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Avid S6

Mixing redefined

The all-new Avid® S6 leverages the best of the industry-leading ICON and System 5
families in a revolutionary new modular design. From extensive visual feedback
to the integrated touchscreen, S6 provides a truly immersive experience for the modern
sound engineer.

= Customize and scale the surface to match your workflow

= Experience superior ergonomics that feel like a true physical extension of Pro Tools®

= Take intelligent control of Pro Tools and other EUCON™-enabled applications

= Tackle the most demanding productions with proven and trusted technology k

Get the performance you need to complete projects
faster and deliver the best sounding mixes possible.
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The all inclusive 72 mic input system
at a special introductory price.

DiGiCo has ‘'Supercharged’ the award winning SD9 with a significant expansion in Channel count, Dynamic EQs,
Multiband Compressors and Matrix, and the addition of DiGiTuBes, Reorder of Busses and Multichannel inputs
{formerly only available on SD7).

Further new features include an expanded Aux Panel, increased Dynamic functions such as a Duck opticn and

expander for the Gate, a De-esser and two types of Knee for the Compressor. There are also new FX types with

multitap, ping pong and stereo delay, with different delay times for left and right. A warmth button is provided
on each channel for analogue emulation and two types of EQ have been added (Classic and P-ecision).

Plus, the SD9 now features Sets (previously only available on SD7T), which has been enhanced to allow for ‘Set
Spillallowing the creation of Sets with easy changing of the console layout to display members of that Set.

And if that wasn't enough, to coincide with the Supercharged launch, DiGiCo is offering the Rack-Pack, a 72 mic
input system at an introductory total system price.

SD-9 Supercharged Rack Pack. Only $28,450. Shipping Now.
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SD9 Rack-Pack Features:

v 48 Flexi Channels

(Equivalent to 96 channels of DSP)

47 Busses made up of 16 Flexi Busses plus
L/R, L/C/R Master, 2 Solo Busses, 12x8 Matrix

8 DiGiTuBes Available

8 Dynamic Equalizers

8 Multiband Compressors
8 Digital Effects

16 x 31 Band Graphic EQ
Multi Channel Folding
Reorder Busses

Two D-Rack Stage Boxes
Two Digital Snakes

Flight Case

“¢°DIGICO

www.digico.biz

Exclusive US distribution: Group One Ltd Toll Free 877 292 1623 www.g1limited.com



HAS THE TOOLS YOU NEED
TO MAKE GREAT MUSIC!
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O AUDIO COMPUTERS

Creation Station and PreSonus

The powerful heart of your production studio or music lab! Our Creation Station music computer is built from the ground up for audio, so you can take on even the most
demanding projects. Load it up with PreSonus Studio One DAW software and pair it with the PreSonus StudioLive mixer/interface, for an incredibly integrated rig that puts
you in total control of your projects. Add the RC 500 channel strip and Eris E5 monitors, and you've got a complete studio setup. Call us today for all the details!
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AVI>

Artist Control

With motorized faders, programmable knobs and buttons, and a customizable touchscreen interface,
this control surface makes a desktop-friendly nerve center for your studio or music lab. Put the Artist
Control between your keyboard ana monitor and take total command of your DAW!

i y .
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RUPERT N{vis DESIGNS

5060 Centerpiece
Legendary Neve analog-
console performance, in a very
smart 24 x 2 desktop mixer
design. The 5060 Centerpiece
brings a new level of richness,
clarity, and detail tc your DAW
— plus hands-on control.

PUREIMIX
pureMix.net Subscription

Learn the ins and outs of recording, mixing, and
music-production techniques — the easy way! A
pureMix.net subscription gives you access to useful
and timely tips from renowned producer and mixer
Fab Dupont. You'll improve your mixes, learn valuable
studio skills and techniques, and get the most out of
< = — = the gear you already use.

L e s . - -~ mol

Grace Design quality, inside and out! Equipped with both mic and instrument inputs, this single-channel
preamp delivers the sound quality and performance you demand. You even get an extended gain-range
input for your ribbon mics!

> Professional Sales Engineers > Free 2-year Warranty™** ) Best Online Resources
) Factory-authorized Service ) Industry-standard Tech Support ) Fast, Free Shipping

(800) 222-4700
Sweetwater.com
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Professional Aui

Mu31c Instruments & Pro AUle
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We Offer Maay Flexible Payment Options.
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APPLIED RESEARCH AND TECHNOLOGY

Unapologetically Affordable

Versatile high performance tube signal processing doesn't need to
be insanely expensive.
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From the Editor

AUDIO EDUCATION TODAY

t has been a rough couple of years for a lot of people in secondary educalion, with

one headline after another announcing simultaneous class closures and fee hikes at

state-run systems, cutbacks at community colleges. stricter entry requirements and
higher tuition/costs at many private universities, and a looming student debt crisis that
some are predicting will match the bad-mortgage-fueled meltdown of the past five years.
Earlier this year, the Atlantic Monthly ran a story titled “Is College Worth It?”

It’s a problem facing many professions and trades across the country. There are pre-
dictions that within a few decades. the U.S. won't have enough doctors, and that we are
already facing a severe shortage of high-level engineers to fuel the next round of innovation
in biotech. nanotech or even transportlation. When vou couple these trends (and headlines)
with the dire job market that millennials keep reading about every day, it’s no surprise that
educators are scrambling to adapt.

Over the past 15 years, there has been a huge increase in the number of U.S. recording
schools, from community colleges in California expanding their facilities through county
bond measures, to for-profit programs that grew rapidly, though not exclusively, on the
backs of federal financial aid that flowed freely until the crash of 2008. With more schools
wooing more students in a market with little job growth, and an overall economy in free-
fall, a downturn was bound to happen. It's no secret that many recording schools are now
being challenged by declining enrollment; many are meeting those challenges head-on by
expanding into new markets, while others are establishing online programs. Still others
are commitling to brand-new facilities, most notably Berklee, which has put up tens of
millions of dollars to build a new school in Valencia, Spain, and completely overhaul its
recording facilities/dorm space in downtown Boston.

Being that the audio industry is based on a trade. or a craft, there have always been lots
of options to learn. Even as more and more recording schools opened, the trend toward
alternate educational paths, many of them studio- or mentor-based, has expanded. Shef-
field Audio Video has been doing it well for a long time in D.C.-Marvland with its Institute.
Recording Connection launched a model a few years back that links individual recording
studios with potential students. Bruce Swedien began hosting weeklong workshops in
his Ocala, Fla., home studio. Ryan Hewitt recently debuted a series of weekend master
classes under the moniker Studio Prodigy. Mix With the Masters hosts a series of weeklong
seminars in France featuring top U.S. engineers. And The Blackbird Academy, featured on
this month’s cover, is attempting to take the concept to a whole new level.

Some, not all, of the big schools will bounce back. And the state schools and private
schools will soldier on. Education has become a big, big business, prone to economic
cycles same as other industries.

Still, it’s nice to know that there are alternatives. And that our industry still values
a mentor.
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And the timing couldnt be better. We've worked long and hard to perfect the NUAGE
Advanced Production System, and are excited to unleash it to the recording/post-production

world. A collaboration between Yamaha and Steinberg, NUAGE is the brainchild of workflow
efficient hardware, Nuendo 6 software, and Dante™ networking operating together in perfect
harmony. Offering unprecedented productivity and flexibility as well as premium audio quality
in an innovative design, NUAGE is not just making a change, it's starting a revolution.

For more information, visit www. yamahaca.com
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API THE BOX
you're mixing oulside the bax.

Webcast

FREE Webcast

Register at mixonline.com

COMPILED BY THE MIX EDITORS

AES 2013: SMALL AND ENERGIZED

The weather couldn’t have been better for mid-October in New York City,
which might help explain the buoyant mood among both exhibitors and
visitors at AES 2013. Though the annual AES convention remains rela-
tively small, the aisles were densely packed and the energy seemed more
vibrant than it has in years. While booths and product launches are the
main focus, exhibitors are trying new things, old things and having some
fun. Audio-Technica provided a three-camera live stream of various ses-
sions from the likes of Jimmy Douglass and Frank Wells, while Foeusrite
pulled in Chris Lord-Alge to showcase RedNet and partnered with Ocean
Way and others in a killer demo room. But our favorite was end-of-day
at the Millennia Media booth, where owner and winemaker John LaGrou
was pouring his Grenache as guest winemaker Leslie Aun Jones poured the
2012 Cole Ridge Sauvignon Blanc from her very first barrel.

Meanwhile, there were plenty of product introductions, with a few of
the hits here and much more to follow online and in coming issues.

CONSOLES/CONTROLLERS

API opened the show with a 10:30 press conference
announcing THE BOX (see review, page 68). THE BOX
boasts four mic/line input channels, two of which
come with their famed 550A equalizer, two extra emp-

ty 500 series slots, two assignable 527 compressors,
and 16 summing channels for mixing in The Box when

Avid had consistent crowds around the S6, a modular. EuCon-compatible
control surface born on the foundation of the ICON and System 5 product
families. The multipoint touchscreen quickly accesses plug-ins, large track
counts, surround panning and more; also top-lit status knobs and high-res-
olution OLEDs.

Tree Audio offers The Roots 8- and 16-channel 2-bus mixing consoles.
Input channels use a vacuum tube-based signal path for mic, line or direct
inputs, and provide EQ and limiter on every input channel.

SSL Live

s For live sound visitors, one of the most highly

anticipated debuts came from SSL. Their Live
mixing system can be configured with a variety
of 1/O options, including AES/EBU, MADI and
the Analogue Stagebox, which features SSL's Su-
perAnalogue micr preamps. A centrally located,
multi-gesture touchscreen provides fast access to EQ, dynamics, mute
groups, VCAs and routing functions for 192 (!) audio paths.

And though it has been shown throughout the year, the Nuage Integrated
Audio Production System made a splash at its AES debut. Nuage is a Dante-
enabled, networkable recording system and controller from Yamaha and
Steinberg. It comprises hardware work surface components, a sleek inter-

face, comprehensive visual feedback, networkable audio interface units,
and a software-based digital audio workstation.

MICS AND MONITORS
AEA introduced its first active ribbon, the N22, a phantom-powered rib-
bon which features the same Big Ribbon technology found in other AEA

microphones.

The new multipattern Neumann TLMI107, listed at
$1,699, features a transformerless design and the D-01
capsule. The mic’s pad, roll-off and patterns are backlit
via LED and set with a joystick found on the back of

the microphone.
Coles Micraphones bowed the 4030L lollipop rib-
bon mic. It features a wide frequency response and

Neumann
TLM 107
comes in a foam-lined case with an adjustable universal mic stand mount.

The Schoeps V4 U, small-diaphragm microphone offers a stylish design
and a 33mm, beveled capsule collar producing a steady increase of direc-
tivity at high frequencies. The capsule can be swiveled front to back and
comes with a static mic stand mount.

Meanwhile, Big Monitors are back!

Genelec showed off its relatively new near-field M Series,
then turned attention to the 1237A and 1238A monitors,
which offer a new “smart” design, adding DSP and AutoCal
technology to the 1237 and 1238 mid-field monitors.

The ATC SCM110ASL Pro features twin. full SL spec
9-inch/234mm bass drivers, 5mm soft dome tweeter and
ATC’s 75mm Super Dome mid-driver. The onboard 350-
watt Tri-amp pack LF contour control, clip indication, and

Genelec 1237A

a six- year warranty.

And while they debuted at NAMM earlier in the year, the JBL M2 mas-
ter reference monitor made its AES debut at both the Harman truck and in
listening sessions at Ann Mincieli’s Tungle City Studios.

PROCESSING

The Waves [37 Tape Saturation Plug-in was modeled
after Abbey Road’s iconic tape machine. Features in-
clude user-adjustable controls such as Tape Speed,
Bias, Noise, Saturation, and Wow and Flutter. It fol-
lows The King's Mic, REDD and RS56 in the ongoing
collaboration between manufacturer and studio. No

Waves /37 Tape
Saturation Plug-in

doubt there will be more to come.
Joemeek introduced three new 500 series modules, each with an MSRP of
$299. The meC Compressor recreates the classic sound of photocell compres-
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sion. The meQQ Meequalizer features four bands with adjust-
able Q on the mid bands and a switch for shelf or bell curves on
the LF and HF bands. The preQ Preamplifier provides up to 60
dB of gain, plus switches for pad and polarity invert.

Fresh off the assembly line from Dangerous Music is the
Dangerous Compressor, a 2-channel bus compressor employ-
ing internal sidechain circuitry with Bass Cut and Sibilance
Boost contours, auto/manual attack and release, and Smart
Dyn Dual Slope Detection, which automatically limits peaks

while maintaining average compression characteristics.
Charter Oak’s K500 EQ features three bands with a bell
and shelf selection switch on high and low bands, 12dB of

Joemeek meC
Compressor
cut and boost in 2dB steps, -24dB Cut Selection on each band for corrective
wide bandwidth cut or corrective notch filter, and a high and lowpass filter.
Prism Sound showed the Titan professional USB audio interface with
MDIQ expansion. It features four mic preamps, two DI inputs, plenty of /0
on the back and twin headphone outputs with independent gain controls.

Prism Sound Titan

Dan Lavry showed the LK Solo latency killer for desktop use, and the
new DA-N5 D/A converter.

The Maselec MLA-4 Compressor /Expander is based around the MLA-3
multiband compressor. It features expansion on all bands, with ratios from
6:1 compression to 1:2 expansion.

Ronin Applied Sciences debuted three products handmade in the U.S,,
all featuring serious construction and massive power supplies. The Arch-
angel mic preamp could be the world’s first mic preamp that achieves am-
plification through totally passive means.

Acme Audio showed an upgraded Opticom XLA-2 featuring high-speed
cadmium-selenide (CdSe) photocells, all-tube circuitry, and military-style
point-to-point wiring. The upgrade comprises a push-pull knob that adds a
gain stage allowing users to drive the front end.

Sonnox bowed the Codec Toolbox, a $49.99 plug-in for encoding music
for the Web. Released as a partnership with Fraunhofer, the toolbox com-
prises two applications, the Toolbox plug-in for real-time auditions and the
Toalbox manager for encoding offline and adding metadata.

The iZotope Nectar 2 vocal processor features a large range of controls
including harmony generation, a plate reverb, delay, saturation, a de-esser,
compressor, gate, EQ and limiter.

AND MORE!

Radial Engineering USB Pro DI is a high performance
24-bit/96kHz stereo direct box featuring driver-free in-
stallation for Mac OS X, Windows XP, Vista and Windows
7. Other features include a built-in headphone amplifier

: for monitoring and balanced Lo-Z outputs with switch-
Radial Engineering

USB Pro able isolation.

Antelope Audio’s Orion 32 is a sleek single-rackspace interface that pro-
vides 32 channels of high quality, low latency AD/DA, Antelope’s 64-bit AFC
(Acoustically Focused Clocking), four word clock outputs, one word clock
input and I/0 on eight D-Sub connectors, including 1x fiber-optic MADI, 2x

fiber-optic ADAT, 1x S/PDIF and USB connectivity.

Lynx Studio Technology showed its LT-TB,
2-port Thunderbolt expansion card that sup-
ports daisy-chaining Aurora and Hilo convert-
ers. and any other certified Thunderbolt de-

€2 rasoensoyi

Lynx Studio Technology LT-TB

vice on both Apple and Windows computers.

Drawmer MC 2.1 monitor controller con-
trols up to three pairs of speakers and a subwoofer. I/0 includes a talkback
input, four XLR inputs, two RCA inputs, a mini-jack, six XLR outputs, a
mono XLR output for the subwoofer and two headphone outputs.

The MUTEC MC-3+ Smart Clock is an ultra-low jitter digital audio mas-
ter clock and USB interface based on their 1G-Clock technology. Features
include the generation of Word Clocks, Super Clocks, AES3 + S/P-DIF
blanks simultaneously.

Magma unveiled the Roben Series of Thunderbolt PCle Expansion Chas-
sis. Each model connects to a host computer via Thurderbolt, and features
three PCle slots and a high-capacity power supply.

The Triad-Orbit Advanced Microphone Stand System features a modu-
lar approach making it easy to mount microphones in a stable system that’s
easily articulated. Also in the booth were GB-3 Grav Bags Ballast Bags,
which can be grouped in 10-pound configurations via Velcro, or used sepa-
rately on the legs of the stand.

And finally, we can't forget about physical recorders!

New from Sony is the PCMD100, a portable, compact, high-res recorder
with onboard stereo X-Y mics. 32GB of internal flash memory and an SD-
XC card slot. It can record in a variety of formats, including linear PCM (up
to 192kHz sample rate}, DSD and MP3.

Zoom displayed its H6 Handy Recorder, a handheld unit capable of re-
cording up to six tracks simultaneously. The H6 includes detachable X/Y
and M/S mic pair “heads,” which can be swapped for optional shotgun or
XLR/TRS attachments.

Webcast On Live Event Safety on Wednesday, November 13

Asserting that the live event production industry can no longer take a passive approach to life safety, Take1 Insurance (takelinsurance.
com), the leading insurance provider to the entertainment industry, is teaming up with the Event Safety Alliance (ESA) to host “A
60-Minute Introduction to Producing Safer Live Events,” the industry’s first such Webcast. It takes place on Wednesday, November 13,
2013 at 2 p.m. Eastern Standard Time and is open to anyone involved in the business of producing and staging live events.

“The time for discussion is over and the time to take action is at hand,” says Scott Carroll, Executive Vice President & Program

Director of Take1 Insurance. “For years we have emphasized the need for live event producers to take the time to prepare for the

unimaginable and now, thanks to the leadership position taken by Jim Digby and the Event Safety Alliance, the industry can uti-

lize the ESA’s Event Safety Guide to prepare complete emergency action plans that include having the right insurance coverage in place.” Register for the

Wehcast at eventsafetyalliance.org.
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price-no-object monitors,
without the objectionable price.

“ . Jass for days...really crankable...l am simpty
in love with how music sounds on them!”
RECORDING MAGAZINE. PAUL VNUK JR

“..an amazing value. | can certainly see these becoming the reference point from
which other designs in this category are judged.”
MIX MAGAZINE, BOBBY FRASIER

Ty

b
P i
(b )
b
R r 3 o (o
Fe L] VR
f e =g
A p—— . -
LR
e e

S

b:: \\\\""v

39Hz-23kHz +/- 1.75dB.
Stealth © 210w RMS biamped.  ERlaads
| St S . |

Try Stealth 6 or 8 in your own studio for 30 days.
FREE SHIPPING If you aren't blown away, return them for a full refund. EMOTIVAPRO . COM | 615.791 6254

World Radio History

Stealth & 200w &uis biampes. EYRR
cCH1OT VA




Chuck Lightning and Nate Wonder

-
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WONDER & LIGHTNING

Meet the Duo Behind Janelle Monae and Deep Cotton

hat’s in a name? Are the two
guys at the other end of my
interview phone call Na-
thaniel Irvin 11l and Charles
Joseph 117 Nate “Rocket” Wonder and Chuck
Lightning? Deep Cotton? Wonder & Lightning?
Control Z? The Wondaland Arts Society?

They turn up under all those names, and
no doubt others, in their capacities as produc-
ers, songwriters, arrangers, singers, musicians
and engineers on some of the most intriguing
albums coming out of Atlanta in recent years.
They are the driving creative force behind the

stylish and mesmerizing R&B/pop singer-song-
writer Janelle Monde, whose three eclectic, very
high-concept albums—Metropolis Suite 1 (The
Chase), The ArchAndroid and the fall 2013 release
The Electric Lady—are wonderfully adventurous
and beautifully produced (if thematically a bit
opaque and bizarre). Now, on the heeks of that
latest Monde album, comes Runaway Radio,
Deep Cotton’s “Fixtape” EP (designed to fix the
ills of the planet, they say), and Wonder and
Lightning—as we'll call them—are again blur-
ring musical categories and smashing bound-
aries with a lively four-song set that brings to
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By Blair Jackson

mind everything from Sly Stone to Talking
Heads to '60s garage rock to '9os surf-punk.

At this point, no one should be surprised
when Wonder and Lightning describe the title
track of their EP as Clash-meets-Funkadelic or
note that the groovelicious dance track “We're
Far Enough from Heaven Now We Can Freak
Out” was inspired by a 1966 Rolling Stones per-
formance of “Satisfaction” on The Ed Sullivan
Show, LSD pioneers Ken Kesey and his Merry
Pranksters, and revolutionary Detroit rockers
the MCs, among others. These guys are vora-
cious music and culture fans who will employ

n




Music > Wonder & Lightning

any style, any time, if it feels right. That’s
why on Monde’s The Electric Lady, there are
thumping funk and R&B numbers, orchestral
interludes, a ballad that sounds like it could
have been pulled off a 'sos pop record, propul-
sive Stevie Wonder-ish synth lines and even a
taste of what is sometimes called “exotica”—
'50s/°60s easy listening music with a Latin or
some other odd twist.

Where does that last influence come from?
“Oh, we love that stuff,” Wonder says. “We
listened a whole lot to this one album by a
guy named John-Jacque Perrey. Nobody even
knows about this guy. [Perrey was an early
Moog musician, and also a favorite of the
Beastie Boys.] But we've always liked that kind
of music. We like [Henry] Mancini and stuff
that has that vibe—The Pink Panther. And we
like orchestral music, too: [film composer]
Bernard Hermann...”

Lightning adds, “We want to give people
that experience of hearing symphonic music
and remind them that this level of music still
exists and it’s still very, very important and it
can really affect you. It reminds me of later-era
Frank Zappa, when he was composing music
to be played by orchestras. We want to com-
pose music like that.”

Wonder, Lightning and Monade are all part
of a loose, highly collaborative Atlanta col-
lective (Monde calls it a “tribe”) known as
the Wondaland Arts Society, which includes
musicians, producers, visual artists, writers
and assorted creative types and intellectu-
als. It’s quite the salon, headquartered in a
large brick building that includes Wondaland
Studios and a host of unusual rooms and
spaces decorated with everything from grass
flooring to a wall of clocks to odd sculptures
and art objects. Musicians such as drum-
mer Pete Alexander, guitarist Kellindo Parker

and Wonder’s multitalented younger brother,
Roman GianArthur (Irvin), aren’t well-known
outside of Wondaland productions, but these
cats—and the scads of string and horn players
and singers who help out on their projects—
are all versatile and deeply talented. Monde’s
album also features striking performances
by a handful of fellow eclectics—Prince,
Erykah Badu, Esperanza Spalding, Solange
and Miguel.

The studio itself “has guitars all over the
walls and lots of vintage keyboards and other
instruments all over the place,” Wonder says.
“We love old stuff, even though sometimes
you have to send it out to get fixed, or we
have to fix it ourselves. We've got ARPs and
Moogs and Junos and Clavs, Prophets—all
these great old instruments we have set up
so it’s easy to move from one to the next and
try stuff out.”

Wonder and Lightning are constantly
experimenting when they record, combining
old and new sounds in interesting ways and
drawing from myriad inspirations as both
producers and musicians. They cite Stevie
Wonder as one of their primary influences
and note that they have studied his albums
and “really tried to understand his process and
how he got the sounds he did,” Wonder says.
“We've also gotten to know Stevie—in fact we
worked with him a couple of days ago—so
we’ve been able to ask him a million questions
about how he did this or that.”

“Of modern producers,” Lightning adds,
“lon Brion [Of Montreal, Best Coast, etc.] is
someone we've learned a lot from. His under-
standing of the studio and his ability to bring
in vintage sounds is amazing.” Another, per-
haps unexpected, influence—Brian Eno.

Both The Electric Lady and Runaway Radio
were mixed by Chris Carmouche on an SSL
console at Stankonia Studios (OutKast’s
Atlanta facility). Says Wonder, “We've heard
a lot of music over there so we really know
what the room sounds like. When it comes
to mixing, you want a space you know the
nuances of and feel comfortable in. It seems
like we're ~always recording and mixing,
always changing things a little, coming up
with new ideas.”

“We've actually added things to arrange-
ments at the mastering phase,” Lightning
notes. And Wonder adds, “I'd like to release
another version of the album next week!” W

SARAH JAROSZ
‘BUILD ME UP FROM BONES'’

or their third album together, roots

artist/songwriter Sarah Jarosz and en-

gineer/producer/label exec Gary Pac-

zosa cut all of the tracks in Paczosa’s
personal studio in Nashville. Jarosz, who was still
in college at the New England Conservatory while
she was making the new album, would head down
to the studio during school holidays, either to
record live with her trio (Jarosz, cellist Nathaniel
Smith and fiddler Alex Hargreaves) or to develop
musical ideas with Paczosa on her own.

“Sometimes we'd start with just her and an

instrument—whether that was a mandolin, gui-
tar or banjo,” Paczosa says. “We'd keep running
through a song until we had a tempo and key
that felt good and we were ready to cut a pass
with her playing and singing a scratch vocal.”
Then, more instruments would be added,
including parts by guest musicians such as Jerry
Douglas and Darrell Scott.

“A lot of times, once we got a band on it,
the feel of the track or the energy changed, so
then we'd go back and cut a new vocal,” Paczosa
explains. “Sometimes the scratch vocal holds up,
but often she would want another shot at it with
so many other exciting things on the track.”

Jarosz’s voice was captured with a Blue Bottle
mic, into a Mastering Lab pre, GML compressor
and just a touch of Retro Sta-Level, before going
into Cubase. “1 also always put up a garbage mic
next to the Blue Bottle or below it, and that
would change on every song,” Paczosa says. “Even
if 1 don’t blend in [the garbage mic], I'd still use it
as one of the sends into effects, just to make her
voice a little grittier. She’s a pure, sweet singer,
but we added a bit of an edge.”—Barbara Schultz
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WILD CHILD WITH
BEN KWELLER

Musician and producer Ben Kweller says one of the big draws to working
with Austin-based indie-folk band Wild Child is their unique instrumen-
tation. “I've always been such a rock guitar guy,” he says, “but this band
makes as big a sound as anyone without even touching a guitar.”

Wild Child is led by violinist/vocalist Kelsey Wilson and singer/uke
player Alexander Beggins; both are very strong songwriters and musi-
cians, and the unique arrangements they’ve developed with Kweller are
at once quirky and beautifully evocative.

After a couple of weeks of pre-production, Kweller and engineer Steve
Mazur started tracking with just Wilson and Beggins at Austin Signal
(www.austinsignal.com).

“Everything begins with the two of them,” Kweller says. “We set up
their mics, no headphones, no click, and we got these amazing takes—

just live vocals and ukulele straight to an Ampex 440 1-inch, 8-track. We
used my C37a on Kelsey’s voice, which Mazur set right in-between omni
and cardioid. For Alex’s voice we used a Lucas CSi, and for his uke, my
oid SM 69. We dumped the raw duets into Pro Tools and established
downbeats and created clicks for each song. Then we brought the band in
and built up the tracks. It was so refreshing because the lead vocals were
done first, and the end result still has that one of a kind, natural cadence
that Alex and Kelsey have.”—Barbara Schultz

COOL SPIN
CBGB: ORIGINAL MOTION
PICTURE SOUNDTRACK
OMNIVORE RECORDINGS

; This is one of those
' reviews that could just
be a track list. There are
so many fantastic songs
on the soundtrack to
CBGB, the new movie
about the legendary
birthplace of New York
punk. Talking Heads’
“Life During Wartime,”
the MCs’s “Kick Out the
Jams,” Richard Hell & The Voidoids’ “Blank Generation,” The
Stooges’ “
are also nicely sequenced and mastered so they hang together
as an album, though the originals were obviously recorded in
various locations with different engineers, studios, gear, etc.
This stellar collection hits almost all the right notes, with a

1 Wanna Be Your Dog"—it’s quite a list. The tracks

couple of glaring exceptions: For some reason, the produc-
ers weren't able to include any Patti Smith or any actual
Ramones records. There’s one Joey Ramone solo song: “1 Got
Knocked Down,” a tune from Don't Worry About Me (2002)
that sadly relates to the singer’s final illness, long after the
events portrayed in the film. So, in other words, this album is
not perfect, but it is great.—Barbara Schultz

Soundtrack producers: Brad Rosenberger and Cheryl
Pawelski. Mastering: Reuben Cohen and Gavin Lurssen/
Lurssen Mastering (L.A.).

JON BATISTE & STAY
HUMAN, 'SOCIAL MUSIC’

A gifted, restless musician with boundless artistic

7R.JON |

ambition, Jon Batiste is never content with one
take, one approach or one genre. His latest, Social
Music, offers listeners beautiful, inventive new
ways into jazz, R&B, gospel and soul.

Batiste and band, with their producer Jeff Jones,
“The Jedi Master,” also took a novel approach to recording the new songs. “I had to
figure out a format that would facilitate his creative direction. He’s like Prince in

SOCIAL

that he just keeps recording continually. He’s nonlinear, but he’s always brilliant.”

Jones (Wynton Marsalis, Norah Jones, Alicia Keys, etc.) and his team of engi-
neers took what he describes as a cinematic approach to combining recordings
that were made in a variety of home and commercial settings—instead of trying
to force a kitchen session to sound like it was made in an ideal acoustical environ-
ment, he used different room sounds deliberately to shrink or broaden, or change
the listener’s perspective.

“We'd be choosing pieces from different versions of the same song, and
intercutting different versions of the song that came from different studios,” he
explains. “So there’s a lot of time taken in post on something like this, combing
through all the material. After ‘Jazz Man Speaks, for example, it goes into a some-
thing he did in his computer in GarageBand and then flips into something from
an MP3, into 96k 32-bit, and you hear the whole thing open up. It's like a camera
view coming into full-resolution.”

Jones also arranged some live sessions, where the band performed before an
audience, and he recorded using multiple devices and methods to give more of
those “angles” to work with when it came time to mix. The goal, Jones says, was
“to devise a system that facilitates an artist’s vision when the artist’s vision incor-
porates all known formats, at all known sampling rates.”

“Jones is a visionary,” Batiste says. “He created a beautiful environment for us. He
understands the vision | wanted to create and brought the project to the next level.”
—Barbara Schultz

Photo: Todd V. Wollson
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Classic Tracks

Aretha Franklin
Spirit in the Dark

“DON'T PLAY THAT
SONG (YOU LIED)"

Aretha Franklin

bert about the genesis of the legendary alliance between Atlantic

Records and Criteria Studios. 1t seems that two of the production
powerhouses behind Ahmet Ertegun’s Atlantic label—Jerry Wexler and
Tom Dowd—Iloved fishing off the coast of South Florida so much that
they sought a creative home in Miami.

“We all used to fish together,” Albert says. “As a matter of fact, Ron
and | are sitting talking to you on our boat right now.”

“We're tied to the dock, though, so it’s okay,” says Howard’s brother
and studio partner, Ron Albert.

The Albert brothers have been finishing each other’s sentences, and
projects, since the 1960s when they both began working for Mack Emer-
man at Criteria.

“I started in 1969,” Howard recalls. “l was in Vietnam, and Ron, who's
four years younger than me, was already working at Criteria. | got him a
job when I left to go into the service. | was a studio musician, and there
was an opening, so | sent Ron over there to be the tape librarian. They
asked him if he could type, and he said, ‘Yes,’ but he couldn’t so he went

I t was all because of fishing,” says engineer/producer Howard Al-

By Barbara Schultz

home and asked our mother, ‘Can you teach me to type?’ He got the job,
and progressed from there.”

When Howard returned home, he joined Ron and fellow staffer
Chuck Kirkpatrick at the studio. It wasn’t long until Emerman’s engi-
neers found themselves in the ultimate right place at the right time.

“Before Atlantic came down, all we had in the way of business was local
stuff: jingles, radio spots, local talent,” recalls Kirkpatrick. “We had people
like Arthur Godfrey and [Jackie] Gleason coming to work on their albums
or finish projects occasionally, but the big day was the day Tom Dowd and
Jerry Wexler came down. They both wanted to be able to work in Miami,
so of course they needed a studio, and we were the first place they came to.”

Atlantic’s association with Criteria resulted in scores of stellar re-
cordings, including Brook Benton’s smash “Rainy Night in Georgia,”
Derek and the Dominoes’ classic “Layla,” and this month’s Classic Track,
Aretha Franklin’s 1970 hit “Don’t Play That Song (You Lied).”

When Franklin, her band and producers Jerry Wexler, Arif Mardin
and Tom Dowd arrived in Florida in the spring of 1969 to start work on
the album Spirit in the Dark, the young artist had already been crowned
Queen of Soul. Her Number Ones before that point included “1 Never
Loved a Man (The Way I Love You),” “Baby 1 Love You,” “Chain of Fools,”
“Think” and, of course, her signature song, “Respect.”

It can only be because Franklin had so many even bigger hits that
a superb track like “Don’t Play That Song” could have dropped out of
heavy oldies rotation the way it has. The song, which had been a Num-
ber 2 R&B hit for Ben E. King in 1962, spent five weeks at the top of
the R&B charts in 1970 after Franklin covered it. The arrangement is
vintage Aretha—made-to-order for a soul singer who's always worn her
church-singing background very proudly. It starts with a gospel-blues
piano intro, and then session aces the Dixie Flyers come in and the track
starts to rock. Listen to this tune again if you haven’t heard it in a while,
and see if the word “perfect” doesn’t come to mind.

Spirit in the Dark sessions took place on four different dates between
May 1969 and March 1970, when “Don’t Play That Song” was cut. That
signature piano intro was performed live by Franklin on the Baldwin
grand in Criteria’s Studio B, where she and the Dixie Flyers crowded
into the main tracking room. Franklin cut all of her vocals live, as well,
seated at that piano.

“It was a bit of a challenge because Aretha was playing the grand piano
live with the band as well as singing the song live with the band,” Ron says.
“So it was our job to get as much separation and sound quality as pos-
sible, because all of her vocals were keepers. She may have overdubbed a
line here and there, but Aretha Franklin never sang a bad note in her life.”

Both of the Albert brothers, plus Kirkpatrick and engineer Lewis
Hahn, worked on the Spirit in the Dark sessions, but not necessarily all at
once. “Criteria was a team,” Howard explains. “It wasn’t always the same
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people on a session, and we didn’t switch every day; it just depended on
what everyone was doing. We all filled in for everybody.”

Because the engineers were somewhat interchangeable on projects,
the team knew their go-to miking schemes. “We miked Aretha simi-
larly to what we did on the Layla sessions,” Ron says. “We’d close the lid
on the piano and cover it with moving quilts, and close-mike the piano
with two [AKG C] 414s.”

“And we always got pizza from Marcella’s,” Howard says. “That was
also part of the piano sound—the pizza box on top of the piano.”

The Alberts believe they used a Neumann U 87 on Franklin’s vo-
cals, but agree it might have been a U 67. Also in the piano and vocal
chains would have been compression/limiting via—they're pretty sure—
Teletronix LA-2As.

“And probably Pultec [EQ],” Howard says. “We had a lot of them.”

They also had a lot of musicians in an approximately 30x40-foot stu-
dio. Different musicians played on various tracks on Spirit in the Dark;
the Dixie Flyers plaved on five songs, the Muscle Shoals Rhythm Section
appear on four, and there were several guests as well. But Howard says
that for the entire album, the grand piano was in the left-back corner of
the room, so that Franklin’s left hand was closest to the wall.

On “Don’t Play That Song,” bassist Tommy McClure was in front of the
piano, in between the piano and Sammy Creason’s drum booth. Across the
room from the kit, in another booth were background singers Alineda Lat-
timore, Brenda Bryant and Margaret Branch—all singing into another U 87.

Also on the session were keyboard players Jim Dickinson and Mike
Utley (the B3 in the center of the tracking room belonged to Howard)
and guitarist Charlie Freeman, whose amp sat near McClure’s at the
back of the studio, near the drum booth.

Alittle later in his career, Howard became one of the first recording
engineers in the U.S. to close-mike every piece of the kit, but that wasn't
the norm yet; they simply used a pair of U 47 overheads, an Altec 633
saltshaker mic on kick and a KM 84 on snare.

“That KM 84 mic was one of the original ones from Germany, and
they did not have pads,” Ron notes. “You had to unscrew the capsule and
slip on a little pad, and then screw the capsule back.

“Keep in mind that in a 16-track world, we rarely had more than two
or three tracks for drums,” Ron continues. “You had a left and a right,
and possibly a kick-drum third track. So we had to get the drum sounds
correct between the cymbals, the toms, the snare—everything had to be
correct, because we only had the ability to effectively change the levels
with EQ after the fact.

The engineers tracked Franklin and band to an MCI JH16 machine—
one of Emerman’s many early-generation designs from his friend, and
MCI founder, Jeep Harned.

“Again, in the world of 16-track, which we were in for a long time, we
recorded at 15 ips a lot for R&B so we’d get a bigger bottom end and not
worry abouit the noise level,” Ron says. “We printed a lot of those tapes
at 15 ips, and the MCI machines had a sound that was very unique when
we saturated a bit extra.”

Harned also created the custom consoles in Criteria. The board in
the B room was developed to do double-duty in the studio and on the
road. It had a center section that could actually be removed from the rest
of the chassis, installed in a truck, and used to mix remote dates.
Another unique characteristic of Criteria B was the control room lay-

Engineer Chuck hickpatrigReiCriteria Studios in 1970,

out. The Harned-designed console was installed perpendicular to the
window into the tracking room. A separate producer’s desk, also perpen-
dicular to the board, allowed producers Dowd and Wexler to look straight
into the studio, while the engineers faced the producers’ profiles, and be-
yond them, a wall with soffited Alrec Lansing 9844 monitors.

“l remember those speakers well because 1 actually have them!” Howard
says. “They're in my home theater system. | love them—two 12sand a horn.”

“That was an amazing sound system, and part of the reason they
sounded so good was they were mounted in a cement-block wall; there
was no window in that wall,” Ron points out. “The wall was rigid, and
when you cranked them up, the room hummed. The bass was amazing.”

Howard is pleased to have such a memorable souvenir from his days
at Criteria, but the real takeaway for all the engineers was the life-
changing experience of working with world-class artists like Franklin,
under Dowd’s wing.

“We learned everything from Tom Dowd. He was our mentor. He
treated us well, and he taught us everything we know,” Howard says.

“The beauty of Tom was he never tried to dictate anything,” says Kirk-
patrick. “He assumed that |, or anyone else he worked with, knew what
they were doing, and he would iet us set the mics and get the sounds.

“The only time | remember him sort of jumping on me—and I think this
was on an Aretha mix—was when | was putting a rough mix up and he came
over and took all the faders with ene arm and slapped them all down to zero.
He said. ‘When you mix, [ want to see 70 percent modulation of the drums
on the left, and I want to see 70 percent modulation of the bass on the right.’

“He wanted to see 70 percent on the meters of nothing but bass and
drums, and whatever was left, that’s what you can do with guitars and
vocals, but he had to hear those drums and bass way out front. That was
such a big part of Atlantic’s R&B sound.”

Kirkpatrick left Criteria in 1972 to pursue his own music career but even-
tually returned to engineering. Today he's on staff at music house Avacom
(Coral Gables, Fla.), which specializes in production for radio and TV spots.

The Albert brothers are still working side by side in Miami, where
they own and operate AudioVision Studios, and obviously still enjoy
their nautical pursuits.

All of those legendary Atlantic producers are gone now, but the
Queen of Soul still reigns: an 18-time Grammy winner, she’s number
one on Rolling Stone magazine’s list of the 100 Greatest Singers of all
time and a Kennedy Center Honors recipient with 20 Number One sin-
gles to her credit.

“I wish I could spend one day in a time warp back in one of those ses-
sions,” Kirkpatrick says. “I could appreciate it so much more now.” B
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PINK

The Truth About Audio for Pink’s World Tour

ink is currently embarked on the

final 2013 leg of her marathon sold-

out “The Truth About Love Tour,”

which this year alone has taken her
all over the U.S. (hitting some cities twice), Eu-
rope and Australia. The extravaganza, some of
which has a hip circus vibe, features a five-piece
band, two backing singers, seven dancers and
very complex production involving multiple
screens, glittering sets, wardrobe changes, cho-
reographed dance routines, a small B-stage for
acoustic numbers and plenty of aerial excite-
ment which finds Pink somehow—miraculous-
ly—singing while hurtling on bungees, turning
on a orb cage, somersaulting through space over
the crowd and even suspended upside down.

Madonna, Lady Gaga and Katy Perry have got
nothin’ on Pink!

The sound gear the tour has been hauling
around the world was furnished by JP] Audio
of Svdney, Australia, and is dominated by an L-
Acoustics K1 system, which the tour’s original
FOH engineer, Chris Madden, first encoun-
tered on Pink’s 2010 European tour. (L-Acous-
tics is a French company.) Each side of the main
arrays comprise 14 large-format K1 loudspeak-
ers (each containing two 15-inch woofers, four
6.5-inch cone drivers and three 3-inch compres-
sion drivers) and six of the smaller KARA loud-
speakers, used for downfill. Another half-dozen
KARA speakers hang in a small array between
the two sides, to cover front audience, and more

By Blair Jackson

PINK

By Blair Jackson

BLACK SABBATH,
THE RUBENS,
BRMC

By the Mix Editors

ALL ACCESS: PARAMORE
By Steve Jennings

are placed below the main stage in front, again
to cover as much of the front audience ds pos-
sible. The back array is also KARAs. Aiding side
coverage are arrays of multiple KUDO speakers.

| Additionally, for low frequency reinforcement,

each side of the main arrays is augmented by
eight Ki-SBs, and dozens of SB-28s placed
around stage level and under the ramps leading
to the stage. Driving the system are eight-dozen
LA8 amplified controllers.

“l think the system is absolutely superb,”
comments FOH mixer Dave Bracey, who re-
placed Madden for the final 10-week stretch in
the U.S. and Canada this fall. “The System Tech,
UIf Oeckel, is one of the best I've ever worked
with. He’s doing a great job facilitating my mix
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Lewis (monitors)y

to the P.A., so what's coming out of the board is
accurate. I'm finding it very easy to mix through
the PA.”

Though Bracey, who is based in Bristol, Eng-
land, has enjoyed a long and impressive career
mixing FOH for the likes of The Cure, Robbie
Williams, Massive Attack and Bjork, he admits
to some trepidation about coming onboard such
a large-scale tour in mid-stream. “It should be
daunting,” he comments, “but | had some prep
time at home. DiGiCo sent an SD7 to my house
and 1 had multitracks of the show, as well as the
first edit of the DVD they shot in Melbourne,
so | probably spent about 10 days familiarizing
myself. | needed to de that because there were
going to be no production rehearsals, it’s a com-
plicated show, and the rest of them are up to
tour speed. There was no time for me to get in
that deep investigative work you normally do
during production rehearsals. [ had to come in
at a high standard.”

Bracey has been mixing on SD7s for the past
five years, and was delighted the Pink tour al-
lowed him to use that board, rather than the one
his predecessor carried. During his prep period,
“l dialed the console in, set presets for the songs,

more on me

Read more from
Pink FOH mixer
Dave Bracey and
monitor mixers
Horst Hartmann and
JonLewis.

mixonfine.
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set effects, got sounds and tried
to discover what works in what
song and what might cause a
problem during the course of
the show. 1 was very happy sit-
ting there at home with my Focal
headphones on, wondering and
hoping how well | could morph
this into a live show integrated
through a live P.A. system.”

When Bracey and 1 spoke,
just three shows into the late
fall tour, he admitted he was
still learning the ropes to an
extent, and that Pink was still
adapting to his mixing style. “I
have a habit of not watching the
show when | mix,” he says, “but I do have a vid-
eo feed going into the little screen on my con-
sole, so it’s always in my field of vision, which is
good for some of the walking-offstage cues and
disappearing-down-through-trap-doors cues,
which weren’t exactly obvious. 1 didn't get any
of those wrong last night; the first night 1 did.
Three shows in, and I'm very happy.”

And although the mixer says he has brought
some outboard effects, “at the moment I'm
pleased to be all internal.” He notes that his re-
verb moves are pre-programmed and automated.

Pity the poor monitor mixer who has to not
only handle the live band, singers and dancers,
but has a lead singer who is almost constantly in
motion—above the stage and on it—and regu-
larly switches between a handheld mic and a
headset. Actually, it used to be a single monitor
mixer—Horst Hartmann, who's been on the last
couple of Pink tours. But beginning last April, a
second monitor engineer—another Brit, named
Jon Lewis, who has worked with everyone from
AD/DC to Paul McCartney—came on board
just to handle Pink’s needs during the course
of the show. Hartmann, who worked for years
with The Scorpions and others in native Ger-
many, now handles monitoring for Pink’s band
and dancers, and he was also instrumental in
setting up the Pink’s monitor setup.

For a console, Hartmann says, “1 started with
a good old [Yamaha] PM1D, because 1 still like it
and it does the job, and because it has enough
outputs—a lot of these modern consoles have
enough inputs, but not really enough outputs.
After we decided to have two monitor engi-
neers, we just added another surface to it, and

I had two DSP systems anyway—one was a
redundant system—so now we're using it like
two consoles, but we share the inputs.” About
70 are used for the band alone, plus talkback/
comm mics and a few discreet Pro Tools tracks,
so there are about 100 inputs total.

“1 still know how to use an analog console,”
he adds with a laugh, “so I'm actually able to
push faders and press buttons, old school,
which 1 do on the Yamaha, because it doesn’t re-
ally give you the tools to program a whole show.
You can program scenes, but not a whole show.
So 1 run the show manually more or less, like an
analog console. Still, I do like to have everything
saved so when I do something wrong 1 can go
back to my favorite mix.”

The entire band—guitar, bass, drums, keys
and a combo keys/guitar player/singer—is on
Jerry Harvey JH16 in-ears, while the dancers use
wedges (Clair 12AMs) and sidefill as they galli-
vant about the stage.

Jon Lewis says of Pink, “Everybody thinks
her vocals have to be on track [i.e. prerecorded],
that she couldn't possibly sing while she’s being
catapulted around, but she sings every note, ev-
ery word. It’s very impressive to have that lung
capacity while you're being thrown about or
dancing nonstop.”

Pink’s main handheld mic is a Sennheiser
2000 Series with a custom “Rockheiser” 5235
capsule. Her headset features a detachable
supercardioid Sennheiser mic and a connect-
ing prototype custom ear-piece which, unlike
Harveys, has a single driver, which Lewis says is
“less fatiguing to over long periods of time, and
still sounds really good.

“Because of the locations she is during the
show—whether it’s in the air, on a B-stage or
bungee'd or running around or tumbling—she
won't wear two in-ears,” Lewis adds. “It’s one-
in and one-out and then wedges around to give
her more of a vibe—she doesn't like the isola-
tion of a two-ear mix.” There are a couple of
high-flying exceptions where she does don a
second in-ear. All in all it’s a lot for Lewis to
manage—he sends his own reverbs and vocal
effects to Pink’s in-ear—and for Bracey to keep
track of at FOH.

But after nearly a full year on the road, even
with changing audio personnel, Pink’s tour is
still running like a finely tuned machine. Don't
be surprised if this phenomenally successful
show manages to carry over into 2014, too.
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AROUND THE WORLD WITH
BLACK SABBATH

Metal legend Black Sabbath has been on the road since April, playing arenas
and amphitheaters. Veteran engineer Greg Price (pictured) and monitor
engineer Myles Hale both use Avid VENUE D-Show and Profile consoles,
with P.A. and monitors provided by Clair Global. Local sound companies
augment the touring gear and staffing in every town. At press time, for ex-
ample, the band was in Brazil, where Gabisom provided support.

Price says certain pieces of gear play an essential role in managing
Black Sabbath’s massive, anthemic rock sound. “[Until this tour], we used
the same vocal wedges for Ozzy [Osbourne] for many years. One of the
focus points for Ozzy and his wedges is raw gain before feedback,” he says.
“Anyone that has been on one of the 16 Ozzfests with me knows the sheer
sound pressure level from Ozzy’s vocal wedges is remarkable. We changed
his ‘ring of death’ vocal wedges, after vears of success, to Clair Global’s
CMazzs. From the first day of rehearsals, Ozzy asked Myles to turn the

THE RUBENS' U.S. TOUR

Australian rock band The
Rubens (Sam, Elliott, and
Zaac Margin, and Scott
Baldwin)
the U.S. this fall, touring
in support of Grouplove,
their label mates on War-

have been in

ner Bros. They've played
of rock
and acoustic clubs, which
their engineer, Clint St-
agoll, says has opened up
the band to playing the
songs on their eponymous debut album in new ways.

“The rock venues have been exactly what you'd expect, but the acous-
tic venues have been interesting—a theater/dinner show-type feel with a
lot of mono P.As,” Stagoll says. “I would say it’s been a huge success for
the band, and we feel it’s definitely something we'd like to do again.”

In Australia, The Rubens travel with more of their own gear, including
Stagoll’s preferred Avid Profile console, but on this tour, Stagoll carries
backline and a mic package. “It’s the same mics I carry with me every-

Malinowski

a combination

Photo:

where—mostly pretty standard fare except for my vocal mics. 1 use the
Earthworks SR40V. It’s a hypercardioid condenser that doesn’t behave
like most condenser mics, where the high end can get a little brittle. The
SR40V remains quite flat—so much so that it reproduces the voice hon-
estly, allowing for not only cutting of some frequencies, but [also] push-
ing some in. With Sam {Margin, lead singer], | tend to highpass up to 125
Hz, scoop out a bit of 400 Hz and push in some 8k for a bit of shimmer,
and that’s it. It also impresses me that there’s not as much spill as you'd
expect in a condenser, and what spill you do get sounds quite musical.”
~—Barbara Schultz

wedges down. We have had zero feedback, which has been very important
for recording shows for the upcoming Live Black Sabbath DVD.”

Osbourne sings into a Shure wireless 58A microphone; the mic pack-
age on this tour also includes models from Sennheiser, Audio-Technica
and sE Electronics. “The sE T2 (pictured above) and VooDoo VRI are
game-changers for my mix,” Price says. “The T2 on Tony lommi’s guitar
brings his onstage sound to me at FOH; I want that really punchy mid-
range for guitar. The VooDoo is the bomb on bass guitar cabinets.

“My crew members, Clair Global, and the people in the engineering
community help me achieve my goals every show day,” Price adds. “And
Black Sabbath makes it very easy to have a ton of fun.”—Barbara Schultz

BRMC PUSHES FORWARD

Black Rebel
cycle
ist/singer/songwriter
Peter Hayes, bassist/
singer/songwriter
Robert Levon Been

Motor-
Club—guitar-

Black Rebel Motorovl
Glub in Brooklvn at The
dlarsaw on Oclober 4

and drummer/song-

writer Leah Shapiro—
: = has been on the road
in the U.S. and Europe for most of 2013 touring in support of its March
release, Specter At The Feast. The band’s sixth studio album in 15 years
was its first self-produced effort and served as a catharsis for the pain-
ful loss of Michael Been—Robert Been'’s father, and BRMC's primary
collaborator. Michael Been died suddenly in August 2010 in Belgium
while on tour with BRMC as the band’s front-of-house enginecr.

Current FOH engineer Allen Strand has worked with BRMC for
10 years, beginning at monitors before being asked to step into Mi-
chael Been’s role on tour. “When we lost Michael, it hit us all real
hard,” Strand says. “It was a bittersweet promotion. There’s no rule-
book on mixing Black Rebel! for me. A lot of it’s just mixing by feel. 1
use the band and the P.A. as my instrument for the night.” BRMC is
currently carrying microphones and backline, and Strand sees a va-
riety of house-provided consoles and P.A. systems each night. “My
main vocal mics are Heil PR 35s,” Strand says. “They like to be relaxed
with their vocals but with their loud stage [volume] I've got to get ev-
ery little bit | can out of them. I can normally leave [EQ settings] flat,
but sometimes I've got to cut some low end out. This band doesn’t
always like their vocals out front. 1 want to hear the vocals, because
their lyrics are just as important to me as their playing. The main
thing is to make the crowd happy. It makes you feel that much bet-
ter."—Matt Gallagher
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’ CAPTURE YOUR BEST.

Samson's new line of studio microphones bring exceptional performance
and high-end quality to studios everywhere. The MTR condenser mics are
} designed to deliver clear, full-bodied sound reproduction, while the VR88
combines traditional ribbon technology with advanced electronics to capture
' soft, delicate tones or warm, natural audio. These microphones represent
Samson's commitment to offering superior sound and the ability to capture
the best audio possible.

2013 Samson | samsontech.com | @samsontech
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Paramore (Hayley Williams, vocals/piano, pictured; Taylor York, guitar, pictured;
Jeremy Davis, bass, pictured; Aaron Gillespie, drums; Jon Howard, guitars and
keys; and Justin York, rhythm guitar) performed in mid-October at the SAP Center

in San Jose, Calif.
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ALL ACCESS

“I've been using the Avid Profile with Paramore since | started with them in 2009,”

says monitor engineer Travis Bing. “It’s extremely intuitive to get around on, sounds

great, and | love having the ability to run the Waves plug-ins. We just upgraded our

1EM system from Sennheiser G2s to their 2000 Series IEMs (inset, top). They sound

warmer in the lows and crystal clear on the top end. Plus, the stereo image is wider.”

“We've been using the SE Voodoo VR1
Ribbon mics (see inset photo, above)
on a variety of guitar scenarios, and
it is an incredible-sounding mic,” says
FOH Engineer Eddie Mapp. “We have
one on Taylor York’s clean amp as well
as one on Jon'’s distorted cabinet. It's a
really powerful-sounding ribbon that
is smooth up top and delivers plenty
of low-low-mid punch.

“We are flying 14 Clair iss with 14 i5Bs
per side, with the isBs driven indepen-
dently as subs instead of the typical
low-end extension,” says system tech
Ben Rothstein. “We are also flying eight
BT-218 subs per side, and 12 i3s for
side-hangs. On the ground, we have
four additional BT-218s and four i3s for
front-fills. Travis uses three Clair iDLs
and two BT-218s per side as side-fills.
He also uses two CM-22 wedges and a
BT-118 drum sub.




“The DPA 2011c is a twin-diaphragm condenser mic (see inset, below) recommended on snare
drum by DPA consultant Kim Nedertorp,” Mapp explains. “It’s been phenomenal-sounding
every night and really gives you all of the natural drum tone to shape as needed in the mix. Snare
bottom along with hi-hat and each cymbal has a DPA 4099 underneath, which keeps things
clean and simple on stage and eliminates excess ambience out front. On the dynamic side we
have the Nickel version of the Audix D6 for each of the four toms, as well a the outer kick mic.
The frequency response of the mic helps me get a huge drum sound, especially for rack drums.”

“Nate Warshowsky, our drum tech, introduced us to a new product, the SnareWeight and
70s pads,” adds monitor engineer Bing. “He is always looking for ways to eliminate that elu-
sive ring-out of the snare without completely choking the tone out of it. He came across the
SnareWeight, which uses its solid mass and leather pad insert that successfully eliminates that
ring yet maintains all the tonal qualities that you want in your snare.”

“I've been using a variety of the Midas digital consoles from the Prog, Pro6 and now a Prozc as

well as other digital desks; audio quality is my main priority;” says FOH Engineer Eddie Mapp,
at left, with Clair Global system tech Ben Rothstein. “It sounds amazing, feels/reacts great and
carries a sonic depth or weight that really complements what I'm trying to achieve in my mix.

“My FOH rack (inset) contains a DNg6so network bridge, which converts 64 AES50 chan-
nels to MADI,” he continues. “That is sent through fiber to a JoeCo BBR-MADI recorder for
archiving each show on a 2TB and 6TB Glyph GT-06z2e drive. Next is a Meyer 616AES Galileo
for system alignment, which is connected through an AirPort Extreme to a Mac Mini running
the Compass software, as well as walk-in music and Smaart 7.

Bass player Jeremy Davis

“For her vocal mic, Hayley has always used a Sennheiser 935, usually
taped with colored electrical tape,” Bing says. “Now that she’s on a wire-
less 2K series 935, colored electrical tape just looks bad on a wireless mic.
Sennheiser had it custom-painted yellow for us, as well as a nardwire 935
for her onstage backup. For in-ear monitors, all Paramore band mem-
bers and stage crew are using Ultimate Ears UE11s.”
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THE BLACKBIRD ACADEMY

A New Type of School With an Old-School Mission

tudios have held classes for nearly
as long as there have been studios.
In a previous generation, studios
were the classroom and engineers
and techs were the teachers. For decades,
across the country, countless recording stu-
dios have hosted nighttime classes, equipment
certification programs and weeklong work-
shops within their control rooms and out in
the field. The one thing they all seem to have
in common is a desire to bring the studio back

the
blackbyrd

academy

to the classroom, to re-establish the mentor-
assistant/master-apprentice relationship.

But no facility has committed itself to
mentor-based, studio-driven education quite
like Blackbird Studio in Nashville, at least not
that we've seen. The inaugural class opened
The Blackbird Academy on September 30,
2013, and six months later they will enter the
recording industry “fully prepared to make a
hit record,” says Blackbird Studio owner and
Academy founder John McBride.

|| Students, instructors
.“ and staff in the 30-sta-
tion classroom, with API
_ 1608 console and two

| - iso booths.

the
black I)‘,f'(,

academy

“1 have had an incredible education since we
started Blackbird Studio in 2002,” McBride says.
“] was able to learn from the best—people like
Phil Ramone, Andy Johns, George Massenburg,
Elliot Scheiner, Dann Huff, Dr. Luke and so
many more. | learned more in the first two
years being around great engineers and produc-
ers than | would have learned on my own in a
decade. 1 never stop learning, and 1 knew that
1 couldn’t keep this incredible opportunity to
myself. 1 knew it was time to give back.
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“The older | get, the more mentoring becomes not just something
1 want to do, but something 1 have to do,” he continues. “Martina
[McBride] and | have always talked about starting a school, and we
finally found the right time and the perfect people—people who share
our vision to build the perfect audio school.”

Yes, it’s different for John McBride. His business partner and wife is a
rock star, and he has A-list talent on speed dial. His studio is among the
best in the world and consistently filled with hitmakers. And his gear
collection is unrivaled, period. In the first four weeks, visiting lecturers/
mentors have included, among others, Tim McGraw, Fray drummer
Ben Wysocki, famed Motown engineer Bob Ohlsson, engineer Brian
Malouf, and the head of Blue Note, producer Don Was.

But that doesn’t guarantee that McBride can run a school, or fill the
30 seats each quarter. Education is a different animal than the studio
business, with different expectations. He knows that. He’s the son of a
Wichita State professor. He has been talking about starting a recording
school since before he opened Blackbird.

A SCHOOL FROM SCRATCH

The first four employees of The Blackbird Academy were hired in
March 2013, and nine months later school started. The first class in
the Academy’s Live Sound program, limited to 20 students, begins in
January 2014. That’s fast by any standard. There are licenses to obtain,
catalogs to publish, instructional materials to create, promotional

efforts to launch, prospective students to reach, and, of course, a class-
room—and a concert stage—to build.

Blackbird is a busy, working nine-studio complex. The students
spend full days in Studios A, B and I with their Neve 8078, APl Legacy
and digital consoles respectively, while the days spent in the classroom
focus on theory, application, recording, critical listening, and funda-
mental concepts. Says McBride, “We are spending a lot of time on eti-
quette in the studio and on the road, as we feel this is a critical aspect
to a successful carcer.”

McBride owned a building next door, and in March he and Kevin
Becka, co-director of education, began laying out the floor plan for a
classroom and offices. On a whim, Becka contacted Katie Couric’s pro-
duction team to see if they would be interested in a profile of the new
school. That turned in to a connection with noted designers Bob and
Cortney Novogratz, who helped with an Extreme Classroom Makeover
and a spot on Couric’s morning show. Blackbirds fly across the back
wall, an AP1 1608 sits at the tcacher’s desk, and each student has a work-
station that is the ¢nvy of many professionals.

“We designed a unique space that is really a working studio with 30
high-end digital audio workstations, two isolation booths and an APl
1608 console,” Becka explains. “Each seat features Apple Logic Pro, Pro
Tools and a Universal Audio Apollo interface with every UAD-2 plug-in
the company offers. But it wasn’t about the isolated student experience
at these stations; rather, it was how we could tie them all together. We
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started with three 65-inch flat-panel TVs, each
pushing six video sources to the students. We
have cameras in each of the iso rooms, above
the console, and in the back of the room.
Students can view the teacher’s computer,
the main DAW computer’s screen from our
machine room, or AirPlay off the teacher’s iPad
or laptop.

“On the audio side,” he continues, “Blackbird
technical staff, including Nick Shasserre and
Richard Ealey, along with Michael Rhodes
from SkinnyFish Studio Services, put together
a patchable network where we can send eight
channels of audio to each student’s worksta-
tion, plus get two channels back for playback
over our wall-mounted Dynaudio main moni-
tors. This allows the classroom to host sessions
where 30 Pro Tools stations can record simul-
taneausly, after which each student can mix
locally at their stations, then send it back to
the instructor who can push it to the monitors
for all to hear.”

Continued on p. 71

EXTC™ guitar effects interface

Add excitement and uniqueness to every track by
incorporating funky sounding guitar pedals to your
signal chain. Imagine... adding a wah to
a kick drum, distortion to a vocal or a jet
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‘Studio Essentials’

..are made for making great music. Five unique
PowerTools that help you streamline your music
production, improve productivity and enhance
recording quality. Each tool is carefully designed to
optimize the signal path for minimal coloration where
it matters and maximize your tonal universe when
following that creative spark.

Radial
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...PowerTools for power players™

1588 Kebet Way, Port Coquitlam BC V3C SMS  tel:604-942-1001
* Speifications and apperance subject to change without notice.




ALEJANDRO
FERNANDEZ

ey

n early October, Mexican singing sensation Alejandro Fer-
nandez’s latest album, Confidencias, leaped out of the box to
Number One on Billboard’s Latin Pop charts, capping the big-
gest-selling week of Fernandez’s two-decade-plus career as a
solo artist. it probably helped that this new offering consists
largely of classic songs well-known in Latin America, and that emi-
nent guests help out on three tracks—Christina Aguilera (“Hoy Tengo
Ganas de Ti,” a hit download and video); Fernandez’s famous father,
singer Vicente Fernandez (“Me Olvide de Viver”); and Rod Stewart, of

\_30_‘%¥ MBER 2013 |

PHIL RAMONE'S LAST HURRAH
IS AN INTERNATIONAL HIT

BY BLATR JACKSON

all people (an English-and-Spanish duet big band version of “Nobody
Knows You When You're Down and Out”). Fernandez’s roots are in the
Mexican ranchera tradition, but Confidencias is a pop work through and
through, and with this album, the ruggedly handsome and versatile
vocalist may have found a direction for the next phase of his career.

Part of what makes Confidencias of interest to Mix readers is the al-
bum’s impeccable American pedigree. 1t was recorded in Los Angeles—
at Glenwood Place, EastWest and G Studio Digital—with the late Phil
Ramone producing (one of his final projects), engineer Ed Cherney
handling the instrumental tracking, and Frank Filipetti mixing at his
Living Room studio in Nyack, N.Y., an hour north of Manhattan. The
core band was made up of some of L.A.’s finest session players, includ-
ing guitarist Dean Parks, bassist Kevin Axt, keyboardist Jim Cox and
drummer Gregg Field. The sometimes lush arrangements are by some
of the best in the business, too, including Jorge Calandrelli, Gordon
Goodwin, Rob Mounsey and Doug Katsaros, with considerable input
from Ramone, himself an impeccable authority on arrangement.

The musicians who convened with Ramone and Cherney in the SSL
9K-equipped Studio A at Glenwood Place in Burbank in July 2012 were
among the “regulars” Ramone tapped when he’d work on the West
Coast. For instance, drummer Field had worked with Ramone on more
than 30 projects since meeting the producer during Frank Sinatra’s
Duets album in 1993, and the two became close through the years—
“When he’d come out to L.A. to work, he’d usually stay at my home
[in Studio City],” Field says. “We had what we called ‘the Phil Ramone
suite, where he had some clothes and he knew he was always welcome.

“] have a studio that was built by Studio Bau:ton in 2000, and Phil
used that on many projects, including the Alejandro Fernandez album.
That's where we did all of the vocals and all the editing. It’s attached
to my home, but it’s got its own parking and it is its own structure, so
Phil literally just had to walk down the stairs and he was there. 1t was
the main Concord Records studio from 2000 to 2008,” says Field, who,
besides being a first-call drummer, has worked in production and busi-




ness development for the Concord
Music Group for many years.

Engineer Cherney had recorded
all the musicians in the core band
but, amazingly enough, had never
worked with Ramone, a friend of his
for more than a quarter-century. “1
was always thinking, ‘What am 1,
chopped liver?”” Cherney says with
a laugh. “But Phil had his guys out
here he usually worked with, like Al
Schmitt. But one day he called me
and we ended up doing two records
almost simultaneously—Alejan-
dro’s and one by Matthew Morrison,
which we also tracked at Glenwood,
immediately after Alejandro’s.”

Even though Cherney has worked
with some of the biggest acts in the
world and is one of the most re-
spected engineers in L.A., he admits
that he was “really nervous” about
working with Ramone. “I wondered,
‘What if I'm not good enough?’ So |
did a lot of planning for the sessions.
1 was there four hours early, figuring
how to set it up so it would be perfect
for Phil, so the sightlines were right
and all the mics were right. We start-
ed running the songs down, and the
musicians were so good it was easy to get sounds on them—easy to get
a balance, easy to get a great recording. You get a microphone close to
any of these guys and they sound great. It was a piece of cake. Still [ was
nervous, but pretty early on, Phil whispered in my ear, ‘It sounds great.
Usually you don't hear about something unless there’s a problem, so that
made me feel really good, and we ended up having the best time.”

Cherney describes the live tracking sessions as “very straightfor-
ward.” Fields’ drums were miked with an Audio-Technica ATM23HE
on top of the snare and a Sennheiser 441 underneath, AT25s on toms, a
B&K 4011 on hi-hat, Coles ribbons for the overheads, and for the drum
room, a single Neumann U 87 in omni “EQ’d and compressed with-
in an inch of its life,” Cherney says. “For the piano 1 used a couple of
[AKG] C12As in X/Y with a FET 47 on the low end. Electric guitar had
a Royer 121 on the amps, and | used a combo of Neumann U 67 and KM
84s on acoustic guitar, dobro, lap steel, mando, etc.” Cherney says the
bulk of the instrumental overdubs were done immediately after the
live group tracking for a given song was completed.

Fernandez laid down scratch vocals for some tunes, “which really
helped us focus on what we needed to do [as a band],” Field notes. But on
some songs during the basic tracking, Fernandez's vocal director, Aureo
Baqueiro, sang with the band. Baqueiro was also on hand to help pro-
duce the later vocal sessions at G Studio Digital, which were engineered
by Jorge Velasco, a native Spanish-speaker from Colombia who had
worked as Cherney’s assistant on the tracking dates at Glenwood Place.

According to Field, the vocal chain
for Fernandez consisted of a U 67, a
Millennia mic pre “and something Al
Schmitt turned me onto years ago,
a Studer [D19] Mic Valve [preamp].”
The board in Field’s studio is an Avid
D-Command. The guest vocals by
Aguilera, Stewart and Fernandez (Sr.)
were done separately in other studios
and sent in later.

After the vocals were completed,
the action moved to EastWest’s his-
toric Studio One, for orchestra, brass
and reed overdubs. Cherney says he
was slightly apprehensive going into
the EastWest sessions, too: “Phil has
done so many orchestral sessions;
it’s one of the things he did best. But
it’s a great room with a superb mic
closet, and when you have arrang-
ers like Jorge Calandrelli—and in the
afternoon it might be Gordon Good-
win, who did the more jazzy horn
things—it’s hard to mess up.

“For the strings, we had [three]
Neumann M 50s on a Decca Tree.
Spot mics were C12s on violins, U
67s on violas, KM 86s on celli and
FET 47s on basses. For horns I also
used the Decca Tree with M 50s,
but used more spots—Royer 121s on trumpets and "bones, U 67s on
woodwinds and French horns. For some of the arrangements, we did
strings and horns at the same time, and others we did separately.” Stu-
dio One’s control room is equipped with classic Neve 8078 console.

Next, the Pro Tools sessions went to Frank Filipetti, who mixes
completely in the box these days, on an Avid D-Command, using plug-
ins exclusively, rather than traditional outboard gear. “For the most
part | got a finished record [from Cherney and Ramone], and | just
needed to mix it. There were a couple of things that came in late, like
Rod’s vocal, but that was no problem.”

What sort of reverbs did Filipetti use on Fernandez’s all-important
lead vocals? “I used a variety of different ones I have set up, and then |
matched them to each track. 1 used a lot of the UAD EMT 140 and the
EMT 250. | also used several different Lexicon [plug-ins]—the hall, the
plate and the chamber program. I'll use the EMT 250 to handle the
shorter 'verbs, and then the longer ones will be either the 140 or one of
the Lexicon chambers. Then I'll probably mix in a little of the either
(UAD] Echoplex or the [Sound Toys] EchoBoy, depending on what sort
of sound I'm looking for.”

Speaking more generally of Fernandez’s vocals, Filipetti says, “ was
really knocked out when 1 first got the vocals. He’s able to do that thing
that very few singers can do, which is turn on a dime, from full-out to
whisper-quiet, and still make it all feel real. That's a unique talent that
few pop singers of today understand.”

Phil Ramone

mixonline.com




When it came to mixing in the orches-
tral elements, Filipetti says he used about
a 50-50 blend of recordings from the Decca
Tree arrays and the spot mics. He comments,
“When you're listening to an orchestra, it’s
really great to listen to it from the Tree. But
when you start sparkling up the guitars and
the drums and doing all that stuff you do in
the final mix, the tree can start to sound a
little amorphous. It's wonderful for the clas-
sical approach, but we were going for a more
pop approach, so it was nice to have the spots
available. By the way...so often as a mixer 1
end up spending half of my time fixing in-
stead of mixing. 1t was such a joy to get Ed’s
tracks and honestly just mix.”

For everyone who worked on Confidencias,
the album’s success has been somewhat bit-
tersweet. After all, Ramone is not around to
enjoy its popularity.

“We all miss him so much,” says Field, who

voice in the studio, and he also could light-
en the mood if things were getting tense—
which they never did on Alejandro’s record.
He was very efficient yet also very relaxed.
His attitude was: ‘Let’s have fun and make a
great record.”

“This was a love-fest,” Cherney offers. “It
was fun; they're not always fun. Phil had the
exuberance of a child—that sense of won-
der. When something good was happening,
his face would light up like an 8-year-old on
Christmas morning. He never lost that.”

“ think all of us who were involved with
this record are very proud of it,” adds Filip-
etti, who worked with Ramone on more proj-
ects than he can count. “l never knew what
we were going to do next or where we might
go. I'd get a call from him: ‘Okay, we're going
to Argentina in two weeks to work on a Fito
Paez record.’ ‘Okay, we're going to Modena,

Gregs Italy to work with Pavarotti.’ ‘Now we’re go-

says he used to speak with Ramone “almost daily for the past 10 years.
Besides being a great guy, he imparted so much knowledge to all of us
who had the opportunity to work with him. He was always the calm

ing to Paris to work with Patricia Kaas.’ That’s what the last 20 years of
my life has been like with Phil. It’s going to be a long, long time before
there’s anyone like him again.” @
N
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x “Lectrosonics gear is built like a Mack truck. We travel the
world and in all the time we've been using this gear, I've never,
ever had any issues. Lectrosonics’ durability is, in my opinion,
unsurpassed.” - Lorenzo Banda,
Monitor Engineer, Foreigner

i‘q
,z:~/' .. B
I

Pictured: Kelly Hansen, Foreigner lead
vocalist with the HH transmitter,

{ 1 AR << Scan here and Raise Your Wireless Standards.

i
LECTROSONICS
il

www.lectrosonics.com or 1-800-821-1121

Made in the USA by a Bunch of Fanatics. In Canada, call 877-753-2876




Media System Design & Integration for Studios,
Screening Rooms, Editorial Suites, and Broadcast Facilities.

in| " www.bugid.com | (415) 331-3115 Pronounced [bug-eyed}] — Established 1997

2013 BuglD, Inc




TREVOR MORRIS

RISING

MUSIC, TECH AND A NEW
SANTA MONICA FAGILITY

BY TOM KENM)

revor Morris knows and
feels music, and always
has, from high school
days in London, On-
tario, that included be-
ing commissioned to write a piece for
the Pope’s visit, through today as he
is working long days preparing for a
second season scoring the popular Vi-
kings (History Channel) and a month
from the debut of a new Dracula dra-
ma for NBC. He’s scored The Borgias,
The Tudors (for which he received an
Emmy) and Pillars of the Earth for TV,
and hit big in film with the success
of this year’s Olympus Has Fallen. He
also writes videogame scores, the lat-
est being Dragon Age: Inquisition from
EA/Bioware, due out next year.

But Trevor Morris really knows music technology. He graduated from the
prestigious Music Industry Arts program at Fanshawe College in his home-
town, then moved to Sounds Interchange and the heart of Toronto’s busy
production/engineering community, before getting the writing bug again
and scoring TV and radio spots. In 2000 he headed to Los Angeles, to focus
on scoring for television and film, only to find himself right back in tech.

Granted, it was high-tech. And cutting-edge. And for some pretty
damn fine composers. Morris caught on early as an assistant to Oscar-
winning James Newton Howard, running the RADAR recorder and
supporting the Euphonix CS3000 writing/mix room as it evolved quite
quickly into a modern production environment, with emphasis on tradi-
tional orchestral recording, sample-based creations/augmentations and
interconnectivity to aid in workflow and delivery. From there he moved
to Oscar-winning Hans Zimmer’s then-Media Ventures, now Remote
Control Productions, where, he says, he “received his Ph.D.”

“I didn’t realize at the time how much my technical skills would
benefit me in the composing world,” Morris says. “My brain is wired

both ways, and I'm glad for that.
Hans was among the first guys
in Hollywood who didn’t write
on pencil and paper and used the
computer as an instrument. He
was a pioneer in a lot of ways for
orchestral sampling. He did his
owh library of sampled instru-
ments before anyone else. When
he found out about my technical
skills, he hired me on the spot.”

or five years Morris was Zim-
mer’s right-hand tech and an up-
and-coming composer in his own
right. After developing some solid
credits at Remote Control, he set
out on his own. He had always had
a writing room at home and could
afford to book studios all over town,
and that’s what he did for a short
while—until he decided to build out
a red-brick building in Santa Moni-
ca, five minutes from his home.

“l had been working in spare
bedrooms my whole life,” Morris
says. “But everything back in To-
ronto was facility-based, so it's what
1 knew. Always a few writers, pro-
ducers, composers...you were never
alone. I moved to L.A. and was alone
for a short while, then 1 went to work for Hans, where it is very communi-
ty-driven. A lot of buildings, studios and people all around. So after I started
working at home again, I woke up one morning and thought, ‘You know what?
1 need a community, even if it’s a small community. 1 need space, and  want a
mix room! So | set out to build my dream studio: a mix stage, my room, three
small rooms for composers or assistants. But the desire for a proper mix room
spawned this whole idea.”

THE WRITING ROOM

While the System 5-based mix stage is the flagship, the heart of the facility
is Morris’ writing room, with its wraparound control center featuring vin-
tage synths (including his original Roland 760), modern controllers, racks
of outboard gear, a Euphonix MC Artist controller with 100mm faders (‘I
perform on those faders”), Cubase for writing and Pro Tools for recording,
and three PMC IB2 monitors across the front with M&K satellites for the
surrounds. An iPad running Lemur sits front and center, beneath the three
displays. And there’s a rare Yamaha S6 baby grand set to his left, always
miked and ready with a Schoeps CMC6/Mk 1V and Apollo stereo ribbon.

mixonline.com
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Sterling Audio has earned a permanent place
in the microphone lockers of studios around the
world for our meticulous integration of traditional
and modern technologies. Perfect for vocals,
instruments, percussion and more, Sterling Audio
microphones capture what others leave behind.

ST6050 Classic FET Condenser
A dassic and simple FET design,
voiced by legendary recording
engineer Allen Sides. This 2012 TEC nominee
delivers “an impressive, larger than life
sound”, noted for stunning clarity, a rich,
warm, open sound and silky top end that
exquisitely captures vocals and acoustic
instruments. $999.99

ST69 Modern TUBE Condenser
An artill blend of modern and
tradifional technology. This 2009 TEC
nomines delivers extremely accurate transient
respomse without compromising  richness and
warmth. Loaded with advanced features and
includes shock mount, power supply, and hard-
shell case. $599.99

ST55 Modern FET Condenser
Affordable, versatile, and flexible. Incredible
smoothness, detail, and articulation with
a uniguely warm FET preamp that yields
outstanding results on a variety of voices
and instruments. Features high-pass filter ond
-10dB pad. $199.99

ST55 ST69

STERLING.

capture the moment

Find the entire-family of Sterling
microphones at these preferred resellers.

- @MusiciansFriend

©2013 Sterling Audio



Keyboard is now available in print and can also be found in your
iTunes store. Choose your subscription to Keyboard today — print OR digital!
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Everything he needs to create a virtual score is literally within reach,
though he inevitably reaches for his outboard reverbs and effects. The tech-
geek comes out as he rattles off specific combinations: “The Bricasti M7 is one
of the cleanest reverbs ever made—stereo on piano... The Lexicon PCM96 is
great as a 2-in, 5-out unit for stereo samples—I have two
for the 5.1...The Grace M201 with their A/D converter is
one of the best combos "'ve ever heard—we use that with
the Schoeps mics on piano... The Millennia stereo pre is
perfect for the Apollo mic to get some distance on the
piano...And the AP1 500 EQ that | grew up on—you put
that across the SSL stereo bus when 1 was growing up,
and it’s great for adding sparkle over the piano, 2 dB at
16k. And I just love hardware reverbs. The tail is perfectly
in tune, no dithering. They take multiple sample librar-
ies and bring them into the same environment. They
bring the glue.”

While composing, Morris says that he is always
mixing, considering it the same as responding to the
dynamics in a score. When you tell a violin player
to crescendo, he says, that’s a mix move. When he
is performing a sampled violin, he is mixing against
the cello. Still, once he is close, he saves to the net-
work, where it is picked up by his house engineer,
Phil McGowan, whom Morris says has become
something of a co-praducer on a lot of his work.

THE MIXROOM
The Avid System 5 mix stage features identical PMC
1B2/M&K monitoring and was designed with a living
room feel in mind, including bookshelves, a coffee
table and a couch; no producer’s desk. Solo instru-
ments are often overdubbed right in the room. It’s
comfortable enough that directors regularly stop by.
From Morris’ writing room, evervthing flows into
dual Pro Tools|HDX systems, nicknamed Orches-
tra Rig and Print Rig. The Orchestra Rig handles all
source material, including live orchestra, choir, synth
bass, guitar, samples, etc., and feeds the System 5, with
sends and returns to Pro Tools for plug-ins and reverbs
and whatnot. That in turn (s mixed in surround, stem
format, to the Print Rig, which runs video and serves
as the recorder. To the post-production houses, they
deliver a final 5.1 mix, a final stereo crashdown, then,
depending on the project, between 8 to 12 surround
stems—S5.1 strings, 5.0 choir and the like.

“Building a mix room that was both accurate and balanced for criti-
cal mixing, while simultaneously being an inspiring environment for
playbacks, was key for both Trevor and myself,” McGowan says. “It’s al-
ways a challenge to design and tune a midsize room with mid-field mon-
itoring that will translate properly to the large theatrical dub stages that
we frequently deliver to. A combination of custom diffusion, absorption
and bass trapping in concert with the monitor calibrating set on our
XTA processors results in a mix studio that translates very well to every
dub we have delivered to. It’s an honest-sounding room and will truly let
you know when something is wrong with your mix.”

The combination of technical chops and a natural, self-taught musical
ability has served Morris well. He speaks both languages fluently. Morris is liv-
ing the L.A. dream that he set out for, and now he has a place to call home. &

The Mic Stand. Reinvented.

Are mic stands the weak link in your studio or stage setup? TRIAD-ORBIT changes everything.
Weighted, articulating legs and a cutaway base allow TRIAD® Stands to be closely grouped in
positions not possible with conventional stands. Orbital ball swivels give ORBIT®Booms
unrivaled adjustability and range-of-motion. 10~ Quick-Change Couplers offer fast, easy and
secure mounting for mics and hardware. TRIAD-ORBIT is the first real innovation in mic stand
design in over 50 years. At last, microphone stands for the Digital Age.
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DESKTOP CONTROLLERS

DAW MANIPULATION IN COMPACT FORM

by THE MIN EDITORS

to income. Using keyboard shortcuts will quicken your workflow,

but a good controller will complete the picture, bringing real fad-
ers, solo/mute buttons, rotary encoders and more to your setup. For this
feature, we rounded up a group of desktop units that offer a range of
features—some of which are expected, along with some new technology,
like the Raven Pro Audio MTi, a complete touchscreen solution for DAW
control. What you won't see here are units that are too big for desktop
use and MIDI/USB keyboard controllers; the controllers presented here
have integrated hardware, knobs and faders.

I N or desktop audio producers, developing speed translates directly

e AVID ARTIST MIX
°: o - oo www.avid.com
B s R The Avid Artist Mix
. control surface ($1,400)

controls multiple Mac
OS X and Windows 7
applications and work-
stations, offering Eth-
ernet connectivity for
high-speed, high-resolution control, and supporting the EuCon, HUI
and Mackie Control protocols. Measuring 16.8x9.5x1.2 inches (WxDxH)
and weighing 4.8 pounds, it offers a slim, compact design for easy stu-
dio integration and portability. Artist Mix features, rotary encoders and
eight high-resolution OLED displays (128x64 pixels). The Artist Mix>s
eight touch-sensitive rotary encoders provide direct control over pan-
ning and gain. Knob set selector keys allow users to quickly assign the
rotary encoders to control plug-ins, EQs, panning, signal routing, and
more. Users can either control the same parameter across all tracks, or
assign all knobs to one track for easy editing of multiple parameters at
once. Eight touch-sensitive motorized ALPS 100mm faders are designed
to offer accurate and smooth mixing; touching a fader will automatically
select the corresponding track. Eight high-resolution 128x64 pixel OLED
displays provide track name/number, detailed metering (from mono to
5.1 surround data), parameter name/value currently being modified by
its corresponding rotary encoder, current automation mode, and more.
Avid’s Artist Control v2 ($1,666.95) is 20x9.5x1.2 inches (WxHxD),
weighs 5.5 pounds, and also features the high-speed EuCon Ethernet
protocol. 1t combines four touch-sensitive motorized faders, eight touch-
sensitive rotary encoders, 12 assignable soft keys, transport controls, jog/
shuttle/zoom wheel and a customizable touchscreen interface (800x480
pixels) that displays all of a project’s top-level information, including

38 MIX
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track names/numbers, metering (from mono to 5.1 surround data), fader/
pan values, automation mode, and more. It also lets you quickly access
all plug-in and EQ parameters, set up macro commands for any function
(or sequence of functions), and more. Studio Monitor Express software
provides professional monitoring (from stereo up to 5.1 surround) as well
as complete talkback controls via any CoreAudio-compliant interface.
Application Change and Workstation Change functions let users easily
cycle through applications and switch between multiple workstations.

ICON DIGITAL QCON

PRO CONTROLLER
www.icondigitalusa.com

QCon Pro from Ilcon Digital
($829.99) is a USB-MIDI Control-
ler that weighs in at 15.7 pounds,
crafted in a sturdy aluminum and
metal casing and features template
labels for all the popular DAWs. Features include eight touch sensitive
motorized faders, eight encoders, a backlit LCD display, jog wheel, and
illuminated buttons for each channel and transport operations. QCon
Pro supports Windows XP, Vista, Windows 7 and Mac OS X offering HUI
control for Cubase, Nuendo, Logic Pro, Samplitude and AbletonLive and
Pro Tools. There is also an 8-fader QCon Expander available ($679.99).
Three units can be cascaded, adding up to 32 channels of motorized fad-
er control to your DAW.

NEKTAR PANORAMA P1

CONTROL SURFACE
www.nektartech.com

The Nektar Panorama Pl is a
dedicated hardware controller for
Reason, Cubase, and Nuendo, of-
fering access to each function in
each DAW—from mixer to chan-
nel strip to transport controls, dynamics, EQ, inserts, sends, and instru-
ments—via a custom communication protocol. It can also function as a
MIDI controller. The P1 offers advanced mapping and QWERTY macros
that allow any function that is initiated from a computer keyboard to be
completed with one keystroke. A large color TFT display shows which
functions are in use and what the settings are in real time. It also offers
sophisticated mapping for popular VST plug-ins and Reason’s instru-
ments and rack extensions, and an assignable footswitch socket.




SLATE PRO AUDIO

RAVEN MTI
www.slateproaudio.com
The RAVEN MTi’s Multi-
touch Audio Production
Console ($2,499) furnishes a
multi-touch control surface
for Pro Tools 10 and 11 using a standard DV1 cable and a USB 2 connec-
tion. It is Mac OS X compatible, with PC compatibility planned in a future
release. The RAVEN programming team developed the RAVEN Protocol,
which connects to a DAW instantly via the industry standard NeyFi pro-
tocol found in current versions of all major DAWs. RAVEN MTi provides
complete access to faders, pans, mutes, solos, sends, automation, and
plug-in inserts; the company states that compatibility for all major DAWs
is forthcoming. RAVEN MTi’s virtual control surface, called NanoGlide,
runs user-customizable RAVEN software, and a 27-inch touchscreen dis-
play with a backlit LCD and resolution of 1,920x1,080 pixels. RAVEN’s
NanoGlide control surface captures subtle mix moves with total accuracy,
while the customizable RAVEN Toolbar at the bottom of the screen pro-
vides instant access to important DAW software functions, such as Trans-
port, Edit/Mix window selector, Record Looping, Click, Create Group,
and Undo. The Raven NAV PAD reads gestures to perform Scrub/Shuttle,
Waveform Zoom, Track Zoom, and Track Banking. The RAVEN Mixer

enables complete control over routing, busing, soloing, automation, chan-
nel assignments, plug-in parameter editing, faders and panning.

SOLID STATE LOGIC MATRIX2
www.solid-state-logic.com
At the 135th AES Conven-

tion, Solid State Logic

launched Matrix2 (ship-

ping in December 2013;

$23,999 MSRP), an update

of the SSL Matrix console

hybrid production platform introduced in 2008, with analog summing,
streamlined integration of boutique analog outboard mic pre’s and pro-
cessing via its software controlled analog patch system, and advanced
DAW control surface. In Matrix2 the integrated software controlled
patching of analog channel inserts has been upgraded. Hardware device
inserts can now be loaded directly from the console hardware controls,
with an intuitive new interface that facilitates loading individual pro-
cessors, A/B comparison of different processors and building processor
chains. The Matrix remote browser software has also been redesigned to
provide a new drag and drop style interface for loading processors and
building chains. Matrix2 adds a Fader Linking system, which allows two
or more faders to be grouped to facilitate stereo or 5.1 channel control

Sonnox:

SALE!

40% off Sonnox plug-ins and
bundles until 30th November!

Offer valid from 15th October 2013 until 30th November 2013 on all Sonnox products except: Codec Toolbox and GML Option. Terms & Conditions apply.
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Clean up your roomt

The single most important thing you can
do to improve the sound of your recordings
is to address the acoustics in your room...
and Primacoustic makes it easy.

Start with your choice of Broadway™ panels or
one of our easy-to-install London room kits. Then
add MaxTrap corner traps and Stratus ceiling
clouds to suit. Primacoustic has all the tools you
need to get your recording space up and working
quickly and affordably — with uncompromising
quality. Compared to foam, Primacoustic delivers
nearly 500% greater absorption in the critical
bass region. This delivers a balanced mix that
translates properly when you play your
recordings on other systems.
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Tests performed by Riverbank Labs on 3" Primacoustic Broadway panels
and common acoustic foam. Both absorb high frequencies, but as sound
shiifts to bass, the foam stops working.

Simple, modular and affordable - Primacoustic
delivers spectacular performance for cleaner,

more professional sounding results every time.

Clean up your room... with Primacoustic!

London™ 12
room kit

Stratus™ ceiling clouds
Broadway™ Broadband panels
MaxTrap™ corner bass traps
Easy-to-mount impaler system

Broadway™ Control Columns

VOOPOO

Recoil™ Stabilizers

“lam nota
handy guy,
believe me when |
tell you how easy
itis toinstall.
Now my room
sounds great.”

~ Rob Wells
(Backstreet Boys, Cyndi Lauper, Mika,

Justin Bieber, Selena Gomez)
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) PRIMACOUSTIC

A division of Radial Engineering Ltd. - 1588 Kebet Way, Port Coquitlam BC V3C 5M5

Specifications and apearance are subject to change without notice
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