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Surround completes the HDTV experience.

Come see why Dolby® Digital 5.1 is the multichannel
surround sound format for HDTV. From postproduction
to set-top box, Dolby Digital technology delivers
exceptional surround sound. Committed to ensuring
the highest quality sound arrives in your customer’s
living room, Dolby offers commissioning services for
postproduction and broadcast facilities. Visit us at
NAB for a full demonstration on how to surround your
audience in the best possible HDTV experience.

NAB 2005, April 18-21, Las Vegas Convention Center.

Booth SU7870
www.dolby.com/events/nab

Dolby and the deuble D symbol are registered trademarks of Dolby Laboratories. D U D D L B '

©2005 Dolby Laboratorivs, (n¢. All rights reserved. $505/16005




“A Sonic Standard”

- [Bl" 22240

XLogic Legendary SSL Compressors
“A big part of the sound of so many recordings”

Bob Ludwig, Gateway Mastering

“There are very few compressors in the analog domain that are specifically designed
for 5.1 operations,” says mastering legend Bob Ludwig pictured above left
with protégé Adar Ayan.
Og'C “The XLogic 5.1 has several unisue features - 3
Z(D——  andit’s great to have a multichanel SOI I d State I_Ogl C
———————  version of the famous SSL bus
SUPERANALOGUE  compressor that remains such a big part Oxford +44 (0)1865 842300 New York 1 (1)212 315 1111
of the sound of so-many recordings. Los Angeles +1(1)323 549 9090 Paris +73 (0)1 48 67 84 85
The flexib lity of having both stereo and 6-channel PR T R O 10T 5374 144

compressors with the same basic charactaristics gives cur
facility the opportunity to deliver similar service from both rooms.”

Find your nearest XLogic dealer at:
www.ssi-xlogic.com
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When you're serious about what you record and produce you choose your tools wisely.
Everything that you put in the signal chain is there for a purpose.

Ellipse iDP represents the very best in nearfield reference monitors available.

Unparalleled precision, imaging and accuracy are the hallmarks of the legendary Tannoy
Dual Concentric driver. Ellipse iDP adds response to 54kHz, a digital processing and
system control through networking.

The result is the new standard in reference monitors. Ellipse iDP.

Ny .iDP T: 519.745.1158 F: 519.745.2364 E: inquiries@tannoy.com W: tannoy.com
.' f ™
e ™ (wWrioesano)) | (@)DUAL

TECHNOLOGY U XN =57 CONCENTRIC
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FOR OVER 30 YEARS LEXICON HAS BEEN IN
WORLD-CLASS RECORDING STUDIOS....

COMEGA

...NOW YOUR HOME CAN BE ONE OF THEM.

More than 3¢ years ago, when Lexicon invented digital
reverh, most recording studios were multi-million dollar
rooms occupied only by famous rock stars and big record
labels. And while Lexicon still lives in that rarified air of
stardom with the world’s most sought-after reverbs, now
you can find us a lot closer to home.

Now Lexicon brings you the Omega Desktap Recording
Studio, a completely integrated recording system with
everything you need to transform your computer into
afull-on professional 24-bit digital studio, all in one
box. In addition to Steinberg Cubase LE® recording and
production software, you’ll get an 8-input, 4-Bus, 2-out-

Hquip saBojoutyaL eIpajy B1aqUIZIS Jo YPWAPRN paASBAl E S aseqng Py IYBNI [V ‘0l VOO K00

?7 put USB I/0 mixer with inserts, instrument input, MIDI
g 170 and complete metering and monitoring functions.
E Record up to 4 tracks at once from 8 audio sources,
g and mix up to 48 audio and 64 MIDI tracks almost
—_ anywhere. . .with the lush, exquisitely rich reverbs that

made Lexicon famous in a VST version of Lexicon’s
Pantheon™ reverb plug-in.

Pick up an Omega Studio at your Lexicon Pro dealer

OMEGA DESKTOP RECORDING STUDIO™ INCLUDES: o and OO T e Lo

Sound” has heen on the majority of hit recordings

Steinberg” Cubase LE°~ Multi-Track Recording Software since 1971. Who -
A 5?7 .
Lexicon” Omega — 8 Input x 4 Bus x 2 Output USB 1/0 Mixer :?:::xtrrgbe IeX|son =
|

Lexicon” Pantheon™ — World Closs VST Reverb Plug-n will be yours.

COMPLETE RECORDING SOLUTION

CONTAINS ALL THE COMPONENTS NECESSARY TO TRANSFORM YOUR COMPUTER INTO A PROFESSICNAL 24-BIT RECORDING STUDIO.

Auedwo)) [puoyeWwelU| UBULEH Y L



Realtime surround

panning. Touch screens put

surround panning at your
fingertips. You can perform
intense realtime panning
automation by simply
dragging the positioning
cursor and "drawing”the
path of your sound.

VST® plug-in support.

The Digital X Bus is the only

digital mixer that can run
VST plug-ins internally,
supporting many of the
popular plug-ins from
manufacturers such as
Waves, IK Multimedia,
Antares, Nomad Factory,
and a whole lot more.

Integrated Mackie
Control Universal and
HUl protocols. The
Digital X Bus can
seamlessly control most
DAW software. The
console can be flipped into
software control mode
with a single button press.

Gobs of gates and
compressors. With

up to 64 available
channels of gates and
compression, the Digital
X Bus gives you the
dynamics processing
power of a DAW right
inside your mixer.

Want to tweak a
channel’s EQ? Simply
touch the EQ graphic
on the desired on-
screen channel strip,
and the full channel

EQ will enlarge directly
in-line with the channel!
rotary encoders on the
control surface.

THE ONLY DIGITAL CONSOLE WITH INTEGRATED

TOUCH SCREENS, FIREWIRE & VST SUPPORT

All the technology in the world is useless
if you can't get to it quickly, so we gave
the Digital X Bus dual 15" touch screens.

Of course, features such as mute, solo,
pan, faders, and switches remain in
hardware—just the way your fingers like.

These touch screens put all major features = FireWire  And there's also built-in mouse control, a

and functions as “virtual” controls,
with big button style graphicsand a
bare minimum of hierarchy. For fast
adjustments, there are 24 rotary encoders
(that's knobs) corresponding to the graphics on
the screens directly above.

smooth weighted jog wheel, as well as

'|‘ rock-solid transport controls. This multi-

control approach lowers the learning
curve to the point that most users can start
working from the moment the Digital X Bus
boots—without digging through the manual.

When equipped with the optional FireWire
card, the Digital X Bus can stream digital audio
between any Mac OS X Core Audio or Windows
XP and ASIO compatible DAW software.
FireWire has the bandwidth to allow recording/
playback of audio and effect send/returns
through a single connection. You can even load
up your laptop with plug-ins and use it as a
virtual effects rack.

Speaking of plug-ins, the Digital X Bus is

the only digital mixer in the world that

runs Windows VST plug-ins internally. It
supports many of the popular plug-ins from
manufacturers such as Waves, Universal Audio,
IK Multimedia, and Antares, plus a bunch
more—and the plug-in windows are displayed
right on the Digital X Bus’built-in screens.

Interested? Then go to www.mackie.com for
the latest scoop on the Digital X Bus, and the
growing list of authorized dealers in your area.
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COMPUTER,
MEET CONSOLE.
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INTRODUCING THE DUAL-TOUCHSCREEN, 24-BITI192kHz,
FIREWIRE-STREAMING, VST-COMPATIBLE, PRO TOOLS-NUENDO-

LOGIC-CONTROLLING, MASSIVELY EXPANDABLE DIGITAL X BUS.

It was inevitable, really. Thanks to their ever- /
advancing horsepower and convenience,
computers have become central to modern

audio production. Yet no affordable mixing

Winner, Pro Audio Reivew

more, the X.200 and X.400 offer an upgradeable
192kHz-capable mix engine; dual 15" touch
screens; 100mm Penny + Giles optical touch

faders; onboard control of a variety of DAWs,

Excellence Award, AES

console to date has been designed to

integrate seamlessly with today’s varied

audio and music production techniques—analog,
digital or hybrid. So after more than two years of
intense research and development at Mackie and
SaneWave, we proudly introduce the digital desk of
the future: the Mackie Digital X Bus High-Definition

Production Console.

Developed to bring you features currently unmatched

by digital consoles costing tens of thousands of dollars

including Pro Tools, Logic, and Nuendo; VST™
plug-in support; and streaming digital audio
between the Digital X Bus and your Mac or PC via
FireWire. Not to mention a full rear-panel card cage
so you can configure the Digital X Bus'l/O to suit your

studio’s exact needs, now and in the future.

So read on, and check out the features that make the

Digital X Bus the finest digital console in its class.

MNACKIE.
[ J

www.mackie.com

World Radio History
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On the Cover: Fox Tele-
vision, Los Angeles, has
installed six SSL C200
digital consoles through-
out the Fox Networks
Group facilities, to go
with Fairlight DAWs and
Westlake monitoring.
For more, see page 50.
Photo: Edward Colver.
Inset Photo: Steve Jen-
nings.
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Multichannel Mixing for HDTV

This past year has seen a surge in high-definition programming from cable
and major networks—spurred on by consumer purchases of HD, digital-ready
receivers. As such, TV mixing engineers are increasingly using film-style mixing
techniques for 5.1 broadcast—while maintaining tight broadcast schedules.

Production Music Libraries 2005

Last year, production music libraries were embracing the Internet as a means
of distribution. Today, these companies have expanded their online coverage,
while continuing with new and old deliverable mediums to satisfy customers’

demands. Whether delivered on CD, DVD, custom hard drives or even iPods,
high-quality production music libraries continue to flood this niche market.

The New Perforated Screens

Independent acoustician Bob Hodas has tuned numerous post-production
rooms, as well as high-end home theaters. Many of these larger rooms require
cinema-style installation, placing speakers behind the screen. This begs the
question of what is the best screen to use? Hodas offers his research results
on selecting a projection screen that leaves minimal impact on audio quality.

Fox Television

NASCAR, MLB, NFL-Name just about any televised sporting event, and
Fox Sports is often the mastermind behind the audio. Equipped with a bevy
of multitalented engineers, SSL C200 digital consoles and other

high-end gear, this complex produces hundreds of program and sports
promos each week, handling music editing, voice-overs, sound design to
full-on production.

Dynamics Processor Plug-Ins

If your work involves recording, broadcasting or computer multimedia, chances
are, compressors, limiters and other dynamics processors are in your audio
toolkit. Offering many features to streamline your work, dynamics processing
plug-ins are giving users more ways to shape and control audio to fit into any
type of production.

Check Out Mix Onlinel http://www.mixonline.com_
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WINDPAC.
THE LIGHTER, MORE VERSATILE,
SIMPLY BETTER WINDSHIELD.

- 50% lighter than competition
- Unique collapsible windshield
- Amazing audio transparency

- Low handling noise

WINDPAC universal microphone windshield

Check out the all-new WINDPAC and you'll appreciate how fresh thinking provides
a vastly-improved solution over conventional microphone windshield technology.
Less than half the welght of its nearest competitor, WINDPAC utilizes a single

universal shock mount to house all commonly used mics In single or dual con-
figurations. The unique collapsible windshield simply clips Into place, providing
high resistance to wind. And, as you'd expect from a leader in microphone

(\\ technology, fow handling noise and audio transparency are standard.

Iy,
SEE WINDPAC IN ACTION NOW! www.windpac.com D PA§\\\.//&
s
For more information contact DPA Microphones, Inc., Lyons, CO 80540, Ph.: 866-DPA-MICS ///ll\\\\

Info-usa@dpamlcrophones.com www.dpamlcrophones.com MICROPHONES
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The cold, hard facts of room acoustics
challenge every studio, large and small. JBL
engineers thought it was fime for a litlle magic.
Introducing the LSR6300 Studio Monitors, the
first reliable solution for tackling the realworld
problems inherent in every room. Featuring the
exclusive JBL RMC™ Room Mode Correction
system, you can accurately measure boundary-
induced low frequency modes with the included
hand-held acoustic analyzer and then adjust
each speaker’s 1/10th octave parametric
equalizer to correct problems in your room.
Designed from the ground up, the LSR6300’s
uncompromising specs and features give you
total control of your music production. See your
JBL Dealer today and experience the power of
LSR6300 Studio Monitors with RMC - magic
you can really put your hands on.

LSR6300 Studio Monitors -
Mix Without Boundaries.

INNER

Learn more about the power of the LSR6300 Studio
Monitors and RMC at www.jblpro.com/LSR

M A Harman international Company

World Radio Histo



What’s Going On?

lL ately, the pro audio community has been abuzz about the closing of key major
«recording studios across the country. In a matter of weeks, the news was out
about the Hit Factory N.Y., Muscle Shoals, Cello and The Enterprise all reportedly
closing their doors, and Royaltone being sold to Linda Perry for in-house production.
Meanwhile, articles appearing in the mainstream press speculated on the end of the
industry. Given the changes in technology, record companies and the economy in
general, the business climate for commercial studios is hardly rosy, but before we
call the undertaker, let’s examine the situation.

Real estate is a major factor in the recording market. Studios in urban centers
face enormous pressure from rising rents. In the early ‘90s, one of New York’s most
famous rooms, RCA Studio B, was closed despite a campaign to make it an historic
landmark; the owner sold the building. As they say, “Location is everything,” and
in a rising market, a studio space’s land value can far exceed its business value, as in
the case of the Hit Factory. The effect is not limited to the U.S.: I'm sure EMI Records’
accountarits would love to put Abbey Road on the auction block as the facility is
located in perhaps London’s priciest real estate section.

Muscle Shoals is a different case. Its out-of-the-way locale that took advantage of the
scenic beauty of rural Alabama, combined with the hottest rhythm section anywhere,
attracted top bands worldwide in search of that “Muscle Shoals sound.” But ever-
smaller (or nonexistent) recording budgets and a move toward sampled sounds—rather
than the real thing—eventually took their toll on this legendary facility.

Technology has brought new ways of working. Mix's film sound editor Larry
Blake works on a Pro Tools rig in a small New Orleans studio mixing feature films,
such as the recent Ocean’s 72. Meanwhile, the film's director Steven Soderbergh
has opted for the more personal ease of editing on Apple’s Final Cut Pro. But the
rise of personal studios doesn’'t mean the end of commercial facilities. Studios can
prosper by serving niche markets: As one example, the audio industry in Vancouver
has developed a steady stream of work in ADR and dubbing for English-language
versions of Japanese anime releases—a market that's seen substantial growth.

In many ways, studios are no different than other businesses and subject to similar
market conditions. When there are more studios (or Chinese restaurant/muffler
shop/gas stations) than the population can support, a falling out is inevitable. This
happened in Nashville a few years ago; perhaps this is what's happening now in
other areas.

Like the closing of a grand movie palace, the loss of any studio is a sad event,
particularly when the facility is filled with memories and histories of classic recordings.
But if there is any upside to such events, it could be an increase in business for nearby
facilities as clients look for new rooms in which to work. And with a finite number
of client bookings available, hopefully the passing of one facility can improve the
health of the remaining herd.

George Petersen
Editorial Director

_J ——
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Why settle for an icon when
you can have the real thing?

-

Smart - Fast - Creative

Euphonix has redefined the Digital Audio Workstation controller The console surface connects to one or more workstations via high-

with the introduction of the System 5-MC. Based on the successful speed Ethernet, with direct control of applications that support
the EuCon protocol, such as Steinberg’s Nuendo and Merging's

Pyramix. Other DAWSs can be controlled via HUI, MIDI and
SmartSwitch keyboard macros. System 5-MC is the ultimate controller
for music and audio post-production professionals.

cuphaoniy

System 5 console range with 8 touch-sensitive knobs per channel,
touch-sensitive moving faders and high-res TFT displays, the System
5-MC also includes the innovative MC controller for fast access to
recording, editing, and mixing functions in any application.

LB

Be Real

i

©2004 Euphonix, Inc. All rights reserved ® 220 Portage Avenue * Palo Altc, CA 94306 * Phone: (550) 855-0400 * Fax: {650} 855-0410
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DV-RA1000

The new standard in high-definition
2-track mixdown and mastering.

Wired
remote
control kit
included.

.o\ DV-RA1000

)
High Defiriton Audo Master Recorder
y
s
—— — ——

Introducing the ultra-high-resolution
successor to DAT and CD recorders.

Created in collaboration with Sony, the new
DV-RA1000 is the first affordable, true

Direct Stream Digital recorder. It writes 2.8225’\9\Hz
1-bit/2.822 MHz DSD - the ultimate 192 kHz
acquisition or archival format — or 24-  172.4kHz
bit PCM directly to standard DVD+RWs ~ 96KHz
in real time. And then lets you edit and o
process the results without having to :j]t:zz

transfer to a DAW.

Naturally, the DV-RA1000 is your logical
choice for creating master DSD stereo tracks for
Super Audio CDs.

But it has far more uses than that.

Live two-track recording. Because the
DV-RA1000 records in real time at ultra-high
sample rates, it’s perfect for audio-
phile location recording. In DSD
mode, frequency response exceeds
100kHz and dynamic range is 120dB.

Archiving. Storing all those old
school 44.1 kHz masters? Get almost
5 hours per disk with the DV-RA1000.

Easy transfer to computer. The
DV-RA1000 creates UDF discs, a stan-
dard format read by Mac®, Windows® and Linux
computers. Or you can stream your data directly
via the DV-RA1000’s USB 2.0 port.

1-bit
24-bit
24-bit
24-bit
24-bit
24-bit
24-bit

Mastering from any source. We have
nothing against DAT and CD-RW recorders
— TASCAM makes some of the best — but
these formats simply cannot

compare to the sonic quality of
the DV-RA1000’s 192 kHz/24-bit
or DSD recording formats.

Get the details of this major
recording advancement on our
web site or visit your TASCAM

109 min.
66 min.
66 min.
72 min
133 min.
267 min.
290 min.
? dealer today.
R e T — —u
— £ el ot OB
e N - LA
NS o:, 4 A

Up to 192kHz/24-bit
recording

Records to DVD+R/RW,
CD-R/RW media”
Multiband compression
and 3-band EQ effects
+6% pitch control

USB 2.0 port for use as
DVD data drive
Balanced AES/EBU /0,
running at normal,
double-speed and
double-wire formats
Balanced XLR and
unbalanced RCA i/0

AL L *-—!

SDIF-3 DSD 1/0 for
external conversion &
‘DSD audio processing
Word Sync in, Out, Thru
RS-232C serial control
PS/2 keyboard connec-
tor for title editing
Records to standard
CD-DA, Broadcast Wave
& DSDIFF formats
Headphone output
Supports UDF disk for-
mat for cross platform
computer compatibility

Wired remote control

TASCAM

&

* €D recording ts at 44.1 kHz/16-bit (Red Book spec) only.

The use of fatuous witticisms in our fine print has been temporarily suspended
due to the Seriousness of this product. ©3200S TASCAM. All Rights Rescrved All
specifications are subject to change without notice. All trademarks herein are the
property of their respective holders

istory

—= www. \, Iy
3 tascam
.com DJ AND
CONTRACTOR PRODUCER
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Letters to Mix
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SPECIAL g

STRAIGHT FACTS ABOUT CROSSROADS
Good artice on Eric Clapton’s "”Crossroads
[Guitar Festival,” January 2005]. | just wanted
to note that Robert Johnson recorded the song
"Crossroads” in & San Antonio motel room,
not in Memphis. Mix is a great magazine. | look
forward to each issue.
Kevin Ossenfort

DIGIDESIGN RESPONDS

We're extremely sorry to hear about Toby
Gad's problems running Logic TDM with Pro
Tools|HD hardware [as reported in the March
2005 "Feedback”] We've been attempting to
contact Toby to discuss his problems, but as of
press time, we haven’t been able to reach him.
While we feel that Toby's problems aren’t typical,
we all know that’s of little comfort when you're
trying to complete an important project and meet
deadlines!

I'm replying for Digidesign and can't speak
directly for the Apple Logic team and the problems
that occurred on the support side (Apple may
have something to add), but, traditionally, we've
worked tightly with the Logic folks to ensure that
we mutually run our products through extensive
testing. In fact, we require testing of the most
recent versions of Logic before our major Pro Tools
software or hardware releases, and everything is
tested, from track count to automation to plug-in
operation.

if and when users experience problems, Apple
and Digidesign both provide acombination of Web
resources, phone support and a knowledgeable
dealer network to assist users. In Toby’s case, we
took a single suppart call from him regarding an
error he received, gave him some things to try
and did not hear from him after that. | wish we
had heard from him later so we might have tried
to help him through this.

Pro Tools]HD systems are in use in mission-
critical applications that music creation pros depend
on every day—including live tracking and large-
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scale mixing. Working together, our products offer
a powerful production environment that is not
available elsewhere, with high-quality, large-scale
V0, low-latency, guaranteed high track count and
world-class “power on demand” plug-ins, with

- no dropped samples, glitches or requirements for

larger buffers. Users can access the power of host
processing in combination with DSP power and
can move smoothly and transparently between
the "native” world and TDM.

Ultimately, Toby made a tough call that may
work for him, but a lot of other working pros
continue to draw on benefits and functionality
they have experienced with Pro Tools|HD systems
(whether with Logic or Pro Tools software as a
front end). | personally care a lot about Toby’s bad
experience—we all do here—and hope that we
can serve him again in the future.

Sincerely,

Dave Lebolt

General manager, Digidesign

THE ACADEMY ROCKS THE VOTE

1 read with interest [the February 4, 2005, issue
of] "Blair's Blog” [a regular feature by senior
editor Blair Jackson in MixLine, one of two bi-
monthly online newsletters available from Mix
at www.mixonline.com], and | think you should
pass on to him that members of the Academy
vote only in areas in which they feel they have
some knowledge. Because there are only 12,000
members worldwide, we vote in only nine out
of 40-plus areas. The record companies that
produce many of the current nominations have
many Academy members working for them and
are naturally out in force voting for their artists.

As only Academy members can submit
nominations, groups that want to be nominated
have to have some relationship with a member.
Until this year, we have not had a way of listen-
ing to the hundreds of nominations that are
presented in the various categories. Members
are not allowed to canvas other members to ask
for their vote, so it often becomes a popularity
contest. Most of us have never heard of many
of the artists nominated.

In the final vote this year, the Academy and
iTunes joined ranks to give members a way to
hear the top picks up for a vote. | had written
the Academy more than a year ago requesting
that nominations should include a Web address
where we can actually listen to who's doing
what, and now it seems we're moving in that
direction.

Gary Smith

Gary Smith Productions

NARAS, BMI

FEEDBACK

ARTIST VS. TECHNOLOGY
It’s true that electronic equipment can take the
place of learning instruments, at least for a
while, but people still love a great song and a
good singer. Alicia Keys and bands like Train play
real music on real instruments, while the posers
do their thing and the new beat poetry called
rap/hip hop grows and evolves. Britune may
think that there’s no time left to make intelligent
music, but that’s not really so now, is it?

Wasn'tit the Dixie Chicks who went Platinum
several times over and had real songs and good
looks, too? They had it together and it beats the
mixers and posers hands-down.

James

WHO AM 1?
t would like to comment on the March 2005 is-
sue, in particular, to once again praise Stephen
St.Croix ("Two Questions”) and Paul Lehrman
(" A Talk With John Chowning "), whose columns
seemed obliquely aligned. Both made me ques-
tion if the technology is really as much of an asset
as it seems. While | make no claims to be a great
engineer or producer, | always strive to improve.

When | started, my goal was to document
a sound as accurately as | could. As time has
passed, | have found that clients normally want
the recorded sound to be better than the origi-
nal. This is in direct conflict with the “garbage
in, garbage out” mantra | learned as a youth.
Now with the common practice of looping,
virtual instruments and swapping samples for
instruments, we seem farther removed from the
source than ever. In essence, by the time we have
the production CD, we are hearing a recording of
the recording of the recording of the recording of
the recording. That assumes the sample or virtual
instrument is not a fifth-generation recording.

My point is I'm lost. What is our job these
days? While | am all for the control and flexibility
offered with DAWS, virtual instruments and con-
volution reverbs, if | have to construct or modify
every performance, | am more of an editor than an
engineer. I'd rather be invisible. I'd rather capture
the sound of air moving in a room. Somehow, |
have a sinking feeling that's not the future.

St.Croix and Lehrman’s columns are always
thought-provoking and engaging and the chief
reason | subscribe. Keep up the great work!
Thank you.

Todd Zimmerman

Studio 139

Send Feedback to Mix
mixeditorial@primediabusiness.com




CONSISTENT

Genelec, the benchmark in active reference monitoring, offers the
most complete line of active reference monitors for professional
audio, no matter what type of audio you are producing.

The new 8000 MDE™ Series monitors deliver powerful, extended
resolution and realism - from electrical signal to acoustic event.
With extended frequency response and lower distortion across
their entire bandwidth, the 8000 Series offers consistently precise
monitoring with no tolerance for error

Combined with Genelec’s 7000 LSE™ Series subwcofers,
accurate reference systems can be easily integrated into nearly
any environment, whether you are working in stereo or surround.

Contact us for system specification and a demonstration using
the complete range of Genelec 7000 and 8000 Series monitoring
solutions in your room.

www.genelecusa.com

International inquiries: Genelec Oy, Olvitie 5, FIN-74100, lisalmi, Finland

T +358-17-83881, F +358-17-812267 Email genelec @ genelec.com

In the USA: T 508.652.0900, F 508.652.0909 Email genelec.usa@genelec.com

In China: T +86 10 8580 2180, F +86 10 8580 2181 Email genelec.china@genelec.com

(8000 Series

-

GENELEC"



CURRENT PROFESSIONAL AUDIO NEWS AND EVENTS
HISTORIC MUSCLE SHOALS STUDIO CLOSES ITS DOORS

Less than three weeks after Hit Factory announced it was
closing its New York studio, another world-class facility
steeped in recording history has closed. Muscle Shoals Sound
Studios—the Alabama facility co-founded by Jimmy Johnson,
David Hood, Barry Beckett and Roger Hawkins (original
members of the Muscle Shoals Rhythm Section)—has welcomed
numerous chart-topping artists, including the Rolling Stones,
Aretha Franklin, Bob Dylan, Cher (who named her 3614 Jackson
Highway album after the studio’s address), Bob Seger and so

many more.

The facility has been owned by indie blues label Malaco
Records since 1985. Malaco Records principal Wolf Stephenson
told Billboard that he and his partners were more interested
in acquiring Muscle Shoals Sound Publishing (a catalog that
includes “Old Time Rock & Roll” and “Torn Between Two Lovers”)
than the recording studio. “The only reason we bought the
studio was the banks we were dealing with wouldn’t loan us
the money on the publishing company,” Stephenson said. “They Lynyrd Skynryd video shoot at Muscle Shoals Sound, circa 1998
didn’t have any idea what it was. It was jut a stack of papers to
them.” The twa-room facility was used extensively by Malaco-backed artists, but the past four years, according to Stephenson, saw a sharp decline
in outside projects. "When computer and hard disk recording really got cheap and better at the same time, it just knocked the socks off a lot of
studios—Muscle Shoals included. It was just a very difficult thing to compete with.”

“DOLBY OFFERS 1PO

On February 17, 2005, at the sound of
the opening bell—done in surround, no
less—Dolby Laboratories’ stock made its
financial debut on the New York Stock
Exchange: 14,625,000 shares of Class-A
common stock at $18 a share. Of the
| total shares sold, 10.5 million shares
have been sold by Dolby Laboratories
‘ and 17 million shares sold by Ray Dolby,
| founder and principal stockholder of Dolby
| Laboratories. Dolby Laboratories granted

LOUD BUYS
ST. LOUIS MUSIC

Early last month, LOUD Technologies
{www.loudtechinc.com) announced
that it had acquired St. Louis Music,
a Missouri-based manufacturer/
distributor/importer of branded
musical instruments and pro audio
products. As part of the deal, St.
Louis Music will become an indirect
wholly owned subsidiary of LOUD
Technologies.

“This acquisition demonstrates
that Sun Capital Partners, our
principal shareholder, is committed

Representatives of Dolby (including Ray Dolby, fifth
from left! and from NYSE

Ray Dolby in front of the NYSE building
on Dolby’s opening day

an option to purchase up :o an additional 4,125,000
shares at the initial public offering price within 30
days to cover over-allotments. Net proceeds to Dolby
Labs was $247,455,000.

Wanting to make an audible splash on the
main trading floor, the opening bell rang in a
dramatic, random surround sound pattern, while
the closing bell was a special 5.1 remix created by
Dolby engineers, which incorporated the traditional
bell sound with added percussion and effects.
Additionally, the television feed of the opening and
closing bells was delivered to news stations with
Dolby Pro Logic II audio.
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to the expansion of our portfolio into
related markets,” explained LOUD's
CEO, Jamie Engen. St. Louis Music’s
CEO, Gene Kornblum, will remain in
his current position. Commenting on
the announcement, Kornblum said,
“Through our mutual commitment to
product design, creative marketing,
and expansive sales and manufacturing
resources, LOUD and St. Louis Music
are going to make great contributions
to the music industry.”



NOT JUST “MUSIC” AWARDS

JBL, PHIL RAMONE TAKE
HOME TECH GRAMMYS

The Recording Academy
presented JBL Professional
and Phil Ramone each with
a Technical Grammy Award
at a special ceremony held
prior to the 47th Annual
Grammy Awards on February
13, 2005.

According to The
Recording Academy, “JBL has
been pre-eminent in high-end
loudspeaker technology for all
facets of professional sound
since its formation in 1946. As broadcast, recording and motion pictures
entered the stereo era in the early '50s, JBL was there with the world’s
first 4-inch voice-coil cone drivers and commercially available compression
drivers. In recent years, JBLs introduction of VerTec™ line array systems has
been heralded as the leading edge in array technology and system synthesis,
and has been the sound reinforcement system of choice for the Grammy

Accepting on behalf of JBL Professional is
Mark Terry (center], Neil Portnow [right]
and music editor Daniel Carlin.

Awards shows.”

A Technical Grammy Award was also awarded to Ramone, who has
served as audio supervisor for many Grammy telecasts, including the
Emmy Award-winnirg 5.1 broadcast of the 2003 Grammys. Acknowledged
as one of the top creative producers, Ramone is equally respected as a
technology leader. He has played an integral role in pioneering many of
the advances in the art and science of music and film sound recording. As
an early advocate of the CD, it was a Ramone production, Billy Joel's 52nd
Street, that was the first CD pressed. The first pop DVD release, Dave Grusin
Presents West Side Story, is also a Ramone production. Ramone also helped
pioneer emerging technology, including using an EDNet fiber-optics
system to record tracks in real time from different locations. Ramone also
picked up a Grammy for his work on Genius Loves Company, the Ray Charles
duets project that won Album of the Year.

THAT'S ONE LONG CONSOLE

ALFRED HITCHCOCK THEATER INSTALLS HARRISON BOARD

A new Harrison MPC4D digital mixing console—with 320/640
inputs and 80 outputs and an integral 4,096x4,096 MADI router
and a full complement of I/0—now graces the Alfred Hitchcock
Theater (Universal Studios Post-Production Services, Los Angeles).
The installation was completed this past September by the
engineering staff and was headed by Jeff Taylor, chief engineer.
Total installation was done in four weeks, with some pre-wiring
done previously.

Digital signal processing is SHARC-based, and the console can
be configured for two or three mix positions. Monitoring is provided
by TFT graphic displays that show console setups, routing, channel
information, panning, levels and waveforms in real time. All console

COMPILED BY SARAH BENZULY

MOVE —————

Who: Joe Sanborn, president of Telefunken NA
Main Responsibilities: direction, budgeting
and balancing financial responsibilities, as
well as overseeing quality control/sound of our
product and capsule research.
Previous Lives
® 2002, Telefunken NA director of operations
o early Telefunken days, ran studio and was in
charge of testing/evaluating capsule development
® 2000, chief engineer/studio manager at Toni Fishman's Talcott
Mountain Studios while Fishman developed Telefunken
North America
* mid-'90s to 1999, opened Audio World Enterprises
The moment I knew I was in the right profession was...when my brother
Ron had an 8-track home studio in a spare bedroom when I was just a
teenager. We would work for hours making music, recording, mixing and
just learning as we went along. Some people have the passion. What can
I say? I even enjoy to wrap cables at the end of a session.
The last great book I read was...The Complete Beatles Sessions EMI. It
chronicles every day The Beatles recorded from start to end, with stories,

pictures and track sheets!

Currently in my CD changer...The Beatles’ Let it Be...Naked, The Pixies’
Doolittle, Brian Wilson’s Smile and System of a Down’s System of a Down.
When I'm not in the office, you can find me...Usually in the studio,
making music, mixing or producing; playing guitar; or spending time
with my son.

Chris Jenkins, senior VP of Sound Services (dialog and music) and
re-recording mixer Frank Montano (effects mixer) are using the new console
to mix The Interpreter.

functions are automated, including exclusive features known as
“toys"—outboard devices such as camera filters and compressors that
are created and automated using console DSP.

The console’s layout, I/0 configuration and functionality of the
TFT displays was a collaboration between Harrison by GLW, and the
studio’s mixing and engineering staffs.
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CURRENT
EDTITSIN NEws —

Management update at Ex’pression
College for Digital Arts (Emeryville,
CA): appointment of Dr. Erik Stilling,
dean of academics; promotion of Chris
Coan to COO; and Ellis Gedney to
board of directors...Russell Waite is
the new executive VP of worldwide
sales for Euphonix (Palo Alto,
CA)...Studio City, Calif.'s Media City
Sound welcomed Orville Grene Jr.
as VP of operations...Jumping over
from Ascent Media Creative Sound
Services, Kim Waugh is Warner Bros.
Studio Facilities’ (Burbank, CA) new
VP, post-production services...SLS
Loudspeakers (Springfield, MO)
appointed R. Steven Hicks (chairman
of Capstar Partners LLC) and Dell
Furano (Signatures Network's CEO)
to its board of directors...Retaining
| his responsibilities as director of
Neumann and distributed brands, Jeff
Alexander has been promoted to VP
sales, professional
products for
Sennheiser U.S.A.
(Old Lyme, CT)...
HME (San Diego,
CA) appointed
‘ John  Kowalski
_;.._'“ 5 as pro audio
Joe Schenk Ilf sales manager...
Joe Schenk III

rejoined PRG (Las Vegas) as director of
its labor services division, Showpay...
New hires at Meyer Sound (Berkeley,
CA): Gary Parks, technical writer in
customer sesvice department, and

Steve Bush, senior technical support
representative...New  distribution
agreements: Smart AV (Sydney)
appointed Klotz Digital (Munich,
Germany) to distribute its Elite Series
Smart consoles in the Asia/Pacific
region, including Australia; Audio
Processing Technology (Tokyo)
is the exclusive representative for
Holophone (Ontario, Canada) in Japan;
Loud Technologies (Woodinville,
WA) named Tropical Music Export
Enterprises (Miami) as distributor for
EAW products in the Caribbean and
Central American markets; and Line
6 (Agoura Hills, CA) will distribute all
Propellerhead Software (Stockholm,
Sweden) products in the U.S.
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TEC PROCEEDS AID HEARING AND SCHOLARSHIPS

The Mix Foundation for Excellence
in Audio announced that $45,000
in net proceeds of the 20th Annual
Technical Excellenceand Creativity
Awards has been contributed to
hearing organizations and audio
educationscholarships. Themonies
were distributed in addition to
the $22,000 donated from the
TEC Awards Music and Sound
Auction proceeds. Mix Foundation
president Hillel Resner (left) and
TEC Awards executive director
Karen Dunn (right) presented a
check to House Ear Institute’s
Marilee Potthoff (center). The
money, representing more than
half of the proceeds from the 20th
Annual TEC Awards, will support

e Ear Institute

Hous

Advancing Hearing Science

the efforts of the Sound Partners program of the House Ear Institute and H.E.A.R. (Hearing Education
and Awareness for Rockers). The balance was donated to scholarships and student assistance programs
of the AES Educational Foundation, SPARS, six existing endowment funds at colleges and universities
and to three individual TEC Awards Scholarships—one of which was made possible by a $1,000 gift from
George Lucas, who was inducted into the TEC Awards Hall of Fame last year.

‘LION KING XMAS IN DESERT

Lion King fouring cost members in the Conservatory’s Studio A/D

PHOTO CAROL CEFALU

Lion King's cast recently visited Arizona's Conservatory of Recording Arts & Sciences Gilbert location
to lay down tracks for a cast Christmas CD. The collection will contain songs from each of the nine
Lion King companies touring worldwide. The Conservatory’s setup allowed the 18 cast members to
be recorded in two studios simultaneously: one in stereo and the other in 5.1. Gear used for the
recording included the Holophone, three BLUE Bottle mics and two Pearl ELM-C rectangular capsule
microphones. “Our Shepherd Boy,” written and produced by Lion King orchestra conductor Rick
Snyder and co-produced by percussionist Eric McKain, was recorded to two synched Pro Tools|HD

Accel rigs through Summit, SSL and OSA mic pre’s.
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THELIQUID CHANNEL

FOR A DEMONSTRAT!ON, CALL TOLL-FREE 1-866-FOCUSRITE OR FOR FURTHER INFORMATION, simpLy visiT www. ffliquid.com

*DISCLAIMER: FOCUSRITE, the FF Logo, UQUID CHANNEL, LIQUAD TECHNOLOGY, LIQUIDCONTROL, EVERYONE NEEDS LIQUID, and the LIQUID CHANNEL Logo are trademarks of Focusrite Audic

Engineering Ltd DYNAMIC CONVOLUTION is a trademark of Sintefex. All other product names, trademarks, and trade names are the properties of their respective owners, which are in no way
associated or affililated wrth Facusrite or its LIQUID CHANNEL product and which have not endorsed Focusrite‘s LIQUID CHANNEL product. These other product names, trademacks, and trade names
owned by other companies are used solely to identify the third party products whose sonic behavior was studied for the LIQUID CHANNEL product. The Liquid Channel product was developed using
the patented process of Dynamic Convolution, which uses actual measured examples of the sonic impact of original units upon an audio stream to approximate the performance of the oniginal
product studied The result of this process is subjective and may not be perceved by a user as producing the same effects as the original products studied.




CURRENT

ONLINE AUDIO SALES JUMP UP

Accorzing to the IFPI (www.ifpi.org) Digizal Music Report 2005, music
fans downloaded more than 200 million tracks last year in the U.S.
and Europe—up from 20 miltion in 2003—bringing in much-needed
revenue to the racord companies. Analyst Jupizer Research estimates
that the digital music market in the U.S. is worth $330 million in
2004 and is expected to doukle its value this vear. Additionally, the
report showed taat the numter of legal online sites has grown from
180 tc 230 and the number cf tracks available nas dcubled—totaling
more than 1 million.

NEW SITE: LASVEGASPROAUDIO.COM
TransAudio Group has
launched LasVecasProAudio.
com, a conduit between
busy pro audio professionals

and boutique high-ead

equipment manufacture:s.

Offering select importad

lines zvailable exclusively in

the U.S. throughy TransAudio & = =

Group—includirg ATC, Brauner, SoundField ard Daking—
LasVegasProAudio.com offers immediate assistznce to procuring gear
without visiting retail out.ets or calling a sales representative.

NEW SITE: MP3TUNES.COM

Unlike other onl.ne music services, MP3zunes.ccm (laumched by
forme» MP3.com CEO Michael Robertson) operates withou: any
digital rights management protection and offe:s tracks im MP3
format so users can buy the 192k music an any digital music player
or computer (Windows, Maz, Linux) and burn—unlimited! —songs
onto CDs. Offering more than 100,000 tracks at taunch from indie
labels and artists, tracks cost $0.88 and zlbums are $8.88; there
are no minimum payments or monthly service plans.

TAKING TIME OUT FOR THE KiDS$

Pyram:ad: The Institute for Advanced
Digital Audio Training (S.F.) held its
first class session with new instructar/
engineer Frank Gryner (Rob Zombie,
Crystal Method, Methods of Mayhem),
who showed the students miking and
tracking techniques at Hibiki Studios
(Mountain View, Calif.). Gryner recently
flew up from L.A. with rap-metal band
AWS to record a track for the band's
upcoming Peace of Mind EP. “The recording session with Frank Gryner went
great,” said Greg Gordon, Pyramind founder/president. “Having a high-
caliber engineer and producer end AWS at the stucio was perfect for the
students. They really got a lesson in the real world of making a record.”

Frank Gryner shows Pyramind
students how it's done
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UMASS LOWELL
OFFERS MASTER'S OF MUSIC DEGREE

The Master of Music in Sound Recording Technology, a new program
offered at University of Massachusetts Lowell, provides students
with knowledge in current and experimental audio technologies,
sound recording technology, production practice, and research
practices and techmigues. A “music program that uses technology
as a vehicle for musical expression,” according to the school,
students can choose a technicat or production path, specializing
in the technical/research or artistic/production sides of the audio
industry, respectively.

Students will receive hands-on :tudio time in the school’s
numerous rooms, including a critical listening and recording space,
a 48-track control room, surround sound and DAW suite, sound
synthesis and MIDI studio, video post studio, and a equipment
maintenance and design lab.

 BOOKSHELF

Gotta Get Signed: How to Become a Hip
Hop Producer, by producer Sahpreem King
(SWV, Wyclef Jean, Beenie Man, Eric Benet,
Fat Joe), lays out a step-by-step process
on learning the art and craft of hip hop
production, beginning with a brief history of
the genre and then explains what a producer
and beat-maker does. Other topics include
building your own studio, assembling a
production team and promoting your music.
Schirmer Trade Books, $14.95.

CORRECTIONS

In the “Yamaha Purchases Steinberg for $28.5 Million” article
(“Current,” February 2005), Athan Billias’ title was incorrect. He
is the director of technology products for Yamaha's newly formed
Music Production department.

Mix regrets the error.




"Mackie HR824 monitors are the
first pair of really good speakers
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BY STEPHEN ST.CROIX

With Snake Oil Comes Scales

Double Your Pleasure, Double Your Fun

there were those in the music industry who simply

couldn’t get enough lines. No matter how many
lines they had, they wanted more. In fact, more was
never enough. This pursuit more often became a life-
style, a true obsession and finally an addiction. Millions
spent, lives ruined.

What if there had been a machine into which
they could have simply put whatever they had, and
magically twice as much came out.. Well, hell, I guess
we would have had twice as many lives ruined for
each dollar spent. This is exactly the type of economic
efficiency that solidifies a country.

Yes, this is what they needed back then. A really
good line doubler.

But alas, none were to be had, and so the dream
unrealized, faded (and not to white).

Ihave heard that in the late ’60s and early '70s,

THAT WAS THEN, THIS IS NOW

About a decade ago, very expensive line doublers
that actually sort of worked appeared. Not magic, but
very nice. But again, a sort of conceptual plateau was
reached as pitiful few needed this technology.

But recently, digital display panels, technologies with
actual hard pixels, have begun to appear everywhbere.
Plasmas, LCDs and DLPs at tweak shops, Best Buy, 7-11
and online for 40 percent off. Every native resolution
you can think of.

And line doubling is actually obsolete. We need
something much more exotic, more like magic...We
need to hard-map all of these sources to all of these
displays. We need really, really good scaling.

BRING IN THE SNAKES

I hate scaling. Everybody cheats—makes up stuff—
because they have to. After all, the whole game is
making fake stuff up that doesn’t exist.

Gearboxing, sample rate conversion...Of course,
this barbaric practice is totally unnecessary for music.
It only exists there at all because a few sorely
misguided souls perpetrated the absurd idea that 96
kHz would be a good place to start when making
44.1kHz CDs.

You don’t have to change your sample rate if you
buy bigger speakers, though the 96k lobby may say
you do, but you do have to change your res when you
get that big new plasma. The trouble with pixels. It’s
just ane of those laws of nature, like snow’s cold and
nobody makes a reverb that sounds real.

LET THEM EAT DATA
Each and every one of us using electronic display

www.mixonline.com

technology—other than those few remaining steam-
powered CRTs—finds himself scaling. NTSC to
640x480, 600x800, 1024x768, 1,280. DTV, HDTYV, the
coming Super-Hyper-Mega-Def. Scaling is a sad fact
of life. Apparently, we all voted that this insanity was
okay, probably because our spirits were so crushed by
96kHz audio. Without the will to fight, it was done. It
seems the eyes have it.

But recently, digital display panels,
technologies with actual hard pixels,
have begun to appear everywhere.
Plasmas, LCDs and DLPs at
tweak shops, Best Buy, 7-11 and online
for 40 percent off. Every native

resolution you can think of.

Well, many eyes have had it—99 percent of all
scaling looks like crap. And that means that most
people today who have seen HDTV have never
seen HDTV at all. Sure, they have seen higher res
than analog or DTV, but when you do see a direct-
mapped HD feed, you never forget it. It’s just that it
happens about once a month for those who really
try.

And why is that? Well, what comes down the line
is never the same res as whatever panel you are using
to watch it, so someone, somewhere, is always scaling.
Often, in fact, it has been scaled before it was sent, and
your system does it again just to ensure that no scary
sharp edges or confusing detail appear.

HOW TO TIP THE SCALES IN YOUR DIRECTION
Those of you who want the highest res from your
plasmas, LCDs, DLPs and associated technologies
should remember the Scaling Prime Directive: Never,
and I mean never, let your display device do the
scaling. While I have seen a Marantz DLP projector do
some decidedly impressive scaling, I have never seen
any direct-view panel do scaling that I would wish on
anyone but my most hated enemy’s retinas.

Let’s examine our options. Rear projection is twice
as good every year and now merely bites instead of
being mortally offending. There are no direct-view
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DLPs, of course, so unless you want a
projector, this wonderful technology is
out of the running. It should be noted,
however, that this is the technology that
is pulling the quality of rear projection
out of the mire.

LCDs are still stupidly expensive and
limited to medium panel sizes. They can be
impressive, but none are yet fast enough to
display rapid mation without blurring. And
plasma scaling aptions range from furry to
blurry, from soft to sad.

What to do? Years ago, I reported my
experiences with an impressive Faroudja
scaler feeding a 50-inch Pioneer plasma.
The plasma itself was extraordinary,
but its scaling was pretty mushy. The
Faroudja fixed that up rat good. The
combination was so good that I have
only been to a movie theater two times
since I got this gear. That’s twice in
several years.

So why am I bringing all this up now?
Well, there is a company in New York that
told me over a year ago that they had a
scaler that was so good that it could make
a DVD look like HD. Yeah, right. I got one
right away. And now, some 14 months later,
I am prepared w0 reveal the truth about
this thing.

SSL XL 9000K
PROTOOLS HD <
STUDER 2" w/ DOLBY SR
VINTAGE -

MIC'S & oufrao:mcf\ —

VIBE FOR DAYS
“THE LOUNGE"
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OIL OR SCALES?

THE COLD-BLOODED TRUTH

Key Digital Systems makes a line of
video products aimed at everything from
good home systems to hardcore industrial

ew er

installations. All I am writing about today
is its scaling technology. Specifically, the
company’s HD Leeza, a switcher/scaler
with some unusual abilities.

To get the best results possible from
a DVD, you have to do the logical thing:
Put your video signal through the absolute
least amount of torture as it meanders

along its path to your display. To this end,
Key Digital arranged for me to start with
an SDI DVD player. If this means nothing
to you, these machines have a BNC
connector that outputs raw data directly
from the reading laser. They don't scale,
don’t de-interlace, don’t color correct,
don’t sharpen, don’t anything.

And it turns out that the HD Leeza
has an SDI input. You tell Leeza what
your display panel’s native resolution is
and...and...all hell breaks loose.

IS IT REAL? OR IS IT A MEMORY HEX?
No question at all, this thing is doing
unnatural magic within its processors and
memory. I have never seen anything like
this. To begin with, the outlandish claim
of making DVDs look like HD is basically
true! Let me establish some ground rules
before I go on.

First, it must be understood again
that very little HD out there actually
delivers real, unique data for every pixel.
On those rare occasions when you get
a direct-mapped feed that does, it can
often look more real than reality. No,
really. Remember, unless you have better
than 20/20 vision, a well-lighted, well-

—CONTINUED ON PAGE 149
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BY PAUL D. LEHRMAN

An Open Letter to the Head Apple
Re:What Have You Done to My OS? 0

ear Steve:
D You know that I love the computers you make.

P've been using them for almost 25 years, which
is the longest I've been loyal to any brand of anything, with
the possible exception of my toothpaste. The first one I
owned was an Apple II, which was a joy and a revelation
after all the time I spent programming with punch cards on
IBM mainframes. And when the Mac came out, I bought
one df the first ones, with the understanding that I could
henceforth forget command-line interfaces forever.

I helped develop some of the first Mac music software
and wrote for several of the early Macintosh magazines.
I've owned about 15 Macs during the years, and built four
college labs around Macs. Eight or so years ago, when the
pundits were proclaiming Apple’s imminent death, I stuck
to my guns and told anyone who would listen to stay the
course: We didn't have to jump like lemmings over to the
dark side of Wintel. And I was right.

Today, Steve, my faith continues to be rewarded. The
computers you're making are astonishingly capable, ver-
satile and brilliantly designed—from the iBooks up to the
dual 2-gig G5s—and they do everything I always wanted
to do and much, much more.

But there’s this thing you call OS X. Oh, I think it’s
pretty cool. Core Audio is great: I was getting really tired
of trying to keep track of all those ASIO drivers and plug-
ins folders for every device in every application. And I
like the way you can bail out of a hung-up application
without (usually) having to reboot the machine. The
security features are really useful, and Safari is so much
faster, cleaner and generally less of a pain in the butt than
Internet Explorer that I haven't even bothered to put IE on
my new machine.

But it took me a while to warm to OS X. Part of that
is just the way I am. Far from being the passionate first
adopter I was in Mac’s early days, these days, I tend to lag
well behind the bleeding edge when it comes to bringing
new software into my life. Not having my work disrupted
is more important to me than being the first on my block
to have the newest cool toy.

And part of it was you: As I wrote in this space just
about two years ago, OS X took a while before it was
ready for prime time in the audio and music arenas. So I
didn't install it in my home studio and school labs until
just last summer. That doesn't make me the last to arrive
at the party, but it does show you how cautious I've been.
And I'm glad I waited.

And vyet, there are things about OS X as it stands
today—whether you call it Panther, Jaguar, Hyena, Hip-
popotamus or whatever—that drive me absolutely nuts. I
don't mean they're irritating: I mean they make me want
to throw my computer out of a third-story window, which
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is a feeling I've had before about some equipment, but
never my Macs. Oddiy enough, some of these are things
I thought we managed to leave behind years ago. And I
know I'm not alone: Heck, my fellow MacUser alumnus
John Rizzo just came out with a whole book called Mac
Annoyances. (Have you read it, Steve?) So I thought I'd let
you know about them. Maybe I'll be able to use them in
my legal defense when I get busted for felony littering.

But it took me a while to warm to
OS X. Part of that is just the way | am.
Far from being the passionate first
adopter | was in Mac’s early days,
these days, | tend to lag well behind
the bleeding edge when it comes to

bringing new software into my life.

SYSTEM UPDATES THAT CAN'T BE REVERSED

The G4 I use in my studio came with OS 10.0-something
already on it, but I knew that its MIDI and audio support
was pretty lame, so I never used it. I finally decided it was
time to give OS X a fair trial when 10.3 came out. Trouble
was, the installation took me three days. I found out
later—much later—that there was a problem with some
of the third-party RAM I had bought with the machine.
It ran fine under OS 9, and it even ran fine under OS X,
but when I tried to update OS X, the machine gave me
all sorts of useless messages about missing Chinese Lan-
guage utilities—and stalled. Okay, Steve, that’s not your
fault and there are warnings all over the Internet about
using third-party (read: reasonably priced) memory, but
how hard would it be to put some kind of error trapping
in the installer routines that tells me what’s really going on
instead of blaming it on the Third World?

So I replaced the questionable RAM and now system
updates don't stall, but I still dread them. Why? Because
they still seem to take forever. The progress bar moves
quite nicely for the first couple of minutes in the “installa-
tion” phase, but then the software insists on doing some
inexplicable kind of “optimization” (it's not disk optimiza-
tion, which your support docs claim is unnecessary under
OS X, but they don't say what it #s) and that typically takes
half an hour, during which time, the progress bar does a
fair imitation of the growth cycle of Astroturf.
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And another thing: For 20 years, the Mac
was pretty much unique in the computer
world in that if there was something you
didn’t like about a new operating system, you
could trash it and go back to an older version.
Oh, I know the practice stopped being “of-
ficially” supported a while ago, and as the OS
got more complex, it became a pretty gnarly
operation, but it always worked for me, right
up to system 9.2.1. But now, I guess, the op-
erating system has “matured,” which means
that ’'m spewing tons of invisible, locked,
weirdly named, artfully buried and otherwise
inviolable files all over the disk whenever I
do a system upgrade.

The result is that if I make a mistake and
installed an OS that’s too new for my applica-
tions (as I stupidly did when I installed 10.3.7
without checking Digidesign’s compatibility
pages to see if Pro Tools would cooperate
with it, which at the time it most definitely
would not), my only recourse is to wipe the
hard disk and start all over. This means not
only losing all my files (which presumably
could be backed up), but also my software
keys, registrations, preferences—in short,
many hours of my life.

LET A MILLION LIBRARIES BLOOM
The proliferation of library directories in OS

{f you're serious aboult a career
in audio recording, you need
to attend a school that is as
commitled lo your success
as you are:

The Conservatory of
Recording Aris & Sciences

Conservatory students work with
cutting-edge equipment in world-class
studios. They study under seasoned
instructors witi industry experience
who know whal it takes to succeed.
An internship is mandatory for
graduation. and our students choose
where they go to do it.

Conservalory graduates bave earned
bundreds of tGold and Platinum
records and eren Grammy awards.
they record music with the world’x top
recording artists, If you're willing to  #
pul in the work. and if you meet our
requirements, we can belp you make
your mark in the business too.

1o find out more. call the
Conservatory at
800-562-6383 today.
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X would make a pregnant sturgeon blush.
There are libraries at the root level, librar-
ies inside the system and libraries for each
user account. There are ones for audio and
ones for plug-ins and ones with different
developers’ names on them. How do we
know what lives where? The answer: We
don’t! Not me, not the folks who write your
support documents and, most dangerously,
not the developers.

I'm told this is in the nature of UNIX. Well,
guess what? I didn't buy a Mac to run UNIX
and neither did 95 percent of the other Mac
owners. And you know that, Steve: You've
worked really hard to hide some of the more
onerous aspects of UNIX behind all that
groovy-looking Aqua stuff, so why couldn’t
you do something about this nonsense, t00?

Here’s an example: In a well-known audio
program, there’s a feature that lets you set up
a whole bunch of different matrices contain-
ing multiple processing modules, and you can
step from one matrix to the next as you move
through a file. But in a recent version, if there
was more than one user on the computer,
using this feature crashed the program. Why?
Apparently because the program would write
the matrix settings to a library, which it then
couldn’t read because it didn't have permis-
sion. I sent several e-mails to the software

Learn Audio

Serious school. Serious students.
Sefous success.

company about this, but that company'’s rep-
resentatives couldn't figure out how to make
it happen, so then I showed it to them at their
AES booth—it took me three minutes. One of
the company techs turned white and another
later wrote me, “You have no idea how dif-
ficult all of the libraries make my job”

And how about patch names? Remember
them, Steve? Some of us aren't just using the
software instruments you throw in with
GarageBand and Logic; we still have real
hardware synths and samplers that we love.
And we'd like to be able to see their patch
names show up in our software the way we
could ever since OMS first hit the streets.
Don't get me wrong: As far as OMS and
MOTU's barely functional PatchList Manager
are concerned, I couldnt be happier that
they're gone, if it weren't for the fact that now
we have no way of doing this at all.

What we do have are a dozen or so librar-
ies, where hundreds of factory patch lists that
come from God-knows-where are stored
in the form of XML documents. Now, you
might think that because theyre all in the
same format, any application would be able
to access them, but a lot of programs can’t
find them because they don’t like where the
documents are located or because the docu-

~CONTINUED ON PAGE 147
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Multichannel

Engineers Adopt Film-Style Techniques
Under Tight Broadcast Schedules

Advantage Audio's Melissa Ellis and Fil Brown ot the

Studer Vista 7, which is linked to Pro Tools and RADAR 24 , .
-7 3,3
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By Mel Lambert

elevision

s we move precipitously closer to the FCC's
mandate for broadcasiers 10 complele
the transition from analog to digital TV—
currently set for late 2006—there is no
denying that SD and HD are taking on an increasing
importance in the minds of consumers and professionals
alike. Sales of high-definition, digital-ready TV receivers
and monitors continue to climb (according 0 The
New York Times, more than a million DTV sets were
sold in October 2004), while mixing for a 5.1-channel
broadcast is assuming a more routine definition.

While hi-def programming was kick-started
primarily with sports and entertainment programming,
in the past year, prime-time offerings—from cable
and all major networks—have been flooding the
airwaves, complete with discrete 5.1-channel
Dolby Digital soundtracks, including those for
Alias, Desperate Housewives, George Lopez, CSI (all
iterations), ER, Joey. Law and Order (all iterations),
Medium, 24, American Idol, Arrested Development
and NASCAR—and this is just a small sampling.
NBC's The Tonight Show With Jay Leno has been in
HDTV for a while, and HBO now releases most of
its series specials in 5.1. The extra $10 on the cable
bill is beginning 1o seem almost worth it.

At Technicolor Hollywood, senior film/TV mixing
engineer Andre Perreault handles 5.1 sound for
a number of TV shows including Jjudging Amy,
Stummerland and Father of the Pride, as well as
movies of the week. “The key to a good HDTV
mix,” Perreault says, “is to use film-style techniques
with no compromise. At the same time as I'm
developing the 5.1-channel surround mix, I'm also

preparing a [matrix-encoded Lv/Rtj Dolby Surround
for conventional 2-channel broadcast.”

Perreault’s Stage 2 features an SSL Avant Plus
digital assignable console linked to Digidesign Pro
Tools for playback and Fairlight MFX-3s for 24-bit
recording of stems and finals. (Stages 1 and 3 at
Technicolor Hollywood are similarly equipped.) “I
always mix on the large monitors in surround,” the
engineer continues, “and then use a normal TV with
built-in [2-channel] speakers for playback with the
producer. If there are changes, 1 can modify both
mixes at the same time on the Avant. Everything must
sound good on the 2-track, but the 5.1-channel mix
is also important for not only the HD broadcast, but
also future DVD releases.”

One of the biggest hurdles 10 overcome, Perreault
considers, is production dialog. “Because of tight
schedules, the hard-working production mixers
often cannot secure the best dialog tracks. The good
crews are the ones that can do their best {under the
circumstances] and get the best resulis.” Perreault
uses a number of tools, including Dolby CAT cards
and CEDAR units, but prefers well-recorded tracks.
“Also, with all-digital systems, you have to watch out
for sync problems. We prelay everything here in the
room and monitor constantly for ticks and pops.”

Perreault generally mixes hourlong shows such as
Judging Amy in two days, including prelay. “Day one,
we load everything into Pro Tools from the server.
Ken Burton, my effects mixer, has a 96-track Pro Tools
while I use a 32-track system for dialog. Afier lunch we
add the music, which arrives in a separate Pro Tools
drive, and then build the mixes using 6-channel stems.
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Dialog is in the center, with group walla in
the surrounds and left and right, plus music
spread across the soundfield and into the
surrounds; effects are a full 5.1 mix. Within
the Avant, I have built a submix for the 2-
channel balance that follows gain changes
made to the 5.1 mix.

“Day two, we go through final changes
with the producers, and by lunchtime
we have a final playback. Then in the
afternoon, we complete the layback of
DME stems and the final 5.1-channel print
mastering to the MFX-3 recorder. Having
digital picture speeds up the process
dramatically, and since we automate
everything, the final mixes can be played
back from RAM.’

THE ANIMATION ADVANTAGE
Advantage Audio (Burbank, Calif.) handles
a wide cross-section of multichannel
programming and has recently completed
work on a number of animated series
including Kim Possible for Walt Disney
Television Animation. The facility’s pair of
identical stages house Studer Vista 7 digital
consoles linked to Pro Tools playback and
iZ Technologies RADAR 24 systems for
stem recording. “Stage A is where Melissa
Ellis and Fil Brown handle mixing multiple
versions of the [Kim Possible] project,”
points out Advantage Audio co-owner
Bill Koepnick. In addition to discrete 5.1-
channel and Lv/Rt Dolby surround mixes
for The Disney Channel and other outlets,
Advantage needed to prepare home-video
DVD releases of three episodes edited into
a single 70-minute offering, plus a Dolby
Surround mix for international release and
use on ABC-Television, Disney’s Family
Channel and others.

“More and more shows are being

Sitcom mixer Charlie McDaniel (Warner Bros.} developed templates
on the AMS Neve DFC console fo prep for George Lopez's incom-

ing Spanish-language dialog tracks.
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mixed in 5.1," Koepnick
offers, “even if they are not
yet being broadcast in that
format. If you plan for it
and have the elements, 5.1
doesn't take much more
time to mix than stereo—
the differences are mainly
in print mastering. You
need more time to generate
the necessary elements and
prepare stems, and final
print mastering has more
steps and takes far longer.
We need to be more efficient
and have sharper tools!

“The effects tracks [for Kim Possible]
took around two weeks to build,” recalls
Koepnick, “including4-channelbackgrounds
with diffuse ambiences for the surrounds.
The DVD project took six days for the mix
and a day for print mastering.”

“Our room's quartet of Pro Tools
systems,” adds mixer Ellis, “played back
24 tracks of effects, as many as 24 tracks
of music [prepared off-site by composer
Adam Berry], up to 16 tracks of dialog and
up to 16 tracks of Foley. Once we have the
dialog elements balanced, 1 begin to work
on the effects tracks while Fil [Brown]
handles Foley and music.” Effects are
also prepared in Propellerhead Software’s
Reason and replayed from various samples.
“It’s an easy-to-use application,” Koepnick
considers, “and we can use ReWire to re-
record the elements into Pro Tools.”

A virtual mix is built in the Vista 7’s
console automation, with stems being
recorded to the RADAR 24 along with
a composite master. “We do an effects/
Foley stem in 5.1, dialog in 5.0, music in
5.1—although there is not much in the
LFE—and the complete mix
to 5.1,” continues Koepnick.
“Having completed the 5.1
and Lt/Rt print mastering, we
also lay off an M&E mix.”

Regarding the facility’s
console choice, Koepnick
says, “Of all the consoles out
there, [the Vista 7} has the
most efficient user interface.
Our mixers like the knobs-
on-glass, icon-based controls
that let them see very
quickly what a control is
assigned to and what setting
is being displayed. Speed
is very important in today’s
high-pressure sessions: You
cannot look for a control—it
must be there and ready
to go.”

Larry Benjamin of Technicolor Burbank at the Digidesign ICON

MULTILUNGUAL WARNER

One of the busiest mixers in TV post—in
the hectic world of sitcoms, at least—is
Charlie McDaniel, who helms an AMS Neve
DFC digital console in Warner Bros.” Stage
8 on the Burbank, Calif., lot. Current shows
include Complete Savages, Less Than Perfect,
That '70s Show, Yes, Dear, King of Queens,
George Lopez, Half and Half, Center of the
Universe, Joey and Wife and Kids. In terms
of complexity, McDaniel says that the WB'’s
George Lopez presents some major audio
challenges. “We mix a Spanish-language
SAP channel for the show in addition to a
full 5.1-channel mix,” he explains, adding
that it is mixed with backgrounds and Foley
like a regular mix. “We need to reduce the
dynamics for the 2-channel SAP mix and
brighten the track to overcome the reduced
bandwidth, which is handled using print
mastering.”

To streamline the SAP mixing process,
the show’s production company, SPG
Studios, delivers Spanish-language dialog
tracks via ISDN from a voice-over studio in
Mexico. “Using a series of templates that I
developed for the DFC console,” McDaniel
continues, “I can prepare stereo and Dolby
Surround balances from the 5.1-channel
stems.” Edited sound effects, ADR, Foley
and backgrounds arrive on Fairlight MFX-3
drives, with everything else on Pro Tools.
Stems are recorded to a 20-track format,
with final delivery of the 5.1 channel and
stereo via Dolby E—encoded tracks on the
video master.

“I use the surrounds sparingly,” the
engineer concedes. “I might place some
music back there with backgrounds and
some panned effects; 1 prefer to keep
the audience primarily in the front. And
for sitcoms, we use the boom [LFE]
channel for music and not much else.
One problem is that the audience mics
[during the live videotapingl} can pick up
rumble from the soundstage and I need
to make sure that the dialog can be held
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"It's nice to finally have a console that seamlessly blends the
analog and digital studio worlds. The AWS 900 sounds wide,
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above any low-frequency material.

“We mix the show in a day,” McDaniel
adds. “Assembling the elements onto our
Pro Tools systems [assisted by his A2, Robert
Bradford 111] and getting a trial balance takes
around four hours, depending on how
complex the show is, and we spend an
hour on the SAP mix. Then we printmaster
the stereo and 5.1-channel mixes...and
we're done!” The mixer says that the 40-
channel/four-layer DFC Gemini saves a
great deal of time, “because I can store EQ
settings, for example, for different shows;
each soundstage has its own ‘quirks,” and
so I developed curves that I can recall at the
press of a button. Coming from an analog
background, the learning curve [on the
digital assignable console] was much less
than I thought it would be.”

CONTROL MEANS SPEED

with digital audio workstations offering
mind-numbing processing power, a
number of manufacturers have developed
control surfaces for DAWs that enable all
editing, processing and mixing functions
to be handled within a fully integrated
environment. Technicolor Burbank recently
installed a dual-operator Digidesign ICON
in Victory Stage A, where Larry Benjamin
and Ross Davis mix JAG and NCIS in 5.1.
“We have been using the ICON since July
[2004)," Benjamin says, “and it is a great
time-saver for us. We mix JAG in three days:
half a day to assemble the elements and lay
out the mix; one to two days to mix and
handle fixes for the producers; and then
the remainder of the third day to make final
fixes and printmaster.” Currently, the show
is broadcast in Dolby Surround, but CBS

: _'EO_L' ’LL__“ ¥

Television plans to offer it in 5.1 next year.
Discrete multichannel mixes are prepared
for possible DVD release and for forward
compatibility.

“We access Pro Tools files directly within
the machine room,” Benjamin explains, “or
via our FTP-based server, ADR arrives on
CD-ROMs. We end up with eight tracks
of dialog, eight of ADR, eight of Foley,
eight of group, 16 of background effects
and between 24 and 40 tracks of hard
effects. Music is supplied as a 3-track/LCR
orchestral score, plus individual sources for
JAG and multiple tracks for NCIS.

“Mixing in the box [using ICON] means
that all reverb, EQ and dynamics settings
are stored with the project,” he continues.
“The only outboard I use is a Cedar DNS
1000 for cleaning up air conditioning and
broadband noise. The ICON'’s [D-Control]
surface acts like a regular console, and the
combination of mixing and sound editorial
is totally seamless. We use the [Pro Tools]
editing functions all the time to move
elements or to clear up dialog bumps, et
cetera. If necessary, Ross [Davis] can also
replace things like gun shots quickly using
our effects libraries.

“[Such a system] changes your view
on mixing,” Benjamin concludes. “Full
automation of everything is outstanding. We
can accommodate picture changes [from
AVID editors] using automated conform,
which is very fast. We also use QuickTime
Picture, which speeds up moving around
a project. We can also run both console
sections independently, which means that
I can be making dialog EQ changes, for
example, while [Ross] handles something
else. It can be disturbing for the producers

Hank Neuberger, left, and Terry Fryer at Third Wave Productions, Chicago



because it sometimes makes it hard to
follow what we are doing. But we provide
a play-by-play so they know [what we are
doing at the console]. This approach of
working offline was quickly embraced by
the producers who immediately understood
the benefits.”

QUE UP QUALITY CONTROL

While post stages are capable of producing
stunning multichannel mixes for a number
of broadcast outlets, it is all too easy for
these materials to be compromised before
they reach their intended audience. In
addition to post-producing 10 half-hour
episodes of the hi-def Fields of Glory
college football series for the new InHD
Network with a full 5.1-channel soundtrack,
Chicago’s Third Wave Productions has also
developed a very useful quality-control
process. According to co-founders Terry
Fryer and Hank Neuberger, it is all too easy
to overlook format compatibility.

“For Fields of Glory, we need to provide a
conventional stereo mix, a [matrix-encoded]
Dolby Surround Lt/Rt mix and discrete 5.1-
channel mix,” Fryer explains. “To create a
convincing surround environment, spaced
mics are not very convincing. We use a 6-
channel Holophone microphone to capture
ambiences, locker room and crowd sounds.
In addition to creating the sense of ‘you
are there’ in our mixes, the Holophone is
far more monoy/stereo/surround-compatible
than other transducers.”

“But we also realized,” Neuberger adds,
“that we cannot mix and monitor in 5.1
channel and assume that the Dolby Pro Logic
II surround and stereo mixes [derived from
static downmix parameters] will sound okay.
We always listen through the [Dolby] matrix
to make sure that sounds panned to specific
locations stay there through the Lt/Rt encode/
decode process and do not disappear, for
example, during mono summing or move
from the hard center into left and right
channels. To deliver fully compatible mixes,
our SOP [standard operating procedure] has
been to perform a comprehensive review in
all three formats.”

The HD-ready sets are now flooding
the market, the delivery infrastructure is
advancing every day and the networks have
made the effort to get programs on the air,
with the realization that quality 5.1 audio
can improve the prime-time experience.
And now that the DVD medium is moving
toward hi-def, we can expect multichannnel
audio to be the norm, not the exception. B

Mel Lambert is principal of Media&GMarketing,
a Los Angeles-based consulting service for
the professional audio industry.
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By Sarah Benzuly

production
musiclibraries

New Delivery Methods for
~ When You Needed It Yesterday

Each year, Mix checks in with makers of production music libraries—those music
collections designed to be used in just about everything audio: radio spots,
Websites, commercials, Hollywood blockbusters, etc. And the market continually
gets bigger, with more and more large-scale and boutique companies entering
the field, bringing out piles of new releases each year. In such a noisy arena, the
key to success is getting product into the user’s hands.

That said, production music library companies are focusing on delivery—
providing the easiest, quickest way for editors to search for a specific music bed
to insert into their work, without stopping workflow. As the number of people
with broadband connections has increased, more companies are offering music
online, allowing users to quickly search, audition and download specific tracks—
and whole libraries—in high-resolution formats. In fact, a recent survey of top
music supervisors done by Associated Production Music found that more than
93 percent of respondents either already are or plan to download and audition
cues for use in film and television via the Net. 615 Music’s Randy Wachtler also
sees an increase in downloading activity (though more from blanket licenses than
needle-drop) as it seems easier and safer. However, Wachtler says that “the pipes”
are still not big enough to download full libraries.

Looking at how Napster has turned the music industry on its side, trepidation
remains strong in this field: Many companies prefer not to put their libraries
online due to issues surrounding file sharing and ensuring rights protection for
the company’s composers. For example, JRT Music’s clients maintain their own
databases or electronic delivery systems, and the company will send out CDs
for the user to upload and then send back when finished. “Other clients still
prefer the actual CDs, and we update all of our clients with new CDs for free,”
JRT’s Catherine Bogin explains. “Yet another category of clients enjoy our free
search services and like to swap CDs per project. DVD delivery is something that
should be picking up steam. A lot of clients have expressed interest in this and
we anticipate it will be popular because it allows the client to still have all of the
music on-hand but in a much easier-to-manage package.”

Sonic Implants’ Jennifer Hruska adds that DVDs are becoming the most
popular delivery mechanism as they can hold a large amount of data. “Even
still, the size of the library is starting to push the limits of that [format],” Hruska
says. “We are looking into the issues surrounding releasing on hard drives. The
main issue for us is user support: We’re not really in the business of providing
PC hardware user support!”
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Doug Perkins, VP of sales and marketing at mSoft,
relates that back in December 2004, the company sent
out more than 7,500 audio CDs on drives just to update
its own customers. “I have found more and more libraries
that do not currently even exist on CDs. They are delivered
on DVDs, on iPods or hard drives with audio files and a
searchable text database. This gives them the ability to
just send the music a customer needs and none of what
they don't need,” he says. “I see this more with what we
call ‘boutique music houses, which are usually a few
composers that feed the trailer houses and other promo-
based production houses with new music, fast—they can't
wait for CDs to be pressed or artwork to be produced.”

Megatrax’s Ben Trust is also looking forward to hard
drvive delivery: “We’re continually adapting to the user’s
needs because there is no one standard for delivery. We've
found that the big studios and networks don't do as much
downloading because they have firewalls, which puts limits
on what they can download. So these companies prefer hard
drives. But for the individual, they prefer to go online.”

For companies delivering on hard drives, using a
Web-based search engine or an included search tool
keeps the client in their domain: For example, the “Killer
Tracks” search engine won't find the “APM” tracks and
vice versa—great for the company, not so great for the
client. According to Markus Schmidt at Creative Network
Design, “From a user’s point of view, it is favorable to
have one search engine that finds anything from music to
sound effects to samples. To take advantage of Mac- and
PC-compatible file-management systems like our NetMix,
rich metadata for the music CDs is the key element. Music
libraries provide us with metadata that we deliver with our
CD-ripping software Riplt (Mac, PC). The Riplt software
creates cross-platform—compatible Broadcast WAV files
with embedded metadata. This embedded metadata is
scanned by NetMix and becomes searchable in many
different ways. In addition to searching and auditioning
music tracks, the user can preview music in sync to picture
and transfer complete tracks of pre-edited tracks directly
into Pro Tools or Avid.”

Dan Stein of Musicbox would like to see drive-based
and online delivery be the norm, but cites technology
incompatibilities, difficulty updating hard drives and
networks not up to speed with DVD-ROMs as reasons why
most users still prefer a CD. GMP Music has found much
of the same results: clients preferring the portability and
readability of CDs. “The need for us to begin distribution
in other formats such as portable hard drives, DVDs and
CD-ROMs has been negated by the built-in ability of nearly
all professional editing software or operating systems to
allow for audio extraction directly into the production,”
comments GMP’s Gene Ort.

According to Martha Lonsdale at Westar Music, most
users still prefer to have a physical CD or DVD in their

hands. “One of the reasons that hard goods are still
necessary is that not all production facilities have Internet
access in their studios. In the highly competitive production
music market, the client is king and any delivery method
must take into consideration the physical requirements
of your client base.” Megatrax's Trust agrees: “It is all a
function of the end-user. CDs will continue because of
their human element for searching, looking at the covers
and reading.” Videohelper’s Joe Saba also sees CDs sticking
around for a while, as most companies keep their video
editing software disconnected from the Internet so that
they don't contract viruses. “We've seen fewer requests for
hard drives than expected because updating is a problem;
it's a giant FireWire mess if the company has lots of libraries
and they can use iTunes instead. We're format-agnostic:
We'll give the customer whatever format they want.”

Whether on CD, DVD, hard drive, MP3, iPod or any
other storage medium, production music library companies
are still shuffling a massive amount of material every year.
Here’s what's new from these libraries since last April;
companies are listed in alphabetical order.

New libraries from 615 Music (www.615music.com)
are Dramatic Drones & Beds, Groove Generation, Hip
Hop Drops, R&B Vocal Groove (featuring Take 6's Claude
McKnight), and Electro Culture and Jazz Now from Music
Shop. In addition to search and download functions on its
site, the company also offers Flash drives that are 2 gigs and
2 inches long—about the size of a small Bic lighter.

Relying onthe talents of its record
label, Amusicom Records &
Production Music’s (www.
amusicom.com)  quarterly
release schedule brings out 12
new CDs expected to hit the
market this year. Headlines is a
series of CDs for use in news, sports,
promo, advertising, trailers, action,
entertainment or magazine shows,
featuring urgent grooves and dynamic orchestral pieces to
heighten a sense of drama. Bass 'n’ Beats highlights the low-
frequency beats of modern hip hop and electronica. Users
can receive the releases in a number of ways: Production
Catalogs (“P-Cats”), which are specially designed cases
from Case Logic that hold CD/booklets for the entire
library; custom-formatted 250GB drives; and online, where
users can download tracks from Amusicom’s distributor,
Megatrax, in a variety of file types.

Releasing 126 CDs for 15 different libraries in the past
six months—including titles for its Ded Good, KPM, Salib,
Selected Sound and Siren Cues—APM's (www.apmmusic
.com) library can be accessed online via MyAPM, a
searchable music-management portal where users can
specify between download options or physical delivery
(CD, USB hard drive, FireWire hard drive). There, users

www.mixonline.com e April 2005, MIX 37




can search for Lo Editions (part of the
Bruton collection), which comprises six
CDs of ultramodern electronica. A new CD
from KPM'’s Bad Ass collection, Rock Candy
has 61 tracks with alternate mixes. Also
new are collections in world music (North
and South India, Persia, Iran, Sudan and
Yemen), Sonoton Trailer Tracks, Romantic
Comedy and Back End 2.

All CSS Music libraries can be purchased
at the company’s twin sites—www,
cssmusic.com and www.dawnmusic.com—
via UltraEdit, the company’s search and
retrieval system on a handheld FireWire
or USB hard drive, which comes with two
onboard search systems. Users can also
purchase CDs or in the company’s Q-Tunes
CD-ROM format as MP4s, which are usually
priced less than half that of a comparable
physical CD. New releases include Target
Trax Vol. 42 “Urban Rock,” MAX TRAX Vol.
45 “Dramatic,” Super Themes Vol. 50 to 54,
Project Platinum Vol. 13 “Quirky Music for”
and V-Trax Vol. 3 “Winterscapes.”

New releases at De Wolfe Music Library
(www.dewolfemusic.com) include Beats
and Rhymes, a hip hop, producer-created
library featuring MCs Butta Verses, Kurious
and Black Attack, among other hip hop
artists; Latin Dramatic Film Score; American
Heartlands; an international collection; and
Fantasy & Magic CD, the company’s new
offering for video games. Each offering
can be delivered with the company’s new
fully searchable Harmony Music hard drive
(Mac, PC). This 500-gig LaCie drive provides
access to the entire library using multiple
search criteria, and users can import music
directly into numerous programs, including
AVID, Final Cut Pro, Pro Tools, iTunes, etc.
Harmony is updated quarterly with a self-
installing DVD-ROM of all new releases
in Broadcast WAV format. Users can also
take advantage of the company’s online
search engine; downloading capability is
coming soon.

New from Extreme Music (www.
extrememusic.com): The Passport Series
(a world music series featuring Tashi
Lhunpo Monks, El Tanbura, Farida and the
Iragi Magam Ensemble & Joji Hirota) and
The White Label (featuring top names in
dance music including John Digweed and
Sasha’s Maven). The entire X-Series and
Royal Philharmanic Classical and Opera
collections are available on DVD, Porsche
hard drives or downloads from the site.

FirstCom (www.firstcom.com) has
added online services and more than 100
CDs since last April, including catalogs
Evo, SXS Series and Noise Pump Music
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(from the UK). MusiQuick Local, a FireWire
custom-loaded hard drive solution, delivers
music in .AIFF, MP3 or WAV files; drives
are accessed via AppleShare and supports
0OS 9/X. Coming this summer: MusiQuick
Server, an upgrade on MusiQuick Local.
Online, users can audition and download.

New collections available for download
(.AIFF, WAV, MP3) from Fresh Music’s
Website, www.freshmusic.com, are Acoustic
Guitar Moods 1 and 2, Extreme Corporate,
Jam Band, Back Road Country, Solo Piano
Moods 1 and 2, Headbanger Sports (think
X-Games), Party Gras, Geo Political, Fresh
X and Open Spaces.

Gene Michael Productions Music
(www.gmpmusic.com) offers a variety
of music delivery options, including Red

Book audio CDs and custom CD-Rs, while
focusing on full-length/high-res online
audition/delivery in MP3, .AIFF and WAV
formats. New releases include The Latin
Experience, a collection of horns, drums
and keyboards; Drum Works, solo drum
licks in a wide variety of styles; Swing
Time, reliving the sounds of jivin’ '30s
and '40s big band; Survivor (think the
show sans cameras); Next Generation
(acoustic/industrial/soft rock); Crash Test
(heavy metal/sports rock); Not Quite Real,
a quirky collection of techno, acid jazz and
ambient; and A Moment In Time—for all
you romantics out there.

Groove Addicts (www.grooveaddicts
.«com) recently added two libraries: They are
distributing UK-based Audio Network (you
may have heard its work on the SpongeBob:
Squarepants movie) and Liftmusic, a new
contemporary label comprising the work of
more than 30 writers. An enhanced online
client music project area allows users to
save searches by project name, archive
them online and e-mail them to associates.
Groove Addicts will launch a high-end
composer scoring series—Full Tilt, offerings
5.1 stylized tracks—this spring.

JRT Music (www.jrtmusic.com), which
represents and is owned by France-based
Tele Music, adds 11 libraries to its catalog,

with many of them written/produced in
France. Street Beatz focuses on hip hop
and rap themes (written/produced in the
U.S.); Adrenaline Addict, a collection of
intense driving rock tracks; Indie Pop
(written and produced in the company’s
UK office); Electro Pop; Roots, Dancehall,
Ragga; Funk Connection; Electro Beats,
where electroclash meets big beat; Movie
Magic; XXL Jingle Vols. 1 and 2; and
Blue Funk. Online, users can search and
listen, but cannot currently purchase music;
JRT is currently involved in a business
partnership with sounddogs.com (which
offers download services) for its entire
catalog. For tight production schedules, the
company provides music via FTP, e-mail or
traditional shipping. Due to client requests,
JRT expects to release a three-DVD set of
its entire collection.

Since last NAB, Killer Tracks (www.
killertracks.com), a division of BMG
Production Music, has released more than
60 new CDs, ranging from Timewarp, Dark
Zone, Sports, Speedway Mullet, Backpackers
Delight, Brazilia and much more. This year,
the company will unveil Zero to Sixty,
composed and produced by Badass Music
and featuring youth-oriented titles such
as Massive Action, Electro Soul and Teen
Machine. In addition to receiving CDs,
users can audition and download music
(WAV, MP3, .AIFF) from BMGMusicSearch
.com; a revamped KillerTracks.com, coming
soon, will streamline this process. Hard
drive delivery is optional.

Manhattan Production Music (www.
mpmmusic.com) has been promoting its
Live Trax Music Collection, which features
live instruments and musicians, many of
whom contribute lyrics. Live Trax also
includes orchestral music with scoring stage
and symphony hall mixes. The company
reached its “100 disc” milestone with Dark
Orchestral Volume 1I, part of its Apple
Trax library. All offerings are engineered
and mastered using Sonic Solutions by the
Grammy Award-winning team at Chesky
Records. While seeing heavy CD usage,
the company offers clients the ability to
download in WAV and .AIFF formats;
Manhattan Production Music has also been
added to the mSoft server system.

Adding to Megatrax’s (www.megatrax
.com) 160-plus CD library are Sensacién
and Indie Rock. Composed/arranged/
produced by Jorge Calandrelli and Byron
Brizuela, Sensacién is a six-CD collection
of Latin hip hop and pop/dance tracks,
including salsas, meringues, mambos and
other tropical styles. Artist-driven Indie
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and sign up for downloading privileges today.
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productionmusiclibraries

Rock, produced by Pinch (drummer of
The Damned), features other punk artists,
including Steve Soto (The Adolescents),
bassist Warren Renfrow (Manic Hispanic)
and vocalist Sean Wheeler (Throwrag).
Megatrax offers its MusicSource for
searching online, and the company is part
of Play Music Finder, a European system
where clients can download in numerous
formats. Hard drives large enough to hold
the company’s entire library and updates
are also available.

New from Metro Music (www.metro-
music.com) are Dancehouse, offering
four-on-the-floor tracks; Challenge II, light
dramatic narrative stories in a film sense;
Light Fashion & Retail, mixing smooth
jazz and light radio; Tense Teases (drama
promos and danger cues); Prime Time Party
(party music from the '60s through the *90s);
and Cool Jazz. Need something that has
the feel of a '60s TV show? Search online
with the company’s Music Source for new
release Lounge & Kitsch '62. Like what you
hear? Contact the company by phone or e-
mail with credit card information and Metro
Music will send you a link to its FTP site for
.AIFF download.

New from Music Bakery (www.
musicbakery.com) are categorized thematic
CDs. In addition to its self-named library,
Music Bakery also offers StudioCutz,
MediaTone (new release is Ultimate Drums
& Bass) and WinkMusic (new release is
World Sounds Collection). Music Bakery’s
Auto-Ship program allows users to receive
a discount on every new CD ($59 each
as opposed to $99), which is delivered
automatically each month. Online, users
can search and download tracks as MP3,
LAIFF and WAV files.

MusicBox (www.musicboxmx.com), a
partner with mSoft, released a new series
of CDs, CINEMATIC,
with the first offering
titled Action Adventure.
The series comprises
music associated with
the silver screen,
providing a blend of
modern  orchestral
music with cutting-edge musical styles.
Action Adventure offers 10 themes with
various mixes and edits per theme. Also
new is a 1,000-track/20-hour library titled
CUE—the company’s 100th CD release. An
online delivery system is in the works.

Network Music (www.networkmusic
.com), a division of BMG Entertainment,
offers a number of new titles, including
a VBM library (which spans funk, jazz

and kitsch to suspense, country and
aggression); SLAM!, geared toward radio
programmers; and Essential Series, offering
multiple genres and the “corporate sound
of Wall Street.” Also new are ShortTrax,
which comprises 7,000 tracks for unique
spots, promos and jingles; and Classical,
which brings the classical compositions of
Bach, Beethoven, Handel, Mozart, Schubert,
Tchaikovsky and more straight to the user’s
sound palette. New in Network’s library are
Animation Station, Air Guitar, Energizer
and Human Drama.

Non-Stop Music Library (www.
nonstopmusic.com) is now offering its
music on external
FireWire hard drives.
Users can house their
700-plus discs on
their own servers or
a supplied 8x6x1.5-
inch hard drive; a
connection to an
internal server will provide all of that
facility’s editors access to .AIFF, WAV
or high-resolution MP3 files. Clients can
also pull their files into iTunes. For those
who still prefer the CD format, Non-Stop
has created the space-efficient Producer
Series, a re-categorizing and reformatting
of its traditional library. Non-Stop’s newest
releases include Acoustic Guitars 1-2,
Attitude 6-7, Suspense 3, Adventure 3,
Comedy/Humor 1-3, Corporate 1-3, Epic
1 and Kids/Cartoons 1, among many
others. The company’s sub-published
libraries include Cavendish, Groovers, V,
Countdown, Hastings Media Music, Point,
TRX, Crashed and Mathambo Music.

Omnimusic (www.omnimusic.com),
a 15-CD, 4,000-track music resource,
offers seven new releases. I-Tech (from
composer Bernd Schoenhart) delivers 14
main themes, five underscores and 24
broadcast edits; Drama Cues II (from
mysterious to chilling to heroic moods)
includes 13 main themes, 15 underscores
and submixes, and 22 broadcast edits; and
continuing in its line of holiday music,
'Tis the Season comprises 19 themes,
four underscores and 28 broadcast edits.
Modern Thinking, penned by composers
Erich Glaubitz and Mike Jewell, blends
drum loops and synth sounds with virtuoso
keyboards and guitar performances, while
Nova Jazz lets the user sit back and chill
out. Last in this list is Atlantis, full of 16
glistening fantasy themes—all of which can
be demoed online in Quicktime, Flash and
MP3 formats. Also offered are Omni Blue
Dot, Flash-Point Music and CDM Library.
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Production Garden Music (www. B B E I\/I ax — XS
productiongarden.com) comprises 10
separate production music libraries, offering
three types of CD) volumes and libraries:
Broadcast Production Music Libraries
(Music Street, MSE, Series 100, Tune
Ranch), Long-Form Theme Music Libraries
(which offer additional mix versions and
include Manchester, Metro, World Sounds
and Series 200) and Production Elements
and Work Parts, which feature short stings,
sweeps, sparkles, eic., and comprise Air
Assaul, PowerDisc and Stinger Tracks.

Promusic (www.promusiclibrary.com)
has added roughly 100 CDs this vyear,
including Digital Vision, a contemporary
library created by musicians who have
worked with artists such as Bjork, the Brand
New Heavies, Jah Wobble and Bryan Ferry.
Promusic offers numerous delivery methods,
including downloading more than 14,000 é * On-board BBE Sonic Maximizer
tracks in WAV or .AIFF formats from the site. e 2-way stereo/3-way mono crossover
[T Gonlo o el | s i * State-variable 4th-order Linkwitz-Riley filters
MP3 files, where clients can “dump” files e 115dB of dynamic range (More headroom

onto a local drive or keep the drive locally th of¥ercr r in its class
connected for instant access 10 tracks. The Bpany er crossever in | g )

Promiticklibraties e AlsoYinailablclonkine wvsw.bbesound.com * Phase reversal and mute switching
mSoft server system.

RCB Music Library’s (www.rcbmusic
library.com) two offerings—VARIETY Vols.
1 and 2—are produced at sister music
production company, Barclasion Music.

Two processors, one great unit.

BBE® Max-X3...cross over to your dealer today.

According to owner Rick Barclay, one of I I ape
the main necessities before launching the / e essence of your prod 0
library was the Website. It was designed— Our productio énce perceplio

and is in constant redesign—for members
to access music, license forms and other
miscellaneous information. New tracks are )
available online betore being available on /B 4
CD. A search engine is in place for video
producers 1o find the needed track style.
Smartsound (www.smartsound.com)
has just begun allowing users to download
entire CDs via its sile using its software,
Sonicfire Pro. (Version 3, launched at last
year’s NAB show, allows users to download

AKE A STATEMENT
MARE IT KILLER
300.4. KILLEE

| I
single tracks.) SmartSound automatically W K aThA |

generates soundtracks that fit any length
needed through a patented technology:
Smartsound employs four musicians who
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work as “blockers” on these new releases,
where they listen to each track and decide
which small musical segments within the
piece work as independent modules. Music
CDs are then encoded with information
that tells the company’s software how to
re-arrange a music track to fit into the length
needed while being musically complete.
The software can be used alongside other
editing programs, allowing the user to
continue working on video while auditioning
audio tracks. New this year are Greatest
Hits (released for Music Bakery and Sound
Ideas), Romantic, Riveting, Breakbeat,

Groove

aasa“ 5
The Power Plant: Seven Groove Tubes offer

tremendous output power driving a custom
wound and robust output transformer.

L}

ham. Glory Kth: Addslg:orderl e&:r'l‘es
rmonics to the compressed signal.
basses fuller and guitars chimier without
increasing signal level,

‘ The Ultimate Front End: Pair the
Glory Comp with a GT ViPRE™ mic pre.
Your mics will love you for it.

...it"'s almost un-Fair!

Headlines, Groovin, Motivation, Driving,
Bossa, Coffeehouse, Eurobeat and Progress.
At NAB, Smartsound will announce an
agreement to produce music CDs with the
SmartSound encoding system for a major
supplier of needle-drop libraries.

Sonic Implants Network (www.
sonicimplants.com) now offers Symphonic
Collection, comprising Ensemble Strings,
Soloand Ensemble Brass, Soloand Ensemble
Woodwinds and Orchestral Percussion—all
now shipping. The release was recorded by
Emmy Award-winning engineer Antonio
Oljart and RIAA Award-winning engineer

Introducing the
Tubes Glory

Comp

True all-tube variable transconductance
compression... now within your reach

Variable tube transconductance is the ability
of a tube to change the signal level flowing
through it on command. Unlike most “all tube"
compressors made today, the Glory Comp uses
actual variable gain tubes for its dynamics
processing... not Opto devices, FETs or Op amps.
A closely matched pair of specially selected and
spectacularly linear Groove Tubes handle

the delicate task of changing the program
level, modulating the gain in an especially
smooth and natural fashion.

But the proof is in the listening. When your
chance arrives, you'll witness the most invisible,
diabolically flexible and inherently musical
compressor available anywhere, at any price.
Plus, you can actually afford a Glory Comp,
since it costs about $27,000 less than the
most famous vintage example of variable
tube transconductance technology...

—

© 2053 Ginops Tibies2LC Al Bights Beusreerd www.gmovembes.com
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John Bono at Sonic Temple Studios (now
Futura Productions). Limited collections
are available for download.

Chilled Electronica, Sopersound’s
(www.sopersound.com) new offering, is
straight from the London club scene and
is packed with provocative downtempo
dance and electronica styles. Eighteen full-
length themes fill out the release—all of
which can be downloaded online in WAV
and .AIFF formats. Need more themes?
Continue searching via the company’s
MusicSource Online tool and audition
something that piques your interest.

Stephen Arnold (www.stephenarnold
music.com) is now offering a Sonic
Branding News system, which comprises 19
varied music packages titled CounterPoint,
Convergence, Elevation, Finale, Fusion,
Metropolis, Horizon, News Edge, News
Matrix, One World, Overture, Pinnacle,
Signature, Stravinsky, Third Coast, Wall-to-
Wall News and WWL News. This division
specializes in creating audio signatures for
a station or network. The company also
announced two new musical packages:
Extreme and U-Phonix. Each library
includes 14 musical themes for high-octane
news reports.

New from Valentino (www.tvmusic
.com) is the 10-CD Millennium Series,
which features volumes on techno, sports,
action, drama, Latin pop, funk, classic rock,
action/adventure and more. Not library-
related, but pretty interesting: Valentino
has opened its archives of music and sound
effect audio clips for ringtones! Ready for
licensing, all 300-plus CDs and 50,000
offline sound effects are ready for ringtones,
gaming, photos or other A/V applications.

Videohelper's (www.ideohelper.com)
ScoreHelper is chock full of cinematic
soundtracks, ranging
from huge Hollywood
orchestral blockbusters
to indie-label alt/folk
to experimental sound
design to reality TV.
The library is now
available for searching,
auditioning and download at
playvideohelper.com.

Since last April, Westar Music (www.
westarmusic.com) has released 12 new
CDs in seven categories, including titles in
its Solo Instrument, Sports, Rock, Dance,
Comedy/Cartoon, Country and Easy
Listening libraries. All music is available
for audition and download. o

Www,

Sarab Benzuly is Mix’s senior associate
editor.
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New
Perforated
Screens

By Bob Hodas

~_How Do They Sound?

Lately, it seems I'm getting more calls to
tune high-end home theaters. In my experi-
ence, most of these home clients care more
about how the room looks than how it
sounds, so speakers are usually hidden be-
hind a perforated projection screen. Many
of my post-production clients—such as Mi
Casa Multimedia and Creative Group—use
CRT, plasma or LCD video monitors. Oth-
ers—such as GTN and Fantasy Films—use
projection screens due to room size. The
latter need to place their speakers using a
conventional theater approach: behind the
large screen.

In rooms with permanent screens, |
generally have to insert some kind of
high-frequency compensation curve due
to losses from playing audio through
the screen. Companies such as THX and
Stewart Filmscreen build boxes that do this
job in theaters. Rooms where the screen
is stored in the ceiling and dropped in
for a project require optional filter sets for
tunings with—and without—the screen in
front of the speakers. Unfortunately, with
two curve options, engineers who don't
pay attention can sometimes mix a project

with the wrong curve engaged.
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I don't recommend putting speakers
behind a screen; I've never been happy
with what traditional perforated screens
do to a speaker’s high-end response. Does
“tissue paper” sound familiar? Not only do
I not like how these screens affect sound,
I certainly don't like the way they measure.
However, due to the popularity of high-
end home theater installations, a number
of companies offer new alternatives that
are said to provide improved audio per-
formance over the standard perforated
cinema screens. I'd like to share some of
my research on the subject to help you
select a screen with minimal impact on
audio quality.

My test methodology was fairly simple.
A Meyer HD-1 reference monitor was mea-
sured in the near-field, both on-axis and 30
degrees off-axis, with no screen in front
of it. The same measurements were then
made with each of the three screens hung
in front and parallel to the speaker face.
I measured each at a variety of speaker-
to-screen distances, but only published
charts for one distance of eight inches.
This distance gave an optimal reading for

all screens.
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e Zero Distortion - less than one part per million * High output level +33dBu
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The screens tested were the Draper
(www.draperinc.com) AT1200, Screen
Research’s (www.screenresearch.com)
ClearPix2 and Stewart Filmscreen’s
(www.stewartfilm.com) MicroPerf. The

Nms 1 tade

three screens differ dramatically in how
they are manufactured and, hence, how
they pass audio. The Draper and Screen
Research screens use a woven material
that allows sound 1o pass through the

stn® 2.3 gcereo

Fig. 5: Stewart MicroPerf vs. no screen (light blue), on-axis
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weave. Stewart punches holes into the
screen using a size and pattern that the
company has determined to be the most
acoustically transparent. The individual
MicroPerf holes are about 0.5 millime-
ters in diameter, much smaller than the
1.2mm holes used in conventional per-
forated theater screens.

They say a picture is worth a thousand
words; in this case, the charts speak
quite clearly. So I will simply guide you
through the process with the figures.

Figure 1 shows the on-axis reference
impulse of the HD-1 speaker with no
screen in front of it. Amplitude is shown
on the vertical scale and the timeline in
the horizontal scale is +7 milliseconds.
The initial impulse is at 0 ms because
the propagation delay between the
speaker and the microphone has been
removed. So all reflection energy will
show up to the right of the initial
impulse.

Figure 2 shows the Stewart MicroPerf
placed eight inches in front of the speaker.
Note the initial impulse’s reduced high-

Vidgo I§ Imporuant, Too!

This article deals only with audio per-
formance of screens and is not intended
to address the subject of picture quality.
I'm no expert on video, so I spoke with
VGE (Video Guru Extraordinaire) Joe Kane
about perforated screens. “Compared to a
non-perforated screen, two big problems
are loss of light and a loss in image reso-
lution. A perforated screen will lose 10 to
20 percent of the light hitting it, which
means that the screen has to be reduced
in size by 10 to 20 percent to provide
the same amount of reflected light as a
solid screen,” explains Kane. “In terms of
image resolution, we did some WMV-HD
versus MPEG-2 comparisons. On a solid
screen, no one missed the differences be-
tween the two systems. On a perforated
screen, no one could see the differences.
Also, at specific throw distances, the
fixed pixel pattern of a solid-state imager
can beat with the perforated pattern on
the screen.”

The way that a screen is manufac-
tured will affect the above problems to
varying degrees, so readers will have to
do more research to determine the ideal
screen for their particular installation.

—Bob Hodas
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New Perforated Screens

trequency energy and the significant
reflection at about 1.2 ms. This reflection
is caused by the sound bouncing off of
the screen, back to the speaker face and
through the screen again. Several lower-

dB Ampl1 rude
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fig. 6: Draper ATI200 vs. no screen (light blue], on-axis
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energy reflections may be noted along the
timeline, as this process is circular. While
one solution to the recycling reflections
would be to put an absorptive material
on the front of the speaker (such as 1-inch

Fig. 7: Screen Research ClearPix 2 vs. no screen (light blue), on-axis
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Fig. 9: Draper ATi200 vs. no screen, off-axis
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Fig. 10: Screen Research vs. no screen, off-axis
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compressed Fiberglas), this could interfere
with the tweeter dispersion and is not
considered desirable by many speaker
manufacturers.

Figure 3 shows the Draper AT1200
screen, also eight inches in front of
the speaker. With this screen, the high-
frequency energy is only somewhat
reduced in the initial impulse. The
reflection is also reduced (less than half
of the energy of the Stewart) and there
are no additional reflections along the
timeline, an indication that the audio is
less affected by the screen.

Figure 4 displays the Screen Research
ClearPix2 hung eight inches in front of
the HD-1. The initial impulse is only
somewhat reduced with this screen and
the reflected energy is the lowest (and
the best) of the group. No additional
reflections appear along the timeline.

Now let’s examine how the reduced
impulse energy and the reflections’
size affect frequency response. All
measurements are shown in 24th-octave
resolution and the scale of the window
is +9 dB. The response displayed is 1
kHz to 22 kHz because the majority
of the differences occur in the higher
frequencies. The two curves in each of
the following figures directly compare
the effects of each screen against the
speaker without a screen. The light-
blue trace represents the HD-1 with no
screen. The dark-blue trace represents
the effect of each individual screen. The
two red traces at the top of the window
show the coherence for each response
trace. The traces indicate whether the
mic “sees” what the computer actually
generated, signifying that the signal
has been degraded or changed in some
way. This is an imporiant factor for
understanding dialog, as an example. As
it’s difficult to distinguish between the
two shades of red, 1 will point out any
significant problems. (The lower the line
on the figure, the worse the coherence.)
In the first comparison, we’ll look at the
on-axis response.

Figure 5 (page 46) is the Stewart
MicroPerf. Starting at about 1.25 kiiz, the
response is affected by the screen, with a
big hole appearing near 5 kHz. The high
end drops off significantly after 7 kHz, and
the effects of the reflections are indicated
by very rough combing and a significant
drop in coherence.

Figure 6 shows the Draper AT1200.
Again, there is a rather noticeable hole
around 5 kHz and then a general overall



drop in high end starting around 8 kHz.
Combing is not as severe as in Fig. 5.
Coherence has also dropped slightly in
this range. The response is a bit rougher
due 10 the reflection indicated on the
impulse response.

Figure 7 is the Screen Research
ClearPix2. Here, there is little degradation
of the original signal. There is some loss
above 10 kHz and only a bit of roughness
due 10 the mild reflection on the impulse
response. Coherence exhibits a minor,
almost insignificant, drop.

Now let’s look at how these screens
perform 30 degrees off-axis. This is an
important measurement. As in the wider
theater-style seating scenario, accurate
coverage needs to be as wide as possible.
Once again, we will compare the screens
to the bare speaker.

Figure 8 overlays Stewart’s MicroPerf
with the HD-1. The loss above 4 kHz
is significant and badly combed out,
although it does follow the trend of the
bare HD-1. Note: There is also some loss
below 4 kHz.

Figure 9 shows the Draper AT1200. It
follows the trend of the HD-1 fairly well.
The losses are pronounced above 10 kHz
but not badly combed. There is some
loss between 3.15 and 4 kHz, and some
significant dips in the 6kHz region.

Figure 10 demonsirates the Screen
Research ClearPix2’s ability to hit the trend
of the bare speaker, even in an off-axis
measurement. There is some roughness
but very little loss. This screen performs
exceptionally well off-axis.

My preference and continued advice
is not to place speakers behind screens.
However, practical working conditions
necessilate that screens are, indeed, used.
Judging strictly on the basis of audio
quality, the Screen Research ClearPix2
is the best screen I have measured to
date. It exhibits little on-axis loss and is
outstanding off-axis. This screen could
eliminate the need for those extreme
screen-loss equalization curves (a practice
that can push tweeter performance
beyond its limits and negatively affect
the phase response).

It also means that I may not need to
do two tunings for rooms with roll-down
screens. The ClearPix2 exhibits excellent
coherence, as well, which should make
the listening experience more accurate,
musical and enjoyable. |
Bob Hodus is an independent acoustician
based in Berkeley, Calif.
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Fox Networks

Digital Control Rooms for

LK asij?aced_]zmgr

Fox Television installed six 32-fader, 96 in-line channel Solid State Logic C200
digital production consoles to serve ifs on-air promotion and sports departments.
Four of the consoles are used for on-air promotion, replacing the SSL Scenaria
digital post-production mixing systems in use since 1992, and the remaining two
€200 consoles are used for Fox Sports projects.

PHOTOS: EDWARD COLVER

World Radio Histor,

Group

arried With Children, The Simp-
M sons, In Living Color, American

Idol, The Shield, Nip/Tuck—the
Fox Television network long ago branded
itself as the leader in edgy, exciting and
attitude-laden primetime TV. It's as true
in sports as it is in entertainment, where
Fox Sports is the go-to station for MLB, the
NFL, NASCAR and just about anything in
between. These are the folks who put mics
on the Green Monster in Fenway, revolu-
tionized hockey and made NASCAR the
Number One spectator sport in America.

Supporting all of this out of the Fox
Entertainment Group’s headquarters in the
Century City area of Los Angeles is the Fox
Networks Engineering & Operations unit,
which provides all physical production,
transmission and facilities activities 1o
Fox Broadcasting Co., the more than 30
different Fox Cable Networks and Fox
Sports. Outfited with six 32-fader, 96-
channel in-line Solid State Logic C200 digital
production consoles, the FNE&O complex
is, most weeks, a hotbed of activity.

The high-volume On-Air Promotion
department creates hundreds of promos per
week, using four C200s with Fairtight MFX
editing systems. There are also three edit
bays fitted with Pro Tools and ProControl
that predominantly provide program
material for Fox Sports.

Downstairs at Fox Sports, two mirror-
image suiles house C200s interfaced with
Pro Tools. Grammy- and Emmy Award—
winning mixer Jerry Garszva staffs one of
the rooms; the other is helmed by Richie
Becker. Several other engineers, including
Jim Miichell, Ed Golia, Julie Morgan, Fulton
Dingley and Jay Hayes, also cover shifts.

“I mostly do promos for Fox Sports,” says
Garszva, “but I also work on the production
side—like for Super Bowl or when baseball
playoffs overlap with football—when the
schedule gets really crazy and the rooms
are working around the clock.”

The facility’s heavy workload dictates
a fair amount of job function crossover

By Maureen Droney
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Pictured (L-R): mixers Andy Harper, Gary Singleman and Matt Wellentin

among the mixers. “Picture comes to us, we record the
voice-overs and do the sound design,” Garszva explains
“We also do the music editing and sometimes even
compose music. Everybody here is multitalented. On the
production side, we have pretty free rein, sounds-wise.
On the promo side, we work with the Fox Sports Proma
creative directors, which involves learning what each of
them likes to hear and servicing them as clients.

“We do a really wide range of stuff,” he continues. “For
certain key games, like the Super Bowl, we’ll do the whole
package [everything that isn’t live action], with pieces that
run from 30 seconds to four minutes, like mini-features on
a player, Super Bowl memories, et cetera. Then we’ll da
regional spots that ship out to affiliates. We alsa do long-
format shows that run 60 to 90 minutes on everything from
ice skating to poker and golf.”

Although Fox has a half-terabyte of sound effects
available from its online library, location recording is
sometimes still required. “We recorded a number of sound
effects for the NASCAR shows by going out on location ta
race tracks around the country,” comments mixer Becker.
“We also use Foley elements because our producers prefer
real rather than archival sounds.”

In addition to promos, Becker handles direct-to-live
broadcasts, providing live sweetening during basketball
and football events; for example, sound effects that
accompany a graphic moving across the screen. “I have
access to samplers, plus an [Apple PowerBook] laptop and
an effects library,” he says. “I need to be able to locate
each sound quickly, using Pro Tools as my sound source.
I just drag and drop what I need to assigned keys on the
keyboard and mix as 1 go.”

Sixty-four digital 1/Os interface Pro Tools and the
C200s, with Pro Tools being used, in general, says Garszva,
“exactly like a multitrack, except we also edit on it and use
some plug-ins where appropriate. For the most part, we do
mixing on the console.”

The staff is highly experienced with digital consoles:
Prior to the installation of the C200s the facility housed,
for 10 years, SSL Scenarias. A preference that developed
over that time, Garszva notes, is for in-line, hands-on pots
to operate specific functions, rather than layered, multiple
functions that share a single display.

“For its day, the Scenarias were fabulous,” he notes.
“They worked great and took a real beating from us for well
over 10 years. But a real improvement with the C200s is
that instead of having multiple EQs and dynamics assigned
by one channel, where you are always swapping things

Grammy/Emmy Award-winning Jerry Garszva staffs one of the rooms.

around, they have all the knobs. I'm a technically minded
guy; at the time, like everyone else, I bought into the idea
that we didn't need aii those knobs. But now, I firmiy
believe, for real speed and efficiency, you do.

“This is the first digital console that I've sat down at
and felt immediately at home,” Garszva continues. “The EQ
sounds phenomenal, the dynamics are spectacular and it has
very few—if any—artifacts. It totally does what it’s supposed
to without getting in the way. In this situation, where
everything is last minute and down to the wire, you've got to
be able to work really quickly without mistakes. We looked
at a lot of different consoles. From a layout and ergonomic
standpoint, the C200 was the best.”

Thirty-two faders, a mixture of stereo and mono, are
housed in five buckets, formatted to follow a template also
used in the Pro Tools system. Although C200 software can
manage up to 128 inputs, Garszva says that many aren’t
required at Fox Sports. “The nature of this work is so fast,”
he points out, “that you can’t deal with a lot of individual
elements. You've got to condense it down as much as you
can before you mix.”

Monitoring throughout the facility is by Westlake—
large BBSM-12s and small BBSM-4s—which, Garszva says,
“translate well to small and large TVs.” Other gear in the
Fox Sports control rooms includes a Manley limiter used
on voice-overs, a TC Electronic 6000 and, at the end of
the mix chain, a [Waves] L2. “We have strict rules as to our
peak levels, so we use the L2 basically as a brick wall,”

. Garszva comments. “It’s got to sound very loud, but short-

term peaks can't go above -6. We use the SSLs onboard
quad bus compressor to control our average levels, which
are restricted to +2VU average.”

Although most promos are currently mixed in
conventional stereo, within the year, both Garszva and
Becker expect to be mixing in Dolby Surround with
5.1-channel projects. Surround capability was another
appealing feature of the C200. “We did a theatrical promo
for Fox International with a 5.1 mix,” Becker notes. “I
used the C200 to prepare templates [in surround] and the
process was easy with this console.”

From Super Bowl to NASCAR, then on to the Daytona 500:
“Deadlines are crazy, but in 11 years, we haven’t missed air
yet,” concludes Garszva with a laugh. “But we’ve come mighty
close, to where someone takes the program material out of the
recorder, runs down the hall, slams it into another machine
and it's on the air. That's when it gets nerve-wracking”” W

Maureen Droney is Mix'’s L.A. editor.
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Jeff Wexler

BY MAUREEN DRONEY

Hands on Technology, Heart in the Film

roduction sound mixer Jeff Wexler
P brings to his work a uniquely prac-

tical combination of traditionalism
and forward-thinking. With more than 30
years of experience in the movie business,
he's amassed a treasure trove of knowledge
on classical film recording techniques.
He's also a digital pioneer. Acknowledged
as the first to introduce DAT and the first
on the West Coast to introduce Zaxcom’s
Deva hard disk recording to production,
he overcame the film industry’s notorious
resistance to change simply by using the
technology and demonstrating its ben-
efits. Opinionated, but also open-minded,
outspoken but subtle above all, Wexler is
passionate about his chosen career of film-
making and making great movies.

Wexler literally grew up on movie sets.
His father is noted cinematographer Haskell
Wexler (One Flew Over the Cuckoo’s Nest,
Coming Home, Who's Afraid of Virginia Woolf?), so the
young Jeff was actually riding around on camera dollies
at age two. Wexler freely admits that the respect his
father achieved opened doors, but he was determined to
make his own way, ultimately choosing sound rather than
picture as his avocation. Although he originally eschewed
a career in the movie business entirely, a summer job
working on Harold and Maude with director Hal Ashby
changed his mind. Once set on a career in sound, he
dived in with both feet and never looked back.

Wexler's illustrious career crosses genres and has
included, among many other films, The Last Samurai,
Almost Famous, Fight Club, As Good As It Gets, Jerry
Maguire, Independence Day, Ghost, Throw Momma
From the Train, An Officer and a Gentleman, 9 to 5 and
Bound for Glory.

Houw: did it bappen that you chose sound mixing for a
career?

I had a master’s degree in sociology and had pretty much
decided 1 was going to teach when Haskell got me the
summer job working on Harold and Maude—in the
art department, actually. To my surprise, 1 loved every
minute of being on the set and participating in creating
something that ended up, at the dailies, right there on the
screen. So I made the decision to give the film business a
try. Since I'd always been a gadget freak and interested in
equipment and technology, 1 knew it had to be in camera
or sound. I didn’t want to try to fill my father’s very large
shoes, 5o by default I chose sound. As it turned out, I had
a real affinity for it.
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Wexler on location in Moab, Utah, for City Slickers It

How did you learn the craft?
After Harold and Maude, 1 got offered a job on a Gene
Corman film—Cool Breeze. 1 told them 1 was a sound
mixer—even though 1 wasnt—so 1 had to learn very
quickly. Fortunately, I'd absorbed enough from being
on sets all those years that ] knew how to look like 1
knew what I was doing! Also, on one of his first jobs
as a cameraman on that picture was Andy Davis, who
is, of course, now a director [Under Siege, The Fugitive,
Holes]. Andy had the idea that I should hire his friend,
Tomlinson Holman [co-founder of THX, now professor
of film at USC], who was a film teacher, as my boom
operator so that I could learn from him. Which is what
1 did. [Laughs] Tom was not the greatest boom operator,
but he was a terrific teacher. By the end of the film, I
had a good grasp of the equipment. We did, by the way,
a very good job on the sound, and I was offered another
film, then another.
Often, people in film tend to be expert in their areas,
but not too knowledgeable about the rest of the
production. Probably because you were, from an early
age, surrounded by the business, you bave a different
Dperspective.
Some people get into motion picture sound through
audio engineering or through classes in electrical theory
or acoustics—all valid approaches. It was different for
me. 1 came into the business with an understanding
and a love for the process of making movies first. Then,
I decided that my particular place would be sound.
Knowing that we're all just part of the process may have
given me a fuller experience.

In some ways, the business encourages people to be
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talked about how they used to receive 6,000
feet of dailies a day with no real questions
about what to do with it. Now they can get
30,000 feet of dailies, and once it’s gone
through, they don't know what to do with it,
because it’s shot from multiple cameras and
the B camera angle was compromised, or
the screen direction looks were wrong and
things won't cut smoothly. We've gained the
ability to shoot a lot of film and record a lot
of tracks, but we've lost the sort of focus that
needs to happen before you film.

How do you break down a script for
sound?

Many people don't realize how important the
script is to sound. I may have a draft of the
script before we start, as well as a shooting
script, so that I can anticipate where there
may be difficulties. For example: Our main
character goes over to the ice machine in a
hotel vending area, gets ice to put in a glass,
then does a five-page dialog scene. I'll note
that on the day we shoot that scene, we
need control over the ice machine. We don't
want one that’s hard-wired and can't be
turned off or it will contaminate five pages
of dialog. My note goes on to the production
manager who, when he makes the deal with
the hotel to shoot that location, ensures that
we have a way to turn the machine off.

The FR-2

PORTABLE FIELD RECORDER

The FR-2 Portable Field Recorder: the highest quality
sound when you need it, wherever you need it.

On The Last Samurai shot in New Zealand, Wexler
was completely mobile in a Kawasaki “Mule.”

If there are scenes with music, you
have to get with the music department and
maybe the composer. Will they pre-record
music and shoot to playback, or do they
want to record some of it live? Sometimes
my notes may go to wardrobe. Ngila
Dickson, the costume designer on The Last

Samurai, and 1 had a conversation prior
to shooting. She'd done massive amounts
of research about the construction of the
armor and its materials, and it was my job
to record dialog that wasn't contaminated
by the sound of the various materials that
she used to create the armor, which weren't
authentic.

Do you record sound effects?

Dialog, of course, is the primary charge. But
when I'm on the set, I try to record anything
and everything that might be useful as much
as I can. People in post-production seem
to appreciate anything you can give them.
Certainly in terms of recording wild sound
and various sound effects, 1 always record
what I know will be needed to put together
a dialog scene.

What's your current technical setup and
bow many tracks do you record?

I use the [Zaxcom] Deva; T'll be using
the new Deva IV, an 8-track nonlinear
production recorder, that will replace my old
Deva II 4-track machine. I'm still old school
in that I record as few tracks as possible; 1
treat the work as if we only had one track.
But I do take the elements that go into
my mix and split them into isolated tracks
so that someone later can use them for a
different mix or for discrete tracks

FOStex

AMERICA
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You mix to mono?

Yes. Even if I'm using several mics, I'll mix
them to track 1 of the Deva. Picture editorial
demands one track—possibly two—where
they can get on with the process of editing
without going into lots of tracks. The Deva
is full 48 kHz, 24-bit, uncompressed—about
the highest quality available at this point. It
will record at 192, but the rest of the chain
of events doesn't support that yet.

Do you use any limiting or compression?
I do manual compression—gain riding. Even
with the dynamic range of digital, a certain
amount of compression is necessary. I apply
some manually; a lot more is added in post-
production. For example, with dialog, there
are often performances where there’s a drop
in level at the trailing end of sentences. T'll
help that up a bit so that at dailies, everything
can be heard the way they need it to be. 'm
not just laying down tracks so that somebody
else will have to do everything to it. But
with the multitracks, I love that ’'m not tying
anybody’s hands later.

What mics do you prefer?

I use 48-volt, phantom-powered Schoeps
condenser microphones—the hypercardioid
CMC 41s. I used to use much longer,
more directional microphones, as many
people in film do. But I discovered a long
time ago, on the film Being There, that a
hypercardioid or cardioid with a gentler,
less-directional pickup—although it buys a
lot more background sound—gives a much
more natural, pleasant and usable sound.
We did tests with a shotgun mic and with
the Schoeps and the Schoeps sounded like
the real world. You heard the background,
but in a coherent way that made sense. The
extremely directional mics cut down the
level of the background, but also negatively
affected the sound of the voices.

Your preamps are in your console?

Yes. My console is an Andy Cooper analog
design, a Cooper 208, with eight inputs, four
outputs and direct outs. I go into the Deva
analog line in. Andy’s preamps are analog
and transformer-based and about the best-
sounding. Other people are using digital
consoles, but I still like certain parts of our
work to be analog,
Youjustfinishedworking on Elizabethtown,
anotber Cameron Crowe picture. What
was that like?

It's a terrific movie and it's wonderful working
with Cameron. He values the people working
with him in such a way that you go out of
your way to do things. He does, of course,
have a unique way of working with music.
Music is at the core of his existence—he
plays it on the set all the time, even between
sentences of dialog. Often, rather than giving

the actor a direction, he’ll play a piece of
music to get the reaction he wants. He has
his hands on the button, and he’ll play a piece
right in the middle of a scene, which can be
disconcerting for actors who haven't worked
with him before!

We've gotten very skillful at preserving
the dialog. Previously, he brought in
hundreds of CDs, but on Elizabethtown,
we had the benefit of PowerBooks, iPods
and instant access, which made him even
more aggressive about finding the absolutely
perfect piece of music for a scene!

Any parting words about your job?
The most important thing in the work

that we do is the respect between people.
Problems are solved by good working
relationships. The equipment I use is very
carefully thought-out, but 1 don't get a job
because 1 use certain equipment. The end
result is what's important. Equipment comes
and goes; next, we might be uplinking
directly to satellites! Who knows? If you
haven't established the necessary skills,
personal relationships and clarity of thought
in your approach to your
work, all the latest equipment
won't amount to anything.

MO

Maureen Droney is Mix'’s L.A. editor.
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Deadwood

Electronica-Based Composers Bring Life to Western Score

By Matt Hurwitz

he first thing that comes to mind for

fans of HBO's critically acclaimed

series Deadwood is probably not
the score. More likely, it’s the nasty Al
Swearengen cussin’ out his whores (or,
for that matter, any other character on the
show). Or Calamity Jane stumbling down
the street in search of Wild Bill Hickok. The
music is there—it just usually takes some
looking-for.

The series, which has a rapidly
growing loyal fan base, depicts the harsh
Western life of the historic South Dakota
town Deadwood in the mid-1870s, known
for its gold prospecting, its raunchy
saloons and as the deathplace of Hickok.
Most of the series’ regular characters
(Swearengen, Hickok, Calamity Jane, Seth
Bullock and others) are actually known
historical figures from the town, depicted
with stark realism.

While the usual TV Western surrounds
its characters with dramatic, heroicanthems,
the music for Deadwood, in fitting with
the production’s character, features subtly
placed ditties of period instruments. Now
in its second season, the show started out
with a few different composers, including
Michael Brook and David Schwartz, the
latter who is the writer of the show’s
evocative opening title theme. But since
the middle of the first season, scoring
duties have been in the hands of a pair
of musicians, Reinhold Heil and Johnny
Klimek, who are more known for their
work in the German techno world. “They
couldn’t be less connected with the Western
form,” comments the show’s creator, David
Milch. “But it's the mark of any artist that
you submit yourself to the disciplines of the
world, and these fellows work that way.”

Heil and Klimek met in the early 1980s
when Klimek’s older brother, Alf, came
to Germany from his native Australia to
join Heil's band, the Spliff Radio Show.
The pair later formed Babyloon, whose
work eventually caught the attention of
filmmaker Tom Tykwer, who asked them
to compose music for his 1997 film, Winter
Sleepers. Following a move to California,
Heil and Klimek created music for Tykwer’s
next movie, Rurt Lola Run. “That helped us
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establish a foothold in the industry,” Heil
says. The team also scored One Hour Photo,
as well as the theme and a half-dozen
episodes of the popular Without a Trace,
their first television series.

It was a great surprise, however, when
their agent suggested them to Deadwood’s
creators. “When they offered it to us, we
thought, ‘Can we do a Western?” recalls
Klimek. “We thought, ‘Okay, we're known
as the techno guys who use sequencers,”
adds Heil. “But surely our horizon is far
greater than that. So we thought it would be
great to show a little bit of our versatility.”

The producers sent them the series’
second episode and asked them to create
cues. “There was hardly any music in it,”
Heil recalls. “So we thought, ‘Let’s use our
computers, but let’s not use click tracks or
sequence in a mechanical way’ We'll just
perform and improvise and use collage
techniques to cut and paste effects that
we have, and create atmospheric stuff that
feels organic, yet weird—something that’s
not what you would expect from a Western
series.” The two created a layout and sent
it to the producers, who then met with the
composers and decided it was a match.

Heil and Klimek’s approach is unique,
both in instrumentation and in concept. To
begin with, the show features very little
scoring to accompany the onscreen images.
“Often, music is used to reinforce the

PHOIO: PRASHANT GUPTA

emotional intention of a scene,” explains
Milch. “We never do that. And that rules out
about 90 percent of musical cues.”

Heil notes: “A Deadwood episode that
has five or more cues in it from us would be
called a ‘music-heavy’ episode. Normally
with TV shows these days, you get wall-
to-wall music. The viewer is not left to his
own devices, emotionally. They always get
a little help with what to feel. And this is
not what they want here.”

Though normally composers meet
with series executives and directors for
a spotting session to identify candidate
scenes for music cues, during Deadwood’s
hectic first season, there simply wasn't
time. “They would send us a cut of the
show and we'd watch it and take notes and
make suggestions, or they'd send it with a
few notes or a temp track,” says Klimek.
“Sometimes they might just ask us, ‘Can
you find some places?’ or, ‘What would you
do?’ So we'd make our own suggestions.
Often, we gave them more than what was
needed, and they would just use what they
felt was appropriate.”

“We would score to picture.” says Heil,
“but then David might take the cue and
move it by 15 seconds. We'd be unsure
about it until we’d see the finished product,
and it would actually play nicely. which
was great.”

—CONTINUED ON PAGE 61



KQED Public Radio

San Francisco’s Top-Rated NPR Member Gets a Digital Makeover

By Heather Johnson

station such as San Francisco’s
KQED-FM—which is consistent-
y ranked as one of the most

listened to public radio stations in the
nation, with more than 780,000 listen-
ers each week—deserves an interrup-
tion-free, crystal-clear signal. Likewise,
the announcers, hosts, reporters and
producers that drive this station need
top-notch equipment and a comfortable
environment that aids efficient workflow
and quick response time.

For this 35-year-old radio station,
significant upgrades—everything from a
cosmetic facelift to a complete equipment
overhaul—needed to happen so that the
facility met the station’s historically high
standards. One five-year, $70 million
fundraising campaign and a two-and-a-
half-year renovation process later, KQED
operates out of all-digital, ergonomically
correct TV and radio facilities that affirm

the strength of public
broadcasting, especially
in the Bay Area.

While most of the
fundraising  proceeds
went toward upgrading
the television facilities,
approximately $4 million
was bookmarked for
renovating the radio
rooms and to purchase
and install the equipment
needed to convert its
radio transmission from
analog 1o digital. The
transition included installing a new HD
transmitter and digital consoles, as well
as constructing a new master control
room, production suite and edit bay, and
extensively remodeling the four existing
production suites.

“We had a few goals,” says Dan

Reefer Madness
Campy Cult Classic Redo Receives High Marks

By Blair Jackson

number of movies evolved from
Al&n'oadwuy or oft-Broadway plays

or musicals, but how many films
can claim an anti-drug campaign as their
origin?

First produced by a Christian morality
group in 1936, Reefer Madness began
life as an anti-marijuana propaganda
film called Tell Your Children. 1t was
rediscovered in the late '60s—no doubt
by film buffs high on pot—and it
became an instant cult classic, playing
on the repertory circuit for years and
drawing stoned revelers 0 many a
midnight screening. Several years ago,
Kevin Murphy and Dan Studney fleshed
the slight story into an elaborate. campy
musical. It originally opened in Los
Angeles in 1999, and then enjoyed a
critically acclaimed run off-Broadway
in 2001.

Now the musical has been made into
a glossy, big-budget film for Showtime,
with the director of the original stage
production, Andy Fickman, at the helm,
Murphy and Studney as screenwriters,
and several original cast
members reprising their
roles amidst a handful of
“name” actors, including
Alan Cumming, Steven
Weber and Neve Campbell.
Fickman has described
Reefer Madness as “The
Rocky Horror Pictire Show
meets Greuse,” but it also
has some of the decadent
spectacle of director Ken
Russell's most twisted
visions and the razzle-
dazzle of a Busby Berkeley
musical. The film is one

sound for picture
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KQED's multipurpose live air studio, home to everything from
pledge drives to talk shows

Mansergh, KQED Public Radio director
of engineering. “We wanted 10 ‘get
digital, but we took that mandate fairly
broadly. We said, ‘Let’'s see how we can
improve all aspects of our operation, not
just digital audio or digital broadcast.

—CONTINUED ON PAGE 02

of the first major original productions
o come from Showtime since Robert
Greenblatt assumed presidency of the
network; clearly, he is out 10 show the
world that HBO is not the only player in
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town when it cones to making high-quality
cable features. A screening at Sundance in
January drew a sustained standing ovation,
so prospects for the film are..um...bigh.

Reefer Madness is virtually wall-to-wall
musical production numbers in a wide
variety of settings, from a school classroom
to a reefer den to an S&M dungeon and a
prison. Recording the music was the logical
first step: “It all happened incredibly fast,”
says sound supervisor Glenn Morgan. “The
actors met on the set and within minutes,
they were rushed off to record their songs,
and then, boom, they were in the scene.”
Initial recordings were made in Vancouver;
later, much of the music was re-cut at L.A's
O'Henry Studios, where they also recorded
the original score.

Fickman, Studney and Murphy were
understandably very protective of the show
they'd developed for the stage, but they
quickly learned that film had different
requirements, especially for sound. “They
were new to this world,” comments effects
re-recording mixFr Adam Jenkins. “Glenn
was saying, ‘Look, we can do big-time
Foley on this, add some effects and it'll
make everything come alive more.” We
can do that and still stay out of the way
of the lead vocal, which is what they were
worried about. They were nervous about
not wanting to hear someone crashing
through a window or someone being
pulled through the chalkboard by a zombie
because there's a vocal there. But once
they saw that we could mix it in a way that
you could hear the music and the vocals
and have effects and Foley in there, they
seemed really pleased.”

For Morgan, who has been with
Soundelux for 17 years “and known
[company principals] Lon Bender and
Wylie Stateman for 25,” one of the greatest
sonic challenges on the production was
working on the big dance numbers. “When
you see the show‘ onstage, there’s so much
power and energy in the dancing: There’s a
big number called ‘The Truth,” which takes
place in prison, plus various others like
the jitterbug sequence and one with some
native dancers. 1 really wanted to be able
to convey that energy through the screen,
so one of the first things 1 mentioned to
Andy [Fickman] was that 1 wanted to do
dance Foley.

“I think that Foley is usually looked upon
as two guys with some shoes and a coconut
in a small room, but that's not what 1 meant
at all,” he continues. “We got a room at
Capitol [Studios] and set up a 5.1 Pro Tools
recording environment. We had the dancers
come in and re-rehearse the numbers for
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two days, and then we went and spent a
couple of days just doing dance Foley. We
set up shotgun mics on the floor to really get
the power, and then we had mics left and
right to get the spread, and
we also recorded left and
right ambience mics to give
it more density. We gave all
the dancers headphones
and said, ‘Don’t worry
about what you see around
you; just dance to the music
because that's where the
energy is.' So we ended up
layering it quite a bit and
then [for the prison scene]
accented it with shackle
movements. We even did
the claps in 5.1. So when it
was all said and done, we
had 75 channels of dance
Foley to work with. We
did the same thing with
the orgy sequence, which
was intense because we had natives wearing
grass skirts, some wearing beads and they
were barefoot. All that Foley brought a lot of
movement and energy to those numbers.”

When it came to effects, Morgan and
his crew (including sound effects editors
Kerry Carmean and Chris Assells and Foley
mixer Derek Vanderhorst) had plenty of
latitiude: “We had a lot of fun with comedic
sound effects, but we tried not to go over
the top,” Morgan says. “But there were
certain gags we had to play and make them
bigger than life. Like there’s this character
named Sally who's always running into
things and falling down, so we had to play
that up. It becomes almost like a cartoon.
But all the actors are so in tune with their
characters that they bring a lot of humor to
everything they do, so our responsibility
wasn't to carry every scene but to support
their comedy.

“It was more about choices and making
the right sound,” he continues. “For
example, opening up a cigar box that has
reefer in it: You want to make sure it has
just the right creak to go with Stephen
Weber's eyes. Then there’s a scene where
Sally walks offstage to get her baby and
you hear this doon-dun-doon-doon—it's
her falling down the stairs, and you have
to make that definitive enough so that you
know what is happening instantaneously
[without seeing it]. We Foleyed that. We had
six different sounds just to make that work.
Whenever someone would light a joint, we
would exaggerate that: the clicking sound.
And then there were all the different kinds
of smoking—the inhale, the bogart hit, the

water bong, all very distinctive,” he says
with a laugh.

Morgan notes, too, that in certain spots
where the music and effects seem to clash

Above: Adam Jenkins (left) and Glenn Morgan
Right: Dialog and music mixer Rick Ash el

a little, “We would take some of our sound
effects and re-pitch them in Pitch ‘N Time
so they would be more in tune with the
music. So there are points where you
can't really tell what is music and what are
effects.” According to mixer Jenkins, “We
also used that to cover a couple of musical
glitches.”

Jenkins and his mixing partner, Rick
Ash (dialog and music), did their work
on the Neve DFC in Stage 2 at Todd-
AO Hollywood, which is, as fate would
have it, just two blocks from the venue
where Reefer Madness got its start: the
Hudson Theatre. “We'd have 32 channels
of effects—eight channels of mono and 24
of stereo—and 32 channels of background,
left and right, and a regular Foley session
that was 16 channels wide,” Jenkins says.
“Then in addition to that, there was the
big dance Foley in a couple of reels, which
was 70-some odd tracks, though we pre-
dubbed that down.”

Everything was mixed in 5.1, which
Jenkins notes also helped provide some
needed separation between the music
and effects. “Rick [Ash] did a great job of
spreading music in the surrounds, too,”
Jenkins says. “There were some unusual
things he did with the music that were very
effective for keeping things away from the
vocal. Like in one of the songs, he had a
lot of the percussion in the surround. They
were wreaking havoc with the vocals—this
timpani roll over a female voice—so he
said, ‘Okay, let'’s get it out of there and
move it to the back.”

Additionally, Jenkins and Ash created
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a “theatrical [Lt-Rt] 2-track mix and a
television 2-track. The vast majority of
people who see this will hear the television
2-track, and you really have to treat each
one separately. Like on that timpani roll
that was interfering with the vocal, when
you do the television 2-track, you can take
some low end out of the timpani—that
sort of thing.”

In the end, it all fell together remarkably
well, even with the usual time and budget
constraints. “This movie was mixed in a
quarter of the time it took to do Chicago,”
Morgan states. “There’s never enough time,
but I think we accomplished just about
everything we set out to do.”

The stoners will be pleased. |

Blair Jackson is Mix’s senior editor.

Deadwood
—FROM PAGE 58

The basic method of recording, explains
Klimek, is to record any number of
interesting instruments to create what he
calls the “Deadwood library.” “We take a
lot of organic elements from that period
and experiment using acoustic, folk-type
elements, guitars, harmonicas, treat them
in weird ways and build libraries. You end
up with something strange and odd, which
feels a bit modern, but still has the feeling
of an old instrument.”

For their first episode (season 1,
episode 6), the pair created an Indian
Funeral cue using hoop drums and odd
guitars. “I recorded with a guy called
Jesse Voccia in Santa Monica [Califl],
who has a collection of 20 odd, folky
instruments. Some of them are really old
and sound like crap. But that was perfect
for Deadwood.” Adds Heil, “I recently
got a hammered dulcimer, which can
make some wonderful sounds. Basically,
anything goes, whether it’s playing the
inside of a piano with mallets or just
scraping its strings with something.”

The composers work with a team of
three collaborators—Bruce Winter, Shawn
Thomas Odyssey and Gabriel Mounsey—
at Heil's studio in Santa Barbara, Calif.
“The five of us play everything, record the
instruments, chop them up, layer them and
mix. It’s a team effort, where anybody’s role
can change from one moment to the next,”
Heil explains.

The instruments are recorded on Logic
Audio (Versions 6 and 7) on Mac G4s
and G5s. “You don't really need to push
the technical boundaries for Deadwood
because everything is fairly minimal,” Heil
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says. “I have two [Neumann] M50s, which
I use a lot on Deadwood. There’s also one
from the original East German branch of
Neumann—a small bottle microphone with
a small vacuum tube in it, which uses an
M55 capsule—as well as Schoeps Colette
microphones, which are a little more
modern.”

Once recorded, the instruments are
looped using Sound Quest’s Infinity. “From
that, we'll build a whole library of hundreds
of samples,” explains Klimek. “Then for
each cue, we'll create a ‘carpet’: a base
sound, an atmosphere. Sometimes, it’s
just an acoustic guitar or whatever. But it’s
always got to have something a little bit
twisted, because that is the show.”

For the second season, the producers
finally instituted conventional spotting
sessions, the resultant first and second
episodes featuring a good deal more
music than the previous season. “It’s great
to have the producers and the director
physically sitting there with us discussing
the scenes,” says Klimek. “It just enhances
it so much.” The duo also did a set visit,
which helped get them in the mood. “We
had a look at the town, had lunch with the
gunslingers and whores, and got a feel for
it,” says Heil.

The music is delivered in stems to music
editor Micha Liberman, who won an Emmy
for his work on season 1. “We usually
deliver 24-bit stems, sometimes in quad,”
says Heil. “If it'’s very atmospheric, we give
them quad, but it's mostly stereo stems,
usually four or five of them.”

Besides Schwartz’s opening title theme,
the only music the scoring team does not
provide is what's heard over the closing
credits, which is selected by Jane Wallace.
“They’re these very, very obscure period
songs that are really not known, and they're
really just gems,” says Heil. A collection
of the music, along with a few pieces of
scoring, was released in February on the
soundtrack CD, Deadwood: Music From the
HBO Original Series, on the Lost Highway
label.

Even though two years ago Heil and
Klimek likely wouldnt have pictured
themselves scoring a Western series,
they've fallen into the role nicely. “I find
myself really excited every time a new
episode arrives, which is really weird for a
TV show,” notes Klimek. “It has to do with
the genius of David Miich and the beautiful
way he handles creating this thing,” adds
Heil. |

Matt Hurwitz is a freelance writer based in
Los Angeles.
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Joe Chiccarelli

| was instantly impressed
by the presence and transient
response of the Mini-MP micpre.
Acoustic guitars sounded fast
and forward and alive, percus-
sion is crystal clear with sharp
natural undistorted attacks and
the sound of an acoustic piano
is very alive and ‘outside the
speakers’. It's a good compli-
ment to vintage preamps for any
studio’s selection.”

Recent Projects:
Tori Amos, Beck,
Elton John, U2

* Superb two-channel microphone
preamplifier with phantom power
and HI-Z instrument inputs
* Low distortion pre-amps with
75dB of gain
* 80Hz Hi Pass filter
* Ultra-linear gain control

SOUND AMAZING
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KQED

—FROM PAGE 59

We also have to look at the Web and other
distribution media as potential destinations
for our programming, and we have to have
the infrastructure to not only provide the
audio, but also the metadata to go along
with that”

“From a technical standpoint, they had
to establish an infrastructure for both TV
and radio that would work together,” adds
Richard Schrag, an associate at Dallas-
based Russ Berger Design Group, who
oversaw the project’s architectural and
design elements. “They really thought
through their resources—not only in terms
of equipment and how the spaces are tied
together technically, but also in terms of
how the spaces are used. There are large
areas in the facility used for pre-production,
and they are considering broadcasting a
video feed of some of the radio shows via
TV or the Web.”

On the technical side, the company
installed a Dalet Digital Media Systems
broadcast automation and a news
production database system that runs on
10 IBM XSeries eServers and a FastT200
SAN storage sysiem, networked with 20
Dell Precision workstations (for the studios
and control rooms) and 45 Dell Optiplex
desktops for reporters, producers and
operations staff. Audio routing is handled
by a fully loaded Sierra Automated Systems
32K D 256x256 digital audio network, which
resides with the servers, KVM system,
satellite equipment, and STL and processing
equipment in a central machine room.

Inside the control rooms, KQED wanted
a flexible sysiem that could handle mutiple
tasks, including pulling from satellite feeds
or other outside destinations, without
endless rewiring and with a short learning
curve. The first step in accomplishing this
task was replacing its Pacific Recorders
BMXII consoles with Studer OnAir 2000M2
digital mixers.

“We're dealing with a station that’s been
around for more than 30 years, so there’s
a certain expectation about how a board
should work,” says KQED’s Mansergh.
“So we siarted looking at more traditional
broadcast boards. The |Studer) does what
you expect it to, just some of the controls
are a bit different. You can store all of
your setlings as presets or assign them
to a particular show configuration. If you
know that a particular host needs EQ, you
can store their mic setting with a particular
show setup. Also, an engineer can come in
and no matter what anybody’s done hefore,
can just hit a couple of butions and know

that the board is back to the way he or she
expects it. That’s a real big advantage.

“For a traditional news production,
you need computer sources from various
output channels, a couple of mics and a
CD player,” continues Mansergh. “You're
not using all the mics in the studio, so you
can configure the board so you've got your
core stuff at the center. Then, when you
want 10 do a talk show, you can put all of
your mics and 'phones in close and move
the other stuff farther out.”

Despite the board’s short learning curve,
the transition from analog to digital had to
happen gradually o give the siaff time to
get used to the new desks and keep the
station operational throughout the process.
“We were changing everything about what
we were doing,” says Mansergh. “We tried to
emulate the existing workflow, which helped
the transition a lot. Now people are starting
to really get creative about how to use [the
new systems), which was one of our goals: to
streamline things and add flexibility.”

In addition 10 a simplified workflow,
KQED Radio wanted to improve its
surroundings by building a new master
control room and main production suite,
and remodeling the rest of the studio area.
The company brought in Russ Berger
Design Group to oversee the architectural
and design elements of the new Master
Control area and the older control room
and studio renovation. Glendale, Calif—
based National Teleconsultants, who also
worked on the KQED-TV upgrade, was
brought in to develop a technical plan and
provide installation documentation.

One of the design firm’s goals was to
create cohesion between KQED’s new and
existing spaces, as if “one hand touched
everything,” explains Schrag. “They had
existing construction that they thought
was okay in terms of sound isolation,
mechanical systems and electrical sysiems,
so we didn't have to start from scratch with
the basic infrastructure.”

The Russ Berger Design Group crew
converted a corner of office space and
some underused technical rooms into
a new 20x16, 5.1-capable master con-
trol room, a 14x15 multipurpose live
air studio and two digital edit booths.
Installing new lighting and a large exte-
rior window in the studio and another
window leading into Master Control
helped eliminate the former space’s “op-
pressive” feeling.

In addition to the Studer desks and
a Genelec 1031 monitoring system, the
trapezoidal-shaped main control room
features a 20-inch flat-screen video monitor.
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Sound Forge software, the leading digital audio editing application for over ten years, has been relied on by professionals for editing,

recording, mastering, effects processing, and streaming media creation. How did it get to be number one? By doing what it does better
than any other program: providing a comprehensive, powerful set of tools designed to make you more productive.
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phantom-powered
tube microphone

64 MIX, April 2005 o

Never satisfled to rest on their lau-
rels, our engineers were inspired
to improve upon the technical
excellence and coveted sound of
vatve design. How?

By making it simpler.

The new AT3060 tube microphore
offers the convenience and easy
setup of a standard studio con-
denser by operating exclusively on
4BV phantom power — no dedicated
power supplias and special cables
required. Add to that an alknew
large-diaphragm cardioid capsule
design and you get the warm sound
of a vintage tube mic combined
with the exceptional quality and
consistency you count on from
Audio-Technica

The result is, quite simply, some-
thing special, for a lot less than
you'd expect

audio-technica.

always listening.

www,audio-technica.com

www.mixonline.com
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a full complement of audio players, remote
control and production equipment, and
creature comforts such as storage space
for announcers’ belongings, a U-shaped
workspace with room to spread out
paperwork and/or set up a laptop and a
hydraulic centerpiece for the Studer console
that can be raised or lowered, depending
on whether an announcer prefers to stand
or sit at the mic. The room is built on a
floating floor, which was tricky to install,
to say the least; one, because the studios
occupy the second floor of a three-story
building and two, the space had to be

KQED's Master Control center features an ergonomic, spacious design
built around a Studer OnAir 2000M2 console.

designed for earthquake safety.

“We had to drill holes into the post-
tension concrete slab on the second floor,
then build plywood bases for the concrete
slabs,” explains Mansergh. “Then there’s
steel edging that the walls attach to. It's
a really complex puzzle and to make it
structurally stable enough, there was a lot
of bracing that went into it. Just getting
the floors done was a pretty substantial
process. You've got all this noise, people
are cutting steel and we're trying to keep
it all isolated [from the rest of the studios].
Our staff was very patient.”

“Any time you're on the upper floor
of a multistory building, sound isolation
from the building structure is going to be
essential,” Schrag explains. “But the seismic
requirements [for earthquake safety] for the
new construction were at odds with what
we wanted to accomplish acoustically.
We wanted the rooms to be completely
floating from the building, but the structural
engineer required them to be firmly tied
down so that they don't hop around in case
of an earthquake. So we had to develop
a great number of specialized details for
providing the limits on the movement of
those individual construction components

without negating the acoustic benefits of
having everything floating.”

As one can imagine, phase one of
KQED's upgrade—the Master Control
area—took the longest to complete, partly
due to the extensive work involved, but
mostly because of scheduling and making
sure KQED remained on the air 24 hours
a day (without the roar of cutting steel
in the background). “We had to keep
the old rooms operational while we built
the new ones and move people into the
new ones gradually, so we had duplicate
systems running,” says Mansergh. “We had
to do production on tape
in some of these rooms,
while the computers were
sitting in the rack already
running. It was quite a tap
dance.”

In an effort to maintain
its already well-regarded
reputation in the Bay Area
(as one might expect, an
NPR-friendly environment
that’s especially interested
in current events in its
own backyard and the
world at large), KQED
radio plans to expand its
local production, which
already fills a substantial
20 percent of its daily
programming. The station also has more
to do on the technical side, such as install
the HD transmitter for its Sacramento,
Calif,, satellite station, KQEI, not to mention
a recently purchased Studer OnAir 500
Modulo for the Sacramento bureau studio.

At a time when satellite radio is gaining
ground over commercial FM stations and
when MP3 players seem to have squashed
radio’s popularity altogether, KQED's
commitment to community just may give
it the edge needed to keep the company at
the top of its game.

“We really encourage our clients to
future-proof their place—to realize that
theyre not building for today, they're
building for 15, 20 years out because
that’s how long these facilities last,” says
Russ Berger, whose company has worked
with more than 60 public radio stations
nationwide. “Public radio is such a vital
part of life in so many parts of the country.
It’s real. It's visceral. You can drive down
to the station and see the people you hear
on the air. It’s the last real live broadcast
medium.” |

Heather Jobnson is an assistant editor at
Mix.
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r r In this business, we don’t care what a program says it does, we care about how it sounds—And let me tell you,
SONAR 4 sounds great. One example that I’'m absolutely floored with is the MPEX Time Scaling for correcting
vocal tracks. It's as if the vocalist just nailed the take, you can't hear the processing and | couldn’t find any artifacts. J J

Terry Howard Producer/Engineer
Ray Charles, Norah Jones, Duran Duram Michael McDonald, Slash, Pe-cy Mayfielc, Ellis Hall, Jimmy Scott
Grammy Winner in 2005 for Genius Loves Company :
Record of the Year, Album of the Year, Best Engineered Album
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SONAR 4 offers world-class functionality at every levell of the application—from access to leading algorithms
like MPEX 3, POW-r, and Windowed Sinc; total flexibility in configuration; accurate visual display of waveform
information; smooth responsive metering with configurable ballistics; and under the hood processing power.
SONAR 4 ensuﬁiyour projects retain their professional polish from inception to final delivery.

Leatts mure about SONAR 4’s precise #ngineering technologies at www.sanard.com/precision

World Radio History



New Sound for Picture Products

HARRISON TRION

Offered in versions specifically geared
for film/video post, broadcast and live
performance, Harrison's (www.glw.com)
Trion digital console features a traditional
surface rather than a central, shared-knobs
control panel. Running on Harrison’s
IKIS™ platform, Trion uses Linux and USB
technology with Ethernet connectivity.
All consoles feature a 15-inch monitor for
every eight faders, offering a dedicated
view of each channel's information, along
with Harrison’s PreView™ waveform
envelope display that provides a visual
representation of channel names, stem
assignments, EQ/dynamics, aux sends,
metering and surround panning.

RODE
SHOTGUN MICS
RODE (www.rodemic
.com) debuts two
condenser shotgun mics.
The NTG-1 (pictured)
has a lightweight design
that boom operators will
appreciate. It features standard 48-
volt powering and a controlled polar
response, wide-bandwidth capsule paired
with low-noise SMT electronics. The mic
is also available as the NTG-2, which is
powered by an onboard AA battery. Both
mics ship with mount and windshield
for outdoor recording; options include
an on-camera mount. Intended for DV
camcorder use, RADE’s VideoMic shotgun
has 9VDC powering, a switchable low-cut
filter, a stereo mini-jack output,
shock-mount and standard
hot-shoe fitting.
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ROLLS MX422 FIELD MIXER

The Rolls (www.rolls.com) MX422 is
a 4-channel mic/line mixer with
balanced XLR analog /0, a %-
inch stereo aux input and TRS
stereo monitor input. Each input
has trim, phantom power, low-
cut filter, pan and level controls.
Other features include dual VU
meters, a 20Hz slate tone/mic,
1kHz setup tone, onboard limiting

and %4- and Ys-inch stereo headphone
outs. Main outputs are stereo XLRs with
switchable -30dB pad. Power is via two 9-
volts, and a set of backup batteries can be
switched during operation without signal
loss. Retail is $599 with canvas case.

GALLERY METACORDER
Gallery’s Metacorder turns your Mac OS X
laptop and CoreAudio interface into a full-
function location recorder with sample
rates up to 192 kHz
and up to 20 inputs.
Rather than featuring
DAW software that’s
filled with functions
that are irrelevant
to field recording,
Metacorder  offers
an intuitive, easy-
to-use package with
location sound-
specific functions,
such as 30-second
pre-record metadata
entry, dual-media
recording and a
background mirror

sound for picture

that automatically copies recorded files
onto slower media (such as DVD-RAM)
once you push Stop. The system can
also back up completed sound rolls
to DVD-R or CD-R drives via FireWire
while recording continues. Other features
include M-S decoding, an LTC reader and
writing next-generation iXML and Avid/
Pro Tools~compatible “bext” metadata.
Retail is $1,795; download a free demo at
www.gallery.co.uk.

SOUND DEVICES 744T
The 744T timecode 4-track portable disk
recorder from Sound Devices (www.
sounddevices.com) is now shipping. Storing
16- or 24-bit uncompressed audio (WAV
or Broadcast WAV formats) at any rate
from 32 to 192 kHz onto hard disk or
Compact Flash media, the 744T connects
to PC/Mac DAWs via FireWire or AES3id
outputs. Other features include two mic
preamps with phantom power, limiters
and highpass filters, two line-level
inputs, two mic/line-level outputs, 256
possible input-to-track routings, sunlight-
viewable LED meters, a data mode that
simultaneously records to HD and CF media
for RAID-1~level redundance of recorded
material and more. Retail is $4,295; the 722
(a non-TC, 2-track version) is $2,650.

00235002
000013



HEAR YOUR VISIOR.

* Mixing Stages

* Sound Design

* Digital Sound Editing Services
* Digital Mastering

* Restoration

* Trailers & Commercials

* ADR

* ISDN

* Foley

* Projection

° QC

* Telecine Services

® Audio/Video Transfer

* Gigabit Ethernet Network

* Wireless Internet Access

* Engineering/Technical Support
* Business To Business Website

= 3.

p-
4

praun o
UNIVERSAL & _, |

\
UNIVERSAL SOUND
UNIVERSAL

SRR G AEULE 818.777.0169 « 800.892.1979
THE FILMMAKERS DESTINATION + WWW.UNIVERSALSTUDIOS.COM/STUDIO




Drive Blend P ity D! —E -~ OutGan |
<1l =SS A B e s e = .
o R ..._Lj. = sl sl 1
= |E Sl S A5 S5 1S 0 w [ e [
| 0088 Q- 2 — 20m 50— 00d8
Over|
AIPL WarmTone simulates “analog” sound.
(4] 1927 Recording proc-PCintitled BE

oz

-
E———

Arboretum lonizer multiband dynamic processor
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Virtual Tools to
Tame Your Tracks

processors likely play a significant role in your audio production. Let’s

face it—squeezing all that music and sound effects into the airwaves
or across the Internet is what compressors were made for! Similarly,
normalizing dialog or getting those peak transients under control can
make a big difference to virtually any type of production.

When it comes to dynamics processing, the real “action” these days
is taking place with software plug-ins. With add-in DSP boards to help
reduce the burden placed on the computer’s CPU, the ability to shape and
otherwise manipulate audio has assumed an entirely new dimension—
translating to new features and more powerful processing capability than
most of us could ever have imagined just a few short years ago.

The following guide will help you gain some perspective on the
dynamics plug-ins on the market. The products here represent the lion’s
share of available stand-alone processors for use with software audio
editing and recording applications. These are general-purpose studio
dynamics plug-ins as opposed to, for example, guitar processors or
those designed for use with mixing consoles or other specific hardware.
While most of these plug-ins are available on an individual basis, there
are some that are only available as part of a bundle. On that note, we
have not included plug-ins that are only available if purchased as part
of a larger software recording application. So dig in! You're bound to
find something ideal.

Used as a dynamics processor, AIPL's (www.aipl.com) WarmTone™
simulates a tube and reel-to-reel tape sound. Users can record music
digitally, being careful to keep levels low so they don’t clip. Users can
then boost levels on their computer using WarmTone to produce a sound
as though the music was recorded through a tube preamp to reel-to-
reel. WarmTone employs 24-bit sound processing and is low on CPU
resources. Available as DirectX for PC/Windows. Prices: $34, standard;
$64, with ProSound premium 24-bit processing.

The CX1V from Anwidasoft (www.anwida.com) is a compressor/
expander with a flexible dynamic control algorithm and a wide number
of control parameters, including look-ahead and hard- and soft-knee
functionality. The CX1V is ideal for controlling the dynamic of vocal parts,

I f your work involves broadcast or computer multimedia, dynamics

By Roger Maycock



Cakewalk Sonitus fx:compressor with variable knee

instruments or complex mixes. It can also
improve old audio recordings by restoring
a more natural dynamic and enhanced
signal-to-noise ratio. The company’s L1V
limiter/maximizer can be used to c¢ontrol
the dynamics of single tracks and to
maximize the final mix’s level. Available as
VST plug-ins (PC/Mac) for $69 each.
Arboretum’s (www.arboretum.com)
Ionizer is a multiband dynamic processor
offering spectral analysis and 512 bands
of gated EQ per channel. Featuring 32-bit
floating-point processing, it can be used
for dynamic noise reduction, equalization,

Focustite D3, bottom, bundled with D2 (top)

fx:compressor ($39) from Cakewalk
(www.cakewalk.com) is a variable-knee
compressor that can mimic the behavior
of hard- and soft-knee compressor units,
and features normal and vintage-style
compression types. Manual attack and
release settings are included, as well as an
algorithm that adjusts the release time on-
the-fly, thereby avoiding fast compression
changes and reducing “pumping and
breathing,” There is also a peak limiter. fx:
multiband ($79) is a 5-band variable-knee
compressor with normal and vintage-style
compression modes. Each band contains

Omnipressor is modeled after Eventide's classic compressor/limiter.

limiting, compression and expansion.
Ionizer is user-configurable, enabling the
processor to limit the low end, expand the
midrange and compress the high end in
a single pass. With its Frequency Morph
function, users can analyze any sound
and apply its frequency characteristics
to any other piece of audio. lonizer-DX
($499, PC) is only compatible with Sound
Forge and Cool Edit Pro. Ionizer 1.3 ($499,
Mac) can work within the company’s
HyperEngine, and is also a plug-in for
AudioSuite, MOTU Audio System and
Premiere-compatible apps.

an fx:comnpressor with individual control
over threshold, ratio, knee, type, gain,
attack and release parameters. fx:multiband
also sports a peak limiter, input and gain
reduction meters for each band, and an
output meter. fx:compressor is available
as a DirectX/VST, as well as part of the
Sonitus fx:suite ($299) and included in
SONAR 4 Producer Edition ($§959).
Creamware'’s (w ww.creamware.com,
198 Euros) OptiMaster, for the company’s
Scope platform, combines a normalizer,
multiband expander, compressor and
limiter. The Wizard function analyzes the

IK Multimedia T-Racks mastering svite

audio signal and automatically sets the
important parameters, if desired. There
is also soft clipping to simulate analog
tape saturation, an adjustable lock-ahead
function, brickwall limiting and an Auto-
Make-Up function. which automatically
delivers the maximum possible loudness.
OptiMaster uses 24-bit/96kHz processing
and is remote-contrallable via MIDI
controllers when used as an insert effect.

db-audioware’s  (http://db-audioware
.com) Mastering Limiter is a Mbudness
maximizer and brickwall limiter with
dithering. The plug-in uses intelligent look-
ahead limiting, and offers 16-bit dithering
for creating CD masters, 64-bit internal
accuracy and support for sample rates up
10 24-bit/96 kHz. The Multiband Limiter
is an upgraded multiband limiter and
loudness maximizer with an interface that
displays what the multiband algorithm
is doing in real time. It also has look-
ahead capability. The Dynamics Processor
combines compression, limiting, expander,
gate and a brickwall limiter with true
sidechain capability, with 64-bit internal
processing. They are available as DirectX
for PC/Windows. Prices: $39 each; or $99,
bundled with a de-esser plug-in.

The Digidesign/Bomb Factory (www.
digidesign.com) BF-3A ($245) plug-in, a
classic compressor and leveling amplifier,
is commonly used for processing guitar,
piano, vocals and drums in Pro Tools.
Offering more than just a simple simulation
of attack and release times, the BF-3A’s
design captures every tube, transformer
and transistor of its hardware counterparts.
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The maximum s':pported sample rate is 192
kHz. BF-3A works on Mac OS X and PC/
Windows XP (TDM HD Accel, TDM HD,
TDM Mix, RTAS and AudioSuite). Also from
Bomb Factory are the Fairchild 660 and 670
Tube Limiter Emulation Plug-Ins ($595),
which are available for Mac OS X and

r

PSS .

Metric Halo ChannelStrip provides compressor, gate and EQ.

PC/Windows XP (TDM HD Accel, TDM
HD, TDM Mix, RTAS and AudioUnits).
Digidesign offers additional dynamics
processors that extend beyond the scope
of this article. Far information, please visit
www.digidesign.com.

Based on Drawmer’s (www.
drawmer.com) DS201 noise gate,
the Gate/Compressor/Limiter

Limiter maintains control of signal peaks.
The plug-in is geared for Digidesign TDM
users: Mac OS 9 (TDM HD, TDM Mix), OS
X (TDM HD Accel, TDM HD, TDM Mix)
and Windows XP (TDM HD Accel, TDM
HD, TDM Mix).

Max DUY (1,295 Euros) from DUY
(www.duy.net) is a sound
level maximizing tool. It uses
the company’s ILO (Intelligent
Level Optimization) algorithm
for seamless level maximizing,
zero harmonic distortion at
low frequencies and prevents
unnecessary level scaling and
limiting. It can be purchased
as part of the Global TDM
bundle for TDM, RTAS,
VST, MAS, AudioSuite and
Premiere.

Omnipressor (TDM) from
Eventide (www.eventide.com) is modeled
after the company’s legendary compressor/
limiter/expander. Identical in functionality
to the original hardware, Omnipressor
offers simultaneous compression above

soundcards) is $75.

Modeled after its respective Red
Range hardware counterparts, the
Focusrite (www.focusrite.com) d3 ($595)
is a compressor/limiter for TDM and
AudioSuite-capable systems that provides
two mono or stereo configurations. The
d3 supplies compression and limiting
at all times, allowing users to select
compression or limiting, conserving DSP
power for other operations as necessary.
One d3 plug-in can be used multiple
times simultaneously and is limited only
by DSP capacity. Pro Tools software
supports sidechain processing with the
d3, accepting post-fader input to control
dynamics parameters. The d3 provides
separate insert configurations and also
functions in AudioSuite, providing file-
based processing and conservation of
DSP resources. The d3 is bundled with
Focusrite’s d2 multiband EQ processor.
d3 works on Mac OS 9 (TDM HD, TDM
Mix, RTAS and AudioSuite), OS X (TDM
Accel, TDM HD, TDM Mix, RTAS and
AudioSuite) and PC/Windows XP (TDM
Accel, TDM HD, TDM Mix,
RTAS, AudioSuite).

Designed as a mastering
plug-in suite, T-Racks includes

Plug-In ($595) is designed for
processing percussive and
highly transient material. The
Sidechain Trigger can be set
to key the gate off of any
audio track. For less-percussive
signals, the company’s “Program-
Adaptive Circuits” can gently
control excessively dynamic passages. This
Expander/Compressor/Limiter  Plug-In
is based on the Drawmer DL241 Auto-
Compressor and DL251 Limiter. Auto-gain
adjusts the compressor’s gain when the

Sonic Timeworks CompressorX employs true stereo 64-bit processing.

the threshold point and expansion below.
The app operates at 48/96/192kHz sample
rates. The plug is shipped as part of the
Clockworks Legacy bundle ($795) or the
Anthology bundle ($1,195), which includes

the five plug-ins found in the Legacy

PSP Mixpressor emulates tones of classic devices.

threshold or ratio controls are adjusted.
Both automatic attack and release and
manual adjustment are available. Built-in
limiting protects the monitors when using
heavy compression. The Zero-Overshoot
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bundle, plus Octavox, Eventide
Reverb, H3000 Band Delays and
H3000 Factory.

The n-Track Compressor is a
compressor/expander/noise  gate
plug-in for DirectX from FASoft (www.
fasoft.com). This plug-inallows you to
define a custom dynamics graph, so
even complex dynamics processing
can be obtained with a few mouse
clicks. The n-Track Compressor
features independent left and right
controls and processing (with stereo audio
data), and operates on mono and stereo 16-
bit and 24-bit audio material with an internal
64-bit resolution. Standard registration costs
$49; 24-bit registration (for use with 24-bit

a tube-modeled compressor, a
multiband master limiter and a
soft clipper. The IK Multimedia
(www.ikmultimedia.com)
plug features an analog-
modeled sound. The
compressor incorporates a
highpass filter in its detector
stage for analyzing the incoming signal
and determining how gain reduction can
be applied, as well as mastering-oriented
time constants. The multiband master
limiter provides ultra-fast peak detection,
a 3-band limiting stage and a soft clipping
stage with variable clipping shapes. T-
Racks works on Macs (HTDM, RTAS, VST);
OS X adds support for AudioUnits. The
plug-in is also PC/Windows-compatible
(RTAS, VST, DX). Prices: $399; TDM for
Pro Tools is $499.

Ozone 3 ($249.99) is a 64-bit mastering
suite from iZotope (Www.izotope.com)
that includes a multiband compressor
featuring RMS detection, an adaptive
attack/release time setting, several types
of meters and “gain when bypassed” for
comparing the bypassed signal and full
undo history. Further, Ozone 3 provides
real-time visualization of the dynamics
within each band, level histograms and
X/Y compression curves. Additional
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“Hear Back is the best headphone
monitoring solution | have ever used.”

Jory K. Prum, Owner/Engineer
studio.jory.org

Personal Monitor Mixer System®

A high-power, low-distortion professional
personal monitor mixer system for
headphones, in-ear monitors, and
floor monitors. Perfect for live,
studio, and houses of worship.
High quality audio. Flexible.

Expandable. Easy to use.

256-922-1200

www. hearback.com
© 2005 Hear Technologies

headr

TECHNOLOGIES

or Production Places

® ® ®
Acoustics First
Materials to Control Sound and Eliminate Noise ™

From practice spaces to professional recording studios, we can help
you get the materials you need to fit your application and budget. Our
products include acoustical foams, fiberglass panels, diffusers, bass

and corner traps, vibration control, acoustical wall fabrics, ceiling tiles,
modular enclosures and various other acoustical materials.

Toll Free

1-888-765-2900

Web. http.//www.acousticsfirst.com
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Processor Plug-Ins

components include paragraphic EQ, a
multiband harmonic exciter, multiband
stereo imaging, a mastering reverb, a
loudness maximizer and a Dither function.
It is available for Pro Tools, VST, MAS,
Audiolnits and DirectX formats.

Channel G ($995, Mac OS X TDM)
from McDSP (www.mcdsp.com) is
a console strip featuring an expander
gate, compressor limiter, equalizer and
filiers, plus a surround compressor/limiter
configuration comprising L/R, C, Ls/Rs
and LFE compressor sets. The expander.
gate has adjustable range and threshold
controls, as well as a continuous ratio for
editing. The compressor/limiter also has a
continuous ratio control and a knee control
offering choices to smooth the transition
into the compression region and between
the modeled console dynamics processors.
CompressorBank (8495, Mac OS X TDM

TC Electronic Master X5 offers 5-band processing
for PowerCore (Version 1.7.6 or higher).

RTAS AudioSuite) provides control of
dynamic compression; common controls
such as output, threshold, compression
(ratio), attack and release are provided. Non-
standard Knee and Bite controls facilitate
articulation of compression characteristics.
Multiple peak-detection circuits emulate
different compression units

ChannelStrip provides EQ, gate and
compressor functions. This Metric Halo
(www.mhlabs.com) plug-in provides
input gain/trim, an expander gate with
integrated sidechain filter, a compressor
with integrated sidechain filier, output
gain/trim and high-resolution metering for
each processing block. ChannelStrip ships
with more than 100 presets and is available
for Mac OS 9 X. The Mac TDM version is
available for $699, while RTAS, AudioSuite,
VST, MAS and AudioUnits versions are
available for $345.

PSPaudioware’'s  (www.pspaudioware
.com) VintageWarmer ($149) is a simulation
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APOGEE USERS

Malcolm Luker

-
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Before a scoring session
we compared the HD rig with
Pro Tools interfaces to the
Rosetta 800s with Big Ben...
the difference was obvious.
With the Apogees | noticed
a wider depth of field and
more openness in the higher
frequencies. And, the Apo-
gees with X-HD cards give
us more versatility with Pro
Tools than the 192s do!”

L r
Recent Projects: “A Sound of
Thunder”, “Team America: World
Police”, “Pirates of the Caribbean”

ROSETTA 800

e
96

ROSETTA 800

24 BIT, 8CH A/D & D/A

SR

8 channels of premium Apogee A/D
& D/A conversion, sample rates up
to 192kHz (optional) and an expan-
sion slot for direct Pro Tools connec-
tivity (X-HD card) or direct FireWire
connectivity (X-FireWire card)

SOUND AMAZING

‘Dynamics Processor Plug-Ins

of an analog-style, single or multiband
compressor/limiter with considerable
presets. Within its feature set are shelf
filters for bass and treble frequencies in
single-band processing mode, as well as VU
and PPM meters with overload indicators.
This plug-in processor can also be used
for brickwall limiting. VintageWarmer

provides 96kHz and 192kHz compatibility.
Part of the PSP MixPack, the MixPressor
compressor enables users to obtain a sound
quality typical of classic devices with valve
and optoelectronic circuits. MixPressor's

Universal Audio Fairchild 670 Compression Emulator

level detector can operate in peak and
RMS modes, and attack and release times
can be regulated across a wide range or
set to automatic. MixPressor’s limiter can
operate as a warm-sounding peak limiter
or as a limiter saturator with a sharper
sound. VintageWarmer is available for PC
Windows (VST, DirectX, RTAS) and for Mac
OS X (VST, MAS, RTAS). MixPack Suite is for
PC/Windows (VST, DirectX, RTAS) and Mac
OS X (VST, AudioUnits, RTAS).

Designed to emulate compressors such
as UREI's 1176 and the dbx 165, Sonic
Timeworks’ (www.sonictimeworks.com)
CompressorX employs true stereo 64-bit
internal processing with hard- or soft-
knee compression, and peak or RMS
limiting. Mastering Compressor includes
soft-clip compression/limiting, 64-bit
internal precision, loudness maximization,
two separale compression algorithms
and dithering to 16-bit. CompressorX is
available for Mac ($149), PC/Windows
(DirectX, RTAS; $179) and Pulsar Scope
($149). Mastering Compressor is available
for Windows (DirectX, $179) and Pulsar,
Scope ($149).

Part of Steinberg’s (www steinberg.net)
Surround Edition of real-time surround
effects plug-ins, OctoComp is an 8-channel
single-band compressor, and OctoMaxx
is a loudness maximizer for surround. All
parameters are automatable. For Windows

XP or 2000 and Mac OS X G6-channel-
capable VST host applications, the plugs
cost $499 each.

TC Electronic’s (www.tcelectronic
.com) Master X5 ($249) offers PowerCore
users S-band processing with adjustable
crossovers, expander, compressor, limiter
and dithering. Optimized for 44.1 and
48kHz processing tasks, Master X5 also
has a look-ahead feature with up to 10ms
adjustable digital ceiling and accuracy up to
0.05 dB, plus high-resolution metering with
selectable hold modes and a consecutive

clippings counter. Requires PowerCore
software V. 1.7.6 or higher for Mac
OS X and PC/Windows. For Mac,
the host application must be VST-
or AudioUnits-compatible. For PC/
Windows, a VST-compatible host
application is required.
Universal Audio (www.uaudio
.com) offers a number of dynamics
processors for its UAD-1 DSP card—
all developed to extend the legacy
of its hardware predecessors. Among
them is the CS-1 Channel Strip, which
includes the EX-1 EQ/compressor
module. The 1176LN and 1176SE
Limiting Amplifier Emulators both provide
compression. The 1176SE uses considerably
less DSP power for situations in which
DSP resources are limited, and the 1176LN
employs vintage FET compressor emulation.
The LA-2A Leveling Amplifier Emulator
provides compression akin to the original
hardware. The Fairchild 670 Compression
Emulator is modeled after Allen Sides’
favorite unit at Ocean Way Studios (Los
Angeles). The UAD-I1 is available in three
configurations: the Ultra Pak ($1,499),
the Studio Pak ($1,199) and the Project
Pak ($499). The CS-1 is available in all
three configurations, while the remaining
plug-ins reside (for the most part) in the
Studio and Ultra Paks. Most plug-ins are
also available separately for $149 each.
The plug-ins work for AudioUnits, VST,
DX, MAS and RTAS; Pro Tools versions are
also available.

Essentially a spectral compressor,
Voxengo’s (www.yvoxengo.com) Soniformer
($59.95) uses compression to adjust spectral
balance, with a 32-band spectrum analyzer,
64-bit internal precision and mid/side
processing. Voxengo Elephant ($6995)
is a mastering limiter plug-in providing
sound limiting and loudness maximization
functions. There are seven limiter modes,
noise-shaped bit-depth conversion and
support for sample rates up 10 96 kHz.
Crunchessor (849.95) is a general-purpose



EATS COMPLEX ALGORITHMS
FOR BREAKFAST.

Eventide's signature 5.1 reverbs and effects require sheer processing power for dense reverbs and complex algorithms — the kind
that can crush mortal effects processors. If you're ready to push the boundaries of creativity, meet thzs new super-heavyweight
effects champion: the 8-channel, 24-bit/96kHz Eventide® H80O00 Ultra-Harmonizer.®

Built on a foundation of nearly fifteen hundred preset-algerithms, it encapsulates the last 30 yeats of sound processing.
And with over eighty new 5.1 presets, this baby's ready to take the future head-on with headroom to spare. If, for example,
a complex algorithm gets a little too big for its britches, Monolithic Tandem™ runs it on two DSP chips. With that kind of
parallel processing power, your creativity is unrestrained.

Despite all that brain and brawn, the H8000 is rzmarkably fr'endly and easy-to-use, optimized for flexibility and control. Virtual
racks have been crafted, which give you up to five effects processors in one preset-algorithm. Search engine functionality helps
you sort presets for easy retrieval.

So crank up an Eventide H8000 Ultra-Harmonizer and feast your ears on the most amazing effects you've never imagined.
24-bit AES/EBU, ADAT and stereo S/PDIF digital 1/O

»

» MIDI, BPM and Tap Tempo synch-onicity
» Up to 96kHz sampling frequency
»
»

=
&
Supported by VSIG,™ Eventide's PC graphic editor/development tool Eventlde
Pristine analog with XLR and 1/4" TRS inputs; s/n >110dB

For more information call (201) 641-1200, email audio@eventide.com or visit www.eventide.com

Eventide and Harmonizer are registered trademarks; Monolithic Tandem, and VSIG are trademarks of Eventide Inc 2004 Eventide Inc




Dynamics Processor Plug-Ins

track compressor featuring valve warmness,
fast and slow anack modes, and mono-
10-steren and steren-to-stereo processing,
among other features. Polysquasher ($49.95)
is a mastering tool offering transparent

Waves L3 Maximizer: a multiband limiter with phase linear EQ

compression acton. Key feawres include
real-time gain reduction scope, variable
knee compression, a highpass sidechain
and support for sample rates up to 192 kHz.
Voxforiner (35995 is a multifunctional
vocal channel strip featuring one-knob vocal
compression. There are two compressor
types: 2-band or two-stage (serial) vocal
compression. Voxformer includes a -
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band equalizer, a switchable crossover
and a real-time FFT spectrum analyzer. All
plug-ins are for Windows and run on VST-
compatible host applications.

Wave Arts’ (www.wavearts.com) Multi-
Dynamics is a multiband
dynamics processor useful for
mastering, noise reduction,
volume maximization, de-
essing and related tasks.
Features include up to six
bands with independent
compression or expansion
gating per band, 18dB/octave
and 30dB octave crossovers,
adjustable knees and look-
ahead capability. TrackPlug
is an EQ, compressor and
gate plug-in with adaptive
RMS/peak detectors. Final Plug is a peak
limiter plug-in with bit-depth truncation
and noise-shaped dithering. It provides
comprehensive noise-shaping options and
supports operation up to 192 kHz. The
offerings are for VST, MAS, AudioUnits,
RTAS and DirectX and cost $149.95 each.

Maximizer L3 from Waves (www.waves

linear equalization. The L2 Ultramaximizer
is a peak limiter and level maximizer
that uses ARC™ (Auto-Release Control)
technology. The L1 Uliramaximizer, a
brickwall  limiter, maximizer, offers
look-ahead peak limiting. Renaissance
Compressor re-creates the warm sound
and simple operation of classic analog
hardware, while Renaissance Vox is a
vocal compressor with compression
limiting and gatling upward expansion.
TransX is a dynamics processor made
to control and shape transients. The C4
provides 4-band up/down expansion,
limiting and compression, plus dynamic
and standard EQ. The Cl is a frequency-
selective dynamics processor allowing two
simultaneous dynamic processes. These
offerings are for TDM, RTAS, AudioSuite,
VST, DirectX, MAS and AudioUnits. While
these plug-ins are available separately,
the company recommends cost-saving
bundles. Many of these plug-ins are found
in the Diamond bundle: $3,800 (native)
and $7,000 (TDM). ]

Roger Maycock is a freelance writer based

com) is a multiband limiter with phase
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Saturated Phat.

The all-discrete 512C mic pre from api.
www.apiaudio.com 301.776.7879
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Maodest Mouse

Text and Photos by Steve Jennings
Modest Mouse played to a sold-out house
at the Berkeley Community Theater (Berkeley,
Calif) in early February. Mix spoke with front-of-
house engineer Chris Chandler—who has mixed
the band since 2003—about their current tour.
Thomas Wright (monitor engineer/stage manager)
and backline techs Trevor Keen and Derek
Linaman are also on-hand for this jaunt.

According to Chandler, “Things can change
when you're not carrying full production. [At
the Berkeley show, Sound on Stage provided the
P.A. and Yamaha FOH mixing console.] On this
tour, I'm using Shure Beta 57As on Isaac [Brock,
vocalist guitarist] and Dann [Gallucci, guitarist,
keys] and Shure SM58s on Tom [Peloso, upright
bass/fiddle] and Jeremy [Green, drummer]. For
Isaac’s second vocal, we use a Shure 104C for
that ‘telephone’ sound.”

Chandler’s outboard rack includes Mercury
M76m mic pre's (with a dbx 160 and 6-band

EQ inserted) for Brock’s vocal, and a Discrete Plus
stereo pre for Peloso’s vocal and bass. Bass also has
a dbx 160 and 6-band EQ on it. Chandler inserts a
Ridge Farms/The Boiler compressor into a stereo
bus on drums for the “compressed drum sound
from the album.” Also in the rack are Drawmer
DS404 quad gates and a DL 441 quad comp, and a
TC Electronic M2000. Drums are miked with Shure
Beta 91, Beta 52, SM57s, 98s, SM81 and a pair of KSM
137s. Percussion is treated with an SM57, Beta 57A,
98s and SM&1s. Guitars are miked with Sennheiser
MD409s or 421s.

FOH engineer Chris Chandler

Future Sonics Celebrates 20 Years in the Biz

Future Sonics founder president Marty Garcia’s work
in the live sound biz started in 1979, when he opened
regional sound company Crystal Sound, which would
become Crystal-Taylor Sound. Garcia notes that client
Todd Rundgren was getting great monitor sound in
halls and theaters, but had problems in arena-sized
venues; when Rundgren had to sing out over the roar of
instruments onstage, vocal fatigue would follow. Crystal
Sound’s cusiom wedge-based monitor rig and console
sounded so great to Rundgren that the artist bought it
and brought Garcia on tour for the next five years to
run it—while still developing custom-built transducers
into ear pieces. Fast-forward to 1991: Garcia sold Crystal-
Taylor Sound and founded Future Sonics. What's in the

company's future? Products that will “blend in” with professional and consumer interests.

Think MP3s and iPods.

78 MIX, April 2005 * www.mixonline.com

Live sound guru Marty Garcia

inside
Il Live Mix News:
Tours, Events, Instatlations

YA All Access: Scissor Sisters

LI Tour Profile: Yonder Mountain String
Band

Ll New Sound Reinforcement Products

Linkin Park vocalist Mike Shinoda records to a
Mac-based Pro Tools setup on the road: “We do
a lot of recording on the tour bus, so the rig is im-
portant. [The Mackie HR624s] have a really tight
low end and a sound that consistently translates.”

JBL celebrated the sale of the 500,000th EON
portable powered speaker. JBU's Gerry Tschetter
notes, "It took EON’s unique combination of
technica! innovation, light weight, reliability
and affordability to move powered speakers
from a specialty niche into mainstream pro
audio.”...London’s Autograph A2D recently
sold two DiGiCo D5T (theater) consoles, which
will be used for upcoming Broadway premieres
for Dirty Rotten Scoundrels and Spamalot... The
University of Albany’s (Albany, NY) recreation
center recently had SimplexGrinnell {nation-
wide) design and install a new sound system;
SimplexGrinnell project head Dominick Campana
says, “Dilemmas posed by the sheer size of the
structure are compounded by the building’s
harsh, reflective walls. When a loud crowd is
present, the noise floor hovers around 80 dB
without even turning the sound system on.”
Campana chose QSC loudspeakers, powered
by 17 CX Series amps {1102, 902, 702, 502, 302
and 1202) distributed in a fan configuration.
Four ModularDesign enclosures/cabinets and
36 AcousticDesign loudspeakers help create
the desired tight pattern control.



The Linn brand is renowned for high-performance,

high fidelity sound reproduction. Indeed Linn was

founded to control and monitor audio quality across

every stage of the sound capture and reproduction process,
from artist to listener. For over 30‘years our aim has been simply

to get closer to the music.

o

To build a reliable, compact, powerﬁj and accurate full-range

monitoring loudspeaker needed all Linn"Sexpertise, some innovative
thinking and a few great new ideas. In a comgact, robust.assembiy.

a 3-way array and twin bass drivers deliver a flat Trequency response .
with a stable point source from above 30 kHz to below 20 Hz. Five

channels of switch-mode driven 'silent power' amplification deliver

1500 watts of stable power per loudspeaker. Active crossovers
precisely tailor the signal to each drive unit. Active servo bass
technology ensures that the twin bass drivers operate with minimal
distortion to complete a cool-running, hum and buzz free

monitoring miracle.

So when it came to precision engineering the innovative

328A professional monitor loudspeaker, sound engineer:
were not only the customers, they were also the ddSiemmea St Ll ‘ ‘ -’
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OFESSIONAL MONITORING LOUDSPEAKER?
EI.L YOU’RE THE EXPERT.

Linn Products Inc
For more information call 888-671-LINN

or visit www.Linninc.com
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On the Road

Sugarcult

Southern  California—based  punk/pop
quartet Sugarcult kicked off its Take Ac-
tion tour in early February before moving
on to a series of Japanese dates with Green
Day in mid-March. Froni-of-house mixer
Scott Ralston describes himself as simply
a “sound engineer,” as he divides his time
between live gigs and studio work with
bands 311 and Shuvel. Mix caught up with
Ralston as he wes setting up for a Sugar-
cult show at The Quest in Minneapolis on
March 2, 2005.

What's your approach to live mixing?

1 try to bring the studio aspect into the live
world, and tuning the room is probably the
most important factor in live sound. I play a
DAT of dry, raw drum tracks that we made
in the studio to tune the house. I've found
that if you can get the drums sounding
good, then every:hing else falls into place.
How much gear are you cdrrying on
this tour?

We're hardly carrying anything. 1 do
have some dbx 166 compressors and an
Eventide H3000 Harmonizer and two old
|Deltal.ab) Effectron analog delays that 'm
absolutely in love with. And we carry our
own mics—the Sennheiser €935s sound
really good on vocals, and we're using the
900 Series instrurnent mics. We’re also car-
rying in-ear monitors. It's helpful 1o have
at least a few things that are consistent.
But every day, it's a new console, new
speakers, new everything—it’s kind of like
mixing without a4 net.

What do you like to do when you're not
on the road?

After four years out with 311, 1 couldn’t
be stationary anymore, so I bought a
motorhome, put a Pro Tools rig in it and
spent time visiting every beach on the
West Coasl. Lately, I've been producing a
new album for Shuvel. I'm also obsessed
with disc golf, which—believe it or nol—
has become a real sport.
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Mercy Me

Sound Company: Spectrum Sound
{Nashville)

FOH Engineer/Console: Garry Brown/
96-channel Yamaha PM1D

Monitor Engineer/Console: Bobby
Georger/96-channel Yamaha PM1D
P.A./Amps: d&b C4 system with C3s
long throw and B2 subs/d&b P1200, D12
Monitors: V-DOSC SB218s, Sennheiser
EW300 IEMs, PWS helically polarized
antennas

Outboard Gear: TC Electronic Finalizer,
M-Ones; Meyer Sound CP10; PreSonus
Eurekas; Lake Contour with PC tablet
Microphones: Shure Beta 52/91/98/86,
SM57, KSM32, SM7B, KSM137, UA
wireless system with B86 capsule;
AKG C414; Audio-Technica 4031, 4050;
Sennheiser MD421, SKMS5000N with
KK105 capsule

Assembly of Dust

FOH Engineer/Console: Jack Trifiro
(also production manager)/venue-supplied,
usually Crest or Midas with minimum of 32-
input channels with eight VCA submasters
Monitor Engineer/Console: Josh Cohen
{also backline tech)/venue-supplied, usu-
ally Crest or Midas with split from FOH
snake

P.A.: venue-provided, usually McCauley,
Adamson, EAW or Meyer

Ram’s Head Goes Live! |

Baltimore’s Rams Head Livel—a live music venue
that opened in mid-December 2004, and has been
host to saxophonist Maceo Parker, Chris Isaak
and B.B. King, among others—bousts a high-
end combination of video, audio and lighting,
complementing the 26.000-square-foot space. To
provide customers with a pristine view of the night’s
entertainment, a 20-foot projection screen and 40
42-inch plasma screens are included, while two Lake
Contour 2-in/6-out digital loudspeaker processor

Monitors: Sennheiser EW 300 IEMs with Shure E5
earbuds

Outboard Gear: Klark-Teknik or Ashly EQs; Drawmer
or dbx comp/limiters; TC Electronic, Lexicon or Yamaha
reverb; TC Electronic, Roland or Korg delay; Eventide or
Avalon compression

Microphones: Audix D6; Shure SM31, SM38A,
SM57, Beta 56; Oktava MK012; CAD e100;
Sennheiser 409/609, 835; AKG 414

A sneak peek inside Ram’s Head Live!

units optimize the main house, under-balcony and
fill speaker systems. Washington Professional Systems’ Greg Lukens led the project.

{ Adjustments can be made to the Lake Contour system, which features an analog s
octave equalizer that can be patched into the house sysiem; additional features include EQ

overliy, crossover. dynamic and delay processing capabilities. Lukens reports, “Whatever

the engineer does to the house system, [he/shel does to all the speakers. We're running the
delay zones off of additional Lake Contour outputs so all the zones run under the master
EQ screen.” The venue's FOH engineer, Jamie Rephann, says of the Lake Contour, “You
can pretty much do just about anything you want with it. It's an incredible unit.”
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Carl;on Awdlo
employed the EAW
KF760 Line Array for
R.E.iA.'s recent North
American tour.
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+ enre- and gender-
defying five-piece
Scissor Sisters—whose
music brings in a mix
of rock. pop and dance &
inspired by buriesque

shows, drag queens
and glam rock—played
to an exuberant crowd
in late January at San
Francisco's Wartfield
Theater.
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The Yomeha PM5D RH has digitsl
oo 3o | can pek o besrd up anw
wivern i the woeld and load my show
m with of M gom " soys monitx
engineer Ben Booker “The RH also has
a desrer top end than the stondard
PM3D et it uses the PMSO00 preamp.
With the board's macoll | con have o
dtferery EQ for eoth song. | like mix-

ing on foders —if's ke doing six FOH
mixes for the eors.

-

Monitor engineer
Ben Booker

Everybedy is on Shure ES in-sars. except Joke. He likes 1o be free. so ! have wiiges
around the stage fo cover him and | ride him or: the foders * Booker continues. "Wt use
Sosnlserwer G2 IEMs. They are seff-scarning. sound gamd ond are well put togerer.”
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In the US. we are not yet
ousing with mech pradudion, *
| soys FOH engineer Dave Kay.
We & corry smefl hews o
make owr lives easy and o keep
a certain Jevel of wonsistoncy,
The only processing | carry 1
a dbx 12¥ fo worm up some
of Mw oveusiic songs oad an
XTA SO0—my get out of el
unit. We re carrying our monior
desk ond M systems so the
stoge sound 1s very mininspl and
abweys consisent.”

Each nghts rig is supeled

by an ouimde vendor. Hay-

ward, Calt.-based Sound on Stage supalied PA. for the Warfwid show.! On e fout s
MA Jeg Adlib Audio provided a Verles £58% system. W were using the BSS 366 1

crossovers with e new Thaeke filters ond we had sonre fonfosiic resulh, even in some of
- n-t\"@u_n‘y h:d—soundwg eS| Aay epr.in).

I have 26 channels coming from stoge and | prefer 10 run zores of the PA. system
from, e <0 thest the systenn dor be fise tered. but the whole system is st controlled
from the L'R mis,” Kay cominves. I also roure the vocals through a subgroup so | com
owal in mere do e front-iills and other zones that nzed lift.

My desk of chowe is a Sounderaft Series Five complemented with a rack of BSS DPR-
302 comnpressors —as meny as | can get my horids on— some dbx 1605 for the vocels and
four channels of Drawmer DS201 gates. | use a TC Electronic D2 or 2290 for a tape delay,
an MU0 for vocal reverb a Yamaha 990 for some chorusing and a PCM70 for thw drura
reverb. | am a big fan of BSS VariCurves because of their great inferfose. We've recently
bewon veng the BSS 82 platform for folal system control with a fablet PC.

“They ore a great fun band 1o work with.” he conclueles. “It isn‘t possible to
categerize our lypical audience because we have people from all walks of life and ol
ages —dressing up and definitely leting their hair down in a serfous way.”

Bass kewdoerdist Bobydeackdy
y wsesa wirad mikc for backing vocols.
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Drummer Paddy Boom's mic setup
includes Sennheeser’s new 901 (“the
fattest-sounding mic ever!”), 902
tkick). 903 {snare top!, 604s (snare
bottom. toms), 614 {hi-hat! and 844s
{overhead. ridel.
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Keyboardist 1J Garden vses two Korg
MS2000s and a Korg SP200 piano

through a Line 6 POD XT Live for his
delay and Aanging effects, and the
odd wah-wah.
' ¥
R - ! \
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Guitarist Del Marquis’ foot pedal sys-
tem is built around a Line 6 POD XT
Live. “l can edit sounds on-the-Ay and
save it o my PC for backup,* explains
monifor engineer Ben Booker. “We

. don’t mike the onstage amp—just fake
N a DI staight from the POD.”




By Strother Bullins

Yonder viountain
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Bluegrass That Rocks the Stage

Just as one should never judge a book by its cover, one should
never prejudge a performance by its stage. On the evening of
February 24, 2005, someone unfamiliar with the Yonder Mountain
String Band could have easily walked into Greensboro, N.C.s
historic Carolina Theatre, glanced upon the ornately trimmed
1920s-era stage and assumed that the evening would be filled with
tranquil acoustic sounds. Dimly lit and occupied by four vocal
microphone stands, two instrument mics and four evenly spaced
racks of gear, the stage simply did not foreshadow the impending
intensity of the evening’s performance.

Yonder Mountain String Band (Adam Aijjala. acoustic guitar;
Jeff Austin, mandolin; Dave Johnston, banjo; and Ben Kaufmann,
upright bass) and their crew must be used to such erroneous
assumptions by now. After all, quartets featuring banjo, acoustic
guitar, mandolin and upright bass rarely attract rabid fans that
uninhibitedly dance and sing in the aisles—or with tonight's
show, in the orchestra pit—from the show's very first note. But the
difference between this band and most other bluegrass-influenced
acoustic groups is that Yonder Mountain rocks—pure and simple.

MAKING AN ACOUSTIC ACT LOUD

According to front-of-house engineer Ben Hines. his job with
Yonder Mountain String Band is pursuing the high levels before
feedback—a tough task for an acoustic act generating virtually no

84 MIX, April 20605 = www.mixonline.com

'
| —
§ o ——

o

~
).
\ -
i

onstage volume. “We've gained the ‘jam band’ title and a rock 'n’
roll crowd,” he explains. “I'm basically pushing toward the last
five percent before feedback to get these meaty volumes that the
crowds are expecting—and [ have zero stage volume. Basically,
I'm 100 percent out of the speakers.”

Long before his gig with Yonder Mountain, Hines began
his career as a musician and later attended Eastern Kentucky
University on a Music Education scholarship for trombone.
“While I was there, I realized that I didnt have the nerve to
perform onstage,” he admits with a laugh. “I then decided to get
into electronic music and moved to Dayton, Ohio, to go to the
International College of Broadcasting. They had a smail audio
recording program there.”

Prompted by the encouragement of an ICB instructor, Hines
soon took a job at a local 200-seat club—the Canal Street Tavern—
where he began to hone his skills as a live sound engineer. “I got
thrown into the fire there,” he recalls. Hines continued to work
various house sound gigs until finally—albeit briefly—moving
to Austin. “It was October 2000 and I was working at Big House
Sound when the [Yonder Mountain] guys called me. Previously, I
had a house gig in a 400-seat venue in Kentucky where I had mixed
them. I remember that they really enjoyed the way I mixed, and
after the show, I gave them a business card. Later when I got that
call, I was humping P.A. in the hot Texas heat so I said, ‘Yeah, I'll



We proudly present the new member of the mc? tamily: the mc266.
it has been developed with over 30 years of experience and is equipped
with the finest technology you can purchase today.

Fitted witn 48 + 8 faders, the mc’66's lightwetght construction is ideally suited
for OB vans as well as studios. The core with 3072/8192 mono channels offers
192 fully equipped DSP channels at 96 kHz. The central control section and
the flexibly assignable channel strips allow intuitiv operatton.

Further features of the mc'66 are the straightforward matrix and console
ccnfiguration, advanced audio-follows-video as well as parallel clean-effects
summing,

All these new features, together with the proven architecture of the me’ series,
come at a surprisingly modest price, making the mc 66 the ideal choice for
al future requirements

BROADCAST

\‘\\\\\ %

p SN \\‘\“\“ PN

LAWO

NETWORKING
AUDIC
o SYSTEMS

 Las Vegas, April 16 — 21 2005, Booth No N816 feadnuniten. Lawe AG  Ragiati/ Germany © «&9 7223 100320 * wwwiawn.aie
s INotIh A " L 23 Y LATH) B0 OO C e Uit

Norld Radio History|




]

take that gig!™

Since then, Hines has enjoyed Yonder
Mountain’s growing success, moving from
“sleeping on floors and driving all night” to
traveling as any hot ticket act should—on
a large, comfortable Prevost touring coach.
But to Hines, the best thing about his gig
is the constant musical surprises, courtesy
of the highly improvisational musicians he
collaborates with every night.

“I obviously don't hear the same show
every night, which is what you'd get when
working with other bands,” Hines offers.
“They do weird segues, go into different
songs and I feel that I'm in tune with what
the guys are doing onstage. They definitely
make me feel like I'm part of the band.”

OUR STORY TAKES PLACE

WITH A NEW VERONA

Yonder Mountain recently acquired a new
Midas Verona 4008 for FOH, which Hines
adores. “I had fallen in love with anything
made by Midas, and because we don't
have a major-label budget, everything is
financed in-house,” he says. “We were
looking closely at price. I had worked on
the Heritage, the Venice and a couple of
Veronas. While the Veronas didn't have
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all the bells and whistles of the others, it
had those great Midas preamps. Plus, this
console fits nicely under the bus; they don't
have to travel with a trailer.”

In regards to processing, Hines cites the
BSS DPR-404 quad compressor/de-esser,
Rane Model DC-24 dynamic controller and
BSS FCS 966 Opal graphic EQ as the most
crucial bits of gear in his racks. “I use the
DPR-404 for vocals and the Rane DC-24
with the crossed-over compression for
bass,” he explains. “I have the BSS Opal
graphic EQ on both of my guitar channels,
which gives me a great acoustic sound.
Adam plays semi-light, so I take the tinny-
ness out of his pickup channel and use the
lows while graphic EQ’ing out the high part
of his acoustic’s internal mic. It turns out to
be a really nice blend.”

Onstage, Ajjala and Austin use rack-
mounted Pendulum SPS-1 stereo preamps
in their respective racks and internal Joe
Mills acoustic instrument mics. In addition,
Austin frequently steps up to a stand-
mounted Neumann KMS 105 for solos,
which is phase-corrected with a Little Labs
IBP alignment tool. Banjo player Johnston
uses an internal pickup/external Shure
SM98 combination with an Avalon U5

" If You Liked Us Before...

Monitor engineer Kevin Gregory [left) and FOH en-
gineer Ben Hines in front of the new Midas board

mic preamplifier. Kaufmann’s Eminence
Gelbass—a miniature acoustic upright bass
with standard-size neck and scale length—
runs direct via two bridge-mounted pickups.
“Those things give me a consistent sound
everywhere I go,” Hines boasts.

Everyone sings both lead and backing
vocals, all using Shure SM87A mics.

The results of more than two years

of inlcm"vc researcha
The newMoemeek Ché

finally here!
nels are the

“ultimate” ip analog technology. . .
designed fVour digi‘\\'m'ldf

JUEMEEK

vind) $999 List
©

win

PREAMP oy (e Wif'sBunds right, itISTight!

three@ $299 List
o

n

L

PMI Audio Group 1845 W 188th St Gandena, CA 80247 tal B77 563 6336 fax: 310 323 8051
Web: www josmaek com Joameek is a registaned tredemank of PM! Audic Group 2004 PV Audio Group  All Rights Reserved




The World’s First Auto- 5-Band Phase Linear EQ Brick Wall Limiting
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auvtomatically optimizes headroom lows with zero phase distortion. overshoots without -he hassle cf
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Master and Individual Separation Control blends band
Release Controls let you interacfion from a crisp five band
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as much vintage vibe as you need. or anywhere in between.

Presenting Waves L3

What could top Waves' acclaimed L2 Ultramaximizer? The L3 Multimaximizer™, a new concept in a
mastering plug-in. Featuring multitand limiting, phase linear EQ, automatic headroom ootimization, and
unique controls that deliver tracks as transparent, vintcge, dynamic or slammin' as you like. For fast
action, use the L3 Ultramaximizer™, with its easy 2-style interface ard kig selection of expert presets.
Either way, the L3 gives you truly one plug-in mastering.

L3 Ultramaximizer™
Same sound, easy control

Purchase or upgrade to Diamond or Platinum today to get your version of the amazing L3.

Current Diamond or Platinum owners covered by the Waves Upgrade Plan receive L3 FREE!

Platinum Bundle Includes L3 Ultramaximizer™

Diamond Bundle Includes L3 Multimaximizer™ & L3 Ultramaximizer™

14 day dema available at www.waves.com
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“Most songs—at a minimum—are two-
part harmony,” says Hines. “But everyone
sings, sometimes in four parts.”

On this particular night, a PA.
featuring Meyer Sound UPA-1A speakers
and Crest Audio FA-901 amplifiers was
used. However, this varies from show
to show, as Yonder Mountain relies on
house systems. This often presents extra
challenges for Hines, who says that some
venues simply “don’t get it.” “The last thing
[ want to hear is, ‘You’re not a rock band
50 you don't need a big P.A.’ It's a complete
misunderstanding.” On some occasions,
Hines supplements the house system with
additional front-fill and sub cabinets. “One
of the next purchases I'll make is front-
fills, probably the Meyer Sound UPM-1P
models. That will make sure that [ always
sufficiently cover the front rows.”

HANDS OFF THE WEDGES

For Yonder Mountain’s “no wedges”
monitoring situation, recently appointed
monitor engineer Kevin Gregory mixes
on a Crest Audio XRM rack-mount mixer
for the band’s Shure personal monitoring
systems, which comprise two PSMG600
and two PSM700 packages. “It’s pretty
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straightforward,” says Gregory. “By using
in-ears with acoustic instruments, we
eliminate a lot of the inherent feedback
problems of using monitors. I may have
the same ear mix ready each night, but it
will change because of the way it reacts
with the room’s size and acoustics.”

“If your gain’s too hot, you'll get so
much slapback inside the instruments
that it will cause a wash in the band’s
ears,” offers Hines, explaining how FOH
can drastically affect the band’s mix.
“The main thing the band hears from the
mains is the highs, so we roll 5 kHz out
of their ears.” Recently, the band noticed
an improvement in their monitor mixes,
says Hines, because of the new FOH
desk. “They would occasionally ask me if
the new console had anything to do with
the monitors, and [ would say, ‘Nope’
But when we started using the Verona,
they could hear a lot better—they’re even
playing better!”

Along with keeping levels at an
optimum point—hot, but not too hot—
Hines feels that getting good separation
is a significant nightly job. “I don't do
hard compression on anything because
I think that takes a bit too much life out

studio

AURAZG0

Aura260 features
casters, loads of
legroom, and

a convenient
accessory drawer.

A comfortable padded
armrest bolsters a high-

tech laminated desk surface
which is haloed by a 260°aura.

of each instrument,” he says. “I do some
cuts at front of house with graphic EQ,
but the way the preamps come up, as long
as I have good, strong gain, I will add
frequencies instead of getting rid of them.
There are some drastic cuts at 160 Hz and
400 Hz for guitar, but I make those up in
the mandolin, where 1 add 400 Hz. I try
to fill four parts of the EQ spectrum with
the four instruments. Since all of those
strings are so close to each other, getting
separation is important.”

Hines confirms that aside from all of
the technical and acoustics considerations
of his job, it is fan participation that makes
for a perfect performance. Judging from the
Carolina Theatre crowd’s spirited orchestra
pit jigs and transfixed attentions, Yonder
Mountain nailed it. “It’s all about crowd
reaction,” Hines concludes. “A perfect show
is where we can get to a loud point with the
crowd in a complete frenzy, and one of the
guys stops and starts tickling the instrument.
Then it's dead silence. That's when you
know everyone’s into the show.” u

Strother Bullins is a North Carolina-based
freelance writer specializing in the pro audio,
music and entertainment industries.

furniture

Innovation in workspace ergonomics.

It's a wonderful feeling to have multi-screens and
ample rack-space for configurations of computers,
mixers, interface electronics, and more - in one
sleek, functional, and personal wrap-around work-

station. Aura260 is made of durable powder-

coated MDF supported by
powder-coated steel
leg assemblies.

Model: Aura260-LR

The Aura260 - designed to make your creative work seem effortless.

ARGOSY" wwwarsosyconsoie.com

For a free copy of our Studio Furnishings Guide
tel: 800.315.0878 or 573.348.3333 / info@argosyconsole.com
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New Sound Reinforcement Products

DBX DRIVERACK 4800

The next generation of DriveRack processors, the DriveRack 4800
from dbx (www.dbxpro.com) offers all of the familiar processing
and a host of new algorithms, including Advanced Feedback
Suppression (AFS™). The 4800's 96kHz processing engine and
standard digital I/O extends bandwidth and reduces latency, while
four analog and AES/EBU inputs with eight analog and AES/EBU
outputs and an optional CobraNet™ card enhance versatility. Retail
is $3,749.95.

AUDIO-TECHNICA

AT892 HEADWORN MIC

The AT892 MicroSet™ omni-
directional headworn condenser
mic from Audio-Technica (www,
audio-technica.com) puts accurate
sound in an inconspicuous, 2.5mm
capsule. Offered unterminated or
in versions designed to mate with
popular wireless bodypacks, the
AT892’s high-comfort under-the-ear design provides a secure fit
and is ideal for users with eyeglasses. The MicroSet includes two
windscreens, two element covers, a cable clip and a protective
carrying case, and is available in non-reflective black or theater-
beige finish.

TC ELECTRONIC SHIPS XO24

SPEAKER MANAGEMENT CONTROLLER

TC Electronic (www.tcelectronic.com) is shipping its X024 digital
speaker management controller. Offering flexible routing and state-
of-the-art AD/DA converters, the XO24 has two inputs and four
outputs with a routing engine that sends any input to any output.
Each signal path includes crossover filters, 4-band parametric EQ,
delay, limiting and an additional 4-band “speaker tuning” parametric.
The XO24 can configure a stereo bi-amped system, four channels of
full-range passive speakers or can add a subwoofer to a two-way full-
range system, ideal for main/monitor setups in smaller venues. All
functions are accessible via a simple “one-click” front panel interface,
and the unit stores 20 factory and 100 user presets. Retail: $995.
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SHURE PGX WIRELESS

Offering diversity operation and audio reference companding in an
affordable, simple-to-use system is the PGX Wireless Series from
Shure (www.shure.com). Priced from $558, the series is available in
instrument, lavalier and handheld versions, with the latter offering
PG58, SM58, Beta 58A or SM86 condenser capsules. Other features
include the simulataneous operation of up to nine systems per
band (up to 12 systems using multiple frequency bands) and eight
hours of continuous operation from two AA batteries.

CORRECTION

MACPHERSON AXIA

The following was inadvertantly omitted from the January
2005 “Line Arrays” article: Available as a three-way bi-
amp or tri-amp system in both install and road versions,
MacPherson (www.macpherson-inc.com) AXIA’s three-way
design can be used stand-alone or coupled to form a pow-
erful broadband

vertical line array. ‘
The hardwood-ply
enclosure houses
one 600-watt RMS
direct-radiating 15-
inch driver, two
8-inch twin-coil
direct-radiating cone
mids and a 2-inch
high-frequency
compression  driver
mounted on a 90x55°
slot-CD homn. Up to
12 cabinets can be
flown from a single
point. Response is
o s——— N & 1 == ]

given as 50-17k Hz,
+3 dB.




VIOM Digital Snhake Systems
are Solving Audio Distribution

Problems in Over 40 Countries.
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e Up to 64 Channels of Audio*

® Mic or Line Level Inputs

e Ultra-low Latency e

e Bi-directional in Groups
of 16 Channels

¢ Unlimited Splits

¢ Fiber Option

e Easy to use 3

AN-16 /0

A-Net Output Module

All Aviom products are made in the USA.

PRO1 6 Digital Snake( SYSTEM 1
16x0 (16 sends x O returns)

A. Mic or line-level audio sources connect LLLLLELLELLL
to an AN-16/i-M Mic Input Module. 76 channels of mic/line level in

. A-Net connects the AN-16/i-M Mic
Input module to the AN-16/0 Output
Module using a single Cat-5 cable.*
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Other single-cable configurations:
16x16, 32x0, 32x16,32x32, _Single Cat-5 cable (up to 500')
48x0, 48x16,64x0

*up to 500 feet between devices!
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Rays of Hope

How Dolby Sees the Future

while back, I was down at
Moscone Center (San Fran-
cisco) at the Fall IDF (Intel

Developer Forum) finishing up a
piece on Intel's HD Audio initiative
(“Bitstream,” November 2004). Near
the end of the shindig, Dolby Labs
announced a follow-on consumer
drive that continues its ongoing
push to brand every piece of IP it
holds dear.

To me, the interesting thing
about this announcement is not the
initiative itself, but what I see as
Dolby’s continuing push to enhance
interoperability. By hawking its
brands, the company reinforces its power in the CE
marketplace, and, in turn, that strengthens its ability to
control the ad hoc standards that underlie much of the
A/V CE gear that we take for granted. So this month,
I'd like to give you a glimpse into Ray’s World and how
Dolby’s insistence on quality control is a positive farce
in the world of audio production and consumption. [Of
course, since OMas wrote this, Dolby went public in a
very public way. The consumer push was under way
long before the announcement —Eds.]

In the Hindu pantheon of gods and other celestial
beings, one entity can have multiple aspects. In the
Dolby pantheon of consumer brands, its intellectual
property also has multiple aspects—three to be precise:

BY OLIVER MASCIAROTTE

PHOTO COLLAGE: LZABETH HEAVERN

technology-driven feature sets, reliable quality and
overarching compatibility. The last two are constants,
but, given its long list of intellectual property that has
become entrenched in the CE marketplace, Dolby’s
consumer marketing folks can reach into the IP basket,
grab a handful of tech—including Dolby Digital Plus,
MLP, Dolby Surround Pro Logic II, Dolby Virtual
Speaker or Dolby Headphone—and bundle them into
a new brand that will speak to some segment of the
buying public at large

According to Greg Rodehau, Dolby’s director for
PC technology marketing, the company’s emphasis on
quality and predictability makes it “possible to have
compelling audio capabilities on the PC.” The newly

B0 OF Tricks

For your inspection, here’s an item from Waves’ consumer
division: If you've had any seat time with Waves’
Renaissance suite, then you‘ve probably listened to Ren
Bass, its second-generation MaxxBass plug-in. Those same
psychoacoustic subharmonic synthesis smarts appear in a
range of well-received CE offerings from Altec Lansing,
Microsoft, Samsung, Sanyo and Sony. Last year, the folks
at Waves were nice enough to send me one of them. Its
Home MiniWoofer is a 7-inch cube (think Auratone) that
weighs less than six pounds. This mains-powered widget
is designed for bass-anemic playback systems such as TVs,
tabletop entertainment systems and computers.

From the sound of it, MaxxBass’ juju is a good bit more
advanced than the original Model 100 from dbx that I
worked on as a callow youth. If I recall correctly, that beast
used a surprisingly simple analog/digital hybrid circuit to
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provide rough-and-tumble low end suitable for the disco
dreck—the musical hallmark of the era. Hey, in those days,
we all got away with lots of things—like polyester shirts
and el cheapo subharmonic synths—that we wouldn't be
caught dead in today.

Anyway, the woofer includes the now-standard signal
sensing, “auto” power switch, “phase” reversal switch and
power receptacle connector for the soap-on-a-rope power
supply, all on the back. It also has gain and synthesis knobs
that, if set carefully, provide satisfying bottom while
naturally filling in the hole between the lowest octave of
my generic computer speakers, Yamaha YST-M101s, and the
onset of overt woofing. In fact, the MaxxBass algorithm
provides an octave or more of perceived extension, while
keeping dissipated power requirements and speaker box
volumes low. —O0OMas
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You've got the desire, the drive, and maybe even the ears
for a career in audio. Maybe you should check out the
Sound Arts degree program from Ex’pression College for
Digital Arts. You'll learn music recording, engineering and
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/ \ announced branding, PC Entertainment
({9 9 S ({9 Experience, is designed to be used with
eoe and you Ve gOt a WInner! thepTV-optimized, “glO-foot user interface”
Michael Cooper, MIX Magazine known as Windows XP Media Center
Edition. For the PC Entertainment
Experience, Dolby has provided “system-
wide access (to Dolby’s technology} for the
“Almost like having a whole new mic cupboard.” Jon Thornton, Resolution (UK) very first time...through integrated audio
on the motherboard.”
Let’s take a look at some of the items in
Dolby’s IP basket.
Dolby Digital Plus: At last year’s NAB,
Dolby announced this “enhancement

“If you are looking for clinical accuracy and saturated tube warmth—with all points
in between—the GainStation 1 should do the job brillantly.” Huw Price, MTM (UK)

“Its quality of performance would be difficult to better by any
significant degree at any price.” Paul White, Sound On Sound (UK)

= 1Hz-125kH2 of traditional Dolby Digital designed to

o SPL Gam_ "]’ [ ] (-0.5dB) accompany future video broadcasting

Station_ formats,” according to a company release.

T By = - Noise The more scalable Plus reworking of the AC-

: . . -95.4dB 3 codec is “designed 10 meet the four major

e _,. ;’ ' " qualifications of a next-generation broadcast

R LR L THD+N audio codec: backward compatibility,

- V 0.0005% spectral efficiency, cost savings and
compatibility with future formats.”

Dynamic Dolby Headphone: Released in 2000,

range Dolby Headphone is a muliichannel-to-

»130dB binaural convolver. It models a calibrated

listening environment that simultaneously
affords excellent computational efficiency
with fairly convincing phantom imaging
of a variety of program material and pince
shapes—no small feat. In addition to
processing multichannel sources, it also
handles 2-channel material, running it

Great.gear and great, tracks...BUT... e - S
", your mix-doesn’t sound the same in the car?

into surround over headphones.”
S Dolby Virtual Speaker: Released in
. Y I 2002, Dolby Virtual Speaker is an iber-
"8 u n e 0 u r-’ O 0 m £ Schroderizer, a convolver that does for
two loudspeakers what Dolby Headphone
does for, um, headphones, though not as
successfully. Let it be known that this is a
devilishly difficult task, which makes it all the
more remarkable that the listener can enjoy
a somewhat wide range of locations relative
to the stereo speakers and still experience a
satisfying “surround” soundfield.

THE NEW STUFF
New branding initiatives include the Dolby
PC Logo Program. Here’s what Dolby had

to say about these packages.
- /—’\ Dolby Sound Room: “Users can enjoy a
=Y T B personal Dolby surround sound experience

If you think it's the gear, think again. ™ from the very best seat in the house

"wYour'sound is‘only as good as the - without a complete 5.l-speaker sysiem.

W acousticsinyour room! & o i o b Includes Dolby Digital, Dolby Headphone,

vicit Atralex.com.ortatl e e Crog Dolby Virtual Speaker and Dolby Pro Logic
1¢800295°WEDGE for your / - 11 technologies.”

FREE Room Analysis. q ‘ ) Dolby Home Theater: “Enjoy a true

After 25>years and over 10,000 studios - Ll - 5.1-speaker home theater surround sound
we're the experts at helpin’g you achievle g experience that places you, your family

—

TOTAL SOUND CONTROL'. “ww auraiex.co™ and friends right in the middle of movie
action. Dolby Home Theater imimerses
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Who: Ray Benson

Occupation: Leader of the nine-time Grammy-winning
band Asleep at the Wheel; producer with Bismeaux
Studio; songwriter; 2004 Texas State Musician

Clients: Producer for Willie Nelson, Pam Tillis

Suzy Bogguss, Toots and the Maytals;

Voice talent/jingles for Clear Channel Radio,
Applebee’s, McDonald’s, Suzuki, and many more

Why He Switched to Studio
Precision 8 Biamplified
Direct Field Monitors:
“Flexibility and accuracy :
are imperative when tracking m
and mixing—and that’s what \

| get with the Studio Precision , :
8s. The easy-to-use tone -

controls allow me to work 7
. . q RS , B
in different environments

without sacrificing accuracy or \ «
the monitors’ pleasing sound. i
And compared to many -3

‘industry standard’ speakers,
the Studio Precision 8s have
proven to be more sonically
reliable, and they deliver greater
dynamic range. | switched . . .
and my ears are glad | did!”

‘Studio

X . -t — v | = ered By -t Qg ;._fm w0
-kw- R e SR hemsant

Precision” yuy
Now Hear Everything VALY  —

PO Box 4189 - Santa Barbar, CA 93140 -vEBe@ROBSoB /W7 B il el cdm & & & 8
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you in music and gives you the power to
create DVDs with Dolby Digital technology.
Includes Dolby Digital, Dolby Headphone,
Dolby Virtual Speaker, Dolby Pro Logic II
and Dolby Digital Stereo Creator.”

Dolby Master Studio: “The ultimate set of
audio presentation capabilities designed to
bring your entertainment to life and give you
the power to author DVDs with Dolby Digital
technology. Amaze family and friends with
7.1 channels of surround sound—for the
most natural and engrossing entertainment
experiences possible from DVD movies,
music, games or broadcast television. Or
create your own dramatic presentations
and home videas on DVD with true-to-life
Dolby Digital audio. Includes Dolby Digital,
Dolby Digital Live, Dolby Headphone,
Dolby Virtual Speaker, Dolby Pro Logic IIx
and Dolby Digital encoding.”

Now let me say that not everything
Dolby Labs does is crystalline, flawless
and straightforward. Its dealings with the
pro audio community with regard to the
DVD-Audio format, in my mind, leaves a
great deal to be desired in terms of “truth
in advertising.” Nonetheless, the company,
for the most part, has the best interests
in mind of the public and the content
producers that feed the distribution

channels. This is not altruism; it’s simply
good business and engineering practices
at work, and here’s where the other two
aspects of Dolby come into play: quality
and compatibility.

Len Layton, senior VP at PC
motherboard audio component vendor C-
Media Electronics, told me that Dolby’s
role in the CE industry has been very
positive. “They act as a last quality-control
check” before a product goes out to the
marketplace. C-Media has squished Dolby’s
AC-3 encoder into a software version, a
driver for its onboard “codec” suitable for
CE applications. One of those CE brands is
Dolby Digital Live, a highly optimized real-
time encoder with very low CPU utilization.
Another is Dolby Digital 5.1 Creator, another
version of its AC-3 encoder, available in
low-cost DVD authoring packages suitable
for the shelves at Wal-Mart.

Dolby’s PC Entertainment Experience, as
with all of its re-branding efforts, will make
it easier for consumers to purchase an Intel-
based PC that meets their expectations for
a multimedia hub.

Granted, modern hardware may be
up to the task, but a secure and easy-
to-use package is definitely a stretch for
the operating system that most PCs are

saddled with. “While the Media Center
devices resemble somewhat stylish stereo
components that could fit easily into a
home entertainment system, they still
require home networking that’s on the
sophisticated side,” opines Jay Greene,
Seattle bureau chief for BusinessWeek.
Indeed, his understatement illustrates why
home A/V installers are salivating at
the thought of all that installation and,
more importantly, ongoing maintenance
revenue.

Dolby’s Rodehau uses the word
“credibility” to describe one of the
qualities that its initiative confers on PC
manufacturers, and, in the crowded world
of consumer electronics, that credibility
is as good as gold. I can’t help but think
that all this flurry of marketing activity
may have something to do with Dolby’s
recently announced IPO. Nonetheless,
the commoditization of advanced audio
processing and easy-to-use delivery of that
power to consumer desktops will have a
significant impact on our industry’s long-
term services mix, so plan for it and don't
cry if you get caught off-guard. |

OMas promises to finish bis ongoing ‘geek
speak” dictionary next month. Really.

for mix approvals.

listen to and make essential

€ 1carve MP3s every week with Peak

I send them out and have people

suggestions. They can tell me what
they like and don'’t like and then |
spot assemble a new sequence and

cut it from wherever | am in the

world, even on an airplane. In the
studio, If somebody wants to hear
something right away, | just make the

changes, post it, and boom, it’s done.

—
George Massenburg, -
Producer/Engineer b a S

e

www.bias-inccom « 1][800] 775-BIAS
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Full Sail's Studio A features a 72 channel, —
144 input AMEK 9098i console.

\

With over twenty production environments
on campus that include world-class recording
studios and multi-station digital audio/MIDI
labs, Full SalRecording Arts students learn

audio concepts with a host of software and - .
hardware inc%ding Digidesign Pro Tools.
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GENELEC 8130A DIGITAL MONITORS
Genelec’s (www.genelec.com, $995
each) 8000 Series monitors feature
192kHz/24-bit digital audio interfacing,
AES/EBU digital (single and dual-wire)
and analog inputs, and automatic bit and
sampling rate detection. The aluminum
enclosure has a 5-inch woofer and %-
inch tweeter powered by two 40-watt
amps. Frequency response is 58-20k

Hz (x2 dB); peak SPL is 108 dB/pair.
Extras include new crossover filters

and the customary bass tilt, bass

roll-off and treble tilt room response
controls. Up to eight 8130As can be
chained in digital or analog mode for
surround applications, and the system

is compatible with Genelec’s 7050A
subwoofer.

HUSH ATX SILENT COMPUTER
Designed for on-air and audio production
rooms, the Hush ATX PC (dist. by Logic
Supply, www.logicsupply.com/radic) uses
convection cooling for silent operation.
The PC has a fanless power supply, large
heat sinks and can be configured with

98 MIX, April 2605 » www.mixonline.com

a choice of Intel CPUs; multiple RAM,
storage and drive choices; dual 8-inch
PCI slots; four USB ports; and optional
FireWire interfacing.

TASCAM DM-3200

Big, full-featured and affordable
describes Tascam’s (www .tascam.com,
$3,799) DM-3200 digital desk. Based
on the DM-24, the 48-channel console
operates at up to 96 kHz/24-bit, carries
16 XLR balanced mic/line inputs with
phantom power and includes interface
software for Mac OS X or Windows. It
has 17 touch-sensitive 100mm motorized
faders, and includes 8-channel ADAT 1/O,

24-channel TDIF /O and two expansion
slots for DM-24—compatible /O
cards. Each of the 32
channels offers 4-band
parametric EQ and
dynamics, 16 buses
and eight aux buses.
There are four stereo
effects or two 8-in/8-out
surround effects.

MONSTER

ISTUDIOLINK CABLES

A high-end option to patch audio
directly to computers, the balanced 12-
foot iStudioLink mic and instrument
cables from Monster (www.monstercable
.com) terminate to an !/s-inch gold-
contact connector. The mic cable
features a female XLR, twisted-pair

construction, special copper windings
and a Duraflex jacket. The instrument
cable has a %-inch jack, dual solid-core
conductors and heavy-duty strain relief.

GENERAL VIBE VECTORSECTOR
Retro-loving DAW music-makers will be
interested in this General Vibe’s (www.
generalvibe.com, $199) soft synth that re-
creates the Prophet VS’ sound. Not only
does it include reconstructed versions of
the original factory presets, but it adds
polyphony (up to 16 voices), expanded
control ranges and additional modulation
routings. VectorSector includes 100
presets and is available now as a VSTi

plug-in on Windows XP; Mac OS
X (AudioUnits and VST) hosts are
scheduled to be released in mid-

February.

UEBERSCHALL
LIQUID SAXOPHONE/
ELECTRIC BASS
These new VST instrument
plug-ins from Ueberschall
(www.ueberschall.com, $199)
use Celemony Melodyne
technology to create a new
class of virtual instruments.
The samples, played by
top studio musicians, can be
edited, stretched, quantized and reshaped
using the Melodyne editor, which is in-
cluded within the plug-in. Once edited, the
samples can be imported into the standard
version of Melodyne using the Melody
Manager.

DISCRETE HEAVY METAL DRUMS
This new collection of hard rock and
heavy metal drums features drummer
Tony Morra recorded in the cavernous
Big Boy room at Nashville-based Sound
Kitchen by engineer Steve Marcantonio.
The collection from Discrete (www.
discretedrums.com, $249) offers more
than 4 GB of individually recorded drums
on 13 tracks, crossing a variety of hard-
hitting styles and tempos. Separate hits,
crashes, stops and starts are included,
allowing the user to craft a unique track.



The individual WAV files are easily
imported into any DAW for editing and
assembly.

ADK AP-1

ADK'’s new Custom Shop (www.adk
microphones.com, $1,195) offers a mic
preamp with a twist. The AP-1’s input
transformer is mounted on a removable
circuit board. By conforming to the API
2520/Jensen 990 footprint, other new
and vintage op amps can be swapped.
ADK will offer optional input transformer
daughter boards using such transformers

as the Lundahl 1538xl,

Jensen JT-110K-HPC and Sowter API 2622
vintage re-creation. ADK will also assist
users who want to make custom boards
for other transformers. Other features
include %-inch DI, impedance loading
switch, phantom power, polarity reverse
and -20dB pad.

ALIENWARE MJ-12M 7700

Perfect for portable PC production,

this compact yet beefy laptop from
Alienware (www.alienware.com) features
a 17-inch screen, Intel Desktop 915
PCI-Express chipset, dual hard drives
with RAID 0 or 1 support, dual optical
drive slots and a 7-in-1 media card
reader. Other features
include up to 4

GB of RAM, four
USB 2 slots, 802-

11g and Bluetooth
wireless support,

a high-performance
cooling system and
four built-in
speakers with
subwoofer.
Prices start at
$2,400.

TELEFUNKEN

R-F-T M16 MIC

Telefunken USA (www.
telefunkenusa.com, $1,399)
now offers an affordable mic
incorporating the same tube

technology and renowned
craftsmanship as its pricier
models. The handmade, multipattern R-F-T
M16 offers high-end sonic performance
and features a circa 1980, new old-stock
Phillips JAN 12AX7WA tube and dual
gold-sputtered, 6-micron center-contact
capsule. The system includes a remote-
controlled, a nine polar patterri power
supply, shock-mount, 25-foot cable
and wooden mic box.

CAD E-300?

The latest studio condenser from CAD
(www.cadmics.com, $699) features

dual 1.1-inch gold-sputtered diaphragms,
stainless-steel/brass dual-
stage pop/EMI filter and
a custom elastomer shock
cradle system. The E-
300° has cardioid, omni
and figure-8 patterns;
automatic power
shut-off to retain

battery life; highpass
filter; and -20dB

pad. The mic can be
phantom-powered or
used remotely for six
hours via a rechargeable
9-volt nickel-hydride
battery. Shock-mount and carrying case
are included.

CAKEWALK PROJECTS V. 2
Project5 Version 2 (www.cakewalk
.com) offers a streamlined user
interface, new high-performance
engine, integrated multitrack
audio, multipad pattern triggering,
loop reconstruction, dynamic
arpeggiator and a multimode
sampling synthesizer. To
enhance workflow, the interface
offers all views and tools from a
single screen. In addition, the engine has

been optimized for live performance use.
Retail: $429, with upgrades available.

E-MU 1616M DIGITAL AUDIO SYSTEM
Portable audio just got easier with E-mu’s
(www.emu.com, $499) 1616M CardBus
Digital Audio System. The interface
comprises a PCMCIA card and compact
MicroDock audio/MIDI interface, offering
up to 192kHz/24-bit conversion. The
MicroDock’s 16 channels include analog
/O, ADAT and S/PDIF I/O (switchable
to AES/EBU) and two phantom-powered
mic/line/hi-Z inputs. Also included is

the E-DSP 32-bit multi-effects processor
and production tools bundle with Cubase
LE, Wavelab Lite, Ableton Live 4 Lite,
AmpliTube LE, T-Racks EQ, DiskWelder
Bronze and Proteus X LE Desktop
Sound Module.

SONY OXFORD

RESTORATION TOOLS

Sony’s (www.sony.com/profes

sional, $1,195) latest Oxford
plug-in suite offers three ways
for Pro Tools users (Mac/PC)
to clean up their dirty audio.

DeBuzz features a strong and weak mode

for minimal intrusion into the signal,

DeNoise captures the noise fingerprint

or can track it automatically, and DeClick

combines the functions of pop and

click removal, making it able to remove

large pop/clicks and barely perceptible

crackles.

JOEMEEK JM SERIES MICS

Dubbed the “Meekrophones,” JoeMeek’s
(www.joemeek.com) collection of four
mics are designed from the ground up
and feature the JM27, JM37, JM37DP and
JM47. The JM27 is a small-diaphragm
microphone (cardioid, $129). The JM37
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(cardioid, $219), JM37DP (cardioid and
omni, $249) and JM47 (cardioid, $299) are
large-diaphragm condenser models.

LEXICON MX200 MULTI-EFFECTS
Bridging the hardware/software DAW
processor gap, Lexicon’s (www.lexiconpro
.com, $299) MX200 combines a single-
rackspace, 2-channel stand-alone effects
unit with a VST interface for use with
software recording platforms. Connected
via USB, the unit offers reverb, dynamics
and special effects within any compatible
VST platform warkstation, allowing the
hardware unit to be fully automated and
recalled. The unit has 99 factory presets
and 99 slots for user-defined effects.

MOTU SYMPHONIC PLUG-IN
MOTU’s (www.motu.com, $295)
Symphonic Instrument is a cross-platform
plug-in featuring 8 GB of quality orchestral
sounds. The instrument can be used
with any compatible host application
(VST, AudioUnits, DXi, MAS and RTAS),
where users can load up to 16 different
instruments per instance of the plug-in to
create ensembles of any size and scope.
For advanced applications, users can load
the sounds directly into the company’s
MachFive universal sampler plug-in. The
instrument includes a built-in convolution

Tascam has announced that the Lamy Seyer
Acoustic Drums library, first created exclusively
for GigaStudio 3, can now be accessed at www.
tascamgiga.com. In addition, FW-1884 V. 1.40
driver installers for Windows XP and OS X are
available for download from the Tascam Website
(www.tascam.com/downloads)...SPL's  (www.
spl-usa.com) SMC Surround Monitor Controller
2381 now comes with a new front panel and a
larger volume knob, complementing the design
of SPL's new controller series (SMC 2489 and MTC
2381 monitar and talkback stereo controller)...
Edirol (www.edirol.com) has released beta 64-
bit drivers for several devices in support of the
latest hardware and software for Windows-based
computers. Devices supported include the UA-
1000 and the UA-25 USB audio interface...
Submersible Music is shipping the ZoroPack I
DrummerPack for use with its popular DrumCore

100 MIX, April 2005 * www.mixonline.com

Upgrades and Undates

reverb and easy-to-use
controls that let users
adjust each individual
instrument.

PRINCETON DIGITAL/
EVENTIDE PLATE

2016 REVERB

Princeton Digital (www.
princetondigital.com, $199) has
unbundled its Plate 2016—a re-creation
of the Eventide SP2016 Plate Reverb—for
release as a Pro Tools TDM plug-in.

Plate 2016 supports sample rates of
44.1/48/96 kHz and promises the same
quality sound as the original hardware
unit that helped define a generation

of ambience-producing digital reverbs.
System requirements include Pro Tools

6 or later, Mac OS 10.2.4 or later, HD or
Accel hardware and iLok for a demo and
full authorizations.

ABLETON OPERATOR

Ableton (www.ableton.com, $149) has
released Operator, a new soft synth
instrument optimized for use inside Live

4, Ableton’s real-time music production
platform. Operator’s core voice architecture
comprises four oscillators and a resonant
multimode filter, allowing subtractive and
frequency modulation synthesis. A set of

software (www.drumcore.com)...URS (www.
ursplugins.com) has released the Classic
Console Equalizer Bundle VST versions for
Windows XP and Mac...SSL (www.solid-state-
logic.com) offers new enhancements for its
€100 digital broadcast console, including full
5.1 panning from the touchscreen and 1/0
expansion for the Centuri core...The latest
product from Sonic Studio (www.sonicstudio
.com), SonicStudio*DDP for Mac 0S X, is now
available as a limited-time free download...IK
Multimedia has lowered the prices of its amp
and effects modeling plug-in. AmpliTube 1 is
now only $299 while AmpliTube LE is $199...
Apogee Electronics’ V. 2 firmware update
features Advanced Option Routing for the AD-
16X and the DA-16X, with X-HD or X-FireWire
option cards installed. The release is free from
www.apogeedigital.com...Samplitude (www.

presets, sorted by category, get the user
started. Macro controls can then modify
overall sonic character. Operator’s central
display provides advanced tweakers access
to graphic envelope editors and other
advanced controls.

WAVES Q-CLONE

Waves (www.waves.com) takes
convolution to the next step with Q-
Clone, a plug-in that accurately re-
creates the shape and phase response
of any hardware EQ. The process turns
your hadware EQ into a control surface
that can be saved and then used again
on another channel. Once the EQ is
tweaked, the sound is captured, sampled
and saved to the channel. The plug-in
can then be instantiated on another
channel where the process is repeated.
Changes to the EQ are easily recaptured
via an Add button, which puts the plug-
in into Update mode.

samplitude.com) is now
shipping Samplitude V. 8.1.
This  version features
Surround Sound, Surmround
Effects and Object Sound
(Samplitude Professional
only)...Producer PHASE 88
Rack FireWire and EWS
MIC2/MIC8 FireWire audio
systems from TerraTec (www.
terratec.com) now  feature
significant enhancements including
optimized ASIO latency and MIDI-
controlled stand-alone mode...ILIO
(www.ilio.com) releases new S.A.G.E. Xpanders
for Spectrasonics Stylus RMX virtual instrument,
Each Xpander comes with the complete groove
collection, plus a special bonus ILIO section and
a library of new Stylus RMX multi-patches. B
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Converting What You Want to Hear. Or Not Hear.

In designing Aurora, our goal was to design the best possible A/D and D/A converters. Price was not
a consideration. The result? Ironically, Aurora 8 and Aurora 16 are professional mastering-quality
converters with performance that rivals products that cost two to three times Aurora’s price.

So how do Aurora converters sound? Building on breakthrough technologies developed for the award-
winning AES16 and LynxTWO, Aurora ups the ante with innovative design and the latest advancements
in high-end conversion and digital audio. The result is Aurora’s clear, pristine audio with world-class
specifications.

Aurora also features our proprietary SynchroLock™ master clock technology to provide the best
possible jitter-free digital audio. And SynchroLock gives you other benefits as well...

Converting How You Want to Work

Of course you can control Aurora from its ergonomic front panel. Granted, our front panel is not as
complex-looking as some converters, but we thought you’d appreciate Aurora 16’s 16 channels of

A/D and D/A in a single rack space. So we put the most-used controls and metering on the front panel
and designed Aurora to be controlled and monitored in greater depth using the Lynx AES16 in your
Windows or Macintosh computet.

This is a major advancement in converter operation. In conjunction with the AES16, you have access
to all Aurora front panel controls, plus added routing, level, and monitoring capabilities. This means
that Aurora does not need to be installed acjacent to your mixing station. In fact (another benefit of
SynchroLock), you can install and control Aurora converters up to 500 feet away, in the rafters, by
the stage, in a closet, or on the truck.

Think you have enough wires in your studio already? Go wireless. Aurora’s front panel IrDA port
provides control using an infrared-equipped laptop or handheld PocketPC. The MIDI ports allow
equipment already in your studio to provide remote control. Need more than AES/EBU and analog
ins and outs? No problem. Aurora‘s open architecture includes the LSlot™ bay on the back panel.
You'll be able to add ADAT, Firewire, and other current and future interfaces.

Aurora 8 and Aurora 16 are now available at select pro audio /,} : //..\/‘7,
shops. For more information about Aurora and a list of stocking
retailers, visit the Aurora website at www.lynxaurora.com. TECHNS’OTLUODGls

www.lynxstudio.com




Mackie Onyx 1640 Analog Mixer
Pro-Level Desktop Console With FireWire Card Option

ackie’s VLZ mixer set the stan-
dard in desktop consoles for a
generation of studio engineers

and live musicians. In 2004, Mackie intro-
duced a new generation of compact mix-
ers designed as a step-up to its VLZ Pro
family. The new Mackie Onyx mixers offer
improvements on hallmark Mackie tech-
nologies in addition to new ones designed
to bring analog mixing into the high-resolu-
tion digital fast lane.

Reviewed here is the flagship Onyx
1640, which like the ubiquitous 1604 VLZ
Pro, is a 16x4x2 mixer with six aux sends
and a host of features—new and old.

POWERFUL, CLEAN PREAMPS

The 1640 comes with 16 great-sounding
redesigned mic pre’s that would cost much
more if purchased separately or in pairs. The
preamps have a 123dB total dynamic range,
-1295dBm EIN and 0.0007-percent THD.
The input trims work a little differently than
the VLZ line, as it is designed for more real-
word gain settings, handling from +22dB
line-level down to micro-volt-level signals
from a ribbon mic without adding noise.

1 found that concept hard to believe
until 1 tried them with every microphone I
could get my hands on during the past two
to three months. They really don't add any-
thing in terms of system noise, with plenty
of usable gain. Even with a half-dozen
open mics in a typical concert hall setting,
the results were amazingly quiet. A Royer
SF-12 ribbon mic delivered superb results
with these preamps, as did my trusty B&K
4006s and a host of other large- and small-
diaphragm mics. As a longtime VLZ Pro mic
preamp user, 1 found the pre's worth the
upgrade cost alone—they are the cleanest,
smoothest and quietest you'll find just about
anywhere at this price.

A 48-volt phantom power on/off switch
(with its frendly bright green LED) is
provided for each XLR input, something
I've wanted for a long time. Occasionally,
we all have to run something odd or
unorthodox into those XLR jacks (in spite
of the %-inch line-in jacks provided), so it's
very comforting to see, at a glance, which
inputs have phantom power present and
which don't.
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1/0 ENHANCEMENTS

There’s no longer any need to use the TRS
insert jacks as feeds to external recorders;
Mackie has added two DB-25 connectors—
eight balanced channels for each—to easily
connect to the device of your choice. Twelve
channels are featured on the 1220, and 16
channels on the 1620 and 1640. These
balanced direct outputs are post-channel
gain, but pre-EQ, pre-insert and pre-fader,
giving you all the flexibility of individual
tracking without using unbalanced partial
insert plugs. The first two channels also
have switchable hi-Z inputs for acoustic
guitar pickups and other devices without
a direct box—a bonus for anyone who
regularly uses these things.

IMPROVED EQ, AUXES AND MORE
Moving past the standard low-end (75Hz) cut
switches down to the EQ section, Mackie has
provided another much-requested feature:
true hardwire EQ bypass switches, useful
for audiophiles on a budget. (There are
times when no EQ is good EQ.) Still, the Cal
Perkins-designed EQ section is another big
improvement over the old VLZ EQ. There’s
more info on this at www.mackie.com, but
the stated goal was to use the classic “British”
approach, which offers a smooth musical
sound and adds greater boost/cut (#15dB)
capabilities to make it suitable for a wider
range of applications.

Six knobs provide £15dB control at 12k

(high), four controls for high-mid (400 Hz to
8k Hz) and low-mid (100 Hz to 2k Hz) pots,
with a frequency select pot for each. Down
at the low end is an 80Hz control that works
with the low-cut switch, allowing for bass
boost without low-end gunk. Specs tout
minimum phase shift, making the entire
EQ section more musical. 1 did find it to
be a more traditional, usable EQ section,
especially compared to the old VLZs, when
I had to use it at all. It's highly flexible
when in and with the defeat switch, and
completely invisible when out.

Further down the channel strip is the
revamped aux section, which is now below
the EQ. The 1640 features six discrete aux
sends with individual pre/post switches and
solo control. There’s a dedicated adjustable
master control for each, which is useful for
monitors, effects, video feeds and more.
(The Onyx 1220 offers two aux sends, while
the 1620 has four.)

Rounding out the channel strip is the
constant loudness pan pot, mute switch,
channel fader (60mm linear taper) and four
signal level LEDs. More functional than the
old “activity” LEDs, you now have 20, 0,
+10 and OL (overload) to show if things
are too hot.

Below the channel fader is a Solo button,
which is now at the very bottom where I
think it belongs. You get an instant feel for
this configuration, quickly finding channels
and Solo buttons as needed. It’s a simple but
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C O N C‘ R A T U [- A T ' O N S huge improvement from the old, tiny Solo

button hiding among the sub-assigns.

Onyx mixers now sport a dedicated
Talkback section with a built-in mic and a
separate XLR jack for an external mic. You
no longer need to tie up an input channel
for a talkback mic. There’s a spring-loaded
Talkback button, and the talkback signal
can be routed to the control room/phones
output to aux 1/2 or both.

Mackie confirms that the new “Planet
Earth” power supply will allow Onyx
mixers to work anywhere in the world.
The 1640 ships with 220V and 110V IEC
power cables—a real rarity these days as
5 more Gram mys most printers don't even come with their
That makes 17 now! own USE cables
FIREWIRE OPTION
The real buzz with this mixer is the FireWire
card (sold separately). It is another huge
step up for location recordists, sending
16 channels of digital audio (and another
stereo mix from the L/R bus) at 24/96 to
” ; ) X » the computer platform and software of your

We're proud to be associated with you! choice. Whether on the road or in a project
From John Oram & the Trident-Oram Team studio, the card is an easy way to track right
out of the preamps to a digital recorder.
Mackie includes its Traktion software
(bundled free with the FireWire card; stand-
alone retails for $80) on the driver CD-ROM.

o q i b i
"To start, | will purchase 8 channels of Wunder Audio’s PEQIR, Installation was a breeze using two screws
. . . . ey and one edge-connector cable.
compared fo the classic Neve 1073...it offers more equalizing ability ST EUN S
with fully developed lows, more presence in the mids and clearer ’

. f . . computer via the FireWire card back into
highs. It's truly a great front end for any fracking session

! ! | ! the 1640 via the control room/phones
- A Fantasy Studio Shopping Spree, Mix October ‘04 source panel, choosing among main mix,

tape, subs 1-2, 3-4 and FireWire option.
Probably the only issue that Mackie
has yet to address is limiting the FireWire
’ sends to pre-EQ and pre-fader. I'd suggest
a user-changeable upgrade for the card to
’ get around this.
I

PRO-LEVEL POWER

Mackie has truly addressed the needs
of the pro user with Onyx’s many new
features. The new preamps, redesigned
surface, digital output and individual
phantom power buttons puts this mixer
head and shoulders above its predecessors.
Other than the FireWire card limitations
mentioned above, there’s not much else
- youd need to add to this no-compromise

R a a e ﬁ : ‘ \W) gder o .‘ mixer with an AD/DA card option. Sweet!
PEQIR = = : : : .- = *- MSRPs: Onyx 1640, $1,539; FireWire

card, $449.

e e Qi

. @ 2, Mackie, 800/258-6883, www.mackie
V\“\’\/ Under audio "t 458tk n
main number 512.338.6777 i new york 516.505-0544 | Joe Hannigan runs Weston Sound & Video

in Philadelphia.
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Ju o " “I can't tell you how much I learned fronr being
at The Los Angeles Recording Workshop. It set
the perfect foundation for working confidently
with the biggest and most demanding stars. If

The Los Angeles Recording School is one of the best-equipped, recording you seriously want a recording career, LARS is

engineer schools on the planet. If you are interested in training for a the place to go.” - Wassim Zreik

professional career in Audio we're sure you'll be knocked out by our
training facilities, our extensive equipment, our curriculum and our
outstanding staff and faculty.

Just ask our graduates!

T HE

888-688-5277 LOS ANGELES

recordingcareer.com RECORDING SCHOOL
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Apogee Rosetta 200 Stereo Converter
Hi-Def Unit Chock Full of Mastering Features

he Rosetta 200 ($1,995), Apogee's
I successor to the PSX-100 and Roset-
ta’s AD namesake, is an “investment-
grade quality” piece of studio equipment
that will continue to pay dividends every
day. The latest in thinking from Apogee
on stereo 24-bit/192kHz A/D and D/A
converter systems, the 200 starts off with
many of the features and the same con-
verter quality as the Rosetta 800 8-channel
unit, while adding full channel metering
and MIDI I/0 and S/PDIF connections. The
200 also comes with the new and unique
CODA audio finishing module, an original
and irresistible set of analog/digital proces-
sors unavailable with other AD/DA—even
those made by Apogee.

but is not required for loading downloaded
software updates from a computer via the
unit’s rear panel MIDI ports. A USB port
seems better for updating as most computers
have them and not a MIDI interface.

TAKE ME TO THE CODA

CODA comprises three separate processes:
sample rate conversion, Apogee’'s UV22HR
word length reduction algorithm and

Aptomizer. Built-in real-time sample rate
conversion is a lifesaver when making
reference 44.1 CD copies of work done at 96
kHz or incorporating samples, loops, audio
clips or sound effects into your session that
are not at the same rate. You can sample
rate—convert digital audio from any single

IN THE STUDIO

My D/A tests started by connecting CD
and DAT machines via S/PDIF. An Analog
Devices ADI1852 chip handled D/A
conversion within the 200 and my DATSs.
Mastered CDs that I had mixed revealed
new information and detail. The 200's
D/A was clearer throughout the whole
frequency range, with a wider stereo image,
a more solid low end and high-frequency
extension—but not brighter.

At a mastering facility where I thought
quality differences—if any—would be easier
to hear, I compared the 200 to a $5,000
Prism ADA-8 system. The digital sources to
the 200 and the Prism were clocked from
a Z-Systems Z-3SRC. The differences were

SPECIAL FEATURES

The Rosetta 200 accepts and outputs all
formats of digital audio including single- and
double-wire AES for 88.2 through 192kHz
rates and either ADAT S/MUX or S/PDIF. In
fact, you can convert between S/MUX and
S/PDIF. Sample rates are switchable between
44.1, 48, 88.2, 96, 176.4 and 192 kHz.

Apogee’s Intelliclock uses a “read” clock
with a wide acceptance range to quickly
lock to any incoming digital audio. Once a
two-sample audio buffer is filled, a second
low-jitter “write” dock re-clocks the buffer's
output to the converters. Lock is instant
with minimal latency. Sync source or clock
can be set to internal or derived from the
rear panel word clock BNC I/O connectors
(now with switchable 75-ohm termination).
You can clock from any incoming digital
sources presented to the rear panel’s S/
PDIF, AES/EBU, ADAT optical ports or from
the expansion I/O card slot.

There are three optional expansion /O
cards ($595 each) available: the X-HD or X-
Digi-Mix cards for direct connection to Pro
Tools|HD or MIX Plus Core cards, and the
X-FireWire card for Mac OS X or Windows
XP host-based DAWSs. The X-FireWire card
enables full MIDI interfacing to a computer
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input to another digital output and check
quality on the analog outputs. In my testing, I
could not detect any change in sound quality
when sample rate converting—ever.

For CD mastering, the 200 comes with
UV22HR, Apogee'’s 24 to 16-bit dithering
process, allowing 16-bit CDs to retain more
of the quality and resolution of their 24-
bit masters. Aptomizer is a kind of analog
normalization with a Learn mode in which
the maximum analog level is read and used
to recalibrate the A/D input level, resulting
in consistent -0.5dBfs digital levels.

In cases where the 200 is doing AD/
DA for interfacing a piece of analog gear
inserted into your DAW system, unity
system gain is preserved by also adjusting
the D/A calibration level simultaneously!
But if you are using the 200 for your main
DAW 1/O, this is a bad idea because the
analog output level of the D/A will go
down/up along with the calibrated level of
the A/D. There should be a way to unlink
the D/A when using Aptomizer.

A separate processor from CODA, Soft
Limit is an analog limiter that rounds off
transient peaks for maximum -4dBFs levels
using instantaneous attack and release
times.

subtle: The Prism had a very slightly deeper
bass or just more bass and possibly a little
more high-frequency openness.

As a “torture” test, I set up a mix and
purposely slammed the 200 with many
“overs,” letting Aptomizer learn the song’s
loudest moments. What normally is for
me an ongoing process throughout a
mix—tweaking the analog level to the
A/D—now takes just one pass. When I
kicked in Soft Limit, I got the hottest digital
levels possible without applying any stereo
compression.

READY FOR HI-DEF

I'm completely sold on this modern and
worthy unit that is more than up to the
critical task of A/D conversion. Besides the
great sound of the converters, Aptomizer
is a “level insurance policy,” saving tedium
and time in the studio. As a production
tool, real-time sample rate conversion is
great if you're a producer who always uses
a 44.1kHz session rate because you like
using 44.1kHz sample CDs; you can go 96
kHz—no excuses now!

Apogee Electronics,
310/915-1000, www.apogee m
digital.com.
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WE MAKE GREAT ROOMS HAPPEN

Big 3 Records, Treasure Island Florida, Studio C Certified Pre-owned SSL J9080

Great Gear, Great Value. :
Whether you're building a personal project studio, a world-"+
class facility, or something in between, Professional Audic y
Design can help you make the most of your investment.

what makes a great recording facility, and can recomm
solutions that meet every budget. We carry over 150 brands =

Certified Pre-owned SSL Consoles.

Service, Support and Satisfaction =) )
. . : ! > (3 Custom Monitors

Professional Audio Design has a world-renowned technicai.

services team that provides in-shop repair, refurbishment, 3 2 [E

custom electronics, and modifications for many stock items. L Custom Furnitmre

Our on-site support includes wiring, system commissioning, . .

) g Eertifizd Pre-owned 5515

full warranty coverage and after sale support. We service the

top studios in the werld, and your studio should experie ) : -

that same level of satisfaction. " P Tl i

——

Before you settle for something less, visit us online, PI‘OEQSSIOI:I&'
or call (877) 223-8858, and find out how our personalized Audio

service approach will make your room happen. Des'Qn
3\\ Inc.

357 Liberty Street, Rockland, MA 02370 Phone: 781-982-2600 Fax: 781-982-2610 Email: info@proaudiodesign.com ALWAYS A SOUND DECISION




Tascam GigaStudio 3 Sampler
Increased Performance Plus VST Plug-In and ReWire Support

hen it came out a few years ago,
Tascam’s GigaStudio (originally
called GigaSampler) revolution-

ized sampling—and, arguably, commercial
composition—by streaming samples off of
hard drives instead of loading them into
RAM. But recording time isn't the only
precious resource with sampling, and new
sample libraries pushed the platform’s
boundaries in ways that couldn’t have been
foreseen.

GigaStudio 3 addresses previous
versions’ shortcomings while adding some
great new features. In terms of low latency
and efficiency, Giga has always left the
host computer’s power largely untapped.
GigaPulse, the new surround-capable
convolution processor in Giga 3 (soon to be
available stand-alone as a VST plug-in, as
well), takes up that slack and then some.

In addition, Version 3 can host third-
party VST FX plug-ins in its mixer, which
has been expanded to 128 channels and 32
fader groups. With a sound card that’s been
updated with GSIF-2 drivers, you can run
external sources through processors in the
Giga mixer alongside the samples.

For applications in which Giga is shared
with a digital audio sequencer on the
same machine, Giga 3 can function as a
ReWire slave, streaming directly into the
host sequencer’s mixer. A new Quick Edit
feature saves you from having to open
the more extensive stand-alone editing
program, and features support for higher
sample rates, improved MIDI efficiency,
timing and more. Also, its redesigned
interface makes more efficient use of the
computer screen.

MAKE YOUR INTRODUCTIONS

I reviewed GigaStudio 3 Orchestra V. 3.04,
which is the full $599 retail version, but
Tascam also offers two reduced versions:
Ensemble ($369) and Solo ($199). Orchestra
does not have a set polyphony limit, while
Ensemble and Solo feature 160 and 96
mono voices, respectively.

That said, the minimum recommended
system for GigaPulse is a 2.8GHz Pentium
4 running Windows XP. One of the systems
used for this review, a 2.4GHz Pentium
4 that was originally put together to run
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Flexible mic “placements” in GigaStudio 3's GigaPulse provide more variation in sample playback.

Giga 2, worked fine despite being slightly
below spec. The other machine I used was
a 3.4GHz Pentium 4, and as expected, it ran
more GigaPulse instances.

These machines have standard 7200
rpm Ultra ATA and SATA hard drives,
and I ran approximately 275 mono voices
before glitching on both systems, which
was good. The exception was that over-
the-top glissandos sometimes caused rather
strange echoes, but that only happened
while testing the limits. Tascam reports that
some users get more than 500 voices using
SATA RAID arrays: Simple math confirms
that possibility.

} worked with Giga 3 for about three
months. During that time, 1 encountered
some minor early version glitches—mostly
in the mixer—but nothing that was
repeatable or stopped the show. As Tascam
is now on its fifth Giga update (V. 3.04),
any obvious problems are gone. Most of the
time was spent using Giga with orchestral
libraries (Vienna Symphonic Library and
some custom samples), but Giga has also
become my go-to instrument for knick-
knack parts, such as drunis for a sound-
alike, an acoustic bass part of an animated
short and so on.

Even with Giga 2, you could get a lot
of niileage out of a single computer loaded

with 1.5 to 2 GB of RAM. However, only a
little more than 50 percent of that RAM was
available for loading samples.

Giga 3's memory access has improved
considerably. The review computer with
15 GB of RAM went from about 800
MB accessible to an impressive 107 GB
in Giga 3—a 20-percent increase over
Giga 2, which is what the 2GB machine
previously achieved. For some reason,
the 2GB machine’s improvement is less
dramatic, increasing about 10 percent to 1.18
GB, but it’s still enough to load a few more
instruments.

High-end users usually run Giga
on multiple machines, partly for more
polyphony—an issue that’s largely solved
in Giga 3—but mainly for memory access.
Perhaps when 64-bit computing comes
along, allowing access to terabytes of RAM,
one machine could handle the same job.

FOLLOW ITS IMPULSE

Like all convolution processors, GigaPulse
can be a reverb or anything else that
produces an impulse response. Sampled
spaces are always startlingly realistic in
these processors; for example, the new
GigaPiano 2 uses impulses instead of piano
samples to create the pedal-down and
release/staccato resonance effects.



.

L L]
L1

NIEANE
aeseEns

1

)
t -
Ed
4 ,.
1 5
‘ .
.
1
-
w

(el

"~
e

o0oC SN



L

’

=PRODUCE

DIGITAL AUDIO

RECORDING

MIDI

MUSIC PRODUCTION

MIXING AUDIO

POSTPRODUCTION

Institute of Audio Research

800.544.2501

64 University Place, New York City 10003

Licensed by NYS Education Department. High School
diplomiy o GED required. Financial Aid il eligible.

110 MIX. April 2005 «

www.mixonline.com

Giga 3 comes with 30 different spaces,
12 of which are sampled from 18 different
positions in a room with seven mics—a total
of 2,405 impulses. You can pick and choose
the mic/polar pattern combinations you're
going to use and route them in stereo or up
to 7-channel surround. The only limitation
is that each mic-to-speaker path you activate
uses more computer horsepower.

In addition to providing surround
ambience, the multiple positions in the
room-to-mic paths let you precisely place
sounds. Using GigaPulse as inserts rather
than sharing them on buses quickly eats
up processing power, but it's a dramatic
effect, especially on mono sources. For
CPU efficiency, GigaPulse can crossfade
the convoluted tail into a modeled tail after
three seconds, at which point, the signal is
too low to register a noticeable difference.

The multiple mic paths are split into
surround, side and front path. In turn, each
of these can be run through various sampled
mics and effects impulses. GigaPulse
comes with 25 popular mic models (many
with selectable polar patterns), an exciter,
various tube drive programs, Stereoizers
and Surroundizers, a guitar neck-to-bridge
converter and a Deboxinator. There are
inverse programs that can be used to
remove the character of the effects from
each of the above.

With the caveat that static samples
are never the same thing as the actual
hardware, these programs are just terrific.
The rooms that come with GigaPulse
are also excellent. However, the medium
hall, a staple for orchestral libraries, is a
little rough for my taste. While it's well-
sampled, I'm not wild about the hall itself.
Instructions for importing user impulses are
currently on Tascam’s Website. Some of it is
teaser demo material that's of limited use,
but there’s also a lot of excellent material,
including four of Larry Seyer’s Acoustic
Drum kits and enough instruments to
produce some serious music. The highlight
of this feature is a baby-sized version of the
Vienna Symphonic Library that includes all
of the standard orchestral instruments.

The GigaPulse interface is clean and
straightforward. Its single flaw, perhaps, is
the lack of visual feedback to indicate when
you're selecting mic-to-speaker paths—it’s
too easy to get tripped up and call up a
path you didn't intend to select.

GigaPulse opens up some exciting
possibilities for sample library developers
10 create a new category of programs. For
example, Tascam sent along an absolutely
killer library and Larry Seyer Drums. You
can place the drums in different spaces with

GigaPulse by using its unique Perspective
parameter to adjust the mic distances. The
effect is just stunning.

This library starts out with a huge variety
of excellent samples taken in great detail.
For example, the snare strike positions
move from the center to the edge of the
drum across an octave on the keyboard; in
addition, each strike position is sampled at
different velocities.

SAMPLE SETS, LIBRARIES AND MORE
One of Giga's original innovations was
implementing Dimensions, which use
parameters such as MIDI controllers,
velocity, keyswitches and note position to
determine which samples are triggered.
Giga 3 has 256 Dimensions or 128 in
stereo. It's now possible to do many
things such as crossfading between three
complicated programs with the mod wheel,
which would previously have exceeded
the Dimension count. [Note: According
to Tascam, the upcoming 3.10 ups the
Dimension count to 32,768 —Eds.]

The new Intelligent MIDI feature
integrates concepts of the Vienna
Symphonic Library’s Performance Tool
into GigaStudio and has three functions:
alternating between sample sets in the
order you program, alternating between
successive notes cut out of a repeated-
note performance and using patterns you
specify, and inserting a transition sample
between (wo notes.

The original GigaSampler revolutionized
sampling, and Giga 3’s integrated convolution
processor, GigaPulse, has opened up a
whole new set of creative possibilities. In
addition o being an efficient engine for
running multiple path surround reverb
programs, it can simulate anything that
produces an impulse response—effects,
spaces, instrument bodies, mics, amps and
more—and those impulses can be integrated
right into the sample programs.

Giga 3 also has more of everything that
users ran out of in Giga 2. It loaded 10 10
20 percent more programs and delivered
about 70 percent more polyphony from the
same test machines that were running Giga
2—very efficient. It has more dimensions,
more mixer inputs, more MIDI channels and
it makes better use of screen real estate.

In short, it’s the current state-of-the-art
in sampling. GigaStudio 3 ook a long time
coming, but it was well-worth waiting for.

Tascam, 323/726-0303, www.lascam
.com. |

Nick Batzdorf is an L.A.-based freelance
writer, composer, prodicer and engineer.
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Sony Oxford Reverb Plug-In

Add Ambience to Your Mix With Versatile Emulations

ony’s Oxford division has come out
Swith a reverb plug-in that offers some

of the things you'd expect from a
'verb with some excellent new additions.
As you'd expect, the standard churches,
chambers and emulations of other popular
spaces head up the menu, but Sony has
chosen to approach the ambience-building
process in a new. fresh way.

If that’s not enough, the company has
also included a special version of the ac-
claimed Oxford EQ right into the interface.
The Oxford Reverb GUI opens in a large
window, with all of the controls immedi-
ately accessible with one clickable layer.
This layer gives you access to the 5-band,
Type 1 Sony Oxford equalizer, which is
configured for the reverb’s input. The inter-
face is slightly intimidating at first glance. I
strongly recommend reading the excellent
manual to learn how all of the parameter
controls affect the finished reverb sound.

With 48 automatable parameter faders
and switch choices, Oxford caters to any
user’s skill or interest level. You can drill
down to the most arcane levels of reverb
and space synthesis, design any reverb ef-
fect from scratch or start with any of the
137 wonderful presets, then tweak and
save from there.

A detail of Oxford's Early Reflections section. Users can choose
between four different room shapes fincluding position, size
and width) and four different programmable controls.

THE CONTROL SECTION

Control functions are divided into three
sections: early reflections, reverb tail
processing and mixing/routing. Unlike
a lot of softwase or hardware reverbs,
there is no interaction between these
sections and any of their parameters.
You can freely adjust early reflections
without affecting the tail’s settings and
vice versa.
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Oxford starts with
an input mixer with
input gain, stereo
separation and low-
frequency roll-off
controls. From here,
the signal flows to
the early reflections’
mix fader in the
tail mixer, where
you can blend the
ratio of the input

signal with the
early reflections’
output to drive

the tail processor.
You can use dry
input without early
reflections, use
delay comp on the
dry signal to time
its arrival with early
reflections’  signal
or delay the input
up to 30 meters to the tail processor.

The output mixer lets you mix the early
reflections-to-tail ratio, plus the wet/dry
balance of the whole plug-in when you
instantiate the plug-in as an insent effect.
There is also a convenient 100-percent Wet
button for typical mixer send/return
instantiations.

AMBIENCE-BUILDING TOOLS
Both early reflections and tail
parameter faders are arranged
in order of importance, from
left to right. I found designing
a reverb on Oxford to be very
easy, especially when you start
with the early reflections section
and listen 100-percent wet. Early
reflections determine the overall
nature and color of the reverb’s total
sound. After choosing one of four different
room shapes, the listener’s position in the
room—anywhere from front to back—and
size, you then set the width. You can set
the width up to 130 percent for superwide
“beyond the speakers” spaces.

Early reflections’ programmable controls
continue with Taper, a way to control
the loudness of reflections predicated on

Oxford Reverb control functions are divided into three sections: early reflec-
tions, reverb foil processing and mixing/routing.

their path lengths. Greater density and
complexity can be controlled with the
Feed Along fader. Feed Along allows
you to control the re-injection of sound
within the space for early reflections.
Moving the Feedback fader will add
repeats of early reflections until it reaches
a boiiiing resonance-like sound. At the
end of the early reflections’ section is the
Absorption fader, a high-frequency roll-off
that simulates spaces with soft furnishings,
rugs or wall coverings.

TAIL PROCESSOR

Reverb time is adjustable from 200 ms to 10
seconds, and overall size is adjustable from
0.15 to 1. The size of a space is conveyed
to our ears by building density over time;
large settings of overall size cause the
sound to build density slower at the onset
of reverberation.

The overall size control, along with
time, was the most important fader when
programming a reverb’s tail character. To
make the space sound bigger with more
low-frequency energy and fullness without
making a change in the ambience’s
length, keep the time value the same and
increase size.
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IN THE STUDIO
Installing Oxford Reverb in a new Pro

The ADAM Audio Tools |HD5 TDM (Version 6.7) system was

trouble-free. iLok dongle and software

MMANAASU ; fo I d e d registration/authorization took place

— r——— simultaneously. The Oxford Reverb uses
L plug-in sharing and takes up 46 percent

] of an Accel DSP chip for one instance or
= 86 percent for two instances. Provided are
P —— rI n both TDM and RTAS versions; the reverb is
p—— compatible with Pro Tools | HD Accel, HD,
{4444 i3, ] LE, OS X and Windows XP platforms.
From Oxford's large collection of
churches, ambiences, chambers and
= emulations of popular patches, I went right
to Medium-Size Room and mainly tweaked
early reflections, reverb time and size
parameters. 1 could enlarge the apparent
size of the kit and improve the thin snare
drum sound I had recorded without getting
an overly wet sound.
rp Oxford Reverb is exceedingly wide and
Come meet the entire ADAM family at www.adam-audio.com %%‘)’ A D A M easily surrounds any instruments in your
. ‘. 5 PROFESSIONAL AUDIO ; mix—even narrow, point—sourced mono
sounds. Vocals can usually stand a medium
reverb, and I liked the Fat Plate emulation;
I only tweaked reverb time and brightened
the EQ.

Tight, small and convincing ambiences
are usually harder to synthesize, but Oxford
comes with many dry space patches and 32
post settings with Foley-esque names such
as Atelier, Swimming Pool, Foyer and more.
I inserted an Oxford set to Effects/Pipe on
a single vocal track and used the wet/dry
fader to put a vocal in a tubular space. The
early reflections’ size and width faders got
the most use, and I did not use any reverb
tail in my final patch version.

No other pro studio monitor uses anyihing
that works like, or sounds like it.

Distributed in the United States by ADAM Audio USA (805) 413-1133

VERSATILE PRODUCTION TOOL
With so many presets and maximum
adjustability, the Oxford Reverb’s great
sound is perfect for any production
situation. From lush, wide spaces to crispy,
shiny splashes to tiny claustrophobic
> : boxes—you have them all here. The
Better SOUﬂdlﬂS StUdIOS Lo = | generouzi-band Oxford EQ is a big added

bonus. I found it useful for fitting a patch

by Deblgrl et 4 more effectively to the overall track and
- sizing voices and instruments.
A\VVAVVAV,V fmd eS| 8 nN.com From live to studio to post work, Sony’s
Oxford Reverb is the new must-have.
MSRPs are $1,050 for the PTH-REVG2
(HD) and $530 for the PTL-REVG2 (LE).
Sony Professional Audio, s e
800 686-7669, www.sony. MNE
com/professional. EXTRAS

B LIMITED y 2_

info@fmdesign.com Barry Rudolph is an L.A.-based recording
914.248.7680 engineer. Visit him at wwne.baryyrudolph
.com.
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Snapshot Product Reviews

JOSEPHSON E22S

Cardioid Studio Condenser
Microphone

David Josephson is the best mic
builder you've never heard of. Here's
a guy who has created capsules for
ultrahigh-end, world-class mics from
other companies, yet he likes to keep
a low profile. And Josephson mic
aficionados seem to like it that way,
with these mics maintaining their cult
status among those in the know. One
fan is producer Steve Albini, who years
ago asked Josephson to make a side-
address, no-compromise condenser
that had a vintage European sound,
yet was compact and tough enough to
survive a drum stick strike. The result
is the €228.

The mic's KA22S capsule is
derived from Josephson’s Series Six
line, with a %-inch diameter, gold-
evaporated polyester diaphragm.
This is mated o a C609 Class-A
discrete FET cascode front end and
a custom Lundahl amorphous-nickel
core transformer. There are no pads,
highpass filters or frills. This baby’s built for
performance—race cars don’t have power
seats, air conditioning or cruise control.
Retail is $1,480, with a storage pouch and a
slick little shock-absorbing clip-mount.

Designed for drum miking, the mic's
small size lets you deal with tight spaces
and place the mic for optimum pickup,
without getting in the drummer’s way.
Better still, the side-address design means
that the sound from the drum can reach
the mic directly on-axis. Also, the mic’s
body stalk gives the engineer about six
inches of “reach” over the drum for prime
positioning. Used on toms (top or bottom)
parallel to the heads, the result was dark
with ample resonance. Slightly changing the
mic angle added more attack; moving the
mic outward toward the rim emphasized
overtones—all in all, a huge palette of
possibilities from which to choose.

On snares, | appreciated the €225’ 144dB
SPL handling, as it offered a punchy, open
sound with no need for pads. Keeping
the hi-hat out of the snare feed was no
problem: The tight, consistent cardioid
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pattern exhibits an apparent lack
of rear lobing and tons of rejection
of sources behind the mic, putting
the focus on what you need to
capture. Here, even slight changes
in placement or angles were clearly
noticeable, with plenty of variation in
attack, texture and resonances from
which to capture just the right snare
sound. If you've spent years using
dynamics on snares, the €22S will be
a real ear-opener.

The real surprise was using the
€22S on everything from guitar amps
to acoustic guitars and banjos to
upright bass. The mic’s nice balance
of lows with uncolored mids and a
smooth, slightly rising top end was

just right, whether on 12 strings or
the sweet sustain and resinous draw
of bowed bass. Noise is rarely an
issue with a mic an inch from a snare
head, but on acoustic instruments, a
Millennia HV-3 preamp spotlighted
the mic’s low 12dBA self-noise,
although cranked guitar cabinets
seemed to prefer the transformer
setting on a Groove Tubes Vipre. One of
our editors even tried them for distance
miking of a large choir (using a spaced
pair on stands in front of the vocalists) with
excellent results.

Overall, the €228 is a winner. It’s built to
withstand tough drum miking conditions,
yet delicate enough to capture nuances of
string harmonics. At $1,480 each, this mic
isn’t in the budget league, yet for a mic
you could use every day on every kind
of source, the €22$ starts looking pretty
affordable.

Josephson Engineering,
831/420-0888, www.joseph
son.com.

—George Petersen

DPA WINDPAC

Folding Location
Windscreen

Field recordists take note: DPA
Microphones has developed a
new wind-protection system
with a twist. Push and turn
the Windpac's dirigible fabric,

and its internal steel ribs pivot and fold
until the blimp is flatter than a short stack
of pancakes.

The mic suspension is also unique. It can
hold one or two mics up to a bit over 1 inch
in diameter. You can even mix and match
two different-sized mics without custom
clips. (I paired my Sennheiser MKH-20 omni
and a Schoeps figure-8.) The tension on
its four suspension points are individually
adjustable, holding my heaviest mic—a
stereo Shure VP88—without sagging.

A mono jumper cable (included) is well-
integrated with the suspension, leaving
no path for wind or mechanical noise to
sneak in. 1 used the optional $74 stereo
jumper cable (dual XLR3-F to one XLR5-M)
for most of my testing. It would be nice if
DPA offered an XLR-5-to-XLR-5 jumper for
single-point stereo mics. [According to DPA,
a 5-pin XLR cable is in the works.—Eds.)

The gray fabric covering is sheer but
sturdy. I torture-tested a swatch of the
material and found its melting point to
be about 200° C. Tearing it is harder than
you'd expect. Even after being snipped with
scissors, a small hole resisted to becoming
a larger rip. If you do manage to shred the
covering, it’s a replaceable part. The blimp
comes in long and medium sizes—your
choice, same price ($849).

My first Windpac outing was to gather
the fluttering of wings. On a cold, gusty
morning near Oakland, Calif’s Lake Merritt,
I loaded the Windpac with an M/S Schoeps
pair at the end of a pole and went birding.
The assembled system is extremely light
and the results were great—no wind or
handling noise as 1 boomed my way
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through a circling flock, and there was
plenty of delicate detail in the sound.

In handheld operation, there’s no pistol
grip, but the poe-mount features a large
ring to slip your finger through (gloved,
if it’s cold). The rig is well-balanced, even
though you are holding it from the end
rather than the middle of the blimp.

In a controlled test in front of a large
high-speed fan, I found the Windpac’s
wind noise rejection to be equal to that of
my stereo Rycote (sans fur). Note that the
assembled Windpac is less rigid than you
may be used to. For example, opening the

back flap of the windscreen to adjust the
cabling within may release the blimp’s grip
on the suspension, turning the job into a
two-handed task.

My only criticism is that the 4x5x6-inch
suspension doesn’t fold up. But I love the
light weight, the collapsing blimp and the
universal mount that lets you use almost
any mic. All in all, the DPA Windpac
incorporates new thinking about an old
problem. Well done.

DPA Microphones Inc., 303/823-8878,
www.dpamicrophones.com.

—Rudy Trubitt

Trevor Horn and Hans Zimmer
have trusted Questeds since 1985.

Isnt it time you listened too?

Make a sound judgement with the new
$6 monitor speakers from Quested

Contact us now t +44 (0)1404 41500 f +44 (0)1404 44660
e sales@quested.com w www.quested.com
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SONIC REALITY

SONIK CAPSULE: STUDIO DRUMS
Sampled Library

Sonic Reality’s line of Sonik Capsule
instrument libraries includes drums,
acoustic/electric guitars, pianos, bass, brass,
strings, organs, woodwinds and grooves/
loops. Bundled with IK Multimedia’s
SampleTank 2 LE, Sonik Capsules can
be used cross-platform (Mac OS X and
Windows XP) as a plug-in sound module
within Logic, Pro Tools, Cubase, Digital
Performer, SONAR and other DAWs
supporting VSTi, RTAS, AudioUnits and
Dxi formats. This is all possible via the
Universal Format Outputter (included with
Sonik Capsules), which provides seamless
integration with SampleTank and other
software samplers such as Reason, Battery,
Kontakt, HALion and EXS-24.

Studio Drums is mapped out in the Sonic
Reality iMAP (used in Sonic Reality’s other
drum libraries) and standard general MIDI.
The layout makes “keyboard” drumming
feel more natural. Having some acoustic
drum experience, I experimented with fills
and offbeats and preferred the iMAP.

Studio Drums (and all Sonik Capsules)
are thoughtfully engineered to take
advantage of SampleTank’s extended
flexibility. For example, 30 built-in DSP
effects can be incorporated to audition and
match the recalled drum set into different
spaces. Also, STRETCH (SampleTank Time
REsynthesis TeCHnology) offers users
complete control over tempo, pitch and
harmonics, using a three-synth engine
architecture for smoother, more flexible
resampling. Traditional resampling is also
available.

The drum sets come in a 4GB directory,
arranged as complete kits or drum separates
for loading different kits, including brush,
modern, jazz, dance and heavy rock kits
or separates of snares, kicks, toms, hats
and cymbals. The snares were expressive,
the kicks had detail and body and I was
impressed with all of the different toms.
(Different stick attacks on the toms are
excellent) The only disappointment was
the cymbal samples, which are admittedly
hard to pull off, but I could suspend my
disbelief with all of the other components.

Using Studio Drums with Pro Tools
6.4/Mac G5 and SONAR 4/Windows XP,
the included SampleTank 2 made the
experience smooth on both platforms, but
I recommend having at least 1 GB of RAM.
The dynamics and expression of Studio
Drums inspired me to create: 1 easily laid
drum tracks, grabbed a guitar and the
sounds flowed. For $99 (retail), users can
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have a fantastic-sounding drum set for their
writing and recording needs.

Sonic Reality, 800/232-6186, www.
sonicreality.com.

—Tony Nunes

MONSTER CABLE
AVS 2000 PRO & PRO 7000
Studio AC Power Units
The AVS 2000 PRO automatic voltage
stabilizer and the PRO 7000 balanced power
source—together with clean, reliable monitor
amplification—provide the foundation of
what Monster Cable believes is the essential
“backbone” of any studio environment.
The AVS 2000 PRO is intended to be
the first line of defense against power
abnormalities, surges and spikes that
could damage unprotected equipment.
Additionally, its automatic voltage stabilizer
produces a steady 120 volts, thanks to
a microprocessor that constantly and
automatically corrects fluctuations between
80 and 140 volts.
From the huge toroidal transformer
and heavy-duty 8-foot power cable to its

six rear panel outlets (four switched, two
unswitched), the AVS 2000’s design gives
the user the sense that no corners were
cut. Three large digital meters monitor
input/output voltage, voltage correction
and current draw. Six LEDs offer additional
status information on ground, abnormal
power and other essential information.
The 7000 PRO balanced power
conditioner is intended to be connected to
the AVS 2000 PRO’s output. After providing
an additional 3,145-joule capacity of spike/
surge protection, the 7000's two triple-
shielded transformers balance the power
to cancel hum and noise that may exist
on a standard unbalanced feed. Outlets
labeled Analog and Digital receive their

feeds from each of these two transformers.
In addition to these, five stages of Richard
Marsh—designed filters further reduce EMI
and RF interference by rejecting internally
generated noise in your components
that could pollute your studio’s AC
environment.

The 7000 PRO mirrors the visual design of
the AVS 2000 and includes the same heavy-
duty AC cable, but has 12 outlets on the rear
panel. These are broken down in groups:
two analog, four digital, two computer and
four high power (for power amplifiers). A
large digital readout shows input voltage and
current consumption. Eleven status LEDs
indicate that all functions are operational.
The 7000 PRO also automatically shuts
down in the event of abnormal voltage
being present at the input.

I tested the unit in my project studio
where the power has been known to drop
lower than 110 volts in summer peak-hour
periods. I know many project/home studio
owners who restrict their work hours during
these times due to gear that fails when
subjected to brutal voltage extremes. I first
tested the AVS 2000
PRO by recording
the output on a
voltage meter for
more than three
hours. Even late
at night when the
voltage traditionally
sags, the AVS 2000
kept  tolerances
within a  very
civilized +0.7 volts.

With Monster's
PRO 7000 and
AVS 2000 PRO
to my system, I
noticed that the
performance in
my Pro Tools |HD3
Accel studio improved. The noise floor,
soundstage and resolution all seemed to
be slightly better. I would imagine that the
worse the condition of your power, the
greater the potential for improvement.

Power stabilization and conditioning
can sonically improve the performance
of audio gear, and you owe it to your
equipment to make sure that it has safe,
clean and reasonably stable AC. The
combination of the Monster PRO 7000
($1,495) and Monster AVS 2000 PRO
(1,699) does this well at a price that most
pro studios can afford.

Monster Cable, 415/840-2000, www.
monstercable.com.

—David Rideau B
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Zen and Now

BY EDDIE CILETTI

Acoustics, Patchbay Wiring and Balanced Audio Circuits

his past winter, I taught two classes a
I week: Analog Recording Techniques
and Studio Maintenance. The latter
class started with soldering techniques, basic
DC circuits—series and parallel resistance,
Ohm’s Law and the Power formula—and
an overview of test equipment. From these
two extremes comes this month’s material,
including a rant about patchbay wiring con-
ventions and optimizing small spaces with
off-the-shelf acoustic panels.

THEN AND NOW

When I started recording, the popular near-
field monitors were Auratones. Even then,
the geek in me brought unconventional
tweaks into the mix, like having a passive
subwoofer augment my customized mini-
monitors or using an LA-2A as a mic

preamp. What I love about teaching is
integrating the stuff that worked for me then
with stuff I know now.

Back then, recording a kick drum to 30
ips multitrack was a bit of a crap shoot, so while getting
drum sounds, I'd always listen in Repro to see how
hard the tape could be pushed before saturation turned
punch into mush. Now, the Studer A827/Quantegy 499
combination is closer to what “input” sounded like.
That machine’s dual metering (VU and LEDs) and the
tape's extra dynamic range yield less worry and more
predictable results, especially when recording drums
in the control room—a process that precludes any
possibility of nuance monitoring.

I've always preferred drums in an open space where
they can breathe rather than confining them to a booth,
a corner or near a wall where low-end reflections can
muck things up. Most drum booths should have a good
deal of hidden space filled with bass traps, but when
that is not the case, an easy fix is detailed below.

New York City’s Skyline Studios was one of my
favorite spaces in which to record drums. The studio
had such a great-sounding lounge just outside of the
studio that I placed the drums at the sound lock—all
doors open—to capture the natural ambience. Studios
are smaller these days, so the modified approach has
been to locate the drum kit just in front of the iso booth.
This seems to have many benefits.

A kick drum has a figure-8 radiation pattern in
free space, but when placed in front of the booth, the
radiation is now more cardioid. One or two mics in the
booth delivers a dry, well-balanced kit mix with plenty
of low-end kick support.

www.mixonline.com

Sample placement af absorbers: In a small room, carner traps (marked as “1*)
shauld be sufficient; in a larger space, add floor/ceiling placements (*27),

QUICK ACOUSTI-FIX

If your booth is acoustically treated but not as youd like
it to be, the problem may be that the RT60—the “decay”
time—is uneven across the frequency spectrum. The
average booth is similar in size to a full bathroom, and
you know how that sounds untreated. There are some
things we like about the natural reverb of a tiled room, but
think about that one low-mid frequency—in the 200Hz to
250Hz range—that the male voice typically triggers.

The most common mistake is to over-treat the walls
for reflections but ignore the requirements for effectively
treating below 500 Hz. When there is a buildup in the low-
mid to low-frequency region, the required higher-density
trapping takes up quite a bit more space than just placing
absorbers on the walls. One of our classrooms is a control
room with an iso booth that needed such treatment but
no studio, making it the perfect experiment.

Unlike upper midrange and treble, which reflect
like light, low-mids and bass tend to build up at a
room's boundaries—especially corners, and not just the
obvious places, but where floors meet walls and walls
meet ceilings. My experience a year ago with RealTraps’
MiniTraps acoustical panels taught me enough to know
what was easily possible without major modifications.

As the school already had some “floating” absorber
panels, 1 had students place them as mentioned. The
booth is approximately a 12x8-foot space with an 8-
foot ceiling. Even after two panels, everyone noticed
the difference, but we kept going, figuring the drums




DRUM SAMPLING GETS REAL.

S YEARS IN THE MAKING.
Grammy-win-
ning engineer
Larry Seyer
and drummer
Pat Mastelotto
(King Crimson,
BOMO, XTC,
Mr. Mister) collected hun-
dreds of vintage and current
drums for this library.

Using up to 6 mics per
drum, they recorded 8,330
stereo 24-bit samples and then
configured them as 115 drum
kits using 13 new GigaPulse™
rooms created specifically for
this library. Eack of the 115
kits comes in 12 versions for a
total of 1,380 drum kits!

But it’s not just the
sheer numbers that makes
Larry Seyer Acoustic Drums
a ground-breaking advance
in drum sampling. It’s also
what TASCAM GigaStudio™ 3
lets you do with them. Now,
for the first time, you have
total control over:

B what drums make up a kit

B which of 13 acoustically
modeled rooms the drum
kit is placed in

B where in each room the
drum kit is placed

B what kind of mics are used

B how hard and where each
drum is struck

Larry Seyer

Hear samples from Larry Seyer Acoustic Drums at: http://www.globalfulfillment.net/gfsnet/
glga/10Expand.aspx?ProductCode=LSACORUMS  There you can also sample Larry's video
tutorial. For more general GigaStudio information, visit www.tascamgiga.com ©2005
TASCAM, a divislon of TEAC America. All Rights Reserved All specifications are subject to
change without notice. GigaStudio and GigaPulse are trademarks of TASCAM/TEAC.

Finally, you can create sequenced
drums that are indistinguishable from
live performances. Because the new
24-bit Larry Seyer Acoustic Drums library
contains more live drumming varia-
tions and nuances than anything that’s
come before. And because it harnesses
the creative power of GigaStudio 3’s new
features like unlimited stacked instru-
ments on the same MIDI channel and
convolving GigaPulse™ reverberation.

Playing left to right
on your keyboard

Add those ' triggers samples
nuances that ) e taken from left to

3 ¥ / . right on the
make hye Ry .4 > drum heads.
drumming GigaStudio 3 makes it
live. Map ‘ possible.
individual
strike zones [
from the

surface of each instrument to individual keys.
Choose from two styles of attack: Low Latency
has drum attack edited very tight to the
sample start for sequencer composing or live
performance. Full Attack retains all the pre-
attack (you can hear the “wind of the stick”)
for sequencer playback a hair behind the beat.

GS3 MAKES IT WORK FOR YOU.
It takes the advanced features
found only in GigaStudio 3 to
unlock the stunning reality of
this drum library.

Unlimited instrument stacking
lets you build a custom drum kit
by assigning indivicual drums
to a different

Larry Seyer Acoustic Drums,
exclusively for GigaStudio 3:

» 7 GB with 115 complete drum
kits, 8,330 samples and 1,638
unique impulses

» 12 separate versions of each
drum kit including General
MIDI and EX; Low & Full attack

GigaStudio MIDI latency; 2, 5 & 7-channels
sub-channel. » 13 new GigaPulse™ rooms
Submix their

» Stick, rod and mallet striker

Demo the oy
variations

world’s

levels; add ef-

fects...and yet most » Loop library with 1,444 MIDI
control overall powerful files for a total of 1,992,270
kit ti software loops that don’t degrade with
I mu 1ng, 7 sampler tempo changes
tuning and level " N at your » 24-bit samples using premium
through a single master MIDI channel. TASCAM multiple microphones and
Then use the GigaPulse convolution inter- dealer preamps
today. » Exhaustive illustrated manual

face,included with all GS3 versions, to gain
incredibly realistic control over mic and kit
placement in each of the drum library’s room
environments including the soon-to-be-infa-
mous “Trash Room” and “Dry Cleaner.”

» Expandable with future drum
kits and rooms

GIGASTUDIOS3.0

TASCAM

www.tascamgiga.com
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Introducing our new PS8R, a biamplified,
stand alone, nearfield monitor that’s sure to
turn the audio industry on its ear. Quincy
Jones, Sting, Santana and Neil Young have
already discovered how our patent pending
ribbon technology delivers unequalied
clarity and definition. Hear what they hear.
The pure sound of SLS.

www.sisloudspeakers.com

O CLARITY REDEFINED

INE SUITE 160 ADDISON, X 75001 972.661.5222

MIX, April 2005 o

wune.mixonlime.com

TECH'S FILES |

would produce much more energy than
the human voice and require the additional
absorption. Drum samples are available
online as a2 mix and as isolated mics. (Visit
www.tangible-technology.com for audio
samples by clicking on the IPR link.)

WIRING SEMANTICS

Questions about patchbay wiring via phone
and e-mail set me off this month—big time.
Two issues were raised: the semantics of
“out over in” vs. “in over out” and then
grounding—yeesh! Like the expression
“too many cooks,” experimenting with
grounding can really mess up the sauce.

For years, I thought the way I had wired
paichbays—the gravity method—was the
way it was done: Console sources (outputs)
are on the top row and destinations (inputs)
on the bottom row. The exception here is
outhoard gear. When 1 first encountered
an outboard gear bay wired out-over-in, [
simply made the assumption that someone
decided to maintain continuity with the rest
of the bay, never bothering to contemplate
source and destination.

If you start at the very beginning,
microphones are the first sound source. Not
all bays have mic lines, but if they are in
the bay, they would be located at the very
top row with preamp inputs directly below.
Equally logical, the next patchbay group is
preamp out (insert #1 send) followed by the
inscrt return. After that, things are literally
upside down. [ believe that outboard gear
should be wired in-over-out because in terms
of signal tlow, it's logical and gravitational.
Imagine a horizontal slice across the insert
send and return bay, in between which the
outhoard gear bay is inserted. Does it make
sense now? I had to ask my Record Plant
mentor, Paul Prestopino, to confirm this for
me for fear 1 was losing my mind.

While on the subject of patchbays, there
have heen many schemes to resolve ground
current issues—such as flying shields at one
end—but the “problem” has never been
with the wiring; it's the gear that's at fault.
Eighties-era gear often used plastic-insulated
jacks mounted directly to a PCB, making the
shield connection the Trojan Horse of audio.
In this example, the shield dumps noise on
the PCB ground, 1o which many high-gain
amplifiers are referenced. Other noises get
in the way, 100, such as radio and television
interference (RFI and TV, respectively). No
matter what type of connectors are used,
this is known as the “pin-1" issue.

The most familiar example of good
pin-1 implementation is Mackie’s use of
all-metal Y-inch jacks directly secured
1o a metal chassis, creating an electrical
“Firewall” 10 noise. Minimizing noise
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Yamaha PM1D is the biggest selling large @ # Add-On Effects bu:lt-in
format digital audio mixer in the world New and improved factory preset

for a reason. Exceptional innovative fea- Scene Memoties

tures, reliability, training and technical
. Pre-HPF Direct Out
support. Many have followed in our path

but we kept raising the stakes. Now with Insert/Delete Channel

the new PM1DV2 software we offer the Load and Save Filtering

most significant upgrade ever for PM1D. for backup data

A partial list of new features in PM1DV2: W Enhanced User-Defined Functions

B Automatic Gain Adjustment for
There is one sure bet in Vegas.

Come to Yamaha booth N2531
and check out V2.
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susceptibility is almost that simple and it B P T e
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certainly starts here. My point is not to
accommodate bad gear, but to identify, fix,
modify, wrap transformers around or chuck
out uncooperative equipment.

Remember that unbalanced audio signals
are supposed to be the domain of consumer !
electronics—simple systems in which ver ’
few compone::;f arey close together will); : | ﬁ O ﬁ Q 0 o ‘Q o "O 0 'C \3
perhaps three feet of cable between them, <ry
max! What goes on behind an audio rack is ~ An example of good pin-1 implementation: Small touches, like Mackie’s use of all-metal Ye-inch jacks and
no place for unbalanced cabling. With just steel rear panel on this 1642-VIZ PRO mixer, help guard against noise—creating an electrical “Firewall.”
a shield for noise protection and one wire

for signal, the gear and its destination have  too close to a wall-wart, inside of which is While a Firewall stops noise from
no way to defend themselves against being  a hum-radiating transformer. sneaking into the box, it alone doesn't
stop noise induced into the signal cables,
but the addition of a balanced signal path
does (a twisted pair of wires for signal and
a noise shield). There are three types of
balanced signal configurations: transformer
balanced (passive), signal balanced (aetive)
and impedance balanced.

Two identical signals traveling down a
shielded twisted-pair cable, one a mirror
image of the other (180 degrees out-of-
phase), is easy to visualize. If brought up
on a mixer as two independent channels,
then the signals would cancel. If subtracted
by a differential amplifier (what balanced

The Trident Dream Series

8 channels MIX inputs are), then the signals add up while
48 channels i_‘_ol:: CERTIFIED canceling the noise common to both wires.
$6.995 hlt The relationship of amplifving the audio
while rejecting noise is known as the

For a pdi brochure, email 10: common mode rejection ratio (CMRR).
mixd@oram.co.uk Impedance balanced is a litile tougher

to grasp because both signal wires have
the same source impedance (stay with me
now), but only one of the wires carries a

The ORAM Series 4T modulated signal. For example, let’s say
the signal-modulated wire is being driven

MI\I 24 channels a vewn l')y :n: ()utputY an:plifier “with' a 4'-ol'1m
; : impedance. (IU’s a “source,” get it?) By tying
I“""""" 48 channels 08 the unmodulated wire to ground through
h.t from $27,900 2 a 47-ohm resistor, hum will be equally
I —| induced into both “signal” wires so that the
For a pdt brochure, email to: destination—a balanced input/differential
mix4@oram.co.uk amplifie—can do its job of canceling the

noise common to both wires.

I've always wired unbalanced gear with
balanced cabling and this does reduce
induced noise by an obvious amount,
albeit not as much with a rue impedance
balanced circuit. If you knew the output
impedance of an unbalanced device, then

The ORAM Hi-Def 4T Memory Eq the trick il:] the paragraph above could
Hi-Def A ¢ EQ under improve things considerably; alternatively,

Digital Management using a transformer at the destination

For a pdf bl’OChl; e, email to mem@oram.co.uk would be the easier fix. ]
PRt co. It <o Eddie is thankful that bis technical back-

01144 1474 815300 ground bas kept his bag of tricks full and

sales@oram.co.uk a bit ahead of the curve, bul he sometimes
regrets not getting psych and MBA degrees.
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revolutionize the way thé”wk with
Pra Tools.
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UNCIE, INDIANA

AUDI0 RECORDING UNLIMITED
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ICON has changed the way digital music production is handled in
studios across the country, and Sweetwater has helped facilities
of all kinds put this powerful system to work. Digidesign’s
integrated Pro Tools console is built around the revolutionary
D-Control work surface and is one of the most significant
improvements in digital recording. Post-production facilities like
Cutters Chicago and Audio Recording Unlimited, state-of-the-art
Music Technology Departments at universities like Ball State, and
commercial recording studios including our own Sweetwater
Productions have relied on us to configure and install an ICON
system custom-fit to their particular needs.

Why? Because Sweetwater has configured more Pro Tools
setups than anyone in the business. Our Sales Engineers are
Digidesign-certified Pro Tools users themselves and have
extensive experience with large-format consoles. We can put
our firsthand knowledge to work for your studio.

®

ANOTHER COUNTRY
CHICAGO, ILLINOIS

INTEGRATED CONSOLE

SWEETWATER PRODUCTIONS
FORT WAYNE, INDIANA

Sweetwater understands the
complexities of integrating
Pro Tools systems into
existing recording, mixing
and editing environments.

We're uniquely qualified to
design, configure, install and test a Digidesign system that is
tailored to your situation. If you'd like to find out more about how
Sweetwater can help you take advantage of ICON — including
some attractive leasing options — call us today. Moving up to
ICON is easier than you might think.

(800) 222-4700

www.sweetwater.com

Territorial restrictions apply. Please call for information.
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Taking a break from Los Super Seven’s Heard It on the X, from left: co-producer Dan Goodman, engineer
Dave McNair, co-producers Charlie Sexton and Rick Clark, and Lyle Lovett

05 SUPER ot VEN
fIDEw AGAIN!

CELEBRATING THE SPIRIT OF
TEXAS BORDER RADIO

By Blair Jackson
Los Super Seven is more an idea than an actual band.
It’'s a genre-busting celebration of Southwestern and
Latin music, from rootsy fejano kickers to heart-rend-
ing ballads 10 primal rock 'n’ roll 1o varying shades
of blues. Over the course of three extraordinary
albums—the most recent, Hecrd It on the X, was just
released by Telarc—creator/co- producer Dan Good-
man has assembled one sterling cast of musicians
after another to explore different facets of the many
styles found in the region.
The original Los Super Seven album in 1998
brought together David Hidalgo and Cesar Ro-
sas from Los Lobas, Tex-Mex
| accordion great Flaco Jimenez,
his Texas Tornados bandmate
Freddy Fender, country singer
Rick Trevino, tejano star Rubén
Ramos, Joe Ely and a fine cast
of supporting players for an
album dominated by tradition-
al Mexican folk songs and a
lone English-language standout:
Ely’s version of Woody Guth-
| rie’s “Plane Wreck At Los Gatos
(Deportee).” The second album,
Canio, released in 2001, had a
more Latin/South American feel-

ing. with a number of new contributors—including
Brazilian singer Caetano Veloso, The Mavericks’ Raul
Malo and Peruvian vocalist Susana Baca—joining the
Los Lobos gang and others on an extremely diverse
set. Los Lobos’ Steve Berlin produced both albums;
Dave McNair engineered.

“It's been a lot of fun having a different cast of
characlers each time,” Goodman says. “On the first
album, we put together Texas artists along with Los
Lobos, who are from East L.A., and mined the culiur-
al link between them. And the link was the border,
so the first album started out as a Texas-meets-East
L.A. thing. The second record we wanted (o explore
Latin roots music in a pan-Latin context—more of a
world music approach. This time around, for fleard
It on the X, it was a return 1o the border, but not in
a purely Latin context. It's more Texas-influenced,
mostly English and |encompassing] this fascination
we all have with border radio.”

Indeed, “the X” is the nickname given 1o numer-
ous American pirate radio stations that sprang up just
across the Mexican border beginning in the 1930s
and blasted an incredible array of great music into
Texas and across the Southwest U.S. through the '70s.
(All Mexican stations’ call letters begin with an X.)
Adventurous DJs, including the legendary Wolfman
Jack (nee Bob Smith), who got his start on a pirate
station in the Chihuahuan desert, thought nothing
of playing Howlin’ Wolf alongside Hank Williams,
Bobby “Blue” Bland. Buddy Holly and Tex-Mex
sensation Lydia Mendoza. It was all soulful music,
no matter what the context, and it influenced genera-
tions of musicians across the Southwest, who picked
up on the righteous eclecticism of “the X” as they
came up through the ranks themselves.

Heard It on the X embraces that spirit even more

—CONTINUED ON PAGE 134
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THE FOLK MUSIC GREAT IN A NEW
MUSICAL DIMENSION

By Blair Jackson

You gotta love a guy like Loudon Wainwright
II1. He’s put out 21 albums since his debut in
1970, all of them filled with heartfelt musings
on life, love, family and death, as well as a
whole lot of other things that he finds funny
and/or strange. Occasionally, his whimsical
side will bring him into the mainstream for
a few months: His biggest hit was a song
called “Dead Skunk,” which hit Number 16
in 1973; then, about 20 years later, he got a
lot of airplay for “Talkin’ New Bob Dylan,”
which joked about being hailed as one of
many “new Dylans” at the beginning of his
career, and saluted Dylan on the occasion
of his 50th birthday. Very cute. But really
not what LWIII is all about, any more than
seeing Proust’s grocery list would clue you
into his inner world. No, Wainwright is
actually one of the deeper cats out there, a
straight-shooter who says what he means;

he does not drown the listener in opacity
and convoluted metaphor. And, yes, he can
be funny.

He's always surrounded himself with
good musicians: Past records have included
contributions from the likes of guitarists John
Scofield, David Mansfield, Martin Carthy
and Richard Thompson. He was married
for many years to singer Kate McGarrigle,
and she and her sister, Anna, appeared on
a number of his albums, as did his angel-
voiced New York friends The Roches. Kate

; Al
4 e

Muses on family and love, socio-political observations and ather “deep” thoughts while maintaining his
characteristic wry sense of humor: Loudon Wainwright lil's latest album, Here Come the Choppers

McGarrigle and Loudon Wainwright I are
the parents of current critic’s darling Rufus
Wainwright, who seems to be every bit
as gifted and forthright as his dad. (If you
don’t want your psychic history explored
in song, do not becotne part of this family.)
Loudon Wainwright Il has also nurtured a
fairly successful acting career in recent years,
appearing on Ally McBeal, in the Tim Burton
film Big Fish and the forthcoming Cameron
Crowe flick, Elizabethtown. Maybe you
also spotted the singing cameos of Loudon,
Rufus and his sister Martha in The Aviator.
No wonder Wainwright moved from New
York to L.A.—increasingly, that’s where his
“other” career is.

Wainwright’s latest album, Here Come
the Choppers, is certainly among the best of
his career. It's the usual folky hodgepodge
of profound and witty observations and
portraits. Who else could write songs about
Hank Williams and the death of Mr. Rogers
that might make you cry? A photo of his
grandfather spurs him to speculate about his
tough, arnery namesake in “Half Fist.” The
title track is a surreal and paranoid vision
of an L.A. constantly under surveillance—at
least that’s what the character in the song
thinks. “My Biggest Fan” is a wry look
at fame and fandom. And then there are
more serious meditations like “When You
Leave,” a sad but beautiful study of the
emotional scarring suffered by children,

spouses and lovers left behind when a
relationship fizzles.

As always, Wainwright’s vocals and
acaustic guitar picking are strong and sure,
even as they shift in tone from song to song,
sometimes verse to verse. What elevates
this particular batch of tunes, though. is the
sympathetic and imaginative accompaniment
of his “band” for this outing: New York—
based Americana/jazz guitar giant Bill Frisell,
pedal/lap steel guitar master (and occasional
Frisell associate) Greg Leisz, acoustic and
electric bassist extraordinaire David Piltich
and the undisputed king of L.A. session
drummers, Jim Keltner. Lee Townsend, who
has produced 19 albums by Frisell (and
worked with a slew of other great jazz, folk
and singer/songwriter types—check aut his
Website at www.tonemusic.com) helmed
the sessions.

He, Frisell and Leisz initially hooked
up with Wainwright at a Century of Song
festival that Townsend produced in Germany
a few years back. Keltner had played on a
LWIH record 30 years ago. Shawn Pierce,
who has worked on a number of albums
with Townsend, engineered the sessions.
Tracking and initial overdubs were done at
Mad Dog in L.A. Later, overdubs were cut
at The Factory (formerly Little Mountain) in
Vancouver—where Pierce lives—and mixing
was done in the Vancouver studio Pierce

—CONTINUED ON PAGE 138
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Vil MORRISON's
‘T0oADARCE

By Gary Eskow

Van Morrison remains one of rock's most
enigmatic figures, and today, nearly 35 years
since the recording of his most famous album,
Moondance, most of his fans know little about
him. Ironically, tracing the recording history
of that album’s title track also turns out to be
something of a mystery.

What is known for certain is that a young
engineer by the name of Elliot Scheiner ended
up mixing a number of tracks on Moondance.
“K was right at the beginning of my career,” says
Scheiner. “I must have been in the business for
about a year-and-a-half. The way things worked
over at A&R Studios was that if a new client
didn’t request anyone in particular, the traffic
manager assigned people to a date.”

As Scheiner remembers it, several different

classic tracks

A&R engineers contributed their talents to the

project, Morrison’s second album for Warner

Bros. “Shelly Yakus, Steve Friedberg and Tony May all
worked on the Moondance album. The tracks were pretty
evenly divided between us. There were some overdubs, but
for the most part, the record was cut live.”

But Scheiner says that the song “Moondance” wasn't
tracked at A&R, and this is where things get murky.
“Moondance’ was the only cut that wasn't done at A&R,”
ke says. “I remixed the album in surround a few years ago
and [ remember that a guy named Neil Schwartz was listed
as the tracking engineer on that song. By the way, they
spelled my name wrong on the original album, and when
we did the remix, I was asked if I wanted them to correct
the spelling, but I told them to leave it the way they had it:
Schierer!” (That's all right—they also misspelled the names
of nearly half of the bandmembers.)

Time out. Dixon Van Winkle, also a fledgling engineer at
A&R at the time (Van Winkle would later mix Paul McCartney's
“Uncle Albert” at A&R and lay down Frank Sinatra’s version of
“Send in the Clowns"), recalls things differently. “I remember
the ‘Moondance’ tracking session well,” says Van Winkle.
“Tony May was the engineer for that session, which was cut
in Al over at A&R. What a big, great-sounding room that
was. I'd only been working at A&R for about two months
when 1 got called to be the setup man on that session. I
ended up working with Van on several projects, including
‘Brown Eyed Girl." Elliot was the engineer on that record
and [ was his setup man. [ ended up finishing one of Van's
albums; I don’t remember which one, though.

“Anyway, the ‘Moondance’ date sticks in my mind
because I almost ruined it! [ was green at the time and didn't
really know how things worked. 1 was sitting behind this
great Altec tube console that we had, there were blue lights
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set up in the tracking room to enhance the mood and take
one was going down perfectly. All of a sudden, [ see Tony
{May] waving his finger at me, and I don’t have any idea
what's going on! Eventually, I thought that he was telling
me to stop the tape machine for some reason, so I did. We
had an Ampex MM-1000 16-track recorder. Tony gave me
a look and then got on the talkback, told the band that we
had a little problem and that we needed another take. The
next take went down perfectly from start to finish, and that’s
what’s on the air.

“It wasn't until about eight years later that I found out
what Tony was actually motioning me to do. We had three
Altec 604Es mounted in a utility cabinet. In those days,
everyone wanted to listen to all three of them in mono. They
were powered by a 75-watt McIntosh tube amplifier and
there was magic in that sound. Most of the smart engineers
at that time, including Tony and Shelly, monitored in mono.
We learned that if you can make a record sound great in
mono, particularly a live date, then you have something.
Tony insisted that all the players use mono earphones.
Everyone had the same mono cue mix. That way, everyone
was on the same page. You'd work like hell to make that
cue mix work.

“As [ was saying, years after the session, I found out that
Tony had been bothered by a rattle that was coming from
the utility cabinet. He wanted me to try and get rid of it,
not shut down the session by stopping the tape machine! I
never made that mistake again!”

“You should call Steve Lang,” offers Scheiner about the
memory discrepancies. “He works in the Warner Bros.
library our in L.A. Ask him to pull the tape for you.” Shortly
thereafter, that’s exactly what the accommodating Lang
did. “It says on the box that ‘Moondance’ was recorded



Amplifiers Cables Cassette Recorders CD Players/Recorders/Copiers Digital R ders Headp Lighting Microph Mixers Signal Processors Speakers Sound System Packages Used Equipment

Call Toll Free 800-772-8916 for the best in

| |
—

Our operators are outstanding in their field.

Don’t forget you can also get sound advice online at

(0‘

“Hi, my name
- is Harmony.”

Production Systems Mixers ~ MMI‘(IE- Processing
° l.utnl_}bus
) ; — A
3l = o E
L ,A '\ awe
Mackie - The DXB is the next generation in moderate Universal Audio — Tha 2-1176 and the entire line of
=" l ! priced digital mixing. In stoek, ready to ship. “Class cs” deliver thet sound you've been laoking for.
o ‘
1 : Speakers CD Recorders DENON Mics ~ >
3 "'
. ‘ s
—— l ’
Digidesign Mbox & ProTools LE. RTAS & Audiosuite Plug-ins. JBL - We proudly carry the Cenon DNC-55) CDR/RW pays for Neumann - The microphones that
A “must have” for the Music Industry Professional. entire line of JBL Speakers. itself in making client dubs. set the standard for the industry.

Our barns hold a different type of stock. For more than 50 years, we've housed state-of-the-art amplifiers, mixers, speakers, cd
players, recorders, copiers and microphones in three red barns in upstate New York. We are very proud to represent over 160
manufacturers and suppliers to the Pro Audio Industry. With this much optimum sound equipment, shipping to you the same day
is easy, and so is keeping our prices low. Before you buy, call Boyntan.

7\

b X' TOLL FREE 800-772-8916 FAX 607-263-2373 www.boyntonproaudio.com sales@boyntonproaudio.com ]

( “No cows were tnjured in the making of thi ad.

BOY NTGOMN
\C Y [PRO AUDIQ get free duds

free t-shirt with purchases over $300
Offer ends April 30, 2005.

Boynton Pro Audio is a division of s




4 What Would You
¥ Do Without Your
- Hearing?

Monitor Your
Decibels for
A Lifetime
of Sound

A Hearing Conseavation Tip from Sound Partners™
...Bringing You Choices that Make Sound Sense
visit www.hei.org

Sound Partners is an educational program of

Spectacular
.. SSL, Pro
% Tools, Studer,
Neve tracking
& mixing
destination.

“* Pamper
. yourself at our

| E 100-acre
private hilltop
) estate retreat.
Comfortable,
= luxurious ac-
commodations.
Killer gear and
great vibe.

u 1=

Surprisingly
affordable.

ey 603.672.9380

www.studiometronome.com

132 MIX, April 2005 * www.mixonline.com

recording INGEES

at Mastertone Studios,” says Lang, “but I
know that many of the cuts were re-tracked
when Van and the band went into A&R,
so it’s hard to tell where the final take was
recorded.”

Either way, completed tracks for the
entire album were handed off to Scheiner.
“It was just before Christmas, 1969, says
Scheiner. “Van went up to Woodstock to
be with his family and I ended up mixing
the entire record with Gary Mallaber, the
drummer in his band.

the Altec 604Es, we used KLH 3s as radio
mono references.

‘I remember that one track on the
Moondance album had more drum leakage
than any of the others, but I can’t recall
which one it was. Whatever song that
was, it was definitely not recorded at
A&R. Our stuff had incredible separation.
‘Moondance’ had much more of a live
sound than the other songs on the album. I
recall that there was more drum leakage in
the guitar and piano tracks, and that I had

Most of the smart engineers at that time monitored in

mono. We learned that if you can make a record sound great

in mono, particularly a live date, then you have something.

“Back in those days, we were working
mostly with 8-track technology, and the
mixing largely took place as you were
recording. The drums, for example, were
in mono, so you had to balance the
toms, kick, hat and snare while you were
tracking. Same with backing vocals. I
remember that ‘Crazy Love’ only had six
tracks: drums, bass, guitar and vibes had
their own tracks, Van had one and the girls
who sang backing vocals had the sixth.
You mixed as you recorded and you had to
commit to things as you went along.

“We had a theory at A&R,” Scheiner
continues. “When you recorded a track, if
it was taken somewhere else to be mixed,
all the engineer should have to do is set
the faders even to have a mix that was
pretty much complete. So it just wasn't a
big challenge to mix back then. These days,
everything’s completely different. We’'ll get a
record with 80, 90 or even 100 tracks. It’s all
about fixing things later on in the process.”

Most of the tracks that Scheiner cut
at A&R in those days, including those by
Morrison, were done on a custom-built
console. “The board came from 112 West
48th Street, Phil Ramone’s original building
from the 1950s,” Scheiner recalls. “It had
mostly Altec components, four rotary
faders and a rotary master. Equalization
controls were above each fader. The EQ
covered the high and low ends, but I'm
not sure what the frequencies were. When
8-track became a reality, we added three
more faders above the master fader. These
faders had no EQ modules, so we had
dedicated tracks to them that sounded
pretty good as they were. In addition to

—Dixon Van Winkle

tried to contain it to make it sound more
like the rest of the album.

“From an artistic point of view, back
then the album was a concept, a complete
body of work. This was in the early years
of FM radio—anything could be on the
radio. We didn’t think about what song was
going to be the single—all of the songs
were great.”

The ornamental flute lines that dance
over Morrison’s singing and the band’s
gentle swing were performed by Collin
Tilton. Tilton, who also played sax on the
entire Moondance album (along with the
late Jack Shroer), says he remembers the
dates well.

“We were all living in Woodstock and
playing in a group called the Colwell-
Winfield Blues Band. We were working on
our second record and our leader fired the
singer without having a replacement lined
up. At about the same time, Van fired his
band. He was doing what was going to
end up being the Moondance album. They
were rehearsing or something and he fired
everyone in his group. One thing led to
another, and we all ended up jumping
ship. Jeff Labes [pianist] was a member of
Colwell-Winfield. Jack Schroer and myself
were also in the band. John Klingberg,
who played bass on Moondance, was a
friend but wasn’t a member of the Colwell-
Winfield group. The drummer, Chuck Puro,
cut a couple of songs and then got out of
there; he wasn’t happy. I had never heard
of Van Morrison at the time. Everyone else
was going to play with him, though, so I
went along.”

Okay, here we have a bandmember
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who played on the sessions. Surely he
will clear up the mystery of where the
“Moondance” keeper track was recorded.
“My memory is that at first we spent an
entire week in Mastertone, but the only
song from those original sessions that was
used was ‘Glad Tidings,” which is the last
song on the album. We went into A&R and
re-cut everything else.”

As Tilton remembers it, the tracks at
A&R were not cut live but “on the first
swing through at Mastertone, that's how we
worked. But when we went to A&R, they
did a million rhythm tracks, which was Van
singing and John Platania on guitar along
with bass and drums. They would go over
and over it until Van got what he wanted.
Then after they did that, we came in and did
the horns relatively quickly. The horn parts
were all written and rehearsed by the band;
we were going for a band sound. We did the
horns as overdubs. And it's funny, we were
at every session. The rhythm section would
set up and Jack and I would sit around doing
whatever until they brought us in.

“T basically wrote the arrangement on
‘Moondance.’ There are some little things...
when it gets to the part where he sings—
‘Can | just have one more Moondance
with you?—if you listen to the horns in
the background, it’s sort of a cop from
John] Coltrane’s A Love Supreme. It’s the
same interval. That’s where my head was
at back then.”

And that famous flute noodling, where
did those lines come from? “I'm not a very
good flute player, particularly. I think I just
got lucky. I played that on a student mode}
flute that I had paid $80 for.”

Moondance hit the charts in March
1970, and instantly established Morrison
as a powerful creative force in music.
Although the album would eventually climb
to Number 29 on the Billboard charts and
the track “Moondance” quickly worked its
way onto FM stations throughout the rock
world (along with “Caravan,” “And It Stoned
Me,” “Into the Mystic”—hell, practically the
entire album got airplay), the song never
made it to the pop charts as a single. In
fact, the only single from the album to chart
was “Come Running,” which topped out
at Number 3% “Domino,” from Morrison’s
next album, His Band and the Street Choir,
would rise as high as Number 9 and secure
the singer’s place in the pantheon of blue-
eyed soul singers. Through the vyears,
he’s made occasional forays into the pop
mainstream, but mostly he’s followed his
muse down less-commercial roads, all the
while building one of the most intensely
loyal followings in pop music. ]
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than previous Los Super Seven discs. There
are a few holdovers from previous outings,
including Fender, Ely, Jimenez, Malo, Trevino
and Ramos. But much of the cast this time
is new: The distinctive singers include Texas
R&B stalwart Delbert McClinton, Rodney
Crowell, John Hiatt, Lyle Lovett and Clarence
“Gatemouth” Brown. Fine guitarist Charlie
Sexton contributed heavily to the album’s in-
strumental sound (and co-produced), as did
Joey Burns and John Covertino of hip Tucson
band Calexico and ex-Tin Machine drum-
mer Hunt Sales. Cameos by such notables
as steel guitar wiz Lloyd Maines and former
Merle Haggard guitarist Redd Volkaert also
spice up the set, which runs the gamut from
horn-driven Mexican tunes, early rockers by

Denny Freeman has played with Stevie Ray and
Jimmie Vavghan, singer Angela Strehli and more.

Buddy Holly and Bobby Fuller, tracks by
the influential Texan Doug Sahm and blues
songs by Willie Dixon and Texan Blind Lem-
on Jefferson. The title track? It’s by the Texas
hard rock band ZZ Top, of all people.

“We wanted the material to have some
connection to the era and sensibility of
border radio,” notes Rick Clark, who co-
produced the album (with Goodman and
Sexton), selected nearly all of the songs and
played on the album. Clark continues, “We
wanted to celebrate the universality of the
Texas border experience, putting pictures in
new frames as much as possible. Like with
‘Heard It on the X, the idea wasn't just to
use a ZZ Top song. Thematically, it seemed
perfect, but in my head, I heard it as almost
tribally percussive. I wasn’t married at all to
the original riff the song was built on. Char-
lie picked up on that idea, adding exciting

West Side Horns let it howl, pictured from left: Al
Gomez, Spot Barnett, Luis Bustos

Co-producer Dan Goodman, “Gatemouth” Brown, and co-producers Charlie Sexton and Rick Clark
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production arrangement touches.”

Besides being a longtime contribu-
tor to Mix (and our current Nashville
editor), Clark has developed a solid
reputation as a music historian, with
extensive knowledge of obscure (and
popular) Americana and a knack for
finding cool songs for projects. He un-
earthed a number of the songs on the
first two Los Super Seven albums, and
for the past several years, he’s compiled
amazing CDs of Southern tunes of
every genre for the Oxford American
magazine’s annual music issue. He'’s
also done music consultation for films.

“Rick is the best,” Goodman says.
“He knows what’s out there and knows
how to find great obscure material
that always manages to strengthen our
concepts. Rick and I were strongly com-
mitted to the songs we had chosen and
our conceptual idea, and we set out to
cast the music with artists we felt would
deliver stellar performances.”

Clark’s search for material took
many months, considerable travel and
countless hours of listening. “I went
out and gathered everything from 1906
Edison cylinder recordings of mariachi
bands to cowboy hollers, to free jazz
and psychedelic garage music,” he says.
“I listened to hundreds of songs and
then I'd sort of narrow it down and nar-
row it down, and then bring the prime
candidates to Dan [Goodmanl. Then
we'd debate the merits of various songs
in listening sessions. It was an impassioned
give and take.

“I went to the LBJ [Lyndon Baines John-
son] library in Austin and talked to all sorts
of record collectors. One song I came away
with from that [Austin]} trip was ‘Talk to Me’
by Sunny & The Sunliners. Three or four
people, out of the blue and disconnected
from each other, suggested that song, so

The Freddy Fender sessions: Bottom, L-R: Paul Niehavus, Charlie
Sexton, Dan Goodman, Freddy Fender and Martin Wenk. Top,
from left: Rick Clark, Joey Burns, Max Bacha, John Convertino,
Rick Trevino and Jacob Valenzuela

Redd Volkaert's credits include lead guitarist for Merle
Haggard's band, The Strangers.

I knew I was onto something. And it’s not
available anywhere that 1 know of on CD.
It's from the late '50s originally. It was one
of the first Hispanic pop records to make
the Billboard charts. Little Willie John did a
version, t00.” McClinton sings it on the new
album as if the song was his.

Other pairings were equally serendipi-
us: Who better to tackle the old Bob Wills
Western swing tune, “My Window Faces the

South,” than the modern heir to that
sound, Lyle Lovett? Concerning Ely’s
performance of Bobby Fuller’s “Let Her
Dance,” Clark states, “It seemed totally
right for him—it’s got that weird Buddy
Holly meets Del Shannon meets ‘La
Bamba’ kind of thing. We then found
out that Joe played it in bands when he
was younger.” And the choice of Brown
to sing the closing number, “See That
My Grave Is Kept Clean,” takes on added
poignancy because the great bluesman
has been diagnosed with terminal can-
cer. “We had chosen that song for Gate
a good year-and-a-half before we got
the news,” Clark says. “The great thing
about that track, though, is that it’s not
a long-faced thing. It's actually very up-
beat the way he plays it. It's a nice note
to end on.”

Initial tracking sessions for Heard It
on the X took place over a period of 10
days in September 2004 at treefort stu-
dios in Austin, with McNair once again
engineering. McNair, who lives in Man-
hattan but is originally from Texas, most-
ly works as a mastering engineer these
days, “but I'll do one or two recording
projects a year, too,” he says. “Treefort is
in this guy named Jack Rock’s house and
it’s pretty cool. It has a separate control
room, but for everything else, you're in
different parts of the house and they
have snakes [connecting everything]. It
has an Amek console, but we just used
it for monitoring. We recorded to Pro
Tools|HD and we brought in a lot of preamps
and stuff. Jack's got a lot of cool gear.

“We were usually recording a lot of
people live at one time and there wasn't
much isolation, but that doesn’t bother me.
I just put some mics up and we captured it.
We had the drums in the dining room and
then everybody else was in the living room,
50 it was a little different than a typical stu-

From left: Johnny Contreras, Joey Burns and Adolf Ortiz at Jack  For Heard It on the X, engineer Dave McNair recorded ta Pro Tools|HD, used “weird radio sta-
tion tube mic pre’s” and worked quickly in an open recording environment.

Rock'’s treefort studios in Austin
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dio setup. The drums were slightly isolated,
but [the rooms are] totally untreated walls
and glass doors, so it goes right through. In
the main room, there might be a lot of guys
playing acoustic instruments. And I isolated
the upright bass as much as 1 could—it was
in a little room we made in the entryway
with a makeshift gobo wall. The setup was
rarely the same on consecutive tunes, so
we were always moving things around. We
didn't really have time to sit there and audi-
tion microphones; we were working fast.”

Fortunately, he had some good equip-
ment to work with, both at treefort and for
later overdubbing sessions at Ocean Way in
Nashville, where he mixed the album on a
Neve VR. (There was also some overdub
work done at Paragon in Nashville) “We
had all sorts of great analog outboard gear,”
he says. “The usual LA-2As and 3As, 1176s. 1
used a BSS DPR-901 compressor on a lot of
the vocals.” Vocal mics included Neumann
U47s, Shure SM7s, “and 1 believe | used
an [AKG] C-12 on one of Delbert’s tunes,”
McNair says.

Also, McNair notes, “Jack Rock is a total
gearhead and an electronics genius, so tree-
fort has stuff like old [Telefunken] V-76s. He
has a whole rack of solid-state Neumanns
and the usual Neve and API stuff. He also
has these really weird radio station tube mic
pre’s that you can still find on eBay for a
pretty good price. He's got like eight of those
bad boys and we ended up using them on a
lot of stuff, especially guitars. I'm not going
to mention the brand name because they're
still out there and they’re cheap and nobody
knows about them.” Transkution: He wants to
buy them so you can't.

Clark says that engineer McNair is “an
absolute jewel. The guy is an incredibly
hard worker, he’s totally attuned to what it
takes 10 do audiophile-level recording, but
he is also absolutely fearless in breaking
rules to get unique sounds. He likes f***ing
up drum sounds and vocal sounds, but he
does it in a very artful way. It can be subtle
things, like distorting Delbert’s voice a little
on ‘I Live the Life I Love’ or coming up with
these outer space tones that come out of the
blue [on ‘Cupido’]. That's totally McNair. He
comes up with touches that make the music
stand out in relief in exciting ways.”

This is the first Los Super Seven project
without contributions from Los Lobos. In
a sense, their “house band” role has been
taken over by members of Calexico, another
Clark “find” for the project. “The Calexico
guys really bring something fresh and dif-
ferent to the album,” he says. “The first time
I heard them, 1 felt an immediate connec-
tion with them, and their presence on the
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Calexico’s Paul Niehaus adds flavor fo this project
with his magnificent pedal steel playing.

record and their involvement, creatively and
spiritually, is very significant—not only in
what they played, but in the selfless manner
in which they approached everything in the
studio each day. It was always, ‘How can we
make this as special as we know it is?””

With their relative youth, too, Calexico is,
in effect, the next generation of musicians
who understand the spirit of border radio.
Clark and Goodmman also emphasize the
importance of Sexton’s standout production
contributions on the album; in same ways,
he provides the instrumental glue that holds
many of the songs together.

“This particular album was personal
for me,” Clark says. “Though I didn't listen
to the ‘the X’ when I was growing up in
Memphis, 1 remember very clearly hearing
the Top 10 countdown and right next to the
Rolling Stones and The Supremes, the DJs
would play local bands like The Guillotine,
the Box Tops or the Swinging Yo-Yos, and
there was this great feeling of regionalism
to the music. This is all before the days of
radio consultants and corporate radio, when
DJs could still play music they dug. So this
album [Heard It on the X] is the embodiment
of that spirit. Barder radio was the ultimate
example of musical and cultural synthesis,
where all that really mattered was does it
sound good? Is it cool?”

Heard It on the X sounds good. And it's
cool. But will radio play it? “I have no idea,”
Goodman says with a chuckle. “Rick and I
brainstorm on the music we want to make,
we get it together and then let the record
company worry about getting it on the radio.
Maybe some triple-A or Americana stations
will pick it up. I have a lot of faith that serious
music lovers out there who really keep their
ear to the ground will discover
it. Regardless, it is a record that
we are very proud of.”

MO o -
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shares with film and TV composer Patric
Caird, MX Sound. The project was tracked
and mixed entirely in Pro Tools|HD.

“Everything was done very quickly,
comments Pierce. “We were in the A room
at Mad Dog, which has a Neve console, for
about four days. We tracked them together
live on the floor, one song after another.
Then we moved into the studio’s large
rehearsal space, hauled in a bunch of gear
and did a lot of our overdubs there. There’s
no control room in that room, so we had to
baffle everything off and use headphones,
but we got some really good tracks there.
It was a very interesting and amazing
experience to track those musicians.”

“The plan formulated by Lee Townsend
was to familiarize the other players ahead
of time by giving them my voice and guitar
demos,” Wainwright wrote in his album
notes. “Bill Frisell, natural leader that he is,
wrote out some terrific charts. The band and
1 rehearsed for a day and then, in Nike-like
fashion, we just did it.”

“The arrangements really were driven by
Loudon’s playing,” adds Townsend. “All the
parts seemed to evolve organically out of
what he does.” Instrumentally, the music is
dominated by Frisell’s varied and imaginative
guitar colorings and the haunting sustain
of Leisz's steel guitars. Capturing both was
relatively straightforward, Pierce says. “When
1 first started working with Lee Townsend, I
asked him, ‘How do you get that great Bill
Frisell sound?’ And he said, ‘Man, you'll be
amazed; you'll see someday. It's not that
hard.’ And what I've learned the more I've
worked with really good players like Frisell
is how much of their sound is coming from
them and how little you actually have to do
[as an engineer].

“With Bill, I used a [Neumann] KM-84
about a foot-and-a-half away from each
cabinet, which we had isolated in the lounge.
For some of the tracks, he was using two
Fender Deluxe amplifiers, and for some
he used a Deluxe on one channel and a
Princeton on the other, and I captured it
in stereo. Occasionally, I'd move the mics
around a little bit if he wanted a tighter
sound or maybe a little more full-bodied.
Then I'd move the mics back.”

Asked about how Frisell responds to
playing a supportive role instead of being the
leader, as he often is, Townsend notes, “He’s
the ultimate team player whether it's his
album or not. He quietly elevates everything
he gets involved in. That's why everyone
wants to work with him.”

To capture the sound off of Leisz's amps,
Pierce used “a very simple [Shure] 57 right on
the cone of the amp and a {Sennheiser] 421 a
little off to the side, and I blended the signals.
It sounded like the classic steel sound and it
also worked for his lap steel.” The signal went
through the preamps in the Neve console
“with no EQ, no compression,” Pierce says.
“We wanted to make the album as natural
and unprocessed and uncompressed as we
could. So I was always thinking about ways
to capture the full richness of every single
instrument and feature that and not have to
carve it up in the mix later”

Pierce recorded Piltch’s acoustic bass
with a single TLM 103 placed right at the
bridge, through a Neve preamp and a
Distressor EL8 for some light compression.
For the electric bass, he miked the amp with
a 421, but ultimately only used the Evil Twin
DI signal. Drum miking was standard: 57 on
the snare, 421s on the toms, 414s overhead,
but augmented with a Coles 4038 as a mono
overhead. “That’s something Lee really likes,”
Pierce says of the Coles mic. “We ended up
using it quite a bit in the mix. It gives the
sound a nice texture and it mixes nicely into
the stereo image of the drums.

“Working with Keltner was amazing,”
he continues. “In rehearsal, he sits there
with the lyric sheet and really studies what's
going on in the song and really listens to the
song and thinks about how he can make his
contribution. He had the lyric sheet hanging
there and made little marks on it. He's not
just laying down two and four; he plays
very dynamically with a lot of feeling, which
made it more challenging for me because
he'd play it one way in rehearsal and then
feel it differently every single time.”

Later at Little Mountain, Wainwright did
some vocal fixes (an AKG C-12A was the vox
mic of choice, run through an API preamp
and an 1176) and Chris Gestrin added some
tasteful B-3 and Wurlitzer parts to a few
songs. But much of what’s on the album
is what went down live at Mad Dog. Most
songs only needed a few takes; a few are
even first takes. “We didn’t mess too much
with it,” Pierce says. “My philosophy is, if it
sounds good, step away; you don't need to
turn knobs. It’s all about microphone choice
and placement and listening carefully when
you're tracking. If it's sounding great, leave
it alone.”

“Everybody was extremely focused,”
Townsend remarks, “and Loudon is such
a lightning rod in the studio: The energy
he puts out comes back to him. It was an
amazingly consistent level of performance
by everyone involved. It was really intense,
but we also had a lot of fun.” ]
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Y crarevine

by Maureen Droney

The abrupt closure of Hollywood’s Cello
Studios (www.cellostudios.com) at the end
of January sent its loyal clients—including
producers Rick Rubin, Patrick Leonard,
Don Was and Jon Brion, producer/engineer
Jim Scott and resident composers Wendy
Melvoin and Lisa Coleman—scrambling
for new workplaces. Although many
of the circumstances leading up to the
historic facility’s closure were semi-public

PHOTO: MAUREEN DRONEY

Gary Myerberg and Candace Stewart in Cella Studio 3

knowledge, the actual event came as a
surprise, putting 22 staffers out of work
with only a few hours of warning.

“As far as we know,” comments Cello
studio manager Candace Stewart, who
helped relocate clients over the course of
the tumultuous afternoon, “it's the first
time in over 50 years that the studios
haven'’t been in operation.”

The multi-room complex at 6000 Sunset
Blvd. is believed to have been originally
constructed in 1952 and was called Western
Recorders. In 1961, it was acquired and
remodeled by legendary audio engineer
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and equipment designer Bill Putnam,
who changed the studio’s name to United
Western Studios. Staff engineers included
such luminaries as Bones Howe, Wally
Heider and Lee Hirschberg, and artists
such as Bing Crosby, Nat King Cole, Elvis
Presley and the Mamas & The Papas
have recorded hits there, as well as Frank
Sinatra's “Strangers in the Night” and the
Beach Boys’ Pet Sounds album.

In 1977, the 6050 building was
purchased from Putnam by engineer
and businessman Allen Sides. Shortly
thereafter, 6000 Sunset was added
to the complex that became Sides’
Ocean Way Recording, and the two
buildings together continued under
Sides’ ownership to produce many hits
of the "70s, '80s and '90s, including
albums by Rod Stewart, the Rolling
Stones, Tom Petty, Elton John and
Eric Clapton.

In 1999, Sides sold the 6000
Sunset facility, along with its vintage
equipment inventory, for a reported
$7 million to successful Internet
entrepreneur Rick Adams and his
minority partners, who also owned
a record label and a manufacturing
company. Additional equipment was
added and improvements were made
to the complex, which was renamed
Cello Studios. Wisely, however, the
studios themselves were not altered
and have retained the acoustic
properties designed by Putnam.
Under the management of Stewart
(who, along with producer John Porter,
had been instrumental in facilitating the
purchase and overseeing the transition)
and director of technical operations Gary
Myerberg, Cello Studios thrived as a haven
for live music, hosting such artists as the
Red Hot Chili Peppers, Elton John, REM.,
the Barenaked Ladies, Stone Temple Pilots,
Matthew Sweet and Blink-182.

It's no secret that in today’s music
business climate, even busy studios don't
necessarily generate profits. Vintage
equipment is expensive to maintain, and

—CONTINUED ON PAGE 144

SKYLINE

by Rick Clark

There’s always something cooking over
at Alex the Great, the recording digs
of producers Robin Eaton and Brad
Jones. It’'s a cool, vibey compound that
features a comfortable control room with
a clean, slightly Asian feel to the light
woodwork—it was built by MC5 rocker
(and master woodworker) Wayne Kramer.
Through the years, the duo has worked
on a number of fine local and national
pop and rock projects, including those for
Butterfly Boucher and singer/songwriter
Jill Sobule. Eaton worked on the Shrek 2
soundtrack and Jones has produced The
Shazam, Swan Dive and Richard Julian.
Jones’ lyrical bass playing has ended up
on numerous high-profile releases by
artists such as Elvis Costello, Sheryl Crow
and Steve Earle.

I first met Jones in the early '90s, and
I can say that he is one of the most self-
directed and disciplined guys I know in
music—or heck, just about anywhere.

Among other regular clients, Jones
has enjoyed an ongoing production
relationship with artist/songwriter Josh
Rouse. His last album, 1972 (Rykodisc),
was one of the low-key gems I kept
returning to last year. When I found out
that Rouse had returned to Alex the Great
to work with Jones on his fifth album, I
had to look them up.

The new album, Nashuville, is another
fine showcase for Rouse’s intelligently
thoughtful pop. It's a good release,
driving with the top-down kind of stuff
and, like 1972, it features the excellent
rhythm section of drummer Marc Pisapia
and bassist James “Hags” Haggarty.

When 1 ask Jones about making
Nashville, he says, “Josh brought in his
same great band again and we tried to
make it about live takes, some of which
were done upstairs at his house in the
little satellite studio that we'd set up for
1972, 1t turned out to be a great way to
work with Josh. About two-thirds of the
album was recorded at studio proper
[Alex the Great], but Josh still had his
little satellite LE system for when he got a
wild hair at 3 a.m. A good look into the



homey sound he has up there is the song
‘That’s just Life,” where you can really feel
the size of the cozy little attic room, the
chairs creaking and all.”

Rouse says that Nashville started with
singer/songwriter Daniel Tashian and Rouse
recording “Life” and “Carolina” on Jones’
Digidesign Mbox in his house. “I think a
month later, in between tours, the band
and I set up to record live at Alex the Great,
where we recorded ‘My Love Has Gone,
‘It’s the Nighttime’ and ‘Saturday’ in one
session,” Rouse says. “We got everything but
vocals and a few atmospheric keyboards,
which I did at my house with a couple of
Neves [modules] and a Digi 001. So after
recording these five songs, I took them
home and listened to them from time to
time, maybe doing a vocal here and there,
or messing around with some of the Reason
synths, which I used on ‘Carolina’ and ‘My
Love Has Gone’

Bassist Haggarty points out that part
of the album’s organic charm comes from
the fact that they did not use a click track.
“It feels real natural, like a band that has
been playing together quite a while, which
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Josh Rouse fiddles with his MiniDisc player outside of
Alex the Great, where he finished up work on Nashville.
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by David Weiss

“Imagine there’s no
heaven. It’s easy...if
you try” What’s not
quite as easy—at
first—is  wrapping
your head around the
innovations of the
Manhattan Producer’s
Alliance (MPA, www.
manhattanproducers
alliance.com), a group
that’s  successfully
deploying a different
business model for
New York City music-
makers. And while the
alliance is at it, it just
may be able to help
you with a thing or
three to successfully
migrate a pro audio
studio to OS X—but
more on that in a minute.

Consortiums have come and gone in
Manhattan through the years, as producers
and engineers have searched for a way
to group together and conquer the high
cost of working and living in the city.
While more than one winning
formula is certainly possible, the
MPA is one of the fisst in a
while to go public with its own:
form a cooperative, be highly
selective about the membership
and experiment with new ways
of working.

“A couple of years ago, I
had the idea that I didn't want
to have a studio anymore,” says
MPA founder Joe Carroll on the
transformation of his former
business, TV music house Manic
Moose Music. “I said, ‘How can
you be able to just write music?’
All the guys in L.A. had their
portable rigs, but in Manhattan,
having a studio still counts for
something. We said, ‘How can we
be in the middle of everything
with the best of both worlds?
Everyone working together with a

COAST

From left: Steve Horowitz, Paul Special, Don Henze, Wade Tonken, Rick
Baitz on floor}, Kevin Joy and Manhattan Producer’s Alliance founder
Joe Carroll convene at the alliance’s headquarters in New York City.

m

nucleus, but we have our own business.

The MPA isa cooperative business model
that works like the board of a luxury co-
op building, approving its members based
on their qualifications. Once a member is
accepted, he/she pays dues to the MPA as
that member continues to operate his/her
own businesses. For those who make the
cut, membership has its privileges: full
access to the MPA’s infrastructure and
resources, which include office space, a
staff, a suite of networked, fully outfitted
production studios and, most importantly,
fellow MPA members.

“This is a natural fit,” explains renowned
advertising music veteran Kevin joy of his
decision to join the MPA. “You're pooling
resources, real estate and knowledge.
We're in the same business—providing
music for our clients—and what we have
in common is the New York mentality.
Being one of the mega-centers, I think
its natural that the genesis is here in
Manhattan.”

The association—which currently
includes Carroll, joy, Rick Baitz (The
Vagina Monologues), Steve Horowitz
(Super Size Me), Stuart Kollmorgan (Kenny

—CONTINUED ON PAGE 145
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WHAT’S YOUR STORY, JORY?
PRUM OPENS BAY AREA VIDEO GAME FACILITY

PHOTO: TANYA CONSTANTINE

Perceiving a need for a dedicated game audio facility in the San
Francisco Bay Area, engineer/mixer Jory Prum opened the aptly
titled studio.jory.org, a full-service sound design, recording and
mixing suite capable of handling everything from band projects to
“anything in 5.1." “When people need to record dialog or Foley, they
go to facilities equipped to do film or music, working with people
who maybe don’t understand how to record 25,000 dialog lines at
a time. That's something I do on a daily basis.”

Up and running since September 2004, the 12x13 control room
features a Pro Tools 5.1 Mix Quad system centered on a three-LCD
“cockpit” and a THX CC4 controller. The core system works with a
Minnetonka SurCode PL2 encoder for recording 5.1 streams.

The 17x13 tracking room, designed by Performance Media
Industries, features Hear Technologies’ Hear Back personal
monitoring system and is fitted with 80 MSR StudioPanel acoustic
treatments, 64 of which are paired so that they can rotate to alter

»

Owner/engineer/mixer Jory Prum (lefl] at the three-LCD Master
Control. Above: the tracking room with rofatable panels

music for Psychonauts, an indie video game by Double Fine
Productions; Kotor 2 and Star Wars: Revenge of the Sith from

the sound of the room. “With video games, there’s no telling what LucasArts; and music projects for Bay Area acts Jeff Titus,
you're going to need at any time,” Prum explains. “The panels are mounted  Jeff Irving and The Wanton.

back-to-back with the absorber on one side and the diffuser on the other. With the Game Developer Conference and Electronic Entertainment
So for most cases, you can just checkerboard them. It ends up making the  Expo both around the corner (at press time), Prum says his gaming work is
room very dynamic; you can pretty much do anything in here.” steadily picking up speed. He adds, “I'm excited to provide important new

The most recent “anythings” to come out of studiojory include services to game audio producers and developers in the Bay Area.”

ROBERT EARL KEEN Q.0.T.S.A. MASTER
RECORDS WITH ED CHERNEY LULLABIES AT BERNIE GRUNDMAN

Hot and heavy
rock band Queens
of the Stone Age,
whose single, “Little
Sister,” has blazed
its way all over alt-
rock sadio, mastered
their new album for
Interscope/Rekords
Rekords, Lullabies to
Paralyze, at Bernie
Grundman Mastering From left: co-producer/mixer/engineer Joe

(Hollywood). “The new Barresi, bandmembers Joey Castillo, Josh “Baby
Queens album came to Duck” Homme and Troy Van Leeuwen, ond Brian

- me on a hard drive “Big Bass” Gardner
Robert Earl Keen (standing) listens to Ed Cherney’s handiwork via Pro Tools,” says

g LB - —

mastering engineer Brian “Big Bass” Gardner. “I used my usual high-tech,
Texas roots-rocker Robert Earl Keen trekked to Glenwood Place Studios high-end methods to polish their mixes; we have custom consoles built
in L.A. to record his 11th album, What I Really Mean, with producer Rich in-house with all-discrete electronics. My computer is the Audio Cube,
Brotherton and engineer Ed Cherney. A crack band and special guests, and our ‘floating point’ bits are so staggering, no one would believe it.
such as country vocalist Ray Price and punk/bluegrass banjo player Between our low-level humor and joking around, Josh [Homme] and Joe
Danny Barnes, gathered in Glenwood Place’s spacious Studio B, while [Barresi] made sure I didn’t get carried away, and the original integrity of
Cherney captured Keen's latest on the studio’s Neve 8068. The album the mixes was maintained. I ended up backing off one-eighth of a dB, but
will be released by Koch Records on May 10. still incorporated my magic dust.”
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| HOPESFALL
. AT VUDU STUDIOS

From left, standing: bandmembers Adam Baker,

Mike Tyson, Jay Forrest, Dustin Nadler, Joshua
Brigham and assistant Anthony Vero. Seated:
Steve Haigler and studio owner/engineer Mike
Watts pile into the VuDu control room.

Hardcore/emo band Hopesfall “worked
themselves into exhaustion” with producer
Steve Haigler (The Pixies, Brand News)
at VuDu Studios (www.vudustudios.com} in
Freeport, N.Y., to record their latest release,
A-Types, for Trustkill Records. Studio owner/
engineer Mike Watts recorded the band on

i VuDu’s Trident 90 board, which is paired with
a Sony DMX-R100 digital mixer.

APPRENTICE
CONTESTANT GETS LUMINOUS

From left: violist Mark Landson, engineer Chris
Bell, Danny Kastner and Rick Neigher of Song-
Sync wrap up a string session.

Danny Kastner, aka a “fired” quitar guy from
The Apprentice, paid a visit to the studio
bau:ton-designed Luminous Sound in Dallas
to oversee a string session played by “new
classical” group Neo Camerata for a project
he’s working on. Take a listen at www.
kastner.com.

Bz (ol @ SHEET

SOUTHERN CALIFORNIA

Producer Jaeson Jarrett and engineer Vachek
Aghaniantz re-edited and mixed the six-disc series,
The PPL Records Story, Volume III & IV at Real Sound
Studios (Glendale). Jarrett mastered guitarist Riki
Hendrix's debut with engineer Tom Thomas...Don
Henley’s guitarist and keyboardist, Frank Simes
and Will Hollis, respectively, and Cher’s drummer
Mark Shulman backed Jeff Kossack on a recent
tracking project at Other Hand (Tarzana)...At Abbey
Normal Studio (Burbank), Byrds co-founder Chris
Hillman tracked and mixed his release with producer
Herb Pedersen and engineer Scott MacPherson...The
Village Studios (L.A.) welcomed Limp Bizkit to Studio
D, where they tracked and mixed a new album with
producer Ross Robinson and engineer Steve Evetts.
Producer/engineer Greg Fidelman was in Studio A to
work on Life of Agony’s latest, and singer/songwriter
Jack Bielan recorded vocals and mixed his new album
with engineer David Reitzas. Talk show royalty Larry
King recorded voice-overs in Studio F with producer
Jason Deere and engineer Brian Scheuble...Donny
Baker was at Elephant Symphony Studios (North
Hollywood) mixing singer Amanda’s debut, set for
Japan release. Baker also recorded and mixed songs
for artist “L” and Timothy Christian Riley (Tony Toni
Toné) for Sony/BMG. Locals Wall of Tom finished
mixing and mastering their debut.

NORTHWEST

Nettleingham Audio (Vancouver, WA) engineer
Kevin Nettleingham mastered a Deep Elm Records
compilation and recorded tracks for SmirK, Bend,
Matt Molnar and fusion artist Jake Kot...Studio
880 (Oakland, CA) installed a Digidesign ICON in
Studio A. Bay Area local Goapele christened the new
board with producers Jeff Saltzman and Michael
Urbano and engineers Brad Kobykczak and Marco
Martin. Mark Needham stopped by to track a choir
session for one of The Killers’ new singles...Singer/
songwriter Jenny Hlawatsch wrapped up her new
album at Raven Recording (Lafayette, CO). Debbie
Lobis Schmitt produced; Bill Thomas and Sue Shea
engineered. Thomas atso produced and engineered
Denver hard rock band Semifreak’s sophomore
release.

SOUTHEAST

VP Records artist Lady Saw mixed a new single
with Niko Marzouca at Circle House Studios
(Miami); Marzouca later mixed Sony France artist
NAJMA, produced by Philippe, at Audio Vision
(Miami)...Loverboy gquitarist Paul Dean visited
Maximedia Recording Studios (Dallas) to complete
overdubs from the Musician’s for Disaster Relief
concert held February 5 at Universal Studios
Florida. Rob Wechsler mixed the project for CD and
DVD. Meanwhile, engineer Hal Fitzgerald worked
with Vanilla Ice and Fat Albert co-star 3} Mack
Slaughter...Techno-tribal sextet A>S>H>S tracked
their new release at SugarHill Recording Studios

Celebrating the new Cube-Tec Audio Cube and
secure FIP server installs are (L fo R) mastering
engineer Gene Grimaldi, Cube-Tec’s Rob Porrethi
and Oasis Mastering (Studio City, Calif.) studio
owner/engineer Eddy Schreyer

(Houston) with engineer John Griffin, while
songwriter/producer David Munday collaboiated
with producer/drummer Robbie Parrish on three
saparate projects...Engineer Steve Chadie recorded
tracks for Los Lonely Boys’ sophomora release with
producer John Porter at Pedernales Recording
Studio (Austin)...Atlanta’s G&G Studios hosted
mastering projects for hip hop group Shane and rap
act Cydonia; Noel Goff engineered.

MIDWEST

Alice Peacock was filmed recording at Chicago
Recording Company’s (Chicago) Studio 4 for an ESPN
feature. Rich Gentile produced; Mathieu Lejeune
engineered. Ron Lowe recorded and mixed a Gato-ade
commercial with singer Opal Staples, and Jeff Lane
mixed tracks for a new Twista project...Indie rockers
Fitzgerald mastered their new album, Raised By
Wolves, with Greg Reierson at Rare Form Masteting
(Minneapolis). Recording artist Victoria Acosta and
soundtrack composer Matthew Smith ai.o mastered
at RFM...Quarter to Nine is tracking and mixing a new
album at Aberdeen Recording Studios (Aberdeen,
SD). Studio owner Tim Andersen produ:ed; Vachik
Aghaniantz and Gordy Zens engineered.

NORTHEAST

Dubway Studios (NYC) welcomed Green Day for the
VH1/Original Media show Live At VH1.com. Accord:ng
to studio manager Steven Alvarado, the band was
so loud, they got comptaints from three flights
up! A quieter Ghostly Records act, The Mobius
Band, tracked 12 songs in five days witn engineer
Emery Dobyns...Incubus’ Michael Einziger tracked
at Threshold Music (NYC) with engineer Kato
Khandwala; Eulogy recorded a demo with producer
Tobias Miller and engineer John D’uva; and Alex
Halpern did the same with engineer Khandwala...
Sound on Sound (NYC) was packed with sessions
from David Banner mixing with producer Knobody
and engineer Pat Viala; Governor (Atlantic) cutting
vocals with Just Blaze and Kris Lewis; Stacy Foster
and Josiah Gluck pre-recorded tracks fur Saturday
Night Live; and Nelly mixed a song for The Longest
Yard with Kevin Law and Rich Travali. L]
Send your session news to hjohnson@primesiiabusiness
.com. High-resolution photos encouraged!
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Cello was also dealt a blow from being one
of many studios affected by the bankruptcy
of Terminal Marketing, one of the audio
industry’s primary equipment leasing firms.
Terminal's collapse left lawsuits in its wake,
and Cello struggled under the burden of
payments for a console it had never actually
received.

Given those circumstances and changes
in his other related businesses, by 2003,
owner Adams was ready to divest himself
of the studios. Since then, an exhaustive
search for a new owner has been underway,
spearheaded by Stewart and Myerberg,
who have been determined to preserve the
studios. Finally, with lawsuits, attorneys’
fees and the possibility of settlement costs
looming, Cello Studios LLC filed for Chapter
11 bankruptcy protection.

On January 28, 2005, dubbed Black
Friday, clients and staff were informed
of the closing. As word got out, people
dropped by and an impromptu jam session
ensued. The news quickly spread around
town, with most in the business expressing
sadness at the thought that the venerable
studios might be slated for demolition.
According to Stewart, however, sadness
may be premature. The doors are locked,
but the studios and equipment—including
Studio 7’s Neve 8078, Studio 2’s Neve
8028 and Studio 3's 80-input API Legacy
console—remain intact as the business
winds its way through the courts.

Stewart, an industry vet who, prior to
Cello, managed several other major studios,
was fielding other employment offers at
press time. However, she acknowledges
the word on the street that there are
still numerous parties interested in the
facility—if the price is right. “I've never
been in a studio that felt so much like
home,” she camments. “I really believe that
certain studios will always have a place in
the market. You can't keep a good thing
down and I expect this phoenix to rise
from the ashes.”

North Hollywood’s Royaltone Studios
isn’t closing, but it is closing its doors to
the public. Certainly one of the world’s
most uniquely styled studio environments,
the two-room facility has been bought by a
company invelved with red-hot songwriter/
producer Linda Perry and will become a
private studio for Perry’s projects.

Built by Alias Records owner Delight
Jenkins, the studio bau:ton-designed
Royaltone opened in 1995. Two years in the
making, it features the look and atmosphere
of a European castle, complete with slate
floors, skylights, heavy velvet draperies,
antique furniture and an attention to detail
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that even includes
custom candlelit music
stands.

Jane Scobie has
been with Royaltone
since shortly after it
opened, and since
1999, she has been
company president.
Originally a manager
of producers and
engineers in her
native England, she
also consulted on
management and
marketing for various
studios and audio manufacturers before
coming to work for Royaltone. Her diverse
music business background and service-
oriented management style made her a
perfect fit for the upscale facility, which
attracted a wide variety of artists. “We've
made over 100 albums at Royaltone during
the past five years; I'm very proud of
that,” Scobie comments. “We've had the
support of an amazing staff—including my
colleague Roger Sommers, who oversaw
technical and engineering operations—that
made a great place for artists to come and
record their music.”

Albums worked on at Royaltone have
included Alanis Morissette’s Supposed
Former Infatuation Junkie and Under
Rug Swept, No Doubt’s Return to Saturn,
Melissa Etheridge's My Little Secret and
Toto’s Minefield. Also recorded and/or
mixed at Royaltone were projects for
Audioslave, Rage Against the Machine,
Christina Aguilera and Vanessa Carlton,
among others, as well as the soundtracks
for Moulin Rouge and 8 Mile.

“In some ways, I'm sad that the
Royaltone legacy won't live on,” says
Scobie. “However, Linda [Perry] is an
amazingly talented person who appreciates
the special kind of place that Royaltone
is. There isn't anything else like it I
really think it was the first studio in L.A.
where the environment was designed to
be creative for the artists from the moment
they walked through the door. Working
here, with the wonderful clients we've
had, has been an amazing experience.
Royaltone excelled at creating an artistic
environment, but studios like that are going
away really quickly right now. I've watched
the industry change; now, I'm ready for
a change myself. I'm looking forward to
moving on to new ventures.” Scobie can be
contacted at 323/646-7345. |

E-mail LA. news to MaureenDroney@aol
.com.

Jane Scobie at her Royaltone Studios office, which she called home since 1995

FROM PAGE 141

adds a strength to the record. We had been
playing with a lot of the songs during
soundchecks around the 7972 tour.”

According to Rouse, Jones likes to work
quickly and instinctively. “Brad likes to work
fast, so you end up getting something a
little more raw that way,” he says. “I think
we probably did between 10 and 20 takes
on each song. The whole time, Brad is
giving arrangement instructions on the spot
and we're changing parts and basically re-
adjusting a bit on the first five to 10 takes.
Usually by then, we can get it in one or two
takes when everyone knows what the part
is. My band is great at just ‘getting’ the song
because they are all songwriters themselves.
We did another day a few months later and I
think we did two more songs. All in all, we
spent seven or eight days actually recording
and five or six mixing; a pretty fast process
for a modern record.”

The sound on Nashville is a little wetter
and more ambient than much of Rouse’s
previous work. “Over at Alex the Great, we
let our sound get more expansive this time,
even at the risk of losing our ‘reverb license’
a few times,” Jones says with a laugh. “We
used all plug-in reverbs, but filtered down
to sound more classic, more mid-fi. “Why
Wont'cha Tell Me What,” on the other hand,
is just the sound of the main room at Alex
with sloppy, not very close-miking. The
only close-miked thing on the track was
Josh's voice, which we then of course had
to soak with slap.

“Josh was singing better than ever,”
Jones adds. “We tried to really feature
his voice, not just in the mixes but in the
arrangements, where in many places the
band backs off and lets Josh have the stage
for a minute. Those are some of my favorite
moments on the record.” Jones points out
that the end of “Streetlights” is a particular
highlight for him, stating, “After all that big
echo-y orchestral build, it goes back down




to just Josh alone again, dry and close.”

Rouse says that Jones’ intuitive process
was also employed to create Nashville's
string parts, which were done by Chris
Carmichael. “Brad usually comes up with
the parts on the spot, with no charts, just
humming the arrangements, and then Chris
does the strings, overdubbing them one by
one,” says Rouse.

The great Al Perkins was also on hand
to play pedal steel on a few songs. Rouse
says, “We actually had to encourage him to
play with a ‘country’ feel. I think he heard
the songs and thought we wanted a more
delay/wash-type sound, but we actually
were looking for licks.”

Regardless, Nashville certainly isn’t
“country” or even rootsy or Americana,
as some have categorized Rouse’s music. 1
would call it pop music for adults.

Even though Rouse has just moved
from Nashville to Spain, Haggerty says,
“This record was a tribute and a thank
you to the town and his friends and his
experiences here. To me, this record is
like a fall record—good with coffee in a
comfortable chair on a crisp day. Although
some might say, as someone did on Josh’s
forum recently, that it is a top-down
summer record.”

Either way, it is one fine record and one
more testament to the range and quality of
artistry coming out of Music City. ]

Send your Nashville news to MrBlurge@mac
com.
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the Shark/NBC) and Wade Tonken (Disney,
Nickelodeon, Fox)—enables infinite
combinations of talent and solutions that
benefit both the composers and their
clients.

As a result, Baitz, for example, can (and
has) gotten an assignment to do a TV country
music score, walked down the hall to find
Tonken available to produce a guitar part
and then watched the collaboration grow
from there. “In 90 minutes, we had this entire
song,” Baitz recalls of the PBS-commissioned
project. “I sang vocals, he played a few tracks
of guitar and did some high-level sampling,
and it sounded great. That revealed to me
that this was going to be a really good way
to work, so I formally asked Wade to join me
on the project as my producer.”

Besides providing the MPA composers
with another avenue to bring work to
each other, the arrangement also benefits
the client. “In that case,” says Don Henze,
business development director of MPA,
“for a project on an indie-film budget, Rick

didn’t have to rent a high-end studio and
pay an outrageously high hourly rate to do
film-style mixing, and he didn't have to hire
a producer. He was able to just go into the
other room.”

“The normal production process would
require a separate facility for composing,
mixing, sound design and audio post,”
Tonken adds. Here, the benefit is that the
client is hiring us all as a single entity.
In today’s environment, were all being
challenged to meet ever-shrinking budgets
and our clients are also being challenged
to get more music for film and TV on those
budgets. With the alliance, producers and
directors get the benefit of this pool of talent
in a streamlined cost structure.”

The MPA hopes that there’s another
group that can benefit from its existence:
the entire Mac-using music community.
And the MPA is willing to carry out a bold
experiment to make that happen. With all
three of its networked studios equipped
with systems such as Digital Performer,
Logic Pro, Pro Tools, multiple FireWire
drives and Gigasamplers using MIDI over
Ethernet, the MPA was running into the
same nasty meltdowns, freeze-ups, plug-in
malfunctions and bugs as everyone else
attempting to transition to OS X. But not
only is the alliance determined to make the
switch from OS 9, these lion-hearted pioneers
are going to document the whole process in
the hope that they can ease the transition
for the large number of music professionals
nervous about the question marks currently
inherent in such an upgrade.

According to the MPA, the “OS X
Project” comprises three stages: facility-
wide transition from OS 9 to OS X;
then to the G5 platform; and then to a
fully centralized, multi-user, SAN-based
environment. The process is already
underway and will be followed up by a
public database of technical documents,
participant interviews and other media.

“In putting this together, we talked to
a lot of composers and heard about who's
working with Macs and how,” says Carroll.
“What becomes clear is that there’s not a lot
of people running OS X in the world we're
dealing with—it’s maybe one in 10.”

“Going down the road to the centralized
studio for the future, we know we have
to go through the OS X wall to get there,”
Tonken adds. “We said, ‘There’s no available
data, no step-by-step manual for what you
do {to upgrade to OS X] on these things we
all use. Let’s do it and document it.””

Making things even more interesting is
the fact that the alliance members have no
intention of interrupting their busy workflow
to make it happen. While the potential of a

workstation system crash is certainly there,
the cooperative situation and availability
of additional, identically equipped studios
down the hall mitigates the risk—somewhat.
The presence of Digital Performer, Logic and
Pro Tools on each workstation has made
the MPA even more convinced that the OS
X Project is a responsibility it has to take
on. “Most people when they're upgrading
have just one platform,” points out engineer
Paul Special, who frequently works at the
alliance studios. “But if you say, ‘1 have to
make Digital Performer, Logic and Pro Tools
work together in one room with the same
hardware, that’s a bigger kettle of fish.”

While there were a number of choices
for systematically carrying out the alliance’s
test, according to Tonken, there really was
only one true option: “To drop everything,
turn on OS X and G5s, spend an incredible
amount of money, buy only approved
products and change everything would
take a lot of time—that’s a fantasy,” he says.
“We just upgraded one computer and that
took a week of getting authorizations. In
effect, we've decided to do dual-boot Macs
that boot in both OS 9 and OS X. So when
we're in X and we come up with issues, we
may say, ‘The fastest solution is overnight
shipping. Let me get back to 9 and finish
what we're working on!””

By documenting the process the MPA
undergoes for the OS X audio upgrade
path, Carroll figures the alliance can bolster
the decentralized principles that it was
founded on. “Because we're so focused on
the idea that composers can work off-site,
then also come (to MPA’s studios] and do
their job, we see that the potential benefit is
that we can run everything off a server with
a SAN, let off-site people have field access
and work toward our goal of a seamless
environment.”

As challenging as the OS X Project may
be, Manhattan’s hearty band of producers
know that there really is no other choice.
“Unless you think your computer will last
forever,” Tonken points out, “you have to
move on.”

New York City update: As this column
was finalized, New York City’s legendary
Hit Factory announced it would be closing
its doors for good at the end of February.
In operation since 1968, the Hit Factory
served not only as the facility of choice
for the world’s top recording artists, but
as a vital flagship of the New York City
recording scene while at its peak. The
significance of this news will be examined
in-depth here next month. ]
Send your Metro news to david@dwords
.com.
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INSIDER AUDIO

—FROM PAGE 28, AN OPEN LETTER TO APPLE
ments have some obscure header that the
applications refuse to recognize.

And if trying to get the lists to display
isn't hard enough, you should try to custom-
ize them. I'm one of those incorrigible rebels
who actually likes to customize the patches
in my synths, but once I've gotten patch
names to show up, if I want to see my new
names, I have to wade through and correct
every single tag in the patch document with a
text editor and pray that I don’t make a typing
error, lest the whole thing vanish when I try
to open it. Steve, how about getting some-
body over there in Infinite Loop to build a
little application into Audio MIDI Setup that
makes this process just a wee bit friendlier?

THE AMNESIAC SETUP SOFTWARE
Speaking of Audio MIDI Setup, where the hell
is the Save command? Why can't I preserve
anything I do in that program? The way it
works now, every time I move a MIDI cable,
I'm forced to rebuild my entire setup from
scratch. I change my MIDI rig around a lot,
depending on whether I'm working on a film
project, performance piece or classroom les-
son, or I'm testing some new hardware or soft-
ware. Handling those kinds of changes was
one thing that OMS did right: It let me keep a
different file for each configuration and I could
call it up whenever [ needed it, whether or not
the hardware was actually there.

But now, if 1 go to a configuration in
Audio MIDI Setup and the computer doesn't
see some piece of hardware that the con-
figuration expects, it wipes it off the face of
the Earth. If, God forbid, my MIDI interface
is turned off, all of my cabling disappears.
And every time I change anything in my rig,
whether it’s a new interface, module or USB
keyboard, I have to build a new setup and
say a permanent farewell to the old one. It's
a pain, Steve. How would you like it if every
time you opened a new document, you had
to completely reconfigure your Ethernet, Ap-
pletalk, sharing, AirPort, USB, SCSI, FireWire
and printer preferences?

VANISHING USB PERIPHERALS

You've never been a big fan of USB, and 1
don't blame you. If I never see a USB audio
interface again, it will be much too soon. It’s
bad enough trying to force MIDI through
a protocol that has no reliable clock, but
to cram audio through there is asking for
trouble, especially when, as some interfaces
claim they can do, you try to send four chan-
nels at 96 kHz. But my problem isn’t about
bandwidth. I don't know if this is your fault
or USB’s, but whenever I'm using a multitrack
application with a USB interface and I'm mix-
ing multiple tracks down to just two, there

comes a point when the output takes off
into the Twilight Zone: The sound stops and
the interface disappears from the hardware
menu. The only way I've found to bring it
back is to turn off the interface, turn it back
on again, call up the application’s hardware
menu and pray to the gods of connectivity
(who generally offer 2-to-1 odds against) that
it shows up. If it doesn', restart the com-
puter—because this is one nasty situation
when even Force Quit won't work.

NO SLEEP FOR THE WEARY
Do you know that if you're doing audio on
the Mac, you can't ever let your computer
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sleep? That's the word I got from several
manufacturers who tell me that when the
Mac wakes up, their hardware won't work.
In the case of M-Audio’s new FireWire Solo,
the computer just won't see it. In the case
of Digidesign’s Mbox, the computer sees it
but that nice polite interface transforms into
a high-SPL noise generator—as soon as you
put audio through it, the most godawful digi-
tal hash pours from the outputs, making little
smoke bombs out of your tweeters,

THE DISAPPEARING FIREWIRE DRIVE
I told you before about the problems 1 had
installing OS 10.3, but this little glitch made
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them even worse than I described. You see,
when [ realized [ needed to back up my in-
ternal system drive so that [ could de-install
the brand-spanking-new operating system
that Pro Tools wouldn't run on, I went out
and bought a 12DG FireWire external drive.
The backup went okay, but the next day,
after I had wiped the system drive, my lovely
new external drive wouldn't show up on my
desktop. Fighting panic, I called a friend who
suggested [ remove the FireWire drive from
its case (voiding the warranty, of course) and
install it on an internal bus inside the Mac.
Then I'd know if the drive was screwed or
if it was something else. I did that and the

drive came right up, so I knew at least |
hadn't permanently lost about 60 gigs (and
20 years) worth of data.

So I went to a local store to buy an enclo-
sure in which to put the drive so that [ could
keep working. (It cost about two-thirds as
much as the drive.) It worked great for the
first day, but the next day, the drive once
again failed to show up on the desktop.

After pulling out some more hair, [ dis-
covered that I could get the disk to show up
on my laptop #f I ran it in OS 9. So [ thought,
“Okay, I'd better do another backup.” I went
back to the store where I had bought the
enclosure, exchanged it for a second FireWire
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drive, brought it home, daisy-chained it from
the laptop with the first drive and copied all
the data from it.

Was this just a bad run of luck with
some hardware? Not on your life. This was
a known problem, but there was—and still
is—nothing about it on Apple’s site. A num-
ber of online sources had the truth: There
was a nasty conflict between some versions
of OS 10.3 and the “Oxford 911" FireWire
chipset that's found in many, if not most,
external FireWire 400 drives.

Here’s what happens: If the power to
your drive is off when you boot your com-
puter and you subsequently turn the drive
on, then the disk directory gets corrupted.
It can also happen if you turn off the drive
while the computer is running or if you
hot-connect a drive. This corruption is not
something where the Mac says, “Hang on a
second, let me fix something on your drive.”
Instead, it causes the drive to disappear from
the desktop and even Disk Utility, at least at
first, can’t bring it back.

When you've got as much of your life
backed up on your drive as I do, this can be
a little disconcerting. From what I read on
the forums, a lot of people have had their
pins knocked out from under them by this,
and it has also shown up in some of the
printed magazines, but Steve, you've never
addressed or admitted it.

Fortunately, as [ discovered from sheer
experimentation, Disk Utility can bring it
back, but it takes about 15 minutes for the
software to just find the drive and another
half-hour or so (although [ imagine this var-
ies with the size of the drive) to repair the
directory. Of course, my Mac can't be doing
anything else while all this nonsense is going
on. So have I found a fix? Yeah: I never, ever
turn off the drives.

RANDOM ANNOYANCES

Who decided that from now on you can only
move a window by grabbing its top? When
you have as many windows open as I usu-
ally do, the last thing you want to do is go
searching for a title bar when you're trying
to move something out of the way.

And what’s the deal about non-standard
characters in file names? I know there are
rules in UNIX about this—how they can't
contain slashes or question marks—but why
are they enforced so inconsistently? If I copy
a bunch of old files from one disk to another,
sometimes the process will stop dead when
it finds a file—inevitably, deep inside some
sub-sub-sub-sub-folder so it takes five min-
utes to find it—with a slash in it (I have a
lot of these as I like to put dates on things),
but sometimes it just pushes it on through
like stewed prunes. And sometimes when



I'm copying, the thing will hang up on some
invisible file called “_Icon.” What's up with
that? If [ can’t see it and the system can't copy
it, why the hell is it trying t0?

And how about while you're wasting all
that time with that “optimizing” thing you do,
you take care of that “fix permissions” non-
sense so I don't have to do it manually every
time [ start a studio session? Because [ know
if [ don't, all of a sudden at a crucial point,
I'll be denied access to some critical file and
everything will grind to a halt. And why the
hell do I have to deal with “permissions” in
my home studio anyway? It's my machine, no
one else uses it, so why can't I just do what
[ want with it?

Steve, I love your machines and [ can't
imagine life without them. And you know
that I'll keep buying them as long as you keep
making them. But a lot of us creative types
bought Macs in the first place so we wouldn't
have to deal with this horseshit, and for a
good many years, we didn’t. You'd make a lot
of us happier if you could make it smell nicer
or, better still, sweep it outta here.

Your pal,

Paul |

Paul D. Lebrman once sat at a blackjack
table with Steve Wozniak. Paul lost.

THE FAST LANE |

—FROM PAGE 24, WITH SNAKE OIL. COMES SCALES
shot outdoor scene can actually have
considerably more depth of field than you
yourself see in the real world—so, wah,
freakin' la, the screen beats the scene.

But bad scaling is everywhere. Good
scaling is rare. It’s that simple. And this
SDI-fed system is so good that after a
year, we still remark on its quality with
almost every DVD we drop in the tray. It
is basically magic.

Again, real never-been-scaled HD,
mapped dot-for-dot, easily beats anything
else. But it almost never happens. And
sooo much exists on standard DVDs right
now.

With the HD Leeza, most well-
transferred DVDs look better than 75
percent of the “HD” that comes at me from
the sky or out of a wire in the ground.
Really. But you have to go SDI to get the
full benefit. Reasonably priced SDI players
are very rare, and the relatively simple
low-cost hacks to convert $75 players are
hard to find, as well. But if you want to
watch near-HD quality from Netflix now, it
is worth finding an SDI player and gluing
it to your screen with an HD Leeza.

My HD Leeza currently talks to my
plasma DVI. Dot for dot. The output

is spookily sharp (this is a technical
term in Scarbolia), essentially noiseless,
surprisingly film-like and it can be
reprogrammed in seconds to match the
native resolution of almost any display.
So there.

WHY DID | WRITE THIS?

Well, as you can see, it certainly isn’t
an actual review. If you want tech info,
go to keydigital.com. I just wanted to
address any of you who may have been
wondering if there is a way to get truly
good imaging from multiple sources of
different resolutions on your flat-panel
display. Well, there is. And just to make
sure your fun is doubled, Leeza comes
in at about one-third the price of other
serious contenders.

AND WHY DID | TAKE SO LONG?

That's easy. I've been busy. You see, there
are a lot of DVDs out there. Very crisp,
sharp, precious DVDs... ]

SSC now charges 20 percent more for scor-
ing film and video because the image looks
so much better in the control room, though
that will probably stop now that it was re-
vealed bere.
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800/544-5530 or 510/653-3307

com




MARI X LA

<

you want to hear what's there, you need what's
It's always analogue in the end !

TB4 MKII Talkback Monitor

leman
udio
(516) 334-7109
www.colemanaudio.com
coley@colemanaudio.com

DMNIR SupPORTING CREATIVITY m{ INNVATIO AND STYLE!

Sonix C24 professional console fumiture for Digidesign’s Conerol 24

The Sonix C24 is designed to provide a beautiful and funcrional housing for Digidesign's Control 24
and amociated peripherals, combining the best features of both the Omnirx Synergy and MixStation.
The dual cabinet desigm provides room for Digidesign Control 24, all HD system hardware,
with a sound insulated cabinct far the p

- Featudngr
ce us at @ 27 total rack spaces divided between the two cabinety
o tsalated cablnet for CPU with Plexiglas front door, lined with
. 2 OO 5 Auralex acoustical foam, and fitred with a rear dJoor and exhaust fan.

Two space rack rails are mounted in this cabinet above the CPU section.

o Three-picce padded wrist rest across the front.
V.l 800 @ One-picce monitor bridge for near fields and video monitors.
o Complete with hi-end adjustable compater keyboard / mouse shelf.
o Removable rear pancls
o Maunted o0 heavy duty casters for mobility and case of cabling

Synergy XL Series

Synergy S6DXBX1

for Mackie DXB Custom Omnirax Sonix C24

RO Bax 1792 Sausalito, CA 94966
800.332.3393 4153323392 FAX 415.332.2607
WWwW.Omniraz.com infe@omniax.com

udio Furniture
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ANALOG AUDIO
to

DIGITAL
TRANSFER

SR SERVICE 1/4” - 1/4 TR (2 CH)

o050 so a0 2 -‘ Sp 1;4’: - i/; TR (4 CH)

05 D5 (Ds s E¢ 1/4” - 1/2 TR (2 CH)
] s ‘_'r:}_“J 55T r:’: HEeT ‘ ' [ Lys. MONO
ourspe | el ...' i O aaadf NOW 1/2” - 2 Track
Ty =4 ONLY 1/2”-4Track
ONLY $%9 f e = $75/HR 1” - 16 Track
1,000 STICKERS . = A 1 ey i o g 2 - 24 Track
ONLY $%49 Mastering Special [ERENENE 24 Tracks D88

DVER 0% OF THE TOP 10D HITS ARE HOLD MASTERS

s OOV FROM VIDEO
: 24 Tracks - ADAT
oY $199 , 3/4” UMATIC el

J..“if:{{:?:g?ggg'z%:?, VHS - SUPER VHS m
M \ pai BETA - SUPER BETA

Odds &N S e ¢ MINI DV

T VINYL RESTORATION
e S 78's  LP’ 45’

AAD TRANSFER SFRVICEb
1648 W. Kinzie #202, Chicago, 11. 60622

312-850-1840 or aadtransfer @aol.com

putting music back into
digitalrecording

egret ships

The proof is in the playback. R s

e soes < TOTIRSONG o

152 MIX, April 2005 » www.mixonline.com




MARKEI'PILACE

You lave your band...

You trust your engineer... ES—8 TU be Limiter
Do you even KNOW your duplicator? ,
= owes PRy N EXER

® 9 ® ® Pendutumudio S8 Tube & CY-

N T

The ES-8 is one of the few compressors you'll find at a
tracking session, on a mix bus, and in a mastering suite.
It's the glue that will make your tracks sound like a record.

www.pendulumaudio.com

Pendulum Audio (908) 665-9333

1.800.409.85
-

AFCADE MICROPHONES " Get a FREE Catal
CASTCA M E , Elonel eta atalog

National Price Guarantee

GRAPHIC DESIGN, MASTERING, POSTERS,
DvD, CARDBOARD, BARCODES AND MORE.
I 500 PRESSED
| Retail Ready CDs ) 5

WWAY ch,\npchmwuan COM
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N ompletzely wirelesg wit - ©
o0 ° h Phonic's perform

_jable from S0 watts to 275 yatts in 12" and 15

avies,

~ PERFORMER SPEAKER

Efxarantee H
i U

\f .‘t
"

PHONIC

YOUR FIRST IMPRESSION
IS THE MOST IMPORTANT.

You alrendy sound professional . . . now look professional!

e i L L | cnysrjieiﬁ EAR

Paikage includes 3 color on disk print. 4 panel print with assembly, wrap and upc. DISC & TAP E
| Trusted experience for over 30 yea
We at Media Services look forward to providing you with outstanding service and quality.
Yo can trust us to take your CD/DVD) prroject to the next level. Call us today on pricing
for all standnrd and custom packages. We also offer great deals on promotional
products such as posters and postcards.
1000 CDs » $999!
HIZDIA : 1000 Promo CD Pack ¢ 5599'
s 1000 DVDs » $18991

CD AND DVD MANUFACTUR NG

(888) 891-9091 1-800-880-0073

AAVW
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NOW MANUFACTURING DVD’s IN- SE cait ror DETAILS
Includes: 1-color booklet &
# 300 .58, $775.00

T-color €D label from print-ready
film, jewelbox, shrinkwrop

Includes: 4-color booklet &
2-color €D label from print-reody
film, jewelbox, shrinkwrop

I ooo Package: s 1099 oo
D.J. VINYL PROMO 52
1 00 ,2” VINYL 579900 Additional LP’s: §1.30 each /‘f"””— 4 5
500 12” vinve $1,249.00 reorocr s699.00 ::..'f(m ):
1000 12”7 vinvt $1,779.00 reorose - 51199.00 «3> g
PACKAGES INCLUDE: WHITE JACKET w/ FOLE « MASTERING » FULL PROCESSING »

TEST PRESSINGS » 2-COLOR LABELS (stock bockground) e SHRINKWRAP » QUICK TURN AROUND

(X

ASK FOR OUR FREE BROCHURE!

Rainbo Records co.ovo.vinve. cassern
1738 Berkeley St.+ Santa Monica, CA 90404 + (310) 829-347¢ e
Fax: (310) 828-8765 * www.rainborecords.com * info@rainborecords.com

Lightning-fast, ruler-flat, wide bandwidth,
ultra-low distortion, phase-coherent
professional monitoring tools

designed to excel..

nol voiced to sell

e T

—————  CLEARSONIC PANEL
SORBER

Absorption Baffles

Wi
LID S&YSTEM
AX12 Height Extenders

Cost Effective

Free Standing
Portable

QUICK & EASY 180!

www.clearsonic.comj
1.800 .888.636D

merutesiue ne

professional audio

bothousepr

"

Tel 845-691-6077
Fax 8i5-691-6822

ADID PHﬂI]UETIﬂN

SEMINAR ON DEMAND

YOUR TIME.
ANYTIME.
ONLINE.

AUDIO PRODUCTION SEMINARS ON DEMAND ARE AN EXCITING
NEW MEDIUM FOR EXPERIENCING NEW PRODUCTS,
APPLICATIONS AND TECHNIQUES. LOG ON TO LEARN MORE:

.

mixonline.com | .com | remixmag.com

PRESENTED EXCLUSIVELY BY MIX. ELECTRONIC MUSICIAN, AND REMIX

Anyone who has heard it knows . ..

3

VT-2 Dual-Channel Vacuum Tube Micraphone Preamplifier

610-783-2526

West Chester. PA » U.S.A

There’s a reason we've been here 27 YEARS!
Avall: VISA & CD, DVD & Cassette
T8N | |

| Retail Ready Packages
&

P 2116 Southview Ave.
rogrﬁas..?'u‘u'ﬁ Tampa, FL 33606 State of the Art A/V Facilities
progressivecds.com | Mastering-Editing-Authoring
Toll Free: (800) 421-TAPE | Award Winning Art Depl.

The Best Customer Service

“Fastest Turn-Around in
the Know U?uverse'

www.mixonline.com o April 2005, MIX 155



MARKEIIPFPI ACK
CDs FAST!

rZ4
NEWS®O®NG meoin

relephonenumber 800-964- DISC]
fax number 714- 7041733 + newsongmedia.com
* Limited time offer. Plea

e LANDING SOON AT A DEALER NEAR YoU!
SONIC CIRCUS For the lastest news and

.. f technology in Video, Motion
Serious Studio Infrastructure Picture,TVandPost
Production, check out

VIDEOSYSTEMS
&
millimeter

www.millimeter.com

www.videosytems.com

VIDTOS
- 4

_". L ——

Cy |

The most comprehensive selection of recording 2 %f'
equipment in the world .2

3 =

b i Ssu ‘50__‘;,
' i S N
e b o SONIC =
op online and take a
advantage of frequent C[ RCL ]S
WowW

(800) 544-5530

6197.696.9360
.somniccircus.com
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MIX Classified Ads are the easiest and most economical means 1o reach a buyer

Jor your product or service. The classified pages of Mix supply our readers with a
valuable shopping marketplace. We suggest you biy wisely; mail-order consumers
have rights, and sellers must comply with the Federal Trade Commniission, as well
as various state laws. Mix shall not be liable for the contents of advertisements
For complete information on prices and deadlines, call (800) $44-5530.

“Our control room at Le Crib Studios
needed serious help. After installing
MiniTraps the room sounds better than
we bellevedJ)ossnble, with clear, round

bottom and vastly improved imaging.
Fantastic product, great company.”

—Nile Rodgers

“MiniTraps really made a difference in
my studio, I previously had foam
corner bass traps, but they reatly

seemed to have no affect. It wasn't
until I added the MiniTraps that m
low end evened out.”

—Charles Dye

866-732-5872

ne | B . . Kits Include:
om ' . . . Tiles, Bass Traps
SOUNO ISOLATION ENCLOSURES [ ] . . & Adhesive
: s/ s
Celebrating over 14 years of s 4 ENT

reducing sound to a Whisper!
www. hsfocoushcs com

SILENCE CA

Record, Edit. Mix, Master...

Recording, Broadcasting, Practicing

MDL 102126S
(8 §'X10.5")

19 Sizes and 2 Levels of fsolation Available

New! SoundWave Deflection System > ”{‘nKp EACE.
(Change parallel walls to n llel) Attenuation cases keep your PC gear
QUIET and COOL

p PR
Immediate Shlppmg' Multiple designs available

starting at $429
510 655 3440

www.whisperroom.com
PH: 423-585-3827 FX: 423-585-583

VIBRANT 1Ecivorocies
PN %

DIFFUSER PANELS
WAVE-FORMS™ ACOLISTIC PANELS

800-449-0845

www.vibrantech.com

VocalBooth.com

MODULAR SOUND REDUCTION SYSTEMS

A lﬂ

Listen to your dreams.
Follow your heart.
Don’t ever stop.

Camn Mann

541-330-6045

WWW. VOCALBOOTH.CCM

Over 10,000 Studios Served

<oua) Seund Coner,,

Auralex

YW auratex.cO™

What About Your Room?

S kalw)) ‘I

&8 Nonotuck St.. Nor
2 (1Y) 584-7944

plow, MA 01,2
(413) 584-2377

ORDER 800- 583-7174

Tube ﬁap’t- SM’ 5
WhisperWedge * ProFoam #! Cww

il;Acousnc\

Design
Consulting
Products

|-—.soundcontrolroom...|
l toll free 866-788-1238 |

(888) 529-9220
www.acousticalsolutions us
md Abswbers Bamers Diffusers o717

Check out

www.mixonline.com

AcousticsFirst
% 888-765-2900

Free:
Fult product line for sound
control and noise elimination.
Web: htti//www.acousticsfirst.com

www. SoundStuckers.com

Be Professional, Buy the Best!
Sound Isolation Booths

Custom Projects Soundproofing Products
& Free Advice Toll Free 1-888-833-1554 (or) 541-947-2602

www.mixonline.com e«  April 2005, MIX

157



Cases & Covers Equipment

For Sale

When you call
aclassified
advertiser, let
them know you Any Questions?

CASE SPECIALISTS DipyIid COVER

www.discount-distributors.com Custom Covers and Bag

Speaker Cabinets / Consoles
g Custom and Anything! saw their ad
77 (Sl el www. undercovernyc.com

P Callusat 917 237 1535
Get your gear Under Cover!

in MIX!

TEL (508) 543-0069

www.mercenary.com open 24 hrs

PASSIONATE. DRIVEN. COMMITTED. MOTIVATED. WINNER. Does
this describe you? Then team up with Sweetwater Sound, the nation’s top
professional audio retailer.

We are currently seeking qualified candidates to join our elite and award-

winning team of Sales Engineers. As a Sales Engineer, you will be working in
a very fast-paced, high energy environment in Fort Wayne, Indiana. Working
with the leading retailer of music technology, you will have the rewarding

task of helping the "Who's who" in music with all of their music technology
needs. Sales Engineers at Sweetwater are not just order takers — they're sales
professionals who have a passion and strong knowledge of the gear, consultants,
and friends of our customers. If you're a self-starter with a musical background and &

strong customer service ethic, then Sweetwater is the right place for you. 717.852.7700
Sweetwater Sales Engineers have the best compensation package in the industry, SMmitts The www.atrservice.com
plus other great benefits like 401K, profit sharing, health and dental insurance, cash

incentives, and the best training program of any retailer. Additionally, Fort Wayne is a vibrant city with a

strong arts scene, great schools, a low cost of living and much, much more. SSL 4072G+,

If you're ‘nterested in putting your talents to work, then contact Kristine Haas, ex.cellent cond. $125,000; SSL,]
Director of Human Resources at 1-800-222-4700, series modules, 5.1 pan, 20 avail.

ext. 1050 or by e-mail at careers@sweetwater.com. Swee'lwater $3500 ea; Sony 3348 w/remote/
locate, $10k; Studer 827 24 tk.

5335 Bass Road, Fort Wi IN 46808 » FAX 260-432-1758 iusic echnology direc e Ll
dss Road, ror ayne, L4 & o
www.sweetwater.com/careers 800'222'4700 modules, $1500. (323) 855-4359

SoundBroker

Linking buyers & sellers together
for all your studio needs

(702) 736-3003

www.SoundBroker.com

jEfgtﬂpm@tiFinancing

A/V EQUIPMENT FINANCING

* $§100,000 Tax Write-Off in 2005
* $99 Payments For The First 6 Months
Specializing in Audlo-Vldeo Visit Our Web Site
No Financials Required For Application & Qualification
New & Used Equipment

New Businesses
( With Clean Personal Credit)

www.mixonline.com

Sign up to receive
the FREE MIX
e-mail newsletter!

ONIC
CIRCUS

A SOUND ALTERNATIVE

617.696.9360
__soniccircus.com

Call: 800 626 LFCI

158 MIX, April 2005 * www.mixonline.com



VT-2 Vacuum Tube Mic Preamp
www.dwfearn.com

D.W. FEARN ]

IT’S A GREAT TIME
TO BUY USED GEAR!

Providing used gear sales
service for over 14 years.
We can help sell your used
equipment, too!

Mercenary
Qua rtet TF Fdition *Gately 16x8
W Cometincer oot | Py dulum Audio *Amek Recall.........cninnnns
‘o E) ama® *Harrison Series 12.. o

sEuphanix CS2000 ..... =
cAmek Mozart........c.cooeeeniencinncee

T iu |! L]

Quartet I
s ot

O

Those Cheerful Folks at H.T.I.C.S.

{610) 865-9151  Fax (610) 758-9999
E-mail: HTICS@aol.com
www.hticsproaudio.com

www.pendulumaudio.com

CONSOLES FOR SALE
SSL 9080 J, 80 Series Neves
60- & 72-channel Neve VRs

Flying Faders or GML
Contact Gary Belz
House of Blues Studios
(818) 990-1296

CLASSIC MICS
FROM RUSSIA

VINTAGE TUBE & FET
Telefunken, NEUMANN
AKG, LOMO, OKTAVA, etc.
TEL/FAX: 011-7-095-250-4200
E-mail: aeg210268@mtu-net.ru
www.valvemics.webzone.ru/

Nashville Audio Connection

Professional Audio Broker
SSL ¢ Neve ¢ Studer

www.nashvilleaudio.com
(615) 847-3798

Suastribe to Electronic Musician

e-newsletters online at
RILWL.emusician.com

Upgrade Your Vocals

\/arlable Acuustlt Cumpresslun“‘

The ONLY pop filters that adjust to YOUR voice.
Maximizes vocal clarity while eontrolling pops and
sibilance before the sound reaches the microphone.
Professional sounding vocals with pop filters
for the 21%century. NEW shock mount models.

www.popfilter.com
Popless Voice Screens Tel: 1(800) 252-1503

THE MIC SHOP ~ VINTECH AUDIO
TUBE MICROPHONES ‘cuss A MIC PREAMPS MADE WITH |
BOUGHT/SOLD/SERVICED

Mic Power Supplies & Cables
Bill Bradley: (615) 595-1717
Fax: (615) 595-1718

www.micshop.com

!

, NEVE™ 1272 COMPONENTS ’
www.vintech-audio.com |
[ call toll free: 1-877-4-mic-pre |

a

W d 4 5 s B Y4
P r o % s u n d

The outlet for the finest new & pre-owned
recording equivgent anywhere.

www.odysseyprosound.com

1-800-249-1821

Phone: (978) 744-2001 Fax: (978) 744-7224

BAE REPRO 1272 PRE. 1MPS with D.I.

$1089 Single w/p.s. $1759 Two channel

BAE REPRO 1073 $2350 Single w/PS

14300 Horzense Street « Sherman Qaks, CA 91423
818 78402046  FAX 818 78400750

www.brentaverill.com

Brewt Auerill

ENTERPRISES

N
.o & o h

Lo IOSA T Y (CN vINTECH BRaUai =

CraNnLR LN""”M

buzzaudio Julam Sudio

i
PR & sranriee S

" ATLAS PRO AUDIO

PROFESSIONAL GEAR SALES AND CONSULTATION

WWW. ATLASPROAUDIO.COM

TOLL FREE 1.866.235.0953

VOLUME

discounts.

From microphones to turnkey
studio systems, we have a
huge stock of new, used and
vintage equipment from over
100 manufacturers. Including
pre-owned SSL consoles. All
serviced and warranted by
our technical experts. Call, fax
or stop by. And hear why our
deals are better.

Professional

y Audio
Design
Inc.

ﬁ

ALWAYS A SOUND DECISION

Tel: 781.982.2600 Fax: 781.982.2610
info@proaudiodesign.com www.proaudiodesign.com
Exclusive SSL Factory Authorized Reseller www.UsedSSL.com

wuw.mixonline.com o April 2005, MIX 159
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0 Introducing the Vintech X73i! The Vintech X73

We put this piece head to head with vintage  Custom hand wired concentric style switches
NUSV:? :1?73dst:tn:::tyytrrse:Escfar;%vr\:. "a':c; 00 ’: with gold plated pins. Swiss made military grade
guara ee pe ] S 1S a - . = 5

“ incredible value. List price $1596 Special $1375 attenuator switch. List price $1995 Special $1795

THE "X81 CLASS A" The Model 473
1-877-4-MIC-PRE www.vintech-audio.com

EXCLUSIVE FACTORY AUTHORIZED RESELLER

www.UsedSSL.com

PROFESSIONAL AUDIO DESIGN, INC.
(781) 982-2600

Bad Ass Music Stands’

YAMAHA PM1D
The most versatile and expandable console available.

Call Hi-Tech Audio for ne\q_‘antfmmed Pre-Owned
pricing on this and other: dlgltal "consoles.

Built-On
Everything!

H I TE c HI-TECH AUDIO SYSTEMS, the world's largest live-sound
console specialty company for over fifteen years. bamstands.com
A U D | O Gotowww.hi-techaudio.com or call (650) 742-9166. 800,228-4668

S BRAUNER VM1/S

Equipment Rental
' ' = Handcrafted stereo tube mic, mint

*— W LR
113 1
RENTALS AND SERVICE condition. Includes shock mount,
Providing The Pro Audio Industry with: Cables, aluminum case.
D E S | G N " Rentals - Pro Audio Rentals
* Systems - Pro-Tools Rentals $7v5°° or oﬁ'er, BOb (805) 798'3447
F * Remote Recording Services
* Service Center - Pro Audio Repairs P —
AUD * TransFer House - Multi-Format Transfers | | Equ|pment Wanted
818.843.6555 www_.dfxaudiq.com 800.441.4415 | T s

Subscription SoundBroker

N i d
QUEStlons' s Linking buyers & sellers together for all your studio needs

Call (702) 736-3003
(800) 532-8190 www.SoundBroker.com
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Furniture

Want designer
Studio Furniture?

@

Moden D sign Studio Fumiture
www_akadesignusa.com

AUoio sTTTTIoN . WWW.rspe.com

Call RSPE Audio Solutiof#iB18-509 5876

omnNiaA¢  THE ORIGINAL

STUDID FURNITURE

RACKMOUNT YDUR G5 - WWW.ISD-B0X.COM
P e

COoDA D8
with Sidecars

OROER TOLL-FREE: BBB.5B0.9188
‘ S0URd CONSGRUCEHON § Supply Inc.

800.332 3383
FAX 418,332 2607

www.omnirax.com

OVINIRAX 415.332.3392

Don
For more information call (800) 544-5530.

argosyconsole.com

R/ =1
-~
=]
X
S~

ur-gesign.com

studio furniture

Audio Recording
Technology Institute
ORLANDO, FLORIDA

' 27 ¥
w TRAIN AT HOME w
Easy Home-Study practical tralning in
9. Joinour
working graduates or build your own studio.
ICareer guldance/Diploma /Registered School.
FREE INFORMATION:

* Extensive Hands-On Training

* Music, SFX Design, Audio Post

* Low Student/Teacher Ratio

* Placement Assistance

* Financing to Qualified Applicants
* Accredited by ACCSCT

¥ Audio Institute of America |
ﬂ 814 46th Ave, Suite AL. San Franc.sco, CA 34121

O vislt us at| www.audloinstitute:coml

For Mix Classified )
Rates ca" m‘runmc; — >
(800) 544-5530 L

888-543-ARTI + audiocareer.com

MIX THEATER

Learn the Art 0! Recording

- ~
L) e

East Coast MIXING

Have your seng mixed by a FROFESSMNAL.

Vintage analoy, state-of-the-art digital.

All file formats accepted.

Don‘t waste your time mastering a less-than-average mix!

Free consultation. Contact Joe Birardi ~ Chief Engineer, AES Member,
(732) 831-0355 www.EastCoastMastering.com

MASTERING

Guaranteed to give you
that “Big Label” sound.

Compiete Album
Analog & Dhgital
\1aslenng'

New York’s Premlere

State of the Art CD Mastering A _
Mastering Studio

Single $125 Album $675*

nCheck Out Our Website... E
www.musichousemastering.com

1-800-692-1210

Lodated in NY, Serving the US .. Since 1989

Reach more than 800,000
web vistors! Check out
the eClassifieds at

www.mixonline.com/

iJSS-DENOIBE

eMarketplace

Music Products/Software

Killer "Real” Drum Tracks from Chet McCracken

Send or bring me your songs.
All formats and affordable!
For credits, rates, equipment
and info call Chet:
818-888-6687
Email: ddrruumm@aol.com
Web: www.chetmccracken.com

www.mixonline.com «  April 2005, MIX 161
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Records Tapes CD Services

rvice —

Our CDs, DVDs & Cass’s are

BETTER & CHEAPER! §

(800) 421-8273 ‘
www.progressivecds.com @
Progressive Media & Music

El.onel
RECORD

Get a FREE Catalog
1.800.409.8513
www.lonelyrecords.com

Retail Ready CD Packages 99¢

HEY LOOK! WE'RE ON THE WEB!

Toll Free: - All Formats!
800-538-2336 % Best Prices!
www.tapes.com

YSTALCLEA

DISC -k‘.

»'\
Trusted expe

1-800-880-0073

(USIC

UCH

LU
s

i

J10f

MUSIC EDUCATION

The definitive technology resource for
music educators. To place a classified ad in
MET's quarterly publication, please call our
sales associates at (800) 544-5530 or email

at metclass@primediabusiness.com

Bridges »a
[nlnusmm

P8 "Bl
& 1y
y v

!

<

You should care
who makes your CD.

WE DO.

*the best customer service in the business*
*instant online quote

*inhouse mastering, design & multimedia
*quality finished CDs, DVDs & vinyl

Music
MANUFACTURING
SERVICES

www.musicmanufacturing.com

UsS: 1-800-293-2075
Canada: 1-800-667-4237

New York * Toronto * Montreal * St. Johns
*Reod our client survey results to find out more.

For the best price in CD Replication .
thore is only ane mumber yeu'l need!

1.888.891.9091

IS/ WWWMEDIROMAHA.COM

Highest
Quality

Lowest Price
Period!

wmo/cnnmfm

TOTAL TAPE SERVICES

(727) 4468273

www.totaltapeservices.com

For Mix Classified

Rates Call
(800) 544-5530

888.256.3472
www.ballmedia.com

1000 Store Ready CDs $899

INcLUDES 100
FULL COLOR POSTERS
www.TrackmasterAV.com

[ITETTADITT] Toi Free:  888-374-5677

Your 1-stop shop for CD, AUDIO & VIDEO cassette projects!

WWW. ourmusnconcd com

100/FULIXCOL'OR! u&m

500 FULISCOLORIPACKAGE!$7.99

1000 EULLCICOLORIPACKAGE!$1149

Electronic Musician's
e weekly e-newsletter
delivers the latest
news direct to your inbox! Subscribe
today at www.emusician.com

musician

XTRA®
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1,000CDs 2
y OMAIN * Mastering
in full-color CD Manufacturing
jackets for just Booklet Printing
$ ' Graphic Design
990 Unsurpassed mastering quality
| by Bob Katz

CD Mastering is an art

Call for a FREE catalog and

jacket sample at 1-800-468-9353
Or visit our website at
www.discmakers.com/remix

The Definitive, Award-Winning
CD Mastering Website

http://www.digido.com

DDISC MAKERS

Studios

(800) 344-4361 in 0rlando

Established NYC recording studio for sale,
with or without equipment. Designed by acoustic
designer Francis Manzella. Highlighted in MIX
MAGAZINE's “Best New Rooms”. Beautiful
finishing, solid construction, floating control room
19’x16’ and live room 15’x9’ with add’l space for
lounge, offices and edit stations. Located in the
NOHO area. Please contact Bob Kirschner at
(212) 477-3250, or email sale@citysound.com.

For more information
contact the MIX
Classified department.
Call
(800) 544-5530
or
mixclass@
iabusine

LIVE/WORK
in 2000 square foot loft in Manhattan/Soho
with fully soundproofed recording studio
and luxury apartment. Full tour and more
info at www.boomboomstudio.com

Contact: boomboomrecording@hotmail.com
or 212-941-8417 (email preferred)

Strut your stufi and watch
the projects come a knocking.

Mix Studio Showcase found monthly in Coast-To-Coast

(800] 944-5930

SoundBroker

Linking buyers & sellers together for all your studio needs

(702) 736-3003

www.SoundBroker.com

Triad Studios is expanding and looking to
purchase 80 series Neve, SSL 9000J, mics,
outboard gear, etc. to supplement our existing
inventory. Entire studio purchase possible.
Serious inquiries only please. (425) 881-9322.

Get timely information delivered to your
desktop. Subscribe to one of our email
newsletters at www.videosytems.com

VIDEOSYSTEMS

Want to subscribe to Mix??

call (800) 532-8190 or check out the

website at www.mixonline.com
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Apple 17 PowerBook G4 - MOTU

The most powerful PowerBook ever Bus-powered high definition FireWire audio
More power. More speed. More Digital Performer. : The first bus-powered FireWire audio interface to offer four

As in more tracks, more plug-ins and more virtual . mic inputs and exceptionalty high-quality high definition analog
instruments. The breathtaking 17-inch PowerBook has recording and playback. Just plug in the FireWire cable and
just been speed-bumped. Again. To a biazing 1.67GHz. power everything off the battery in your computer — you can
The PowerBook is the ideal platform for DP, the all-new operate your studio anywhere! Slides easily into your knapsack
Traveler, and a host of third-party plug-ins and add-ons. or bag, next to your PowerBook.

O | - Portable 25-Key USB MIDI Controller / Audio Interface
. Looking for the ultimate compact keyhoard controlier for your MOTU studio-to-go?
& 20060 20088 The Photon X25 delivers the revoiutionary Alesis Axyz controller dome and
ten 360-degree rotary knobs, giving you powerful hands-on MIDI control of

your Digital Performer studio and software plug-ins. Advanced features

include 24-Bit 44.1/48 kHz USB audio |/0 with balanced stereo audio inputs
and outputs, 25 key, velocity sensitive keykoard, full-size p tch and modulation
wheels, and an LCD screen with dedicated encoder for fast and easy set-up.

World Radio History
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Call the DP 4.5 and MOTU experts.
Mﬁﬁ m o Waves

Stunningly realistic acoustic environment simulation

The new Waves IR convolution reverbseries brings snprecedented realism to your
MOTU studio, while also offering the fiexibility of traditional parameter control not found
in other convolution reverb systems. IR-L lets you start with exact reproductions of well
aver 50 acoustic environments, and then tweak things like pre-delay and reverb time
while maintaining the character of the original space. [R-1 V2 adds even more parameter

Convolution Reverb light ™

control, plus the abitity to sampe your own acoustic spaces. No matter where you frack,
Waves can put you in control of your aural environment!
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Native Instruments
Software Bundle with 11 Standalone or Plug-in Instruments/ Effects
For DP4 users who want it all: the legendary sound of the B4 Organ, the endless possibilities of
REAKTOR 4, the incredibly unique ABSYNTH, the futuristic power of FM7T — KOMPLETE 2 delivers
an infinite universe of sound, uniting every essential type of instrument and effect in a 10 gig sonic
workstation for your DP4 desktop studio. Komplete 2 is also an amazing value: for less than the
combined retail price of Kontakt 2 and Reakior 4 you also get Absynth 3, Battery 2, B4, FM7,
Pro-53, Kompakt, Intakt, Vokator and Spekiral Delay. Expand your Digital Performer studio today!
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Spectrasonics

The power of groove production

Stylus RMX is the first product to offer the combired power of Groove Control™ with Spectrasonics
Advanced Groove Engine (S.A.G.E.™) giving you dramatic new controf over groove production.
Dozens of new features include a completely redesigned interface, a new 7.4 GB core library
of cutting edge grooves and sounds produced by Eric Persing, and the ground-breaking, always
changing Chaos Designer™. Expand Stylus RMX with 9 new S.A.G.E. Xpanders, featuring live
drums, percussion, remix elements, and more. The ultimate rea!-time groove module for DP!

»

. ;
IK Multimedia 2
Software Sound Creation Tool with 8GB Sample Library J‘T .
Imagine creating new and unigque sounds from a combination of traditional instruments, _5’(

one-of-a-kind acoustic textures and classic synth sounds, all in a ptug-in. Sonic Synth 2 gives you hundreds
of samples from its 8GB Sonic Reality collection, ptus the flexible synthesis and effects capabilities of IK
Multimedia's SampleTank engine. Includes orchestral soundscapes, ethereal vocal layers and wine
glasses, plus traditional keyboards, guitars, drums and ethnic instruments and a comprehensive
selection of analog and digital synth sounds.

Sonik Synth is the perfect way to bring sound of a powerful synth workstation to your Digital Perfornfer desiinp.

(800) 222-4700 ¢ Sweelwater

www.sweetwater.com ..o - music technology direct”
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-Want to expand your MOTU studio?

Mastering and Restoratien Edition
Paak 4.1 ph Sdmm'ﬁo and SuperFreq. Imagine the world’s most popular stereo
r ania edn*ph’c'essmg. and CD mastering program for the Mac, combined with
| h—m‘bled noise reduction and restoration technology — all at a jaw dropping low
r’oﬁe. You get Peak 4.1 (including ImpulseVerb, Sqweez, Vhox SE, Jam 6, SFX Machine
" LT, and more), SoundSoap Pro (combines four state of the art restoration and noise
reduction tools in a single plug-in), and the SuperFreq suite of mastering EQs all in one
great package. Launch Peak directly from DP4 for more editing and processing power.
Run SoundSoap Pro within OP4 or in Peak as an AU plug-in. For the very best in sample
editing, batch prosessing, file conversions, loop creation, sound design, restoration,
and Redhook CD mastering on OS X, pick up the Peak 4.1 Mastering and Restoration
Edition today — the perfect mastering and restoration companion for DP4!

e

Glyph

High Performance Desktop Hot Swap FireWire Hard Drive

Perfect storage for a PowerBook/Traveler-based studio, the GT 051 tabletop chassis works
with highly portable, Seagate 7200 RPMi-equipped GT Key hot-swappable drives, available
incapacities up to 400G8. Using Integrity™, Glyph's proprietary FireWire hot-swap
technology, you can swap drives without rebooting your computer or restarting drives.
GT Keys are housed in sound-dampening metal for ultra quite operation. With a stainless
steel fan-cooled enciosure, the GT 051 has a built-in power supply and is rack-
mountable. The GT 051 comes standard with a three-year warranty, while GT Keys carry
an additional oveight advance replacement warranty for the first year.

—PHOB

TALKBACK~y ES-
]
e e g

Jie'se =

PreSonus
The PreSonus Central Station is the missing link between your MOTU
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A Console Master Section Without the Console!

complete studio communication solution with built-in condenser

recording interface, studio monitors, input sources and the arfist.
Featuring 5 sets of stereo inputs (3 analog and 2 digital with 192kHz
D/A conversion), the Central Station allows you fo switch between 3
different sets of studio monitor outputs while maintaining a purely
passive signal path. The main audio path uses no amplifier stages
including op amps, active IC's or chips. This eliminates coloration,
noise and distortion, enabling you to hear your mixes more clearly
and minimize ear fatigue. In addition, the Central Station features a

tatkback microphone, MUTE, DIM, two separate headphone outputs
plus a cue output to enhance the creative process. A fast-acting 30
segment LED is also supplied for flawless visual metering of levels
both in dBu and dBfs mode. Communicate with the artist via talkback.
Send a headphone mix to the artist while listening to the main mix
inthe control room and more. The Central Station brings ail of your
inputs and outputs together to work in harmony to enhance the creative
process and ease mixing and music production.

Gator j—  APDIE

Road-worthy case for your MOTU gear Extend the life of your PowerBook
- The GAOC-Shudie-2 G0 it 3 reed fsady, Of cOWSE: the tech suppert wizards at

ATA style 2U rack case constructed _ o — - Sweetwater can help you with any operational

of rugged Polyethylene with an exira, “ issues you might encounter, but if you want

plush adjustable laptop compariment f

with web strap tie-dowrs for extra

protection. Permanently connect your

PowerBoof. Traveler and rack gear =
through an accessory hele between ‘
compartments — convenient!

=

complete peace of mind, the AppleCare
Protection Plan is the perfect insurance peicy.
No matter what dangers may meet your
poriable rig on the road, with AppleCare,
you're totally protected.

World Radio History
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Call the DP 4.5 and MOTU experts.

Mackie

High-quality compact mixers with direct connection to your studio

When you're on the road and looking to record a full band, the Onyx series of A
mixers from Mackie is the perfect complement to your MOTU Traveler. Whisper 3 : _-' I 1 _’ P
quiet and built like a tank, Onyx mixers feature an all-new mic preamp design

capable of handling virtually any microphone. With the optional Firewire tard,

you can connect an Onyx mixer to your laptop with a single Firewire cable and

have all the extra mic preamps and line inputs you need to capture every drum

mic, vacal mic, individual synth output and DI the band throws at you. Since

Digital Performer works seamlessly with multiple Core Audio devices, configuring

a Traveler/Onyx system is a snap.
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Mackie

Nearfield monitors for your MOTU studio

Mackie's HR-Series Active Studio Manitors are considered some of the most
loved and trusted nearfield studio monitors of all time, and with good reason.
These award-winning hi-amplified monitors offer a performance that rivals
manitors costing two or three times their price. Namely, a stereo field that's
wide, deep and incredibly detailed. Low frequencies that are no more or iess
than what you've recorded. High and mid-range frequencies tivat are clean
and articulated. Plus the sweetest of sweet spots. Whether it's the 6-inch
HR-624, 8-inch HR-824 or dual 6-inch 626, there's an HR Series monitor that
will tell you the truth, the whale truth, and nothing but the truth.

Mackie

Automated hands-on control for the DP studio
Imagine the feeling of touch-sensitive, automated Penny & Giles faders
under your hands, and the fine-tuned twist of a V-Pot™ hetween youn
fingers. You adjust plug-in settings, aulomate filter sweeps in real-time,

and trim individual track levels. Your hands fly over responsive cantrals,

perfecting your mix — free from the solitary confinement of your mouse.
) 5 L ; & o = B o e B - S s o o D oD » - D e e - g :

Mackie Conirol delivers all this in an expandabie, compact. deskiop-siyle 3 =5 o $ 9 ofsl®

design forged by the combined talents of Mackie manufacluring and the

MOTU Digital Performer engineering team. Mackie Control brings large-

console, Studio A prowess to your Digital Performer deskiop studio.with B F 28 S R B R & I EEERNEE] IREBREREN R
e e =T o Y Ry A A S a Y
a wide range of customized control features that go well beyond mixing.

| -
It's like putting your hands on Digital Performer itsell. [.

LUT] .

Your personal Sweetwater Sales Sweelwater'
Engineer offers much more than :
justa great price. They do the music technology direct™
research, day in and day out,

to ensure that you’ll fine-tune your

system to fit your exact needs. (800) 222_ 4700
ﬁﬁﬁﬁggiﬂﬁﬁ&; \ ,\ www.sweetwatef.com

World Radio History
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360 Systems DigiCart
Teaching an Old Cart New Tricks

he heir to the cart machine, 360

Systems’ (www.360systems.com)

DigiCart, is ubiquitous in the world
of live radio and TV broadcasting and it's
one of the most useful tools in the audio
room. I've been doing sports television
audio for a number of years now, and just
about every TV truck I work in has at least
one DigiCart—sometimes two, with the
second dedicated 1o GPI-triggered sound
effects used 10 accompany “wipes” created
by the video switcher.

STARTING ON TIME \

For some reason, DigiCart’s Setup menu
defaults 1o an On Completion setting, which
means that the unit cant start a second cue
until the first one plays all the way through.
This is not a problem with short effects such
as car horns or gunshots, but if you only
want to use pari of a long music cue and
then play a second sound, then you're out
of luck. However, if you select Immediate
Restart rather than On Completion from the
Setup menu, the problem is solved.

THAT FILE FORMAT

DigiCart relies on proprietary technology, so
a common complaint from operators is that
they can’t take files “home 10 play.” Also,
all editing must he done on the platform,
and it’s extremely limited with only in- and
out-point edit functions. Anything in the
middle of the cut must be taken to another
platform in real time, edited and reloaded
in real time to the DigiCart.

Here's a useful workaround: If you need
to start a piece of music off-beat or just
want to build a fade-in, choose the Fade
In (or Out) function in the Edit menu and
punch up a short fade of about four to eight
frames. For maximum edit resolution, you
can scroll over to Beats (hours/minutes/
seconds/frames/beats) and really zoom in
on the exact location in which you need
the edit to happen.

TRIGGERS A-PLENTY

The optional DigiCart Mini Remote—a
panel about the size of a hardbound
novel—has 16 hotkeys for preset triggers,
and function and cursor keys 1o maneuver
around directories and files. If you need

168 MIX, April 2005 »

www.mixonline.com

dozens of hotkeys,
just use a standard
QWERTY keyboard.
On mine, [ cover
the keys with Yz-inch
round stickers so |
can write cue names
on the tags, although
this makes it tough
to type as I can't
remember where the
letters reside!

RUNNING
5-L-O-wW?

Common problems |
encounter are that the DigiCart functions
seem to slow down to a crawl. scrolling
takes forever and the time lag between
pressing Play and hearing the file takes
several moments. Disarming the Digital
Output mode function fixes this condition.
When you're not using the Digital Qutput
mode, it's best to leave it off: however, if
you're using it, the machine almost never
hiccups when actually operating in the
Digital mode.

CRASHES, FREEZES

All DigiCarts freeze up from time to time,
so first try the soft-boot function: Push and
hold the SEC and the DNET xfer buttons
on the face of the box. Unfortunately, most
problems require a hard boot—physically
turning off the machine to restart—not
to mention that the power switch is
inconveniently placed on the back panel.
If you're lucky, the maintenance folks put
a power strip switch in a reachable place,
but if not, you either have to pull out the
whole box or get to the back of the racks
to move the switch.

THE NAME GAME

DigiCarts are shipped pre-loaded with
Hollywood Edge's sound effects sampler.
Hopefully, it's still on your hard drive when
you use the box, as that collection has
some useful cuts, making it a good place
to start when searching for sound effects.
Speaking of searching, make sure that you
use names that make sense. A gunshot
should be called GUNSHOT and not 357

MAGNUM, as you may need to find a cue
in a hurry. If you use the Sort by Name
instead of Sort by Index function (found in
the Setup menu), you may scroll through
the whole directory before you remember
that sound’s cute moniker. Call it GUN357
or SHOTMAGNUM—start with the obvious
s0 iU’s easy to find later.

EVERYTHING IN ITS PLACE

In TV, the TD, graphics, tape and video
operators get all the time they need, yet
most audio types have only a moment to
prepare and get it right.

To find things fast, I set one or two
hotkeys in my personal directory where 1
can quickly access my most needed sound
effects. | place the most useful ones near
each other. I then put theme and highlight
cuts in familiar places, so no matter what
show it is, I always know that my highlight
cuts will be in a certain place; the same
goes for my theme and promo pieces.

Because you cdan assign numbers 1o
cues as you record or transfer them, I group
sound effects cues or music cues with a
convenient numbering system. [ put theme
cuts in the ones and teens, the highlights in
the 20s and 30s and tease and feature cuts
in the 100s. This helps find music and cues
in a hurry, which happens to be the mode
in which we always seem to work. n

Rom Rosenblum is an A-1 (mixer) for sports
TV in the San Francisco Bay Area, with
excursions to The Olympics, Super Bouwls,
World Series and roller-derby broadcasts



AUDIOFIRE

FIREWIRE RECORDING

AUDIOFIRE12
¢ 12 +4dBu Inputs ¢ 12 +4dBu Outputs ¢ 24BIT 192kHz Sampling ® MIDI INPUT/OUTPUT e Word Clock Sync

ANALOG INPUTS
4 ¢ 7 8 9 10 1 12 1
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AUDIOFIRES
¢ 2 Universal Inputs with mic preamps, meters, trim, and channel inserts ® MIDI input/output ® Headphone Output
¢ 6 +4dBu Inputs ¢ 8 +4dBu Analog Outputs ¢ S/PDIF input/output ¢ Word Clock Sync

ECHO

ECHOAUDIO.COM

6309 Carpinteria Ave.  Carpinteria, CA 93013  Phone: 805.684.4593




MOTU

motu.com

INSTRUMENT

Universal Plug-in Compatibility (AU, MAS, RTAS, VST, DXi).

8GB orchestral sound library with hundreds of instruments.
Convolution reverb for authentic acoustic spaces.
Load sounds into MachFive for consolidated access.
Superb sound quality with the 32-bit UVI Engine.

Instant access to all parameters in one window.

Unlimited polyphony and ultra-low software latency.

Create multitimbral stacks and layers in seconds.

..strings...brass...woodwinds...orchestral percussion...harps...classical choirs...pipe organs...concert pianos...period instruments...tutti orchestra/strings/brass...string/brass/wind ensembles..
World Radio History
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