of our payment options at Sweetwater. com/financing.

(800) 222-4700
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Introducing

The audio workstation that redefined the industry
just got more powerful.

- Plug into epic processing power with the all new Avid® audio engine.
« Turbocharge sessions with 64-bit performance.
+ Deliver mixes 150x faster with offline bounce.

Welcome to the new standard.

CPU (Natve) =
CPU (Clipy

Disk

¢ 2013 Avid Technology, Inc. All nghts reserved. Product featurés, spedffidation®, System roqu'-r"nh'?ng, and Sty S+ I8 BETIEERy o Withdtrmomee. Avid, the A id 1oga, &nd Pro
Tools are trademarks or iregistered trademarks of Avid Technology, Inc. in the U.8. and other countries All other trifemarks contained herein are the property of thgir respautive owners,
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From the Editor

DON'T CALL IT PROJECT STUDIO 2.0

've never been a fan of the term “project studio,” and I'm the perfect demographic. In

the late 1980s/early 1990s, when New England Digital had passed its zenith, Fairlight

was transitioning into a DAW company, and Silicon Valley upstart Opcode ruled the
roost with only a hint of Digidesign to come, 1 was a young assistant editor at Mix. We
were in the Bay Area, and despite the long tail of large-format consoles and soffit-mounted
mains, even then we could see the coming merger of the audio and computer industries.
The transformation was under way. Artists, engineers and producers could record 24-track
digital at home for pennies, maintaining quality, at their leisure with time to be creative.
But in a project studio?

It just seemed so derogatory, as if work done in a project studio was for practice, not
really professional. It wasn’t the case, of course, though most agree in hindsight that the
technical quality coming out of early memory- and processing-starved project studios was
often lacking. Not necessarily artistically, but technically. And the popular image, unfair
or not, was of a slapped-together spare bedroom or garage with near-field monitors and an
ADAT. “Music and recording has been democratized through technology! Anybody can be
a star!” It didn’t work out that way, of course.

Twenty years later, it dawns on me: What was missing from the early “project studio”
was the room! The physical space. The acoustically accurate, trusted recording/mixing
environment, New digital technologies and a creative mind can take an artist or an engi-
neer a long way, but without a proper room...?

Today we are witnessing the resurrection of the project studio, albeit under a more
professional guise, with more advanced digital technologies and much, much better
rooms. The boom in acoustic treatments and DSP-corrected, high-end monitoring is testa-
ment to the demand out of new rooms, professional rooms, whether in a producer’s home
or an engineer’s leased facility. Studio designers are building modular treatments for
personal clients and striking collaborative deals with manufacturers/distributors; DAW
manufacturers are designing features and workflows around the single-operator/engineer
approach; and speakers now come with automated room-correction algorithms. The high-
end professional, with a private space, is the new demographic.

I often banter back and forth with longtime industry vet Tom Menrath, telling him, “We
need a new name! These rooms going in at Keb Mo’s house, at Rick Rubin’s Hollywood
home, on Pharrell’s bus, are not project studios!” The best we’ve come up with so far is
Personal Professional Studio. But that doesn’t sound right. It feels stilted. And we can’t
go back to project studio, no matter how easily it rolls off the tongue. So what should we
call it? This private space, with quality analog and digital gear, accurate monitoring and
a true acoustic environment? What do we call it?

Meanwhile, the recording studio is not dead, nor is it moving solely into private
producer homes. The business-savvy and artistically unique studio owners prevail, and
the newcomers open their doors. In our annual “Class of...” feature, we profile 18 of the
past year’s hottest new studios, big and small, and we found great geographic and genre
diversity, proving again that the recording industry is alive and well. Sometimes it’s com-
mercial, sometimes it's private. But it’s always vital.
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www.yamahaca.com

NUAGE

Yamaha & Steinberg

ame Ghanger

The world of production has been ready
for a new player. Cue the Nuage Advanced Production
System. A unique synergy between Yamaha and
Steinberg, where hardware meets
software to create a seamless workflow that offers
extraordinary efficiency and flexibility.
Revolutionary. Innovative.
Game Changing.

Find out more at www.yamahaca.com. R YAMAHA

cCQ

commercial audio

Yamaha Commercial Audio Systems, Inc. P. O. Box 6600, Buena Park, CA 90620-6600 ©2013 Yamaha Commercial Audio Systems, Inc.



Audnoyz + Clemistry
= Audistry

Steve Thomas, a composer and longtime recording

indusiry veteran, is Audnoyz out of Boston. Shawn
Clement, an A-list composer for film and television,
is Clemistry Music out of Los Angeles. On Apil 16
on the Paramount lot, the two released Audistry, an
original CD that combines Thomas’ genre-mashing,
found-sound approach with Clement’s cinematic,
guitar-driven, and orchestral aesthetic.

“We started with each of us combing thraugh
previaus projects, scores, alternative takes, and un-
released material,” Thomas explains. “That was
thrown into a pot with new material that includes
guitars, harmonica, orchestral elements, sound de-
sign, programmed synths and libraries. All the new
material was recorded at Clemistry Ranch and {in]
my personal studio, where the final slicing, dicing,
mixing and mangling was done last December.

“A track might start out as a sketch based on a
couple of orchestraied motifs Shawn came up with,
and then I might lay that on top of an Audnoyz beat
from miy library,” he continues. “Orin the case of the
song ‘WTF, Shawn came up with a tuba and bass
clarinet pairing as part of a larger orchestration,and
I stripped it down to just the tuba and bass clarinet,
and added a trombane to the voicing, and then {aid
that on top of a drum track played by Frank Basile
of LiveStudioDrums. Shawn’s original stems were
in 7/4, so | basically sliced, diced and aligned the
voicing on top of Frank's solid 4/4 beat. Then the
track was bounced back to Clemistry Ranch where
Shawn recorded the stacked guitars, Kelly Rucker's
harmonica solo and added more layers. After that,
the track came back East, where | added the textural
synths and the final assembly by the two ussitting at
the mix desk. Complete with Zappa moments.”

For mere, visit wa w.audnoyz.com

and www.clemistry.com.
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InfoComm 2013: Collaborate,
Communicate, Connect

More than 10.000 A/V technology products
from more than 925 companies will be fea-
tured al InfoComm 2013 in Qrlando, }June
8-14, at the Orange County Convention Cen-
ter. InfoComm caters to a broad spectrum of
markets. including business, government.
military, education. worship, healthcare. hos-
pitality, retail and entertainment. Upward of
35.000 professionals are expected to attend.

The Technologies for Worship Pavilion
will feature the latest A/V technaology applied
for House of Worship staff and volunteers. while new technology zones will highlight emerging
trends. This year. InfoComm is partnering with audio education company SynAudt:on to bring
expert training to the show. including “Sound Reinforcement for Technicians,” a three-day mul-
timedia seminar with hands-on exercises for audio technicians. using an iPod Touch controlling
an audio instrumentation interface: a second course is titled “The Acoustical Site Survey.”

“The $78 billion A/V industry continues to grow each vear,” says Executive Director and
CEQO David Labuskes, CTS. RCDD. "Demand for A/V technology—including control systems.
conferencing, digital signage and networked audio—has increased dramatically in the built
environment. Audiences expect increasingly spectacular live events. This interest has result-
ed in a thriving show. and I am confident that InfoComm 2013 atlendees will experience the
most dvnamic InfoComm ever.”

For more news on InfoComm 2013 before, during and after the show, visit infocommshow.org.

Musikmesse 2013

By Mike Lawson

Held in a convention center that dwarfs
the annual Winter NAMM Show's home
in Anaheim, the annual Musikmesse in-
ternational trade fair and its show-within-
a-show, Prolight + Sound, took place in
Frankfurt, Germany, from April 10-13. Over
the course of four days, more than 2,000 ex-
hibitors demonstrated products in multiple
halls throughout each day. Each year I've at-
tended, I've learned to make a direct dash to

Halls 5 and 8, which contain the products I'm most interested in seeing from music production, live
sound and recording studio equipment manufacturers.

This report highlights the top items | saw during Musikmesse/Prolight + Sound 2013; a few are
mentioned here.

Solid State Logic’s booth was one of the most exciting, where the company announced the launch
of ‘Live, the first SSL console for live sound production. Genelec announced its new M Series stu-
dio monitors, which are designed to be energy-efficient. The folks at Universal Audio announced the
Apollo 16 FireWire/ Thunderbolt-ready audio interface, with 16x16 analog 1/O....

To read the full-length report, head to mixonline.com.



The Blackbird Academy to Open in Nashville

T‘t"l'l'l'llllllulllc.n.nnlnlllllllll

John and Martina McBride's Blackbird Studio in Nashville is launching its own audio engineer-
ing school, The Blackbird Academy (theblackbirdacademy.com), whose mission is to “challenge
and educate students by presenting them with real-life scenarios that an engineer would en-
counter on a regular basis.”

Students will learn in a hands-on environment in Blackbird’s professionally designed studios
and labs, using the best equipment available anywhere. Staff instructors include Mark Rubel and
Mix magazine technical editor Kevin Becka. The Studio Engineering Program (24 weeks, 700
hours) begins September 30, 2013, while the 24-week, 720-hour Live Sou nd Engineering Program
will commence on January 6, 2014. But first up, a High School Summer Studio Recording Pro-
gram will take place July 22-24, 2013.

“This has been a dream of mine for a long time,” says McBride, a veteran live sound and re-
cording engineer. “Mentoring is a responsibility 1 don't take lightly, and judging from interviews
with Blackbird Studio interns over the years, a better education should be available for people
who want to make a career of audio recording and live sound engineering.”

I T e e Sy e TERIEIE]

Joe LaPorta Joins Sterling Sound
as Senior Engineer

Sterling Sound (sterling-sound.com) in New York City an-
nounced that mastering engineer Joe LaPorta (pictu red), a
Grammy Award nominee and TEC Award winner, recently
joined the staff as a Senior Engineer. A graduate of New York
University’s music technology program, LaPorta began his
mastering career at The Lodge in New York City, and over the past eight years has amassed a discog-
raphy that includes such artists as Foo Fighters, Vampire Weekend, Tiésto, The Killers, Beach House,
Imagine Dragons, Postal Service, Garbage and Jimmy Cliff, among others. LaPorta also works as
a consultant for one of the world’s leading forensic musicologists and has worked on many high-
profile cases, ranging from The Beatles to Michael Jackson.

2013 Recording Industry Golf Tournament
The 2013 Recording Industry Golf Tournament (RIGT) will be
LA | A A A LA held Monday, June 24, at Malibu Country Club, to benefit the
music program at A Place Called Home, a community center
and safe haven in South Central Los Angeles that offers educa-
tional programs for underserved youth between 8 and 21 years of age. Ed Cherney and Al Schmitt will
serve as the tournament’s Co-Honorary Chairs, and sponsors to date include GC Pro, Sterling Audio,
Record Plant, SAE Los Angeles, Shure, Sound Design Corporation, TransAudio Group, Vintage King
Audio and Westlake Recording Studios, among many others. The event is produced by Karen Dunn
of KMD Productions.
For more information about the tournament, visit recordingindustrygolftournament.webs.com
or call 925-708-0307.

SPARS Sound Bite
Active EARS

By Blaise Barton & Reid Hyams

SPARS |com

—

THE SOCIETY OF
PROFESSIONAL
AUDIO RECORDING

So much of professional audio takes place on a
regional level that we in Chicago have always
thought that it’s good to know your neighbors.
That’s one of the reasons the Engineering And
Recording Society of Chicago (EARS) was formed
27 years ago as a not-for-profit group dedicated to
the advancement of excellence in audio produc-
tion. Our members include more than 180 record-
ing engineers, producers, live mixers, and studio
owners, as well as musicians, students, enthusi-
asts and pro-audio representatives. We meet once
a month at a variety of recording studios, radio
stations, live sound venues, and manufacturer fa-
cilities. The past year has been very busy.

e In January, EARS staged “The Big Playback,”
a listening party where members get to show their
stuff and play tracks they have been working on.
The tracks are played blind; the producer/engi-
neer is encouraged to step forward after it’s over
and describe how he or she produced the track
and then receive critique from the group.

¢ Recently our members were treated to a
tour and lecture at John Hardy's manufacturing
facility in nearby Evanston. Hardy meticulously
handcrafts his world famous mic preamps, and
as it turns out, Hardy’s facility just happens to be
an ideal spot for a BBQ.

e As part of the recent CIMM FEST, EARS cel-
ebrated its first Mix Off, a competition where mem-
bers downloaded stem tracks for the same song in
five different musical categories: Rock, Pop, Hip-
Hop. R&B and Jazz. More than 150 members down-
loaded the various tracks and had three weeks to
mix them. At the event, the contestant’s mixes
were played back to a room full of their peers, then
judged and voted on with elimination rounds.

EARS has also been working closely with the
City of Chicago and the Mayor’s Office of Spe-
cial Events, helping graduates from Columbia
College and continuing with our popular EAR-
DRUM newsletter. So much audio takes place in
towns big and small across the country; here in
Chicago, we’ve learned that if you get to know
your competition, everybody benefits!

Blaise Barton and Reid Hyams are co-directors of
Engineering And Recording Society of Chicago.
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The sounds, the shows, the songwriting, and the business deals that make
it all come together - Full Sail University’s music programs are designed
for the many diverse paths within the industry. If you’ve got something to
bring to the music world, a Full Sail degree can help you get there.

3300 University Boulevard « Winter Park, FL

Financial aid available for those who qualify » Career development assistance » Accredited University, ACCSC
view detailed intorma#ian regarding tuition, student outcomes, and relatad statistics, please visit fullsai .edufoutcomes-a

Campus & Online Degrees Available

Music Business
Music Production
Recording Arts

Show Production

800.226.7625
fullsail.edu



THE NATIONAL
By Blair Jackson 11

NEWS & NOTES 14

CLASSIC TRACKS:
JESSIE'S GIRL
By Barbara Schultz 16

CAPTURING THE DARK BEAUTY OF THE NATIONAL

or a lot of people, it takes awhile for
our records to really sink in,” says
Aaron Dessner of the moody Brook-
lyn rock band The National. “We try
to make our records interesting in terms of how
the songs unfold and develop—the dynamics—
and, of course, Matt’s lyrics usually aren’t that
obvious, even when they're fairly direct.”

That would be Matt Berninger, possessor of
the haunting, resonant baritone at the center
of The National’s sound, and author—with
his wife, Carin Besser—of the at-times opaque

lyrics on the band’s latest album, Trouble Will
Find Me (on the 4AD label). The music that sur-
rounds that voice is often a hypnotic weave of
intricately layered guitars, keyboards, bass and
drums, with strings and horns thrown in occa-
sionally for textural effect. The National are
masters of the slow build—their nuanced songs
often simmer and grow organically, elegantly
flowering with a dark, mysterious beauty and
propelled by subtle drones. Besides Berninger
and guitarist/keyboardist/producer/engineer
Dessner, the group consists of Aaron’s multi-

instrumentalist twin brother Bryce Dessner
(also co-producer/engineer), and another set
of brothers, bassist Scott Devendeorf and the
group’s not-so-secret weapon—the phenom-
enal drummer Bryan Devendorf.

Since their second album (they’ve made six),
the band has worked with producer/engineer/
mixer Peter Katis and either recorded or mixed
parts of their albums at his Tarquin Studios
in Bridgeport, Conn. In 2008, however, Aaron
Dessner built-a studio in the two-car garage
behind his Brooklyn home, and starting with

mix 11
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Music > The National

the 2010 album, High Violet, the Dessners have taken a greater role in the
recording process. On Trouble Will Find Me, Katis mixed just one tune,
with Aaron and Bryce working on the demos and early recording and
premixing in the garage studio, then bringing in Montreal-based engi-
neer Marcus Paquin (Arcade Fire, Stars, Local Natives) to be the principal
tracking engineer for sessions at The Clubhouse, a Neve 8058-equipped
room in Rhinebeck, NY. (up the Hudson River from Manhattan).
Overdubs were at the garage, and except for two songs, it was mixed by
Craig Silvey (Yeah Yeah Yeahs, Arcade Fire, Arctic Monkeys) on the Neve
8078 in Studio A at Electric Lady in NYC.

Aaron says they decided to record upstate because “we wanted to iso-
late ourselves and also try to capture more spontaneity and more interac-
tivity in the underlying performances. We have families, and it’s easier to
focus if you distance yourself from your normal life. The living arrange-
ments were really nice, and the land around the studio is so beautiful. We
stayed up there for six weeks. 1t was something we'd never done before,
and it ended up being a really special experience for the band.” The band
also cut one song and recorded string overdubs at nearby Dreamland
Studios in West Hurley, N.Y.

The group’s songs start as wordless demos created in the garage. “We'll
write music that usually has some form and sense of melody and send
them to Matt,” Dessner says. “And we'll send a lot of them—well over 50,
for sure—as templates for him to experiment over. Over time he’ll zero in
on the ones that are inspiring him, and then we focus on those. As a band

we'll try to arrange the
E song, work on beats
and come up with ideas
for textures. But the

Check out

the extenaed music develops some-
interview at
; what separately from
the vocals, and then at
some point, we'll start
T T

recording vocals.”

nixonline.com

“In this case,” adds engineer Paquin, “by the time we were talking
about where to record, there were already some scratch vocals, and sev-
eral songs had been developed.” And though the band’s long stint at the
Clubhouse found the entire band (plus keyboardist Nick Lloyd) laying
down solid basics and other parts, they didn't hesitate to carry through
parts from the Brooklyn demos if they felt they were right for a song—
indeed, nearly half of the songs on the album kept the demo as a base.

“We were open to using whatever created the most interesting colors
and which played into the emotions of the songs as they intended it,”
Paquin comments. “There were a number of songs where we really liked
the demo, we re-recordrd it to get a better performance or a sonic improve-
ment—and then we came back later and realized the original had a better
feeling to it, or sonically there was an interesting quality we preferred.”

THE WATIONAL Tsowble Will Fine
"

Clubhouse turned out to be a great room for Bryan Devendorf’s
drums. Besides miking the kit pieces individually, Paquin used a pair of
RCA 44 ribbons on the room and a U 47 in front of the drums, through
a compressor, “going for a round fatness that, when you blended them
with the drums, gave them a center.” The Dessners brought “cases and
cases of guitars, and we cycled through many guitars and amps to find
the right sonics for each song,” Paquin notes. His main guitar mics were
a Beyer 201 and a Royer R-121. Berninger’s lead vocals at Clubhouse were
recorded using a Shure SM7B through a Neve 1073 preamp and a bit of
1176 compression, with more captured using a Telefunken U47 tube at a
private studio called Kickstand, near the singer's L.A. home. For harmo-
nies and doubling, Paquin used a Neumann U 8.

After the Clubhouse sessions, action shifted back to the garage and the
long process of overdubbing and layering. “It was all about finding the right
textures and color shifts and determining what the aesthetic would be,”
Dessner says. “We never really talk about it. We just inch closer and closer
toward some place that feels like a place we can live with.” &
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JON HOPKINS RELEASES ‘IMMUNITY’

What does East London sound like at 4 in the morning? Producer/musi-
cian Jon Hopkins decided to record that very idea outside his studio door
on the final night (er, morning) of recording his fourth full-length album,
Immunity (June 4, Domino), to both capture the moment and breathe a
little life into a particular section of the album’s title track. “The final thing
1 had to finish was the transition section between ‘Sun Harmonics' and
‘Immunity,” Hopkins says. “This section needed a bit of life—it was sound-
ing too flat. | had the idea to record what was going on outside at that
minute, preserving that moment on record. 1 went outside with my Zoom
field recorder and just recorded for about 20 minutes.”

The results were edited and laid over the existing drones and vocals.
“[You can hear] footsteps, a car passing, nocturnal city sounds. 1 find things
like that bring electronic sound to life and immerse the listener in a physi-
cal world.” The rhythmic creaking, wooden noises further into the track
are the sounds of Hopkins’ piano pedals. “1 recorded them with two Maplin
tie-clip mics—which are great for capturing things where there is no space
for a full-size mic—and cut the results into that drum part.”

“Immunity” also features Scottish singer-songwriter King Creosote,
whose dreamlike vocals were recorded with a Rede NT2-A going into a
TL Audio dual-valve preamp. “The vocal chain in Logic was based around

JASON BOLAND'’S
RETURN TO ANALOG

With his deep and beautiful vocal
backed by a tight longtime band, The
Stragglers, Jason Boland rocks classic
country, and for his new album Dark &
Dirty Mile, he and his producer, Shooter
Jennings, insisted on keeping things
“classic” on the technical side, too.

“I worked with Jason on several of
his records. He actually recorded his
very first record here,” says John Ross Silva, the chief engineer at
Cedar Creek Recording (Austin, Texas), where they made Dark &
Dirty Mile. “Jason asked me, ‘Would you be up for making an all-ana-
log, no-computers-involved record?’ | said, ‘I'm completely onboard
doing something like that, but are you?’ I wanted to make sure they
understood the limitations. But Jason said, ‘That's how 1 did my first
record, and I still think it’s the best-sounding one I've ever done.”

Silva tracked Boland and band live to a Studer A827 24-track
machine, using the pre’s in the studio’s 1973 custom 32-input Neve
console, as well as some outboard 1073s.

To keep the track count down, Silva minimized drum inputs: “We
made a subkick—a reverse NS1o speaker on the kick drum with a D112
[AKG mic] on the inside,” he says. “We used just a top snare mic, and
I put a mono [Neumann] U 87 up as an overhead, but a little higher
up, and then two Coles ribbon mics as close, mono, kit/tom mics.
They weren't necessarily tom mics because they weren't that close,
they were more in front of the rack a little farther back, with one
underneath the floor tom to get some low rumble.”—Barbara Schuitz
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Waves PuigTec EQ and
REQG, with a send to an
aux running [SoundToys]
EchoBoy going into [Audio
Ease] Altiverb 7, [Waves]
MondoMod and S1 Stereo
Imager. Once the vocal was
comped, |1 put it through
Magneto on [Sony] Sound
Forge. 1 always do this. |
haven't found a saturator I like as much as this for vocals, even though
it'’s about 10 years old.”

A classically trained pianist, Hopkins always reaches for the real
deal when recording. “I have never used a fake piano. | use a Yamaha
upright that I've had since | was about eight,” he says. “I record it with
two Oktava [MK-o12] mics and a Heritage Audio DMA-73, going into
an Apogee Ensemble, then into Logic. All the sound sources used on
the record are external; there are no soft synths. 1 have nothing against
them, but I just don’t find them interesting, and I'm way too impatient
to learn them.”—Lori Kennedy

HOUNDMOUTH
ON THE VERGE

Indie rockers Houndmouth have been
preaching to the choir: They've recently
toured with Drive-by Truckers, Alabama
Shakes, and Grace Potter and the Nocturnals,
playing their soulful, roots-influenced
originals for friendly crowds. Their SXSW
appearance was featured on NBC-TV Rock
Center program. And now, buzz is building
around their debut album, From the Hills
Below the City (out June 4 on Rough Trade), which was tracked near their
southern Indiana home, in a parsonage in Louisville, Kentucky.

“It's a turn-of-the-century three-story home that priests used to live in,”
says the band’s engineer, Kevin Ratterman. “I had a 1971 AP console and a
Studer 827 set up in the living room downstairs. The band was on the second
floor with everyone crammed into a 14x16 bedroom around the drums.”

Amps were placed in other bedrooms, or the kitchen, and each band-
member had his/her own headphones and personal mixer. Guide vocals
went down with the band tracks, but final vocals and solos were overdubbed.

“The API did most of the work,” says Ratterman. “That thing just
sounds gorgeous—the widest, most beautiful midrange and tight, thick
low end. I was hitting tape quite hard as well with the drums and bass.

“I think the thing | was digging most on this project was running the
console pre’s really hot and pulling the faders back to not overload the
next signal in the chain, and hitting the tape fairly hard with the kick,
snare, overheads and bass to just make them glue as much as possible
without making them seem overly ‘gained out’—still open and musical.”
—Barbara Schultz
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Classic Tracks

“JESSIE’S GIRL"

nstage at the Hollywood Palladium last winter, Dave Grohl and
o his Sound City Players performed with a handful of the artists

who appear on the soundtrack to Grohl’s Sound City documen-
tary. Rick Springfield had barely started his last number when the crowd
began to roar and Grohl interrupted the proceedings to make a point:
“Three f—king chords, and you already know! Congratulations, Rick
Springfield for writing a song that they only need to hear one f—king
second of to know what it is! How do the other four minutes go?” Cue the
sing-along: “Jessie is a friend...”

Springfield—an Australian-born musician/songwriter/actor whose
given name is Richard Springthorpe—has been singing “Jessie’s Girl”
to adoring fans since he recorded the hit at Sound City Studios in 1981.
His signature song exploded at the height of his music and acting career,
making it seem like the performer was an overnight success—a by-prod-
uct of effective marketing and the fact that the then-new MTV format
rewarded beauty at least as much as talent.

But Springfield had been playing in struggling bands in Australia
since the '60s. Between 1969 and 1971, he put out a few singles on Austra-
lian labels with a band called Zoot and as a solo artist. His debut album,
Beginnings, was released in Australia just before he moved to the U.S. in
1972. A single off of Beginnings, “Speak to the Sky,” was picked up by Capi-

tol Records and became a Number 14 hit for Springfield, who sang lead
and played guitar, keyboards and banjo on the bouncy, folky arrange-
ment. Beginnings then cracked the U.S. Top 40 as well.

Springfield is a strong writer and a multi-instrumentalist—not just a
pretty face. But he definitely had that really pretty face. Beginning with
his second album, Comic Book Heroes (Columbia, 1973), he was promoted
as ateen heartthrob, which proved to be a blessingand a curse to him. On
the downside, few critics took his recordings very seriously, and many in
the industry believed it when rumors circulated that his label paid fans
to buy up his records to jack up his sales numbers.

On the upside? Springfield became massively popular, playing to
hordes of screaming girls and garnering him an acting role as the 1980s
version of “Dr. McDreamy”: Dr. Noah Drake on the ABC daytime soap
opera General Hospital.

By the time Springfield joined the cast of GH, he had signed with
manager/promoter Joe Gottfried, a partner in Sound City Studios.
Springfield began his third album, Working Class Dog, in Sound City with
staff engineer/producer Bill Drescher. Sessions were productive and go-
ing well, but Gottfried also asked Keith Olsen—a frequent presence at
Sound City whose credits include massive hits with Fleetwood Mac, Pat
Benatar, Santana, Foreigner and others—to produce a couple of tracks
for the album.

“Rick and 1 got together and I picked a couple of songs,” Olsen recalls.
“I'said | would pick one of his and I'd like to bring one in. I probably didn’t
need to do it, but there was this song that | had in my back pocket that I
wanted to cut with somebody really soon, and that was Sammy Hagar’s
‘I've Done Everything for You (You've Done Nothing for Me).” And then 1
said I really want to do ‘Jessie’s Girl.’ The story just nailed me. Because be-
ing a guy, we've all been through this: Every guy everywhere has a friend,
and he meets his friend’s girlfriend, and we fall, for a moment, in love
with that girlfriend. If you ever run into a guy who says, ‘Nope, that never
happened to me,’ he’s lying.”

In a 2008 interview on the Oprah show, Springfield said that “Jes-
sie’s Girl” was written about a girl he barely knew. He said he was tak-
ing a stained glass-making class with a friend (named Gary, not Jessie)
and the friend’s girlfriend, and found himself attracted to the girlfriend.
They didn’t interact much, but the experience suggested the scenario in
the song. Springfield said that he doesn’t even remember the girlfriend’s
name. He changed “Gary” to “Jessie” after seeing that name on the back
of another girl’s softball jersey; the name just sounded right to him.

Olsen and Springfield fit the sessions for “Jessie’s Girl” and “I've Done
Everything for You” into gaps in Springfield’s GH shooting schedule. Man-
ning the famed Neve 8028 console at Sound City was engineer Chris Minto
(Kiss, Santana, Pat Benatar, Red Hot Chili Peppers, Quiet Riot, and more),
an independent engineer who came up in San Francisco, working for Wally
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Heider and then at The Automatt, where he originally met Olsen.

“Keith asked me to join him in L.A. to work on his projects,” Minto
says. “As a fan of his work, 1 jumped at the opportunity and moved to
L.A. in 1980. When Keith got the call to work with Rick Springfield [in
1981], we had been doing Pat Benatar’s Crimes of Passion together, and
Keith pulled Neil Giraldo [Benatar’s guitarist and husband] in to play
guitars and bass on Springfield’s session.”

In the Sound City documentary, Springfield feigns having been
miffed that Olsen hired a lead guitarist, but Minto says, “I never got the

impression that Rick was egotistical at all. He was always very easy to
work with. He just wanted whatever would benefit the record.”

Also on the session was drummer Mike Baird. “Because of Rick’s
shooting schedule, we had to work quickly; that’s why 1 brought in
Mike,” Olsen says. “His time was like a metronome. If you never want
the time to drift, and you don’t want to play to a click like everyone does
now, you hire a good drummer. | hired a great drummer.”

Minto says rhythm tracks were laid down first: “Every piece was
done in the ‘A’ room,” he says. “Drums were typically on a riser, three-
quarters of the way toward the back wall, away from the glass, with the
drummer looking into the control room. And there were large gobos be-
hind the drums to control leakage. Those gobos at Sound City were re-
ally huge, because the ceiling was very high—18 or 20 feet.

Guitars and vocals were then recorded and layered on: “For Neil’s
guitars, we typically used AKG 451s with the 10dB pad and an SM57,
Minto recalls. “Neil had custom 100-watt Marshalls and Countrymans,
and we recorded his guitars in stereo. He had a rack of digital effects;
one amp would be just a clean sound from his guitar, and the other had
the effects. We typically used his sound the way he recorded it because it
was extraordinary. We recorded his guitars to two tracks, and punch-ins
were never a problem because his timing was exquisite.”

After Baird’s count-off, Giraldo sets the tempo of the first bars from
that first, unmistakable riff that blew Grohl away—those few moments
just before Springfield sings, “Jessie is a friend...”
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“Rick’s vocal was to an AKG 414 that I still own,” Olsen says. “And of
course, that went into a Neve mic pre, in the console. From there, it was
split and I used 75 percent of that and 25 percent of my vocal expander made
by Dolby Labs. Then it went to one channel of a 33609 [Neve compressor],
and then to the Studer tape machine, which would have been either an A80
16-track or an early A800 24-track. But | know we mixed it down to an A80
2-track half-inch machine at 30 ips. That was my go-to [vocal chain], and
that’s what I've used on every single artist before and since.”

Minto says, “I think that vocal chain—bringing the return from the
Dolby back on the second fader and busing the two of those through a
compressor to tape—was a trick that Keith learned from George Martin
and Ray Dolby. It added a very nice emphasis to the vocal, especially if
the vocalist was soft and might have had the danger of getting lost in the
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track. It created a nice texture.

“One of the main things on the sound overall, though, was that fab-
ulous-sounding console,” Minto continues. “It had all those fabulous
Neve mic pre’s in there that people have been cannibalizing consoles
for, for years. To have a console full of those things is magic. It had that
wonderful, clear, warm Neve sound.”

Both Olsen and Minto joke that the secret ingredient on “Jessie’s
Girl” was actually the “Hit Train™ “Sound City had a railroad track 100
yards away,” Olsen says. “When I first cut the Fleetwood Mac album, you
hear some rumbling every once in a while. I went on to do Grateful Dead
there, and the train went by. And on Foreigner—that sold, what, 8 or 10
million copies?—1 was doing the vocals on ‘Hot Blooded’ and the train
went by. So, | started saying, ‘Oh, don’t worry about it. It's on all my re-
cords.’ I started calling it the Hit Train.”

It probably wasn't the Hit Train that drove
“Jessie’s Girl” to Number One, and earned Rick
Springfield a Grammy for Best Male Rock Vocal Per-
formance, and made the song an enduring favorite
for three decades. So what was it? “It was the story,”
Olsen says. “Making pop records, or rock records, is
always about nailing the story to the point where
the listeners claim it. They hear ‘You're a real tough
cookie with a long history of breaking every heart
like the one in me, and they think, ‘Oh God, that
happened to me!’

“The things that make a hit are always: It’s about
the song first, the melody and the lyrics,” he contin-
ues. “Second, the performance and how that song is
put together. Rick had that part down. He has stage
presence to end all stage presence. And thirdly, and
definitely last on the list, is the sound. Song, perfor-
mance, sound—in that order.”

Springfield’s Platinum Working Class Dog al-
bum has sold more than 3 million copies worldwide,
mostly on the strength of “Jessie’s Girl.” After 30-
plus years and dozens of other Top 40 hits, it’s still
the song that Springfield is always asked to perform,
and he doesn’t seem to mind.

Engineer Minto left full-time engineering sever-
al years ago to work on the technology side; he serves
as vice president of Miller and Kreisel Sound USA.

Meanwhile, Olsen, whose resume reads like a
who’s who of classic rock, continues to engineer and
produce in his personal studio/production company,
Pogoloco Corporation. Just before the interview for
this story, he had finished tracking another Austra-
lian act, the young band the Monks of Mellonwah.

“They have this song called ‘Escaping Alcatraz’
that’s full of symbolism about how we all have our
own Alcatraz, our own prison that we're trying to
get out of,” he concludes. “ love that they’re writing
these unique stories. So, you see? There it is again.
The story is most important.” B
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THE OLD-SCHOOL
SCORE FOR ‘42’

Ry Matt Hurwitz

1en Jackie Robinson took the field as the first Afri-

can-American baseball player in the major leagues

in 1947, it was a momentous event in baseball—and

American—history. Moviegoers reliving that mo-

ment in director Brian Helgeland’s April release, 42
(Warner Bros.), will get a little extra push from composer Mark Isham
into how they perceive Robinson’s experience.

“I never like to overplay anything or manipulate an audience with mu-
sic,” the composer tells Mix. “1 like to feel the audience is with me, maybe
ahead of me. I'm just supporting what they're feeling, goosing them just a
touch, so that they never even realize it.”

For the film, Isham created a near-minimal score (appropriately, 42
minutes’ worth) based on, and recorded with, an old-school approach. “I
was looking for an old-fashioned score, certainly orchestral, with a recur-
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ring theme,” Helgeland says.
culine and very romantic, in the larger sense of the word. We punctuate

“I've always found Mark’s music both mas-

the action and play the suspense here and there, but | wanted a score that
follawed Jack Roosevelt Robinson’s journey in the larger sense, and Mark
absolutely achieved this.”

“it became very clear that the score needed to be old-time filmmaking,”
Isham adds. "One that could be very small and very intimmate, but then, at
the end, rise up to the momentous quality of the way Brian shot the ending.”

Themes for Robinson feature French horns, accented for special mo-
ments by a solo trumpet, while those for his wife, Rachel, are based around
piano, sometimes augmented by clarinets. The score was recorded in late
January by veteran engineer Peter Cobbin at Abbey Road Studios” Studio
One in London. Five sessions were held over two-and-a-half days, mostly
with a 50-piece orchestra but sometimes with a 65-piece group brought in
for bigger cues. It was mixed shortly thereafter at Studio Santa Barbara in
Southern California by mixer Dennis Sands, a longtime Isham collaborator.

While Isham had recorded scores for The Black Dahlia and Rules of En-
gagement at Abbey Road, he had never worked with Cobbin prior to 42.
Isham established early on that he wanted to stick with a traditional live
recording, instead of recording in separate groups—soniething Cobbin
welcomed and Sands endorsed.

“If you want that really beautiful orchestral sound that gives you size
and dimension, you need to record the room,” Sands says. “And in order
to do that, vou have to be really cognizant of the dynamics of the roam.
Pete’'s been working in Studio One for a very long time—he knows that
room. He did a beautiful job.”

Studio One has two qualities that are unique to the studio and help
give the space its signature sound, Cobbin says. “There is an immediate
sound that feels very generous, along with an after-sound which is in-
credibly warm. It’s a sound that works well for both a solo instrument,
as well as a large ensemble, like an orchestra. Even though it's not the
biggest stage in the world, it gives the music a unique, cinematic quality.”

Recording live requires particular skill in balancing the orchestra during
the recording. “Once upon a time, at Abbey Road, we were called ‘balance
engineers,”
ing was really what happened in the room—you balanced the musicians

Cobbin explains. “Before technology got too involved, balanc-




Compaser Mark Isham

to achieve a sound. You ask the musicians to change their level, instead of
reaching for a fader. So, in a sense, you're mixing as you record. And the
goal, for an all-up live recording, is to try and get it to sound as if you were
listening in a great spot in the room itself.”

Key decisions for a live recording are therefore made during the sessions,
making it crucial to have the composer, as well as the director, on hand,
as was the case with 42. “I'm fortunate to work with composers ke Mark
who have the experience to be able to work with live orchestras, which is
fantastic,” Cobbin says. “And having the filmmaker there, in this case Brian,
means he can actually hear and understand, in a listening, what's goingon.”

Live recording, while preferable for many composers, isn't always
possible, requiring overdubs of separates and individual soloists. The
side benefit, though, is that it can give the music editor more flexibility
during the dub.

The key soloist for this film was Philip Cobb, a principal trumpet play-
er for the London Symphony Orchestra, whose abilities were important
enough that Isham worked with contractor Isobel Griffiths to schedule the
sessions around his availability. Notes Cobbin, “We have a brass band tradi-
tion in Britain called Colliery Bands. Phil has a sound, as a trumpeter, not
dissimilar to what you would really love in those bands, particularly his use
of vibrato. It gave it a slightly old-world feel, which was a perfect fit.

“Besides watching the film, | often like to research what mics would have
been in use at the time a period film like this takes place,” the engineer con-
tinues, something he also employed for the score recording for The King’s
Speech. “In this case, | used a lot of U 47s, because it has a warm, generous
sound, which would weave well in and out of the period source music. So
there are plenty of mics used from that period—1040, 1949, 1950. It just
adds another dimension to the storytelling, to make the music sound more
of the era we're watching.”

Balancing the orchestra for soloists, again, takes a keen ear. “We might
want to hear a player like Phil, who can play with expression, above the
orchestra in certain cues. So for those, we might ask the orchestra to bear
that in mind and maybe play down a little bit. Or if it’s more a point of ex-
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PeterCobbin. Mark Isham and orchestrator Brad Dechid;

hilaration, then the orchestra might maintain their lovely dynamic, and we
ask Phil to play up, to coast over the orchestra. And that’s all direction really
coming from the control room.”

For those instances where the project cictates the soloist to be recorded
as an overdub, Cobbin will record the soloist with the entire roomful of
mics up, to capture not only the live perfarmance, but also the same ambi-
ence recorded when the full orchestra was present. “It takes quite a few
tracks, and hence data storage,” he explains. “But | still record one person
as if it’s the whole orchestra. That way it's seamless.”

Once completed, Sands receives the files (both via Internet transfer and
hard disk backup) at his studio in Santa Barbara. Originally built by direc-
tor Andy Davis (The Fugitive, Under Sicge) as a dub stage, and designed by
Tom Holman, Sands began renting the facility from Davis when he made
the switch from analog mixing to Pro Tools. “1 realized | could pretty much
work anywhere, and 1 live up here, as well,” Sands says. “It's a large open
space—4o0 feet by 35 feet with 16-foot ceilings.”

Sands uses three Pro Tools rigs, one outfitted as Pro Tools 10 HDX for
the orchestra (allowing for high track counts), a second containing Isham’s
prelay and his favorite plug-ins, and a third to mix to. “The second rig has
HD6 Pro Tools 9; | haven't upgraded yet, because | know I'll lase some of
my plug-ins, which I'm not ready to do. It’s also perfect for hybrid proj-
ects like this because | mix inside the box. Even the biggest digital console
doesn’t have enough inputs to handle this kind of score.”

Sands likes to mix at 96k, regardless of what the dub will employ because
the orchestra will have been recorded at g6k, and the prelay at 44.1k. Most
dubs are done at 48k, so he simply does a Save As to 48k. He uses reverb—
his favorite, Lexicon 9g6o—sparingly for film score work.

“In a live orchestral recording, so much of the balance is done while
you're recording,” he concludes. “It’s a really nice, open sound, but you still
have some presence. But so much of the balance is done in the room. 1 don't
use a lot of reverb. For my taste, I like to use the room, the room mics, to
capture that. | might use a little, but for the most part it's there because Pete
captured it forus.” W
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SFP > The Studio

MEGATRAX
REVAMPS,
OPENS UP
L.A. STUDIOS

egatrax Production Music knows how to get great sounds,

’ \ / I tracks that will pop out of the radio, the small screen or the

big screen. And after more than 20 years, the company cer-

tainly knows about workflow. They have to. At any one time, the amount

of music running through the facility, either in production or post-pro-
duction, can seem mind-blowing.

As one of the world's leading independent production music sources
for film, broadcast, advertising and multimedia, Megatrax had a choice to
make a few years back: The owners could either re-invest in their three-
room facility (the former King Sound in North Hollywood, which they
purchased in the mid-1990s) and update the infrastructure to take advan-
tage of new technologies, or they could continue apace. They decided on
the former, and after undergoing an exhaustive technical makeover last
year, the studios are now available for rental by outside clients.

“In doing the renovations, one thing we didn’t want to change was

the studios themselves,” says Derek Jones, chief engineer. “Changing the
physical appearance of the rooms can have drastic consequences acous-
tically. The studios have been designed and tuned over the past 27 years
to sound perfect, and any changes to the physical space could ruin that
sound. So while we did renovations and upgrades to the studio, it was
all behind the scenes.”

Studio A is the flagship
and the most unique space in
the facility. It’s the big room
that gives recordings a “big-
budget” sound. The live room
can accommodate 40 peo-
ple—enough for large string,
brass or choir sections—with
its 1,000-square-foot floor plan
(including two large iso booths)
and 18-foot ceilings. The con-
trol room is 700 square feet
with a 12-foot ceiling.

While the dimensions haven’t been changed, the equipment selection
has been updated, much of it in hardware. Just a few of the additions:
a new Avid lcon D-Command 24-channel mixing console; a Yamaha C5
Grand Piano; 34 new and upgraded mic preamps, including 8 channels of
API 3124+, 8 channels of True Systems Precision8 and 8 channels of Mil-

Studio A live room, with space for up to 40 musicians.
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lennia HV-3D, along with single-channel units from Avalon, Manley, Fo-
cusrite and others; 30 new microphones from Neumann, Peluso, Cascade,
AKG and others; Pro Tools HD|3—with a Prism ADA-8 1/O; outboard
tube compressors from Summit Audio and a solid-state GML 8900 com-
pressor; a Lexicon 300L reverb; and a Furman HDS-16 headphone system.

One of the most noteworthy wiring upgrades is the addition of six
speaker tielines and two line-level tielines from the producer’s desk in
the middle of the control room to the patch panel in the live room. This
gives artists the ability to set up and connect up to six guitar heads in
the control room to six speaker cabinets in the live room. The two line-
level tielines can carry guitar signals using Radial’s Studio Guitar Inter-
face system to combo amps set up in the live room.

“It definitely makes guitar tracking sessions a whole lot quicker and eas-
ier.” Jones says. “We can set up and mike eight amps simultaneously and
have them all plugged in and ready to go. Switching amps and guitar tones
is as easy as muting and unmuting the mics on the different cabinets now.”

Perhaps the biggest workflow change, however, is that all three stu-
dios and six editing stations are now hooked up to a Studio Network
Solutions networked hard-drive system. Running on iSCSI and CAT6
gigabit Ethernet, which has a sustained data rate of more than 100 MB
per second, producers can record up to 96 tracks of audio at 96kHz/24-
bit sampling rate simultaneously in Studio A.

“We have between 10 to 15 projects going on at any given time, all at
different stages of production,” Jones says. “We needed a system that can
handle all that data simultaneously and be accessed from any and all of
the rooms. We can now have all three studios and six edit bays working
nonstop on the system while recording those 96 tracks in Studio A, and
none of the Pro Tools systems will even see the slightest degradation in
performance. This server system also gives us the ability to move projects
between rooms instantly. As soon as we finish tracking, we can open up
the session in another room for editing and comping.”

Now, after nearly 20 years of requests, the studios are available for
rental. Says CEO and co-founder, Ron Mendelsohn: “While many stu-
dios have been closing their doors, we have chosen instead to reinvest
in our facilities. The ability to record live music and live ensembles in
a world-class studio is one of the things that has always set Megatrax
apart from our competitors. We intend to not only fully exploit this ca-
pability for our in-house productions, but also to make this unique facil-
ity available to outside clients on a rental basis.” W
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LISTEN MORE

Audio-Technica’s acclaimed ATH-M50 studio monitor headphones deliver natural response
throughout the entire frequency range, without hyping or diminishing sounds along the
way. Wherever your passion for music leads you, listen for more. audio-technica.com

FEATURES
* Now offered in a new limited-edition red, in * Proprietary 45 mm large-aperture drivers
addition to the original black and white models. with neodymium magnet systems
* Natural response ideal for professional monitoring ¢ Closed-back cushioned earcups for isolation
and mixing * Adjustable padded headband for comfort during -
* Collapsible design for easy portability long mixing/recording sessions d' i h
and convenient storage au 'o tec nlca

always listening
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% SOUND OF THE X GAMES IS NEARLY AS CHAIWENGING
: AS THE SPORTS THEMSELVES "
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hen the first Extreme Games were staged by
ESPN at the end of June 1995 at various sites
in Rhode Island and Vermont, no one could
have predicted that it would evolve into a
worldwide phenomenon. There were 27 events spread across
nine thoroughly unorthodox sporting categories, such as in-
line skating, street luge, skateboarding, bungee jumping, bik-
ing and others. The event was so successful on every level
that ESPN immediately scrapped its initial plan to stage the
Games every two years and made it an annual event with a
shortened name: X Games. The first winter competition took
place in 1997 at Big Bear Lake in California and inspired new
interest and respect for snowboarding, freestyle skiing and

other daredevil winter sports.

The X Games have grown steadily since the late ‘90s, adding many new
events and disposing of others, as it changes to reflect the latest currents |
the extreme sports universe. Since 2003, the main summer games have be
staged around Los Angeles and the winter competition in Aspen, Col -
since 1998, there have also been (summer-style) X Games in Asia— an
Malaysia, Korea and China—and for the past four years, winter Game
Alps in Tignes, France. Beginning this year, there are six X Ga

4

G ]UNE 20183 |" mixonline.com
s

' . -

LR LE S A LT
3 ) y 5 T

e i

pen was in January 2013; Tignes in March; Foz do Iguagu, Brazil, was the stun-
ming backdrop for summer-style games in April; in May, the action shifted to
Barcelona; in late June it's on to Munich; and the first week of August, the X
Games season wraps up in L.A. ESPN's coverage has expanded greatly through
the years, and with it, its ratings for what were once considered “fringe” sports.
As you can imagine, putting on and televising the X Games is a mammoth
und ing that involves hundreds of people, both on-site and back at ESPN
héw in Bristol, Conn. From the outset, sound has always beena critical
component in the network's coverage, but even more so the last several years
with the move into a hi-def, 5.1 surround sound world for all sports. Spearhead-
ing side for ESPN—for all its remote events—is Senior Audio Producer
K _leary. When we spoke in mid-April, he had recently returned from the
winter X Games in Tignes—which he calls “the only show out of the 2,700
shows a year that | oversee, that | still mix"—and was consulting on the Brazil-
fan X Games coming up that weekend, and, of course, azillion other telecastsin
the short- and long-term. He is one busy dude.
~ “The X Games is one of my favorite sporti ts ever,’ Cleary says. “It's
’ innovative. Some of the things these athletes are doing are so over-
~top and incredible, they are constantly pushing the limits; it's as cutting-
ed ;A“ you can get. From a sound point of view it's tremendously challenging,
d we're always looking for new ways to bring the fan to the experience, put

~ them right there. These days, most people understand the importance of au-

dio—sound really does change how you see television. It's not as compelling or
immersive without good sound.’
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Cleary’s road to the top audio supervisorial role at ESPN has included
many interesting stops. In his early 20s, the New York native worked
in touring live sound, then got a gig as technical production manager
for Roseland Ballroom in Manhattan. After that, he did live sound for
Broadway musicals, while also transitioning into sound tech for televi-
sion. His next move brought him into “sports entertainment” with the
World Wrestling Federation, which was broadcasting both bands and
wrestling shows in conjunction with MTV from a large space in Times
Square (which later became the Hard Rock Café). During his tenure with
the WWF, he also helped design and build a studio complex at the com-
pany’s headquarters in Stamford, Conn.

“l was also starting to do support on some sports shows,” he says, “at
the same time as the transition
from analog to digital and to s.1.
So | found myself in a niche posi-
tion where I had the mixing skills
and the knowledge of digital au-
dio, in conjunction with the live
sound background and an un-
derstanding of how 5.1 was being
implemented for television.”

In the mid-2000s, Cleary was
increasingly plying his skills for
ESPN, and by 2005, “l started
working with them almost ex-
clusively, with [ESPN senior au-
dio producer and 14-time Emmy
winner] Ron Scalise, who had
some really interesting ideas and
was a pioneer in so many of the
things we do [in sports sound]. We
worked on some cool projects to-
gether, not the least of which was when ESPN got NASCAR back in 2007.
We spent a lot of 2006 designing and implementing a digital audio sys-
tem that would incorporate fiber-optic cable that surrounded the rings of
all these tracks, and basically changed the workflow in the TV compound
from an old copper workflow to a MADI workflow; trying to go as digital
as we could.”

Tragically, Scalise was killed in an automobile accident in December
2007, “and it was a challenge to pick up the torch from where he left off,”
Cleary says. “But [ think he'd be proud of us and the work we’ve done. In
2008, we did virtually no shows in 5.1 discrete; they were all matrixed.
And today, with college basketball just concluding, we’re doing almost all
of the 2,700 events we do a year in 5.1 discrete.”

Much of ESPN’s approach to audio for the X Games was developed un-
der Scalise’s direction, but Cleary has made it one of his top priorities, as
well, and, as mentioned, the Games themselves are constantly evolving,
always requiring new approaches on the audio end.

“When you see a guy coming down a 9o-foot ramp on a skateboard,
you think, ‘How do 1 mike this thing? How can | capture that sound?” he
asks. “One of the things Ron came up with is the Xducer, which is basi-
cally like a contact microphone, or a pickup. It doesn’t work the way a dia-
phragm mic would—a push-pull with air. Instead, it takes the vibration
and translates that to energy. In France, when those [snowboard] guys

would get up on the rails on the slope-style course and grind, you'd really
hear it. We worked in conjunction with our French crew, and those guys
did a great job of placing the mics. 1 remember in Year One [four years
ago), 1 was literally on the mountain teaching these guys how to attach
contact mics to the rails. But good audio people are good audio people no
matter where you are. Wherever you go, you find people who are just as
passionate and excited about a new innovative technology and a new in-
novative sport as you are.” In addition to multiple Xducers, sound for the
events comes from microphones mounted on each of the many fixed and
roaming cameras providing video coverage—Cleary says the Sennheiser
816 is probably the most commonly employed camera mic.

Because the X Games are produced by ESPN, the network is deeply
involved in choosing the events
and has tremendous input into
the design of the courses where
they take place. As Cleary notes,
“They’ll send us a course“}map
showing all the different tricks
and features, and we will custom-
design what we need for micro-
phones that will go on these fea-
tures and determine how many
mics we need per feature. At the
end of the day, for instance, on the
slope-style course [in Tignes] we
used 27 Xducers on the rails, and
add that in with 12 camera mics,
so you're looking at maybe 40 ef-
fects mics just for that course.”
In Tignes, there was a three-day
blizzard that covered the contact
mics each night, but, as Cleary
says, “the contact mics are much more adaptive to the elements than a
shotgun mic with a diaphragm.”

For the summer skateboard big air competition, however, “it’s not
uncommon for a big air ramp to have 8o different inputs on it—contact
mics that go all the way down the ramp and pick up the skater. One of the
interesting parts of the ramp is, after they do their jump and they go onto
the other side, there’s a piece of coping on the back end of that and the
guys go so fast that they get some board wobble, and when they land, the
tail end of the board will hit that coping as they go off it, and it gives out
a really unique ring to it. That’s one of the ways you can tell if the guy’s
going really fast—you’ll get that ‘ping’ That's the type of nuanced sounds
we really want to capture, so we'll have a mic there.”

Another example: “For the rally car racing last year in L.A., we actually
buried a tube in the landing and put microphones in it to capture the cars
as they came to the other side of the jump.

“Anyone can make the show sound big,” he continues. “The excite-
ment comes from the little nuanced sounds, like a guy strapping his boot
down, or when a guy comes off a rail jump and he lands and he grunts
that ‘uhhh’ sound. Or if he hurts himself and you hear him groan. Our
mics picked up one guy [in Tignes] who landed badly and said, ‘Man, my
ankle is definitely not stoked right now,” Cleary laughs. “Those are the
little moments that tell the story. The important thing is not to just lTike
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“It brings music
to my ears!”

Winner: Best Of Show ~ Bil VornDick
AES New York 2011
Pro Sound News

Kevin Cleary

it sound like some huge event, with people cheering
: and all that. That’s not difficult. The important part
e to me is telling the story so our viewers are immersed

“What took solong for this to be in the action through those nuanced sounds, and giv-
invented? The MC3 has been
needed for a very long time. It
brings music to my ears!”

~ Bil VornDick ™. MONITO . CONTRDL

ing them more information that way.”

In Tignes, Cleary did his mixing work in an OB
(outside broadcasting) van situated at the bottom of
the super-pipe and slope-style courses for the winter
events. “The uniqueness of Tignes,” he says, “is there’s

Engineer - Producer:
Alison Krauss, Bob Dylan, T-Bone
Burnett, Bela Fleck

one venue, so we have one truck to cover both venues
and then we have a smaller mobile unit—almost like
an ENG van—that utilizes our host set, and in that
case our host, Ramona [Bruland], was directed and

IntrOdUC|ng the Radial MC3: produced from Bristol. The actual venue is produced
a passive monitor controller that connects your workstation locally.sotititosses Dacktand forthandireauires aiite
directly to your monitors without adding any form of buffering ; Vs ’ s N ) grines g
amplifier in between. This means that when you turn up your a bit of coordination. It’s like having two trucks, but
console, it will not change the tone of your mixes, introduce artefact one is in Connecticut,” he chuckles.

cleanest audio router 've ever or add distortion the way most other switchers do.
heard—the headphoneamp s
exceptionally clear and quiet.”

As the on-site mixer in Tignes, Cleary was juggling

The MC3 comes equipped with two stereo output pairs, separate all of the mic inputs from the fixed Xducers and mul-

b f i dph . Indivi , . : :
e ot b igipapir headebone amprihdidual tiple camera mics through a Studer Vista 8 console in

~ Mike Metlay, top-mounted trimmers let you balance the levels going to the ) _ .
Recording various speakers and you can sum to mono for phase check and the OB van, plus dealing with the announcers’ micro-
AM radio. The adjustable dim control gives you repeatable volume phones (and not just the English-language ones), all

reduction nad the large front panel master volume knob delivers a

; o T he whi Tyi > mmercial k
super-smooth taper for optimal control at all listening levels. the while worrying about commercial and network

inserts added in Bristol, and always keeping in mind
both the 5.1 and stereo mixes being uplinked to mas-
ter control in the U.S.

“In order to create a 5.1 mix that remains true

. @
. and pristine to the viewer,” Cleary notes, “most mi-
A Z‘;{V’ﬁe I’ki"’" 5?‘""1: [m]#2¢ [u] ‘ I I ‘ I crophones are in mono, and usually a mono element
and falls on its sonic an : . o
k . ¢ o in a 5.1 mix will go to the center channel. Well, the
operational properties engineering

and | can report that the E
MC3 excels.” of the most important channel—so having a bunch

~Stephen Bennett, i 1588 Kebet Way, Port Coquitlam BC V3C 5M5 of microphones stepping on your announcers is not
Audio Media radlale“g-com te:604-942-1001 email:info@radialeng.com P pping i

The Radial MC3... a studio monitor switcher with straight wire fidelity
designed to fit on any desktop.

{opyright©2012 Radial Engineering. Specthcations and appearance are subject to change without notice

center channel has our announcers in it—that’s kind
- ..power tools for power players
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ideal, so you have to utilize a bunch of different devices and some tricks to
keep all those mono elements out of your center channel and steer them
toward your left front, right front, left rear surround and right rear sur-
round. You want to give the viewer the full experience, but you also want
to be able to hear the announcers calling the action. So that’s one of the
challenges: While you're managing 40 effects microphones in conjunc-
tion with three different in-house booths and all the ancillary bells and
whistles that go into mixing a TV show—music and features and play-
backs and graphics noises and whatnot—you have to make sure you keep
that center channel pristine.”

Cleary says he is constantly checking the 5.1 and stereo downmix, “and
also checking it in mono, just to make sure it's not collapsing, and you're
still putting out a great show for our viewers who are watching in stereo. A
lot of countries aren’t 5.1-ready yet, so they’ll get a stereo or sometimes even
a mono mix. Our 5.1 is encoded on-site and sent back to Bristol as an ASI
[asynchronous serial interface] stream, decoded in Bristol and then distrib-
uted as 5.1 discrete, through our audio control room there, with commer-
cial insertions, back out, and sent to our viewers. It becomes an AC-3 [Dolby
Digital] stream for our distribution domestically. One of the beauties of the
discrete mix is you don't have anything that's lost in the sauce, so to speak.”

The summer X Games have more events and present different obstacles
than the winter Games. In the recent Foz Do lguagu X Games, for instance,
the site had to be built from scratch in what is practically a Brazilian rain
forest overlooking the breathtaking Iguagu Falls, and all the equipment was

rented locally and trucked in. At the Barcelona and Munich events, the X
Games are using facilities left over from those cities’ respective Olympic
Games, so there is at least some foundation in place in advance.

Cleary says they have established certain parameters for the audio
equipment in the OB vans, no matter what the locale, but the console or
mics they use in one place might be considerably different than what they
use in another. And, of course, what might work in the snows of Tignes
might not be right for the humnid 100-degree heat that scorched the lgua-
gu games. The summer skateboard and BMX bike courses also tend to be
noisier than the winter slopes, with plenty of loud music and non-stop
commentary through the on-site P.A.s—more challenges for whomever
is mixing in the truck.

Nevertheless, the ultimate goal is always the same, Cleary says: “We want
to put the viewer in the best seat in the house, right in the sweet spot.” B

A CRAS education prepares you to make it in the world

of audio production and sound. Take a virtual tour of our

campus, hear from instructors and real students about
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weeks and fill up fast, contact us today.
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PHOTOS BY

he 13th Coachella Vallev Music and Arts
Festival took place over two weekends:
from April 12-15, and April 19-22. An esti-
mated 90.000 fans trekked to the Empire
Polo Club in the Southern California desert town of
Indio. Calif., to check out an assortment of rock. pop.
hip-hop and electronic dance music from acts includ-
ing the Red Hot Chili Peppers, Phoenix, Wu-Tang
Clan, Vampire Weekend, Dropkick Murphys,
Rodriguez, Dinosaur Jr., the Yeah Yeah Yeahs, Nick
Cave & The Bad Seeds. New Order. Dead Can Dance.
Janelle Monae, EI-P. Bassnectar. and many more.

Rat Sound Systems ol Camarillo, Calif., once again
designed and supplied the audio systems for all six
Coachella stages, including Avid Profile. Avid SC48,
Midas Heritage 3000, Midas Venice 24F, Midas XL88,
Soundcraft EPM8, Soundcraft FX-8, and Yamaha
PM51)-RH consoles and mixers. The P.A. systems fea-
tured L-Acoustics dV-DOSC, K1, Kara, Kudo, and 108P,
as well as SB28 subwoofers and Rat Sound Systems’
proprietary subwoofers.

Photographer Dave Vann was there to capture the
action for Mix. To view more photos of Coachella
2013, read a review of the festival and additional
comments from the engineers we spoke with, go to
mixonline.com.

DAVE VANN

TENT BY MATT GALLAGHIER

Bassnectar’s production manager and front-of-house engineer Brendan Hoffiman (pictured
inset) has been with the artist, also known as Lorin Ashton, for 16 months: “Rat Sound had
everything set up in advance by the time | got there. The system had been time aligned and
tuned, so from my end it was a matter of walking in and having a listen to what I was working
with. I don't view [mixing Bassnectar] as mixing a band. What I'm doing in fact is live mastering,
and that’s quite a different mindset. The material has already been premastered [by mastering
engineer Seth Drake] and sent to me, and then I'm just adjusting the tonality for the consis-
tency that 'm looking for. [Drake and 1] talk at length about the P.A.s I'm using, and I'm making
the adjustments that are needed as it’s coming out of the speaker. It provides a compositional
tonality to the set from beginning to end, because the sct is dynamic and I want to keep those

dvnamics there, working at high volumes, as well.”

Bussnectar supercharged
and closed out the EDM-
oriented Scharu tent on
Friday, April 12
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Dropkick Murphys lead singer Al Barr and the band brought their high-energy American Celtic punk rock to the Coachella stage on Saturday, April 13.

SIS “Mixing a large festival like Coachella is about attention to detail,” says Dropkick Murphys
FOH engineer Andrew Crow (pictured inset}, noting that Scorpio Sound of Boston pro-
vides the band's audio control groups and monitor package. “The only adjustments I make
before the show are rerouting outputs to match what the system needs and matching the
output of the desk to the input of the PA., and making sure unity is unity and that there
is nothing awkward happening between our gear and theirs. Around
33 of our 38 inputs are all ‘midrange’ instruments. The band always
wants to maintain that punk rock feel with punchy drums and loud
guitars, which leaves me a smaller spectrum to fit all the accessory
inputs we have. I try to balance out those accessory instrumehts—
banjo, accordion, piano, mandolin, acoustic guitars, and more—first
and EQ in as much space 1 can per channel and get rid of any over-
tones or harmonics from the room or P.A. depending on the scenario
we are in. Those inputs are what the fans expect to hear.”

New Order included a tribute to Joy Division in the Mojave tent on Saturday, April 13.

New Order FOH engineer Dian Barton (pictured inset) says, “I used the
festival desk at FOH, which was a 48-channel [Avid] Profile going into
a Midas XL88 Matrix mixer where each element of the sound can be
individually controlled. 1 also use some outboard equipment provided by
Rat Sound: a BSS 31-band graphic EQ inserted over Left and Right main
outputs, an SPX 990, and a TC [Electronic] D2 Digital Delay both for vocal
effects. The Profile is one of the standard desks at festivals all over the world so 1 have a file
for it and know my way around it very well. [ believe a good sound is achieved by constantly
checking and adjusting EQ to get the maximum out of the P.A. The coverage all over the
tent was consistent, which is important at a festival because you don’t get much chance to
walk about during the performance.”

Wu Tang Clan reunited at the Outdoor Theatre on French alternative band Phoenix headlined the Janelle Monde and her band played a late set in  Nick Cave & The Bad Seeds took to the Coachella
Sunday, April 14, 2013. Coachella stage on Saturday, April 13. the Gobi tent on Saturday, April 13. stage on Sunday, April 14.
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Johnny Marr, co-songwriter of The Smiths, Denver-based folk-rock band The Lumineers On Friday, April 12, crowds were treated fo Punk rcck band Social Distortion sang “Machine
helped kick off the festival on Friday, April 12 appeared on the Coachella stage the afternoon  “There’s No Other Way” and "Girls & Boys" Gun Blues” from their album Hard Times and

of Sunday, April 14. from English alt-rock band Blur. Nursery Rhymes on Sunday, April 14.
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Owner/chief engineer Jason Hearst relocated from Boston to
this airy, beautiful new facility in a restored 19th-century grain
barn. Despite the rural image that conjures, the facility is situ-
ated in downtown Camden, so isolation was an important con-
sideration in the acoustical design by Lou Clark of Sonic-Space
(sonic-space.com).

“We tore it down to the studs,” Clark says. “We spray-foamed
the entire structure, which made the building more rigid. Then
we added batt-insulation and isolation clips, then two layers of
drywall. This was done to every surface, including the ceiling.”

The knotty pine that covers the interior of the main tracking
room makes for a very live tracking space, but acoustics can be
adjusted with variable gobos that Clark and Hearst designed as
an alternative to constructing multiple fixed iso booths. “Only
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@ On the Cover: Hearstudios, Camden, Maine

one of the three booths is permanent,” explains Clark. “That’s
the vocal booth farthest from the contral room. To the left of
that, he can arrange these gobos on wheels to create a fairly
neutral booth environment—a little live, a little dead—and then
to the left of that, there's a very dead space with a lot of trapping.
The idea is that he can have different environments to work in,
but it also balances out the big live space.”

The gobos were built to fit on-site by Taylor-Made Builders’
Norm Dalholt, who also came up with the clever idea of jacking
up the panels once they’re in place to create a seal belween the
booth(s) and the balcony area above, which provides another
potential recording space.

Hearst and studio manager Bob Thompson have been up
and running for only a few months, hosting sessions with a




variety of local musicians while they
get to know the new studio, including
the centerpiece of the control room: a
brand-new Neve 5088 Portico console
integrated by Burt Price. “Rupert Neve
put the best aspects of his design histo-
ry into the 5088—its EQs, compressors
and processing modules—so you can
take advantage of what people love on
one modern system,” Hearst says. “The
Portico makes an excellent tracking
board to go into Pro Tools, optimizing
my workflow.” Hearst’s main monitors
are Barefoot MicroMain27s; they lis-
ten in 5.1 from BeoLab 3s using Dave
Moulton’s acoustic lens. The studio
offers an array of outboard gear set in
custom racks built by Adam Zois, who
also built the cherry conical control
room diffusers.

“We also have an amazing instru-
ment selection,” points out Thompson,
who’s known in New England as an
in-demand guitarist, university instructor, and former New England
sales manager for Fender Musical Instrument Corp. “You can see
only the Yamaha C7 concert grand in these pictures, but we also
have a B-3 with two Leslies, a Rhodes 88 and a Wurly; plus, there’s
what Jason calls the ‘Guitarsenal.” We have several dozen incred-
ible guitars, vintage and contemporary amps, and many other types
of instruments. There isn’t any style of music that can’t be created
with authenticity here.”

For Hearst. this latest incarnation of Hearstudios (the third that
Clark has designed with him) isn’t just a superb, loaded new work-
space; it’s also a place to put down roots. “I grew up ene town over
from Camden,” he says. “So this was moving back home for me.
We were looking back and forth between properties in Boston and
here, and this was the place that had the yard for the kids, the house
for our family, and a barn to fulfill my dream of creating a versatile
studio with a great vibe.”

@ DreamWorks Animation SKG,
Glendale, California

Peter Grueneisen, FAIA, of nonzero\architecture and studio
bau:ton (nonzeroarch.com) designed this TEC Award-winning
recording studio and premix stage for DreamWorks Anima-
tion. The facility’s location in the basement of an office build-
ing posed spatial problems that the designer solved with a
three-dimensional arrangement of single- and double-height
spaces; space planning and isolation were key issues in the de-
sign. The 850-square-faot recording room with 18-foot ceilings
includes suspended clouds that conceal air ducts and lighting,
as well as function acoustically and aesthetically. The control
room pictured is connected to the recording space via a large
window and through a sound lock. An additional producer’s
booth in the back of the room provides an extra quiet and
private space. The extensive equipment list features Euphonix
S5 Fusion digital mixing consoles/S5 MC systems, Pro Tools
systems, Genelec 8040 main monitors and PMC surrounds.

@ Laboratoire Audionum rique de
Recherche et de Cr ation (LARC),
Quebec City, Canada

Pilchner Schoust-
al International
(pilchner-schoust-
al.com) designed
this  multistudjo
complex for the
Université  La-
val. Four control
rooms face onto
a large tracking
room that includes two fixed iso booths
and a collapsible booth with moving
wall assemblies. The control rooms
employ controlled-reflection geometry to provide uniform
response characteristics, while the live room features low-fre-
quency trapping and specular absorbers for a smooth decay and
even performance. Key equipment in this facility, which opened
in April 2013, includes SSL 4000 G+ and Soundcraft 2400 con-
soles, Studer tape machines and Pro Tools systems, with a wide
palette of processing options and microphones.
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Lucky Post Audio Suite, Dallas, Texas '

This audio suite, with control room and iso booth, is part of the 7,100-square-
foot Lucky Post facility designed by the Russ Berger Design Group (rbdg.com).
The studio went online in May 2012 and is integrated with three video-edit
rooms. Featured equipment includes a Pro Tools HDX system with a 32-fader
Icon D-Control console. Monitoring is via a Genelec 5.1 DSP system offering
multiple calibration setups. Also on hand is a full complement of plug-ins from k
Waves, Sonnox, iZotope, Avid and Audio Ease. Photo: Russ Berger Design Group

% @ Easy Eye Sound, Nashville

The acoustics in Easy Eve Sound, the personal studio of Black Keys front-
man and the Recording Academy’s reigning Producer of the Year. Dan Au-
erbach, were redesigned by Steven Durr (stevendurr.com) to be warm and
natural-sounding, allowing for performances to be captured with little or no
baffling. Excellent sight lines allow for good communication and flow during
sessions. Constructed by Dave Mattingly of Sound Construction, Easy Eye
Sound reopened in June 2012, retaining its previous equipment complement
including a Spectra Sonics 1020 16-bus console, Scully 280A 16 track 2-inch
and 8-track 1-inch recorders, Pro Tools HDX with Lynx converters, RADAR,
and monitors by Equator Audio. Dynaudio and Altec.

Photo: Bill Lafevo

MG Sound, Vienna, Austria ‘

This studio complex designed by Andy Munro and Chris Walls of Munro Acoustics Ltd. (munro.
co.uk) comprises three main studios, several live rooms, editing facilities and a mastering room, as
well as reception and office areas. Architect Roland Gasperel designed the interiors and provided
project management. The acoustic design was based on a fully modular concept, with proprietary
modeling and design programs used to produce custom bass absorbers and diffusers. Spread out
over three floors of a former bank in the heart of Vienna’s old city, the studios opened in several
phases throughout 2012 and 2013. Rooms are equipped with SSL 9000 consoles. Pro Tools systems
and Studer A800 tape machines, and monitoring is by Dynaudio Acoustics, Genelec and ATC.

Photo: Martin Moravek

@ The Vault Mastering Studio, Phoenix, Arizona
Engineer/studio owner Nathan James, who has mastered recordings for The Fray, Louis
C.K. and others, has moved his business from Manhattan back to his hometown. Phoenix.
James' new 300-square-foot facility, designed by Walters Storyk Design Group (wsdg.com),
went online in February. Acoustical features include a front wall treatment comprising
three overlapping, curved, fabric-wrapped absorptive panels, and a corresponding ceiling
cloud and rear-wall panel. WSDG also devised a hinged, 6-foot-wide, absorptive acoustic
window treatment built with Clearsorber Deamp perforated transparent panels. James
brought his full NYC equipment setup to the new Vault: custom DM console, Duntech
Sovereign/Cello amp monitoring, and processing from Lavry, Prism. Sontec and Manley.

Photo: John Brinkman

Strange Weather, New York City .

Wes Lachot (weslachot.com) designed this facility to be used for owner/engineer Marc
Goodman’s music tracking and mixing projects. The studio was completed in December
2012 and was built by Brett Acoustics, with wiring by Canova Audio. The control room
features a sidewall treatment that helps to extend a wide reflection-free zone to the back
of the room. Tracking room treatments include variable-depth absorptive and diffusive
morules. The control room features a 48-channel API 1608 console, Dynaudio M3A main
monitors powered by Bryston amps, Pro Tools 10 and two Studer A820 tape machines.
Also available are processing options from Neve, Pultec, ADL, Gates, RCA, Bricasti, Lexi-
con, Eventide and more; there is also an EMT 140 plate reverb and a Yamaha C3 grand.

Photo: Wes Lachot
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price-no-opject monitors
without the objectionable price.
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insane quality. unrivaled petrformance.

Stealth 8. 30Hz-23kHz +/- 1.75dB.
400W RMS bi-amped audiophile power.
120dB nearfield. $749 ($1498/pair)

Stealth 6. 39Hz-23kHz +/- 1.75dB.
210W RMS bi-amped audiophile power.
115dB nearfield. $549 ($1098/pair)
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Try Stealth 6 or 8 for yourself, in your own studio, for %Qrda%s_ .
If you aren’t completely blown away, return them for a full reting”” EMOTIVAPRO.COM | 615.791.6254
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BrokenWorks Productions, Ashland, Oregon .

Purpose-built with live tracking in mind, this 1,100-square-foot home addition was
designed by Chris Pelonis of Pelonis Sound and Acoustics (pelonissound.com). The
studio comprises a live room and two isolation booths with line-of-sight between
each space and the control room; ergonomic workflow and lifestyle were important
considerations. and Pelonis developed a design that provides isolation as well as ac-
curacy and musicality. Rick Ruzzamenti of Sound Waves provided finish carpentry
on the project. Key equipment includes Pelonis’ Model 42 monitors with<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>