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TOUCH THE FUTURE OF LIVE MIXING.

New RM32Al & RM16Al with UC Surface” multi-touch-ready control.

190 1810 paundy Apeane Aqeaid 1ok 11g PIPRILE 10U IHT

e enhanced
the feature set
of our StudioLive Al mix-
ers and engineered it into
an intuitive, touch-ready-
interface called UC Surface. RM Series I/O lives in a
rack...but the real breakthrough
=] is the ease and flexibility of control
options you get with UC Surface.
It takes the concept of moving
faders into the future.

The UC Surface battle-
ready interface is designed
specifically for live sound
mixing with contextual-based
navigation for quick, intuitive
access to all functions.

And of course RM Series Al mixers
come with the seamless suite of soft-
ware that makes our mixers so useful:
Capture 2 for one-click recording,
Studio One Artist DAW, QMix-Al to
adjust the RM32Al's gen-
erous 16 aux mixes, and a
Nimbit® FREE account.

For complete specs and
applications guide, get in touch with our web site or
your PreSonus dealer today.

ih PreSonus

Baton Rouge USA e www.presonus.com/RM

Capture* 2 one-click recording

Studio One? Artist ull DAW

for iPhone
controlsup
to 16 separate \
monitor mixes.

RM16AI 16 channels for under ¥1400

Mixon a
Windows°8

Mix on a

multi-touch
screen
= computer

32 channels
under ¥2000!

RM32Al 32-channel/25-bus mixer

e 32 channels each with dual (A/B) Fat Channel
processing (4-band parametric EQ, gate,
compressor, limiter, high pass)

e 32 recalleble remote XMAX" premium microphone
preamps. with +48V phantom power

® 16 aux mix buses with full Fat Channels
o 4 internall FX buses (2 reverb, 2 delay)
¢ 3 main mix buses (left, right, mono/center) with full Fat Channels

¢ Front panel Mute All button temporarily mutes
all inputs and outputs

e 2 FireWire S800 ports, Ethernet control port, and
S/PDIF digital output; option card slot for future expansion

e 52 x 34 digital FireWire I/0 recording interface
e Wireless Wi-Fi control option via front panel USB jack
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Defining The Higher Standard

The World’s Most Powerful Audio Production Software

NUENDO s

The best solution for post production professionals
offering advanced automation, network collaboration
and extensive surround support. Now included are
the new Bass Management plug-in and Anymix
surround panner by IOSONO. The ADR toolkit
speeds your workflow and the Loudness Track with
EBU R128 metering prepares your final productions
for worldwide broadcast release.

WAVELAB 5

The complete mastering solution, With advanced editing,
metering, analysis, and DISC bédming. The Encoder
Checker allows instant comparison of different codecs
including AAC. Multi-format rendering and Watch Folders
streamline tedious processes allowing faster content
delivery. With restoration piug-ins by SONNOX, your
audio is taken to perfection.

GUBASE 75

The most comprehensive music production software
for sequencing, recording, editing and mixing.
Compose with Chord Track, tune with Vari-Audio,
and mix with MixConsole Channel Strips. With an
incredible audio engine and outstanding VST integration,
your creativity always comes ﬁrst./'
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Creativity First

For more information visit steinberg.net

Joinuson § Follow steinbergmedia on .

Steinberg and Cubase are registered trademarks of Steinberg Media Tec! gies GmbH Yamaha C of Amenica 1s the exclusivesdistributor for Steinberg i the Urited States. ©2014 Yamaha Corporation of Amer:c
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Absolutely amazed by the personal

service on our order! It is obvious that
customer satisfaction is a priority.

David from Renton, WA

Kowdgale tf op Brnds, and Competitive
Prices — That’s the Sweetwater Difference!

SOUNDYDEVICES 633

This compact, lightweight 6-input mixer/10-track digital recorder lets you capture pristine
audio anywhere, and it gives you the pro features, I/0, and battery life you demand. If you mix
production sound, then this is a must-have!

Media Com po’ | Software

Camera and some accessories are not included.

AV
=M HS iGoMic Kit Media Composer | Software
Configure this potent handheld recorder for Upgrade the sound of your GoPro videos! Editing powerhouse! Thanks to powerful 64-
the way you work! Interchangeable input Whether you're capturing live events or bit processing, flexible /0 implementation,
capsules let you choose the right tool for the documenting studio activity, this mic kit gives cutting-edge HD capabilities, and impressive
task. You also get a pair of mic/line inputs, you crystal-clear stereo sound. You also get file handling, Media Composer® | Software
outstanding recording options, and a built-in all the accessories you need to connect the has become a mainstay in TV studios, major
| 4-in/2-out USB interface. mic to your camera. motion picture facilities, and newsrooms.
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Monitors

Pro Audio

On purchases of select manufacturers’ products made with your
Sweetwater Musician’s All Access Platinum Card between now and
October 31, 2014 - 24 equal monthly payments required.
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ofessional polish they deserve!

GENELEC
3020.LSE Espresso

credibly accurate 5.1 monitoring that fits into your space! This system
rovides plenty of clean power plus outstanding-sound reproduction.
est of all, these speakers are compact enough for smaller rooms. Call
\weetwater today and step up to Genelec quality.

luch more than merely a collection of plug-ins, this is a powerful system that gives you all
1e necessary mastering tools — in one incredibly easy-to-use interface. Give your mixes the

AKG

— HARMAN

C414 XL 1l

The latestin a
legendary microphone
lineage, the C 414 XL Il
gives you an incredible
nine selectable pickup
patterns, highpass and
attenuation options, and
a slight presence boost
that makes it perfect for
the modern studio. This
amazingly flexible mic
belongs in your locker!

AVID
Artist Series

With motorized faders, programmable knobs and buttons, and
ergonomic layouts, these control surfaces put you in command of
your Pro Tools® | Software or Color editing software. Plus, Artist
Series modules fit easily between your keyboard and monitor.

Music Instruments & Pro Audio

REE 2-YEAR WARRANTY™

Total Confidence Coverage™ Warranty

(800) 222-4700
Sweetwater.com

FREE PRO ADVICE

We're here to help! Call today!

FAST, FREE SHIPPING

On most orders, with no minimum purchase!

“*Please note: Apple products are excluded from this warranty, and other restrictions may apgly. Please visit Sweetwater.com/warranty for complete details
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Robair Report:
The Future Is Now

New Products

Review: Analogue Tube
AT-1 Compressor
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On the Cover: Sound execs Bill Baggelaar and
Tom McCarthy in the William Holden Theatre at
Sony Pictures Post-Production Studios, which was
recently renovated to support Dolby Atmos and
Auro-3D immersive sound formats. Photo: Matt
Dam:s/Sony Pictures.
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Sound Investment.
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e 4 312 Mic Pres » 4 AuxSends * 2 550A Equalizers « 2 500 Slots ¢ 100mm Faders

input Section

Talkback
0db Switch

Full Featured Control

Int/Ext Playback

Summing Mixer ¢ 16 Channels « 4 Aux Sends ¢ Solo, Mute, Pan, Insert on each Channel ¢

2 Speaker Outputs ¢ Aux and Cue Masters

Center Section

LED Metering e

Switchable to Mix Bus or Inputs e

Stereo Bus Compressor

THE BOX® from API
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analog warmth for a digital world
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e After a year, I'm still
impressed... and
occasionally startled.

~ Andy Hong, TapeOp

‘The PowerPre is a must hear. |
used it for recording vocals,
guitaramps and drums with
great results. It is particularly
good in high transient, high SPL
situations where you can driveiit
hard for more transformer
color. | bought one”

EDITORIAL

EDITOR Tom Kenny tkenny@nbmedia.com

SENIOR EDITOR Blair Jackson blair@blairjackson.com
TECHNICAL EDITOR Kevin Becka kbecka@me.com
MANAGING EDITOR Lori Kennedy lkennedy@nbmedia.com
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FILM SOUND EDITOR Larry Blake swelltone@aol.com
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Paul Leifer pleifer@media-sales.net

SPECIALTY SALES MANAGER

Zahra Majma zmajma@nbmedia.com

The Radial PowerPre is a high performance mic preamp that combines
100% discrete electronics with a vintage style Hammond™ broadcast
transformer to deliver warmth, character and detail. Accustate™ gain
control ensures quiet performance at any level while driving it into the
red adds harmonics. Switch in the Vox control for high-end sparkle or
extra meat when you need it. Easy-access front panel XLR, recessed

~ Paul Vnuk Jr., 48V phantom switch and a 10 segment LED for accurate monitoring.

Recording

i o magazine

“I would call the PowerPre
full, solid and clean with a
classic vintage sound. If you
think of the sound of deep
rich vintage radio
announcers, you will be in
the ballpark. This is a stellar
and unique sounding preamp”

Tree
~ Andy Hong,

TapeOp

Sntutakiton | p
magazine
@D

“The PowerPre celebrates its
own individuality by
offering a carefully
conceived set of controls
that let you extract an

Made in

® ) Cenads W

QUTPUT LEVEL
2010 6 4 02 10 o1 42 M4

_I_ Compatible with older 500 series power
racks and all Radial Workhorse™ racks.

Fudl scale 10-segment LED meter for
accurate signal mmonitoring. ART & PRODUCTION
ART DIRECTOR Todd Berkowitz tberkowitz@nbmedia.com
PHOTOGRAPHY Steve Jennings

15dB pad lets you use the PowerPre
_r PRODUCTION MANAGER Beatrice Kim bkim@nbmedia.com

with high output devices.

CIRCULATION

180° polarity reverse lets you match the
GROUP DIRECTOR, AUDIENCE DEVELOPMENT Meg Estevez

phase between two mics.
NEWBAY MEDIA AUDIO GROUP

EXECUTIVE VICE PRESIDENT/GROUP PUBLISHING DIRECTOR
AV, CONSUMER ELECTRONICS & EDUCATION DIVISIONS
Adam Goldstein

GROUP PUBLISHER Charlie Weiss

WEB DIRECTOR Ragan Whiteside

ONLINE PRODUCTION MANAGER Robert Granger
WEB PRODUCTION SPECIALIST Ashley Vermillion

__— High pass filter cuts low frequency
resonance from acoustic instruments
™NE25 and cleans up bass tracks.
A

P FILTER
T

)S o e Dual gang Accustate™ gain control for
low noise at all levels.

OUTPUT

550 NEWBAY MEDIA CORPORATE

PRESIDENT & CEOQ Steve Palm
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=5 3-position Vox control adds shimmer on
VOX voice or fattens up guitar tracks.
48V phantom switch is recessed to
| prevent accidental switching.

W pasv

expansive range of
character. In practice, |
found it to be very quiet at

VICE PRESIDENT OF INFORMATION TECHNOLOGY
Anthony Verbanac

VICE PRESIDENT OF HUMAN RESOURCES Ray Vollmer

_I_ Front panel XLR mic input for easy

all settings. It should be on access and convenienice.

your short list.”
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MIC INPUT

Rear panel Omniport™ guitar input
l when used with a Radial Workhorse
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your current account status, go to mixonline.com and click on “Cus| r Service
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Resolution
magazine

100% discrete for spectacudar audio with
a Hammond™ broadcast transformer
to add vintage character.

“Vox Control is used for tonal
shaping: when linear, the
PowerPre has plenty of detail
and nothing harsh or
unpleasant. Breath adds air
and clarity, punch boosts the
low end. Very usable and
quick to audition.”

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

“The PowerPre s a fine
example of a well designed,
low-noise mic preamp that
can give a bit of ‘meat’ or ‘air
to asignal thanks to the
transformer output and Vox
voicing EQ. It may well be
your preamp of choice.”
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From the Editor

Webcast
FREE Webca;t

Register at mixonline.com

COMPILED BY THE MIX EDITORS

IMMERSIVE SOUND IN ALL FORMS

or the past few months at Mix, we have been completely

immersed in Immersive Sound. If you haven’t been out to

a high-end, refurbished theater lately to see a big film, Im-
mersive Sound is the blanket term for “surround on steroids,” a
more spherical approach to mix and playback that includes height
channels, five across the screen, ceiling speakers, object-based
audio, zones and beds and metadata, and seemingly unlimited
creative possibilities. While the competing formats from Dolby
(Atmos) and Auro Technologies (Auro-3D, licensed to Barco) are
vying for position, recently joined by the DTS Multi-Dimensional
Audio interoperable file format, plenty of people behind the scenes
(including SMPTE Working Groups) are doing their best to avoid a
format war that forces theater owners and post facilities to make a
choice one way or the other.

In this issue, we asked longtime contributor Larry Blake, who
was a Mix film saund columnist for more than a decade, to talk to
the companies and break down the technologies for our readers.
Larry, a re-recording mixer based out of New Orleans best known
for his association with Steven Soderbergh, is a natural-born skep-
tic and is not fearful of expressing his opinion. To accompany his
thorough analysis of the formats, he offers an op-ed piece of sorts,
where he clearly states the reasons for his built-in bias. It'’s a good
read, whether you work in film sound or not.

We also take a look at the A-list scoring engineer/mixer Dennis
Sands’ private Santa Barbara facility. which he completely refur-
bished to accommodate Atmos mixes. While he may seem ahead of
his time, Sands has always been that way. And he has his reasons.
Give it a read.

Finally, pictured on this month’s cover is the Holden Theatre at
Sony Pictures Post Production. Originally built in 1996 as part of
the 10-stage creative campus in Culver City, the Holden was down
for three months in late 2013 while being re-outfitted for both At-
mos and Auro-3D mixes, a rare hybrid approach. The first immer-

sive film out of the stage was The Amazing Spiderman 2 in the
spring of 2014.

Sony Pictures Post Production has actually been the bridge that
has taken our discussions on Immersive Sound from the pages you
hold in your hand to a special one-day event—Immersive Sound:
From Production to Playback—that Mix will be presenting on Sep-
tember 6 at, you guessed it, Sony’s studios on the lot in Culver City.

Sony is the host sponsor and has graciously opened its doors
to the expected 400-500 attendees. Event partners the Motion
Picture Sound Editors guild and the Cinema Audio Society have
encouraged their members to attend, and we have put together a
comprehensive list of panelists and panels, focusing on both the
creative and technical aspects of Immersive Sound.

The main three players—Dolby, Auro Technologies and DTS—
along with Yamaha (Nuage) have all signed up as premium spon-
sors and will be hosting workshops and demos all day in private
re-recording stages adjacent to the main editorial panels. There
will also be playback demonstrations throughout the day in the
facility featured on this month’s cover, the William Holden The-
atre. Other sponsors include Avid, Meyer Sound, Harrison, RSPE
Audio, Fairlight, GC Pro, Vintage King, Imax, Formosa Group and
Picture Head.

Immersive Sound: From Production to Playback promises to be
a one-of-a-kind event. While the technology is still in its infancy,
its acceptance has been accelerating worldwide, among both cre-
ative and exhibitors. Come join us as we dive into the biggest ad-
vance in film sound of the last 25 years.
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» NEUMANN.BERLIN

s Multi-faceted versatility, no-compromise sound
7 V r and innovative operation: With five di i
| characteristics and a novel operating t,

this standard-setting large-diaphragm microphone

The Freedom Of Sound provides sound without any coloration. Featuring
¢ equally impressive level stability and low self-noise,

it captures everything from the softest whisper to

| Th N EW TLM 107 thundering drums. For studio, broadcasting and
e demanding home recording applications.

nUSA.com/TLM107

ory

Discover more: www.Neumal
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The Formosa Group

Radial Acquires Jensen Transformers

In summer 2014, Radial Engineering Ltd. in Vancouver, British Columbia,

engineering

jensen

trans ormers

acquired Jensen Transformers Inc., of Chatsworth, Calif. Jensen is now part
of the Radial group of companies along with Reamp, Tonebone, Primacous-
tic and Hafler. Jensen will remain in its Chatsworth facility with an extend-
ed lease, an increased inventory of raw parts and newly streamlined manu-
facturing processes while adding staff to increase its production capacity. In
addition, Radial will support Jensen’s sales and marketing efforts.

According to Radial President Peter Janis, “Radial will continue to pur-
chase transformers [from Jensen] as it has in the past, as an OEM customer, and Jensen will continue to work
with its growing customer base both on the OEM side and as a solution provider for the A/V contractor, home
theater installer and professional audio engineer. When Radial was founded in 1992, we started life as a dis-
tributor. One of our first product lines was Jensen.”

Deane Jensen founded Jensen Transformers in 1974, and Bill Whitlock acquired the company upon Jensen’s
untimely death in 1989. “After 25 years and my recent turning 70, I felt the time had come for Jensen to be
passed along to a younger generation,” Whitlock says. “I felt that Peter would be the ideal candidate to take the
company on and build it for the future. Peter’s company Radial has been tied at the hip with Jensen since 1992
and has been the biggest user of Jensen transformers for years. It only made sense that he takes the reins. I plan
to stay on with Jensen assisting on the technical side and working in R&D to develop new and exciting products.
There are so many areas that we have yet to explore and with the business side now off my plate, I look forward
to focusing on my true love of engineering.” l

Formosa Group Re- Opens POP Sound Facility

In August, Formosa Group, a full service post-production

sound company that Picture Head launched in summer 2013,
announced that it would reopen the facility formerly known
as POP Sound (Pacific Ocean Post) in Santa Monica. Formosa
Group is based in historic and state-of-the-art sound facilities
on The Lot in West Hollywood, with additional facilities in
West Hollywood and West Los Angeles, and is home to re-
spected Supervising Sound Editors, Sound Designers and Re-

The former POP Sound facility in
Santa Monica, Calif.

Recording Mixers.

The POP Sound facility had shuttered on July 7, 2014. Located in the heart of Santa Monica, it comprises
10 mixing stages, eight voice-over booths and an ADR stage. Formosa Group announced that it would refurbish
and rebrand the former POP Sound facility.

“We are pleased to re-open this outstanding post-production sound facility,” says Robert C. Rosenthal, Presi-
dent and Chief Operating Officer of Formosa Group. “With this addition, we will now have an expanded West-
side presence. It also enables the core clientele to continue their great work here with many of the accomplished
creative artists and support staff formerly associated with POP.”

2014 Emmy Awards for Sound Editing, Sound Mixing

On Saturday, August 16, 2014, the Television Academy presented the 2014
Creative Arts Emmy Awards for programs and individual achievements at
the Nokia Theatre L.A. LIVE in Los Angeles. This first ceremony of the 66th
Emmy Awards honored guest performers on television dramas and com-
edy series, as well as the technical disciplines essential to television pro-
duction. Mix magazine recognizes and congratulates all of the individual
winners in three categories of Sound Editing and five categories of Sound
Mixing. For the complete list of individual winners, go to mixonline.com.

Pictured here are members of the audio team for the live broadcast of
the 56th Grammy Awards broadcast on CBS, several of whom were named as Emmy winners in the Outstand-
ing Sound Mixing For A Variety Series Or Special category. Pictured top row, from left: Mikael Stewart, Andres
Arango, Jeff Peterson. Second row from top: Doug Mountain, P&E Wing Senior Executive Director Maureen
Droney. Third row from top: Leslie Ann Jones, Glenn Lorbecki. Second row from bottom: B] Ramone, Hank
Neuberger. Bottom row: Eric Schilling, John Harris, Ron Reaves. l
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DiGiCo,

Allen & Heath,
Calrec Form
New Group

ALLENSHEATH *2"DIQICO taLREcC

Stadium Sound A')]m{ ents Broadcast

One World Cup Three Brands

One Family

On August 1, DiGiCo announced
that it has combined with two
other British console manufactur-
ers, Allen & Heath and Calrec, to
create a new professional audio
group. Within the group, each
company retains its particular
product specialties, customer re-
lationships and brand identities.
James Gordon is Group CEO, sup-
ported by managers from across
the new group.

“The strategy is to share tech-
nology and resource across the
group and allow some intercon-
nectivity across the product lines,”
Gordon says. “We have bold plans
for the group, but it is imperative
that each company maintains its
own independence and style.”

This combination required the
support of two of London’s top
private equity houses, Electra Part-
ners and ISIS. “DiGiCo augments
our existing investment in the
professional audio sector,”
Charles Elkington,
partner at Electra Partners. “We

says
investment

have worked hard over the last
18 months to bring together these
three successful businesses.”

10 mix
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Come experience
the NUAGE Advanced
Production System
featuring Steinberg’s Nuendo
at MIX Sound for Film’s
Immersive Sound Event.

September 6, 2014
Sony Pictures Studios
Culver City, CA
Room# ADR1

JH‘\E@HEST DG PO SH[Iw‘ INTOUWN

- & Dog & Pony Studios out of Las Vegas, NV recently upgraded their sound system to
\ S = featu??e Yamaha's NUAGE Advanced Production System. As the premier recording studio in the
, A : entertanment capital of the world, Dog & Pony's resums features everything from MGM
m » e Resorts MLife TV to the recently released Elliot Smith documentary, “Heaven Adores You.” With
‘ ' all that goes on in this studio, it's obvious that what happens here definitely doasn't stay here.
wy We sat down with studio Owner/Producer John McClain to get his thoughts on the new system.

3 ??L K& \.\4

| = s My favorite thing about Nuendo is how yow can find maultiple ways to solve the
N 4 » same problem. The competition hands yow their DAW and, says “Work within
? these preW parameters.” In contrast, Steinberg hands yow Nuendo and, says,
g ¥ "Work how you want and, define the parameters for yourself”

& 2T “With Nuage, Yamaha, has taken the next logical step to this approach and built
stellar control surface that adds to the ergonomics of Nuendo. Now everytiing is at
NUAGE your fingertips and yow spend less time with a wouse and, keyboards I'im spendinig
Yamaha & Stelnberg time mixing like I would on an analog conscle but with all the modern conven-
tences of a top flight DAW and, contvol surface that interact seamlessly. Audio is

@ YAMAHA L fWC e K ”

CD — John mcClain

commerclal audio
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WILLIAM HOLDEN THEATRE

Sony Pictures Post Production, Culver City, Calif.

By Tom Kenny

represents an enormous leap in motion picture playback, one not
seen since the early 1990s and the advent of discrete surrounds
and 5.1 digital sound. In many ways it's an even bigger leap, demanding a
whole new way of thinking about audio files and placement of individual
sounds in a space. Dolby Atmos, Auro-3D and now the interoperable DTS
MDA file format, offer the promise of tremendous creative opportunities
to sound designers and mixers, at the same time placing new demands
and challenges on facilities and workflow. While the competing compa-
nies may release monthly updates on the number of re-recording stages
and exhibitor screens adopting their particular format, it is important to
remember that this is a technology still in its infancy.
Sony Pictures Post Production was by no means the first facility to
change over or build a studio for the new formats; in fact, they freely admit
that they jumped late. Nor does the company have the greatest number

T he emergence of Immersive Sound formats in the past few years

12 vix

of immersive stages. But when they renovated the famed William Holden
Theatre on the Culver City lot beginning in late 2013, they opted for a
rather unique hybrid approach, one incorporating both Dolby Atmos and
Auro Technologies. The room, which was reworked over a three-month
period, came online on January 2, 2014, in time for the mix of The Amazing
Spiderman 2. 1t is pictured on this month’s cover.

“From a creative standpoint, there was such an excitement when these for-
mats came out—any sound professional is looking for any way to make their
work another step better,” says Tom McCarthy, executive vice president, post
production facilities, Sony Pictures Studios. “So from a creative standpoint, it
was easy to make this decision. From a corporate side, when you're looking
at making a decision like this, you have to look at the cost. You want to look
at any technologies that come out and evaluate and consider them and trust
that it’s a wise investment, that this investment has legs, that there will be a
payback to it. Will there be growth within the technologies that will enhance
Continued on p. 50
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BENJAMIN BOOKER

Explosive Debut for a Newcomer With an Old Soul

lues rocker Benjamin Booker is on
the road spreading the word about
his eponymous debut—sometimes
playing his own club dates, other
times serving as Jack White’s opening act, even

joining a few summer festivals, as well. After
his appearance at last month’s Lollapalooza in
Chicago (where a bluesman is certainly preach-
ing to the choir), Rolling Stone’s festival review
said: “The young, New Orleans-based singer
and guitar slinger has found a curiously cool
cross between indie-rock distortion, grunge
mumble and classic blues-rock that is best

experienced live and turned up to 11.”

Well, Booker’s album is pretty great, too. His
unusual gravelly, emotional voice has already
been compared to Howlin' Wolf’s because of its
strange beauty (or beautiful strangeness). And
this artist’s guitar work is riveting—dynamic,
distorted, masterful.

Booker made his album in engineer/pro-
ducer Andrija Tokic’s all-analog Bomb Shelter
(East Nashville), where the young artist arrived
last winter, bringing along just some of his well-
written tunes and his only bandmate, drummer
Max Norton.

BENJAMIN BOOKER
By Barbara Schultz 15

NEWS & NOTES
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DAN HICKS & HIS HOT LICKS
By Blair Jackson 22

Bv Barbara Schultz

“It was just the two of them at that point,
and the studio is still a relatively new experi-
ence for them, so | didn’t want to overwhelm
them with adjustments,” Tokic says. “So we
kept it safe at the beginning. We just set up
vocals. guitar, and drums and started there,
recording just the two of them live.”

Tokic, whose recent credits also include
Hurray for the Riff Raff and Alabama Shakes,
set up Norton's kit and Booker’s amps in his live
room, and put Booker in a booth with sightlines
into the main studio. Artist and producer experi-
mented with various amps and instruments to

mix 15




Music > Benjamin Booker

suit the sound of each song. The main two guitars were a '6os hollow-body
Super Lynx Deluxe Vox, and an '8os lbanez Matsumoku Roadster.

“A buddy of mine runs a company called Philltone in Baltimore,” Tokic
says. “He has a thing for making cheap guitars really cool, and he put in
high-end wiring, replaced the bridge with graphite parts. It has these
old Strat single-coil pickups and a '7os Schaller Humbucker in it; it just
sounds as ratty as it gets.

“We also used my Harmony amp
and a Danelectro Calendar, which is
basically a 15-inch speaker and a whole
bunch of tubes,” Tokic continues.
“They’re good amps for rock n’ roll
because they're refined enough to geta
really solid tone, but if you push them,
they break up with a lot of aggression.
1 think there was a Bassman 100 at one
point, too; I disconnected a couple of
those power tubes so it was easier to
get it to break up.”

Tracking to his MCI JH16 2-inch
machine. Tokic placed one RCA over-
head on Norton’s kit, a Neumann U
87 on kick, and a Shure 57 on snare.
Booker's vocal chain usually included
a Neumann U 67 with an Altec tube preamp and a UA 175 compressor,
but nothing was set in stone.

“At one point, | had him just sitting on the floor with a Sennheiser 441
a few feet away from him, picking up his voice and guitar on one channel,”
Tokic says. “That was for an acoustic thing. Or sometimes 1 would pair
the U 67 with a dynamic mic and blend them together. With Benjamin,
separating his guitar from his singing was a weird concept, so we did keep
a good bit of the live vocals and reinforced them with overdubs.”

16 i

With the “band” tracks recorded, Tokic
started bringing in bass players (Jem
Cohen, Eduardo DuQuesne, Ben Trimble)
and keyboardists (Mitch Jones, Peter Keys)
to flesh out the recordings. “All the guys
we used play different basses,” Tokic says.
“Jem Cohen plays a cool teardrop hollow-
body Vox bass—it’s got a really wild old
tone to it. Ben Trimble plays a regular
Fender Jazz bass. On some songs, you want
the bass to be more straightforward—not
to grab so much attention to it. But being
able to switch to the Vox on songs where
we wanted the bass to be really plucky and
stand out was great, too.

“It was the same with the organs,” he
continues. “l have a Hammond A from the
late 1930s, and an A1oo from the late ‘50s,
and the two guys I had, 1 knew had unique
voices that would serve the songs well. In
Nashville, there’s just a sea of incredible
musicians, and there’s a like-mindedness
that you find when you're recording exclusively analog. You tend to meet
the same people and get a similar vibe.”

Tokic mixed Benjamin Booker on his MCI JHGoo console. When he
says his studio is all analog, he means it. “We don’t do anything digital
here at all,” he says. “] have an EMT plate reverb, a Lawson plate, AKG
springs, Orban springs, two different Space Echoes—an echo and a cho-
rus echo. Some of these songs are
very traditional rock '’ roll, and it
was just a matter of getting the right
kind of slap and 'verb, and riding
your levels to get the song to stand
up enough to keep that performance
feel alive.

“But on others, we did all kinds
of heavy effecting. We had one track
where the song ends and then it
comes back as a huge psychedelic
reprise. We literally printed half the
song to half-inch, and then made a
submix mono to a tape track, then
remixed all the channels. We remixed
the whole outro of the song through
a flanging delay and brought up the
original submix and the entire new
mix, and then blended them together and panned them hard left and
right. That was a pretty heavy move!

“One thing that helped through the entire process was, because the
experience was so new to him, Benjamin was really open-minded and
flexible about trying anything 1 suggested,” Tokic says. “He might have no
idea of what I'm doing technically, but he knew a lot of the other music
that came out of this studio, and there was a lot of trusting on his part
that what he was going to hear back would be rad.” ®

Andrija Tokic
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Music > News & Notes

DOM FLEMONS, AFTER THE
CHOCOLATE DROPS

A founding member of the Carolina Chocolate Drops, Dom Flemons plays
guitar, banjo, jug, and an assortment of reed and percussion instruments,
in old-time string-band style. He also plays blues and jazz, and his first
post-Chocolate Drops solo effort, Prospect Hill, brings those American
styles together via Flemons’ original songs and a varied group of players.

“We got a lot of it live,” says Jason Richmond, who recorded the album
in Sound Pure Studios and mixed in his personal studio (both in Durham,
N.C.). “A lot of songs started with Dom and [guitarist] Guy Davis playing
off of each other in the studio, facing each other. We'd start with live ses-
sions, and then build tracks up with overdubs.”

Flemons does almost all of the singing, and Richmond captured those
parts to Pro Tools with a Brauner VMX microphone through a Chandler
TG2 pre and an Anthony DeMaria Labs 1500 compressor. “That Brauner
mic is mine,” Richmond says. “It’s not as clean as their VM1, but it’s still
modern-sounding. It has such a great frequency response, especially for

COOL SPIN
SINEAD O’CONNOR, ‘I'M
NOT BOSSY, I'M THE BOSS’

(NETTWERK)
Hardly anyone
writes about Sinead
snth ocomnon O’Connor and -
doesn’t  mention ‘

some personal or
political controversy,
but her music is so

John Baccigaiiiipin

Dom Flemons and Guy Davis

low frequencies, and the top is incredibly smooth. There are a couple of
other vocalists on the album, and 1 ended up using Telefunken mics on
them for aifferent color, but the Brauner is an all-around stellar mic.”
On Flemans’ string instruments, Richmond put up a Coles 4038 rib-
bon and a Schoeps MK4. “I have a tendency to double-mike things so 1
can pick and choose later,” he says. “With Dom, there’s a lot of chasing
him around the studio while he tries different things. 1 would throw up
multiple mics so I'll have choices down the road.”"—Barbara Schultz

A YEAR AT PANORAMIC HOUSE

Panoramic House is a personal
recording studio and vacation
home owned by John Baccigaluppi
and Bobby Lurie, located on the
western Marin County coastline
north of San Francisco. The duo,
who also own and operate The
Dock in Sacramento, Calif,, and
Mavericks in New Yerk City, reno-
vated the historic 1960s structure,
which was built entirely from

i, et
Escancgs

worthy of unquali-
fied praise. The new
album, I'm Not Bossy,

I'm the Boss, is intimate, emotional, sensual—focused
on the reverb-laden, chorused vocals that have been
the hallmark of O’Connor’s best records. She and
her producer, John Reynolds, are masters at creat-
ing vocal dynamics. Sweet, layered vocal harmonies
are undercut by a banshee wail in dark moments, or
those harmonies will peel away to reveal her startling,
raw unprocessed howl, or a whisper. What's actu-
ally shocking about O’Connor is the depth of love and
anguish she’s able to convey with her wondrous and
explosive songs. Open your ears and forget the rest.
Producer/engineer: John Reynolds. Mixed by
Reynolds and Tim Oliver. Additional engineering:
Graham Bolger. Studio: New Air Studios (London).
Mastering: Kevin Metcalfe/Soundmasters (London).

—Barbara Schultz
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recycled architectural materials salvaged from the Bay Area. Now, Panoramic Hause
is celebrating its first year of operation with equipment relocated from Baccigaluppi’s
former recording studio, The Hangar, which includes his recently expanded API 1608.

When the five-year-old 1608 moved to Panoramic House, it was expanded to 32
channels to accommodate the studio’s 16- and 24-track analog tape decks. “With more
analog tracks, we needed more console real estate,” says Baccigaluppi. “The 1608 has
served me very well. | love that it has the same API circuitry that runs its large-format
consoles. Eight aux sends and eight groups paired with the modular 500-series slots
make it a very versatile board. We have a lot of EQ flavors, including a handful of APl
550As, 550Bs, and 560s.

“Panoramic House is definitely analog-centric,” he continues. “The first console 1
ever worked on was an AP] 2488 at The Evergreen State College in Olympia, Wash., and
I love that the 1608 continues in that tradition. Moreover, clients are always impressed.
APl is a trusted name in the industry.”

Panoramic House has already been host to several big-name indie bands, including
My Morning Jacket, Band of Horses and Thee Oh Sees. “It’s funny,” Baccigaluppi con-
cludes, “that most of the vacation renters come to town during the summer when it’s
foggy to the point that you feel like you're in a cloud. Conveniently, most musicians are
touring during the summer. The ather three seasons are lovely, and that’s when most
musicians want to settle in and create. Plus, that’s when the surfing is the best!”
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Music > Lucinda Williams

Double-Dose of

Lucinda Williams

‘DOWN WHERE THE SPIRIT MEETS THE BONE’

By Barbara Schultz

ucinda Williams first visited Da-

vid Bianco’s North Hollywood

Studio, Dave's Room, in Decem-

ber 2012. Bianco had agreed to

donate studio time for a ben-
efit album to assist Replacements guitarist Slim
Duniap, who had suffered a stroke earlier that
year. The session was part of New West Re-
cords’ Songs for Slim project, and featured per-
formances by Jakob Dylan, Steve Earle, Joe Hen-
ry and John Doe, as well as Williams, backed by
a band of creative and like-minded musicians.

“Lucinda came in for the benefit, and she re-
ally took to the studio,” recalls Bianco, who has
also engineered Number One albums for Bob
Dylan, Mick Jagger, Big Head Todd & the Mon-
sters and others. “Her husband, Tom [Overby],
pulled me aside and said, ‘We've got to do some
records, and Lu seems really comfortable here.
Wed like to come back.”

Williams returned the following October
to make a double album, Down Where the Spirit
Meets the Bone, with co-producers Overby and
Greg Leisz—who also contributed his guitar

brilliance to the project—and a rhythm section
comprising the band Jack Shit (guitarist Val Mc-
Callum, drummer Pete Thomas and bassist Dav-
ey Faragher). Sessions were wedged in between
tour dates, with guest musicians including gui-
tarist Bill Frisell, keyboardist lan McLagan, Jakob
Dylan and more joining on select songs.

“The song ‘It's Gonna Rain’ was the only song
we did with [Williams’ longtime] drummer
Butch Norton and bass player David Sutton as
the rhythm section, with Bill Frisell and Greg
on guitars and Jakob doing harmony vocals,” Bi-
anco explains. “But there’s a whole other album
in the can with Butch, David, Greg and Bill that
is planned to be released next year.”

Whatever the lineup, Bianco captured the
group live in Dave’s Room, where’s he’s been an
owner/operator since 2000. “My studio used to
be called Mama )o’s, and it was purpose-built
from the ground up to be a studio around 1970,”
he says. “Vincent van Haaff designed the con-
trol room, and the owner, [producer/engineer]
Freddie Piro, wanted him to model it after Lar-
rabee Studio B. | had done a lot of work at Lar-

rabee, so when 1 walked in, it was like déja vu.”

When Bianco moved his Pro Tools HDX sys-
tem and his collection of outboard gear and mics
into the studio, it was four years’ empty and the
worse for no wear. He recalls finding creative ways
to bring the rooms back up to par: “I bartered with
studio time,” he says. “I recorded a bass player who
could lay flooring. I had a plumber-drummer.”

Luckily, the excellent bones and lines of the
studio were still intact. The recording spaces
include a live drum room flanked by four iso
rooms of varying acoustics and sizes, which
allowed Williams and band to record live, yet
keep a pure signal on each piece.

The musicians and producers arranged Wil-
liams’ poetic Americana tracks in the studio,
working off of her homemade demos. “I had Lu
in a large vocal booth, and lan McLagan in the
keyboard room, and we had the guitar amps se-
questered off in different booths, so most every-
body was out in the room playing and had great
sightlines to each other.”

Bianco captured Williams’ sultry voice with a
Mojave MA-300 microphone, through a preamp
in his Neve Sidecar, into a URE] LA4A limiter.
“I have an old EMT 140 plate that Herb Alpert
cherry-picked out of A&M Studios before he
left,” Bianco says. “She loved that reverb and a
little bit of slap delay.”

Likewise on all of the instruments, Bianco
mainly employed his go-to method of pairing
carefully chosen mics with vintage (or vintage-
style) analog pre’s and compression, straight
into Pro Tools.

“The idea is to get the best of the analog and
digital worlds, so 1 have my Neve Sidecar and
Quad 8 and API preamps; those form the bulk
of my warm analog elements, along with some
really nice old compressors—1176s and LA-2As,
dbx 160s and so forth. But I also have some
modern pre’s that I like to mix it up with: Great
River, Phoenix Audio, SSL and Digi pre’s. For ex-
ample, 1 use the Neve for nice, warm, big drum
sounds, but for the clarity 1 like for overheads, 1
would go for a Great River or something else.”

Bianco mixed the record in Dave’s Room, as
well, with final tweak comments from Overby,
Leisz and the artist herself. “I'd already provided
Lucinda with rough mixes that she really loved,”
Bianco says. “Most of what made the songs really
came from the great interaction between the mu-
sicians playing off each other in the studio—the
stuff that happens when you get everyone into a
room and finally hear everything in ‘living color.”
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Classic Tracks

“ISCARE MYSELF”

Dan Hicks & His Hot Licks

ne of the most interesting and engaging groups to burst onto
o the pop music scene in the early 1970s was a San Francisco Bay

Area outfit known as Dan Hicks & His Hot Licks, who fash-
ioned an eclectic amalgam of retro music styles into something quite
fresh and original. The wry, dry and clever singer-songwriter-guitarist
Hicks delivered quirky songs that drew musical inspiration from Big
Band vocal tunes, the swinging “hot jazz” of Django Reinhardt and Sté-
phane Grappelli, cowboy songs, "20s and '30s blues, various Latin styles
and American folk sources, from bluegrass to jug bands. Besides lead-
er Hicks, the prime version of the Hot Licks included the spectacular
violinist “Symphony” Sid Page, the fleet-fingered guitarist John Girton,
stand-up bassist Jaime Leopold and the wonderful harmony singers
Maryann Price and Naomi Ruth Eisenberg.

The group emerged at a time when adventurous FM rock radio ruled
the roost in many U.S. cities, so Hicks’ idiosyncratic, largely acoustic
sound provided a welcome counterpoint to (or respite from) the big rock
outfits of the day, such as the Allman Brothers, Derek & the Dominos,
Yes, Jethro Tull, Elton John, etc. This month’s Classic Track is perhaps

By Blair Jackson

the group’s best-known song, “I Scare Myself,” which actually appeared
on two different Hot Licks albums—a little-noticed 1969 effort for Epic
called Original Recordings, featuring a different guitarist and backup
singers, and the version we’re highlighting, from the group’s masterful
and critically acclaimed 1972 opus, Striking It Rich.

Originally from Santa Rosa, north of San Francisco, Hicks was a
drummer in his high school years but took up the guitar in college at
San Francisco State during the folk music boom. Still, he was drafted to
be the drummer in what turned out to be the first psychedelic band of
Haight-Ashbury’s counterculture era, The Charlatans, who were as fa-
mous for their eccentric Edwardian/Old West look as the rather conven-
tional blues- and folk-rock they played. Never as original or musically
proficient as the Grateful Dead, Jefferson Airplane, Quicksilver Messen-
ger Service or any number of other local bands, The Charlatans had a
star-crossed few years before dissolving at the end of the '60s. Far from
being just the drummer in The Charlatans, Hicks also sang, played gui-
tar and was the group’s best songwriter, turning out a number of tunes
he would later transform and bring to the Hot Licks, including “How
Can 1 Miss You When You Won’t Go Away,” “By Hook or By Crook” and
“’Long Come a Viper.”

By the time The Charlatans breathed their last, Hicks was already play-
ing clubs as a solo artist around San Francisco. “At some point in there,”
Hicks says, “l made a demo of my songs at Columbus Recorders with Nick
Reynolds [of the Kingston Trio, whose manager, Frank Werber, owned the
SF studio], and 1 got some accompaniment for that. 1 think that’s maybe
how I started adding people to my act—Jaime Leopold on bass and David
LaFlamme on violin.” LaFlamme went on to front 1t’s a Beautiful Day (fa-
mous for “White Bird”), but Hicks liked having the violin accompaniment
to his songs and soon enlisted Sid Page to fill the role.

“After 1 had the violin and the bass,” Hicks recalls, “I got the idea of
two girl singers and went through a couple of different pairs. That gave
me another reason to compose and create involving the girls with call-
and-response or three-part harmony. 1 got more prolific. I'm pretty sure
‘ Scare Myself’ came out of that. The songs that turned up on the first
Epic record were a product of that new stimulus.

“I'm not exactly sure when 1 wrote ‘I Scare Myself,” he continues, “but
I have a story in my mind of how I started the whole idea of it. I was liv-
ing in the Haight and 1 went over to Sausalito to visit Nick and Joan
Reynolds—Joan had a club in North Beach 1 used to play [in the late '60s]
called the FW. Kuh Memorial Auditorium. ] wasn’t much of a doper or a
drinker at that time; that came later. During this period | mostly drank
coffee and wrote songs and played gigs. But [the Reynolds] had some
kind of hash or marijuana cookie, and I had a bite of that and | remem-
ber getting in the car and driving back to the city over the Golden Gate
Bridge, and the phrase came to me: ‘1 scare myself, because that's how 1
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Dan Hicks & His Hot Licks in San Diego, 1973. (L to
R} John Girton, Maryann Price, Jaime Leopold, Naomi
Rutk:. Eisenberg, Dan Hicks, Sid Page

was feeling—a little paranoid and uncomfortable.  don’t know if 1 saved
that idea, or as soon as 1 got home started playing guitar. I used to carry
around a little notebook and I'd write down titles or things that came to
nre. | think the whole love song part of it probably came pretty quickly,
and I don’t have any recollection of it going in any other direction.”

As for the Spanish-influenced musical setting for the lyrics, “Maybe it
was from me liking [Ravel’s] ‘Bolero’; I don’t know,” Hicks offers. “I start-
ed out as a drummer and 1 played a lot of dance gigs and dance classes
up in Santa Rosa, so there were different Latin beats. But 1 didn’t want it
to be a cut-and-dried Latin song.”

The ill-fated Epic album on which the song first appeared was cut at
Columbia Studios in L.A. with producer Bob Johnston. By the time the
next Dan Hicks & His Hot Licks album came out two years later—a live
set called Where's the Money>—the group had a new label (Blue Thumb),
Price and Eisenberg comfortable as backup singers (who occasionally
sang lead), no guitarist, and a new recording team: producer Tommy
LiPuma and engireer Bruce Botnick.

LiPuma, one of the principals in the recently formed Blue Thumb op-
eration, had already enjoyed a substantial career doing A&R and produc-
tion at Liberty Records and Herb Alpert’s A&M label, “but 1 felt maybe 1
was being typecast a bit because I'd had hits with the [easy-listening vo-
cal group] The Sandpipers, and then 1 was asked by Herb to do Claudine
Longet [also easy listening|, and that was a hit, too. But that’s not where 1
wanted to end up.” After seeing Hicks' group play a shew in L.A., he signed
them to Blue Thumb and then brought in Botnick—with whom he had
worked on many projects (though not on the Doors albums that made
Botnick famous)—to record a live album at the Troubadour nightclub in
L.A. That album drew raves from the rock press, and the group’s first na-
tional tour, with guitarist Girton now on board, was very well received.

When it came time for the group to record a studio album, it was
a no-brainer figuring out where: Sunset Sound in Hollywood had seen
many a session with LiPuma and Botnick, together and separately. So
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in January of 1972, Hicks and company headed down to L.A. to record
Striking It Rich in Studic One at Sunset. Hicks had a bunch of recent
tunes planned for the album, and at LiPuma’s request, two songs that
had originally been recorded for the Epic album were re-cut: “I Scare
Myself” and “Canned Music.” LiPuma says, “Dan gave me a little bit of a
hard time about that—"Man, we've already done thase!,’ but I managed
to convince him: ‘Let’s try it, and if they don’t come off, forget it.” Well,
they came off really well.”

At that time, Studio One had recently replaced its original Alan
Emig-designed tube console with a new solid-state one built by Frank
De Medio. “It was a shock going from tube to solid-state, and not an im-
provement by any means,” Botnick recalls. “The sound wasn'’t as open;
it didn’t breathe as much. It took awhile to figure that out and how to
deal with it. It was almost like going to a new studio, and I'd been there
for years.” However, the De Medio console had 24 inputs (versus 12 an
he tube board), with easy routing and monitoring. “There was a drastic
shift in tonality, but it's a matter of understanding what you're listening
to and then working around it. We had {Universal Audio] 176s [for com-
pressors] and the EQs were all Pultec, which did mitigate some of the
problems with the console. And if 1 go in there today and mix on that
desk, it sounds great; a version of it is still there.”

LiPuma elected to record the album completely live, with all the play-
ers in the main recording room, eschewing the vocal booth altogether.
“What we ended up doing,” LiPuma says, “was set them up in a semi-
circle, and each of them had a mic, so everyone not only had eye contact,
but they had a sense of what each was deoing, They had earphones on, in
some cases just one, to make sure their pitch was on. But it was totally
live, recorded in the room. vocals and all.”

In Botnick’s recollection, “We may have done it on 8-track; you didn’t
really need more, because you had the four instruments [two guitars, vi-

Continued on p. 56




Abbey Road Studios

CFEX CONCERT GRAND

VIRTUAL PIANO

Garritan placed the awe-inspiring Yamaha CFX Concert Grand Piano in Abbey Road Studio 1, where
award-winning engineers used the world’s greatest mics and equipment to create a stunning virtual
instrument. Every facet of this project reflects the perfection that only the most passionate can produce.

THE INSTRUMENT THE ROOM THE ENGINEERS THE MICS

EXPERIENCE THE PASSION REFLECTED IN EVERY DETAIL AT GARRITAN.COM

Garritan. | @YAMAHA | maxemusic $v
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Live > News & Notes

CLAIR BROS.
INTRODUCES

CLAIR SOLUTIONS

On August 1, Clair Bros. Audio Systems

Inc. in Manheim, Penn., announced a new trade name and logo for its
audio, video and lighting integration division: Clair Solutions, which
now serves as the company’s sole representation in the A/V/L integration
industry. Clair Brothers manufacturing will continue to concentrate on
sales and distribution of professional loudspeaker systems both domesti-

cally and worldwide.

“We understand there’s some confusion and we’d like to clear it up,”
states founder and CEQ, Roy Clair, in a video announcing this new ven-
ture. “The mission of Clair Solutions is to provide the right solution for
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PASSENGER IN THE U.S.

Passenger at Philadelphia's Electric Factory in August 2014.

CLAIRsolufions

the customer’s project, no matter the size

of the organization or venue and regard-
less of the equipment manufacturer.”

The company dedicated the name
Clair Solutions to its integration services
in order to better communicate the core

offerings of that division. The previously established Clair Brothers brand
will continue to operate as a professional audio products manufacturer.
As aresult, each division will be able to function independently and focus
on separate and distinct identities.

Clair Solutions offers a range of integration services, including audio

reinforcement, acoustics, video production, theatrical lighting, staging,

Singer/songwriter ~ Pas-
senger (aka Mike Rosen-
berg from Brighton, UK)
is touring North America
along with Canadian trio
The Once and Stu Larsen
in support of his latest
release, Whispers. After
this leg concludes on
September 14 in San Di-
ego, Passenger will head
to Europe in October.
Passenger is touring
with front-of-house en-
gineer Simon Kemp and

monitor engineer Russ Matterson. The monitor control package is provided by Spe-
cial Event Services in North Carolina, including SES’ custom 12-inch wedges. Kemp
says that in the U.S. they are relying on house-provided P.A. systems and that they
are carrying a pair of DiGiCo SDogs for monitors and FOH. “We gain share a DiGiCo
D-Rack [stage box]),” Kemp says. “It works really well. When we play festivals we use
two DiGiCo SDiis that we fly with, and our small RF rack.”

“The vocal mic of choice is an AKG D7, which has all the characteristics of a
vocal condenser but is actually dynamic,” Kemp continues. “This show is all about
vocal power and intelligibility so 1 nced a lot of gain before feedback. Mike is also
completely wireless with his guitars and his stompbox. For this we use AKG DMS
700 digital wireless systen. This has worked brilliantly, and after lots of time
spent comparing it to a wired guitar method it sounds exactly the same. There is
no loss or any of the classic RF sounding issues you would normally get.”

Kemp's mix of Passenger is straightforward, with an interesting twist: “I don’t
use plug-ins,” he says. “I'm a great believer in getting it correct at the beginning
and keeping it simple. | do a few tricks with his guitar, and use the subs for some
real guts. The rest is really just effects and delays. The main weight of the mix
comes from his shoe microphone: This is an AKG transducer built into his shoe.
The result is a big 808 sounding bass drum.” — Matt Gallagher
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rigging and controls systems for performance venues, houses of worship,
sports facilities, educational/corporate facilities, hotels, clubs, restau-
rants and cruise ships. Wl

PALAISENJAZZ FESTIVAL

The Palais en Jazz event at

King Louis XV's Imperial Palace
Compiégne in northern France
featured Amadeus P.A. speakers

On June 28 and 29, Pal-
ais de Compiégne, a royal
palace in northern France
built in the 18th century
for Louis XV and later the
residence of Napoleon 1
and Napoleon 111, provided
the setting for the third
annual outdoor event Pal-
ais en Jazz. This year’s fes-
tival included composer/

and stage monitors.

pianist Michel Legrand’s
trio, among others. Sound reinforcement included Amadeus’
PMX, DIVA and MAESTRO speaker systems; an SSL Live L500
console; and Sonic Emotion’s Wave 1 3D Sound Processor. The
three companies were among the event’s co-sponsors.

Front-of-house engineer Emmanuel Feyrabend mixed his
first Palais en Jazz event this summer. “When [ arrived on-site,
I was introduced to the WFS [Sonic Emotion’s Wave Field Syn-
thesis] process by Arnault Damien from [French distributor]
Euphonia. He had been charged by the festival to implement
this arrangement in connection with the standard Amadeus-
built system designed by Michel Deluc. There was little time to
do the Michel Legrand Trio soundcheck. It was pouring rain,
and the ‘horizontal’ system was shielded from the rain. Given
the time constraints, | opted for safety and focused on the ver-
tical DIVA XL system.

“After the soundcheck, with engineers Arnault Damien and
Lucas Hourdin from Juke Box Limited, we decided to feed the
WEFS system with post-fader stems from all instruments and
voices,” Fevrabend continues. “Arnault was able to deliver
to each and every listener an identical spatial imaging of the
show. The FOH system simply disappeared in terms of where
the sound sources originated.” @

mixonline.com
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IMAX’s next-generation surround sound system delivers even greater
power and precision for ultimate sound immersion. Enhancements
made will recreate the sounds of life with unprecedented clarity and
imagery resulting in the most visceral sound experience available.
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All Access
ARCADE FIRE

Win Butler

Photos and Text
By Steve Jennings

Regine Chassagne

Mix caught Arcade Fire—Win Butler, Regine Chassagne, Will Butler, Richard Reed Parry, Tim Kingsbury, Jeremy Gara and Sarah Neufeld—last month when they per-

formed at The Forum in Los Angeles.

mixonline.com

“I've been using the Avid D-Show for nearly 10 years now,” says FOH engineer Jim
Warren. “I warned the band at the very start of the tour that if they wanted to go
over 96 inputs, | would have to find a different console to use, and they insisted
we'd never get to that number of inputs. We got there in the second week of
rehearsals! In spite of being worked hard, it has performed flawlessly throughout
the year. The only outboard gear | use are a Moogerfooger and Space Echo—two
delay effects pedals that sit up against the console meter bridge,” he continues.
“Everything else the consale’s onboard EQ and dynamics processing, or plug-ins.

“The band’s arrangements tend to be pretty dense, so the first task was to
achieve as much separation as possible between instruments on a song by song
basis,” he continues. “The majority of the inputs have the EQ and pan recalled
on a snapshot, which helps with fine-tuning and creating space. The second
step is to mix the show very dynamically and ride in and out all the ‘hooks. It
is impossible to have everything louder than everything else. | would definitely
say | am aiming at a ‘live’ mix. The comment | always hear about Arcade Fire
live shows is the incredible energy that they generate onstage, and 1 think when
you're trying to convey that energy, it's important to allow the mix to breathe
and to give the impression that everything’s a little out of control. In reality, of
course, while allowing one thing to go crazy—quite often with Will Butler on
the other end of it—I'm reining in other stuff to make room for it.”
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“l am mixing on a DiGiCo SD7,” says monitor engineer Jon “Jon0” Ormesher. “There are at
least 12 people onstage, so | need a board that will accommodate my 52 outputs. | am using
internal FX/Gates/Comps—no need for anv outboard equipment.

“For wedges | am using a combination of d&b audiotechnik Mzs and M4s, along with a ButtKicker
for the drummer and a sub for one of the keyboard players,” he continues. “The percussion players
are on wedges alone and the brass are on ears; everyone else has wedges and ears. With this band, it's
not one mix position per band member, as they all swap instruments frequently, sometimes during a
song. We have 12 vocal mic positions on stage, and these have to be covered for all eventualities. We
are using Sennheiser RF units and a combination of UE and Sensaphonic IEMs.

“My monitor tech is Yvan Sauve, who is an immense help in not only setting up the stage but
in keeping me relatively sane. He has a very busy workload. There are 92 inputs to plug in and he
does it with aplomb every show. | have to mention Mathieu Levesque for his tireless work on our
RF. We have at least 16 RF inputs and 18 RF IEMs, which makes for a busy time these days, especially
in Europe where the RF ‘rules’ are changing in every country. They are both a credit to Solotech.”

Solotech of Montréal is the P.A. provider, with a main hang of 14
L-Acoustics Kis with three to six KARA downfills per side, depend-
ing on the venue. Eight K1 SB subs are flown per side, beside the K1,
with an additional 14 K2 per side. There are also eight SB 28s per side
on the floor, and six L-Acoustics KARAs as front fill. The B-stage,
flown in front of the FOH position, is a full circle of 16 L-Acoustics
ARCS and subs.

“I'm carrying a Meyer Sound SIM3 analyzer and two Meyer
Galileos for all the EQ and time alignment,” says systems engineer
Marc-Oliver “Marco” Germain. “Signal distribution is all done

through Riedel Rocknet, AES/EBU with analog redundancy.”

Will Butler Richard Reed

Parry

Sarah
Neufeld

The audio techs, from left: Mathieu Levesque (wireless and stage
tech); Marc-André Théoret (P.A. tech); Yvan Sauvé (imonitor tech).

v

Microphones on drum-
mer Jeremy Gara’s kit
are: Shure SMor (inside
kick), Beyer M88 (out-
side); Sennheiser 6o4
(snare top), Shure Beta
98 (snare bottom), Beyer
201 (side); hi-hats (RODE
Ms); Sennheiser 604
(toms); Audio-Technica
AT4050 (kit ambience

and overheads).
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Immersive Sound

for Cinema

By Larry Blake

AUro=."
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he introduction in 2005 of the Digital Cinema Initia-
tives standard brought with it the largest wholesale
change in motion picture presentation since the ar-
rival of widescreen cinema and stereophonic sound
in 1953. It differed greatly from the past because pic-
ture and sound specifications had already been care-
fully vetted by committees with an eye toward scal-
ability of the DCPs (Digital Cinemna Packages) that are sent to theaters.

For the image, this meant 2k resolution was the minimum, but 4k was
supported; in sound, all theaters were expected to have basic 5.1 systems,
although the standard allowed for a total of 14 channels. Two additional
channels are reserved for mono mixes for hearing impaired and visually
impaired patrons, the latter being narration on top of the mix.

However, it was inevitable that variations would soon occur, and these
were first in picture with various implementations of 3-D. As soon as this was
starting to sort itself out in 2012, two different immersive sound formats ar-
rived to break the 7.1 barrier that was the limit for almost all previous DCPs.

First, in January 2012 Auro Technologies, in association with Barco
Cinema, introduced Auro-3D with the film Red Tails in Auro 11.1, which

[X1DOLBY ATMOS'

S TEN

was shown in about 2 theaters in the U.S. The development of Auro-3D
began seven years prior, with research that CEO Wilfried Van Baelen had
done at his Galaxy Studios in Belgium.

The Auro-3D cinema format, in its basic 11.1 cinema iteration, adds a
5.0 height layer—three screen speakers and two upper surround chan-
nels—above the standard 5.1 system—plus a top layer comprising a cen-
ter-ceiling “Voice of God” channel. The system can be expanded to 13.1
with the splitting of the lower surrounds into four channels, as in 7.1.

Utilizing their proprietary Auro Codec, the additional tracks are encod-
ed in the four least significant bits of a standard 24-bit, 48kHz mix, so that
only one 5.1 or 7.1 printmaster needs to be shipped on DCPs, with the ad-
ditional height and top channels decoded in the cinema.

Auro Technologies has a complete suite of plug-ins to aid mixers, in-
cluding the Auro-Panner, to place sounds in the 3-D field, and Auro-Matic
Pro, which allows upmixing of mono, stereo and 5.1 elements to their 11.1
and 13.1 formats.

The second “salvo” in the new format wars occurred in June 2012 when
Dolby Laboratories introduced its Atmos format for the Pixar animated film
Brave on 14 screens. Dolby had been researching expanding cinema speakers
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for years, going back to 2002 and We Were Soldiers, which utilized an over-
head VOG channel.

After years of experimentation with various speaker positions, includ-
ing screen height as in Auro-3D, Dolby arrived at standards for surround
speaker spacing, locations, and dispersion and mounting angles. The side
surround speakers begin near the screen, and fill up the first third of the
auditorium where normal surrounds are absent.

Timbre match of surrounds to screen channels is made a reality by
employing bass management; this, combined with the placement of sur-
rounds closer to the screen, helps smooth out the transition of sounds off
the screen and by giving surrounds much increased power handling. Bass
management is not used in all theaters; at Dolby’s screening room in Los
Angeles and at the Samuel Goldwyn Theater at the Academy, the existing
surrounds were able to go down to 40 Hz, which matches the specified
low-end response of screen speakers. The final speakers added in Atmos
are two overhead arrays down the length of the theater’s ceiling. Up to
64 speakers are supported by the CP-850 Atmos cinema processor, which
went into production in April 2013; before that, theaters were using the
studio RMU mastering unit.

OBJECT-BASED AUDIO

Where Auro-3D is its current form is channel-based in the classic stereo
film manner, with recorded tracks assigned either to specific speakers or
arrays of speakers, Atmos is object-based. In object-based cinema audio,
sounds are not necessarily dedicated to a specific channels for the length
of program, but instead individual files are placed in the three-dimen-
sional space of the theater via metadata containing level, location XYZ
coordinates and start/stop times. (X is left-right across the screen, Y is
from the screen to the back wall, and Z is height.)

Object-based audio (OBA) is of course the foundation of video games,
in which the timing and location of sounds are variable according to
where players are in their worlds. For movies, which occur in a linear
fashion, OBA is used for two purposes: One, to pinpoint the location of
a sound in what otherwise might have been an array (such as a surround
theater wall) or a group of speakers (such as behind the screen) or in
three-dimensional variations among arrays and speakers. Two, it allows
for this accurate panning to take place in various theater configurations
and sizes: “halfway down the right side wall” scales to the same position,
regardless of whether the wall contains eight or four speakers.




Among the first public demonstrations of OBA for cinema were in the
early part of the last decade by IOSONO, based on research done at the
Fraunhofer Institute in Germany. IOSONO was shown in various venues
in Los Angeles from 2008-2010, although current IOSONO efforts have
primarily been in special venues and corporate events. As of summer 2014
the company is undergoing financial restructuring.

While it is possible to mix Atmos exclusively utilizing objects, standard
practice has evolved that mixers have “beds,” which are essentially full-
length “static object” tracks dedicated to specific channels. Thus, 7.1 beds
for the dialog, music and effects stems at the final mix involve dedicating
24 of the 128 inputs to Dolby’s RMU. Sound effects and music beds are
frequently expanded to 9.1, with the stereo overheads as two arrays.

In this example, up to 104 object tracks can be recorded as mono .wav
files containing XYZ coordinates and other object metadata. While most
mixes may never need 128 simultaneous objects, object tracks (like beds)
are dedicated to specific stems, to eas-
ily allow the creation of M&Es, not to
mention facilitating archiving. When
creating the MXF-wrapped file that is in
effect the printmaster of Atmos mixes,
only the actual audio used in the mix
is used, with the silence between the
events on all tracks deleted—objects or
beds—are deleted for space-saving pur-
poses. During rendering in the theater,
the objects are triggered in sync and
placed to the proper locations accord-
ing to the metadata.

The “scalability” of Dolby’s Atmos
specifications apply not only to the sur-
round and overhead arrays, but also to
the screen, specifically the left-center
and right-center speakers that have
recently been largely absent from film
mixes, save for certain Sony Dynamic
Digital Sound (SDDS) mixes that used all channels in that format. (The
configuration of course began in the Fifties with Cinerama, later contin-
ued in Todd-AO.)

Dolby has been strongly recommending Lc and Re speakers where the
screen is wider than 4o feet, and reports that a large percentage of Atmos
installations have five screen channels. The presence of those speakers will
make themselves known by smoothing out pans in wide screens common
in today’s cinemas with stadium seating, especially to patrons seated close.

While the smoothing of pans with standard three-screen speaker mix-
es, further benefit can be had when mixers create stems with five screen
channels or create “static objects,” assigning elements to the narrow-
width Lc and Rc speakers. This is generally regarded as very useful for
dialog and effects panning, and for increasing the resolution of the pri-
mary screen “proscenium.” Again, just as three-speaker mixes spread out
naturally to five, phantom images are created for Lc and Rc objects when
there are no speakers present.

INDUSTRY STANDARDIZATION
When digital sound first came to film exhibition in the early 1990s, three

Essentially, the goal will be for the
metadata of any format’s mix to be
seen by any cinema processor’s ren-
derer, which is matched to the con-
figuration file of a theater's specific
speaker layout. Indeed, back at the
mix stage, there have been mixes that
were originally made in Auro or Atmos
that have had panning data modified
fortheother format.

formats competed for the attention of filmmakers and theater owners:
Dolby Digital, DTS and SDDS. Initially, distributors were divided into
“camps,” so to hear any film in digital stereo, exhibitors had to install all
three formats, something that was not practical or cost-efficient.

By about 1995, theater owners were given a “pass,” and studios started
to release “quad track” 3smm prints containing all three digital formats,
plus a stereo optical analog track. Within a few years, most major stu-
dios releases were done this way, although many films continued to be
released only with Dolby Digital, which eventually became the most pop-
ular format, both in filmmaker and exhibitor acceptance.

As noted earlier, digital cinema was initially a proverbial Switzerland
of film sound, and this situation changed with Atmos, whose proprietary
immersive format requires that a separate s.1 or 7.1 PCM mix be included
on DCPs. Auro-encoded printmasters, on the other hand, can play in any
theater, and this summer for The Amazing Spider-Man 2, the 5.1 PCM mix
was IL.I Auro-3D encoded. When creat-
ing a 5.1 mix, the Auro Encoder adjusts
the levels of the height and top layers,
and these adjustments are “undone”
when played back in Auro theaters.

However, the fact still remains that
Auro-3D and Atmos, as the first two im-
mersive sound formats in widespread
use, are completely incompatible in phi-
losophy, implementation and speaker
layout. The situation is worse than had
been the case with 3smm digital formats,
and theater owners have the most to lose
by investing in one system that is unable
to play the competition’s track.

In early 2013 the technology commit-
tees of the U.S. exhibition trade orga-
nization NATO (National Association
of Theater Owners) and the European
trade group UNIC (Union Internatio-
nale des Cinémas), along with DCI, joined forces in an effort to see to it
that a “common immersive sound package” be utilized, as opposed to the
3smm quad-track solution of delivering all formats to all theaters.

Answering the call, SMPTE formed a special Working Group (TC-
25CSS) to assist in this standardization effort. Auro Technologies and
Dolby have both pledged to adapt to the agreed-upon open format. While
Auro-3D is not currently object-based, their creative tools suite allows ob-
ject-based mixes to be made, although it will not be in the same 5.1 or 7.1
PCM format as today. Also, the Barco cinema processors were designed
with an upgrade path in mind, and 24 outputs, which presumably would
allow the surrounds to be split into more zones.

Essentially, the goal will be for the metadata of any format’s mix to be
seen by any cinema processor’s renderer, which is matched to the con-
figuration file of a theater’s specific speaker layout. Indeed, back at the
mix stage, there have been mixes that were originally made in Auro or
Atmos that have had panning data modified for the other format. The
difference to the public would be how much the theater’s system matches
that of the mix stage.

One potential solution that has been presented is Multi-Dimensional
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There’s no way for me to
write my opinions of the
state of immersive sound
in cinema without initial-

Op-Ed From

ly stating my prejudices.
the Aut ho First, I think that the 5.1
format that has been stan-

dardized since the coming
of digital sound to 35smm release prints in the early 1990s is just fine.

In fact, I would almost take this opinion a step further and say that
4.1, with mono surrounds, is only a hair less better than s.1. (Dan-
ger: One should stop operating power tools before reading the next
sentence.) | believe that Apocalypse Now would be scarcely harmed
with a mono surround mix. The greatness of that sound job lies in its
ideas, which won’t be diminished if a Loach doesn't precisely criss-
cross the theater or if the opening ghost helicopter were to start in
all surrounds, as opposed to the right surrounds as it does today.

Second, the cost: All of the current formats ask theater owners
to spend as much on this upgrade as they did with their original 5.1
systems—at least $50,000, most often closer to $100,000. For per-
spective, the cost of installing Dolby Digital processors over 20 years
ago was less than $10,000.

Third, we must always remember that the drama of the movie is
on the screen, within the proscenium. It’s still a sheet on the wall,
and even 3-D images do nothing to change this fact. If theatrical
film sound must be extended beyond 7.1, there’s plenty of gold to
be mined in creative use of the remaining six channels available in a
standard DCP, using them for specific speakers (especially left-center
and right-center screen channels, or left-wide and right-wide just
outside the screen) or additional surround arrays.

In this manner, all sound editing and mixing could be done with-
out any elaborate object-based encoding and rendering. You would
have a format that would “immerse” the audience to a degree as to
be indistinguishable from Dolby Atmos or DTS MDA for 98% of the
running time of most films.

I think that the missing 2 percent are not just an acceptable
compromise, they're a desired one. What object-based mixing does
uniquely—move sounds either down the length of the theater or to
specific locations away from the screen—is precisely what 1 don't
like. In the mid-'gos, some mixers took a few movies to get out of
their system, putting silverware Foley or snare drums in the sur-
rounds, and the thought of point-source sounds barking at me from
the ceiling or walls is almost too much to bear. In fact, even the 7.1
format, dividing the surround tracks in two, bypasses my ken.

Now that I've said this, 1 admit that the toothpaste is out of the
tube, and with hundreds of theaters worldwide putting in immersive
sound systems, the question is not if immersive sound should be im-
plemented, but how. First, let’s look at the two approaches: Auro-3D,
with its emphasis on height layers, vs. object-based Atmos and MDA.

In the multiple Auro-3D demonstrations that 1 have attended,
1 have not heard anything that 1 consider to be a radical improve-
ment over 5.I. The most impressive parts of their test material were

in sections recorded with their custom mic arrays, with various
height levels. As good as these sounded, I think that custom mic ar-
rays highlighting the strengths of Atmos and MDA would be much
more impressive. Besides, as film sound history has shown us—such
as with CinemasScope’s three-track production recordings—literal
reality is often not desired or practical.

The comparison between Dolby’s Atmos and DTS’s MDA is like
Newton’s third law of motion. To wit: Atmos’ strengths lie in its rigid
specifications that help ensure a match from mixing stage to commercial
theater. What they have come up with sounds really good to my ears—
bass-managed surrounds, the wide screen “proscenium” speakers, left-
and right-center screen speakers in most theaters—this whole gumbo
rocks and their unmatched industry support helps see that this is reality.

The downside? This quality is via by far the most expensive immer-
sive system for theaters to install, frequently north of $150,000. And
the content creators have to pay a license fee to Dolby, something that
doesn't feel right in this era of digital distribution, where one can put a
s.1 or 7.1 mix on a DCP without any licensing fees or special equipment.

I've been friends with the folks from Dolby for decades, beginning
first with loan Allen and Steve Katz in 1979, and following soon after
that with David Gray and Doug Greenfield. My connection to film
sound, first as a journalist and later behind a console, has evolved
with these gentlemen and their colleagues at Dolby, and it’s a rela-
tionship that I treasure. This being said, 1 no longer want to have to
get Dolby’s permission or gear to do a printmaster, and I'd prefer to
put that money into additional sound editing or mixing time.

DTS on the other hand, is offering its MDA technology for free to
filmmakers. Mixers will be able to start and finish their immersive mixes
on their own, no different than the most humble 5.1 mix. Great, right?

Well, not so fast, Jackson. The “equal and opposite reaction” here is
that, by having no “enforced” standards of how MDA theaters are set
up, you can be assured that many will be installing two speakers over-
head and calling it a day. And also calling it “just like Atmos.” (1 know
this possibility pains my friends from DTS, and they would like to see
SMPTE address speaker standards, too.) Of course, since Dolby has
pledged to support whatever open format the industry is agreed upon,
you could get lucky and have your MDA (if that is indeed the open for-
mat of the future) mix play in a theater originally equipped for Atmos.
Or in a well-equipped MDA-only theater. But, “lucky” is the operative
word, and if I'm at any level presenting a experience as “special” to the
public, 1 want to be sure that they’re hearing the film as 1 mixed it.

Whether or not a company is charging content creators (like Dol-
by) or not (like Auro-3D and DTS), they all see the real prize in con-
vincing the home-theater-owning public of the need to keep install-
ing extra speakers and purchasing new AV processors. While there
are some unique potential benefits in object-based audio at home—1
would love to watch an NFL game listening to the director and tech-
nical director calling out shots—I am not looking forward to reading
members of the audiophile press comparing renderers.

Which way will 1 go in the future—stay 5.1 forever or “go immer-
sive” And if the latter, which format? 1 can’t say right now, but |
know it’s going to be a real learning experience finding out.
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Audio by DTS. The company, which was originally known for its double-
system digital theatrical format, split in two in 2009, with DTS keeping
the licensing of consumer software and codecs. (The theatrical business
was spun off to a new company, Datasat, which coincidentally manufac-
tures the AP24 processors for Barco on an OEM basis.)

The intellectual property of MDA originally began at SRS Laboratories,
before it was acquired by DTS. The “MDA Cinema Proponents Group,” an
informal alliance comprised of DTS and companies such as QSC, USL,
Barco and Auro Technologies, has gathered to present MDA to TC-25CSS.

While MDA has not been used on any films, it has been tested in the
industry, and version 1.0 of the code was released in early August, follow-
ing up on specifications submitted to 25CSS months earlier. The SMPTE
standardization process is famously long and drawn-out, and while the
industry wants the format war to end, there’s no reason that filmmakers
or equipment manufacturers need to wait for any decision to be made to
use MDA in the real world. (After all, Auro Technologies and Dolby didn’t
need to wait!)

Object-based like Atmos, MDA is being offered to the industry as an
open format, with a SDK available to developers. As an open format, MDA
would be license-free, and DTS would make available necessary software
for digital audio workstations and console manufacturers. (Auro Tech-
nologies and Dolby have been providing similar support to filmmakers.)

Unlike Auro and Atmos, whose basic philosophies demand specific,
scalable speaker locations and aiming (with Dolby going a step further
in components and EQ), MDA is, by design, speaker agnostic. Indeed,
there will be presumably much leeway in its implementation in the-
aters. For example, USL has come up with a cost-effective way for cin-
emas to upgrade by rendering the MDA mix to 13.1 channels of PCM
files “offline,” distributing those files to the media blocks of the servers
in theaters. Rendering would take into account configuration files for
individual cinemas.

Once an open object-based format is agreed upon, the next goal
for theatrical presentation could be for the immersive file to downmix
to 5.1 or 7.1 in theaters, avoiding the need to have a separate channel-
based PCM mix on the DCPs. However, because this would mean that
the downmixes are done without filmmaker intervention and control, it
remains unclear if this is even a practical goal. Items like screen-to-sur-
round panning would make downmix errors especially apparent.

FOLLOW THE MONEY ... TO THE HOME

The standard worldwide theatrical license for Dolby Digital in recent
years has been around $11,000, giving filmmakers 16 hours of engineering
support. A small increase this fall is anticipated, and the number of in-
cluded engineering hours will increase at the same time. While the need
for Dolby consultants on the stage increased greatly with the introduc-
tion of Atmos, as mixers become more familiar with the technology, their
constant presence has been less needed.

The Dolby CP-850 cinema processor costs $33,750 [all prices in this
articles are list] and includes the Dolby Commissioning Service: con-
sulting on speaker layout and selection and doing the initial room
equalization tuning. The unit can support up to 64 speaker channels,
and at least one DAC3201 D-to-A, at $3,750 each, is needed for the first
32 outputs. The cost for each theater for retrofitting varies greatly, with
some theaters north of $150,00 total. As of September 1, Dolby has over

560 Atmos screens worldwide, 175 in North America, and the total num-
ber of Atmos mixes at 120.

Auro-3D is free to content creators, and the Barco AP24 processor used
in all Auro-3D theaters costs $25,000. As of now it has been installed in
215 screens, with the U.S. as the largest base, followed by India, and over
55 films have been released in Auro-3D. Up to this point, Barco is the ex-
clusive licensee of Auro-3D for digital cinema, and Atmos is only available
in Dolby’s own units.

All of this is setting the stage for a conundrum waiting to happen: Ev-
eryone wants to promise a special experience for the public who leave
their homes to go to theaters, yet all the formats are poised to expand to
broadcast, Internet, home theaters, gaming, cars, mobile devices and pets.
(The last is probably an exaggeration, but one never knows.)

One of the reasons that interoperable standardization is possible in the-
atrical films is that uncompressed PCM audio is used per the DCl specifica-
tions. Not only is it specified, there’s much space on the hard drives that
contain DCPs—the picture alone can take up hundreds of gigabytes.

Outside of theatrical presentation is a different thing, with media
size (50GB on Blu-ray discs) and broadcast bandwidth limitations.
Hand-in-hand with this is the decision as to which lossless (such as
Dolby TrueHD or DTS-HD Master Audio) or lossy (Dolby Digital Plus
or DTS-HD) codec to use.

Auro-3D, in formats such as Blu-ray would be able to use its original 5.1
theatrical PCM printmaster, where Atmos and MDA mixes will presum-
ably need to have separate home video immersive printmasters created to
fit in the smaller bandwidths.

Dolby and Auro Technologies have taken their first steps to get their im-
mersive tracks in AV processors. Auro Technologies announced their own
Auro-3D Auriga unit at this year’s CES show, and they have signed up Mc-
Intosh, Datasat and Lyngdorf, among other companies, to bring Auro-3D
to the home.

Dolby's serious push for Atmos at home began in August, with demonstra-
tions around the U.S. to the consumer audio press. Atmos for home theaters
is scaled down (from a maximum 64 speakers in theaters) to 24 floor speakers
and 10 overheads. They expect that most homes will have no more than four
overhead speakers, and Dolby has anticipated practical mounting issues by
designing “Atmos enabled” speakers that fire up at the ceiling.

DTS will clearly be making a big push for MDA’s use in all media; do-
nating it as an open, free format for cinema exhibition usage has to pay
off some time. They and Dolby have dominated the licensing market for
home audio for decades now.

Object-based audio at home will allow manipulations like turning an-
nouncers off, and just listening to the director calling shots in the truck.
Or the pit crews at NASCAR. Or just the immersive stereo sound on the
field. The possibilities are endless.

With the latest cinema sound format—now, immersive audio—leav-
ing multiplexes and going to the home, the “natural” order has been re-
stored. The prior “standard” format, 7.1, began in home theaters before
heading to cinemas.

At the end of the day, everyone wants to make more money, and it will
be up to the collective votes of filmmakers, exhibitors, theatrical movie-
goers and consumers as to which will prevail. The extreme cost and para-
digm shift involved on all fronts makes this perhaps the most difficult
transition in film history.
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BY BARRY M RIVMAN

our-time Oscar-nominated music mixer Dennis S.
Sands has taken his extensive experience and exper-
tise in orchestral recording and film score mixing and

brought it all to bear in the creation of his magnificent home-
based facility, Sound Waves SB, the first private mix facility

S SANDS
J WAVES SB

A PRIVATE DOLBY ATMOS MIX RETREAT

we know of ta be equipped with the
Dolby Atmos system.

With an engineering/mixing resume
that includes landmark films such as
The Shawshank Redemption, Good Will
Hunting, Independence Day, The Horse
Whisperer, and Who Framed Roger Rab-
bit, plus current blockbusters such as
Captain America—The First Avenger and
Godzilla 2014. His Oscar nominations
for Best Achievement In Sound Mix-
ing include Forrest Gump, Contact, Cast
Away and The Polar Express. He has six
additional C.A.S, Golden Reel, and Sat-
ellite Award nominations, plus a Gram-
my for Best Score Soundtrack Album
for the film American Beauty.

Always looking to bring his art to
a higher level, Sands was recently in-
troduced to the Dolby Atmos immer-
sive platform at an L.A. dub stage, and
immediately recognized its potential.
He went home and re-outfitted his al-

ready impressive studio, enabling him
to deliver a film score in Atmos, 5.1, 7.1,
and stereo.

The facility itself has an impres-
sive pedigree, too. Originally built by
action-film director Andrew Davis
(The Fugitive), the studio, now known
as Sound Waves SB, was designed by
Tomlinson Holman and outfitted from
top to bottom by RSPE Audio Solu-
tions of Los Angeles, in conjunction
with Ron Lagerlof of Visioneering De-
sign. The SB stands for Santa Barbara,
Sands’ beautiful and peaceful getaway
from the rush of Hollywood

Here’s what Sands bas to say about
his new mixing home.

What kind of experience can
clients expect when they come
to Sound Waves SB?

Everyone who comes here is blown
away by it. First, it’s extremely com-
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Sands’ monitoring system is anchared by three Meyer Sound Acheron 80 screen channel loudspeakers and two X-
power and X-400C cinema subwaoofers each. Perimeter and overhe
surround loudspeakers, while a Galileo loudspeaker management system with one Galileo 408 processor supplies drive and

equalization. The system was designed and installed by Ren Lagerlof in consultation with Andy Potvin of Dolby Laboratories.

& 4 4 pEh il
he ease of install really allowed us to experi-
ment with placement and with the quality of
the treatments, we achieved the sonic balance
we were looking for!"

~Tommy Lee

Founding member - Métley Crie.

"

"Being able to fine-tune a room on site makes
all the difference. The Impaler mounting
system make the panels easy to install and let
you make adjustments without trashing the
surface. It works!"

~ David Rideau

Engineer/producer - Janet Jackson, Sting, TLC, George
Duke and Jennifer Lopez.

800C high-
ad reinforcement comprises 14 HMS-10 and 10 HMS-12

fortable and very private. It’s
relaxed, it's beautiful, and the
facility is unique in the music
world—there’s nothing like it
anywhere. It’s also extreme-
ly well equipped—with great
sound and a product that
translates very well.

Plus, we have great projec-
tion: a Christie Digital Sys-
tems projector, a 12" by 20"
screen, and a full Meyer Sound
cinema sound system. It’s a
very large space (42x36 feet,
with 16-foot ceiling), and both
RSPE and Visioneering were
initially contracted by Andy
(Davis) and have been involved
with this facility since its start.
RSPE supplied the equipment,
Ron Lagerlof the technical ex-
pertise to interface it all—and
they both provided the same
capabilities for me.

Primacoustic... better design, better

“The Primacoustic is up and kicking butt
at my new studio in Santa Monica. | love
the way the control and tracking rooms
sound now... and so does everyone that
records here!"

~ Butch Walker

Engineer/Producer - Avril Lavigne, Fall Out Boy, Pink,

Sevendust, Hot Hot Heat, Simple Plan, The Donnas.

“I love the way the control and tracking rooms sound now...
and so does everyone that records here!" - Butch Walker




And finally, we're in Santa Barbara, which is a resort destination.
We have a huge lawn here with benches, so we can sit outside and have
lunch. There’s also great food and luxury hotels—Santa Barbara is all
about accommodating visitors.

Let’s talk about Dolby Atmos. Does it change the way you
mike an orchestra?
I'm experimenting a little now, but 1 haven’t found anything that 1
would do radically different...as yet. Just to backtrack a bit as to why 1
put Atmos in my facility: at the end of December 2012, 1 was working
on a project called Oz the Great and Powerful. The director contacted
me and said that they were going to release the movie in an immersive
format and wanted me to listen to it, because they wanted me to do
something for the score | said okay, but 1 was very cynical about it. 1
thought, “Boy, 5.1 or 7.1 is pretty nice, why do we need another format?”
So 1 went to a dub stage in L.A. where they had an Atmos demo set
up. The first time 1 heard this stuff—and no one was more cynical than I
was—the first time | heard it 1 was completely blown away. “Immersive”
is a very good term. The sound isn<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>