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Dolby. Essential to evolving entertainment. 

Our years of end-to-end broadcast experience make us an essential partner across the entire content 

creation and delivery process. From trraditional bmadcast technologies to new innovations for optimizing 

content delivery over HDTV, PTV digital radio, mobile services, and beyond, Dolby is there every step 

of the way to help make good things great. Visit us at NAB and see how we can enhance your content 

today—and tomorrow. 

NAB 2008, April 14-17 

Las Vegas Convention Center 

North Hall, Booth N1814 

DOLBY 
dolby.com/nab 



"SSL 4000 Collection 

sounds great. I can make it 

sound nasty just like a real 

old SSL console." 

Tony Maserati 
Producer / Mixing Engineer 
Black Eyed Peas, Jay-Z, 
Beyonce, Chrstina Aguilera 

The first time I tried -Series 

I was blown away. When you put 

V-Comp on a vocal, it immediately 

sounds better. " 

tïfanny Marroquin 
Mixing Engineer 
Alicia Keys, Kanye West, 
John Mayer. Rihanna 

Including . SSL 4000 Collection. V-Series. The API Collection. 

The ultimate console sounds — ti the box Only from Waves 



It's all about the sound. 

Ni-AUDIO 
MICROTRACK II 
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MicroTrack II 
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Mdbile Digital Recorder 

Sound matters—that's why the MicroTrackr« recorder has become the only choice for audio professionals worldwide. 

Now M-Audio has designed the MicroTrack Il, featuring even higher audio fidelity, an extended input gain range, workflow 
enhancements including faster file transfer rate, and more. A new standard from the people who set the standard, the 
MicroTrack II delivers what's most important—superior-quality recordings. 

• 2-channel WAV (BWF) and MP3 recording and playback 

• new features include extended input gain fange, 

analog input limiter and BWF file marking ability 

• balanced 1/4 " IRS inputs with line inputs and 

48V phantom-powered mic preamps 

• drag-and-drop file transfer to PC and 

Mac via high-speed USB 2.0 

• storage via CompactFlash or Microdrives (not included) 

e-. 

Includes stereo electret microphone, 

earbuds, headphone extension cable with lapel chp, 

power supply, USB cable (A to Mini B) and 

protective carrying case with mic pouch. 
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www.audio-technica.com 

From the chief engineer at Capitol 

Studios to multi-Grammy° winning 

producers... everybody's talking about 

Audio-Technica's new flagship ATH-M50 

Professional Studio Monitor Headphones. 

"A-T has raised the bar once again, this time with the 
new M-50 headphones, and this time they've raised 
it quite a bit. Already these phones are by far the 

favorite in our studio." 
George Massenburg 

Gicarnme-winning engineer 81 producer 

"...it's the most exciting thing to come along in years. 
These are fantastic-sounding headphones, period. 
There just isn't anything better you can do for your artist 
than to give them a pair of these." 

Frank Filipetti 

Gramme-vvinning mixer and producer 

"I tried these phones on a few major artists and they all 
said, 'WOW these are great.' We use these phones on 

all our vocalists." 
Al Schmitt 

Gramme-winning recording engineer and producer 

"Since I got my ATI-I-M50 headphones, I have actually 

enjoyed mixing and referencing with headphones. 
My M50 headphones are now an integral part of 

my process...they absolutely translate with my 
speakers, but most importantly, they translate to the 

outside world." 
Ed Cherney 

Gramme and TEC award-winning producen/engineer 

"The M50's seem to be winning hands-dawn. Everyone 
that's heard them won't give them back." 

Tom Schlum 
Chief Engineer I Capitol Studios 

Vaudiotechnica. 
always listening 



Studio Processors 

Microphones 

We've got an incredible 
selection of some of 
the best microphones 
available for studio and 
stage alike. You'll find 
condensers, dynamics, 
and ribbon models ( plus 

Sweetwater-exclusive 
mic packages and 
a wide range of mic 

accessories) from 
manufacturers such as 

Shure, Neumann, Royer, 
Sennheiser, AKG, and 
many more! 

SENNHEISER 

71,Z4f 0 YAMAHA *auclietechnica RODE 

;)( 

jiearthworke. 
1.44 Of 

ii ( P06196 I 

e 

Lexicon PCM96 

At Sweetwater, you'll find exactly what you need to create some 
of that elusive studio " magic," thanks to our incredible selection 
of processors. Our huge warehouse is stocked with great reverb, 
delay, and multi- effects units from Eventide, Yamaha, Lexicon, 
and TC Electronic, plus a host of others. 

Eventide kceledronit lexicon dbx °YAMAHA ti) 

we-0-
A >Dee. VINT ECH PreSonus 

Toft Audio ATB-32 

Mixers 

The mixer is the nerve center of your operation, and we know you 
want the best possible unit for your money. Our knowledgeable 
Sales Engineers are here to help you find the one that's just 
right for you. We carry an incredible range of mixers from 
Allen & Heath, Mackie, Yamaha, and many, many more. 

ALLEN SHEATH  Audio Designs TASCAM 
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Pre amps Avalon AD2022 

There's no more important item in your signal chain than a good 
preamp — and we have a huge selection of them. Whether you 
want to add " color" to your sound or seek pristine transparency, 
Sweetwater has the preamp that's just right for you, from great 
manufacturers such as Avalon, Focusrite, PreSonus, and Manley, 
just to name a few. 

• 

AvAilINM 

, — 

I 3uLun 
Pay Later 

67. 
Focusrite. 

Milfiltlfri 
° r • , „ lu SGerts 

1,234 53.76 90/P n 
- 

NC:i Payments! NO Interest! For 90 Days! 



The Lowest 
Price 

Possible 

A Dedicated, 
Knowledgeable 

Staff 

A Really 
Huge 

Selection 

SweetCare 
Here for 
You 24/7 

The Best 
Shipping 
Around 

My Sales Engineer has been nothing short of amazing. He takes the time to answer all my 

questions without rushing me. From free shipping and an excellent and informative website, 

musicians cannot go wrong with Sweetwater. — Mark .Slys 

Computers 

We offe- a stellar selection of both Macintosh and PC 
computers. When ccmbined with the audio software and 
hardware of your c'toice, we can even provide a custom 
turnkey iistallation solution for your studio. And did you 
know we build ou f own Creation Station PCs? These 

powerfui machines are made to suit your studio needs, with 
audio- optimized drives, whisper- quiet operation, top-quality 

components, and rock-solid reliability. Tower, rack, or portable, 
Sweetwater has the right computer for you! 

Sweedvvater 

Creation Station 

Studio Monitors 

We offer a stellar selection 
of passive and active studio 
monitors with a range of 
wattages and speaker sizes, 
and we'll help you find the 
setup that suits your room 
best at a price that's right 
for you. With monitors from 
JBL, Genelec, ADAM, Event, 
Mackie, and Tannoy ( among 
many others) to choose 
from, Sweetwater has 
you covered! 

GENELEC dynatudioacoustics A DAM 
EHJ MinCKIIIE.ALEsis TANG( 

ADAM Audio 

52.5A 

Apple Mac Pro 

Computer Audio 
Production 

We know how critical 
it is to get the best 
production from your 
studio. That's why we stock 
computer audio hardware 
such as audio interfaces 
from MOTU, M-Audio, and 
PreSonus (among many others), to fully 
featured console- style control surfaces from 
several manufacturers, including Digidesign, 
Mackie, and Euphonix. Sweetwater's got the 
right hardware for your studio. 

MACKIE. 

rallimumems.„ 

Digidesign 
ICON 

D-Control 

nn-AuEnci MOTU iiPreSonus efuponix 

1-800-222-4700 SWe ter 



gaffligi 
PAGE 54 

On the Cover Wildfire 
Post, an independent film 
mix facility in L.A., recently 
installed an SSL C300HD 
digital console in one of 

its four mix rooms. The 
former Wilshire Stages 
was recently purchased 

by veteran mixers Leste 
Shatz and Chris David. 
Photo: Ed Colver. Inset 
Pasphotography. 
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HD Is Here! 

The time has arrived, where the number of high-definition sets in living 

rooms meets the number of programs being broadcast in HD. Now with all 

the content available on the picture side and the format firmly entrenched 

across the country, what's going on with audio? 

28 New York's Met In HD 
The Metropolitan Opera is broadcasting its first-rate productions in HD and 

surround on PBS; plus, its Metropolitan Opera: Live in HD Series presents 

eight productions in select movie theaters worldwide. 

32 The HD Transition: A Systems Approach 
With broadcasters, networks and content producers gearing up for next 

year's DTV changeover, now's the time to look at the production chain as a 

single unit, combining speed, flexibility and secure file handling/access. 

38 Justin Timberlake: Live in Your Living Room 
We get the high-tech story behind the broadcast of Justin Timberlake's 

FutureSex/LoveShow concert at Madison Square Garden, where HBO re-

created the concert experience for viewers at home, in high-definition and 

Dolby surround. 

42 The 50th Annual Grammy Awards 
Mix had an all-access pass to this year's Grammy Awards. For an exclusive 

look at the production, check out the photos and interviews in this issue 

and at mixonline.com/grammys. 

features 

54 Solid-State Mic Preamps 
Engineers in all walks of production benefit from having high-quality out-

board preamps in their toolboxes. Check out what's available in solid-state 

models—versatile transistor-based units that offer DAW-friendly features. 

64 Live Sound System Controllers 
System controllers—also known as drive processors—can help save time, ef-

fort and space by combining a rack's worth of functionality into a single unit. 

Check Out Mix Online! http://www.mixonline.com  
(Volume 32, Number 5) is 02008 by Penton Media Inc., 9800 Metcalf Ave., Overland Pads, KS 66212. Mix (ISSN 0164-9957) is published monthly with an extra issue in January. One-year ( 13 issues) 
subscription is $ 35. Canada is $40. All other international is $50. POSTMASTER: Send address changes to Mix, PO Box 15605, North Hollywood, CA 91615. Periodicals Postage Paid at Shawnee Mission, 
KS and at additional moiling offices.This publication may not be reproduced or quoted in whole or in part by printed or electronic means without written permission of the publishers. Printed in the USA. 
Canadian GST # 129597951; Canadian Post Publications Mail agreement No. 40612608. Canada return address: BleuChip International, P.O. Box 25542, London, ON N6C 6B2. 
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Musical accuracy, incredible detail and nearly unlimited dynamic range 

capability make the DPA 4011-TL THE cardioid for micing virtually any 

instrument. 

Adding nothing to the sound, our uncompromising approach to microphone 

design has made DPA microphones the choice of discriminating professionals for 
both live and recorded sound for years. The new TL versions increase the resolu-

tion and detail of these legendary models. 

Not only will the 4011-11_ be the most musically accurate cardioid microphone you 

own, it will also be the most versatile. 

Find out more at www.dpamicrophones.com or call us at 866-DPA-MICS 

DPA 4011-TL 

The microphones for sound 

professionals with uncompromising 

demands for musical accuracy 

D PM) 
OPA Micoophones. Inc, 2432 North Main Sheet. Suite 20Q Longmont. CO 80501. Ph . 303 485 1025. Ernail info-usancloantioophoneccorn 

MICROPHONES 

www.dpamicrophones.com 
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The Art of Analog 

Universal Audio: Making Music Sound Better Since 1957 
1945: Milton T. " Bill" Putnam established Universal Recording in Chicago, 

where he installed a prototype " 610" ccnsole. 

1947: The first million- selling record, " Peg 0' My Heart" by The 
Harmonicats appeared on Bill's Vitacoustic (" Living Sound":, label. 

1948 - 56: Bill engineered and/or produced Bing Crosby, Frank Sinatra, Nat King 
Cole and countless others while pioneering innovations such as the 
control room, vocal booth, console, sends /returns, echo, artificial 
reverberation ... even stereo recording and half-speed mastering. 

1957: Bill founded United Recording, and later United Westerr Studios on 
Sunset Boulevard in Hollywood, which are now the world-famous 
Ocean Way and Cello. 

1957: Bill founded Universal Audio, whose legendary products such as the 
1176LN, LA-2A and LA-3A became synonymous with sound quality 
and hit records. 

1983: Bill retired and sold UA ( now UREI) to Harman International. His original 
products became prized collectors items for almost two decades. 

1999: Universal Audio was revived by two of Bill's sons. Bill, Jr., and Jim 
Putnam continue their father's legacy with hand-assembled 
reissues based on Bill, Sr.'s, drawings, vintage components and 
design secrets from his personal diaries. 

2000: Bill, Sr., was awarded a posthumous Technical Achievement 
Grammy as the " Father of Modern Recording." 

Today: UA continues the Putnam legacy of " making music sound 
better." Its world-class hardware and software is designed 
with passion in Scotts Valley, California, according to the 
company motto: Analog Ears, Digital Minds. 

Become part of this unique and illustrious recording 
heritage. Live, hear and experience the UA difference today 
Visit us on the web at www.uaudio.com, or subscribe to our free, 
informative, online 'zine, "The UA WebZine" 
www.uaudio.com/subscribe 
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A Guy We All Kind of Knew... 

T"This is the part of the magazine where I'm supposed to comment on the lon-gest-running overnight sensation in technology: HDTV. Or provide a rally cry to 

the stragglers who have delayed their digital conversion and won't be ready for Febru-

ary 2009. Or wonder out loud what it means that major manufacturers have pulled 
out of NAB. We're a technology magazine, and it's our sound-for-picture issue. 

Instead, I keep thinking about a guy I met who worked in sound-for-picture. A 

regular guy with considerable talent and an artist's ear. The kind of guy we all know: 

calm and compassionate, funny and warm, sincere and light, curious and committed. 

A guy who seems to have career and life in balance. A guy who has found perspec-
tive. I'm talking about J. Paul Huntsman. 

Paul passed away on February 21 at the age of 55, three years after discovering a 

brain tumor. I knew he had been sick and had run into him on the Warner Bros. lot 
less than a year ago, but the news still shocked me. Others surely knew him better, 

but I did consider him a friend. We bonded over the course of a year back in 1997-98, 

during the making of The Thin Red Line, which he supervised and I wrote about. 

I was somewhat obsessed with Terrence Malick's return to filmmaking at the time. 
I tracked Paul down a full nine months before the story was due, and he indulged my 
endless questions and gave freely of his thoughts and impressions. We talked weekly. 
Sometimes he would rave about a 45-minute DAT that " Salty" Brincat had sent from 

Guadalcanal of the rain forest waking up at dawn. Or he would relate the many, many 

talks he'd had with Malick about birds, the single note or " call" that Malick might want. 

He talked about recording authentic WWII guns and made it sound both practical and 
poetic. And he always talked about his crew. 

Other times we'd talk about literature. Paul was an avid reader and turned me on 
to Cormac McCarthy and Wallace Stegner, two of my favorites to this day. I scoured 

Bay Area bookshops and finally found a first-edition Thin Red Line to send him once 
the movie was out. I imagined Paul hearing the book as he read it. 

Paul would have been tickled that a McCarthy book made it to Best Picture and won, 

three days after his death. He would also have appreciated the spare Skip Lievsay/Carter 
Burwell soundtrack, and called it " appropriate to the Plains." He was an avid supporter 

of digital technology (he loved his Fairlight!) and file interchange, and he worked for all 
sound editors as a member of the Board of Governors for the Academy since 2003. 

Paul taught me that we bring our everyday experience to our work, that they 

can't—and shouldn't—be separated. Paul heard good writing. And he heard the 

world just as a matter of course. He loved to listen to Idaho when he was out fly fish-

ing and could describe what a fast-moving creek and the snap of a line sounded like. 
Then he brought all that to his tracks. 

So as I walk around NAB and marvel at the technology that drives our world, I'll 

remember that it's people who drive technology. The poetry in J. Paul Huntsman's 
tracks was a reflection of the way he approached life. He had balance, he had per-

spective, and he had heart. 

Thomas A.D. Kenny 
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JIMMY DOUGLASS 
Multi-GRAMMV, Award- Winning Eqr, Producer whose crediN siud proiects with: 

Duran Duran lay-i Justin Timberlake ludocris Missy Elliott limboland 

Nelly Furtado Rob Thomas Foreigner Aretha Franklin The Rolling Stones 

Amazing ears, extraordinary musicality and technological savvy 

keep Jimmy Douglass first call among top producers and artists. 

"I picked up a JBL LSR4300 S. I surround system for my studio because 

the speakers are extremely transparent, very very clear, and with RMC 

tune- ability, everything is right in its place. They're a really great reference." 

Hear why world-renowned engineer, producer, Jimmy Douglass 

relies on the sound and revolutionary technology in the award- winning 

LSR series studio monitors. 

METAiiiancg. 
Lit4:111,11*g 
Look for the MEMIliance " Certification on selected 181. I.SR Studio Monitors. 

Visit JBLPRO.com/ISR 

LS R SERIES 
STUDIO MONITORS 

A Harman International Company 



Celebrating 60 years of designing 

and handcrafting superb quality 

condenser microphones 
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IN TH 
711° Studio-In-A-Bag lerlfor) Package 
When you graduate from the Conservatory, you leave 
with all the skills you need to go straight to work in the 
recording industry. Now, with our Laptop program, you 

can take the gear you need with you. 
Whether the job is studio recording, Logic Studio 

composing, game production, live performance or scoring . • `. a 
MO 

video, this rig has you covered. The Studio-In -A-Bag gives you all 

•\ • • , 4 

the tools you need to create, record and perform your music, right 
down to the mic, cable and clip. Hardware, software, interface, everything-it's all in the bag. 

The program at a glance: Our 42-week program 
(  includes a CRA›-exclusive industry internship. Classes are 

limited to 12 students who are trained in pro-level studios 

on gear from Oigidesign, SSL, Neve, Otan, Neumann, 

Sennheiser and more. 

........,-0 888.273.6412 
CONSERVATORY 2300 E Broadway Rd I Tempe, AZ 85282 

OF RECORDING ARTS & SCIENCES 1205 N Fiesta Blvd 1 Gilbert, AZ 85233 
www.audiorecordingschoolcomimix.html 



FEEDBACK 

Letters to Mix 

GET IN SYNC! 

I've just finished reading Paul Lehrman's article 

in the February 2008 issue (" Insider Audio: 

Late for the Future"), and he is right on. 

I produce TV commercials and was involved 

in presentations when HD was just coming out. 

One presentation was by the Sarnoff Commit-

tee; as I recall, it was at the 1996 or 1997 NAB 

show. I raised this sync issue at that time and 

was told that sync would not be a problem 

because all material would be coded similarly to 

SMPTE timecode, so the audio would track with 
the video. I guess it never happened. Besides, 

with non-discrete frames in some of the video, 

encoding it can take almost a half-second be-

fore you have the next discrete frame suitable 

for a lockup reference—even if an intercoding 

between audio and video was used. 

I have been on my "soapbox" about this 

issue for the past 10 years, but it seems that it 

has only recently been getting some attention. 

Lehrman hit it perfectly when he noted that 

every element in the distribution chain helps 

to create sync problems, and when you try and 
trace a specific problem it's never really possible 

to get to any specific source; many times, each 

part of the chain compounds the problem—it 

can be very cumulative. 

It seems like groups such as NAB, SMPTE, 

AES, etc., are all attempting to find a solu-

tion, but it is really difficult because of all of 
the sources of the problem, each [of which is] 

managed/monitored (with some luck) by dif-
ferent independent organizations. 

A big issue is that out-of-sync [audio and 

video] really can jeopardize the believability of 

the message—a serious problem in commercial 

advertising and political advertising, as well as 

dramatic program presentations and newscasts. 

Hopefully, someone will be able to figure 
out a way to imitate nature and lock up mouth 

movement with vocal cords. Maybe if a few 

program producers or advertisers refuse to pay 

distributors for a product that is received out 

of sync, there will be a concerted effort to fix 

this problem. 

Alan Lapides 

HISTORY LESSONS 

Mix continues to receive letters about "30 Peo-

ple Who Shaped Sound" in the October 2007 

issue, which profiled producers, engineers and 

musicians who significantly influenced the 

pro audio industry or consistently stood out 

among their peers during Mix's first 30 years 

of publication (1977-2007), as chosen by the 

Mix editors. 

In general, I agree with your choices. However, 

I think there are at least two glaring omissions: 

Les Paul and Tom Dowd. 

Paul B. Robbins Ph.D. 

I have a ton of respect for the names on this 

list and no doubt it was difficult to narrow it 

down to just 30 people. But without the influ-

ence of The Beatles and their pioneering spirit, 

there are people on your list who might have 

followed other career paths. And The Beatles 

would not have reached the heights they 

achieved without people like Geoff Emerick, 

George Martin, et al. 

Ron Howard 

Sales engineer, Cloud Systems Inc. 

You left off Brian Wilson, who forever changed 

the way the recording studio was used with his 

Pet Sounds and SMiLE albums, and the single 

"Good Vibrations." And [although] the list is 

certainly one of people who shaped sound, 
I would argue that a few on that list shaped 

sound for the worse. 

Dale Boylen 

TALKBACK 

The January editions of the MixLine e-newslet-

ter asked readers who work in game audio 

production after beginning their careers in 

music and post-production to tell us why they 

made the switch, as well as name the title of 

the first videogame they worked on. Here are 

two more responses that we received. 

My first game title was Winter Olympic Chal-

lenge for PC and Sega Genesis in 1988, fol-

lowed soon after by Test Drive II. I was trying 

to break into film and TV scoring at the time, 

but having a tough time because of all the 

TALKBACK 

established players already in the field. It was 

clear that the game world had a lot of growth 

potential, and the machines would be continu-

ously improving. Plus, a background in both 

computers and music was a big plus. 

Now, I think games are definitely the place 

to be because we're still writing the rules, still 
advancing the art of it as the capabilities of the 

machines improve each generation. 

Alistair Hirst 

OMNI Interactive Audio 

I started playing and doing sound in the clubs 

of New York City when I was 16. I moved on 

to doing tour productions and did sound for 

Air Supply, Princess Pang, Trixter and Joe Lynn 

Turner, to name a few. In the late '80s, I started 

concentrating on studio work, which brought 
me into game audio. 

My first major title was a multi-award-win-

ner called Awesome Animated Monster Maker. 
I went on to do numerous kid games, including 

CD remakes of board classics Operation, Chutes 

and Ladders, and a couple of Tonka Trucks titles, 

as well as Arthur, Barney and other stuff. 

When I started doing sound design and 

music for games, we were still figuring out 

what file types were smallest and how to get 

audio to play on a CD on underpowered Macs 

and PCs. All of our file-compression applica-

tions were handwritten in-house by former 

Apple Computer employees because there 

wasn't anything out yet! Stereo was out of the 

question, and at 8-bit audio the " fizzies" on 

every sample became the biggest challenge, 

using radical EQ settings (thank you, Waves!) 

and audio compression to squeeze every 

ounce of quality from the hours of hard work. 

It was exciting, interesting and frustrating at 

the same time. 

The game world has grown way beyond 

what any of us ever imagined. Now game 

audio people are pulling in big bucks, getting 

royalties and staging huge concert events. 

Where it goes from here will be interesting. 

Gene Porfido 

We'd like to hear from 

anyone who has worked 

in Nashville. Tell us about your most mem-

orable Nashville session! And if you've 

worked in Nashville for several years, tell 

us about how the scene has changed. E-

mail us at mixeditorialemixonline.com. 
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Light Metal 

No other tool in the professional recording chain has more 

stringent requirements than the audio monitor — it is the last 

piece in an often complicated chain of events. At Genelec 

our goal is to deliver these sound experiences to you as 

they are intended by the original performer. Genelec 

active monitoring technologies, including our die-cast 

aluminum enclosure, offer you an undistorted, dynamic 

and natural sound without adding or removing 

anything from the electronic signal. No matter how 

heavy your recording sessions are, discover the 

Genelec system that suits your reeds at 

. elecusa.com 

8000-Series features 
Active Crossovers 

Dedicated Amplifiers for Each Driver 
MDETM - Minimum Diffraction Enclosure 

DC \NTm - Directivity Control Waveguice 
Drive Unit Pidtection Circuitry 
Room Response Controls 

Iso-PodT" - Isolation Positioner/DecouplerTM 
High Performance Reflex Port 

GENELEC® 



C URREN PROFESSION A L 14!1;11.0.4 7 .7 AND 

THE AUDIO GOODS FROM GDC 2008 
The 2008 Game Developer's Conference was at the Moscone 

Center for the second year in a row, drawing record crowds 

in excess of 18,000 people. This year was packed, and all 

the bugs from last year's layout were ironed out. For in-

stance, the exhibit floor in 2007 was split, but this year 

everyone was in the same room downstairs in the North 

Hall, making it easy to get around the exhibits. Eye candy 

abounds at GDC; there is never a shortage of dazzling visual 

imagery to wrap your brain around. Of course, games are 

only 50-percent visual (although you'd never guess by the 

paucity of audio exhibitors at this show) and there were 

some interesting aural exhibits around the floor, as well. 

Audiokinetic showed its upcoming Wwise 2008.2 re-

lease, which features a motion-creation tool that allows 

the game production team to adjust such properties as 

volume, pitch or LPF to fine-tune the motion effect. Any 

motion generated using Wwise Motion can be automati-

cally created and customized for all platforms, including 

Windows, PlayStation3, Xbox 360 and Wii. 

Other middleware companies were also on hand, with the folks from 

FMOD bringing a new version. The latest upgrade. Version 4.12, brings a lot 

of great new features to the table, including an interactive music engine, 

the ability to change the output driver at runtime, and PlayStation3 sup-

port for DTS output, oscillators and spectrum analysis. 

CRI Middleware's newest employee, industry vet Thomas Miley, gave 

demos of CRI Audio's software synthesizer that supports multiple platforms. 

It enables the exact same sound to be reproduced on all next-gen platforms 

and allows in excess of 100 sounds (voices) to be played back simultane-

ously on the PS3. 

THX showed off its slick-looking, phase-correct desktop 2.1 speaker sys-

tem and Neural-THX surround technology that allows game developers to 

encode 5.1 content and then decode the original 5.1 mix through a Neural-

THX Surround-enabled playback device. 

Content providers Killer Tracks and Megatrax showed off vast collec-

EVENTS 

tions of music that would seem to eater to any style, tempo or mood a game 

might call far. Both their Websites offer an easy-to-use browse and audition 

format, allowing you to check out their extensive catalogs. 

Annosoft snowed an impressive lip-sync tool that came in text- based, 

textless or real-time versions. It worked uncannily in a number of lan-

guages. It promises easy integration into any C++ application and gives 

the production team the ability to tune their application at any time for 

recognition speed and accuracy and application footprint. 

Of course, rightlife is part of any conference or convention, and GDC 

was no different. The GANG Awards took place on Thursday, February 21, 

while Tommy Tatlarico's Video Games Live! played to a sold-out crowd on 

Friday night at the Nob Hill Masonic Center. The Mix crew attended the 

Associated Production Music dinner at Annabelle's, where a large group of 

game composers, developers and press enjoyed the company of friends and 

Bob Rice's hospitality. 

Visit www.mixonline.com/ms/gdc08 for additional GDC 2008 coverage. 

TOWNHOUSE STUDIOS TO CLOSE 
EQUIPMENT WILL BE SOLD AT AUCTION 
By the time you read this, the Townhouse Studios (West London) will have 

closed. At press time, parent company Sanctuary Group announced that the 

facility would cease operations at the end of March 2008. 

The Sam Toyashima-designed Townhouse was one of the top music stu-

dios in London from the time it was established by Richard Branson in 1979. 

The facility was home to artists including Queen, Bob Dylan, Blur, Oasis, 

Elton John, Placebo and many others. The first commercial studio in London 

to offer an SSL console, The Townhouse also figured in the careers of dozens 

of recording industry luminaries, such as Hugh Padgham, Mick Glossop, Tony 

Platt and Nick Launay. The Townhouse changed hands twice: It was sold to 

the EMI Group by Virgin Records in '92; the Sanctuary Group bought the 

facility from EMI in 2002. 

Studio gear will be auctioned off by pro audio company mjC1 (www.miq. 

co.uk) in May. Sales will be con-

ducted online and at the studio, 

and will probably include the facili-

ty's SSL consoles, as well as the Pro 

Tools systems, vintage tube mics 

and outboard, etc. A catalog will 

be posted on mjQ's site in April. 

In a Music Week article celebrating The Townhouse's silver anniversary 

four years ago, producer Robin Millar said, "There are only a handful of truly 

great studios in the world. Those studios have turned out not just the great 

albums, but also the great engineers and producers. Townhouse is one of 

them, and one of the very few facilities we would honestly recommend to 

our own clients." — Barbara Schultz 

Andy Rose worked on an Oasis DVD 

in Townhouse Studio 1 in 2001. 
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IN LOVING MEMORY 
J. PAUL HUNTSMAN, 
1953-2008 
J. Paul Huntsman, a supervising 

sound editor who worked on films 

including The Thin Red Line, The Il-

lusionist and Starsky & Hutch, among 

others, died at his home on February 

21 from complications resulting from 

a brain tumor. 

Born in Idaho Falls, Idaho, Hunts-

man graduated from the University of Utah and later spent two years in 

Morocco with the Peace Corps. His first credited film in Hollywood was 

Loving Couples in 1980, followed by Michael Mann's Thief a year later. His 

final credit was The Illusionist in 2006. Huntsman worked for many years 

as a supervising sound editor at Todd-A0 before moving over to Warner 

Bros., where he maintained a room until his passing. 

Huntsman, an avid outdoorsman, represented the Sound Editoriai 

Branch on the Board of Governors of the Academy of Motion Pictures Arts 

& Sciences. The family asks that donations be made in his name to the 

Brain Tumor Society (www.braintumorsociety.org). 

TANGERINE OPENS 
New mastering facility 

Tangerine Mastering 

(www.tangerinemas 

tering.com) hosted a 

welcome event in late 

January. The Wee-

hawken, N.J.-based 

facility is co-owned 

by industry veter-

ans Gene Holder and 

Roger Johansen ( pic-

tured), with Andreas 

K. Meyer (formerly of 

Sony Mastering) serv-

ing as lead mastering 

engineer. 

Guests at the 

gathering soaked up 

the headroom of the buzzing warren in which Tangerine is located, a cre-

ative commune with 19-foot ceilings that is also home to the Neve room 

HarariVille, Bar/None Records, college radio promotion company The Syn-

dicate and many others. The crowd and networking were great, but the 

real treat was the John Storyk-designed mastering studio, equipped with a 

sometimes startling equipment list that contains what Johansen describes 

as the "the best of analog and the best of digital." For anyone who hasn't 

yet been to Abbey Road, the highlight was seeing (and touching, with 

permission!) the console's EMI Mastering Chain, containing a TG 12412, 

12413 and 12414. 
—David Weiss 

ALLEN STRANGE, 
1943-2008 
Composer/performer Allen Strange 

passed away on February 20. Con-

sidered a leading authority on 

analog electronic music, his Elec-

tronic Music: Systems, Techniques 

and Controls is still in demand as 

a comprehensive work on analog 

music synthesis. 

In the late 1960s, Strange 

and his wife, Patricia, founded 

BIOME, a live electronic music 

performance, and in 1976 the 

Electric Weasel Ensemble with 

synth designer Don Buchla. He 

received two grants from the San Jose State University Foundation ( 1969 

and 1974) for research into electronic music, and in 1970 became profes-

sor of music and director of the electronic music studios at the university, 

retiring from that position in 2002. 

HELIOS' NEW HOME 

Producer/mixer Clemens Schleiwies opened his new studio, The Private 

Room (www.the-private-room.com), in Munich, Germany. The facility is 

built round a vintage 32-channel Helios console from the Hansa Studio 

in Berlin, where David Bowie recorded such albums as Heroes, Low and 

Lodger. Producer Tony Visconti and Bowie both signed the console when 

the intensive refurbishment 

was finished. The studio 

also houses a vintage Neve 

BCM-10 sidecar console, 

Studer A800 and A820 tape 

machines, and such vintage 

goodies as Telefunken Ela-M 

250 and 251 mics. Monitor-

ing is via Lipinski L-707. 
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LISTEN. .PLAY 

Go beyond the printed page and log on to www. 

mixonline.com to get extra photos, text and 

sounds on these select articles—plus much 

more online: 

LISTEN: " Field Test": Atleton Live 7 

rieard in our sketch, along wi-.11 a couple of beats 

played by imported REX files, are three of the in-

struments included in the Lwe 7 Suite. 

LISTEN: 

"Field Test": 

Sony PCM-D50 

Barry Rudolph dem-

a-istrates this re-

corder with two clips 

ot guitanist Dean 

Parks recorded with 

ti-e mics set to the 

wdest, and then the 

narrowest, position. 

PLAY: NAB 2008 

Mix brings you blogs, photos, video and much 

more—straight from the NAB showfloor. Also 

check out be "New Products Guide" for hot prod-

ucts debuthg at the show. 

NAB Prodicts 

PLAY: 2008 Grammy Awards in HD 

Our special tribute site to 50 years cif Grammy 

Awards includes videos of the production team, 

photos taken backstage and in the broadcast 

truck, and much more! 

CURRENT 

TEC SCHOLARSHIP WINNERS ANNOUNCED 

The Mix Foundation for Excellence in Audio announced 

the recipients of its 2007 TEC Awards Scholarship 

Grants, 

Carson Ritz is in his third year studying Audio Pro-

duction at Webster University in St. Louis. His first foray 

into the audio world began as a kindergartener, when 

he recorded raps into a 2-track recorder, and he hasn't 

stopped since! With a GPA of 3.89, Ritz has excelled at 

his studies while completing a large-scale recording/ 

producing project for a local St. Louis artist, handling 

the audio responsibilities for a local video company and 

other extracurricular activities. His dream? To become a 

successful music producer, but as tong as he can work 

in audio for the rest of his life he'll be satisfied. 

Golda McCormack is a student in the Clive Davis 

Department of Recorded Music in the Tisch School of 

the Arts at New York University. She is pursuing her 

degree in Recorded Music with an emphasis on audio 

engineering and music production. When McCormack 

isn't working on studio projects, she keeps herself 

busy as the co- president of the new Clive Davis De-

partment student- run record label, 194 Recordings. 

Her long-term goal is to be able to work with musi-

cians who are interested in making a difference by 

creating music that will educate and inspire people 

throughout the world. 

Applications for the 2008 TEC Awards Scholarship Grant are currently being accepted. 

The scholarship grant(s) is offered to students currently enrolled in audio education pro-

grams. For more information, go to mixfoundation.org/hearing.html or call Karen Dunn at 

925/939-6149. 

Carson Ritz 

Gokia McCormack 

DON'T MISS THE 13TH ANNUAL MIX L.A. OPEN 

The 13th Annual Mix L.A. Open, sponsored by Guitar Center Professional, is quickly filling up. The 

May 12 event has confirmed sponsors including Absolute Music, Acme Audio, Harman Pro/JBL 

Professional, The Pass Studios, Record Plant, Shure and Sound Design Corporation,. The Best 

Ball tournament promises more contests, more prizes and more fun than ever. A limited number 

of playing spots and sponsorships are still available. Visit mixfoundation.org/la_open/la_open 

.html for information or call Karen Dunn, tournament director, at 925/939-6149. 

AFA Music Group's ArtistForArtist digital 

music label Website is now live at www. 

afamusic.com, providing users with mu-

sic downloads, ringtones, merch and 

memberships to it social network. The 

company joins an ever-growing com-

munity of music online, with recent 

reportings from the RIAA showing that 

worldwide sales of downloaded singles 

grew from $ 138 million in 2004 to $580 

million in 2006. 

Taxi Doll, one of the many artists you'll find 

at ofamusic.com 



INTRODUCING A NEW MUSIC 

LIBRARY THAT'S NOT MUSIC. Sure, 

every cut in MODULES tells a story,1 

conveys an emotion and even features 

builds and climaxes. But you won't be 

hearing any of these tracks while on 

hold or on the dance floor.2 

THE CHAIR-STAINING POWER OF 

SOUND. Exploding fireworks in grain 

silos. Spy microphones in over- revved 

car engines. Horrible things done with 

hammers.3 We take real, not-so-recog-

nizable organic sounds and twist, 

corrupt and mold them into complex, 

larger-than- life sonic panoramas. We 

call this Narrative Sound Design.4 

WHAT DOES TIME STOPPING SOUND 

LIKE? What does a bullet hear as it 

enters a gun chamber and is fired?5 

Not only do these cuts tell stories that 

excite the imagination, but they also 

test the strength and dynamic range 

of your speakers. This legally 

requires us to warn you that 

these sonic extremes might 

inform herds of elk and sperm 

whales that you're ready to mate.8 

1. Espectatly when there trylry; to get into your pants. 

2. Unless tne has rabies or you're in France. 

3. Ever, MC Hammer He's still not talking to us. 

4. Sornehmes our morn maker, us call it ' Uncle Barry- when 

spenclh the night. 
5. Followed by the sound of If* bullet collecting unemployment. 

MUSIC HAD A 

ONE-NIGHT STAND 

WITH SOUND 

DESIGN. AND THE 

CONDOM BROKE. 
chapter three: 

THE MODULES LIBRARY 

8 Elk are not known for Owl, tot ep,ay. Asd you can Jus t torgy, 
about cuddlmg ottoman-1.. 

?. Easy Ike lilt. Keller Ncl the famous deaf mute chick, bot Helen Keller 
the tir-al ride chuck from accounting. 

a. Okay, mow ,t,..aries can. But probably not in Esperanto. So them. 

g• Sure.. of Pmniorn. wild Platypus and transsexuals in the military. 

10. A five hurlon berng at trotter company, because that's 
not our phone number 

START THOSE KEGEL EXERCISES! 

Every MODULE is designed to not only 

test bladder control, but also to make 

editing easy! Each track features modular 

hits/transitions and pastable endings that 

can be used interchangeably within other 

MODULES or as stand-alone workparts. 

SPREADING FASTER THAN SYPHILIS! 

Last year alone, MODULES has been 

featured in network promos, videogame 

commercials and in more than 50 major 

motion picture trailers. A few intrepid 

producers have used this collection to score 

entire trailers. Can other libraries say that?8 

SUPPLIES ARE LIMITEDO Go to 

VideoHelper.com and listen to the entire 

collection, register to download cuts or 

just read more and grow despondent 

at the sheer number of potty jokes a 

group of semi-literate adults can make on 

one site. Or call 212.633.7009, and 

speak to a live human being. 13 

HELPER" , . 
877.843.3643 videohelper.com 



ON THE COVER LOS ANGELES 

Wildfire Post-Production Studios 

By Tom Kenny 

L
eslie Shatz and Chris David can admit 
now that when they first floated the 

idea of buying Wilshire Stages two 
years ago, the industry response was less 

than encouraging. It was more like, "Are you 

nuts? Buying a facility in L.A.? In today's cut-
costs, consolidate-now economy?" 

They listened to the skeptics. They did 
due diligence on the post-production mar-
ket. And in early 2007 they purchased the 

four-mix-stage analog facility, renamed it 

Wildfire Post-Production Studios and set 

about updating the cosmetics and the tech-
nology backbone. 

"It was a leap of faith," Shatz recalls dur-
ing a break on the mix of Jeffrey Nachman-

off's Traitor. "But we had good timing on 
the price, and thankfully the writers' strike 

didn't seem to affect the types of projects 

we do. But we feel like we're in a market 
that has properly adjusted, with room for an 

independent facility and the freedom that 
brings a filmmaker." 

To be fair, Shatz and David brought a lot 
of those filmmakers with them. Between the 

two of them, they have a combined 60 years 
of experience in film sound, most of it as re-

recording mixers. Shatz logged many years 
in the San Francisco Bay Area, going back to 

Apocalypse Now, Rumble Fish, Ghost and 
Dracula, among many others. David, who 

has run a recording studio in Bristol, England, 

as a side job for 30 years, counts Legends of 
the Fall (for which he received an Academy 

Award nomination), Clueless, Donnie Darko, 
Alexander and many others among his films. 

They've worked on big-budget and quirky, 

comedy and action. They are owner/opera-

tors, and that might just prove to be their 
biggest advantage. 

"We both had done a fair amount of 

work on these stages in their previous ex-
istence," says David, who has assumed the 
role of president and runs the business and 

technology ends of the operation. (Shatz is 

technically the senior VP and handles sales, 
marketing and "vibe.") "They needed some 

updating, but we both saw the possibilities. 
One of the first things we did was take the 

Series Twelve out of the C Stage and put in 
an SSL C300HD [ pictured on this month's 

cover]. We know that it's going against the 

mainstream here in town, 

but it's a straight-up digital 
console with great sound, 

and it's a workstation con-
trol surface. We work very 

much in both worlds, es-
pecially Leslie." 

Shatz, an Academy 

Award—nominated sound 
designer and mixer, con-

stantly moves back and 
forth from console to con-

trol, typically honing the 

dialog in Pro Tools, mixing 
music on the board and 

employing a combo of 

the two on effects. He 
bounces from an upstairs 5.1 sound design 
room, to premixing on the SSL, to finalizing 

on the Harrisons in the A or B stage. The first 

week, he did not like the SSL. 

"I hated it!" he says with a laugh. 

"And now I love it! I just did the final for 
Gomorra on it. We just had to get up and 

running. It's very simple once you embrace 
the Master section. You can control such a 

large number of channels when you're one-
man mixing, and having the automated Pro 

Tools software is just great. I'm using the 

Waves C4 for noise reduction and compres-

sion, their de-esser, [and] the Roger Nichols 
Uniquel-izer is great for notches. I feel com-
pletely confident when I trim parameters 
and work the dialog." 

The other major facility improvement, in 
addition to the more hang-friendly cosmet-

ics of the common areas, was the addition of 
digital intermediate on the B stage through 
a partnership with Hollywood Intermediate. 

The scan-effect-color grading process, used 
on films big and small, typically takes place 

at the same time as the final mix. Producers 
who are not on a lot can end up spending 

a lot of down time driving from sound to 
picture and back again. 

"We put Barco DP9OP 2k projectors in 
the A and B stages," David explains. "We 
originally thought of converting our ADR 

room to DI, but then we came up with the 
idea of making a dual-purpose mix room 

out of B. We now have one of the largest 

DI rooms in town, and in 15 minutes we 

t laja.jedlikblidia L 
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Chris David (left) and 

Leslie Shatz at the SSL 

C300HD board 

can switch from sound to picture and the 
producer can walk back and forth without 

leaving the building." 

It's a good thing they didn't take down 
the ADR room, as mixer Eric Thompson 
"has been going gangbusters," Shatz says. 

"Rambo was really the first film to take ad-

vantage of all the rooms. We did the sound 
design, the editorial, the DI, premix, ADR, 
final mix. All of the rooms working. And 

Sylvester spent a lot of time just hanging at 

the facility. So it was comfortable, and the 
vibe was right." 

Shatz and David have put together a 
team that includes Thompson, business 

manager Dan Medina and director of busi-
ness development Diana Blake. The final 

piece of the puzzle will be to one day re-

place the analog Harrisons in A and B, but 

Shatz and David are taking " baby steps," as 
Shatz says, and for now there seems to be a 
few filmmakers who still love that warmth. 

So today they can breathe a little easier. 

They've had a year of steady work, punc-
tuated by a few high-profile projects (I'm 

Not There, John Rambo, Juno), and they're 

booked through 2008 with a slate that 
includes the highly anticipated Harvey Milk 

film by Gus Van Sant. 

"As a mixer, I like the variety," Shatz says. 
"And as an owner, I like that we have all five 
rooms working. We're looking forward to a 
good year." 

Tom Kenny is Mix's editorial director 
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1SIDER AUDIO' 

BY PAUL D. LEHRMAN 

The Emperor's New Sampling Rate 

Are CDs Actually Good Enough? 

T
he arguments about sampling rates and word 
lengths in digital audio are long over with, aren't 

they? I mean, no less a personage than James A. 

"Andy" Moorer—former director of Stanford's CCRMA, 

co-founder of Sonic Solutions, recipient of a Lifetime 

Achievement Award from the AES and now senior sci-

entist at Adobe—wrote the following in an unpublished 

(but oft-quoted) paper a dozen years ago: "Let us start 

with observations that are largely beyond question. These 

observations are not a subject of debate, but they beg fur-

ther discussion: Ninety-six-kHz audio universally sounds 

better than 48- or 44.1kHz audio" (his emphasis). The 

great unwashed consumer base hasn't caught on to this 

because we're still waiting for that new medium to come 

along that will prove it to them and begin a long overdue 
renaissance in high-end audio, right? 

Well, SACD and DVD-A have been on the scene for 

some time, but haven't made much of a splash in the con-

sumer market. Direct Stream Digital (DSD) is being used 

quite a bit as a recording format in high-end classical and 

jazz circles; Telarc's doing everything in DSD these days. 

However, the problems of editing, processing and mixing 

recordings in DSD have never been solved well enough 

for the format to be adopted by the pop music world. Yet 

no matter how good they sound at the mastering level, 

the truth remains: The vast majority of DSD recordings are 

still delivered to the public on ordinary CDs. 

According to a remarkable new study, however, the 

failure of new audio formats—at least the ones that daim 

superiority thanks to higher sample rates—to succeed 

commercially may in reality be meaningless The study ba-

sically says that (with apologies to Firesign Theatre) every-

thing you, I, Moorer and everyone else know about how 

much better high-sample-rate audio sounds is wrong. 

The study was published in this past September's 

Journal of the Audio Engineering Sociec, under the title 

"Audibility of a CD-Standard A/D/A Loop Inserted Into 

High-Resolution Audio Playback." The study blew me 

away for a number of reasons. One is that it was almost 

identical to a study I proposed some years ago at the 

school where I was teaching, but it newt got pasr the 

proposal stage. Second, the two authors of the study, Da-

vid Moran and Brad Meyer, happen to be people whom 

I've known for several decades (we were all part of the 

crew covering audio and other technologies at The Boston 

Phoenix when I was starting out as a writer), but I had 

little idea what they were up to these days. 

The main reason it knocked the wind out of me was its 

conclusions. It was designed to show whether real people, 

with good ears, can hear any differences between "high-
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INSIDER AUDIO I 

resolution" audio and the 44.1kHz/16-bit CD 

standard. And the answer Moran and Meyer 

came up with, after hundreds of trials with 

dozens of subjects using four different top-

tier systems playing a wide variety of music, 

is, "No, they can't." 

THE TRIAL 

The experiment was wonderfully simple: 

The authors set up a double-blind com-

parison system in which one position played 

high-end SACDs and DVD-As through state-

of-the-art preamps, power amps and speak-

ers. At the other position, the output from 

the SACD player was first passed through the 

AD/DA converters of an HHB CD recorder 

and then through the same signal chain. 

The levels of the two sides were matched 

to within 0.1 dB, with the amplifier doing 

the matching in series with the CD recorder 

so no one could claim that it degraded the 

SACD signal. The test subjects used an 

X" comparator to switch the signals, meaning 

that in some of the tests, when the subjects 

hit the Change button they didn't know if the 

signal actually changed. 

There were 60 subjects, almost all of 

whom were people who know how to listen 

to recorded music: recording professionals, 

nonprofessional audiophiles and college 

students in a well-regarded recording pro-

gram. In all, there were 554 trials during a 

period of a year. The experiment was done 

on four different systems, all employing 

high-end components and all in very quiet 

rooms designed for listening in both private 

homes and pro facilities. All subjects were 

given brief hearing tests to determine their 

response to signals above 15 kHz. That 

data, as well as the subject's gender and 

professional experience, was tabulated with 

the results. 

MAY I HAVE THE ENVELOPE, PLEASE? 

The number of times out of 55-I that the lis-

teners conectly identified which system was 

which was 276, or 49.82 percent—exactly 

the same thing that would have happened if 

they had based their responses on flipping 

a coin. Audiophiles and working engineers 

did slightly better, or 52.7-percent correct, 

while those who could hear above 15 kHz 

actually did worse, or 45.3 percent. Women, 

who were involved in less than 10 percent 

of the trials, did relatively poorly, getting just 

37.5-percent right. 

So how did the audio community re-

spond to this? Meyer tells me that he got a 

lot of "thank you" and "it's about time" re-

sponses. He also says that the article passed 

through the Journal's rigorous review pro-

cess without any argument. But some loud 

screams were heard from various members 

in the audio-tweak community, and a num-

ber of heated and sometimes nasty flame 

wars erupted on several audio forums within 

hours of the article's release—many of them 

started by people who hadn't bothered to 

read it first. 

Most of the objections were based on the 

fact that the authors didn't include in their 

paper the list of equipment and recordings 

that they used. Meyer explains that part of 

that reason was to keep the article from get-

ting too long. But anyone familiar with the 

type of debate that often occurs in tweak 

circles knows that had the authors been 

specific about the components, they would 

have immediately been attacked on the basis 

that their equipment was, of course, inferior 

to what they should have used, and so, of 

course no one would hear any difference. 

In fact, Meyer and Moran posted all the 

information about the signal chains and the 

source material within a couple of weeks 

of the article's publication on the Website 

of the Boston Audio Society, a venerable 
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INSIDER AUDIO  

37-year-old, independent non-profit orga-

nization, in which both authors have long 

been active. The equipment list included 

amplifiers from high-end manufacturers 

like Adcom, Carver, Sim Audio and Stage 

Accompany, and speakers from Snell and 

Bag End, as well as the oft-worshipped 

Quad ESL-989 electrostatics, which are 

supposed to have usable response up to 

23 kHz—which is, of course, above the 

Nyquist frequency of the HHB recorder's 
converters. The subjects listened to discs 

that covered a wide range of material and 

included classical instrumental, choral, jazz, 

rock and pop, from audiophile labels like 

Mobile Fidelity, Telarc and Chesky. 

So the objectors really didn't have much 

to object to. But if you think about it, the 

exact equipment list is largely irrelevant. If 

you assume the equipment, the listening 

environment and the listeners' critical facul-

ties are all at least good, then what's most 

amazing about their findings is that the re-

sults were always the same, no matter what 

equipment they used or who was listening 

to it or what they were listening to. Not one 

listener, under any circumstances, could 

consistently distinguish between high-reso-
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lution audio that was passed through the 

44.1kHz/16-bit CD "bottleneck" and audio 

that wasn't. 

Does this mean that someone else 

couldn't do a similar experiment and end up 

with different results? Not at all—and Meyer 

and Moran are urging others to do just that. 

After all, this is what the scientific method is 

all about: If your experiment comes up with 

a certain result, then by publishing it you 

are inviting the rest of the world to copy (or 

expand on) what you've done and to see if 

their results agree or disagree with yours. I 

would love to see this experiment duplicated 

often, and I would be delighted to see some-

one come up with different results. 

WHAT'S GOIN' ON? 

But watt a nunute—haven't we all heard 

the superiority of high-sample-rate audio? 

Leaving the tweak-heads aside, there are 

a huge number of people in this field for 
whom I have real respect—Moorer among 

them—who have experienced high-sample-

rate audio to sound more "spacious" or 

"detailed" or "enveloping." You might even 

be one of them. 

As it happens, I'm not, which is not to say 

I think everyone else is full of beans; I've just 

never experienced it in an environment that 

I feel was controlled enough for me to be 

comfortable making that kind of judgment. 
It's not that I'm lazy: As Meyer and Moran 

realized, setting up a test that could really 

be considered objective is not trivial. Even 

if I were the sole subject of the test, I'd still 

want lots of time, multiple music sources, 

incontrovertibly great equipment, an excel-
lent level-matching system and a very quiet 

(and consistent) room. 

I have had one experience that came 
close to this, but the result was inconclusive. 

At the press roll-out a dozen years ago of 

DSD at Sony's studios in New York, a group 

of audio writers got a demonstration of how 

the new system compared with a 20-bit PCM 

digital stream, as well as with a direct analog 

feed from a live band in the studio. I could 

hear some differences. Yet how to describe 

them—or whether I would hear them again 

in another time and place—I couldn't tell 

you. I did, however, mention a preference 

at the session for the way instrument decays 

sounded in PCM, to which David Smith 

(R.I.P.) replied, "We've heard that from oth-

ers. In fact, you'd be very flattered if you 

knew who else said that same thing." What 

the significance of that was, I guess I'll never 

know, but it didn't seem to get in the way of 

DSD ending up with plenty of fans among 

the recording community. 

But something is causing people to say 
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they are hearing differences. If a double-

blind test can't confirm those differences, 

then what's going on? For one possible 

reason, let's go back to Moorer's paper 

that I quoted earlier (called "New Audio 

Formats: A Time of Change and a Time of 

Opportunity," which can be found on his 

Website, www.jamminpowencom). Later in 

the paper, Moorer noted that humans can 

distinguish time delays—when they involve 

the difference between their two ears—of 

15 ms or less. Do the math, and you can see 

that while the sampling interval at 48 kHz 

is longer than 15 ps, the sampling interval 

at 96 kHz is shorter. Therefore, he says, we 

prefer higher sampling rates because "prob-
ably [my emphasis] some kind of time-do-

main resolution between the left- and right-

ear signals is more accurately preserved at 

96 kHz." It's an interesting starting point 

for a discussion, but to my knowledge it's 

never gotten past that point—as a theory, it 

has never been expanded upon or tested. 

And judging from the results of Meyer and 

Moran's experiment, it doesn't seem to be 

a factor. 

Some folks think it's all simply wishful 

thinking on everybody's part: The system 

costs more and has better specs; therefore, 

we make ourselves believe it sounds bet-

ter. There's something to that reasoning. 

Humans are a notoriously imperfect lot 

and tend to see and hear what we want 

to hear. Another very plausible reason is 

something that the authors discovered in 

their research. Despite the fact that no 

one could hear the difference in playback 

systems, they reported that "virtually all of 

the SACD and DVD-A recordings sounded 

better than most CDs—sometimes much 

better." As it wasn't the technology itself 

that was responsible for this, what was? 

The authors' conclusion is because they are 

simply engineered better. Because high-end 
recordings are a niche market, "Engineers 

and producers are being given the freedom 

to produce recordings that sound as good 
as they can make them, without having 

to compress or equalize the signal to suit 

lesser systems and casual listening condi-

tions. These recordings seem to have been 

made with great care and manifest affection 

by engineers trying to please themselves 

and their peers." 

WAIT, THERE'S MORE! 

But there's one more reason worth exam-

ining, among whose proponents is Ethan 

Winer—a musician, engineer, studio owner, 

manufacturer and iconoclast who's been 
in the recording business for some 40 

years—who is definitely of the "show-me" 

school of audio theory and is an outspo-

ken critic of "subjectivism"—that school of 

thought that encourages people to discuss 

the performance of audio components and 

systems using vaguely definable and often 

irrelevant adjectives instead of hard data. 

Winer's company, RealTraps, manufactures 

modestly priced acoustic treatment products 

for studios, so it's not surprising that he con-

tends that anomalies caused by the listening 

space and our place in it far outweigh any 

possible subtleties we might be picking up 

when we change sample rates. 

In an article on his Website (www. 

ethanwinencom), Winer points out that in a 

typical room, moving one's head or listen-

ing position as little as four inches can result 

in huge changes in the frequency-response 

curves one is hearing. What could be a 10dB 

dip in one spot at one frequency could 

be a 6dB boost a couple of inches away. 

These wide variations are caused primarily 

by comb-filtering effects from the speakers 

and from the various reflections bouncing 

around the room, which are present no 

matter how well the room is acoustically 

treated. Winer blames this phenomenon 

for most of the unquantifiable differences 

people report hearing when they are testing 

high-end gear. 

He writes, "I am convinced that comb 

filtering is at the root of people reporting 

a change in the sound of cables and elec-

tronics, even when no significant change 

is likely. If someone listens to their system 

using one pair of cables, then gets up and 

switches cables and sits down again, the 

frequency response heard is sure to be very 

different because it's impossible to sit down 

again in exactly the same place. So the sound 

really did change, but probably not because 

the cables sound different!" 

The test subjects in the Meyer/Moran 

experiment didn't get up and move around, 

and so the fact that they couldn't discern any 

differences in the two signal paths fits nicely 

into Winer's theory. In fact, his response 

when I sent him the article was, "Nothing in 

here surprises me." 

Am I sure that Winer is right? No, al-

though I think he's onto something, the way 

I think Moorer's thoughts about microscopic 

phase differences may be important in some 

way we haven't yet figured out. But I am de-

lighted to read Meyer and Moran's paper for 

two reasons: It confirms something I've long 

suspected and it throws down the gauntlet 

for further research to be done. 

Paul D. Lehrman doesn't have much fre-

quency response above 10 kHz, but consid-

ers himself more aware than ever 
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ED SPECIAL SECTION 

New -York's 
Met 
In HD 
BY GARY ESKOW 

oloratura performances might 

not have changed much since 

Mozart's time, but the opera ex-

perience itself is certainly going 

through a profound sea change. Techno-

logical advances have allowed operas to 

be broadcast on PBS and other outlets in 

high def and surround, and this season the 

Metropolitan Opera is also showing eight 

of its productions live in theaters across the 

world in HD. It's the latest and boldest step 

in what has been a long evolution for opera 

on television. 

For more than 25 years, Jay David Saks 

has been involved in the tech end of the 

Met's broadcasts, first as engineer, then 

audio producer. Once an aspiring conduc-

tor, Saks got involved in producing clas-

sical and Broadway cast albums (and has 

earned nine Grammy Awards in the pro-

cess) while working with the Met on the 

side; when the company's musical director, 

James Levine, became dissatisfied with the 

quality of the Met's famous Saturday radio 

Opera Hits 

A High Note 

With High-Tech 

Broadcasts 

broadcasts, he brought in Saks to handle 

music production. Untrained as an engi-

neer, Saks developed his technique as a 

mixer under fire. "I decided that I wanted 

to mix live myself rather than work with 

an engineer at the board," he says. "At 

that time, there was no post-production at 

all." Saks mixes from a permanent control 

room at the Met with a large window that 

provides a clear view of the entire stage. 

"This is extremely useful for opera, where 

singers constantly move about the stage. 

"I used to mix a lot of my recordings 

back in the 1980s; and even today, when 

I'm working in post with Ken Hahn at Sync 

Sound, I function as a co-mixer," he adds. 

The Met records dress rehearsals and the 

live broadcasts of all its HD transmissions, 

and repurposes material culled from these 

performances for later television replay on 

PBS and DVD release. 

"We do post-production on all of the 

HD shows, and the audio work is executed 

at Sync Sound, my home away from home 

Sync Sound's Ken Hahn fright) and the Met's Jay David Saks 

for the last 20 or 25 years," Saks says. "The 

original HD shows themselves are live. 

Whatever happens—missed notes, mix or 

video mistakes, warts and all—that's how 

it goes out. When we're working in post, 

though, we have options. If the soprano 

missed a high C but nailed it in rehearsal, 

we'll insert the good take to fix the spot." 

At the most recent AES show, Saks and 

several Met engineers looked for a digital 

console to replace their aging Studer board. 

"Recall was never that critical to our process 

Met Opera general manager Peter Gelb (right) looks on in the control room 



A scene from Gounod's Roméo et Juliette, one of many Metropolitan Opera performances broadcast in HD 

when we were simply broadcasting live on 

Saturdays. These days, we have multiple pro-

ductions alternating at the same time. We're 

constantly juggling; sometimes we'll rehearse 

a show two weeks before its production. And 

as time goes on, our productions have gotten 

more and more complicated. They require 

more microphones and other resources—in-

cluding reverb—and we find ourselves writ-

ing down dozens of notes, drowning in mil-

lions of tape snips telling us where the trims, 

EQ and revert) settings are." 

Wait, did Saks just say that the Met uses 

reverb in its broadcasts? What would Mozart 

say? "Here's the thing: For all those years be-

fore I got here," Saks replies, "the broadcasts 

sounded dry and constricted because the 

house—while a comfortable listening envi-

ronment when you're sitting there experi-

encing a production—yields a dry recorded 

sound. I use fairly close-rniking, along with 

more distant miking, and without reverb the 

sound is simply not right and surprisingly 

doesn't sound the way it actually does live. 

From the beginning, I started using reverb, 

even though we only had a spring chamber 

in the early days! 

"After the rust season or two. we got a 

digital reverb," he continues. "We're currently 

using a Lexicon 480L. I ny to make reverb 

sound like it isn't artificial.I also use compres-

sion, filtering and EQ—anything to re-create 

in someone's mind the sense that they're 

experiencing an excellent live performance. 

The irony is. to do that I have to use these 

processing tools! 

"There's a big difference between re-

cording an opera and an orchestral concert. 

When one records an orchestra in a concert 

hall, you're able to pretty much place micro-

phones wherever you need to. But opera is a 

visual art, so I don't have the freedom to hang 

a tree or place microphones on stands where 

they'd be in full view of audiences both in 

the opera house and in HD. As a result, all of 

my rniking is either too close to the orchestra 

or too far away from them, and usually not 

in ideal locations. Same goes for the singers. 

If I were making a recording of an opera, I'd 

mike completely differently." 

Surround sound has had no impact on 

the Met's live radio broadcasts. "We're still 

working in stereo," Saks says. "However, 

for HD transmissions I can't handle both 

stereo and 5.1 simultaneously, and the Met 

doesn't want someone else doing a separate 

surround nix. Our live stereo mix signal 

is fed to a truck sitting out on Amsterdam 

Avenue. The guys in the truck use Dolby to 

up-convert to a 5.1 stream. Price to our first 

HD transmisison last season, I went down to 

Dolby with samples of Met stereo broadcast 

recordings, and we very carefully set the 

parameters that would work best. We then 

went over to Digital Cinema, Sync Sound's 

cinema studio, to verify the quality of the 

signal. Ken Hunold, a Dolby employee, sits 

in the truck on Amsterdam and checks the 

up-conversion in real time. Ken brings the 

converter box, and our production mixer, 

Tom Holmes, sits with him. In preparation 

of the past work to come, we use David 

Hewitt's multitrack truck. David records 

everything to Pro Tools." 

Once the elements of a show—including 

intermission interviews, PBS fund pitches 

and other ancillary material, in addition 

to the multitrack—have been assembled, 

Saks moves over to Sync Sound. "I start out 

editing with John Bowen fixing music and 

performance errors and making inserts. We 

might spend just a day on a show, or could 

go up to three on this part of the process. 

Then I move over to another room to work 

www.mixonline.com • April 2008, MIX 29 



New York's Met in HD  

with Ken. Over the years, the Met's pro-

ductions have become more complicated, 

and I'll know that there are spots that need 

additional work. Ken and I often work for 

three or four days together. 

"Once the stereo mix is completed, 

we'll make a real discrete 5.1 mix, not an 

up-converted one, mostly for DVD release, 

PBS broadcast and archival purposes. On 

occasion though, we will just up-convert 

the stereo version. The technical complex-

ity of the production's recording is a factor. 

We always ask ourselves if a 5.1 mix built 

from the stems and tracks will really yield 

a product superior to an up-conversion. If 

we're convinced that it's worth the time, 

we'll go ahead and make the 5.1 ourselves. 

As far as the theatrical broadcasts, I have to 

say that we've gotten great response to the 

up-conversion, even from audio pros." 

Delays are an unavoidable part of the 

live-transmission process. The task of mini-

mizing any disjunction between the audio 

and video streams falls to Mark Schubin, 

who holds the title of engineer in charge, 

Media Department at the Met. 

"There are several issues to consider," 

says Schubin. "The first is not transmission-

related; it's based on the way theaters are 

constructed. Every loudspeaker you see in 

a theater carries surround material; the left, 

center and right speakers are all behind the 

screen. In a theater, the audience hears the 

bulk of the surround sound coming from 

in front of them. In the home, the majority 

of the surround information comes from 

speakers in the rear. Jay has to construct 

his 5.1 post mixes keeping this distinction 

in mind. 

"Time delays are interesting from two 

standpoints. First is absolute time delay itself. 

We distribute our surround sound via AC3 

encoding. AC3 has a significant delay on the 

order of six television frames for the encoder 

and one more for the decoder. That would 

be an absolute nightmare were it not for the 

fact that video encoding and decoding takes 

even longer! We can dial in the specific delay 

we want for the audio, and to make sure that 

everyone gets it right we do extensive lip 

synching prior to a show so that the theaters 

can adjust the audio and video streams. For 

two hours we send out signals. 

"The second issue is a bit trickier. It in-

volves the way human beings establish an 

audio perspective. The speed of sound is 
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800 315 0878 or 573348.3333 

The finest facilities in the 

world rely on Argosy 

studio furnishings 

so can you. 

2008 Amoy Consoke, Inc 

roughly 1,100 feet per second. At that rate, 

37 feet is one television frame in the U.S., 

more or less. If a singer is standing 37 feet 

back from the lip of the stage, where Jay has 

established his microphones, the singer's 

sound will, therefore, be one frame late. In 

a theater, someone might be sitting 37 feet 

from the screen as well, adding another 

frame of delay. 

"This isn't necessarily a problem, though— 

at least not yet. In television, a lot depends 

on what the director is doing. If he or she is 

showing a wide shot, no sweat—the audi-

ence expects the sound to be delayed. If a 

close up is being presented, however, there 

can be a problem: I'm seeing a big face and 

my brain says that it should be accompanied 

by immediate sound. We get the occasional 

complaint that lip sync has changed during 

the transmission of a show. That hasn't hap-

pened; there's really just been the introduc-

tion of an acoustic perception issue. There's 

not much we can do, though, and by and 

large the audiences have been happy with 

the link we've created between the audio and 

video that we deliver." 

Gary Eskow is a Mix contributing writer. 
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The gear is just the start. 
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House of Worsh ,p, Post Production Facilities - our local 

audio experts are ready to assist you by phone or in person. 

Sure it starts with the gear, but don't you wont more? 

Visit us today at www.gcpro.com or call 800-935-MYGC. 

Music • Post • Live Sound • Lighting 
F7- ri"="71:1 

st) 2008 Guitar Center, Inc. All rights reserved 
All Images and trademarks are property of then' respective holder • www.gcpro.com 



D ESPECIAL SECTION 

MAKING 

The HD 
TRANSITION 

With the Coming 

DTV Changeover, 

Facilities Take a 

Systems Approach 

To Upgrades 

Main control room at WINE TV Production; 

photo at right shows one of WINE TV's new HD-

equipped production trucks. 

It's a safe bet that every broadcaster, 
network and facility manager across 

America has February 17 circled in red 

on their 2009 calendars. And as that 

D-Day approaches for the mandated analog-

to-digital television transition, there's a lot of 

retrofitting, rebuilding and renovation going 

on. That part is hardly news to folks in the 

industry—the confusion that kicks in that day 

among average Joe/Jill consumers will be the 

real scary part, but that's another story. 

In addition to offering the improved reso-

lution, channel selection and full-on surround 

capabilities that DTV provides to end-users, 

the upcoming changeover gives broadcast-

ers and content producers a good excuse to 

upgrade their facilities. The key here is not 

simply a transmitter revamp, but examining 

every aspect of the production/transmission 

chain. And this extends not only to cameras, 

monitors, switchers and mixers, but also to 

the system's entire backbone—routers, serv-

ers, storage, archives, hubs, communications, 

acoustics, lighting, floor plans, etc. 

We spoke to integrators from three facili-

ties in the process of their HD/DTV upgrade. 

All embrace the bump to higher-resolution 

BY GEORGE PETERSEN 

HD programming, but they also see this as a 

chance to provide more ergonomic workflows 

with the added benefit of greater reliability 

and faster production. These facilities—the 

Trinity Broadcast Network, World Wrestling 

Entertainment and WGBH Boston—serve 

highly divergent audiences, but all share a 

common zeal for production excellence. Ana-

log or digital, some things never change. 

TRINITY BROADCASTING NETWORK 

Based in Southern California, TV Magic is a 

broadcast and A/V systems integrator and 

engineering company founded nearly two 

decades ago. TV Magic has completed some 

200 projects during that time, ranging from the 

CBS Studio Center production truck to a full 

FED production infrastructure for the Crystal 

Cathedral Ministries' Hour of Power program. 

Featured on more than 5,000 televi-

sion stations, 33 satellites, the Internet and 

thousands of cable systems, the Trinity 

Broadcasting Network (TBN) is the world's 

largest Christian TV network. Two years ago, 

TBN asked TV Magic to design a flexible, 

automated master control system supporting 

five DTV channels, and install that system 

across 32 of the network's affiliate stations 

throughout the United States. Having com-

pleted that, TV Magic is now implementing 

a full redesign of TBN's facility operations 

center in Tustin, Calif. That complex has 

five studios and does audio sweetening and 

post-production, but "the audio control is 

about 20 years old—all analog—and limited 

as to what it can do," says TV Magic design 

engineer Craig Clayton 
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Audio control ot TEIN's Costa Mesa focally 

"We designed a new state-of-the-art fa-

cility for TBN in Costa Mesa [near Tustin] 
that's all HD," he continues. "It also has a 

huge live audience facility that's also all-HD, 

with an SSL C200 in it. They've pretty much 

standardized on that mixer and put them into 

their facilities in New York and Dallas. So es-

sentially we're doing the same thing in Tustin, 

bringing that facility up to date." 

Still under construction, the Tustin facility 

is slated to be completed in early summer 

2008 and is expected to mirror many of the 

approaches that were successful in other TBN 

installs. The acoustician is Carl Yancha• (who 

also did the Costa Mesa facility), and sur-

round monitoring is via Klein & Hummel. 

With a variety of programming and proj-
ect needs, one of TBN's considerations was 

versatility. "We're using the SSL's Stage Boxes 

in the studios as a fiber interface into the 

mainframe so they can put two Stage Boxes 

into each of the studios, with 48 mics from 

each—up to 96 mic feeds total, plus about 

40 returns and GPI for control," Claytor ex-

plains. "They're mounted in roll-around cAses 

so they can easily be moved from studio to 

studio. For redundancy, there's copper wir-

ing as a backup, as well as a smaller Yamaha 

DM2000 mixer, in a second control room, 

which is used for simultaneous shows in two 

different studios or to serve as a backup." 

Both rooms are fed from a router. "We use 

a lot of MADI interfacing to feed the AES/EBU 

back and forth within the facility. MADI is 
nice, handling 64 channels on a single cable. 

In a large, stretched-out facility where the 

cable conduits are already mostly full, MADI 

allows us to do things we couldn't do other-

wise," says Clayton In terms of longer-distance 

file exchanges, "We also have a DigiDelivery 

system for moving Pro Tools files from facility 

to facility. With studios in New York, Atlanta, 

Nashville, Dallas, Costa Mesa and Tustin, 

there will be a lot of file transfers?' 

With TV Magic's proven track record, there 

are always nuances and lessons to be learned. 

"One thing that's been an issue in all facilities 

is maintaining lip-sync with the video," day-

tor continues. "Whenever you process the 

video or route it to a different machine, you 

stand a chance of losing sync. Multiple delays 

often occur in video equipment, so it's abso-

lutely necessary to have an audio delay line 

with each piece of video gear, every time we 
up- or down-convert It's less of a problem 

with embedded audio, especially when the 

metadata is there. as well." 

There are other less-obvious, but still 

important aspects to maintaining AN syn-

chronization. "All the video monitors in the 

audio studios have to be HD-capable," Clay-

tor warns. "When viewing an analog monitor 

that's been down-converted, you could be 

seeing a lip-sync issue that's not really there. 

with two or three fames of delay. A lot of 

thought needs to be put into that process." 

WORLD WRESTLING ENTERTAINMENT 

For nearly a quarter-century, World Wrestling 

Entertainment (WNW) has attracted a tre-
mendous, global audience. WWE's flagship 

television programs include Monday Night 

RAW on the USA Network and SmackDown 

on UPN—both top-rated shows. 

The company recently began a $20-mil-

lion transition to HD, including two new 

state-of-the-art production trucks and HD 

file-based workflow and systems upgrades to 

its WWE TV Production facilities at its head-

quarters in Stamford, Conn. As part of the 

transition, WWE signed a $12-million deal for 

a Thomson server-based HD production and 

distribution workflow that includes services 

from Thomson, along with a Nesbit Systems 

media asset-management (MAM) system. 

"It's been a huge upgrade over the past 

year," says director of audio post-production 

Chris Argento, a 13-year veteran at WWE. 

"We've secured a Grass Valley K2 server, and 

our NLE (non-linear editing) has gone to 

the Grass Valley Aurora systems. These are 

complemented by Final Cut Pro. When we 

moved to HD, we put in the K2 server, which 
I believe is one of the largest in the world." 

WWE's HD digital production system will 

have 16 HD ingest channels and a minimum 

rapacity of 2,000 usable hours of HD with 

15,000 hours of online disk base proxy stor-

age. The system is designed to support 200 

named tísers and 50 simultaneous users, 20 

full-resolution viewing seats and 36 full-fea-

tured multistream NLEs. 
Unfortunately, with a constantly busy 

schedule, there simply isn't time to shut 
down during renovations—certainly a prob-

km shared by other facilities. "The HD video 

has been an enormous upgrade, especially 

considering the throughput we're keeping up 
with every week from our two new trucks in 

the field," Argento adds. 

But with all the attention to HI) picture, 
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MAKING The HD TRANSITION 

the audio side hasn't been ignored. "In terms 

of audio, we're moving OMF files from the 

Auroras and the Final Cut Pros. Right now, 

we're working with proxy video in SD, but 

we'll be moving to HD once we upgrade our 

Fairlight systems to the Crystal Core technol-

ogy. Currently, we're working on the QDC 

machines, which have been rock-solid for 

years, but Fairlight's Crystal Core has embed-

ded Picture Track, with full HD video right 

on the audio timeline." 

Most of the audio flow at the WWE TV 

Production complex involves audio post-

sweetening and sound editing for shows, and 

sound design for what seems to be an unend-

ing string of promos and spot campaigns. 

"We're working on Fairlights and mixing on 

Euphonix System 5s—in fact, our third System 

5 comes online in a couple weeks. They're 

great desks—the speed factor is awesome and 

the automation is phenomenal. It's not a desk-

top, mixing-in-the-box setup, but it's worked 

out pretty well," says Argento. "In terms of 

archiving effects, with Fairlight's AudioBase 

it's been incredibly easy to keep track of ev-

erything. We also have an rnSoft server, which 
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keeps all our generic effects libraries—Sound 

Ideas, DigiFx and such. We do a lot of last-

minute promos right before airing, and it's 

easy to find what we need in a hurry." 

In terms of the transition to surround 

sound, Argento is more concerned about 

making it happen correctly rather than quick-

ly. 'We're delivering in stereo now, but we've 

been building up our crowd libraries in 5.1, 

from hanging surround mics in the arenas. No 

crowd sounds quite like a wrestling crowd! 

"In the next six to eight months," he adds, 

"I'm looking to take the program to full 5.1, 

but now we're still doing stereo. We don't 

have a set timetable or schedule for moving 

to full 5.1 production. Digital TV does not 

require 5.1, although it enables you to do 

that. We want to make sure that when we 

go to 5.1, it's good and isn't just gratuitous so 

we can say we have six channels. And we're 

going to be less static than most other people 

have done. We're not simply going to throw 

ambience into the rear channels; ours will be 

dynamic. When we do things here, we really 

do it. We like to do things big." 

WGBH BOSTON 

Having offered systems integration, design 

and consultancy services to top-drawer cli-

ents such as Viacom, Saturday Night Live, 

CNBC, CNN and Fox News over the past 

two decades, New Jersey—based The Systems 

Group was an excellent choice to handle 

design of the all-new WGBH Foundation 

production and post operations. 

Completed this past October, the WGBH 

project included at least six rooms equipped 

for HD surround mixing and sound for HD 

picture. With two audio control rooms in 

the radio area and two audio post rooms, 

two audio production control rooms for TV 
and 30 to 40 Avid systems, it's hardly your 

typical public broadcasting facility, according 

to TSG's VP of engineering and technology, 

Scott Griffin, who leads TSG's engineering 

and consulting team. 

"What they call 'FM One' is a full-scale, 

large recording studio," notes Griffin. "It's 

based on an SSL C200 digital console. The 

rooms are all acoustically designed by Jan-

son Design Group and the sunound audio 

throughout the plant is all Dolby-E-encoded. 

Uncompressed audio between Avid-and-Avid 

and Avid-to-Pro Tools is handled as OMF 

files. In the radio environment, files are sent 

to Broadcast Electronics' AudioVAULT, with 

trading of WAY and BWF files between the 

two sides of the building, as well." 

As in any large facility, efficient file ex-

change is critical. "We migrated them to a 

large Grass Valley K2 play-to-air server and 
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MAKING The HD TRANSITION 

they have some legacy Grass Valley units 

used for play-to-production," Griffin says. 

"Using universal interface modules, they are 

actually moving video files from the indi-

vidual Avid suites into the recording/produc-

tion server. There are also a number of Avid 

Unity servers that different workgroups use, 

and several stand-alone systems, where files 

are simply sneaker-netted. We made sure 

that every Avid workstation had a network 

connection to a SAN or to the production 
servers for FTP'ing files from the north post-

production building across fiber connections 

to the south production building, which has 

the TV Air and Radio Air rooms." 

Yet even with major upgrades, there are 

still small snags that can crop up and wreak 

havoc with the audio. "Even in some of the 

newer DTV stations, the surround environ-

ment in master control is iffy. Time and 

time again, my guys are amazed that master 

switcher manufacturers aren't putting more 

control options into their monitoring sections, 

so you could actually hear what's coming out 

and what's coming off-air," Griffin warns. 
"I want to see what it sounds like in 

surround or in stereo, or how it sounds in 

Essential Broadcast Tools 

-71 ivsri 

Radio control room A at WGBH Boston has an 5.5L C200 console. 

mono," he continues. "All public broadcasters 

have a wealth of surround and HD program-

ming, and there are many master control 

rooms that aren't equipped to monitor prob-

lems like phase cancellation or indicate when 

channels aren't where they're supposed to 

be. Even if there's something as simple as a 

phase flop, there's no way to tell." 

Another issue that needs more attention 

is "the interface between the automation sys-
tems and the traffic systems, and how things 

are handled in the surround environment," 
Griffin adds. "This includes the whole inter-

Two simple reasons why broadcasters are turning to the Oxford 
Plugins to improve their sound - Loudness and Clarity. 

Hear for yourself why the Oxford Plugins from Sonnox are at 
the top of their class, and download your demo versions now. 

Sonnox 

Oxford Dynamics 

Compressor, Expander, Gate, Limiter, S/C EQ 
and Warmth sections Selectable re-dithering 

Very low noise and distortion 

play of the BXF standard and how it would 

handle switching between a 2.0 source on 

one program segment and a surround source 

on the next. Right now, we're a year away 

from everybody having DTV; will that set-

top box be switching coil ectly to match the 

format of the program coming in? The BXF 

standard is in development right now, and 

a lot of the automation and traffic vendors 

are developing on it, but the fruits of those 

labors are yet to be fully realized." 

George Petersen is Mix 's executive editor. 

Loud and Clear 
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5 band parametric with filters up to 36dBioct, 

four different EQ types, double precision giving 
very low noise and distortion Includes A & B 

settings 

Oxford Limiter 

Reconstruction meter shows actuar signal rather 

than sampled signal Enhance mode increases 
perceived loudness Comprehensive dither and 
noise-shaping 

Oxford Inflator 

Increases loudness and presence with analogue 

sounding warmth Soft clip mode gives extra 
virtual headroom above OdB Band split-mode 

www.sonnoxplugins.com 
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SPECIAL SECTION 

BY JANICE BROWN 

Justin 
Timberlake 

Live in 

Your 

Living Room 

Re-Creating a Concert in the Round in High-Def Surround 

L
ast year, Justin Timberlake worked 
out a diverse repertoire to per-

form along with the densely lay-

ered songs on his latest album, 

FutureSeY/LoveSounds, live on tour. With 

longtime collaborator and musical director 

Kevin Antunes, Timberlake developed a 

"theater-in-the-round" live production that 

immersed his arena audiences in Future-

Sex-style surround sound. In September, 

HBO brought this concert into living rooms, 

broadcasting Timberlake's August 16 New 

York City Madison Square Garden show in 

high-definition and Dolby Surround. 

Timberlake and Antunes developed the 

FutureSex/LoveShow as a surround sound 

experience from the start. "When I first met 

with Justin to write this concert, he knew 

he wanted to do a theater-in-the-round 

show, one that brings the whole crowd 

together as if they were coming into his 

living room," Antunes describes. "At that 

point, we decided to set up the arena with 

four designated speaker outputs and subs, 

and design the show—with Andy Meyer at 

front of house—to be mixed in surround 

sound." 

Antunes programmed the show in 

MOTU Digital Performer, incorporating 

sounds from the album multitracks for out-

put to samplers onstage, and developing 

surround sound design elements inspired 

by the stage setup and the show's strong 

visual content. The speaker arrays were 

hung out over the four corners of the 

stage and acted as the surrounds for An-

tunes' sound design. "Right from the top 

of the concert, at the start of the song 'Fu-

otempiiiimme 

Kevin Antunes, Timberlake's 

longtime musical director 

tureSex/LoveSound,' you hear the words 

'future,' sex,"love' and 'sound,' which 

I'd cut up and assigned each to speakers 

one through four, and then set to alternate 

between the different speakers," Antunes 

explains. "I put stutter and echo effects on 

each word, and programmed the SMPTE 

code with our lighting designer, so as it 

would hit each speaker the crowd would 

be lit up in that area." 

Throughout the show, Antunes' sur-

round sound design accented the inte-
grated video and lighting design, and often 

served to segue between songs to keep the 

show's nightclub pace. "At the end of one 

song, there was this whole twisted, Salva-

dor Dali-style grandfather clock ticking at 

the song's tempo and then slowing down," 

he explains. "Then, a kind of stopwatch 
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Justin 

ticking counterclockwise around the arena, 

one speaker at a time, and then the grandfa-

ther clock hitting each diecrete speaker with 

the lights by section again." 

In pre-tour rehearsals, Timberlake, An-

tunes and Meyer worked out the most ef-

fective spread for all of the show's audio 

stimulants, starting with Timberlake and his 

11-piece band and backup singers. Meyer 

mixed on a Digidesign VENUE with 96 in-

puts; a minimum of 86 inputs were going at 

any given time. "During rehearsals and later 

in soundcheck, Justin would sit with me, 

and because it was a recallable console he'd 

actually move the faders to show me what 

he was feeling," says Meyer. "Obviously, he 

has the best understanding of the music, 

but he also really gets how it represents in 

the RA. He'd turn up a drum loop and turn 

down the snare because he thought it felt 

better, and it did. He knows what he hears 

and what he wants, and he's always right 

when he makes changes." 

Sealing the deal for an HBO special at 

the outset of the tour, Timberlake saw the 

opportunity to create a unique experience 

for HDTV and DVD, pulling at-home view-

ers into the show by immersing them in 

the rush and roar of the crowd, with the 

dynamic sights and sounds in high defini-

tion. "The people at HBO believed in Justin's 

ability and his musical vision for this 'in-the-

round' live mix that we could re-create in 

5.1 surround in the studio," Antunes notes. 

"HBO and the director, Marty Canner, were 

totally behind him all the way. When Marty 

saw what Andy was doing at FOH and when 

they found out we were getting Jay Vicari 

onboard, they had no doubts about it." 

It was an HBO concert reunion for 

Timberlake, Antunes and Vicari, as well as 

Canner and producer Randall Gladstein, 

who'd all worked together on the 2000 HBO 

broadcast of *NSYNC at MSG. An indepen-

dent audio engineer who mixes the musical 

performances on Saturday Night Live, and 

that of many a 5.1 awards-show broadcast 

with the XM Productions/Effanel Music team, 

Vicari tracked the FutureSex/LoveShow on 

August 16 from Effanel's ICON-equipped 

L7 truck outside the venue. With 102 tracks 

traveling via fiber to dual Pro Tools HD6 

rigs inside the truck, Vicari and co-pilot Joel 

Singer got a live stereo mix going on the 

ICON D-Control. 

To suit the arena setup and capture the 

audience and room in a way that would 

translate in the 5.1 television mix, Vicari 

notes, "We miked the whole arena to capture 

that 'in-the-round' feeling. We set up audi-

ence mics at far-front, far-rear and two sets in 

XM/Effonet Studios' chief engineer, Rob Macomber 

the middle, halfway back from the stage." 

While the production moved to the Cana-

dian leg of the tour, Vicari brought the tracks 

back to XM Productions/Effanel Music's 

Studio A at Jazz at Lincoln Center (New York 

City), and began assr-mbling the 5.1 mix. After 

a few days, Timberlake, Antunes and Meyer 

flew back down between shows to work with 

Vicari and co-mixer/editor Rob Macomber, 

chief engineer at XM/Effanel Studios. 

As with the live sound design, Timberlake 

was extremely hands-on in the 5.1 mixing 

process. "By the time I inherited this project, 

everybody had a real good idea of what they 

wanted to do," says Vicari. 'We were going 

full-on 5.1, so I set up and pre-built every-

thing on the console so that we could make 

anyone's 5.1 ideas happen in a split-second." 
They mixed off of a 48-channel D-Control 

on a Pro Tools HD6 Accel system, and moni-

tored on five ADAM S4A monitors with four 

SublO subwoofers. A stereo mix was simulta-

neously created with 5.1 monitoring through 

the Waves M360 Surround Mixdown. 

The in-the-round arena show, with all of 

its swirling effects and sound design, trans-

lated successfully to 5.1 surround, though the 

process to get it there was far from seamless. 

In total, this session spanned seven days, 

three of which Vicari and Macomber spent 

solo. "We did this as one long-form session 

that was automated from beginning to end," 

says Macomber. 'When Justin, Kevin and 

Andy got here, we started at the beginning 

and worked our way to the end over just a 

few days." 

Having Timberlake, Meyer and Antunes in 

the studio eliminated a lot of guesswork. Ma-

comber notes, "A lot of the mixing, in terms 

of balances on particular songs, were really 

driven by Justin because he knows what he 

wants to hear and at what levels. Also, with 

the complexity of this session and the time 

limitations, it was invaluable to have Andy 

Meyer there telling us what he'd been doing 

and using on the VENUE. In a lot of riss, we 

were able to get the exact same sounds us-

ing the same processors." They used Meyer's 

settings in Line 6 Amp Farm on Timberlake's 

vocal on "Sexy Back," for example, and his 

settings in Trillium Labs' TL. EveryPhase on his 
vocal for "FutureSex/LoveSound." 

The ultimate success of the 5.1 mix for 

HBO hinged on how close the team could 

get to re-creating the "FutureSex/LoveShow" 

experience for a living-room audience. "Our 

goal was not to produce a pristine mix," Vi-

cari points out. "And though the parts were 

there through Kevin's arrangements, we 

weren't trying to emulate the record, either. 

We were taking a whole other step in trying 

to visualize the experience of being in that 

arena and then go with our gut in re-creating 

that feeling for a 5.1 surround setting." 

For the most part, Antunes' sound-design 

elements transferred swimmingly. "The intro 

had sounds sweeping through the entire 

interior of the arena, and it did exactly the 

same thing in the mix for television," says 

Vicari. "We were able to urili7e those 'sur-

round' elements similarly throughout the 

entire show mix." 

Timberlake insisted that the team take a 

fresh approach on every song and, in general, 

try all kinds of unconventional panning and 

placement. Vicari expresses, "There is an 

overall sound-design continuity to this show, 

but after that there are no rules—different 

elements come out in different places at dif-

ferent times. Justin was the main proponent 

of us doing things so differently." Macomber 

recalls, "On `FutureSex/LoveSound,' Justin sat 

here and flew his vocal all around the room. 

This particular live show setup, and the visu-

als, really opened the door for all kinds of 

creativity." 

With bandmembers playing both live 

instruments and sampled sounds, there were 

so many elements to spread out across the 

surrOund field, not to mention all of the 

surround-oriented live show effects. Take 

the synth section alone, says Macomber: 

"There were three large keyboard rigs, each 

of which held several synths that each gen-
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erated five, six different sounds per song, 

which allowed different placement for each 
sound." As creative as the 5.1 mix got, 

however, Vicari kept a foundation locked 
down to match the camera's focal point; 

Timberlake's vocal, bass and kick drum 
anchored the mix pretty consistently in the 

center channel. 
Timberlake wanted the 5.1 surround mix 

to include as much crowd noise as possible, 

which presented the session's biggest chal-

lenge. "Getting our audience mics and all 
the panning aligned in the right location in 
the room was very difficult since our audi-

ence mics were picking up the whole room 
sound," says Vicari. "I would do passes of 

just audience, trying to keep it consistent 

as Justin moved out on the arm of the 
stage into the audience. I gave him the 
most amount of audience without his vocal 

sounding like it was drifting off, and he'd 
still want more." 

Meyer adds, "We had to time-align the 

audience mks with the actual mix so that 
when we added audience, it didn't wash the 
mix out—it actually added greater definition 

to what was going on in the Garden. In 
those audience mics, you're hearing the P.A. 

and the crowd and the 

room, which, with the 

right placement, makes 
you feel just like you're 

standing in the arena." 

Macomber configured 

the mixes for delivery to 
HBO. "We delivered 5.1 

and stereo prints-24-bit, 
48k WAV files of con 

tinuous show," he note,, 
"The show wasn't ed-

ited down in any way, 

so there was really no 
conforming to do on our 
end. We mixed off of a 

reference standard-defi-

nition video and printed 
everything down to the 
session, and delivered them time-stamped 

audio files." At Timberlake's request, aside 
from broadcast compression, the audio was 

untouched after it left JALG Studios. "There 
was absolutely no audio sweetening or 

mastering done to the files," says Macomber. 

"Justin was really particular about this, and 

the HBO producer was adamant about ad-

hering to his wishes." 

Front-d-house engineer Andy Meyer at the Digidesign VENUE board 

According to Antunes, following the HBO 
broadcast there were accolades all-around. 

"We all got e-mail from one of the big VPs 

over at HBO telling us that this was one of 

the best mixes they've ever heard for any of 

their music specials—ever." 

Janice Brown is a freelance writer based in 

New York City. 
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THE 50TH ANNUAL 

Awm 

. ACA 

BY TOM KENNY 

t
1 ach year, the audio team for the annual Grammy® Awards telecast 

looks to top itself, to introduce at least one new wrinlde to improve 

the viewer's audio experience. When high-def picture raised its head 

at the turn of the century, 5.1 sound came with it. When dual stages 

became the norm and the number of acts reached more than 20, tag-team music 

mixing was introduced. When the time crunch became nearly unmanageable, a 

mirror to the XM Productions/Effanel L7 truck environment was built on-site and 

Digidesign D-Command consoles/Genelec monitor systems were installed. 

This year, for the fast time at the Grammys and the 

first time on any show of this size/magnitude, only a 

5.1 signal was sent from the Staples Center (L.A.) to 

the satellite and down to CBS New York, where the 

down-conversion to stereo was handled automatically. 

An identical Dolby chain was built on-site, but only for 

monitoring. There was no separate "stereo mix." 

"We looked ahead to February 2009. when they 

turn off the analog transmission lines in this country," 

explains Hank Neuberger, audio supervisor for the 

telecast. "We see it coming, where staticris will only 

be passing 5.1 channels of audio around. It just makes 

sense, and our friends at Dolby have made it possible to do with confidence." 

The core Grammy audio crew has been intact for a number of years now 

and has won Emmys and TEC Awards. The music mix was once again handled 

by John Harris (his 16th Grammy Award show) and Eric Schilling (his fourth) 

in the XM Productions/Effanel L7 truck, operated by lead engineer Joel Singer. 

Phil Ramone sat in the main NEP Supershooter and served as executive audio 

producer ("I have a button that says more bass, less bass,- he jokes), while 

Ron Reaves again mixed front of house and Michael Abbott wrangled all audio 

systems and personnel as audio coordinator. For Mix's tribute to the 50th an-

niversary—including production videos—visit mixonline.com/grammys. II 

A TV audio dream team. Front, 

from left: Randy Ezrany, VP XM 

Productions; Maureen Droney, 

executive director, P&E Wing of 

Recording Academy; Eric Schilling, 

music mixer; Leslie Ann Jones, 

Recording Academy, house sound 

supervisor; Ron Reaves, front-

of-house engineer. Rear, from 

left: Glern Lorbecki, P&E Wing 

co-chair; John Cossette, executive 

producer; John Harris, music 

mixer; Hank Neuberger, audio 

supervisor; Rickey Minor, musical 

director; and Phil Ramone, 

broadcast supervisor. 

Joel Singer, lead engineer of XM Studios, left, with music 

mixers John Harris and Eric Schilling 

Clockwise, from above 

left: Michael Abbott, 

audio coordinator; 

David Bellamy of 

Soundtronics, RF 

coordinator; Ron 

Reaves, FOH; and 

Klaus Landsberg of 

KFL Audio, audience 

mics 

It 
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PRODUCER'S DESK  
BY BARBARA SCHULTZ 

Steve Osborne 

Happy Mondays Lead to Good Times 

S
teve Osborne got into the audio 
business just in time to be "old 

school." He came up through the 

ranks—all the way from tea boy to house 
engineer—at Trident Studios (London) in 

the '80s. As an engineer at Trident, he had 
the opportunity to work with some of the 

hottest producers in the business, includ-

ing Flood, who brought Osborne over to 

Ireland to help record U2's Pop (1997). He 
cut all of Paul Oakenfold's productions to 

analog tape for four years, including the 
Happy Mondays' seminal Pills 'n' Thrills 

and Bellyaches, which he co-produced. 
By the time analog tape was on its way 
out, Osborne was ready to become a 

producer in his own right: one of a new 
breed that would blend not only analog 
with digital technologies, but also real in-
struments with synthesizers in a way that 

supported a band sound. 

In his production work, Osborne truly 
lets the music be his guide. His break-

through was arguably via the band Starsailor, whose pro-
cessed vocals are layered with electric rock/pop instru-

ments. Osborne has also produced all of KT Tunstall's 
albums, bending her singer/songwriter sound to suit her 
vision and her latest crop of songs. And it was Osbome's 

rhythmic, guitar-heavy production of New Order's 2001 

comeback album, Get Ready, that convinced guitarist 

Keith Strickland of The B-52s that Osborne must produce 

Funplex, the new wave 
pioneers' first studio al-

bum in 16 years. Osborne 
says that Funplex is a "B-

52s album, but for now. 

It's a bit more raw, and I 

think we're a bit more up-
to-date with the beats." It 

makes for a striking com-
bination—an album that 
is undeniably The B-52s, 

but somehow even more 
danceable and almost 
punk; woven through it 

are many of the sounds and techniques Osborne has 
cultivated during more than 20 years in the studio. 

Did you start out in the business as a musician? 

The first thing I played was trombone, when I was about 
6. Then I got a guitar and spent a lot of time playing 

that when I was 12. Then piano, then drums. My main 

instrument was trombone, but I got distracted by other 

things. We also had an old reel-to-reel tape recorder. I 
had a bedroom full of instruments, and I used to mess 
around all the time on different instruments. 

Later, I got to be friends with some people at the local 
university who had a rrascaml Portastudio—the original 
kind of cassette one. I borrowed that and learned how 

to use it, and started recording bands at the university. 

Then I had a friend who had an 8-track and we had a 

little demo studio, and we would put stuff on 8-track. 
That was when I was 19 or 20. 

A few years later, I actually moved to London and had 
one of those lucky breaks. I met a friend of a friend who 

was going to get a job as a tea boy at Trident Studios, and 

then he decided he didn't want to do it. So I managed 

to get myself añ interview at Trident, which was actually 

managed at the time by Ros Earls, who is my manager 
now. She gave me a three-day trial as a tea boy. 
How did you do? 
[Laughs] I made a lot of tea, and I always made sure there 

were biscuits, and I always made pots of tea rather than 
cups of tea. I was keen, very keen. Then I worked my 
way up to tape op. 

Did you then go out freelance to get engineering jobs or 
did you stay on staff at Trident? 

Trident Studios actually got sold, and the people who 
owned Trident when I joined kept another studio in Vic-
toria. They sold the Soho Studios, where I was a tape op, 

but when they took me on in Victoria, they took me on 
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PRODUCER'S DESK  

as a house engineer because all the people 
who had been engineers in Soho left; they 

went freelance. 

How did you get involved with Oakenfoki? 

I was in-house engineer at Trident for a 

while, and then a production team came in 

to do some remixes. I did a remix for them, 
and they asked me to be their engineer. I 
worked with them for about a year doing 
remixes, and through doing that I bumped 

into Paul Oakenfold, who was looking 

for an engineer to work with. The whole 

house [music] thing was just starting to kick 

off, and he was one of the pioneers in the 

scene. I think the first thing we did together 

was a remix of a cover of "Love to Love 

You," the Donna Summer song. When that 
worked, we began a partnership. 

What made that partnership successful? 
What was great about that partnership was 
that Paul was out there [in the clubs]. He 

knew what was happening on the dance 

floor. We could do mixes, and he would 
take a copy that night and go out and play 

it; get people's reaction to it. I wasn't out 

there clubbing; I was always working in the 
studio. My expertise was doing the music 

programming and engineering, and Paul 
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would give it direction in terms of the club 
culture and what was going on. 

I've read that because of drug problems, 

working with Happy Mondays might not 

have been so "happy" What was it really 
like working with them? 

Loads of people say, "It must have been a 

nightmare doing Pills 'n' Thrills," but actu-
ally we didn't have any trouble doing that 

album. We said, "This is how it's going to 

work. We're going to start at 12 and finish 

at 12 every day," and that's how it worked. 
They were very keen to do it. 

It wasn't anything like the stories you 

hear about the Yes Please album they did 
with Tina Weymouth; that was a completely 

different atmosphere from what we had. The 

bad stories happened after Pills 'n' Thrills, 

when the press were on their backs and 

SUEVE DIME 

Selected Production Credits 

P=Producer, M=Mixer, E=Engineer 

Note: Other producers, engineers and 

mixers also contributed to some of these 

releases. 

Headswim: Despite Yourself (1997), P/M 

U2: Pop (1997), P/E/M 

Placebo: Without You I'm Nothing (1998), P 

The London Suede: Head Music (1999), P/M 

New Order: Get Ready (2001), P/M 

Starsailor: Love Is Here (2002), P/M 

The Leaves: Breathe (2002) P 

Doves: The Last Broadcast (2002), P 

Peter Gabriel: Up (2002), P/E/ 

Programming 

KT Tunstall: Eye to the Telescope (2005), 

P; DrastIc Fantastic (2007), P 

The B- 52s: Funplex (2008), P 
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PRODUCER'S DESK  

things weren't going well. When we were 

doing Pills 'n' Thrills, we'd already had a hit 

with "Step On." The vibe was really up; ev-
eryone was happy. I would tell [lead singer] 

Shaun [Ryder] to come in by 5 or 6, and 
he'd come in by 9 or 10, but you'd know 

that. You'd know how to deal with him. 
We'd say, "We're going to cut vocals every 
day," and he'd say he's not feeling up to it. 

But we'd say, 'We'll just do a bit every day," 
and we did. 

Why did you work on that album at 

Capitol in LA. when you were all from 

England? 
The idea was they wanted to get away from 

everybody—from dealers and friends. When 

we did "Step On," we had a fantastic vibe. 
That is still one of the favorite sessions I've 

ever done, but you always had gangs of 
people coming down, and to make a whole 

album like that would have been difficult. 

What made you decide to break out on 
your own as a producer? 
I'd worked with Paul [Oakenfold] for a few 

years, doing club stuff and a lot of remixes. 

But my background—much as I enjoy do-
ing club stuff—is in more guitar-based mu-

sic. Happy Mondays was perfect because 

that was beats and guitars. And to me, that's 

the most important part of production: get-

ting the right groove, in whatever genre. 

So working in dance music was great, but 
I wanted to get into working with bands, 
more guitar stuff. So I changed management 

to Ros and said I wanted to move away 
from so much dance mixing. 

for me, but I just thought she had something 

special. I said to her, "A lot of girls come 

along who sing and play acoustic guitar, and 

we have to find the right vehicle for you to 
stand out." Her boyfriend, Luke [Sullen], is 

the drummer, and the first thing we did was 
we went into rehearsal with just the two of 

I always have KT Tunstall playing guitar while she's singing 

because then you get that vibe between the vocal and the 

rhythm guitar. The more I produce, the more I try to get 

things done at the same time. I find that too much 

overdubbing makes things sound stale. 

KT Tunstall's Drastic Fantastic album is 

another project that has guitars and beats. 
Can you describe the progression of her 

sound f719in singer/songwriter to more of 
a pop musician? 
That was her decision. With the new album, 

she wanted to get a band kind of sound. It's 
a different groove. When we did her first al-

bum [Eye to the Telescope], it was a departure 
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them. I got him to play some songs, just the 

beats, and we worked on those beats—try-
ing to get them as contemporary as possible. 

She plays the acoustic guitar like a drum 
anyway; she's very rhythmic. 

So I thought, "Well, that's the basis of 
the album." It's her playing acoustic guitar 

and Luke drumming, and trying to capture 
the rhythm and the interplay between the 
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two of them and getting her to sing at the 

same time. I always have her playing guitar 
while she's singing because then you get 
that vibe between the vocal and the rhythm 

guitar. The more I produce, the more I try 
to get things done at the same time. I find 
that too much overdubbing makes things 

sound stale. 
What did you discuss in terms of the new 

direction that Drastic Fantastic would take? 
KT really wanted to make an electric al-

bum. She didn't want to do another album 
that was acoustic guitar. And the songs are 

much straighter and lend themselves more 
to straighter beats, as opposed to the first 

album, which was quite shuffle-y. It had 

a lot of swing. This new record has more 

straight rock beats. 
I think every record has its own organic 

kind of growth. You find out how things are 
going to sound as you go. 
How did you approach The B-525 project? 

Keith [Strickland] had done a lot of work 

before I started. They'd done very good 
demos and good vocals. But Keith had 

wanted me there because the New Order 
album [Get Ready] was one of his favor-

ite albums, and they asked me about the 
process of making it. I said that Bernard 

[Sumner, lead singer] said it was almost like 

they recorded the album, then I remixed it 

and then they re-recorded it. So the process 

with The B-52s was similar. 
First we went through Keith's demos, and 

some of them we kept and a lot of vocals 
we kept, because this band really has a vibe. 

If they all go in and do vocals in a room to-

gether and there's all this off-mic interjection 

and stuff going on, it's really difficult to re-cre-
ate that. I'd say it was maybe 50/50 between 
vocals we kept and vocals we redid. Same 

thing with Keith's guitars; a lot of his guitars, 

we kept. Predominantly, what I would work 
on was grooves, bass lines, making the sound 

as contemporary as possible. 

Where did you work? 

We did half the sessions in Clubhouse in up-
state New York, with Rick Monis engineer-

ing. He worked with me on KT's albums. 

Then we went back down to John Keane's 

studio in Athens, Georgia, and Dan Austin 

engineered. Dan's a very good producer in 

his own right. 

Is it all real drums on this album? 
It's a mixture. We were using real drums, 
but we would edit them and put beats be-
hind, as well. We would edit the real drums 

to fit really tight on the programmed stuff, 
even if you can't exactly hear the program 
stuff. But on all the songs, there will always 

be some real drums, because without some 
air moving it can sound a bit stale. 

The main thing with The B-52s is the 

lyrics are just brilliant, and it was really en-

joyable. Sometimes making music can get a 
little too serious, so it's refreshing to work 
with a band who understands that vibe is 

about having a good groove. 
Do they bave as much fun in the studio as 

it looks like they're having? 
Yeah, it's all fun, and that's my idea of how 

to make a record. We're not all just stroking 

our beards. 
»at would you say were the key pieces of 

gear to the sound of this album? 
One of the big things was the RCA 44BX 

on Fred Schneider's vocal. That was stun-
ning. As far as mixing, we had a Trident 
desk, so that was a big part of mixing the 

drum sounds. 
How do you capture those amazing female 

vocal harmonies? 
Cindy [Wilson] and Kate [Pierson] would al-

ways be in a studio together, and we would 
record them that way because there would 

be interplay. Kate has her own [Neumann] 

M249, and Cindy uses a U87. 
Where did you mix? 
We mixed it at John [Keanel's. Because we 

were working in Pro Tools, the tracks were 

kind of mixing themselves as we were go-
ing. When we got to the end, we split up 
the desk—we'd take maybe all of the drum 

sounds and mix those up and re-record it 
back into Pro Tools, so everything would 

end up as being in the box. Generally, we'd 

record stuff, take it out and mess it up with 
analog stuff, and record it back in. 

But I don't worry too much about what 
gear and what mic. Making KT's first album, 

that was done on a shoestring and it was 
a huge record. I'm finding that too much 

music now is based on being in time and in 
tune, and the technology now is being used 

to achieve that. To me, it's about getting 
back to more performance-based music. • 

Barbara Schultz is a Mix assistant editor. 
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PROJECT STUDIO  
BY MATT GALLAGHER 

Philosophy of the World Recording 

Steve Fisk Mixes Indies in the Box at Home 

S
eattle-based producer/engineer/musician Steve 
Fisk (www.stevefisk.com) developed his craft in 

the 1980s and '90s as part of the Pacific North-

west's burgeoning indie-rock scene. Working in various 

studios, Fisk helped shape and document the sounds 

of acts such as the Screaming Trees, Beat Happening, 

Soundgarden, Nirvana and Unwound. He initially set 

up some gear at home to work on personal projects, 

but found himself working with his client base of rock 

bands and singer/songwriters in his home. • 

Today, Fisk uses his Pro Tools—based home studio 

for mixing and occasional tracking and overdubbing ses-

sions. "Traditionally, and 90 percent of the time, I spend 

three to four days doing basics in a big studio and then I 

drag things in here for the other stuff," Fisk explains. He 

says that he prefers tracking in studios that have high-

quality vintage mixing boards. "I've always favored older 

boards. Part of the interesting thing about recording digi-

tally with an older board is you really get the sound of 

the damn board." 

In recent years, Fisk came to specialize in mixing 

within Pro Tools, and because of his analog aesthetic, he 

employs analog summing to "get around the limitations 

of Pro Tools," he explains. "That's how I'm doing my 

best work right now. I like mixing in other studios, but a 

lot of people that I work with are economy-minded, or 

if there's money to spend it gets spent in tracking. Plus, 

people like what it sounds like." 

Fisk describes his home as "an old bungalow from 

1929 with a lot of amazing Scandinavian woodwork." 

His living room serves as the tracking room. "Just by 

accident, [it] actually is a very nice-sounding place to re-

cord with its combination of drywall, veneered wooden 

ceiling, carpeting, the furniture and the fireplace," he 
notes. "There's a veneered wall, as well, so all the sound 

bounces around in a very pleasant way. For years, we re-

corded vocals in here, and said, Wow! This is a beautiful 

vocal room.' Somewhere along the way, people started 

bringing drum sets in here." 

An add-on room in the back of the house, which mea-

sures 12x32 feet, serves as the control room. "I've done 

a lot of work to try to make it [acoustically] neutral with 

foam treatments and putting up [Auralex] LENRD [bass 

traps] in the corner, and some diffusion in the back." 

The control room houses a Mac G5 and Pro Tools 
HD3 Accel system with Pro Tools Version 7.4 and a 

Digidesign 192 I/0 audio interface. For analog summing, 

Fisk relies on a Roll Music Systems RMS216 Folcrom pas-

sive summing device. "It doesn't try to sound like an 

API or a Neve; it's theoretically neutral because its coil is 

completely passive," he says. 

Quality outboard gear is also central to Fisk's produc-

H.,. Ida 

• f - 

Steve Fisk in his :ontrol room at home, surrounded by top gear 

don. "I use different mic pre's, depending on what I'm 

doing," he says. These pieces comprise a Summit Audio 

TPA-200B, three Chameleon Labs Model 7602s, which 

emulate the Neve 1073, and a Mackie Onyx 800R digital 
mic pre. His main compressor is a Joemeek C2 photo-

optical stereo unit. Fisk's mic cabinet is modest: "I rent 

mics, but the Chameleon Labs TS-2 and Pacific Pro Audio 
LD-Tube see a lot of duty." 

Fisk's vintage effects processors include an Echoplex, 

as well as Master Room and AKG BX20 spring reverb 

units, and he uses his ARP 2600 synth as both an audio 

source and a processor. Other vintage gear includes a Mel-

lotron Mark VI and Moog Theremin. Fisk monitors with 

ADAM P1 1As and Yamaha NS-10Ms. "I also have a $65 

Logitech system with a crappy subwoofer because I figure 
some people are actually listening on that," he adds. 

This year, Fisk produced Cody's Dream from Mark 

Pickerel and His Praying Hands, and Paul Manousos' 

Common Thread (reviewed in "Cool Spins," page 128). 

"Pickerel's last record was almost completely in the box," 

Fisk notes. "The songs are post-modern references to 

older material, [but] I told him, 'If you hear Amy Wine-

house, you don't need to have old-sounding sounds; 

your arrangements and your approach are old sounding.' 

Paul's records are usually recorded pretty traditionally. 

[He's] the loudest singer I've worked with in a long time. 

He hits notes like an opera singer. I think he actually 

enjoys being hard to record." [Laughs] 

Both Pickerel and Manousos are Fisk's longtime cli-

ents and friends, and a look at Fisk's extensive discog-

raphy reveals repeated collaborations with many artists. 

"I've been lucky enough to do multiple projects with 

several people," he says. "You develop a lot of communi-

cation and vocabulary, and a lot of approaches, so hope-

fully each time you get together you're working quicker, 

more efficiently and more creatively." 

Matt Gallagher is an assistant editor at Mix. 
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The Mark of a Lifetime Performance Guarantee 

Are You Good Enough For Neutrik? 

Novices run their sound through low quality connectors. 
Pros demand Neutrik because they want only the best. 

Are you a novice or a pro? 

XX Series. Silent Plug. Speakon. 
Next generation Plug and unplug Durability 
XLR connectors. without pops, and speed in 
The state of squeals or connecting 
the art. feedback. amps with 

speakers. 

www.neutrikusa.com 

PowerCon. 
A proven 
performer. 
Lockable, 
durable, 
easy. r 
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PROGRAMS COMMENCE OCTOBER 2008 

THIS IS SAE INSTITUTE OXFORD DEGREE CENTER 

Accelerated programs in: 

DIPLOMA OF AUDIO ENGINEERING 
BACHELOR OF ARTS (HONS) DEGREE IN RECORDING ARTS* 
MASTERS LEVEL - SAE TONMEISTER 

BACHELOR OF SCIENCE (HONS) DEGREE IN GAMES PROGRAMMING* 

DIPLOMA OF DIGITAL FILM MAKING 

BACHELOR OF ARTS (HONS) DEGREE IN FILM MAKING* 

ewe& ma, 

ernoird; ots 

Degrees validated by Middlesex University (UK) and 

issued in partnership with Qanlm College and SAE 
International Graduate College: 

INSTITUTE 

SAE INSTITUTE is located on 5 continents 
NEW YORK::LOS ANGELES.:NASHVILLE::ATLANTA::MIAMI:IONDON::LIVERPOOL::GLASGOW::PARIS 
LJUBLJANA::VIENNA::STOCKHOLM::ZURICH::GENEVA::BERLIN::HAMBURG::COLOGNE;; FRANKFURT 

MUMBAI::BANGALORE::SYDNEY::ADELAIDE::PERTH 
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THE WORLD'S LARGEST CREATIVE MEDIA CAMPUS 
(YES, THE WHOLE BUILDING) 

SAE OXFORD::The SAE Oxford campus is unique. It offers a complete creative learning environment within one of the 

most traditional English university towns. The township of Oxford is made for students. Oxford is located only one hour 

from London with a reguiar (every ten minutes) bus and train ser\fice. 

OPTIONS : Students can commence their studies at any SAE Institute around the world and transfer to SAE Oxford for 

their second year or could choose to study their complete course at SAE Oxford. Students from other schools or colleges 

can be accepted by attending an entrance examination. 

GET YOUR DEGREE FROM SAE OXFORD - its for life. 

www.sae-oxford.com 
Arm5trong Road, Oxford OX4 4SX United Kingdom Tel, +44 845 017 9044 

In USA call 1.866.723.2983 

1976-2006 30 YEARS SAE 

INDIVIDUAL HANDS ON TIME 

ESTABLISHED IN 1976 

ACCELERATED DEGREE 

INTERNATIONAL RECOGNITION 

LATEST STUDIO TECHNOLOGY 

THE SAE OXFORD DEGREE ADVANTAGE 

Ui Hilt 

23 countries - over 50 locations - established since 1976 
MADRID::BARCELONA::AMSTERDAM::ROTTERDAM::BRUSSELSMILANATHENSISTANBUL 

STUTTGART::MUNICH::LEIPZIG::AMMAN::DUBALKUVVAIT::SINGAPOREMALAYSIABANGKOKCHENNAI 

BRISBANE::BYRON BAY::AUCKLAND::MELBOURNE::TOKYO 



SOLID-STATE 

LPL1 
OUTBOARD BOXES DELIVER COLOR, POWER AND FEATURES TO YOUR DAW 

lic ,tand alone mic preamp 

has survived all of the differ-

ent evolutions the recording 

industry has undergone. With 

the DAW-entrenched studio, 

engineers require an array of preamps 

for remote recordings, smaller production 

spaces and permanent installs in rooms 

that don't have traditional consoles. Not 

everyone can afford the space or price tag 

associated with a big desk, but a variety of 

outboard preamps can save the day—and 

your wallet. 

In the January 2008 issue, Mix featured 
tube mic preamps; this month, we're con-

centrating on solid-state models. While tube 

preamps bring their own aural excitement 

and old-school patina to the table, solid-state 

pre's provide an alternative feature set—and 

their own brand of coloration, if desired. 

A LITTLE TECH 

Transformer-coupled designs from such com-

panies as Neve and API are common favorites 

among engineers. When hit with enough 

signal, transformer-core saturation may color 

the signal and even enhance harmonics. 

This isn't necessarily a bad thing and can be 

used as a creative tool, much like saturating 

a tube preamp. Another feature to consider 

is impedance ("Z"). 

Matching a mic's output impedance to 

a preamp's input impedance results in a 

maximum voltage transfer. A properly se-

lected mic/preamp combination can yield im-

proved frequency response, with increased 

headroom and transient response. More 

manufacturers incorporate switchable input 

impedance into their designs as another 

creative tone-bending and/or impedance-

matching option. 

Operational amplifiers (op amps) are also 

a consideration when comparing 

different topologies. There are ba-

sically two types: monolithic (IC) 

and discrete. An op amp is the sum 

of its parts, including an array of 

transistors, resistors, capacitors and 

diodes. Monolithic op amps are 

inexpensive and are created onto 

a silicone chip. This design (typically found 

on DAW interfaces) doesn't allow the manu-

facturer to use individual components in 
fabrication. A discrete op amp (for example, 

John Hardy 990 or API 2520) design uses 

select, individual premium components for 

optimal performance. Designers can choose 

and match these individual components with 

superior results. Granted, there are substan-

tial cost differences between the two, which 

can range from $0.10 to $100. 

As most tube preamps are Class-A, there's 

a slew of solid-state preamps that are also 

considered Class-A (such as the Neve 1073 

or Crane Song's Flamingo). Class-A amplifiers 

operate at more than 100 percent of the input 

cycle, with the active output devices working 

all the time and always carrying a significant 

current level. Because of this, Class-A amps 

run hot and are considered inefficient, but are 

linear and highly sought after. 

DECISIONS, DECISIONS 

Your mic collection might have a say in 

which solid-state preamp you choose. For 

example, traditional ribbon mics require a 

preamp with high levels of clean gain. A unit 

like AEA's TRP provides a generous 84 dB 

of gain and a minimal-path circuit design for 

ribbon, moving-coil and tube mics. And cer-

tain DPA mics require 130-volt power for op-

eration; preamps such as Millennia Media's 

HV Series can accommodate those mics. 

Some of the more standard "bread-

and-butter" features to 

consider when choos-

ing a preamp include 

switches for polarity 

("phase") inversion, in-

put pads, and highpass 

and lowpass filters. A 

V4-inch input matched 

for connecting high-

impedance instrument 

e os•wr r. 
IM • 

,,,,•••• e 'Mee e r." 
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Great RIver Electronics ME-INV has a 600-ohm output loading switch. 

Audient Mico features Voriphase control. 

pickups. For visual stats in reference to 

gain, I/O metering can vary between VU, 

segment LEDs or a simple clip LED. Ac-

curate, trustworthy metering is essential 

when your I/O boxes are in a quiet room 

and not easily visible. 

For those seeking an all-in-one conver-

sion solution, mic preamps with onboard 

A/D converters provide a major advantage. 

Manufacturers like Audient, Focusrite and 
PreSonus offer multichannel preamps with 

stock/optional A/D converters featuring AES/ 

EBU, S/PDIF, ADAT optical and even word 

clock I/O. 

Some preamps offer unique features set-

ting them apart from the crowd. Rupert Neve 

Designs' Portico 5016 offers a Van-Phase fea-

ture that allows the user to rotate the phase 

of the DI in reference to the mic input. This 

is ideally suited for tracking guitars through a 

mic/DI combination and experimenting with 

or correcting their phase relationship. Solid 

State Logic's VHD preamp has a variable har-

monic-distortion circuit that blends second 

or third harmonic distortion into the signal 

for different overdrive characteristics. The 

Grace Design m802 takes control functions 

to the next level, with a full LCD remote con-

trol and added control via Pro Tools HD. 

Regardless of topology, a well-designed 

solid-state circuit can yield extended dynamic 

range, low-noise, high headroom and excel-

lent transient response. If you have access 

to a variety of solid-state pre's currently on 

the market, listen and compare for yourself. 

For this roundup, we're featuring stand-alone 

solid-state preamps. What you won't find 

here are preamp DAW interfaces or channel 

strips; that's a topic for another feature. For a 

list of these preamps, see the charts on the 
following two pages. 

Tony Nunes is an engineer, educator, and 

daddy to Brooklyn and Luc. 
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TEN 
Ten Good Reasons Why Lynx 
Aurora Convertefs are the Tools 17 
to add to your PO Recording System: 

Well, maybe 11. 

As an owner of a professional recording system, you have made a significant investment to provide world-class audio 

production for you and your clients. The single most crucial factor is the quality of the converters you choose. In developing 

the Aurora 8 and Aurora 16 converters, we had your needs in mind. We would like to point out 10, 11, maybe more reasons 

why Lynx is a great choice for you. 

Of course we can't give you all of these reasons in Ihis ad. But, here is just one... 

Reason #1 Aurora 16 offers 32 simultaneous Ciannels - sixteen channels of analog I/O and sixteen channels of digital I/O 

at sample rates up to 192 kHz. 

Okay, maybe one more... 

Reason #6 The sound./ audio quality - Rich, open, transparent. Let your ears give it a try. 

So whether you are just starting out, aiding channels or upgrading the system, 

you'll have good reason to try out Lynx Aurora converters. 

STUDiO 

To see the entire list, please go to ht.tp:/ www.lyrixsi.udio.LooLi iwsons. TECHNOLOGY 

(0 Lynx Studio Technology Inc. All rights reserved. 



.. 
Manufacturer, Model, Wehsite 

A-Designs EM-Blue. womadesigrisaudio.com 

. 
Chan-
nets 

1 

‘r, is 
Pad 

20 dB 

aititc.r. 
Analog I/O 

500 Series form-factor DI 

ipteiLkagoo 
Digital I/O Meters, Type 

None 

Price ( USO) 

$8' 

Polarity 
Reversal 

Yes 

Extras 

Nickel-output dormer 

A-Designs EM-Gold Yes 1 20 dB 500 Series form-factor. DI None $t'y' 

0-Designs EM-Red Ye 1 20 dB 500 Series form-factor. DI None None $895 

A-Designs EM-Silver Yes 1 20 dB 500 Sees form-factor, DI None None Stee-output dormer $895 

A-Designs P-1 Yes 1 20 dB 500 Series form-factor DI None $895 

A-Designs Pacifica Yes 2 20 d8 OLA I/O. DI 1, None Xformer VO $2 250 

AEA TAP wkw2wesdooley.com Yes 2 t lone 01.9 I/0 .' None Clip LED APP. 18k-ohm input impedance $965 

Alto MP2-D, wyny.altopaccm yes 2 None OLA VO, DI, IS out, 1/4 inserts AES/EBU. SPDIF. WC in Output LED ladder Harmonic drive. APP, stereo bus 

Alto MP8 Yes 8 None OLA in, DI on channel 1/2, DB-25 
outputs, 1/e inserts 

None Clip LED APP $349 

Alto MP8-D Yes 8 None ,LR in. DI on channel 1/2.1/4" inserts oE&E81.1. S/PDIF. ADAT 
WC VO 

Clip LED HPF 

AMS Neon 1073DPA. wenvams-neve.com Yes 2 XL131/0. XLR/TRS line None Clip LED $2995 

AMS Neon 1073DPD Yes 2 OLA VO, OLA/TAS line. inserts AES/EBU. WC VO, DSD OUI Clip LED Nee DSD output $3.495 

AMS Nene 4081 Quad Yes 4 OLA I/O Opt FireWire/AES out Clip LED Remote control via Mac/PC $3.750 

API 2121. vnwei apiaudio.com Yes 1 API 200 Ss: - - None Output LEC , : - Xformer VO $695 

API 3124, Yes 4 20 40 XLR 1/0. DI. inserts None Output LEC , - - Xtormer I/O $2.795 

API 512C Yes 1 20 dB API 500 Series, OLE' in. DI None Output LED , - : )(former out $795 

API A2D Yes 2 .0 dB OLA W. A/D insert, DI AES/EBU. S/PDIE. WC in Gain LED lac.i..• Multiple units can cascade $1.995 

Apogee Mini-MP kwnv.apogeedigital corn Yes 2 lone XLRff RS input. )( Uri out None LED ladder M/S matrix. APE $795 

AP09e€ Trak2 Yes 2 . 4 dB XLEVERS input, OLA out DI. OLA inserts AES,E8U. S/PDIF, WC I/O LED ladder AMBus slots interface with Pro Tools. ADAT TOW, 
SOIF-2 

$3,995 

Audient ASP008, kwnv.audient.corn Yes 8 20 dB OLE) in, D-25 sub VO, DI on ch 1/2 Opt. AES/EBU. S/PDIF, 
ADAT, WC out 

Clip LED Variable HPF and Z $1.495 

Audient Mico Yes 2 10 dB OLA/TAS input, XIS out. DI (ch I AES/EBU, S/PDIF. WC in Input LED ladder HMX harmonic sculpting, Variphase control of 
second ch 

$1,1130 

Avalon Design AD 2022, 
work avalondesigncen 

Yes 20 dB XLR1/0. DI None WI w/peak LED Variable Z. input dormer. variable APE 53303 

Avalon Design M5 Yes t 20 dB OLA I/O, DI None Output W. peak LED Input dormer. variable HPF, 130V phantom option $1.750 

Behringer Minimic, ronrebehringer.com Yes 1 20 dB XLFVTRS in. TAS out None Output VU, clip LED VTC tube modeling, HPF $59.99 

Crane Song Flamingo, worcranesong.com Yes 2 None OLA I/0 None Input LED iad 7..' Alternative arnp path, iron/lat-tone ro - - $3.125 

Daca Clarity MicAmp, wfwv dam-audio con, Yes 2 None 919 1/13 ll ° LED ladder $2393 

Daking Mic Are IV. wvm eking corn Yes 4 20 dB OLA/PRO VO. DI t, LED ladder xformer I/O 13.150 

De Medio Engineering DME103, 
wor demedioengineeringcorn 

None 2 Switchable OLA VO None VU xforrner VO $2500 

Digidesign Pre, wom.digidesign.com Yes 8 18 dB OLA/TAS in, DI, D-25 sub out. TAS 
send/return 

None Input LED ladder --- ) remote control via Pro Tools TOM $2.495 

Focusrite ISA Ore. W.Wilocusrite corn Yes I mic 1 DI None XLI3 VO. TAS in, DI. TAS cue inputs 
TRS cue out. TRS inserts 

Opt AES/EBU or S/PDIF 
on D-Sub 

Input LED ladder. 
input VU 

Variable Z. APE $999 

Focusrite ISA428 Yes t None OLA VO, DI. TAS in, TAS inserts O.4 AES/EBU or S/PDIF on 
D-Sub. ADAT, WC VO 

Clip LED, analog or 
dBES output LED 
ladder, output VU 

..ihdole Z, variable APE input domers 51 999 

Focusnte ISA828 Yes d None 'cLFt 1/0, DI. TAS in, D-25 sub outs. 
D-25 sub AA) ke 

Opt. AES/EBU or WOW on 
D-Sub. ADAT, WC VO 

Variable Z. variable APE $2.999 

Eocene Liquid 4Pre Yes 4 None OLA VO AES/EBU, S/PDIF, WC 
VO, ADAT 

Clip LED, LCD VU DAW control, recall system, APE $3.499 

Focusrite OctoPre LE Yes (oh 1) o None OLA in, TAS out Opt ADAT, WC I/O LED peak input, 
input VU 

APP $699 

Focusnte RED 1 Yes I None OUR VO None Input krtl $3.699 

Focusrite RED 8 Yes 2 None OLA I/O None 'LI $2,799 

GML 8302, worw.mas,senburg corn None 2 None )(LA VO None Clip LED Xtormerless design $2.100 (requires 
ML8355 $2G.90)(reQuiPSres) 

GMLEL355 PS) 

GML 8304 None 4 None 01_11 VO None Clip LED Xtorrnerless design 

Grace Design 101, wnv.gracedesign.com None None OLA W. TAS out, DJ Clip LEG HPF. trans-impedance design $695 

Grace Design LunaTec V3 'lone NJ, . XLFIVO ...,• c IOU. S/PDIF. WC out 
.) PDIF optical out option 

1BFS LED a : :. ' Variable APE $1,695 

Grace Design m201 Yes 2 20 dB ALA 00, DI, OLA M/S out None Clip LED 130V phantom power, M/S width control $2.295 

Grace Design rn201 with A/D Yes 2 20 dB XLRI/O. DI. OLA M-S out AES3. S/PDIE optici, 
WC VO 

Cap LED. dBFS LED 
ladder 

1300 phantom pokver. M-S width control $2.295, ($995 or 
digital option) 

Grace Design rn801 Yes 8 20 1!-. OLA I/O None Clip LED 100B ribbon gain switch $4,595 

Grace Design m802 Yes 8 ti . LR1/0. D-25 sub out. remote I/O. 
MIDI I/O 

Opt. 25-pin 5-Sub AES-3 
outs, WC I/O, AES3-id out. 

ADAT out 

LCD -, -motable, coreollable via Pro Tools HD, 130V 
phantom power 

$4,995 

Great River Electronics ME- INV. 
wwvr greenverelectronics corn 

Yes None OLA I/0. 51. TAS send/ return. TS out None I/O LED ladder Variable Z. 600-ohm output loading switch $1,395 

Great River Electronics MP-500N0 Yes None 500 Series form-fetor. DI None I/O LED ladder ,-ariable Z, 600-ohrn output loading switch $975 

Great River Electronics MP-2170 Yes None OLA I/O, DI, IRS send/return, TS out None I/O LED ladder Variable Z. 600-ohm output loading switch $2,795 
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samplitude 10 
Best sound. Most flexibility. 
New:* 

- complete automation 

- toolbar & icon concept 

- audio quantization & sidechaining 

- optimized MIDI & audio workflows 

- Cleaning & Restoration Suite 

- sampling workstation 

incl. 4 GB of sounds 

- real-time time-
stretching & pitchshifting 

- sensational mastering 

seceet weapon am I munition 

* Information, demo version, services & upgrades: www.samplitude.com 
Order: call 330-259-7914 (Orange Hill Audio) or sales@orangehillaudio.com 

• powered by yellow tools 



Polarity 
Manul a cturer. Model. Website Reversal 

Chan-

sels Pad Analog I/O  Digité: , ii, , Extras Price ( USD ) 

John Hardy Jensen Twin Servo 990. 
1WAvjohnhardyce.corn 

Yes 1-4 20 dA OLA I/O None Output LED lade 
patk LED 

Jensen VO domier. 990 discrete op amps $1.550-4.250 

John Hardy M-1 Yes 1-4 None VIA I/O None Output LED ladder. 
peak LED 

990 discrete op amps, Jensen input dormer, idormer 
Out option 

$1 . 120-$2.909 

John Hardy M-2 5» 1-4 Optional 20 dB OLA I/O None Output LED ladder. 
peak LED 

Jensen input 'dormer. output dormer option $1,165-$3,08.5 

little Labs Lmnopre wens, littlelabs con 1 20 dB XLR I/0. DI. )(LA phase-align ot t • None Clip LED Variable-phase alignment $1.690 

Mackie Onyx 8, IWAY mackie.com Yr• 8 Non, )(LEI in. D-25 sub I/0. DI on ch 7/8 AES/EBU, S/PDIF. ADAT, 
WC in 

Output LED ladder HPF, variable Z (channel 1/2). M/S matrix $1.299 

Manley TNT, my manleylabs corn Yes 2 lottiiii 
sham, 

tuber 

Nonii OLA VO, TS output. DI None Signal-presence 
LED. clip LED 

83,000 

Martech MSS-10. wmv.rnartinsound.com Yes 1 20 cIP OLA VO None Output VU $1,995 

M-Audio Audio Buddy. xwm.m-audio com None 2 None XLR input, IRS out. DI None Signal/clip LEDs $119 

M-Audio DMP3 Yes 2 None XLR input, TRS out DI None Output VU. clip LED H, $199 

M-Audio Octane Yes a 20 riE OLA input, TRS out, 2 ch of DI TAS 
ND in 

ADAT out. WC 1,0 Input LED ladder M/S Iflaill , $749 

Millennia Media HV-3C. VA.M. m i I -mediacom None 2 None XLI1 VO None Signal-presence 
LED. Clip LED 

Optional 130V phantom pow, $1.995 

Millennia Medial-IV-3D None 8 None XLFI VO None Signal/clip LEDs Optional 130V phantom, remole control $4.399 

Millennia Media FIV-3R Yes e 14 dB XLR VO, D-25 sub out Optional AD-R96 card LCD Optional 130V phantom. Ethernet control. Pro Toc- 
interlace via MIDI 

$5.249 

MindPrint AN/DI Pro, vnwimindprint dt. Nitro' 2 20 08 OLA in, DI, TRS inserts AES/EBU. S/PDIF, WC in Input LED ladder $549 

MindPrint Di-Port 2 Noe XLR/TRS in, DI. RCA VO S/PDIF VO Input LED ladder Headphone out $1.4% 

Old School Audio MP1-A, 
YAM. oldschoolaudio com 

Yet, 1 20 dB 500 Series form-factor TAS in (DI 
Optional) 

None Clip LED Altran input dormer $595 

Old School Audio MPliC Yes 1 20 dii 500 Series lorm-tactos, TAS in ( DI 
optional) 

None Clip LED Crimson input xformer $595 

Old School Audio MP1-L Yiii 29 dB 500 Series form-factor. IRS in (DI 
optional) 

Non Do LED Lundahl 1538xL input xformer $645 

Old School Audio MP1-L3 Yes 20 dB 500 Series form-factor, TAS in (DI 
optional) 

None Clip LED Lundahl LL7903 input dormer $745 

PreSonus DigiMax 996, vmsvpresonus.cam Yes (ch 1/2; 8 20 clE XLR in, IRS out, DI (55112) AES/EBU. S/PDIE ADAL. 
WC I/O 

SignaVclip LEDs $1,695 

PreSonus DigiMax D8 None 8 20 48 XIII in. TAS out, DI (ch 1/2 i ADAT out. WC in Input LED ladder $499 

PreSonus DigiMax FS None 8 Nottit XLFVTRS in, IRS out IRS instt-tt 
DI (ch 1/21 

ADAT (dual SMUX) I/O 
WC VO 

Clip LED JetPII tiler reduction $799 

PreSonus DigiMax LT 8 XLIVTRS combo in, TRSinseir ADAT, WC VO Gutpul LED ladder $999 

Purple Audio Biz, » AV purpleaudio.com iris 1 500 Series lorm-lactor. DI None VO LED Purple cltsLrott , • t• ,I7 ¡ $675 

Purple Audio Pants Yes t Noirs 500 Series form-lactor, DI None VO LED Four op amps isiii •- i $675 

Rase ML 1, YAW/ rane.com None 2 None OLFIVO AES-3, S/PDIF Signaliclip LEDs $399 

Rene MS lb Yes 1 None OLF1V0 None Signaliclip LEDs $199 

Rolls MP13 mini/ rolls con Nor, 1 Notts:, XLR VO, 1/8" mic input. TAS out None Clip LED $90 

Rupert Nove Designs Portico 5012, 
minierupertneve.com 

Yen 2 None OLA VO, ORS out for Portico Bus Amp None Output LED ladder Variable HPF, variable 'silk' ( negative feedbaclii 
frequency spectrum) 

$1,795 

Rupert Nose Designs Portico 5016 2 imic 
ridependrid 

DI chi 

lei,- OLA VO, DI. TRS out for Portico 
Bus Asp 

None r2,- put LED ladder Var -Phase rotates the phase of the DI on. variable Ftt't P 195 

SM Pro Audio EP84, vnwesmproaudio corn Yett 8 20 4/ XLFIfittS, TS out. TAS inserts Opt. ADAT. WC I/O Clip LED HPF $499 

SM Pro Audio PR4V None 4 None OLA in, TAS out None Clip LED Half-rack design $109 

SM Pro Audio PRODS 16,, 8 Non, XLEVTRS combo input e. D-25 
Sub Out 

None Clip LED Remote control v.1 1,1,1, tti. tx, tba 

SM Pro Audio PRBE Yes 8 2d dB (TAS 
',touts only) 

OLA/TAS in, TAS out Nor, Clip LED $199 

Solid State Logic XLogic Aloha VEO Pt. 
vnwr.solid-state-logic com 

Ye', 4 20 dB XLR I/0. 01 None None Variable Harmonic Drive $2.235 

Studio Prolects SP828 
worstudioprojects.cor 

Yes a 20 dB OLA in. TAS VO, mix TAS inse- None Signal/clip LED 8x2 mix bus $959 

Symetrix 302. oym.symetrixaudio CIA Yes 2 15 dB OLA in, TOS out. Euroblook out None Clip LED Half-rack design 1369 

Trident Audio S20 ,wmv.tridentaudio co .i Yes 2 XIII VO. TS out None Output LED ladder Variable HPF $2.250 

Universal Audio 4110. YAW maudio corn Yes 4 XLR VO, DI None Input LED. output 
LED ladder 

Variable Z. HPF, Shape control (dormer loaded) $4,099 

Universal Audio 8110 Yes H «i!LR VO None Input LED. output 
LED ladder 

Variable Z. HPF. Shape control (xlorrner loader] i 93.899 

Universal Audio Solo 110 Yesj OLA II//O0. DI Signal/clip LEOn HPF $949 

Vintech Audio Dual 72 
vnwivintech-audio.com 

Yes ALA VO. DI Output LED ladd,o )(former I/O $1.495 

Wunder Audio PAFOUR. 
vnwenunderaudiocom 

Norme OLA Va DI Peak LED Xlormer I/0 $3.495 
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AUD1ONEXT  
BY ALEXANDER BRANDON 

Understanding Integration 

More Basics of Videogame Sound Development 

W
ay back in the December 2007 issue of Mix; 
we scratched the surface of game sound in-

tegration techniques. (See "AudioNext: Roll 
Your Own Level.") We explored the concepts of asçet 

preparation and rudimentary level construction, which I 

hope helped you to incorporate a simple ambient sound. 
This time, we'll dig a little deeper and introduce concepts 

for other game-specific classes of audio. 

ANIMATIONS 

Animation is simply a term for things that have moving 
parts. A box can move if you were to throw it off of a 

cliff, but that doesn't mean that it actually animates. An 

easy concept to think of with animation is a human who 

is walking or running. The question becomes, how do 
you hook it up? 

There are two elements to consider when attaching a 
sound to an animation: the frame of the animation and 
what, if anything, the animation interacts with. As an ex-

ample, consider footsteps. For the walk-and-run cycle of 

a standard adult human male, footsteps will vary widely. 
Typically, there is more scuffing when you run and crisper 

attack when you walk. There are also different surfaces to 
walk on, such as wood, carpet or concrete. In an editor 

such as the Neverwinter Nights 2 Toolset, there is such 
a thing as an Animation viewer, where you can observe 

various characters' walk, run and attack animations. 
Let's place a sound on an animation. Download a trial 

copy of Autodesk's 3D Studio Max, one of the most widely 

used animation tools in the game industry, from http://usa. 
autodesk.com/adsk/seMet/mform?id-100839158rsiteID-1 

23112. Once you've done that, download a character rig 
from www.highend3d.com/3-Dsmax/downloads/charac 

teLrigs/4566.html. This will allow you to view a human 
figure. Now open the Track view. 

From here, you can add keyframes; each keyframe can 

trigger a sound. This should provide an idea of how the 
animation-hookup system operates in many commercial 
game engines. Sometimes a keyframe may be known as 

an "annotation" or a "notification," but essentially you're 
making something happen when that frame hits. The 

complex consideration is material assignments, which are 

usually done automatically. For example, you have a set of 

footstep sounds for concrete, wood and carpet. On each 

material in the game world, a material property is assigned 
for footstep impacts. In whichever game engine's sound 

bank manager you use (FMOD, Wwise, etc.), there should 

also be a property that has the same material entries, and 

when you assign the material in both of these eAses prop-
erly the footsteps just "work." 

You can download an evaluation of the Game-

bryo game engine from www.emergent.net/en/Products/ 
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3D Studio Max Track lets you see characters from various perspectives. 

Gamebryo, as well as an evaluation copy of Wwise (www. 

audiokinetic.com/4105/try-wwise-now.asp), which also 
has a 3D Studio Max plug-in. All of the integration tools 
will be at your disposal—and not just for animation. But 

before we move onward, let's delve into the difference 
between 2-D and 3-D sounds. 

3-D SOUNDS 

Most non-game studio junkies consider a 3-D sound to 
be something that's panned across multiple channels in a 

multichannel file of some sort, be it a multichannel WAV 
or, once compressed, an AC3 file. In games, however, a 

3-D sound is mono. 

This is because the sound will be panned in real time 
across any channels that the player has hooked up (up to 
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"I use two X-48s as the main 96-track 
recording system and two more as a 

backup. I'm very pleased with the sound 

quality, the support has been great and 
I'm happy I went with the TASCAMs." 

Kooster McAlister 
Record Plant Remote 
(James Blunt, Barry Manilow) 

"X-48s are used to record live band 
rehearsals. We also record all of the 

live performances on the show for 

archival purposes using the X-48s, 
and they have performed perfectly 
and sound great as well." 

Paul Sandwei 
Sound Design 
(American Music Awards, Beyonce, Tony Bennett, 
Will i Am, Usher) 

41. 

When the biggest acts 
in the world record 

their live shows, there 
are no second takes. 

The top names in the 
business rely on the 

,ASL.Am A-4( for 
recordings that work 

without fail. 

With total workstation 
compatibility, 48-track 

recording at 96k and 
legendary TASCAM sound 

quality, there's no wonder 
pros rely on the X-48. 

©2008 TASCAM. a division of TEAC America, Inc 
All rights reserved. Features and specifications 
mentioned are subject to change without notice. MAKE IT HAPPEN www.tascam.com 



AUDIONEXT  

7.1 on the PlayStation 3, for example). This 

panning can take place relative to either the 

player model or the camera, and in a first-

person perspective game the camera and the 

player are one and the same. This is certainly 

nifty, but it presents a number of complex 

considerations outside the normal linear for-

mats when it comes to real-time mixing. 

DEFINING RADIUS 

A 3-D positional sound comprises an in-

ner and outer radius, measured in units 

that your engine uses (meters, feet, etc.). 

Each sound must have its radius defined 

properly based on your game design man-

dates. If you're bucking for utter realism, 

an airplane flying nearby overhead would 

easily drown out other sounds. However, 

if you want to go for a dramatic moment 

so that a plane flying overhead wouldn't 

have such an effect and you want music 

to take over, then you can either make the 

radius smaller or you can create a ducking 

group that will immediately lower the vol-

ume of the plane when its radius reaches 
the player. 

In an area where a lot of sounds take 

place, using a few techniques such as com-

pression and limiting in real time (as was 

done in Halo 3) is also necessary to avoid 

slamming your headroom too hard. Games 
don't have to join the loudness war. 

OCCLUSION AND OBSTRUCTION 

The concepts of occlusion and obstruction 

relate to the sonic changes that occur when 
there's something between the player and 

the sound source. Consider the airplane 

that just flew overhead. Creating the 

proper sound image once we're inside the 

plane would require using a lowpass filter 

and a bit of overall attenuation. Sounds 

familiar, but doing this in real time requires 

something called a raycast or linecast. This 

equates to the game engine drawing an 

invisible line from the sound source to 

you and ascertaining what's between these 

two points. 

Occlusion and obstruction can cause 

processing headaches for your program-

ming team, even on next-gen games. One 

possible work-around is to set up all the 

volumes that require occlusion/obstruction 

yourself. It's more work, but also allows 

more control. How do you do this? 

Everything depends on your game en-

gine. Say you use the Unreal Engine to 

create your level. It's possible to create 

volumes in the Unreal editor, and you can 

assign occlusion values to these volumes. 

Volumes take the shape of spheres, cubes— 
just about any primitive you want—and you 

can specify the kind of 

occlusion (how much LPF, 

how much volume should 

be cut, etc.) to be applied 

to these volumes. 

REAL-TIME EFFECTS 

Real-time effects were 

used in Halo 3 to achieve 
EQ and lowpass filtering 

with Waves technology. 

This allowed radio effects 

to be used on voice-over 

files without the need for 

a duplicate file. Quite an 

achievement, but how 
else can we use real-time 

effects? 

The next phase of real-time effects is 

represented by examples such as applying 

a Lexicon or Waves reverb in real time as 
you walk into a room. If you've defined oc-

clusion and obstruction, chances are these 

volumes can double as "reverb zones." You 

may have heard of EAX 4 (Enhanced Audio 

Effects) functionality from Creative Labs, 

the creators of the SoundBlaster soundcard 

line and parent company of E-mu Systems. 

Working entirely in software, EAX can allow 

reverb crossfades through different zones 
and pre-loading other zones so you—the 

game character—can stand in a small hall-

way area with a "plate" reverb effect while 

firing a shot into a heavily reverberant room 

and hear that reverb. 

Image occlusion/obstruction can cause headaches for the programmers. 

HUGE RESULTS FROM 

SMALL RESOURCES 

A lot of folks—myself included—might 

insist that creating an entire soundscape 

in real time is the goal, yet that scenario is 

rarely the reality. Here are some proven, 
pro techniques for getting the most from 

what are often limited resources. 

If you have an immersive, rich landscape 

with dozens of sounds of varying lengths (a 
blustering wind, an ocean, birds chirping. 

a distant foghorn, planes flying overhead), 

processing all those sounds just might put 

too much strain on your channel count. In 

lieu of this, playing a multichannel surround 
file might alleviate the problem and gener-

ate the more intense experience that you'd 

prefer the listener to hear rather than leave 

more to chance in a real-time mix. And to 
help you along, numerous vendors offer 

surround ambience collections, with walla 

and sonic backgrounds in a variety of sound 

effects packages suited to the needs of the 
game or film designer. For details on many 

of these, check out "Total Immersion Ef-

fects" in the February 2008 issue of Mix. 

TOOLBOXES 

Imagine a ganse in which you had 500 

unique attack sounds per character, which 
isn't out of the ordinary. I wouldn't be sur-

prised if Capcom's highly anticipated Street 

Fighter IV had this amount. But say you 
have a fighting game with more than two 

characters onscreen at once (say, four, as 

in Gauntlet) and each character has a few 

hundred moves, each with its own set of 
visual effects and sound needs. One way 

to circumvent this is through toolboxes: 

batches of sounds that can be used for 

multiple situations. 

In the case of melee attacks, for ex-

ample, you can use a set of small, me-

dium and large whoosh sounds, as well 
as a whole slew of exertions (guttural 

"hah!" and "rgh!" grunts that go with the 

territory of melee attacks). For the folks 

on the receiving end of the attacks, a set 

of impacts can be used. Here, a couple 

dozen toolboxes spread across categories 

of impact (a simple example being "small," 

"medium" and "large") and the use of a 

good randomization scheme should ensure 

that there's no repetition. This will save 

precious channels and memory while al-
lowing you to focus on the all-important 

"money shot" sounds. 

FAREWELL, MY FRIENDS 

There is tar more to be explored in the 

world of game audio integration, but other 

duties have called me away from writ-

ing "AudioNext." So I must bid a grateful 
farewell to Mix. It's been an honor to have 

written for the best-known magazine in 
audio production, and I wish the best for 

everyone reading this. Hopefully, I'll see 
some of you at GDC next year! 

Alexander Brandon is the audio director at 
Obsidian Entertainment. 
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POWERHOUSE TWEAKS FROM A RACKMOUNT BOX 

here's nothing like the joy of 

assembling a new P.A. system. 

The sweet smell of new cabi-

netry, manuals everywhere and 

enough audio wiring to enter-

tain a snake charmer. The best part is build-

ing and prepping the drive rack—connecting 

the audio routers, crossovers, equalizers and 

delay lines, and then fine-tuning it. Of course, 

after you've spent a week painstakingly dial-

ing in the crossover, EQ and delay settings, 

somebody comes along and changes every-

thing when you're not looking. 

Luckily, audio manufacturers felt our 

pain and created the system controller or 

drive processor. Typically incorporating 

graphic and parametric EQ, dynamics, 

crossover, delay, feedback elimination and 

audio routing, these controllers make tour-

ing life easier by consolidating gear that 

previously existed in a separate chassis. 

This combined functionality reduces the 

amount of wiring and rack real estate, a 

valuable asset especially in small venues. 

In addition to the audio functions previ-

ously mentioned, most system controllers 

feature preset and user libraries, and the 

ability to access them via MIDI, USB or 

a memory card. This is great for traveling 

systems in which custom profiles can be 

created and recalled for use in different 

venues. Some controllers furnish preconfig-

ured crossover setups or presets for specific 

loudspeakers to get you up and running 

quickly. For example, the dbx DriveRack 

unit ships preloaded with crossover settings 

IrinikliWWWWWWIF 'Cite ===== 
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for certain JBL loud-

speakers, removing 

the guesswork while 

saving you time in the 

process. 

Front panel muting, 

metering and level ad-

just are a must, and— 

as it won't be long 

before analog wiring 

resides in the Museum 

of Radio and Televi-

sion—it'd be wise to 

choose a device with 

digital I/O capabilities. More and more man-

ufacturers are providing Ethernet ports and 

software for control via PC, and you'll find at 

least one controller (the Dolby DLP) that al-

lows you to remotely make/break ground on 

audio channels for much faster troubleshoot-

ing of ground loops. Security lock-out for the 

front panel can keep snooping sniffers out of 

your precious audio parameters. 

Some loudspeaker manufacturers pro-

duce system controllers optimized for 

use with their own products, and system 

control integrated with power amplifiers is 

on the horizon. Let's look at some system 

controllers from a variety of audio manu-

facturers, listed alphabetically. 

Yamaha's DME Series combines mixer, EQ, dynamics control and more. 

A BREAKDOWN OF THE UNITS 

Thc Intelli-Q 22 (at)out $ 5,700) from Apex 

(www.apex-audio.be) is a 2-channel pro-

cessor for stereo or dual-mono use. Each 

channel has 30-band, constant-Q graphic 

Meyer Sound Galileo features CP-10 phase-parametric EQ on each audio I/O. 

BY STEVE LA CERRA 

and 10-band parametric EQ. high- and low-

pass filters, shelf EQ, 2-band compressor 

with adjustable crossover and a look-ahead 

limiter on the audio outputs. Sidechain 

inputs allow control over the dual-band 

compressor or can feed a built-in RTA. 

AES-3 I/O is available as an option, and a 

universal switch-mode power supply facili-

tates worldwide use. 

Apex's Intelli-X 48 (about $7,900) comes 

in a 4x8 configuration, allowing UR con-

nectors to be switched between analog and 

AES-3 digital input. Up to 256 filters may 

be used simultaneously, including 30-band, 

constant-Q graphic, 8-band parametric and 

2-band shelf EQ per input, plus« 8-band 

parametric and 2-band shelf EQ per output. 

All Apex controllers may be accessed via 

the company's Intelli-Ware PC software for 

real-time control. 

The 4.24C Protea System II ($ 1,795) from 

Ashly (www.ashly.com) is a 4x8 digital 

crossover/system processor employing ac-

tive, balanced I/O and 24-bit/48kHz conver-

sion. Input processing includes gain, delay 

and six filters (parametric, low- or high-

shelf), while output processing includes 

crossover, four filters, delay. polarity reverse 

and compression'limiting. The 4.24C may 

be programmed and run from the front 

panel or via MIDI, Ashly's Protea System 

Software (Windows) or SIA Smaart soft-

ware. Preset recall, input level, output level 
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Klein + Hummel 

The Measure 
o All Sound 

Hear into your mixes with 
unparalleled clarity, accuracy 
and detail. Listen longer with 
less fatigue. Neutral, uncolored 
sound, an uncompromised 
midrange, surprising bass 
extension and shocking output. 
These are the hallmarks of the 
all-new Klein + Hummel 0 410. 

0 410 
Active 3-Way 
Tri-amplified 
1" / 3" / 10" 
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and mute functions can also be controlled 

by an AMX NetLinx system. 

With 3x6 audio I/O, Ashly's Protea 

3.24CL ($ 1,035) was designed for use in 

small systems. Each input provides con-

trol over gain, delay and six filters (para-

metric, low- or high-shelf). Each output 

provides four filters (parametric, low- or 

high-shelf), delay, crossover, gain, polar-

ity and compression/limiting for speaker 

protection, and may be assigned to any 

combination of inputs. Conversion is 24-

bit/48kHz, and the 3.24CL provides four 

levels of security. 

Behringer's (www.behringer.com) Ultra-

drive Pro DCX 2496 ($339.95) loudspeaker-

management system has a 3x6 configuration, 

with 24-bit/96kHz conversion and four dif-

ferent operating modes. One of the analog 

inputs is switchable to an AES/EBU digital 

input. Onboard sample rate conversion al-

lows easy connection of incoming digital 

signals with sample rates from 32 to 96 kHz. 

Input processing from Ashly's 4.24C Protea System includes gain, delay and six filters. 
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The LAW UX8800 operates in either System Processor mode or Loudspeaker Processor mode. 

Zero-attack limiters on all output channels 

provide optimal signal protection. 

Nexia SP ($ 1,999) from Biamp (www. 

biamp.com) provides up to 4x8 routing. 

System configuration is user-definable via 

daVinci PC software, and you can create 

multi-unit systems using Ethernet and Nex-

Link digital audio linking. DSP includes a va-

riety of mixers, graphic and parametric EQ, 

high- and lowpass filtering, two/three/four-

way crossovers, dynamics, delay and a signal 

generator. Rear panel NexLink ports facilitate 

linking of multiple units for larger systems, 

and an RS-232 port links a variety of optional 

third-party remote-control devices. 

Biamp's AudiaSOLO ($3,998) is available 

in 12x4, 4x12 and 8x8 versions with bal-

VS.0 V2.0 

anced I/O on barrier-strip terminals. Inputs 

accept mic or line-level signals. AudiaSOLO 

has a minimalist front panel; Biamp provides 

software for system design, control and di-

agnostics via PC. Once a system design is 

compiled, it's downloaded into AudiaSOLO, 

where it can be controlled via third-party 

systems such as AMX and Crestron via da-

Vinci software and/or via dedicated Audia 

remote-control panels. 

The latest addition to the dbx (www.dbx 

pro.com) line of DriveRack processors is the 

DriveRack PX ($59995), which is designed 

for use with powered loudspeakers. This 

2x2 controller has supplemental subwoofer 

outputs, and a Setup Wizard includes pro-

files for JBL and other powered speakers; 

patented AFS" Advanced Feedback Supres-

sion kills problematic frequencies, allowing 

higher gain-before-feedback. DSP includes 

dual 28-band graphic EQ, stereo multiband 

parametric EQ, PeakStopPlus limiting, clas-

sic dbx compression and sub-harmonic 

INDEPENDENT MI 

Pyramix Native VCube HD & VCube SE 

• The pure power of the new Pyramix V6.0 MassCore Technology 

• The expanded I/O and facilities of Pyramix V6.0 Native 

I> The increased HD format support for VCube V2.0 

• The added functionality of Ramses MSC 

...details @ www.merging.com 

NEW' 
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synthesis from the dbx 120A. A front panel 

mic input allows performing RTA with the 

(included) dbx M2 measurement mic. 

The 4800 ($4,999.95) is the flagship of 

dbx's DriveRack Series, boasting 4x8 ana-

log and 4x8 digital I/O. The 4800 may be 

run at sample rates of 48 or 96 kHz for a 

dynamic range of 116 dBA. In its comple-

ment of DSP are 31-band graphic and 9-
band parametric EQ per input; crossover 

routing configurations with Bessel, But-

terworth or Linkwitz-Riley filters; 6-band 

parametric on every out; loudspeaker 

cluster; and driver alignment delays, plus 

selectable inserts on every channel. The 

4800 is compatible with HiQNet control 

and offers a CobraNet option. 

The DLP (Dolby Lake Processor) from 

Dolby (www.dolby.com) is a sophisticated 
audio processor "main frame" for live and 

studio apps. Combining proprietary tech-

nology from Dolby Labs, as well as Lake 

Contour and Lake MESA EQ, the DLP comes 

in configurations ranging from the LPD 

(digital I/O only) up to the LP4D12 (4x12 

Dynocord DSP 260 24-bit system controller 

CI, V"r.a 4 ::=1. URI IL 

analog I/O). The rear panel features bal-

anced analog XLR I/O, and eight channels of 

AES/EBU and S/PDIF optical I/O. The DLP 

performs crossover, delay and limiting func-

tions, as well as convolution reverb for cre-

ating natural-sounding impulse responses 

without the need to sample spaces. Recent 

updates include Dante, a digital audio net-

working format that addresses some of the 

weaknesses of other audio networks, and 

a firmware upgrade for 8x16 digital audio 

networking at no additional cost. Ethernet 

ports connect the DLP to a network. Price 

varies with configuration. 
The Dynacord (www.dynacord.com) 

DSP 260 ($980) is a 24-bit system controller 

with 2x6 audio I/O. In addition to EQ, delay 

and limiting per channel, it offers global 

parametric and graphic EQ, delay and cross-

over. DSP 260 presets can be written from 

the front panel or via companion editing 

software, and presets that are compatible 

with Dynacord's DSP 244 are available for 
the company's loudspeaker systems. An 

RS-232 interface allows slave operation of 

multiple devices, and a 6dB pre-A/D pad 

switch prevents input overload. 

Seek Out 
Smart Output 

utSmarts 
Balanced Line Driver ICs 

OutSmarts outputs are quieter, and they're cleaner when clipping 

into single-ended loads. Insist on products with OutSmarts outputs. 
Look for our logo on the smartest audio gear. 

THAT Corporation 
Analog /Cs far Pro Audio. 

Tel: + 1 508 478 9200 
Email: infoe.thatecerp.com 
Web: www.thateorp.com 

MDAyOKS 

Cerear 

11111eUnlibeee 

IKOUND 
»ME! 
Get an extra 10% off the 

already discounted price 

If you use sound effects, The Premiere Edition is a truly wise investment. An 
investment in career insurance. The flagship sound eftects collection of The 
Hollywood Edge is The Premiere Edition. If you are involved with any aspect 
of post - production, The Premiere Edition is for you. Spread across 20 CDs 
are the best sound effects, designed with the sound artist in mind. Many of 
The Premiere Edition sound effects run a full four minutes. 

Check out a DEMO at 
www.mixbooks.corn 

Use Code GMB408 to get your additional 10% off 
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EAW's (www.eaw.com) UX8800 

($3,325) 4x8 incorporates two 'distinct 

modes of operation. In System Processor 

mode, user-adjustable functions include 

EQ, filters, delay, gain, crossover, limiter 

and polarity. In Loudspeaker Processor 

mode, preset processing is available for 

EAW loudspeakers and arrays with Gun-

ness Focusing. In this mode, the UX8800 

corrects loudspeaker anomalies that can-

not be corrected with conventional DSP. 

Standard Ethernet protocol and hardware-

enabled computer control are offered 

through EAW's Pilot software for easy 

plug-and-play Ethernet communication. 

Audio and control signals can be trans-

mitted between up to 254 additional 

devices using the 

built-in 32-

Electro-Voice's DC-One 2x6 controller 

channel U-Net network. 

The MX8750 ($2,775) was 

designed to complement EAW 

loudspeakers. Functions for the 

2x8 unit include crossover (seven 

types) parametric and shelf EQ, 

high- and lowpass filters, delay, 

polarity and limiting. Six bands 

of parametric EQ are available 

per input, as are five bands per 

output. Analog audio I/O is on 

balanced XLR connectors with 

24-bit/48kHz conversion. The MX8750 may 

be controlled using EAW software and a PC 

with an RS-232 interface or via MIDI. 

The DC-One ($980) 2x6 system control-

ler from Electro-Voice (www.electroyoice 

.com) has analog I/O on balanced XLR 

connectors, with DSP being 24-bit/48kHz 

with 32-bit, floating-point internal process-

ing. Loudspeaker presets are available 

for automatic configuration of EQ 

and crossover settings, providing 

enhanced sonic performance while 

protecting loudspeaker components. 

Analog inputs feature Thru connectors for 
distribution of audio to additional DC-One 

processors for use with larger systems. A 

front panel USB interface with the com-
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Dolby recently added Dante digital audio networking to its DLP. 

pany's DC-One Editor software supports 

advanced editing and control via PC. 

Klark Teknik's (www.klarkteknik.com) 

Helix DN9848E ($5,250) system controller 

is fully programmable, with input process-

ing of gain, compression, parametric EQ 

and delay. Output processing includes 

configurable routing, delay, cascaded all-

pass phase-correction filters, low- and 

highpass crossover, filters with a variety of 

slopes and characteristics, and six bands 

of parametric EQ. AES/EBU digital inputs 

are standard and are 96kHz-compatible for 

connection to external devices with high 

sample rates. Dual-port Ethernet increases 

communication speed over serial ports, 

while the company's proprietary ELGAR 

software can be used for remote access and 

Finely Crafted 

o G7 g 8 008 48 

hand-made 
Microphones 
since 1928 

FTWIMIL.KONDENSATORMIKROEONE 
lffliff UR STUDIO - UND MESSTECHNIK 

MICROTECH GEFELL 
subsidiary of Georg Neumann KG 

\w/w.microtechgefell.com 
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o o 

MICROTECH GEFELL GMBH GEORG-NEUMANN-PLATZ D-07926 GEFELL Z . ++ 49 (0)36649 / 882-0 

http://www.microtechgefell.de e-mail info 'c microtechgefell.de 
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control over the DN9848E. 

The Meyer Sound (www.meyersound 

.com) Galileo 616 has six balanced analog 

inputs, three of which are individually 

switchable to AES/EBU digital inputs, en-

abling the unit to simultaneously accom-

modate analog and digital sources. Its 16 

balanced analog outs deliver signal levels up 

to +26 dBu, driving self-powered loudspeak-

ers to full output. Each audio I/O includes 

Meyer's CP-10 complementary phase-para-

metric EQ (five bands on inputs, 10 bands 

on outputs), with TruShaping filters to avoid 

the phase shift that can degrade intelligibili-

ty and signal clarity. Ethernet enables remote 

control via PC/Mac running Meyer Sound 

Compass control software, while bidirec-

tional communication ensures that the user 

is always viewing active settings. Galileo 

616's AC power switch is software-activated, 

so accidental button-pushes cannot turn off 

the unit's power. 

Nexo's (www.nexo-sa.com) NX 242 

($3,170) is a 2x4 processor with electroni-

cally balanced, 24-bit analog I/O and a 

latency of only 2.2 ms. The NX 242 was de-

signed to support all Nexo GEO, Alpha and 

PS loudspeakers, providing crossover, driver 

protection and system alignment matched 

to each Nexo component. An EtherSound 

interface ($5,170) enables connection to 

the NXtension-ES4 for remote control and 

distribution of digital audio, while Nexos 

ND 242 TDController supports monitoring 

of amp status and I/O levels via PC. The NX 

242's onboard Flash EPROM allows system 

firmware to be updated by the user. 

The Digitool MX ($1,699) from Peavey 

Architectural Acoustics (aa.peavey.com) is a 

programmable system controller employing 

32-bit parallel SHARC processors. Audio I/O 

is 8x8 on balanced Euro connectors, with 

inputs accepting mic or line-level. Sample 

rates up to 96 kHz are supported with 24-bit 

conversion. In addition to input high- and 

lowpass filtering, the Digitool MX features 

a noise gate, shelf and parametric EQ, 

compressor, 5-band paragraphic EQ, output 

filtering, output delay and a signal generator. 

Access to internal settings can be restricted 

with a user-defined password. 

Peavey's (www.peavey.com) VSX26 

($559.99) programmable processor has 3x6 

3-91101V0. 
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Get an extra 10% off the 

already discounted price 

It you use sound effects, The Sound Designer Took Kit is a truly wise 
investment. An investment in career insurance. This five disc set of 
production elements includes three discs of various stingers, rumbles, 
booms, wnooshes and hits, plus two additional discs of musical effects, 
nits, accents and music beds. If you am looking for a specific stinger to 
use, you'll find it in this collection' 

Check out a DEMO at 
www.mixbooks.com 

Use Code GMB408 to get your additional 10°A off 
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by David Royer 
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On the MA-100 

"How does such a small mic 

make such a big sound? This 

thing [MA- 100] is fat!" 

Ross Hogarth 

(Grammy winning 

Producer/Engineer, Ziggy Marley. 

Jewel, Keb Mo, Black Crowes, REM) 

On the MA-200 

" Pve tracked great sounding 

vocals, drums, guitars and bass 

through these mics, and my 

clients are consistently blown 

away by the results. From the 

moment/first put a pair up, they 

have continued to impress me 

with a wide open and balanced 

sound.' 
Ryan Hewitt 
(Engineer/Mixer Red Hot Chili 

Peppers blink- 182, Alkaline Trio) 

" eaud" 
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balanced audio I/O. A front panel XLR 

input with phantom power can be used 

for measurement mic input or as an extra 

audio input. DSP capabilities include input 

graphic EQ, dynamics and delay, plus five 

independent filters for use on the audio 

outputs, including parametric, notch, horn 

EQ, low- and highpass filters with varying 

slope, bandpass, and high- and low-shelf 

EQ. Front panel USB ports allow the VSX26 

to manage presets with a memory stick or 

connect to a PC for use with graphic edit-

ing software. 

Boasting presets customized for its 

loudspeakers, the SC28 System Controller 

($1,331.66) from QSC (www.qscaudio.com) 

is a 2x8 device with 32-bit, floating-point 

processing with 24-bit/48kHz conversion. 

DSP tunings incorporate TIR (Infinite Im-

pulse Response) and FIR (Finite Impulse 

Response) filtering for compensation of 
inherent transducer and waveguide re-

sponse anomalies. System configurations 

are selected by scrolling through a list of 

QSC loudspeakers and selecting the de-

sired crossover profile (two-way, three-way, 

etc.). A similar process is used to identify 

QSC amplifiers in the system, taking into 

consideration the amp's sensitivity. A rear 

panel USB port allows new tunings to be 

easily loaded into the SC28. 

Rane's (www.rane.com) RPM 26z 

($999) can be drag-and-drop-configured 

on any PC with Ethernet and Windows 

XP using Rane's Drag Net software. The 
device provides a 2x6 analog I/O and an 

AES-3 digital input. All I/O has a user-

defined processing path that can include 

gain, parametric, bandpass, all-pass, high-

and low-shelf and -cut filters; crossovers 
with varying slopes and characteristics; 

compression; limiting; and automatic gain 

control. Rear panel Euroblock connectors 

and ground screws for direct connection 

to chassis help solve EMI issues due to 

shield wiring. Multiple units are control-

table from a single PC via Ethernet. 

Sabine's (www.sabine.com) Navigator 

Series ($995) are available in configura-

tions ranging from 2x4 to 8x8 with Eth-

ernet capability. Every Navigator features 
front panel control and 24-bit conver-

sion with 40-bit extended processing via 

SHARC processor. Each audio channel has 

control over gain and polarity, up to eight 

parametric filters, a variety of crossover 

filters and slopes, high- and low-shelf EQ, 

FBX Feedback Exterminator, comp/limiter 

and delay adjustable in 21ms increments. 

Navigator Remote Control software dis-

plays system status and provides access to 

all parameters via PC. 

The Integrator Series Deuce 722 ($849) 

from Symetrix (www.SymetrixAudio.com) 

is an audio DSP toolbox with two analog ins 

and outs accommodating mic or line-level 

input. Mic preamp, compression, expan-

sion, de-essing, AGC, ambient noise com-

pensation, feedback elimination and EQ 

are all performed in the single-rackspace 

unit. A rear panel Ethernet jack combined 

with a Windows interface facilitates setup 

and editing of parameters. Applications 

for the Deuce 722 include front-of-house 

speaker management, monitor EQ and 

feedback elimination, voice processing for 

P.A. and paging over background music. 

The EQ Station ($5,245 to $9,345, de-

pending on configuration) from TC Elec-

tronic (wwwicelectronic.com) runs eight 

channels of analog I/O on balanced XLR 

connectors, sampling at 6.1 MHz with 

24-bit resolution. Dedicated front panel en-

coders for frequency, bandwidth and gain 

provide control over graphic, parametric 

and dynamic EQ. Each channel has 6-band 

parametric EQ, 29-band graphic EQ with 

four types of filtering, 3-band dynamic EQ 

or 2-band "paradynamic" EQ, peak limiter 

and delay. Channels may be linked for 

stereo operation, and an optional expan-

sion card accepts AES/EBU digital I/O. 

I 
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TC Electronic's EQ Station has front panel encoders for frequency, bandwidth and gain. 
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VirtualEQ Station software allows the unit 

to be remotely controlled from a PC using 

standard TCP/IP protocol. MotoFader 64 is 

a companion remote featuring 29 motor-

ized faders with instant access to 64 chan-

nels of graphic EQ. 

XTA's (www.xta.co.uk) DP448 ($5,795) 

has a 4x8 audio I/O with 96kHz/24-bit 

processing. To facilitate configuration of 

new systems, it features templates with 

preset system routing and crossover points 

that can be user-tuned. Any audio output 

may be fed from any input, or combination 

of inputs, forming a flexible matrix. Input 

functions include 28-band graphic EQ and 

eight bands of parametric EQ, while out-
put processing features nine parametric 

bands per output and crossover filters with 

slopes ranging from 6 to 48dB/octave. 

Also available is high- and low-shelf EQ, 

look-ahead limiting and phase adjustment 

in 2-degree increments. Audiocore PC 

software provides quick linking of I/Os, 

and up to 128 units are networkable using 

standard XLR cables. 

The DME Digital Mixing Engine Se-

ries of controllers from Yamaha (www. 

Peavey Architectural Acoustics Digitool MX 

yamahaproaudio.com) combine mixer. 

EQ, crossover, dynamics control, feed-

back suppression and even WAV file play-

ers. The DME64N ($6,500) and DME24N 

($3,600) feature 24-bit/96kHz DSP using 

Yamaha's DSP7 chip for audio processing. 

The DME64N has four rear panel Yamaha 

Mini-YGDAI expansion slots, allowing 

up to 64 I/O channels to be added. The 

DME24N features eight built-in analog 

I/Os and one Mini-YGDAI slot for an 

additional 16 channels. Expansion card 

options include analog or digital I/O in 

a variety of formats. DME Satellite Series 

network interfaces can be used to expand 

a DME system to CobraNet or EtherSound 

networked audio protocols, enabling re-

mote-control I/O and distributed process-

ing for increased system flexibility. DME 

Designer software runs on most Win-

dows-based computers, allowing a user to 

graphically compile the audio components 

required for a particular system. • 

In addition to being Mix's sound reinforce-

ment editor, Steve La Cerra mixes front of 

house for Blue Oyster Cult. 

Bad Drum Sound? 
Replace It. 

Is your drum sound driving you nuts? Relax - Drumagog will make those old, 

stale drums sound like a million bucks! It works by automatically replacing 
what's on your audio drum tracks with samples of new drums. The industry 

choice for over 5 years, Drumagog is available for both PC and Mac, in VST, 
RTAS, and Audio Units plug-in formats. See why producers Chuck Ainlay, 

Brian Tankersley, and Greg Ladanyi use Drumagog in their projects every day. 

877-318-WAVE 
\IV )11V,/ n invinnq rom WAVEMACHINE LABS 

Mix It mks 
Career 
Insurance 
SOUND 
/MICE, 
Get an extra 10% off the 
already discounted price 

If you use sound effects, The Edge Volumne II is a truly wise investment. An 
investment in career insurance. THE EDGE EDITION, VOLUME II brings you 
a definitive collection of quality sound effects at a great price. This 5 disc 
set combines the best effects from a variety of sound categories that can 
be used on any of your projects - aircrcrfts, household gadgets, weapons, 
whooshes and everything in between - can be found in this collection. 

Check out a DEMO at 

www.mixbooks.com 

Use Code GM13408 to 2ct \ our additionJ 10% off 
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Wunder Audio CM7-GT 

888 653 1184 info@vintageking.com 

studio standards I vintage classics I recording consoles I turnkey packages 

LaChapell Audio 583s 500 Series Tube Pre 
The LaChapell 583s true-tube design. low noise, and massive sound 
easily land it on my short list of the best mic preamps ever." 
- Russ Long 

LaChapell Audio 

O 

Neve Classic 1073 1 1084 1 1081 1 33609 J/D 
The AMS-Neve classic range brings the warmth, character, and 
velvety texture of vintage Neve to your mixes. Impeccably reproduced, 
this series has all the sonic goodness of the vintage counterparts. 

Nevei 

Barefoot Sound MicroMain27 
Nearfield. Main. Mastering. In one. 
The Barefoot Sound MicroMain27 is a ground-breaking active monitor 
that lets you hear what's really happening in your mixes from top to 
bottom. 

BARE .,Ffe2. 
Sr7LIIVEJ 

Inward Connections VacRac Tube Limiter 
'Inward Connections limiters are kind of like old Fairchilds. They have 
2 knobs and one setting: stun. You just insert & go." - Chris Lord-Alge 
"I found it finally - the Holy Grail of vocal compressors. This is your ab-
solute set it and forget it compressor" - Ross Hogarth 

INWARD CONNECTIONS 

The Wunder Audio CM7-GT is an affordable replica of the classic U47 
that uses components of the highest quality. Your choice of handmade 
Berlin K47 or M7 capsules and custom wound transformer put this 
microphone at the head of its class. 

i/)wunder audio 

New! Germanium Compressor 

(.21/611ANIUM 

Chandler Limited Germanium Series 

OSANDILD 
LIM= 

o 

Compressor: A musical powerhouse for tracking, mixing, & mastering 
Mic Pre/DI: Chandler's most warm, organic & vintage sounding pre yet 
Tone Control EQ: Designed to sound like your favorite British EQ's 
from yesteryear 

CHANDLEP LIMILED 

Vintage King offers the widest array of professional audio recording equipment in the world 
Our product lines range from vintage classics and esoteric rarities to exciting new boutique gear many of which are exclusive 
available through Vintage King You want it'? We got it! 

vintageking II! 0 I Me Later° ts subject to credd approval as deterren.rt by the lender CIT Bank Salt Late Ctty Utah.; 
governed by Utah and Federal Law are ts evadable ro US, customers who are of legal age In thee state 

buy I sell resence See websde for importarttchsdosures about payment amounts and terni trade b 



digital control surfaces mastering cutting edce digital patchpays/cabling 

AEA R92 Studio Ribbon Microphone 
The AEA R92 is optimized for close micing up to 3 inches.. The R92 
has less bass proximity and more high frequency response than any 
other AEA model, yielding a condenser-like sound. 
Listen at www.vintageking.comiaeasessions 

Purple Audio NEW "500 Series" Modules 
"Odd" 4 Band Inductor Equalizer 
"Pants" Differential Microphone Preamp 
"Action" FET Compressor (reminiscent of Purple MC7-7 
"Cans" Discrete Headphone Amplifier 

ProAc Studio 100 Monitors 
Perfectly natural sounding passive near-field monitors with excellent 
translation characteristics. Uncolored reproduction and remarkable 
transparency make it one of the most accomplished compact 
performers on the market today. fJProAc 

Retro Instruments 176 Limiting Amplifier 
Refined Vintage Compression 
The NEW Retro 176 has the largest feature set in any variable-mu 
design. including Precision Knob scales for easy recallability, contin-
ually variable attack & release time, ano four settings of compression. 

Mercury EQ-H1 & EQ-P1 Tube Equalizers 
Mercury EQs are one of the best sounding tube eq's on the planet. 
The EQ-H1 & EQ-P1 are quite original. All the tone of classic tube EQs 
but without the noise and much more power. Mercury is...Full of Tone!" 
Joe Chiccarelli - Grammy' winning producer/engineer 

Digidesign ICON D-Control ES 
Intuitive control surface for serious Protools power user. Call tQdy to 
schedule your own personal one-on-ome demo ) a residntiCON 
expert at our Nashville location. 
www.vintageking.com:nashville 

/nercury 

We offer the best customer service in the business - before, during AND after the sale 
Shopping for studio equipment can be overwhelming We offer trial/demo periods for nearly all items we sell We can eve 
arrange on-site consultations with one of our sales specialists 

le 
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Sara Baredles   

Photos 8c Text by Steve Jennings 

Mix caught up with rising new talent Sara Ba-

reilles, who's opening for James Blunt on the 

U.S. VH1 You Oughta Know tour. The singer/ 

songwriter showed off her lyrical prowess to 

a sold-out crowd at San Francisco's Warfield 

Theater. Front-of-house engineer Mike Hornby 

and monitor engineer Gerry Wilkes are mixing 

for both acts. 

Hornby mans a Midas Heritage H3000, using 

35 channels for Blunt and 14 for Bareilles. "This 

means I overwrite about seven of my channels 

and reset them in the changeover," he explains. 

"Sara's band is pretty well-disciplined, so I don't 

really need much 

processing—just a 

dbx comp on the 

piano and Sara's 

vocal." 

Bareilles sings 

through a Shure Beta 58A. The Sound Image—provided 

P.A. comprises eight V-DOSC per side with three dV-

DOSC underhangs per side and four Veffec subs per 

side; all subs are onstage. Front-fills include four QSC 

WideLines spread out on the downstage edge. Powering 

is via Crown iTech 8000 amps. 

Also on a H3000 is Wilkes, who is running 14 ins 

and four outs for Bareilles. As for outboard, Wilkes 

only uses XTA graphics. "k's the first time I've worked 

with Sara," he says. "She's a very talented musician and, 

more importantly, a very nice person. She shows great 

maturity and professionalism in her approach, making 

the task of mixing monitors much easier." 

Fixlt 
Monitor engineer Dave Guerin recently road-tested 

the DiGiCo DS Version 4 upgrade for The Pogues' 

Christmas tour. Entec Sound and Light supplied the 

console, along with the rest of the monitor gear. 

[With the upgrade,] now you can easily see the 

graphic that is inserted on the selected output and 

it's immediately available. As soon as you select the 

output, the graphic's there. You can also be listening to one output, but select a different 

mix to the one you are listening to, which means you can adjust the reverb send while 

listening to where the reverb is returning to. Guitarist James Walboume has a full mix 

of drums, accordion, banjo and main vocal, plus his vocal and acoustic. [Guest vocalist] 

Ella Finer uses the same wedges but with a totally different mix of just her vocal and a 

bit of the main vocal. On an analog desk, there would be lots of buttons having to be 

turned off. On the D5, with one fader I can change between the mix for James and the 

mix for Ella in the same set of wedges. 

Monitor engineer Gerry Wilkes 

(right) with Marcus Douglas, 

Sound Image monitor tech 

FOH engineer Mike Hornby 

inside 

Live Mix News: 

Tours, Events, Installations 

All Access: Jill Scott 

Tour Profile: Keith Urban and 

Carrie Underwood 

Local Crew: H.A.S. Productions 

New Sound Reinforcement Products 

Soda Stereo's reunion dates in Miami featured 

Shure microphones on Charly Alberti's drum kit, 

placed by FOH engineer Adrian Taverna, who 

has been with the band since their beginning. 

ForCeline Dion's currentworldtour, production 

company Solotech is bringing out a pair of 

new Studer 5 SR consoles for both FOH and 

monitors...DPA Sound has added to its DiGiCo 

inventory with two CS-D5s and a DI. The 

desks have already been used for a number 

of tours with Danish bands, including those 

of Tina Dickow, TV-2, Big Fat Snake, Poul 

Krebs, Thomas Helmig and Nephew Saddle 

Creek Records has opened The Slowdown, a 

new 470- capacity bar and club in downtown 

Omaha, KS, that hosts live performances by 
regional and touring artists. Ohio- based A/V 

system integrators SoundCom installed three 

sound systems atthe venue, including main and 

small club systems featuring Electro-Voice 

loudspeakers and subwoofers...Charlotte, 

NC—based production company Event 

Productions added EAW line array modules, 

digital signal processors and subwoofers 

to its audio system inventory... Broadway's 

latest addition, The Ritz, features a sound 

design by Tony Meola, who spec'd a Meyer 

Sound loudspeaker system...FiberPlex's 

LightViper was acquired for Third Day's recent 

tour, spec'd by David Jacques, the band's 

Production manaaer/FOH enaineer. 

74 MIX, April 2008 • www.mixonline.com 



www.yamahaca.com 

Two touring amplifiers. One tough 

decision. With the introduction of 

Yamaha's TXn Series, built-in DSP 

now at your fingertips. Both series drive 

at 2 ohms ( UL Listed), providing mega 

power to virtually any line array system 

We lay out the facts. You make the call. 

Tn Series 
▪ Three Models — T3n, T4n, T5n 

running respectively at 1900W, 
2200W and 2500W per channel 
into 2 ohms 

• Compatible with NEXO line array 
systems 

• EEEngine amp technology reduces 
power consumption up to 50% 

• Remote control and monitoring via 
Yamaha's ACD1 amp control device 

• Removable handles 

• Easy air filter maintenance 
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TXn Series 

• Three Models — TX4n, TX5n, TX6n 
running respectively at 2200W, 
2500W and 3000W per channel 
into 2 ohms 

• Built-in DSP speaker processing 

• Option of Ethersound, Cobranet-
and various other formats through 
an MY-Card slot 

• EEEngine amp technology reduces 
power consumption up to 50% 

• TCP/IP networking for monitoring 
and control 

• Analog and digital AES-3 inputs 

• Removable hand es 

• Easy air filter maintenance 

When you need help, time zones shouldn't matter. Yamaha provides coast to coast 

24/7 technical support. With dedicated staff and regional service centers, assistance 

is around the corner. If we can't fix it over the phone, well put a part or a person 

on the next plane out. It's that simple. 

OYAMAHA 

CeCD 
commercial audio 

Yamaha Commercial Audio Systems, Inc • P 0. Box 66m. Buena Park. CA 90620-6600 
A2o08 Yamaha Commercial Audio Systems. Inc. 



On the Road 

The Verve 
The Verve tour, which rolled out across 

tbe UK in late 2007, found front-of-

house engineer Ian Laughton and mon-

itor engineer Tristan Farrow both man-

ning Midas XL8s provided by Britannia 

Row Productions. Mix caught up with 

Farrow during the tour. 

How much gear are you carrying? 

The Verve December tour carried full 

production. Britannia Row provided all 

the sound equipment, and for myself I 

had my monitor rig of choice. The desk 

was an XL8 with all the associated bits. I 

used all the onboard "accessories" other 

than the onboard graphics, for which I 

chose the digital TC Electronic EQ sta-

tion. All wedges were Thrbosound 350s, 

which are fantastic for the full-frontal 

fatness required for the band. Sidefills 

were three-deep V-DOSC flown, with 

three dV-DOSC subs underneath them. 

This gave a very even coverage of the 

band over the stage. 

Do you bave a specific mixing style for 

this band? 

It is always a pleasure when your own 

ideas about how the stage should sound 

is similar to what the band wants. I was 

fortunate to be in this position with The 

Verve. They are a band that jams and 

plays by feel, so it is important for the 

sound to have an emotive and sonic 

quality. 

Is the band on in-ears, wedges or a com-

bination of both? 

The band is entirely on wedges. Pete, the 

drummer, will use IEMs for songs with 

a click-track for a more precise timing. 

This has been working great. 

Where can we find you when you're 

not on tour? 

If you're searching hard, you will prob-

ably find me in my backyard, with a 

trowel or a barbecue close to hand. 

Í 

Now Plaging  

Killswitch Engage 
Sound Company: Rat Sound 

F01-1 Board/Engineer: Digidesign VENUE/ 

Jordan Coopersmith 

Monitor Board/Engineer: Yamaha PM5DRH/Bob Strakele 

RA./Amps: L-Acoustics V-DOSC, dV-DOSC, ARCs; Rat Dual 

18-inch subwoofer/L-Acoustics LA48A, Crest 7001/4801, 

Crown 2400 and 3600. Chevin 06 

Monitors: ARC speakers, Rat Dual 18-inch subwoofer, 

L-Acoustics HI-0 

Outboard Gear: XTA DP428, TC Electronic D-Two/2290, 

Summit Audio DCL200 

Mics: Sennheiser e609, e904; Shure SM58, SM57, Beta 

52, 91, 98d/s, 58, 57; Neumann KSM109, KSM32; Audix 

0M7; Audio-Technica AT 4050; Radial J48V 

Additional Crew: tour manager Jimmy R, production 

manager Jordan Coopersmith 

Iron Maiden 
Sound Company: ML Executives Group (Fort Lauderdale) 

FOH Board/Engineer. Doug Hall/Soundcraft Vi6 

Monitor Board/Engineer: Steve "Gonzo" Smith/DiGiCo 

D5 Live 

P.A./Amps: EAW KF760, KF300z, KF761, SB1000z/Lab. 

gruppen FP7000, FP6400 

Monitors: EAW SM200iH, KF850z; Turbosound TMS3, 

2x15; EMI 2x15; HK Audio 2x18 

Outboard Gear: EAW Smaart Version 

6, XTA DP226, AudioCore wireless, AMS 

RMS15, Smart c2 compressor, dbx 1066, 

Eventide H3000 OSE, Yamaha SPX2000 

Mics: Shure UHF Series with Beta 87C ele-

ment, wireless and wired mics 

Additional Crew: system designer Gary 

Marks, line array system tech Michael Hack-

man, monitor/stage tech Squid Walsh 

Gallo Center Opens With High-End Audio System 

The Gallo Center for the Arts, a 

new $40 million theater complex in 

Modesto, Calif., offers two perform-

ance venues: The Mary Stuart Rogers 

Theater holds 1,250 seats, and the 

Foster Family Theater has a capacity 

of 444 seats. This regional facility is 

home to the Modesto Symphony and 

will serve as a multipurpose center 

for a broad range of entertainment. 

Media Systems Design Group was the 

audio design consultant, with principal Tim Hart overseeing the design, which includes 

.1BL Veffec and VRX line arrays, Crown amps and BSS Audio processing. 

The main theater features 18 VT4888 midsize line array elements, configured nine 

per side with each cluster also rigged with two VT4882 midsized arrayable subwoofers; 

power is via CTs and I-Tech Series amplifiers. In the smaller theater, the line arrays com-

prise 12 JBL VRX932LA portable line arrays, arranged six per side, with four VRX918S 

subs mounted onstage. Signal processing is handled by BSS 9008iis. 

The contractor for the facility was Henry Beaumont of pcd Inc., who had to re-

spond quickly during the final phase of the installation because approval for the high-

performance arrays resulted in a late design addition. "We had a short time window," 

Beaumont says. "The system had to go in and work right away, and it did. JBL has the 
suspension hardware so well-engineered on these products, that it helped us predict 

how they would hang, so we could just drop them in. It came out almost exactly as 

we projected." 
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Scott sings into a Neumann KM5 . Jill has a 

full stereo mix in her Future Sonics ear monitors," 

says monitor engineer Jim Roach. Scott also has 

four wedges on two mixes: "The outer pair of 

wedges has a band mix, and the inner pair is 

just her vocal." 

-e t 
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• 

Photos by Steve Jennings 

Text by Sarah Jones 

R&B singer Jill Scott and her 14-piece band have been on the road touring 
in support of Scott's latest album, The Real Thing: Words and Sounds Vol. 

3, released this past fall. The tour is hitting mid-sized venues across the coun-
try, from Boston's Orpheum Theatre to Detroit's Fox Theatre and The Grove of 
Anaheim, Calif. Mix caught a sold-out February show at Oakland, Calif.'s grand 
art-deco Paramount Theatre, where the soulful diva kept 3,000 fans on their 
feet all night with her sultry blend of fierce funk and smooth grooves. Sound 
for the tour is being provided by Masque Sound ( East Rutherford, N.J.), and 
includes a Meyer Sound MILO system ( 24 boxes), with eight d&b B2 subs and 
D-12 amps; monitoring is via Firehouse powered F-12s and XTA 226s. 

Front-of-house engineer Lome Grabe (second to right, with, from left: moni-

tor engineer Jim Roach, system tech John Gaczewski and monitor tech James 

Good) has been with Scott since her last European tour. His Digidesign VENUE 

D-Show board is set up for eight stereo buses and 64 channels. As there are 

quite a few musicians onstage, he uses groups to stereo and then to the matrix. 

"That way," he explains, "I can put anything, anywhere. I can put a vocal-

heavy mix where I need it to be." As for effects, Grabe uses some comps, but 

not much; instead, Grabe works off of the room's natural reverb. "If you have 

a good mic and a good player, you don't need much as far as outboard. 

"I mix off of the VCAs and let the band do the dynamics," Grabe con-

tinues. "I follow Jill just like the band does. Mixing the show keeps me on 

my feet during the whole show— I'm very busy." 
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Horn mies include Neumann Uftii 

and trumpet, and Beyer M88 on 

Bassist Dwayne "DW" 

Wright 

Guitarist/music 

director Randy 

Bowland 

*-1/4 

According to keyboard/bass/guitar tech Corey Reeves, the 

guitar and bass players are the only performers who get 

their monitor mixes on wedges. 

There are 14 performers onstage. Monitor engineer Jim Roach gets 

the most out of his Digidesign VENUE D-Show, using 52 inputs and 30 

outputs feeding various hard-wired and wireless in-ears, wedges and 

FX. "The only outboard piece of gear I have is an Aphex 8-channel 

mic pre to get my console the extra inputs I need for communication 

mics around the stage," he says. "I'm using the onboard gates and 

comps on drums, Fairchild 660 plug-in on guitars, Purple Audio MC77 

plug-in on bass and (Digidesign1 Smack! on vocals." More plug-ins are 

used for effects: Digidesign Re- Vibe on vocals and flute, and Reverb 

One on drums; and TC Electronic VSS3 reverb on Scott's vocal. 

"So far, the biggest challenge has been keeping my eyes on 12 mu-

sicians and vocalists," says monitor engineer Jim Roach. "It's a big 

group to look after; they keep me on my toes and I love it." 

.q•emmii•e"""""; 

Drum/percussion tech Detrick Low-

man checks the set. Drum mics in-

dude Neumann U87s on overheads, 

Sennheiser E908s on rack and floor 

toms, Yamaha Subkick and Audix D6 

on kick, Neumann KM 184 on hi-hat, 

and Sennheiser 441 and Shure SM57 

on snare. Congas, timbales and bongos 

are miked with Audix D2s and D3s. 

ear 

Background singers are ce: 

Neumann KMS 105s. 
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WORKING THE STAGE AND 

THE AUDIENCE THE GOOD 

OLD—FASHIONED WAY 

By Gaby Alter 

W
hen many big pop acts put on a show, it 

typically calls for a heavily choreographed 

routine. Such acts follow a tight script that's 

filled with large production numbers, dancers and spe-

cial effects. For Keith Urban, one of the biggest names in 

contemporary country music, putting on a show means 

doing it the old-fashioned way: working hard to win 

over the crowd, changing up the set with new arrange-

ments—in short, making it anything but routine. This 

was evident at New York City's Madison Square Garden, 

one of the fast stops on the Love, Pain and the Whole 

Crazy Gambol Ride tour featuring co-headliners Urban 

and Carrie Underwood. The tour began in January and 

will be making stops across the U.S. before heading to 

Urban's native Australia and then finishing up Stateside 

this month. During his performance, Urban ran from one 

end of the stage to the other, up and down a runway and 

often into the audience, where he let fans touch him as 

he took guitar solos. At one point, he even unplugged his 

axe, signed it and gave it to a dumbfounded fan. 

Urban's front-of-house engineer, Steve Laws, has been 

with the singer (minus a few breaks) since Urban started 

out on Australia's club scene 20 years ago. Admittedly, 

Urban's old-school Aussie club chops are enhanced by 
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very new-school technology, in particular 

a 60x40-foot high-definition video wall that 

adds some fancy imagery and close-ups of 

the band. 

The tour is carrying a Clair Bros. P.A., 

with the new "bow-tie" subs, eight i4s as 

side hangs in large arenas and a pair doing 

frontfills. "There's always a zone in the center 

that no matter what concert you go to is the 

worst seat in the house," Laws says. "So we 

put a pair of i4s there, stacked on the subs, 

making it punchy down in the front. We have 

a couple of smaller P2 cabinets doing outfills 

on the very end of the runway on the sides, 

just for the people way close in the front. 

It's very consistent sonically from venue to 

venue. It doesn't throw a lot of junk off the 

back. It's a great system." 

However, the nucleus of the show re-

mains Urban's spontaneous, crowd-engaging 

style. "He's known for grabbing the mic and 

going out into the audience, which is always 

fun," says Spence. "The biggest trick was 

coming up with a game plan for his spon-

taneity to make sure he had a mic when he 

was out in the crowd and by the time he got 

back up onstage. So we have six vocal mic 

positions for him between the main stage, 

the B stage and the piano position. Whatever 

DIMENSION 
ACOUSTICS 

he's closest to, he grabs it and 

goes." The mics—Shure Beta 87 

capsules with Shure U4D receivers 

and U2 transmitters, along with a 

KSM9 as the main stage mic—of-

ten see abuse in the line of duty. 

"He goes out into the audience, 

grabs a mic and sings on it; now 

when it's time for him to play 

guitar, the mic just gets thrown," 

Spence says, "so they're a little 

dinged up. We're on a rotation of 

getting 'em repaired, but it makes 

it fun for the audience." 

"Both Jason and I have to be 

on our toes a lot because he'll do 

audibles," adds Laws. "He'll just call a song, 

and we've got to be ready to go. It doesn't 

happen a lot, but it does happen." What's 

more, the band changes instruments fre-

quently. During the show, Urban plays elec-

tric and acoustic guitars, banjo and bass, and 

his bandmembers switch between acoustic 

and electric guitars, banjo and mandolin. In 

addition, the band plays a second, mostly 

acoustic set on a raised platform at the 

end of a runway in the center of the arena, 

which has its own setup (and during which 

more instrument switching occurs). In all, 

Some members of Urban's crew, L- R: Joe Kaiser Kenneth 

McDowell, Jason Spence, Steve Laws, Bill Flugan and Matt Wobst 

Spence and Laws must deal with a massive 

104 inputs. "I do a lot of awards shows, and 

I don't have that many inputs coming from 

[them]," Spence says. 

FOH SIGNAL CHAIN 

To handle the FOH mix, Laws uses a DiGiCo 

D5 console. "I'd still rather have an analog 

system at the end of the day, but it's really 

impractical, especially now," he says. "It's 

also a space-saving thing. I'd basically need 

two 'Midas] XL4s to make the whole thing 

work, and the amount of real estate I'd take 
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AT THE 50TH GRAMMY AWARDS 

"Atrie 50th Grammy Awards, MSR's desi u li n and acoustical 
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the Recording Academy hopes for . Thanks, MSRI!" 
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up would be obscene. 

"I use the onboard EQ," Laws continues. 

"I'm not big on using too many inserts or too 

many outboard devices, especially on a digi-

tal console; that kind of defeats the purpose 

of why you got the thing in the first place. 
Not only that, you can introduce latency, 

and then trying to compensate for that. I 
know a lot of people who don't compensate 

for it, and personally I can hear it. 

"The only outboard I use is a [Lexicon] 
480L. There's not many things around that 

can do what a 480L does. I use a medium 

hall setting, and I use a snare plate or a wood 
room on the snare drum. I have a [Tech 21] 

SansAmp guitar preamp I use to distort the 

drum kit for a couple of songs, and also the 

bass guitar for a couple of songs. It gives 

it a little edge. [For] the drum kit, I have 

[Empirical Labs] Distressors on the kick and 

snare, simply because there's nothing like 

that inside the DiGiCo. I've also got the 

ADK [Pro Audio] computer with the Univer-
sal Audio card, so I can access LA-2As and 
1176s and things like that, but it's through 

the DiGiCo without having to go through 

any kind of conversion." Laws sends the rest 
of the drum kit through a stereo pair to an 

Empirical Labs EL7 Fatso audio processor, 
"which really makes the drums leap out of 

the mix," he adds. 

Laws groups Urban's six vocal chan-
nels together and inserts Crane Song Trak-

ker Class-A compressor/limiters across the 

group. "[It's] a studio device, primarily, but 
probably one of the most awesome compres-

sors I've ever used," he says. "I've got two of 

the Trakkers, and I also have an STC-8 [Crane 
Song stereo compressor], which I use over 

bass and guitar. There's a few touring guys 

that use the STC-8 on bass; it's really one of 
the best bass guitar compressors out there. 
The Trakkers are a little different—more of 

a mastering compressor and really good at 

handling vocal transients without any kind of 
coloration. It does have a lot of options. It's 

basically every compressor that you've ever 

used built into one compressor." 

MONITOR WORLD 

At stage-left, Spence is mixing on a Yamaha 

PM1D dual engine with LMY4-MLF mic/line 

input cards with 5k preamps, clocked with 

an Apogee Big Ben. "It's the only reliable 
console that can handle the inputs and out-
puts that we're running," he says. 

"All the FX are onboard," Spence contin-

ues. "I do have the [Yamaha] REV-X 'verbs 
installed in there. I'm running Version 2 on 

the 1D. There's a really cool 1176 emulator 

on there that I use on a few inputs; that 

works quite well. There's a tape-saturation 
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emulator, which is great for putting on kick 

drums—it emulates slamming analog tape 

and gives you that punch." 

Sharing the Yamaha PM1D as a surface 

with Spence is Underwood's monitor engi-

neer, Cam Beachley. "I have my own wireless 

rack and output cage for the PM1Ds so that 

we're not having to repatch," he says. "Jason 

and I really thought about this, what would 

be most effective and speedy. 

The band uses Future Sonics custom ear 

buds with MG4 drivers with Sennheiser EW 

300 ¡EM G2 in-ear transmitters and receiver 

packs. The drummer uses a hardwired 

RECORDING. STUDIO. CAREER. 
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MC. 
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1.8. PLAY 
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Shure PSM 600 pack. "[The Future Sonics] 

are probably my favorite of all the in-ears. 

because they don't scoop out the mids," 

Spence says. "It's not an armature, it's a real 

driver. No dual-driver, no triple-driver: it's 

one driver, 20 kHz." 

"Everybody's wearing Future Sonics 

right now, and we're using Sennheiser G2 

transmitters and receivers," Beachley adds. 

"Everybody's in-ears; we've got two subs 

up on the deck, and the bass player's using 

a wedge as a faux bass amp." 

In addition to the in-ears, Urban listens 

to Showco Prism SRM wedges suspended 

PICK ANY THREE. 
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Keith Urban monitor engineer Jason Spence 

underneath a center-stage grating. "He tends 

to pull one ear out and switches back and 

forth," Spence says. "It started out just as 

feel, but as he started pulling an ear out to 

get the crowd, it started becoming more of 

.1 full mix in there." 

Spence also uses multiple pairs of mics 

to pick up the audience: Shure VP88 stereo 

mics and Shure 91s at FOH, a pair of KSM32s 

downstage and a second pair facing the 

back of the arena behind the B stage. "It's 

an interesting balance to try to achieve in the 

ears between getting the isolation you need, 

but then also not so isolated that your mix is 

just sterile," he says. "So we use quite a lot 

of audience mics, and if it's a good-sounding 

room, often I'll leave the audience mics up 

in the mix all night long, and then I'll just 

ride 'em harder or in between songs just to 

get that crowd reaction." 

Urban's electric guitar rig runs through 

two Royer 122 ribbon mics and two 

Sennheiser MD 409s, which go separately 

through two pairs of Neve 1073 preamps 

to Universal Audio 1176s, and finally to an 

Apogee AD-8000 that converts the signal 

into AES. 

MIKING VOCAL MISTRESS 

Doing FOH duties for co-headliner Carrie 

Underwood is Rob Rankin, who mixes on 

a Midas XL4. "Everything is available to 

me, as opposed to a digital console, where 

lots of stuff is buried. I'm old school," he 

says unapologetically. "It's mostly about her 

vocal and keeping up the band to support 

it." Underwood's vocals go through a Shure 

SM57, and then to an Empirical Labs DL8 

Distressor and an XTA stereo dynamic EQ 

to help with sibilance. 

Beachley adds that there is no need for 

him to treat Underwood's voice. "Nothing 

on her vocals, flat EQ," he confirms. "She's 

an awesome singer, has great microphone 

technique. No compression, no nothing. 

She's the real deal." 

Gaby Alter is a New York City-based writer. 
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LOCAL CREW  
BY BARBARA SCHULTZ 

H.A.S. Productions 

Musician Loses Job, Gets Lucky Break 

L
any Hall, owner and founder of H.A.S. Produc-
tions (Las Vegas, www.hasaudio.com), believes 

that "things happen for a reason." For example, 

his music career took a fortuitous hit in 1994 after he 

moved his young family West to join a band. He had 

been living in New Hampshire with his wife and two 

small children, hating the cold and feeling disappointed 

in the local music scene, when friends suggested he 

relocate to Las Vegas. 

"They said, 'You guys should move out here because 

a professional musician in las Vegas can buy a house 

and a car, and they get treated like normal people," 

Hall recalls. "They sent me a newspaper because bands 

actually advertised, 'Wanted: singing guitar player who 

• can sing this type of music.' I auditioned for a group 

over the phone, and they hired me, so we sold off a 

bunch of stuff and got in our little car with our two kids 

and the little P.A. I had at the time, and we moved out 

here. But the band had flaked on me and they'd hired 

somebody else." 

A stranger in a strange land, Hall had to find some 

kind of work to keep his family afloat, so he took a 
job cleaning carpets at the Mirage Hotel and Casino. 

Coincidentally, his new supervisor was also a music and 

audio lover, and he and Hall began working on outside 

projects. In addition to playing, Hall rented out and ran 

the P.A. he'd brought West for low-budget gigs around 

town and began investing every dime he could spare in 

more and better gear. 

"When I was working as a musician, I took all the 

money I made rental-wise and dumped it into more gear 

so I could do more at that lower level—the casinos and 

lounges, and that kind of thing," Hall explains. "Then I 

got to a point where I was making more money being 

an audio provider." 

As his business (then called Hall Audio Services) and 

inventory grew, Hall continued to invest wisely. "My 

wife said that as long as I was providing enough money 

to take care of us, she didn't care what I did with the 

rest of the money. Say I needed to make $800 or $1,000 

per week to support our family, and I made $3,000 that 

week, I would put the $2,000 into Hall Audio Services." 

In time, Hall added services and more gear to the 

business. Today, the renamed H.A.S. Productions pro-

vides bacldine, staging and lighting, as well as full-on 

audio production and equipment rental to clients in 

Nevada, Arizona, California, Utah and New Mexico. 

Hall laughs when he remembers his first pro-level gig: 

a Gary Hoey concert that he worked using an old Allen 

& Heath board and Carvin speakers. His inventory now 

includes multiple Yamaha PM5D and PM4000 boards, 

and additional consoles from Midas, Soundcraft and Al-

HAS. Productions' Larry Hall takes a 

moment to relax between gigs, which 

include an Al Jardine performance at 

Ceasar's Palace (inset). 

len & Heath. H.A.S. also maintains more than 100 line 

array cabinets, including an impressive JBL VerTec rig 

and three D.A.S. Audio arrays. 

Hall is proud to list among his clients the Academy 

of Country Music ("everything but the big awards show," 

he says), Fremont Street and the MGM Grand. Recent 

performers have included Patti LaBelle, Michael Buble, 

Randy Travis and more. He hired operations manager 

Danny Lane a year-and-a-half ago because H.A.S. has 

grown to where one person can't handle all of the day-

to-clay operations. Three full-time staffers keep the gear 

maintained and the office running, and Hall has his pick 

of 15 to 20 freelance engineers. 

The road was a bit bumpy at first, but Hall has come 

a long way since losing that promising bar-band job. 

"When I first got here, I had two small kids and a preg-

nant wife, and no income," Hall says. "But if I hadn't 

ended up getting this stupid job cleaning carpets at the 

Mirage, I wouldn't have ended up doing that Gary Hoey 

show and having the support and courage to take this 

business to the next level." 

Barbara Schultz is an assistant editor at Mix. 
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New Sound Reinforcement Products 

AVIOM 6416M MIC INPUT MODULE 

Introduced at last month's Musikmesse, Aviom's (www.aviom 

.com) 6416m mic input module and the optional RCI remote-con-

trol interface and MCS mic control surface are designed for the 

Pro64 audio network system. The 6416m offers 16 mic-level analog 

inputs at all Pro64 sample rates, from 44.1/48 to 192 kHz, with 

continuously variable gain and individual channel on/off switches 

Other features include XLR inputs with +48-volt phantom power, 

low-cut filter, phase invert and pad per channel, and each 6416m 

can save 16 mic preamp presets for easy recall. 

RCF TTL31-A LINE ARRAY 

WA' is now shipping its "mini-sized" 11131-A 
two-way line array. The bi-amplified system has switching amps 

(500W LF/250W HF) powering an 8-inch neodymium woofer and 

three ND1411-MT neodymium compression drivers in a compact, 

12x21x18-inch Baltic Birch—ply cabinet. Onboard 96kHz/32-bit DSP 

handles system opti-

mization—equaliza-

tion, driver alignment 

and crossover—along 

with hard limiting and 

clipping protection. 

A matching 1,000W, 

12-inch subwoofer 

(model Tit-112-AS) is 

optional. 

KLARK TEKNIK SQUARE ONE SPLITTER 

The Square One splitter from hlark "leknik (www.ktsquareone 

.com) provides a simple analog solution to signal distribution 

with a high-performance, Midas 

XL8—derived preamp design pack-

aged in a 2U, 8-channel format. 

To increase versatility, a third set 

of independent (fixed-gain), trans-

former-isolated outputs are pro-

vided. The Square One splitter 

can also function as a 1-in/16-out 

media split box. 

111111111111111111 1111111111111111ii---
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QSC POVVERUGHT 3 SERIES 

With models from 2,500 to 8,000W, QSC's (www.qscaudio.com) 

new PowerLight 3 Series offers a choice of DSP with remote 

control/monitoring via BASIS or value-oriented analog input 

operation. The top-end PL380 (S2,735) has two 4,000W, Class-D 

channels; the 2,000W PL340 ($ 1,633) and 1,250W PL325 ($ 1,253) 

have the same features as the PL380, but are Class-H designs. All 

of these two-rackspace amps also offer detented gain controls with 

ldB increments, removable knobs with a lockout security plate 

and selectable 1.2V/32dB/26dB input gains. 

ALTO MS 

MONITORS 

Alto (www.altopro 

auClio.com) expands 

its MS line with the 

MS12A, a compact, 

high-power monitor 

with a lightweight, 

12-inch coaxial 

driver with a neo-

dymium compres-

sion driver, 420W of 

bi-amplification and 

onboard DSP modeling o simulate various acoustic ern, ironments. 

Other features include an analog protection limiter, multilayer ply-

wood trapezoidal enclosure, a steel grille, balanced line input and 

link/thru XLRs, a 121dB max SPL output and a weight of only 26 

pounds. Retail is $649; also available is a 10-inch version (MS10A 

priced at $579. 
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Configure the system you require from eirt modules - Mic Amp, VHD Mic Amp, Channel EQ, 
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TECH'S FILES 
BY EDDIE CILETTI 

Quest for the Optimal DAW Display 

Understanding Specs on Those "Other" Monitors 

M
ost of my geek-related purchases are 
made online. But choosing a computer 

monitor is a bit different than buying a 

hard drive—I want to see it, compare it and, should 

something not work out, easily return it. These 

days, with an array of inputs and internal DSP 

format—conversion possibilities, finding the best 

monitor for your DAW is not so easy. 

After first checking options and specs online, 

I went to a local Best Buy, made the comparisons 

and left with an LG Flatron L226WTQ-SF, a 22-inch, 

widescreen LCD for less than $300. 

CHECK THE TAGS 

When shopping for a monitor, there's a good chance that 

the display panel came from an original equipment man-

ufacturer (OEM) and that another company created the 

I/O, signal processing and aesthetic "wrapping" around 

it. The Zenith Corporation that built my dad's portable 

tube radio wasn't likely to be the same one that manu-

factured my first flat-panel TV. 

With so many new and unfamiliar brand names, it's 

hard to know whether a brand and a manufacturer are 

one in the same. Manufacturer reinvention happens a lot, 

phone companies being the most obvious example. A 

change in direction, new technology or being purchased 

by another company can lead to a more fitting name 

change. 

After spotting the identical version of my Zenith plas-

ma TV branded as an LG MU-42PZ90V, my relationship 

(and curiosity) with LG began. In researching this article, 

I learned that LG is the Korean manufacturer formerly 

known as Goldstar, and it had purchased Zenith in 1999. 

LG also has a partnership with Netherlands-based Phil-

ips. LG-Philips produces the Apple Cinema LCD Panel 

and the Dell Ultrasharp 2005FPW. 

SPECS, SPECS, SPECS 

Specifications help to quantify and translate what we see 

and hear. My transition to the LG L226 LCD was quite a 

bump up from a 7-year-old CRT. With its 3,000:1 contrast 

ratio, 2ms response time and 1,680x1,050 resolution, I was 

amazed at how small things could be made and still retain 

their clarity—not a strong suit for a CRT, but a piece of 

cake for the 1226. In fact, I learned about something called 

native resolution—the target you want to hit to get the 

most out of any digital monitor, whether LCD, plasma or 

DIP (Digital Light Processing). 

For all monitor types, resolution is primarily deter-

mined by the size of whatever technology creates the 

image—the smaller the better. For the old-familiar CRT, 

high voltage accelerates an electron beam so that it strikes 

a phosphor-coated screen with such force as to make it 

light up. Early on in display technology, a monochrome 

CRT could easily deliver higher resolution than its color 

counterpart because only a single beam made the dot, 

the analog equivalent of a pixel. A perfect example is the 

5-inch green CRT that was used in the SSL 4000 Series 

consoles, which was capable of very fine text. Dot size is 

controlled by an electronic focus "mechanism," along with 

the monitor's condition—it is a vacuum tube, after all. 

A color CRT complicates the matter by a factor of 

three: A trio of red, green and blue phosphors combine 

to make a white dot; the size of that trio determines the 

resolution (dot pitch). Not only are there now three elec-

tron beams, but each must strike only its respective color 

(known as "convergence"). Smaller dot pitches increase 

the convergence challenge, which requires several inter-

nal adjustments to achieve the same performance from 

center-screen to all extremities. Again, age brings vari-

ables in focus and tube-life. 

SOLID-STATE DISPLAY TYPES 

Conversely, all of the "solid-state" display technologies 

are based on an X/Y matrix of columns and rows, elimi-

nating the need for focus—yeah!--the exception be-

ing any projector that relies on a standard optical-focus 

mechanism. For CRT, LCD and PDP (Plasma Display 

Panel), you can think of each white dot as a pixel, the 

three colors that combine to white as subpixels. 

LCD screens are used in laptops because they are re-

markably energy-efficient: LCD = TFT (Thin-Film Transis-

tor) active matrix. No transistor equals a passive matrix. 

The light source behind most screens is either a cold 

cathode fluorescent light or the same Electro-Lumines-

cent Panel (ELP) technology that first made the LA-2 and 

LA-3 opto-limiters possible back in the '60s and 70s. 

Contrast ratio is the relationship between the brightest 

white and the blackest black. Bigger ratios are better: Too 

bright might yield a better contrast ratio, but tends to be 
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Visit Our SuperStore 
420 Ninth Ave, New York, NY 10001 

800-947-5508 bhproaudio.com 

Drop by our SuperStore where you can 

handle the gear of your dreams. You'll find 

an oasis of competitively- priced stock, and 

unrivaled customer service with the most 

knowledgeable sales staff anywhere. 

TOOLS 
FOR 

CREATION 

Speak toa Sales Associate 

With more than 30 years of renowned 

service, we continueto be your"Pro Source." 

Our sales staff is made up of industry 

professionals with years of experience. 

Simply call, and a sales associate will assist 

you with all your individual needs. 
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MIXERS 
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180,000 products at the tip of your fingers. 

Quick searches and live support help you 

get everything you want and exactly what 

you need. Create an account, make a wish 

list, and sign up for our newsletter, all in 
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hard to view at close range (but great at a 

distance). LCDs are "black challenged," but 

improvements are always being made. 

The brightness (luminance) spec for the 

LG L226 LCD is 300 cd/m2, a (metric) light-

density measurement where one candela 

per square meter = one lux, and 10.76 lux 

= one foot-candle. This was substantially 

brighter than my older, tired CRT, but al-

most bright enough to give me a tan. By 

comparison, the older plasma display is ca-

pable of 1,000 lux but has a lower contrast 

ratio (1,200:1). New plasmas have a 10,000:1 

contrast ratio. Sunlight is in the 50,000-lux 

ballpark, while indoor lighting ranges from 

100 to 1,000 lux. Bright is good when work-

ing in a high-ambient light environment. 

For an LCD, a brighter light source not 

only challenges the ability to make black, 

but it also requires more care to prevent 

the light from leaking out (most noticeable 

around the screen's edges). To block or 

pass the light, an LCD relies on twisting the 

liquid crystals that are sandwiched between 

a pair of polarizing filters. On axis, the view 

is vibrant, but off axis the response is poor. 

Also known as viewing angle (170 degrees 

horizontal and vertical for the LG L226), this 

is good for security but bad if you need to 

view with a group. 

While this idiosyncrasy does not limit the 

LCD's ability to produce an image, screen 

sizes are limited to the range that maintains 

edge-to-edge image consistency for a typical 

user's range of movement. CRT, DLP (pro-

jection technology) and PDP all have good 

off-axis response. The crossover screen size 

between LCD and plasma is between 32 and 

40 inches, although displays more than twice 

this size have been made. 

For a PDP system, light is generated by a 

trio of "cells" containing the "noble" (inert) 

gases of xenon and neon. When electrically 

tickled, the gases turn into an ultraviolet, 

photon-emitting plasma that lights its respec-

tive colored phosphor. A PDP is, in essence, 

a massive array of miniature fluorescent 

lights. The Zenith/LG MU-42PZ9OV plasma 

specs are 852x480 resolution, 1,000 cd/m2 

brightness and 1,200:1 contrast ratio. 

Early PDP models consumed nearly as 

much power as a CRT, but efficiency is 

improving. Both CRT and PDP suffer from 

"bum-in fatigue" if run for long periods at 

full brightness and stationary graphics. Solu-

tions include screen-savers, using gray text 

(instead of white) and image randomizing. 

DLP technology was developed and is 

licensed by Texas Instruments. The system 

starts with a light source that is bounced 

onto a chip-sized matrix of mirrors. In a 

single-matrix system, the color information 

is broken up into its component parts, each 

bouncing off the mirrors and through its 

respective filter on a synchronized rotary 

wheel. On a three-chip system, the light 

source is divided into RGB via prism before 

striking the matrix. 

KEEP LOOKING 

list! 1)eed at \\ II data is fed to a monitor 

is referred to as the "refresh rate." Higher 

speeds are better because they are less 

related to the native frame rate of various 

sources. In old analog TV terms, the video 

rate is 30 frames per second, within which 

separate odd- and even-line fields are "in-

terlaced" at twice the frame rate, or 60 

fields per second. (Computer and modern 

TV monitors are progressive scan.) Typi-

cal refresh rates are between 55 and 85 Hz, 

which can be as high as 120 Hz. Video for 

Internet use is often converted to 15 frames 

per second, where either the even or odd 

fields are dropped. 

"Color support" refers to the number or 

range of colors (gamut), 256 steps each of R, 

G and B yields 16.7 million colors, a number 

that might be considered a minimum. Just as 

most audio converters are not capable of 24 

bits of resolution, a video display's ability to 

reproduce the color spectrum is limited by 

the purity of the color sources. 

A display's "response time" is the period 

required to turn pixels from one state to an-

other and back again—from black to white to 

black, for example. And here, faster is better 

for minimal image distortion. While I could 

not find the specific spec for the LG MU-

42PZ9OV plasma, a similar monitor had an 

8ms response time. (A video frame is 1/3oth of 

a second or 0.033 seconds or 33 ms.) 

For those of us concerned with audio 

and video sync, you might think response 

time is critical. From my limited experience, 

it seems there are more problems with keep-

ing audio and video signals in sync during 

the distribution and transmission process. 

(Check out Paul Lehrman's February 2008 

"Insider Audio" column on the subject.) I 

would also speculate that the response time 

quoted in product literature might be that 

of the display panel only and not include 

the DSP required to optimize the image for 

the screen—just as any audio plug-in has a 

certain amount of latency. 

As most product disclaimers clearly spell 

out "specifications are subject to change," this 

is particularly true for products that are still 

on a growth curve. Sad to say, my plasma is 

already old news. 

Eddie's refresh rate at www.tangible-technol 

ogy.com is specified in weeks rather than ms. 
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Liquid Mix Rebate!* 
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ANY CLASSIC COMPRESSOR AND ED IN HISTORY FOR THE PRICE OF A SINGLE PLUG-IN 

Why pay for one plug-in, when you can have 60 plug- ins and a killer hardware control surface? Focusrite's Liquid Mix gives you 32 channels of 

classic compression and EQ, simultaneously across youf entire Pro Tools- session. Only Liquid technology gives you genuine emulations of the 

most revered signal processors used on countless hits tiroughout recording history. 

Liquid Mix puts 40 classic compressors and 20 vintage En's at your fingertips, but then takes you much further. You can bring together individual 

EQ bands from any classic EQ emulation to create yo ' r own unique seven-band hybrid super-EQ. What's more. using 'free' mode, original ïl 

compressors with limited or absent controls suddenly ecome fully featured - yours to use as you choose. The Liquid Mix hardware controller 

allows direct control of every Liquid plug-in throughout he mix. Just plug in, power up, and dial in the perfect mix. 

Take the Liquid Mix Challenge and see if you can spot the original - visit www.focusrite.comniquidchallenge 

$150 Liquid Mix Rebate. Valid March 1 - April 30, 2008. Visit www.americanmusicandsound.com/rebates for dotaik , 
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audio heritage I sonic integrity professional solutions 

Sweetwater For more information: 800-222-4700 or www.sweetwater.com Focusrite 
www.focusrite.com 



MIXIgooks 
Brought to you by Mix, Electronic Musician and Remix magazines 

Featured Item 

Career 

Insurance! 

Mix Readers 

Order online at 

www.mixbooks.com 

or call 1-866-860-7087 

Order Today & Save 30% On Selected Items 

The Hollywood Edge Sound Effects 
If you use sound effects, The Edge Edition is a truly wise investment. If you are 

involved with any aspect of post-production, The Edge Edition is for you. Spread 

across 4 CDs are the best sound effects, designed with the sound artist in mind. 

Choose among clocks, crashes, doors, toilets, alarms, birds, horses, motorcycles, 

impacts, office sounds, slamming doors, buzzers, and telephones and the list 

goes on and on. Only the finest, most usable sound effects are meticulously 

edited and selected for this release. 

SAVE AN ADDITIONAL 10% OFF THE ALREADY 
DISCOUNTED PRICE FOR THE EDGE EDITION! 

Use code GMX408 when ordering any product to receive your additional discount 
Offer valid until May 1st, 2008 

Profir,s,inen.11 
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Mic Techniques 
This book, by the author 

of industry bestseller 

"Modern Recording Tech-

niques," focuses on micro-

phone usage for dozens 

of different instruments as 

well as vocals, amplifiers, 

Leslie cabinets and much 

more! Accompanied by 

an audio CD that allows 

you to hear the different 

effects of microphone 

placement techniques. 

$39795 ..$27.97 

Art Of Producing 
"The Art of Producing" 

lays out a specific process 

for producing a music 

project from start to fin-

ish. Throughout the book, 

you will acquire specific 

skills and techniques for 

producing a high-quality 

production, and you will 

explore the many values 

that must come together 

along the way. 

$29795 ..$22.46 

MUSIC 
at Home 

Mastering Music 
Mastering Music at Home 

is for any home or project 

studio owner or opera-

tor. It's for musicians and 

engineers who can't afford 

to pay a professional mas-

tering engineer thousands 

of dollars to master their 

music, but who still want 

to get professional-level 

results when releasing their 

songs to the web or on CD. 

The Tour Book 
Live music is a huge indus-

try. In 2006, concert ticket 

sales totaled $3.6 billion 

in North America alone! 

Playing live is an integral 

part of the success of any 

musician, band, or artist. 

There is a huge difference 

between writing and re-

cording your songs in your 

home studio or rehearsal 

space and going out and 

putting on a show. 

$3-4799 ..$24.49 $-3-4,99 ..$26.24 

Use code GMX408 when ordering any product to receive your additional discount 
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The New A440 Active Ribbon 
!, 

• Quick 

• Quiet 

• Powerful 

Unlike any other ribbon microphone 

• Natural Clarity 
• Most Sensitivity 

• Least Noise 

Call your dealer for details. 

CD Audio Engineering Associates  
www.ribbonmics.com ■ 800-798-9127 

www.ribbonmics.com 
Handcrafted in Pasadena, California 



VOCABOOTH 

ci 
VOCALBOOTH 

1631 S.E. Riviera Dr. 

Bend, OR 97702 

Tel 866-330-6045 

www.vocalbooth.com 

he Garage. Cold gray cement 

floors, exposed rafters and drafty 

air—often the incubator for great 
idas, talent and sound. But there are the 
obvious limitations— it's a garage. 

Eleven years ago Calvin Mann, a singer 

songwriter, needed more. He needed more 

control and sound isolation for his recordings. 
Living in Central Oregon with no state-of-

the-art recording studios he did what most 
driven artist would do—he created his own 

modular sound room—the first VocalBooth 
for VocalBooth.com. 

As luck would have it, recording technology 
was also becoming more accessible and 

affordable. Today the missing link to great 

professional, home-based recording and 

broadcasting is often the quality of sound 
isolation. VocalBooth.com has experienced 

tremendous growth in the industry, both in 
the US and internationally, because it offers a 

superior solution that can be both economical 
and robust. 

Modular by design, a VocalBooth can operate as 
an external standalone sound isolation solution 
or as an additional booth for a broadcast studio. 

Used by professionals worldwide, applications 

include broadcast, voice over, recording, studio 
control, audio post production, as well as 
rehearsal and meeting rooms. 

Each completely enclosed system includes 
lighting, cable ports, active ventilation, optional 

windows and unlimited customizations. 
Available in a single or double-wall design, sizes 
range from 4' x 4' to 16' x 16'. VocalBooths are also 

offered in a pentagonal shaped design called the 
Diamond Series which are available in four sizes. 

What has made VocalBooth.com a leader in the 
industry? They listen. 

SATISFIED—or better said, ecstatic customers 

(no longer in their garages) include: 
Tom Bodet (the voice e Motel 6) 
XM Satellite Radio 

Mitch Watkins (guitarist for the Lyle Lovett Band) 

Ron Fairchild (keyboards, guitarist for Oak Ridge 
Boys and Restless Heart'l 

The Sundance Film Festval 
Martin Guitars 

Nick Lachey 
Kiku Collins 

Warrior Guitars 

Eminence Speaker 
Malcolm Welsford Studios 

Brian Garcia (producer of Avril Lavigne, 
Kelly Clarkson) 

The Black Eyed Peas 
Pixel Records 

David Kerschenbaum 
(Grammy winning producer) 

ete 
VOCALBOOTH.coovi 

Special Advertising Supplement 
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ON THE OUTSIDE. 

'ET 

ON THE INSIDE. 

it'saVoc.: oth. 

VocalBooth.com manufactures state-of-the-2Ft 
portable sound booths and isolation enclosures for the 
professional, home recording and broadcast studiici. 

To learn more about our products please 
call ( 866) 330-6045 or visit us online at 

www.vocalbooth.com 



SOU\D PURE A\D PELUSO 

ound Pure's quest for the best manufactured 

boutique recording and guitar gear led them to 

Peluso Microphone Lab. Peluso is the most prolific 

builder of high-end vintage-style microphones in the world, 

with twelve stunning microphones in the lineup, all available & 

stocked at Sound Pure. 

Peluso founder, John Peluso, is no stranger to microphones, 

with 28 years in the vintage microphone rebuilding and 

capsule restoration business, where he has collected the best-

of-the-best vintage mics (C12s, 251s, U47s, etc.). These are now 

benchmarks for the mics he builds today. 

Peluso was forced to replace so many parts when doing 

vintage restorations that sometimes little remained original. 

A lifetime project, Peluso has developed mics that perfectly 

capture the sound and inner-workings of these classics. 

Although the vintage mic market has become outrageously 

pricey with the mics painfully aging, Peluso has released 

his amazing line of cost-conscious vintage replicas through 

specialized dealers like Sound Pure. 

Sound Pure Pro Audio's experts are always just a phone 

call away- real working, professional recording engineers and 

concert musicians. 

They obsess about the 

sound of everything we 

carry, thoroughly test as 

much gear as possible, 

make sound clips 

available at soundpure. 

com, and represent 

boutique products not 

available at 'superstores.- They have the best prices around, but 

more importantly, help make your recordings the best they can 

be within your budget. 

Recently, Sound Pure has decided to add to these fine 

recording products, by expanding into the area of extremely 

high-end guitars and amps. They realized no other dealer 

roi ! Id hrlp mi içvja nç o Itch the right 

SOUND PURE AND PELUSO 

808 Washington 5, 

Durham, NC 27701 

Tel. 888-528-9703 

vn,vw.soundpure.com 

G 
Reserve Tickets Now! 

11 
Dg nfti Room MISS A Recording Studio/She 

Boutique Guitar a Amp Showroom, and Seminar Room 

combination of fine guitars and pro-audio products to achieve 

the best possible recordings. Now Sound Pure can. 

Over the past several years Sound Pure has researched and 

selected the finest guitars currently being built for recording 

and performance. They have allied with master luthiers like 

Terry Mclnturff, who recently released the best Vintage Les 

Paul-based guitar, rivaling the best surviving Paul's from the 

late 1950's (see photo), to bring their clients the best of what 

is available today in guitars and amps. Others guitar lines 

represented include Benedetto, Santa Cruz, Nash, Soloway, 

Huss & Dalton, Goodall, Bad Cat, Fargen, Victoria, Zemaitis, Nik 

Huber, McNaught, Melancon, New Orleans, Tyler, Zion, Rivera, 

Lowden, Trussart, Eastman, Duesenberg... to name only some 

available at Sound Pure. 

Photos of the impressive stock of unique guItars, amps, & 

effects, hundreds of MP3 sound clips including examples of 

Pelusas in action, are now featured on their redesigned website 

wwvv.soundpure.com. The website specifies the signal paths of 

the MP3s so you hear the gear In action, and better understand 

the recording methods. Contact Sound Pure today toll free at 

888-528-9703, or e-mail sales@soundpure.com for advice, to 

setup your Peluso demo, or for any other pro-audio or guitar 

need. 

Contact Sound Pure now to secure a limited reservation 

to the imminent grand opening of the huge new Sound 

Pure facility (pictured) with Boutique Guitar Showroom and 

Recording Studios, where you Mil have the opportunity to 

wainim 
so nd p[)re 

meet industry legends like John Peluso 

and Terry Mc Inturff, hear seminars, and 

demo hundreds of pieces of the best gear. 

Special Advertising Supplement 
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rHE AMAZING PELUSO MICROPHONE RANGE 
WTHENTIC VINTAGE PERFORMANCE 

)RICED RIGHT 

WHICH PELUSO IS RIGHT FOR YOU? 
ask the experts at: 

soVnd pVre 
BEST GEAR BEST PRICES 

Sound Pure's new 
8000 sq ft sales facility, including 

boutique guitar showroom, class-A recording 
studios, & the finest lites in Pro Audio. 
Exclusive Peluso Deals also available at 
Sound Pure's new facility Grand Opening. 

Call for your reservations! 

D.W. MARA 

SPECTACULAR ONE- OF-A- KIND GUITARS AND AMPS NOW IN STOCK AT SOUND PURE AND VIEWABLE AT SOUNDPURE.COM. WITH ONLINE SOUND CLIPS 

BEST ADVICE 

dynatedlo 

LISTEN TO 
PELOSO MICS & OTHER PRO 
GEAR IN ACTION AT THE NEW 

SOUND PURE VVEBSITE, WITH MORE 
THAN 1,000 SOUND CLIPS 
AND RECORDING PATH 

NOTES 

www.soundpure.com 
sales@soundpure.com 

call toll free 888.528.9703 

Over one hundred 
manufacturers in stock! 

Pro Tools I HD VINTECH Equi=Tech .71/eir/Riee, 

ZIP/eons 
l'onduInn, gmb CharterOak ill , 11,1 



VERCE\ARY AUDIO VA\UFACTUI\G 

MERCENARY AUDIO MANUFACTURING 

www.ma-mfg.com 

www.km-69.com 
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H2-Pro 

The simple and elegant Holophone 
H2-Pro Surround Sound Microphone 
with modified LEE is the only 
patented device specifically designed 
for capturing discrete 5.1, 6.1 and 

Z1-channels of surround sound for all 
professional audio applications. The 
system's flexibility, ease of use, and 
performance makes the H2-Pro ideal for 
capturing live events and is perfect for 
in-studio use. 
www.holophone.com 

Visit us at NAB 2008 in Las Vegas. 
Booth #N6435 and N6438 

HOLOPHONE 

258 Adelaide St. East #200 

Toronto, Ontario Canada M5A1N1 

Tel. 416-362-7790 

www.holophone.com 

HOLOPi-10\E. 

H4 SuperMINI 
The breakthrough Holophone H4 

SuperMINI Surround Sound Microphone 
system delivers expansive 5.1 channel 
audio field capture in a compact package, 

mountable on any professional quality video 
camera. The system offers an integrated 
multi-channel pre-amplifier, virtual surround 
headphone monitor and Dolby Pro Logic 

II surround encoder allowing professional 
results for six-channel processing of live audio. 
www.holophone.com 

LOPHOWE e 

Special Advertising Supplement 
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Surround Sound Microphone Systems 
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STEREO 
COMPRESSOR 

! MICROPHONE 

PREAMPLIFIER 1 EQUALIZER 
, 

DUAL 
MICROPHONE 

PREAMPLIFIER 

SMALL DIAPHRAGM 

TUBE CONDENSER 

MICROPHONE 

LARGE DIAPHRAGM 

TUBE CONDENSER 

MICROPHONE 

T 

CHA 

he Model 7720 Stereo Compressor 

is based on trusted design and is 

electronically balanced, utilizing "THAT 

Corporation" (formerly DBX) VCA circuitry. It features a 

low component count to provide the cleanest signal 

path possible. 

The Model 7602 Microphone Preamplifier/ 

Equalizer utilizes Class A' circuitry. This unit is made 

with 100% discrete components and custom wound 

transformers. The Model 7602 represents a dramatic 

breakthrough in delivering vintage audio performance 

at an affordable price. Equalizer Section: Selectable 3 

band design with a flexible filter section 

The Model 7622 Dual Microphone Preamplifier 

utilizes Class 'A' circuitry. This unit is made with 

100% discrete components and custom wound 

transformers. It has been designed to complement 

the Model 7602 Preamplifier/Equalizer for those who 

desire two channels of preamplification in the same 

size chassis, but do not need additional equalization. 

The TS-1 is a small diaphragm tube condenser 

microphone featuring interchangeable capsules. 

Driven by newly designed vacuum tube electronics, 

the TS-1 provides an unmatched combination of 

sparkle and warmth without the overly bright sonic 

qualities of other leading pencil condensers. 

The TS-2 is a multi-pattern large diaphragm tube 

condenser microphone. Its unique tube voltage 

control allows for unprecedented adjustment of 

sound character. A continuously variable pattern 

selector located on the microphone body provides 

maximum versatility. 

CHAMELEON LABS 

704 228th Ave NE 

Sammamish, WA• 

Tel. 206-264-7602 

www.chameleonlabs.t.U1Y 

V ELEON LABS. 

Model 7720 Features: 

Sidechain with Variable HPF, Multiple metering 

selections, Ratio Selection: 1.5:1, 2:1, 4:1, 

and 10:1, 24VAC adapter, One year warranty 

$649 MSRP, CPS-1 Power Supply $ 100 (Optional) 

Model 7602 Features: 

Balanced transfomer inputs, Balanced XLR output, 

Output level control functions as a master fader 

when going straight to recorder, DI for instruments, 

Gold contact ELMA rotary gain switch, Phase reversal 

switch, 48VDC phantom power selector, Oversize 

external power supply, One year warranty $699 MSRP 

CPS-1 Power Supply $ 100 (Required) 

Model 7622 Features: 

Balanced transformer inputs, Balanced XLR outputs, 

Output level controls function as master faders 

when going straight to tape, DI for instruments, Gold 

contact ELMA rotary gain switches, Phase reversal 

switches, 48VDC phantom power selectors, Oversize 

external power supply, One year warranty, $799 MSRP 

CPS-1 Power Supply Included 

System Contains: 

TS-1 microphone, Cardioid capsule, Omni capsule, 

Windscreen, Shock mount, AC power supply, AC 

power cable, 25-foot 7- pin microphone cable, 

Aluminum carrying case, One year warranty 

$499 MSRP 

System Contains: 

TS-2 microphone, Windscreen, Shock mount, 

AC power supply, AC power cable, 25-foot 7- pin 

microphone cable, Aluminum carrying case, One year 

warranty, $749 MSRP 

1 Rill 111.... 1 t_ «111J31 
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CASCADE VICROPHO\ES 

A 
bout Cascade Microphones 

Over the past year,theCascadeMicrophone 

Company has seen many changes. The move last fall to 

a new, larger facility, was the catalyst for many of these 

changes. The installation of a state-of-the-art lab has 

not only allowed for custom-fitted modifications, such 

as Lundahl and Cinemag transformers, but it has also 

served as the creative space in which new custom 

designs and models have been born. 

New Cascade GOMEZ Michael Joly Edition The 

most recent addition to the Cascade line-up is the 

"GOMEZ Michael Joly Edition" ribbon microphone. 

The new GOMEZ ribbon mic, completely hand-

assembled and certified at the Cascade Microphones 

lab in Olympia, Washington, is the result of a new 

collaboration between two industry leaders. Cascade 

Microphones CEO Michael Chiriac and Michael Joly, a 

trusted source of microphone modifications, worked 

together on the design and specifications of the new 

GOMEZ microphone.TheCascadeMicrophones 

GOMEZ Michael Joly Edition, assembled in the 

USA, features a renowned Lundahl ribbon mic 

transformer, custom PC board, high-quality 

Switchcraft XLR connector and Evidence 

Audio" LYRIC HG wire with IGL copper. The 

microphone is packaged in a sturdy, attractive 

aluminum case with shockmount. It comes with 

a signed and dated "Certificate of Performance" 

documenting a multi-step inspection,assembly 

and performance approval process - including 

certification of proper ribbon tension. 

Though Cascade Microphones has been busy in the lab 

with new designs and models, the highly recognized 

ascade FAT HEAD II microphone, is still one of the 

CASCADE MICROPHONES 

3720 Gravelly r 

Olympia, WA 9 

Tel. 360-867-17< 

www.cascadern 

10.11•1110911 

top sellers and was 

a huge hit at the 

AES and NAMM 

shows. Winning 

two awards last 

year, the 2007 

Pro Audio Review 

"Reviewer's Pick 

Award" and the 

2007 Pro Audio 

Review "Par 

Excellence Award," 

the FAT HEAD Il is now one of the leading microphones 

used in recording studios all around the country. 

Quality Control Cascade Microphones prides itself 

on quality control. Working closely and diligently 

with the manufacturing team, the product designs, 

modifications and final adjustments are what make 

Cascade Microphones stand out from the rest. And each 

microphone receives a final inspection before it leaves 

our shop. We want our customers to be completely 

satisfied and comfortable with their purchase. And if 

for any reason (no questions asked) you choose not to 

keep your purchase, you are welcome to return it for a 

full refund within the first 30 days. All you have to do 

is call or email us and we will promptly handle the rest. 

Thank you for considering our quality products and we 

look forward to doing business with you. 

When you buy a Cascade microphone, you are buying 

direct. There is no additional mark-up to cover the usual 

expenses that are associated with a typical retail sale. 

Please take a look around our website and feel free to 

email or call us with questions or feedback. 

Michael Chiriac — CEO 

Special Advertising Supplement 
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hael Joly Edition 
Kit ha..UOiyEdtia1S-COfl 

Hand Built 
in The USA 

GOMEZ 
Single Element Ribbon 
Fitted w/ Lundahl 2913 

FAT HEAD: $ 159.00 
Single Element Ribbon 

see A 
• 
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CAKADF 
VIN-JET 

VIN-JET: $ 199.00 
Long Element Ribbon 

CASCADE MICROPHONES 
Olympia WA 

cascademicrophones.com 
360.867.1799 

FAT HEAD II: $ 1.99.00 
Single Element Ribbon 

7 =7 

X-15: $499.00 
Stereo Single Element Ribbons 

DR2-S: $599.i30 
Stereo Dual Element Ribbons 

ELROY: $299.00 
Tube Multi- Pattern LC 

(ili'ilili°11111 

í1111'11111111 1111111111111 
1111111111111 
1111111111111 
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731R: $299.00 
Dual Element Ribbon 

L2: $399.00 
Stereo Multi- Pattern LC 



AURALEX ACOUSTICS 

A uralex. Acoustics 

is the industry leader in acoustical 

treatment products, including Elite ProPaner 

acoustical absorbers, TruTrar Broadband Absorption 

Systems, LENRD. bass traps, Studiofoarne panels, the 

pArtScience product line designed by famed studio 

designer Russ Berger, T-Fusor"" and Q-Fusor" diffusors, 

sound barriers & construction materials, MoPAD" and 

GRAMMA. isolation platforms and complete room 

treatment kits- virtually everything necessary to sound 

better and achieve world-class acoustics in any room. 

Performance Shaped by Experience. 

Having been in the acoustics business for over 30 

years, we have a great feel for what is needed and, 

perhaps more importantly, what really works. Drawing upon 

that experience, we've continued to fine-tune our offerings 

to the point of having solid, proven products to solve virtually 

every acoustical problem—regardless of room size shape or 

function. Auralex offers innovative products combined with 

solid advice from acoustical experts so you can rest assured 

that the total solution for your sound dilemma is the best that 

it can be. 

Our Products Offer the Best 

Performance Regardless of Price 

With Auralex, quality is not fixed 

on a sliding scale that rises or falls 

depending on the budget. Whatever 

price you have in mind, Auralex quality 

is the market's best. This way of doing 

business has earned us countless loyal 

customers who in turn spread the 

word and bring new customers our 

way. By sticking to this quality commitment, we get more 

repeat business and referrals that any business textbook says a 

company should. 

The Golden Rule is Alive and Well at Auralex 

It's one thing to say you have your customer's best interest 

at heart; it is another thing to prove it every day. For flsrance, 

we go above and beyond our competitors by provictinç you 

with your own personalized room analysis. Because we spec 

your room we know exactly what it needs. End result? The 

most accurate, best sounding acoustics possible. 

Environmentally Responsible Products 

As part of our ongoing "green" initiative, we are proud to 

announce the bunch of StudioFoam Eco. Now all of our 

StudioFoam brand products are manufactured using 

a new soy-based formulation, reducing petroleum-

based chemical usage by up to 60% and lessening 

dependence on fossil fuels, including foreign crude 

oil. This greener formula helps reduce global warming 

emissions, yet retains the longevity and acoustical 

properties that Auralex is known for. 

Engineered Listening Environments 

When it comes to recording and broadcast studios, 

Houses of Worship, Live Performance Venues or any 

other critical recording or listening environment, Auralex 

brings it all together: total sound control with 1D:easing 

aesthetics, custom-engineered w;th your specific room 

in mind. While others may offer decorative alternatives 

that may have some effect on the acoustics, Auraex 

focuses first on making the sound accurate then 

incorporates the desired décor in to 

the design. 
AURALEX ACOUSTICS 

6853 Hillsdale Court 

Indianapolis, IN 46250 

Tel. 1-800-959-3343 

www.auralex.com 
CAuralex  e 

CC)ustice 
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mr.auratex.c° 

ERFECTING SOUND FOR OVER 30 YEARS. Let the experts at 
Auralex design a FREE, 
customized treatment 
solution for you today! 

ex Acoustics is the industry leader in acoustical 

atment products, including absorbers, diffusors, 

nd barriers, construction materials, isolation 

dorms and complete room treatment kits. 

Call us toll-free at 1-800-959-3343. 

• Control Room 

• Project Studic 

• Radio & Televi 

• Live Rooms 

• Houses of Worshi 

• Stages/Live Per 

• Home -neater 

• Vocal Booths 

1-800-959-3343 I www.auralex.com I auralexinfo@auralex.com 



ARGOSY CO\SOLES IN 

C
REATE A POWERFUL PRESENCE FOR ..-- 

INSPIRED CREATIVITY 

Form and function combine to create the most 

technologically advanced console furniture solutions. 

Powder coated wood and steel components are brought 

together to give you a solid feel and look with a finish 

that is as durable as it is beautiful. 

In 1994, Argosy invented and patented the Console 

Enclosure, the world's first mixer-specific furniture 

solution. The Argosy design allows clients to transform 

their table top mixer or control surface in to a full featured 

console and allows ancillary electronics to be integrated 

directly in the work surface. Ever since, Argosy designs are 

chosen for the finest facilities in the world. 

A unique balance of technology and creativity result in 

flexible, innovative, and truly inspiring solutions. The Mirage 

desk completes the D-Command beautifully with a handsome 

wood and steel aesthetic to make it a worthy centerpiece 

for any studio! - Gannon 

Kashiwa; Digidesign 

Market Manager. From 

the new Opera House in 

Oslo, Norway to the most 

luxurious casino resort in 

Macau - Argosy provides 

you with the finest 

furniture solutions for your 

individual needs. 

ARGOSY CONSOLES, INC. 

5687 Precision Court 

Osage Beach, MO 65065 

Tel. 800-315-0878 

www.argosyconsole.com 

More than a functional space for your Lontrol surface and 

electronics, Argosy furnishings provide an exciting landscape 

to enable you to create your very best work. The Argosy 

Mirage gives you ideal ergonomics. It has all the right features 

- perfect for integrating additional SSL signal processing 

equipment at arms length" - Phil Wagner, President; Solid State 

Logic. 

Custom fit for today's most popular control surfaces, Argosy 

console enclosures and accessories presents bold, clean 

designs with a precision fit and finish for the centerpiece of 

your room. Argosy is the Rolls Royce of studio styling! - Jon 

Anderson; YES 

Begin by visiting our online catalog (www.ArgosyConsole.com) 

or by giving us a call and requesting a free product guide. You 

will find that everyone at Argosy is committed to a philosophy 

of providing outstanding client service. Please give us a call 

to discuss your needs, our product specialists are available 

toll-free (800-315-0878) for personal, in-depth assistance. We 

look forward to hearing from you, and helping you create your 

Dream Studio. 

•••••ARGOSY 

We're glad you found us. 

Special Advertising Supplement 
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tifE. smvior 

We're glad you're here. 

Custom-fit consoles 

Workstations 

Equipment racks 

Stands 

Tables 

Chairs 

•••••ARGOSY 

Purage for SmartAV 

www.argosyconsole.com 2008 Argosy Console. Inc. 
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Studio Essentials Today and Tomorrow 

It may be hard to believe, but not too long ago there was a time when pro 

audio wasn't dominated by huge corporations. Manufacturers created short 

runs of products designed for the exact needs of customers rather than a one-

size-fits-all mentality. In those days of yore, audio gear was either 

designed by studio owners themselves or by small companies that 

took a old-world craft approach to creating well-built, quality 

products with decent components that were meant to last longer 

than a year or two. And audio dealers were trusted advisors, 

offering knowledgeable information that users could rely on. 

Today, with audio production studios moving into the realm of the digital 

audio workstation, much of the individuality and personality—vibe, if you 

will—has been lost to a lot of me-too facilities with the same recording rig, 

the same plug-in suites and little that sets them apart from every other room. 

Fortunately, adding a few high-performance items—whether a new mic, a 

quality preamp, a bit of acoustical treatment and an ergonomically designed 

housing to keep everything within arm's reach—can set you apart from the rest 

of the pack. Meanwhile, if this investment improves productivity and makes 

your tracks sound better, so much the better. 

With that in mind, we created this special advertorial supplement to 

spotlight some niche businesses offering the right combination of quality 

products with personal attention to individual customer needs—all vital factors 

to serious pro users. So check it out, enjoy and if you find something here of 

interest, give them a call and tell 'em you saw it in Mix. 

George Petersen 

Executive Editor 
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Includes: 
Premium shockmount 

Polished nickel grill and nut 
Deluxe wood storage box 

Aluminum travel case 
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COMEICP1 ED 
rHE ESSENTIAL EXPERMIÇE'lç 
FOR MUSIC CREATORS `‘ 
• Gain knowledge and skills through dynamic panels 

and genre-specific career-building sessions 

• Engage in writing and producing workshops and master 
classes with top songwriters, composers and producers 

• Learn about new avenues for marketing 
and promoting your music 

• Discover the latest tools of the trade through 
exhibits, product displays and demonstrations 

• Network with peers and music industry 
executives at special performances and events 

CONFIRMED PANELISTS TO DATE: 

Just Added!!! 
Special Guest Speaker 

JACKSON BROWNE 

Glen Ballard 
David Banner 
Richard Bellis 
Alan Bergman & Marilyn Bergman 
Jonatha Brooke 
Bruce Broughton 
Bun B 
Mary Chapin Carpenter 
Chamillionaire 
Desmond Child 
Jay L. Cooper, Esq. 
Julio Reyes Copello 
Anthony Davis 
Jackie DeShannon 
DJ Jazzy Jeff 
Focus 
Toby Gad 
Pete Ganbarg 
Lukasz " Dr. Luke" Gottwald 
Amaury Gutierrez 
Dirty Harry 
Ken i Hilson 
Bill Holman 
Wayland Holyfield 
Jamie Houston 
Mark Hudson 
James Kendrick 
John King (Dust Brothers) 
Steve Kipner 
Michael Korie 
Leeds Levy 
Johnny Mandel 
Jodi Marr 
Mateo Messina 
Midi Mafia 
Frank J. Oteri 
Martin Page 
David Paich (Toto) 
Stephen Paulus 
Linda Perry 
John Powell 
John Rich 
Rivers Rutherford 
John Rzeznik (Goo Goo Dolls) 
Stephen Schwartz 
Darrell Scott 
Alex Shapiro 
Billy Steinberg 
Evan Taubenfeld 
Chris Wallin 
Doug Wood 
and many more to come... 

THE MUSIC CREATOR CONFERENCE 

APRIL 10-12, 2008 Los Angeles, CA 
Renaissance Hollywood Hotel 

www.a•cap.com/expo 

n to all music creators 

egardless of affiliation. 

All registered EXPO 

attendees receive 

FREE admission to the 

ASCAP Pop Music Awards. 
April 9th, Kodak Theatre. 

The First and Only 
National Conference 
100% Dedicated to 

Songwriting and Composing. 

For more information and to register visit WWW.ASCAP.COM/EXPO 
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Tools of the Trade 

RODE NTG3 SHOTGUN MIC 

For broadcasting and location recording, 

RODE (www.rodemic.com) unveils the 

NTG-3 (street price $599), its third-genera-

tion shotgun mic design. The 10-inch-long, 

3/4-inch-diameter body is ideal for on-cam-

era, boom or handheld use; it features low 

handling noise and ultralow self-noise. 

(EIN is 13 dBA per IEC 651.) The exter-

nally RF-biased, true condenser capsule 

has a high level of RFI rejection and re-

quires standard 48VDC phantom power. 

The Aussie-made mic includes a mic clip, 

windscreen, carry pouch and a nearly 
indestructible aluminum storage/transport 

cylinder for maximum protection. Options 

include mini- and full-sized extendable 

boom poles, shock-mounts and a fur-
style windshield. 

LAWO ZIRKON 2.8 

Lawo's (w‘‘ \\ lawo.ca) Zircon on-air radio 

console now features significant enhance-

ments to its system control and configu-

ration software, as well as its VisTool 

touchscreen-surface visualization soft-

ware. A new Sig80 DSP mode supports an 

additional 40 DSP channels (mono/stereo) 
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with EQ, dynam-

ics and limiting 

via a second mas-

ter board. Perfor-

mance and com-

munication have 

been improved by 

using UDP (User Datagram Proto-

col) rather than TCP. Because UDP avoids 

the system overhead of checking every 

ports VST, Audio Units and RTAS-compatible 

host apps, and customers purchasing Melo-
dyne will receive the update free of charge. 

last data packet, metering response is 

faster and provides greater compatibility 

in networked environments. The VisTools 

software upgrade lets users display 24 

channels simultaneously, with the ability 

to set EQ parameter and marker colors. 

CELEMONY MELODYNE 

VERSION 2 

i from Musikmesse in 

Frankfurt, Celemony (www. 

celemony.com) has released a 

breakthrough version of the Melo 

dyne plug-in. Version 2 features 

Direct Note Access (DNA), which, 

for the first time, will "explode" 

polyphonic material in the Melo-

dyne Editor's window so that the 

user can see all of the notes of a 

chord displayed at their actual pitches and 

edit them individually using the familiar 

Melodyne tools. Users have access to the 

pitch, position in time and duration of each 

note, as well as its vibrato, pitch drift, for-

mant spectrum and volume. Practical uses 

range from pitch-tuning individual notes of a 

chord, eliminating bad notes or re-voicing a 

chord and creating new parts long after the 

player has left the building. The plug-in sup-

AKAI MPD32 CONTROLLER 

Offering control of popular music-mak-

ing apps—such as Propellerhead Reason, 

Ableton Live, Apple GarageBand and 

more—the fully programmable MPD32 

($499) controller from Akai Professional 

(www.akaipro.com) claims to be the only 

pad controller that can also work as a 

master clock for MIDI sequencers while 

offering MPC Note Repeat with swing and 

gate-time parameters. The MPD32 con-

nects to a PC or Mac via USB, and has 

16 velocity/pressure-sensitive MPC pads, 
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eight assignable faders, eight 

assignable switches and 

eight assignable 360-degree 

knobs. Three selectable 

control banks extend the 

number of available fad-

ers, buttons and knobs to 
24 each (72 total control-

lers) while four pad banks 

provide 64 total pads. The 

MPD32's transport controls 

can interface with DAW/se-

quencing applications like Cake-

walk SONAR, Steinberg Cubase 

and Apple Logic. 

BLUE MICROPHONES 

JOE CONDENSER 

Promising not to be your average Joe, 

this mic from Blue (www.bluemic.com) 

is a cardioid, large-diaphragm condenser 

model that features a copper-toned, anod-

ized-finish, Class-A discrete electronics and 

hand-tuned/tested capsules built on the 

pedigree of Blue's Dragonfly, Kiwi and 

Bottle microphone system. Joe ($499) ships 

with an integrated swivel mount and velvet 

storage bag. 

DYNAUDIO ACOUSTICS 

AIR 12 SERIES MONITORS 

The AIR 12 Series studio monitors from 

Dynaudio Acoustics (www.dynaudioacou 

stics.com) includes the $2,495 AIR 12 Master 

AD (with stereo analog and AES/ 

EBU digital inputs), the AIR 12 

Master D6 (with six channels 

of AES/EBU inputs) and the 

$2,095 AIR 12 Slave active 

monitor (with TC Link input). 

Each monitor features a 1.1-

inch, soft-dome tweeter and 
8-inch woofer for a 37-22k Hz 

response. AIR 12 includes AIR 

monitor control with central 

remote control, preset storage 

and recall, calibrated levels and inte-

grated bass management. Other fea-

tures include internal precision EQs 

and delay lines, 

and the ability to 

configure the sys-

tem in stereo, 5.1 moni-

toring and larger setups 

using AIR 12 or other AIR 

Series networked monitors. 

RYCOTE INVISION 

Rycote's (www rycote.com) lat-

est noise-reducing suspensions for 

compact mica, the InVision Series 

features a patented design called the 

Lyre, comprising virtually unbreakable 

dual W-shaped clips of varying sizes. 

The INV-1, INV-2 and INV-3 are de-

signed for use with desk, stand-mount-

ed or hanging mks. The remaining five 

sizes in the range, INV-4 to INV-8, are 

intended for use with boom-mounted mica. 

The different models use Lyres of varying 

sizes to fit different length/diameter mica 

from various manufacturers. INV-1, for ex-

ample, fits the AKG C 747, Audio-Technica 

ATM350, Sennheiser ME36 and Schoeps 

CCM. INV-2. fits the RODE NT6 and Sennhe-

iser MK-18000 Series (remote). 

SYNTHOGY IVORY 

UPRIGHT PIANOS 

s‘nthogy ( cIN. by 

wilio.com) has released 

Ivory Upright Pianos ($299), 

featuring different pianos 

sampled in up to 10 veloc-

ity layers with a separate, 

selectable "creaks and 

clunks" layer for added real-

ism. Pianos include Vintage 

Upright, Honky Tonk Bar-

room Upright and Tack, 

among others. This virtual 

instrument comprises more than 50 GB 

and more than 5,000 samples that works 

stand-alone or as a plug-in with Audio 

Units, VST (Mac/PC) and RTAS 

(Mac/PC) hosts. It requires an iLok. 

MXL V88 CONDENSER MIC 

The V88 ($349), a general-pur-

pose mic from MXL (www.mx1 

mics.com), is a large-diaphragm 

(32mm), pressure-gradient condens-

er with a fully balanced transformer-

less output. Internally wired with 

Mogami cable, the V88 offers low 

self-noise, 138dB SPL rating, Class-A 

electronics, nickel-plated finish and 

a low-profile form factor—less than 

six inches in overall height. It ships 

with an aluminum flight (-ASP and 

shock-mount adapter. 
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YAMAHA 

POCKETRAK 2G 

A light, compact 

pocket recorder 

featuring 2 GB of 

built-in memory, the 

$449 Pocketrak 2G 

from Yamaha (www. 

yamaha.com) offers 

USB file transfer, 

Steinberg Cubase 

AI DAW software 

and two tracks of 

CD-quality record-

ing in PCM, MP3 

and Windows Media 

formats. It includes 

a rechargeable AAA 

nickel-hydrogen 

battery, providing 19 

hours of MP3 re-

cording. Plugging its 

sliding USB connec-

tor into a powered 

USB bus simultane-

ously recharges the 

battery and transfers files to a PC or Mac. 

It also has an onboard speaker, head-

phone jack, USB extension cable, stereo 

earphones, leather carry case and stand 

adapter. 

SONTRONICS CHIMERA 

This single-channel preamp/DI box from 

Sontronics (www.sontronics.com) offers 

two discrete circuits: one solid-state and 

one tube. Features include 60 dB of gain, 

a switchable highpass filter (100 or 200 

Hz), switchable phantom power, -10/20dB 

pad, phase invert, master output attenu-

ator, signal-present LED and VU meter. 

This handsome black desktop unit also 

has front panel XLR and Vi-inch instru-
ment inputs. Price: $ 1,399. 

AUDIOKINETIC VVINISE MOTION 

Bringing the gift of rumble to audio and 

motion-designing middleware jockeys, 

Audiokinetic's (www.audiokinetic.com) 

Wwise Motion Tool V. 2008.2 allows the 

game production team to adjust such 

Istoe IS/0.111 

properties as volume, 

pitch or LPF to fine-

tune the motion effect. 

Any motion generated 

using Wwise Motion 

can be automatically 

created and custom-

ized for all platforms, 

including Windows, 

Sony PlayStation 3, 

Microsoft Xbox 360 

and Nintendo Wii. 

In addition, the 

plug-in SDK allows 

you to support any 

peripheral that is not 

yet supported by Wwise 

Motion. A plug-in for 

the D-BOX chair is now 

available for PC. The app 

is extremely light, causing 

virtually no impact on CPU or 

memory usage. 

NEURAL-THX 

SURROUND 

Expanding the barriers of broadcast and 

game audio to 7.1, Neural-THX surround 

technology (www.neuralsurround.com) 

lets broadcasters and game developers en-
code 5.1 content during a live mix or post 

session, transmit the content in a stereo 

format over existing channels and decode 

the original 5.1 mix through a Neural-THX 

Surround-enabled playback device. For 

the listener, this offers a consistent sur-

round sound experience, regardless of the 

compression type. Expanding the game 

audio experience to 7.1 allows gainers to 

add two additional rear speakers, creating 
a 360-degree listening environment. When 

playing in Neural-THX Surround, sound 
elements will be placed in front, to the 

side and behind gainers. 

MARANTZ PMD580 RECORDER 

The newest addition to its fiunily of 

rackmount digital recorders, the $ 1,399 

PMD580 from Maranta (www.d-mpro 

.com) brings network connectivity to the 

line. Via its Ethernet port, the PM1D580 

can be positioned as a network 

device, allowing users to set menu 

parameters, schedule recording 

events, and transfer and archive 

audio files—all by using a Web-

based GUI interface from any 

PC or Mac in the network. I/O 

includes balanced XLR inputs and 

outputs, S/PDIF and AES/EBU 

digital interfaces, and RS-232 

control. The unit offers MP3 

and WAV recording formats, 

and users can select between 

16- and 24-bit resolution. 

NADY SYSTEMS RSM-8A 

The RSM-8A active ribbon mic 

from Nady (www.nady.com) 

has a low-tension, 50nun-long, 

2-micron-thick aluminum-ribbon 

(velocity) design. Gain is said to be 

40 dB higher than most non-active 

ribbon mics. Features include 165dB SPL 

capability, -10dB pad and low-cut filter 

switches for attenuation and elimination 

of stage rumble. The figure-8-patterned 

mic features an integral stand mount. 

SHANE WILSON'S 
GUIDE TO MIXING 

Featuring more than 

four hours of video 

with top Nashville engi-

neer Shane Wilson, this 

$79.95 DVD from Audio-
instruction (www.audio 

instruction.com) chron-

icles a mix session from 

start to finish, preserving every nuance 

of Wilson's technique. It offers tips on 

working quickly, along with plug-in set-

tings and documentation of every piece 

of gear used within the session. Included 

are the original, separate audio files from 

the session so users can import the 24-bit 

WAV files into their own DAW to try their 

own mix. The DVD also has a discussion 

and comparison of mixes printed to sev-
eral different mix paths, including vari-

ous A/D converters, 1/2-inch tape, a Neve 

summing mixer and more. 
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Sony PCM-D50 Handheld Recorder 

Affordable Unit Offers Adjustable Mics, Digital Pitch Control 

S
ony's new handheld PCM-D50 re-
corder reprises most of the features 

and performance of the company's 

much-higher-priced PCM-Dl in a smaller-

sized unit that's also "smaller" in price: 

$599 MSRP. The Dl's titanium case, re-

chargeable battery system and round me-

chanical peak meters have been replaced 

with an all-aluminum enclosure, four AA 

battery powering and included AC power 

supply—but essentially the compact ver-

sion offers the same peak-reading and 

backlit LCD. 

The D50 is about one-third the weight 

of the D1, yet it retains the same "point-and-

capture" design, using a pair of swiveling 

electret carclioid condenser mics for either 

90-degree X/Y stereo or 120-degree wide 

positioning. The unit also has a powerful 

headphone output, external mic input, and 
both analog and optical digital I/O facilities. 

THANKS FOR THE MEMORY 

The 1)50 records I'L),1 audio to internal 4GB 

Flash memory; additional storage becomes 

possible when you insert a Sony Memory 

Stick into a slot on the side—only Pro HG 

Duo" sticks work. The unit records and 

plays WAV-format digital audio at 16- or 24-

bit depths at 22.05/44.1/48/96kHz sample 

rates. Audio files can be on/off-loaded to 

the unit via USB 2 with PC and Mac sup-

port, including Leopard 10.5. Also included 

are a copy of Sound Forge Audio Studio LE 

editor and a Windows 2000 driver. 

The D50 retains both the Dl's stereo lim-

iter—with a choice of three different release 

times (150 ms, 1 second and 1 minute)— 

and the great-sounding Digital Pitch Control 

(DPC), where playback audio speed can be 

changed from +100 to -75 percent without 

pitch change. The five-second prerecord 

buffer function captures audio you'd nor-

mally miss if you were late going from Re-

cord Pause mode into Record; you'll never 

miss the beginning of a song or the first 

words of a speech. 

The DSO's internal recording folder struc-

ture has 10 folders capable of holding up to 

99 tracks (recorded files) each-990 total for 

the internal 4GB Flash memory or any ad-

ditional Memory Stick. "Pecking" the Menu 

button displays the folder that is currently in 

use. This is the first of only two menu lay-

ers; here you can search/delete individual 

files or select other folders. I used a separate 

folder as an organizational aid for all record-

ings made at the same sample rate. 

WORKING IN THE FIELD 

For sonic evaluation, I transferred all field 

recordings to my Pro Tools rig. Upon con-

nection to the Mac, the D50 shows up as 

a hard drive, and the Mac's Image Capture 

utility allowed off-loading the files right into 

my Music folder, but you can also drag and 

drop files anywhere. 

For all my recordings, I tried both the 

X/Y mic position and the wide setting. The 

former is more mono-compatible and best 

for single-point source recording such as a 

lecturer, but for music I found it too narrow 

sounding. I preferred the wider mic setting 

in all rases. I recorded an acoustic guitar 

using close proximity to produce the fattest 

sound that was not overly bright. The green 

(-12dB) and red (-1dB) headroom LEDs 

make it simple to set optimal recording 

levels; the remaining headroom is always 

indicated on the LCD screen. The backlit 

LCD was a bit dim for my taste, but it was 

perfectly usable in darker rooms. 

Without a doubt, the acoustic guitar re-

cording was of studio quality. I used the 
limiter with 150ms recovery time but not 

with the -24dB low-cut filter that's adjust-
able to either a 75- or 150Hz corner fre-

quency. Both of these processors switch 

in/out via slide switches on the back of the 

unit—a nice touch. Setting the low-cut filter, 

the limiter and other parameters requires 

diving into the second layer of the LCD 

menu. Holding the Menu button down re-

veals where you set sample rate/bit depth, 

DPC, Super-Bit Mapping (SBM), prerecord 

buffer, clock and more. 

My next recording was 25 feet away 

from a blues band in a noisy bar. I tried the 

-20dB pad, but it made setting an exact level 

a little touchy as compared to using no pad. 

It would make a nice update to illuminate 

the retord-level knob either by allowing light 

from the display to spill onto it or by just add-

ing a 1-to-10 indicator in the LCD screen. 

As with the acoustic guitar recording, I 

used 96IcFlz/24-bit, the limiter, wide mks 

and no pad, as the resultant recordings were 
more dynamic sounding without it. The lim-

iter is very gentle and unobtrusive, and it al-

lows for higher average recording levels—I 

would recommend always using it. 

My last recording was for an oral history 

project at 22.05kHz/16-bit with the limiter 

at 1-minute recovery, low-cut filter at 75 Hz 

and wide mica. One mic was pointed at me 

and the other was pointed at my 95-year-old 

mother. Later, using BIAS Peak 5 XT stereo 

editor software, I compressed each channel 

separately before mixing and posting on-

line. While recording and during subsequent 

playbacks, I used the unit's Divide feature to 

do on-the-fly file splitting to separate each of 

my mom's stories into individual files. 

AFFORDABLE PORTABLE 

Sony's PCM-D50 provides a wonderful path 

to pristine digital recording in a self-con-

tained, portable package. It's nearly idiot-

proof and includes a large complement of 

accessories. There are few tasks—from ca-

sual to fully pro—that this unit cannot easily 

handle and produce excellent results. 

Sony Pro Audio, 800/686-7669, www. 

sony.com/professional. 

Barry Rudolph is an L.A.-based recording 

engineer. Visit him online at www.barry 

rudoeoh.com. 
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EastWest PLAY Sample Libraries 

New Additions Offer Lush Sounds, 64-Bit Power, Convolution Reverb 

F
()Bowing the model that was es-
tablished two decades ago, most 

soft-sample libraries are released in 

one or more of the day's popular formats. 

EastWest, which has observed this policy 

for some time, has broken the mold by 

releasing four new libraries—Fab Four, 

Voices of Passion, Ministry of Rock (which 

was not available when this review was 

written, but is now) and Gypsy—in its new 

PLAY format only. 

As a sample playback engine, PLAY is 

well-designed and easy to use, and stands 

out from the pack with its 64-bit support, the 

first in the industry. This allows you to load 

many more instruments and voices, and is 

limited only by the host system's RAM; 32-

bit support is also included. All of this pow-

er translates into lush aural landscapes: For 

instance, the gorgeous convolution reverb's 

impulse responses, plus the automatic dou-

ble-tracking (applied most stunningly to the 

replications of Beatles sounds, but useful 

throughout), coupled with a silky stereo 

doubler, puts PLAY in a class of its own. 

FAB FOUR 

PLAY's browser is standard fare. Assuming 

you've installed all of your libraries into a 

single PLAY folder, you'll navigate through 

and load individual samples, or, more 

likely, either a Master or Elements patch. 

The two are essentially identical: Selecting 

the Master loads and activates all articula-

tions, while choos-

ing the Elements 

patch loads and 

activates single ar-

ticulations to save 

system resources. 

I had a hard time 

understanding why 

the choice was 

made to include 

both, though a call 

to EastWest prin-

cipal Doug Rogers 

showed me that 

having both options 

saves load time and 

efficiency. For ex-

ample, say you're 

playing a patch 

with release trails and you want to hear a 

sound without them. You can deactivate 

release trails and the samples remain load-

ed. When you activate them, they are right 

there without any additional load time. 

Fab Four sound categories include bass, 

drums, guitars, keys and a miscellaneous 

folder that offers screaming girls and sitars. 

Although the drums and basses were re-

corded with the same scrupulous attention 

to detail, I found them to be of less interest 

than the keyboards and, in particular, the 

guitars in this library. The "Fixing a Guitar 

Solo" guitar sound captures its subject so 

well that after several run-throughs, I was 

almost unable to tell whether 

George Harrison's line was com-

ing from the Sgt. Pepper's Lonely 

Hearts Club Band album in the 

CD tray or the software I was 

using to play along with it. 

PLAY is multitimbral, so 

when you decide to load in the 

"Strawberry Flutes," for exam-

ple, you can choose to replace 

an existing sound or load it up 

in a seperate slot. However— 

especially if you're relying on 

the convolution reverb or other 

DSP—watch out because PLAY 

is a resource hog. The company 

touts PLAY's 64-bit capability, 

and it's clear that the engine 
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Voices of Passion features female vocal samples from different 

countries, including Bulgaria, Syria and Wales. 

The Gypsy library features sampled classical guitar with many articulations. 

was designed for a time when most users 

will be using this technology. 

Other highlights include spot-on replica-

tions of the trippy Lowery organ featured in 

"Lucy in the Sky," and the Clavioline presets 

from "Baby You're a Rich Man" and "Within 

a Sitar." While the Fab Four samples are 

outstanding accurate reproductions of The 

Beatles' sounds, I wondered whether they 

would have any practical value for today's 

music production. The answer is, yes—they 

can be turned into aural tapestries that evoke 

an earlier em without being tethered to it. 

VOICES OF PASSION 

almost jumped out of my seat the first 

time I instantiated this library and played 

a note—that's how much personality these 

performances capture. The amount of atti-

tude is the strength of this library and, in 

a sense, its limitation. Female singers from 

North America, Bulgaria, India, Syria and 

Wales were tracked, and EastWest made 

some very interesting decisions. For starters, 

the company abandoned Word Builder, the 

pioneering concept behind its Symphonic 

Choir library. Although it takes a bit of prac-

tice, Word Builder lets you type in text that 

the "singers" enunciate. 

EastWest took a different tack with 

Voices of Passion. Instead of performing 

actual words, the Syrian ladies, for ex-

ample, intone a series of pitched phrases 
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The Fab Four offers Beaties-esque bass, drums, guitars, etc. 

that "sound" real—at least to my Western 

ears. The same holds true for the Indian 

and Bulgarian singers: Load the Bulgarian 

Master patch, and you're presented with 

a series of chromatically pitched phrases 

that you can switch between. The mod 

wheel is critical to the execution of con-

vincing performances. It filters the sounds 

and adds a great deal of nuance to them. 

Given their length (roughly five to 10 

seconds) and specific melodic content, 

you must use these performances in con-

text. This may limit you to writing music 

that supports them with sus-

tained pedal points and broad 

harmonies—perfect when 

you're tapped to score the se-

quel to Black Hawk Down, but 

less useful in other styles. 

Loading the Elements of the 

North American singers pres-

ents some great possibilities. The 

"doo" patch may bring out your 

inner Swingle Singers persona, 

and the "sigh" made me think 

Norah Jones had slipped in. 

These sounds and the other parts 

of the American Elements patch 

will work with many musical 

styles. All of this library's sample sets have 

convincing legato and portamento, and 

they highlight the beauty of PLAY's DSP. 

GYPSY 

Gypsy's classical guitar is absolutely gor-

geous, and I hope that EastWest adds to 

the articulations with which this instrument 

currently ships. The Spanish Guitar offers 

many of the articulations that are miss-

ing in the Classical Guitar. Along with the 

Django Style Guitar, these guitars will help 

you add authentic color to underscores 

THE EVOLUTION OF AN AWARD-WINNING STANDARD. 
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and records. The accordions are spot-on, 

and the Flamenco Dancer is excellent. The 

solo violin in Gypsy is a standout. Throw 

in some pizzicato, harmonic and maybe 

some col legno samples, and this exqui-

sitely recorded violin could fit in with any 

style of music. 

LET'S PLAY! 

Other sample players—the ubiquitous 

Kontakt engine in particular—do an ad-

mirable job of laying out the contents 

of a library and allowing you to shape 

sounds. Foregoing this path and creating 

a brand-new engine must have seemed 

a bit risky, considering the resources re-

quired. EastWest deserves high praise for 

the results. The DSP package—the con-

volution reverb and ADT in particular—is 

gorgeous. 

EastWest is currently porting its entire 

library into the PLAY format. The compa-

ny has also announced that it will release 

PLAY Pro, a 64-bit system that will be able 

to open other libraries, sometime in 2008. 

Prices: Voices of Passion, $495; Gypsy, 

$395; and Fab Four, $395. 

EastWest, 800/833-8339, www.sounds 

online.com. 

Whether you're a musician, 

composer, audio editor, podcast/multimedia 

producer, or mastering engineer, Peak Pro 

offers more creative potential than ever before. 

Reliably mature, yet always inspired. Feature 

rich, yet flexible and friendly. By itself, or with 

your favorite DAW, Peak Pro streamlines your 

workflow — with industry renowned sonic 

quality and precision. 

BIAS, Inc. 140 Keller St., Petaluma, CA 94952, USA • [800] 775- BIAS • www.bias-inc.com ,f,t1r1(1 ri ,,,t1vc• 
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Futon • Apple 
Apple 

• Steinberg 

• Propellerhead 

• Apple 

• Ableton 

• Steinberg 

• Digidesign 

• MOTU 

(HD/LE/M-Powered) 

the perfect mix... 

...of form and function 

The new MC Mix brings the unparalleled speed, 

resolution and DAW integration of Euphonix' 

high-end professional consoles to your studio in a 

revolutionary ergonomic, slim- line design. Effort-

lessly switch between multiple applications and 

even workstations at the touch of a button— the 

touch- sensitive knobs, motorized faders, and high-

resolution OLED displays automatically set 

themselves to the currently active application 

to deliver an unmatched mixing experience. 

euphonix.com 
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Ableton Live 7 Performance-Oriented DAW 

Time Signatures, Integrated Synths and More 

F
rom its inception, Ableton Live has 
been a favorite of dance music pro-

ducers and Dis because of its ability 

to seamlessly sync up sampled loops. Build-

ing on that success, Ableton has upgraded 

the program aggressively, adding support 

for virtual instruments, MIDI sequencing 

and many other features. Live 7 continues 

the trend, boasting improved automation 

handling: Each track can now display mul-

tiple lanes of automation envelopes. Also 

new are support for time signature and 

tempo changes, slick REX file import and, 

if you buy the Ableton Suite, a rack of great-

sounding software instruments. 

IT'S ABOUT TIME 

Pop and dance musicians are often fine 

working with a 4/4 time signature and a 

steady beat, but film composers need to be 

able to change tempo and time signature 

at any time. Live 7 integrates the ability to 

change these at any point in a piece. 

In Arrangement view, these features 

operate much the same way they do in 

any other DAW: You can insert a new time 

signature at any beat or automate tempo 

changes by inserting envelope breakpoints. 

Live doesn't care if a section ends with a 

"partial bar," but it shades the partial bar in 

the time ruler to alert you to the situation, 

and one-click commands are provided for 

deleting and completing the partial bar. 

The implementation in Session view is 

more surprising. Each scene in a session 

can be given a name that includes the rel-

evant information, such as "131 bpm, 5/4." 

This feature may ne get a lot of use on the 

dancefloor, but I found it quite handy when 

recording an improvised arrangement from 

Session view into Arrangement view. The 

tempo and time-signature changes were in-

cluded in the recording. 

POWER POINTS 

A local lilininaker sent me a 10-minute short 

in QuickTime format and I imported it into 

Live for scoring. After composing a piece of 

title music, reading the rather sketchy discus-

sion in the manual and trying a few things, 

I was able to align the important changes in 

the music with hit points in the film. 

Live aligns audio tracks to 

video using its existing Warp 

Markers features, which 

were originally designed for 

spotting and adjusting the 

beats in an audio waveform. 

The film's soundtrack ap-

pears in an audio Edit win-

dow along the bottom of 

the Live window. This clip 

can be designated the Warp 

Master. When you move 

Warp Markers in the Warp 

Master clip, the clip (which 

in this case is the video) 

doesn't warp; instead, the 

rest of the tracks change 

tempo as needed to align themselves to the 

Warp Markers in the Warp Master clip. This 

may sound a bit confusing here, but it quick-

ly becomes very intuitive. 

I wanted to align the downbeat of bar 

15 with the first frame of a new image, so 

I zoomed in on the film's audio clip until I 

saw individual bar numbers above the audio, 

double-clicked on the number 15 to produce 
a new Warp Marker and then dragged it to 

the left until the frame I wanted popped into 

view in the Video window. On playback, 

bar 15 was in the right place, but the tempo 

change before the hit point was too dras-

tic. I needed to cut out one beat before the 

hit point, leaving a 3/4 bar. This took only 

a couple of seconds. (Editing the music to 

work in the short bar took a bit longer.) 

When the video is the Warp Master, the 

tempo can change only at a Warp Marker. 

You can insert as many of these markers 

as you like, so gradual accelerandi are pos-

sible, but the editing process is not likely to 

be quick or easy. If you're not using a Warp 

Master, smooth tempo changes can be pro-

grammed anywhere in the arrangement us-
ing a multi-segment envelope. 

NEW INSTRUMENTS 

The Ableton Suite bundle includes a multi-

sasnpled library of acoustic drum kits called 

Session Drums and a barrage of resampled 

kits from vintage drum machines. Also in-

cluded are three plug-ins licensed from Ap-

plied Acoustics Systems, which were given 

Tracks in Live's Arrangement view have their headers at the right. Au-

tomation envelopes (red lines) are displayed on top of the track data. 

new front panels and new banks of presets: 

Tension is AAS String Studio VS-1, Electric 

is AAS Lounge Lizard EP-3 and Analog is 

AAS Ultra-Analog VA-1. These instruments 
are great additions to Live. The suite also 

includes Operator and Sampler, which are 

not new, but Sampler has been enhanced 

by adding envelope segment curvature. 

Tension is an amazing resource far 

plucked and struck sounds. I love this plug-in, 

but it's not the easiest to program. Learning to 

edit the sounds will mean grappling with pa-

rameters like Excitator Protrusion, Termina-

tion Finger Mass and Damper Stiffness. (See 

the graphic on page 110.) It's the nature of a 

physical model that it will occasionally fail to 

sound at all in response to extreme parame-

ter settings. Worse, you might hear a massive 

noise burst in response to small changes in 

the settings. Many of Tension's presets have 

medium to high values for String Inharmonic-

ity, which means the octaves will be too nar-

row and some notes will be out of tune. 

Tension's response to pitch-bend data is 

somewhat unpredictable, especially in the 

low register. The last note in the improvised 

solo heard at mixonline.com under "Mixed 

Media" is distinctly flat—not because I 

failed to center the pitch wheel after the 

note started, but because Tension failed to 

center its pitch at the end of the bend. 

The Electric plug-in is less versatile 

than Tension, but easier to program. It's a 

physical model of an electric piano and has 

parameters for adjusting the mallet, tine, 
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Apogee, Apple & Sweetwater 
Anid4irly Ensemble 

The promise of a fully native pro audio production system realized... 
With the legendary sonic quality of Apogee's audio interfaces combined with the power of Logic and the computer audio 

expertise of Sweetwater, there is nothing standing between your Mac and sonic perfection. 

Apogee Ensemble - The first digitally controlled pro audio interface built specifically for the Mac. 
Apogee worked closely with Apple to deliver uncompromising performance and seamless integration with Logic via Logic's Apogee 

Control Panel. With Ensemble, everything from mic pre and output gain to sample and bit rate selection are controllable from the Mac. 

Ensemble Features: 

8 channels of premium 2L-bit I92K AD/DA conversion 

8 channels of ADAT1/0 

2 channels of SPDIF1/0 

4 digitally controlled 75db mic preamps 

4 Hi-Z instrument inputs 

2 individual assignable headmone outputs 

Core Audio conpliant FireWire 4001/0 

Apogee exclusive "Soft Limit" a ld "11\122HR" technologies 

Logic Studio 

I 11111111 

Sweetwater 

Logic Studio 

Once your audio reaches your Mac, you need a powerful, flexible application to turn your musical 

vision into reality. That's where Logic comes in. With more than 30 software instruments, over 70 
effects and distributed audio processing, Logic is the choice of musicians, engineers and producers 

the world over. 

At Sweetwater, we've been helping our customers use 

Macintosh computers to make music since the 80's. We've 
designed, installed, configured and tested more Mac 
audio systems than any other retailer, period. Give us a call 
and let us help you realize the promise of a professional 
native pro audio production system today. 

11 Authorized Reselle' 

(800) 222-4700 
Music Instruments Pro www.sweetwater.comiensemble SOUND AMAZING 



BY JOE HANNIGAN 

American Acoustic Development Model 7001 

High-End,Transparent Monitors for Mixing and Mastering 

F
rom Phil Jones—designer of the 
Acoustic Energy AE-1, Boston Acous-

tic's LynnfieId 300 and 500 monitors, 

and the AAD 2001—comes a new chal-

lenger in the near-field of high-end moni-

toring. The two-way American Acoustic 

Development (AAD) 7001 has a 5.25-inch 

woofer and horn-loaded neodymium rib-

bon tweeter. Power handling is rated at 100 

watts minimum, 1,000W maximum, with 

sensitivity rated at 86 dB, 1W/lm. As an 

alternative to the more common ported en-

closure, a rear-firing, 6.5-inch tuned passive 

radiator has a neoprene suspension that's 

capable of excursion in the 2-inch range. 

Like most speakers at this performance 

level, you can bi-amp each driver separately 

or use the shorting bars to strap both woof-

er and tweeter together using the built-in 

crossover (12dB/octave starting at 3 kHz). 

Standard banana plug connections are sug-

gested, but twist-on connectors will do the 

job just as well. I used two 4-foot segments 

of 12-gauge solid-copper wire for my test-

ing with a 700W Phil Jones amp (supplied 

by AAD for this review). 

HEY, GOOD LOOKIN' 

Available in aquamarine tiger maple, piano 

black or cherry finishes, the cabinets alone 

are a work of art. Their exquisite side pan-

els also have lead dampening, which— 

along with the half-inch aluminum-slab 

front/rear baffles and 1.5-inch thick MDF 

side panels—surely adds to each speaker's 

77-pound-per-box heft. 

Not for the weak of back, companion 

speaker stands (included with the 7001s) 

are also very heavy, although you won't 

find a safer or more solid means of sup-

porting the speakers than these stands. As a 

plus, the overall sonic image resulting from 

such stability is superb. 

Although designed and touted as "near-

field" monitors, the AAD 7001s have a much 

wider sweet spot than expected, making 

them equally desirable in home theater 

and listening environments, as well as for 

mastering and critical monitoring apps. My 

own tests verified the manufacturer's claims 

of nearly full energy at 90 degrees off-axis. 

The best results occurred when sitting be-

tween the suggested 40 to 

60-degree angle, but they 

sounded great almost any-

where in the room, and I 

didn't need to sit quite as 

close to them at all times 

either. There were instanc-

es when I would "sneak 

up" on my own mixes 

from outside of the room, 

and it was quite startling 

to hear full details coming 

from behind the speakers 

and off to the sides. 

AAD suggests some 

burn-in time with the 

7001s. In my case-, after 

about a week of use their 

overall response went from 

somewhat cold and brittle 

to a much more rounded, 

musical sound. 

CRMCALLY USTENING 

I was working on several 

critical projects when the 

7001s arrived, so after 

breaking them in I employed them im-

mediately. With my Lipinski L-505 pas-

sive monitors already in use on location, 

I needed a reliable "second opinion" for 

audio reference back at home base for ses-

sions ranging from a film score mix and 

CD mastering to several FM radio broad-

casts. I placed the 7001s in a free-field en-

vironment in my then-temporary produc-

tion studio, roughly 10 feet from any walls, 

ceilings, corners or reflective surfaces, and 

away from my already-cluttered normal 

mix position as I wanted to hear them in 

their most neutral state. 

In the studio, they opened up an en-

tirely new, richly detailed sonic landscape 

for my mixes, including the soundtrack for 

the new Warner Bros. animation DVD Tom 

& jerty's Nutcracker Tale with a 60-piece 

orchestral score, which required daily spot-

checks away from the recording venue. For 

another project—a live recording for FM 

radio broadcast of Grammy-winning jazz 

pianist Danilo Perez's band with saxophon-

ist David Sanchez—I relied solely on the 

AAD 7001s for my refer-

ences and mixes, with ex-

cellent results all around. 

Last but not least was the 

sheer pleasure of a simple 

piano and solo soprano 

voice recording/mastering 

project that left the clients 

nearly in tears of joy dur-

ing final playback. 

ARE THEY A FIT? 

What did they sound like? 

Absolutely nothing at all, 

returning exactly what I 

fed to them with a clarity 

and depth that I've only 

heard on the best speak-

ers I've reviewed over the 

years. Surprisingly, I felt 

less of a need for a sub-

woofer with these speak-

ers than with many other 

speakers I've auditioned, 

but I would probably add 

one for professional use. 

Their stated response is 

25 to 60k Hz (±2 dB), so perhaps that ex-

plains things a bit. The AAD 7001s were 

never harsh or fatiguing, and with a sweet 

spot that's wider—and a bit higher—than 

one might expect with boxes of this size 

(16.5x9.8x16.5 inches), they more than de-

liver on their reputation and promise as an 

excellent choice for personal or professional 

monitoring in the near-field. 

Every once in a while, you encounter a 

very special product that leaves little room 

for doubt as to its potential. The AAD 7001 

is one of those pieces of gear, especially 

where critical listening, mixing and non-

fatiguing mastering sessions are required. 

With their substantial weight and steep pric-

ing at $12,499.99 per pair, these are serious 

tools for serious users. Anyone who thinks 

they've "heard it all" should give these a 

try—but prepare to be surprised. 

American Acoustic Development, 

314/814-4660, www.aadsound.com. • 

Joe Hannigan runs Weston Sound & Video 

in Greenville, Del. 
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Great Audio begins with Audix. 

AUDIY 
VX5 ALM-DIX 

Ask anyone who owns one. 

AUDIX 
i5 

AUDIX 

A UDIX 
MICROPHONES 

For a dealer near you call Toll Free 800-966-8261 
Ph 503-682-6933 Fax 503-682-7114 www.audixusa.com 
Also check out www.MySpace.com/AudixMicrophones 
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Snapshot Product Reviews 

APHEX HEADPOD 454 

High-Output 

Personal Headphone Amp 

I lie I leacil'od's' 151 tronl Aphex is a 1-

input/4-output headphone amp. Priced at 

$249, it works in many situations, including 

computer-based production, location re-

cording (if AC is available) and live sound, 

but I found that the 454 excelled in tracking 

loud instruments (i.e., drums) and provid-

ing detail at low levels. 

With the 454's "high output" as a prime 
selling point, Aphex provides an output vs. 

impedance chart that indicates a maximum 

level for each of the four headphone outs at 

approximately 1,200 mW (8 ohms) dimin-

ishing down to 110 mW (600 ohms). The 

form factor is small, coming in at 5.5x2x4.25 

(WxHxD) inches, about three-quarters the 

size of a PreSonus HP4, but the 454 isn't 

rackmountable—it's a tabletop unit. 

The 454 is a sturdy box that should 

stand up to daily use and a lot of mov-

ing around. The top-mounted controls are 

straight-ahead: one master volume and four 

individual output controls for each output 

channel, all continuously variable. Inputs 

are metal TRS jacks (another plus for rug-

gedness), with a 20k-ohm input impedance 

and a maximum +24dBu input level. A rear 

panel switch selects the dual, balanced TRS 

inputs for left/right signals, or the single, 

unbalanced TRS input, which can be used 

for L/R signals coming from the output of 

a soundcard, portable computer or any 

source that needs a kick in volume. Power 
is provided by a 12VAC wall wart. 

I A/B'd the 454 with a 

PreSonus HP4 using a 250-ohm 

Beyer DT770 Pro, a 65-ohm Au-

dio-Technica ATH-M30, a 63-

ohm Sony MDR7506 and 600-

ohm AKG K4OM headphones. I 

referenced mastered, commer-

cially available CDs, as well as 

24-bit/96IcHz original Pro Tools 

files, both of which had plenty 

of punchy drum tracks. The 

DT770s reached their limits 

before either headphone amp. 

The ATH-M3Os were a different 

story: The 454 had more head-

room. I reached the limits of 

the HP4, but the 454 gave that 

extra kick that started mov-

ing the headphone pads away 

from my head, simply from the 

SPL. The MDR7506s produced 

similar results—both amplifiers 

had more drive than I could 

stand. With their higher imped-

ance, the AKG K40Ms were 
definitely better served by the 

454. At low levels, I noticed 

subtle differences in ingredi-

ents up front in the mix when 

compared to the output of the HP4. Vocal 

'esses' have a bit more detail, along with 

the rest of the vocal range, particularly in 

the upper-harmonic structure. Reverb tails 

had a bit more separation from the primary 

signals. 

Bottom line: Clean is the name of the 

game with the 454. At high and low levels, 

this box provides plenty of gain and detail 

at both ends of the SPL scale. 

Aphex, www.aphex.com. 

—Bobby Frasier 

AUDIX M1250 

Micro Series Miniature Microphone 

One of the latest trends in mtuophones is 

the miniature pencil-style mie. Somewhere 

between a lavalier and a hill-sized, front-ad-

dress mic, the M1250 transducer-on-a-diet 
from Audix is great for applications where 

sneaking in between cymbals to mike a tom 

or going under a snare can be difficult. Its 

size is also great for spoken-word appli-

cations, in which seeing the person's face 

on camera or at a podium is important. It 

also offers total immunity from RFI, mak-

ing it a winner for use around 

GSM phones and devices. 

The phantom-powered Audix 

M1250 mic certainly fits any 

of the previously mentioned 

applications and more. 

Although I tested versions 

with cardioid capsules ($419), 

Audix also offers hypercardi-

oid ($439), omni ($419) and 

supercardioid ($459) capsules, 

making this one of the most 

versatile mics in its class. It 

comes with a 25-foot mini-

to full-sized XLR cable, a mic 

stand adapter, hanging clip, 

foam windscreen and carrying 

pouch. Optional accessories 

include a 50-inch Microboom, 

stand adapter with rubber 

shock-mount, lug and drum-

rim mounts, and goosenecks 
in three sizes. 

Measuring just two inches 

long and a half-inch in diame-

ter, this 0.6-ounce wonder has 

a frequency response of 80 to 

20k Hz, and boasts being the 

smallest 48-volt condenser 
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mic with an integrated preamp on the mar-

ket. I tried two M1250s in a number of situ-

ations with varying results. I first used them 

on toms, and due to their size found them 

a breeze to place just right. The mics adver-

tise a bottom end down to 80 Hz, but they 

needed some help from a bottom tom mic 

(flipped out of polarity) to get the sound I 

was looking for. They handle 150dB maxi-

mum SPL, so close proximity to a drum is 

not a problem. The attack of the stick on 
the tom was crystal-clear, and transient re-

sponse was excellent. I did find them lack-

ing as overheads, but these wouldn't be my 

first choice anyway. These miniature mics 

are better suited for tight, high-SPL situa-

tions—both live and in the studio. 

Next, I tried an M1250 under a snare 

paired with a Shure SM57 on top. It brought 

out the snap I was looking for and was a 

perfect companion for the top ink. For spo-

ken word, these mks shined. Their rolled-off 

bottom and ability to take high SPIs made 

them a perfect choice when used up close, 

especially with the included pop screen. 

Although I did like using the mic in a va-

riety of applications, I had a few problems 

with the optional drum-mounting hardware 

that Audix sent. I'm not big on this style for 

studio recording, but for live applications it 

helps to eliminate stage clutter. The clamps 

were robust, but I found the rubber shock-

mounts to be flimsy and they broke easily 

after minimal use. However, the optional 

long and elegant Microboom floor stands 

are exemplary. I could see this mic being 

ideal for house of worship or other podium 

applications where you need good spoken-

word coverage but don't want a large mic 

in someone's face. 

Audix, 503/682-6933, www.audixusa 

.com. 
—Kevin Becka 

BRAINWORX BX HYBRID 2 

Equalizer Plug-In 

The 11-band mono and stereo bx_hybrid 2 

($349) VST/RTAS EQ plug-in from Brainworx 

combines unique features with traditional 

tools. As you'd expect, filter choices include 

low shelving, high shelving, bell, lowpass, 

highpass and notch, with sweepable bass 

and presence-shifting EQs that are joystick-

controllable. The extras include Auto-Listen 

modes; WS stereo width and WS "Mono 

Maker" controls; a dual-mono layout for 

linked and unlinked control of each individ-

ual feature; individual bypass switches for 

every feature; balance and phase correlation 

meters; and solo'ing capability for left and 

right channels, which puts the signal from 

the individual channel into both speakers. 

A switchable EQ panel with multimode EQ 

display ties all these fully automatable func-

tions together. 

The old-school core of bx_hybrid results 

from its creators' understanding of the mys-

teries of M/S. By applying M/S principles in-

ternally to a mixing/mastering EQ, brainworx 

has made this complex technique foolproof 

and easily accessible for DAW-based produc-

tion. The Mono Maker control at the top of 

bx_hybrid's large and attractive interface al-
lows you to change the low end to mono 

from 0 Hz up to any desired frequency. It 

creates a mono mixdown low while auto-

brainworx J "• e 
• • 

o o o e 00 '• • • 4, 
a .> 

.14 1100/1 0G41 

• , • e '• 0. •.°0 ee 
o • 11 0 • • • • 

• 4. .1. 

411 111 O.*. 7"-;' ne' 411 0 0 II> I) • • • 

, le 
„„,. • 
• 

53.311 • 00. • 211. • 4.1 • • eem «O." 5,3.111 n." • 17. • • 00. • 2:ee • fa X.. 

BS LO LI HAW BS .0 L., BS LO LMF PS + 

*la 

o 

bralnwor, 4 

O 

MOO 
.22  .22 
•11••••11411101•••••••••• 

L C • 

MM. 

I L 2 .1 2 .1 

matically compensating for any potential loss 

of overall bass amount in the mix. 

When I applied bx_hybrid to the bass, 

drums, percussion and synth stems of an 

electronica mix, the benefits of this capa-

bility were immediately apparent. I started 

by making the bass mono at 44 Hz with a 

stereo width decreased down slightly from 

100 percent (you can take it as high as 400 

percent), resulting immediately in a nicely 
tightened, better-focused bass track. From 

there I introduced the Mono Maker and ste-

reo-width controls, making incremental in-

creases in those parameters for each stem. 

The result was a startling increase in con-

trol for placing each stem in the stereo field 

and articulating its presence, in a way that 

would have been either impossible—or at 

least extremely time-consuming—without 

the hybrid on hand. 

The software's ability to solo the left or 

right signal in both speakers was invalu-

able for judging perspective on the mix, 

and the Auto-Listen modes—while tricky to 

comprehend at first—become intuitive with 

practice, allowing even greater insights as 

to how each band's Q, gain and frequency 

adjustment impacted the audio. 

The only difficulty I encountered was 

CPU drain: Putting one across each of four 

stems on my PC (2.26 GHz, 2GB RAM) in 

Cubase SX3 affected performance, although 

I solved the problem by freezing tracks. 

That issue notwithstanding, I was impressed 

with bx_hybrid's ability to improve work-

flow and decision-making, which improved 

the final results in my mixes. 

Brainworx, www.brainworx-music.de. 

—David Weiss 

GLYPH GT 062 RAID 

High-Capacity 

Desktop Storage System 

The GT 062 from Glyph is a half-rackspace 

desktop hard drive system comprising two 

Seagate SATA drives that run at 7,200 rpm 

and an Oxford 924 chipset. Available in 

sizes up to 2 TB, Seagate's SATA drives are 

faster than traditional parallel ATA drives be-

cause SATA drives include a built-in Native 
Command Queuing (NCQ) algorithm. NCQ 

increases efficiency because it cuts down on 

extra arm motion by dynamically reschedul-

ing and reordering commands so that the 

heads travel less over the platters. 
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The all-steel GT 062 has an internal 
power supply and is cooled by a superquiet 

fan. There are two FireWire 800 ports, along 

with FW400 and USB 2. The drive comes in 
a plastic travel case complete with cables 

for FW400, FW800 and USB, plus AC pow-

er, the Glyph Manager (GM) software and a 

three-year warranty, which includes a free, 

two-year basic data-recovery service. 

Designed for pro A/V, the 062 is capable 

of a sustained transfer rate of 80 MB per sec-

ond and supports four RAID drive modes. 

As Pro Tools and some other DAWs do not 

support software-based RAIDs, the GM soft-

ware configures the firmware inside the 062 

so it presents itself as JBOD (Just a Bunch 

of Discs), where the CPU sees two indepen-

dent drives; "Spanning," where data is writ-

ten sequentially (when the first disc is filled, 

the remaining data is written to the second 

disc); RAID 0 (aka "Striping"), the fastest 

mode because both drives read and write 

concurrently; and RAID 1, or "Mirroring," 

where data is written redundantly to both 

drives—a little slower, but the safest mode 

with half the total capacity of the two drives. 

If either drive fails, then the other will op-
erate seamlessly. GM checks the health of 

each drive in RAID 1 mode and indicates a 

failure by bouncing in the Mac's Dock. 

I mounted my 1TB GT 062 next to my 

250GB GT 050Q drive in a single rackspace 

using the optional dual-rackmount kit and 
daisy-chained the two to my quad-core 

Mac using FW800 cables. After installing 

the GM software, I selected RAID 1 mode. 

Changing RAID mode at any time neces-

skates the power cycling and erasing of the 

entire drive. I used the Mac's Disk Utility 

to erase and turn the 062 into a Mac OS 

Extended (Ioumaled) volume. (Or for Win-

dows PCs, a NTFS volume; Vista is not yet 

supported.) 

I chose RAID 1 mode to offer to my mix-

ing clients the added safety that all of their 

audio files and mixes would be redundantly 

stored on the 062. Even though I make a 

copy after each day's work, it is possible 

that a read/write error or an actual drive 

failure could occur during a session. 

I got the same speed, quiet operation 

and track count (as high as 120 with low 

edit densities) as my 250GB GT 050Q— 

with all the same performance in my Pro 

Tools HD3 Accel rig. The big difference was 

a sense of confidence that all my hard work 

was stored safely. Until solid-state storage 

becomes cheap enough, hard drives remain 
essential in A/V production; it's imperative 

they always work accurately and reliably. 

The GT 062 fulfills that imperative. Prices: 

$452 (SOO GB), $665 (1 TB), $1,092 (1.5 GB) 
and $ 1,425 (2 TB). 

Glyph, 800/335-0345, www.glyphtech 
.com. 

—Barry Backe II 
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Introducing the most affordable DigiMax 93 all time, the DigiMax 08. 

Sweetwater was there nearly a decade ago when PreSonus introduced the first eight-channel microphone 
preamplifier with ADAT output, and has been recommending the DigiMax ever since. Digi Max means huge 
sound, rock-solid build quality, and unbeatable value. Call Sweetwater today and add a DigiMax D8 to your 
recording system or digital mixer. 
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IT'S ALL ABOUT THE MUSIC, STUDIOS, BUSINESS, PERFORMANCE, SONGWRITING, STARS AND WANNABES. 

editors of Mix 
as we pull into Nashville 

for two full days of music 

and recording master 

classes, product demos and 

songwriting sessions. 

Taking our cues directly from Nashville 

insiders, we will dissect the scene through 

a series of industry panels focusing on every-

thing from cutting a demo and producing in 

Nashville studios to recording live shows and 

developing new distribution models. 

Plus, experience a full slate of 

songwriting and performance! 

Singer-songwriters will perform to a panel 

of three judges in a demo-derby format, 

with instant critiques and suggestions. 

And live-sound engineers will gauge their 

speed in setting up an " acceptable" mix in 

no time flat. 

mixonline.com/ms/nashville08 
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JOCK GREERE 
ROOTSY SINGER/SONGWRITER ON THE 

VERGE OF HITTING MAINSTREAM ACCEPTANCE 

By Blairjackson 

While its undeniable that the record business can be 

cruel and cold, and it spits out some of its best while 

lesser talents rise to the top, there are certain artists 
who just seem destined to make it, who have that 

elusive, can't-miss X factor. Like Jackie Greene, whose 

latest release, Giving Up the Ghost, has critics and 

fans alike (again) predicting stardom for the talented 

Northern California native. 

At 27, Greene's no longer the wunderkincl singer/ 
songwriter who, following a youth spent mostly in 

the Sierra Gold Rush town of Placerville, moved to 

Sacramento after high school and immediately took 

the area by storm. Here was an "old soul," wise be-

yond his years, who drew from blues, folk, old-time 

country, Ray Charles, Bob Dylan, The Band and many 

other influences that he seamlessly integrated into a 

distinctive, personal style. The musical equivalent of a 

"five tools" baseball player, he was a strong and con-

fident singer adept at myriad styles; a soulful multi-in-

strumentalist comfortable playing almost any stringed 

instrument, keyboards, harmonica, even drums; a 

magnetic performer either solo or with a band; an 

outstanding songwriter who easily blended a per-

sonal/confessional approach with broader American 

roots music archetypes; and a knowledgeable home 

recordist with respectable engineering chops. 

He made his first album, Rusty Nails, when he 

was just 20. Shortly after that, he was "discovered" in 

Sacramento by manager Marty DeAnda, who signed 

Greene to his indie label, Dig Music. The 2002 disc 

Gone Wanderin' was picked as a top album by Roll-

ing Stone critics and won a California Music Award 

for Best Blues/Roots album. On that album and Sweet 

Somewhere Bound, Greene played nearly all of the 

instruments himself. Meanwhile, as a performer he 

continued to hone his craft, and increasingly landed 

prestigious opening slots on shows by established 

acts. Indeed, the first time I even heard his name was 

when he opened a 2005 concert by Los Lobos at the 

Fillmore in San Francisco. Armed with just an acoustic 

guitar and harmonica, he put on one of the most 

mesmerizing "warm-up" sets I'd ever seen. I wasn't 

alone in that opinion: Los Lobos keyboardist, reeds 

player and producer Steve Berlin also saw Greene for 

the first time that night, and was so taken by his set 

that he later struck up a friendship with him, which 

led to Berlin producing Greene's masterful 2006 opus, 

American Myth, his first effort for the bigger Verve/ 

Forecast label, and my favorite album from that year. 

That album marked a change in recording direc-

tion. While Greene still maintained a very strong 

instrumental presence on the disc, Berlin surrounded 

him with a crack band of Los Angeles players who 

are known collectively as Jackshit—guitarist Val Mc-

Callum, bassist Davey Faragher and drummer Pete 

Thomas (of Elvis Costello fame)—and such notable 

colorists as steel guitar ace Greg Leisz, Los Lobos per-

cussionist Cougar Estrada and Berlin himself. 

Berlin reflects, "We wanted it to sound like a 

band that had been together for years. The paradigm 

in my mind was The Faces before Rod turned into 

'Rod Stewart'—when they had a great time and you 

could hear on every track that they were having a 

good time. So we tried to build that camaraderie in 

the process. Then we found this nice, funky studio 

—CONTINUED ON PAGE 124 
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HEM HIRSCH 
THE POWER OF TWt 

By Chris J. Walker 

Lenny Kravitz stands alone. On the one 

hand, he is known for embracing some 

of the musical ideas of many predecessors 

he openly admires, from Jimi Hendrix to 

Led Zeppelin to Prince to Stevie Wonder. 

Indeed, he has frequently been accused of 

sounding "retro." At the same time, Kravitz 

and his longtime engineer, Henry Hirsch, are 

also famous for not following rules in the 

studio—for breaking away from established 

sounds and techniques to create new styles 

and forms. Kravitz's latest collaboration with 

Hirsch, their eighth together, is called It Is 

Time for a Love Revolution, and once again 

it shows their unmistakable nonconformist 

tendencies while serving up hard-rocking 

jams, soulful ballads and other genres that 

are not exactly mainstream in the current 

sense of the word, yet have a certain unmis-

takable commercial appeal. But then, that's 

how Kravitz has always rolled. 

His 1989 debut CD, Let Love Rule, was 

a throw-back juggernaut that caught the 

recording industry off-guard, especially the 

rock sector, which was then dominated by 

the aggressive raunchiness of Guns N' Ros-

es and Def Leppard, the driving yet pensive 

sounds of U2 and Sting, and the stylized 

pop of Madonna. Instead, Kravitz's music 

had overt similarities to Hendrix, Zeppelin, 

Humble Pie, even Grand Funk Railroad, as 

well as touches of The Beatles and Bob 

Marley, and early '70s soul innovators such 

as Curtis Mayfield, Stevie Wonder and Mar-

vin Gaye. Hirsch says that Kravitz had nev-

er heard of the Grand Funk, Humble Pie 

or some of the other bands to whom critics 

compared Kravitz. From the beginning, the 

multitalented musician has played most of 

the instruments on his albums (though on 

early albums Hirsch contributed numerous 

keyboard tracks). 

Since his impressive debut, Kravitz has 

had a quite diverse career. As a songwriter, 

his resume includes work with Gun N' Ros-

es guitarist Slash on "Always on the Run" 

for Kravitz's second release, Mama Said, 

penning Madonna's hit "Justify My Love," 

and contributing tunes for discs by Mick 

Jagger and other artists. The 1993 album 

Are You Gonna Go My Way was Kravitz's 

blockbuster breakthrough, the record that 

firmly established him as an arena-rock 

force, which he remains to this day, despite 

a series of ups and downs. His next album, 

Circus, was more in the psychedelic oeuvre 

and didn't garner the acclaim of his first 

albums, but 5 (1998) produced his top-sell-

ing single "Fly Away," and the 1999 Austin 

Powers comedy flick The Spy Who Shagged 

Me featured the hot-rocking soul man's 

version of the Guess Who's "American 

Woman"—another smash. Lenny in 2000 

and the introspective Baptism in 2004 didn't 

produce any huge hits, but by then he had 

become so well-established that he had a 

dependable following and his personal ce-

lebrity has always remained strong. In 2007, 

he turned up on the excellent all-star John 

Lennon tribute album Instant Karma (sing-

ing a harrowing version of "Cold Turkey"), 

but Love Revolution, his first album release 

in a few years, marks Kravitz's return to the 

charts and airwaves in a big way. 

"All of Lenny's records take a good 

amount of time to produce because he does 

different things in between," Hirsch com-

ments about the makin$ of the new album. 

"We started on it in late 2006; he called me to 

work on it for a two to three-week interval. 

Then he went away for a while. That seems 

to work pretty well for us because it gives 

both of us perspective about what we've 

done." (Kravitz was originally scheduled to 

be interviewed for this article, but he fell ill 

in late January and even canceled his entire 

tour of Europe as a result.) 

Hirsch says that all of Kravitz's albums 

have been made essentially the same way, 

though obviously the songs and the son-

ics within those songs can change radically 

from album to album, and even from song 

to song. 

"He'll cut the track, usually starting with 

-CONTINUED ON PAGE 125 
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CLASSICS ITS 
MICE" 
By Gary Eskow 

Cover-band mates cum pop stars: As 

old as rock itself, this dream, born 

from endless hours spent wood-

shedding hits of the day, can come 

true, and in the late 1960s it did for 

a club band from Florida called the 

Classics N. Featuring Dennis Yost's 

throaty baritone and a tight rhythm 

section that comprised the group's 

original guitar player, J.R. Cobb, 

and session players from Atlanta, 

the Classics N scored three major 
hits, "Spooky," "Stormy" and this 

month's "Classic Track": from 1969, 

the Number 2 smash "Traces." 

Originally a club band touring 

the area surrounding Jacksonville, Fla., the Classics N migrat-

ed to Atlanta to take advantage of its greater talent pool. They 

caught the eye of Joe South, who produced several tracks for 

them, but South was unavailable for the "Spooky" session, and 

so Buddy Buie stepped in. "I was a songwriter who would do 

anything to be around the business before I was able to find 

success on my own terms," says Buie. "I was a booking agent 

for Roy Orbison and Bobby Goldsboro-. Af-

ter Tommy Roe hit the charts with a 

song I co-wrote called 'Party Girl,' 

I began to get steady work as 

a writer. 

"Paul Cochran, my 

booking partner at the 

time, and I went down to 

Florida to see the Clas-

sics IV, and it was clear 

that they had something 

special," he continues. 

"After they cut 'Pollyanna' 

with Joe South, J.R. Cobb 

and I started writing togeth-

er. We were riding down the 

road one day and heard a jazzy 

instrumental tune called 'Spooky.' 

We thought we could add lyrics and turn 

it into a vehicle for the Classics N. That's how the string of 

hits started." 

Emory Gordy Jr., a first-call bass player and arranger, 
played on all of the Classics IV sessions and co-wrote "Trac-

es." Buie recalls how the song was written: "We were laying 

down some other tracks, and during a break Emory went to 

the piano and kept repeating a phrase that I found extremely 

catchy. I said, 'Em, would you care if J.R. and I took that piece 
and worked on it" He said that was fine, and it became the 

opening phrase of Traces." 

The Classics 11, L to R: Dennis Yost, Walter Eaton, Auburn Burrell, David Phillips and Kim Venable 

Cobb, who would leave the Classics N shortly after 

"Traces" to concentrate on studio work in Atlanta and spend 

more time with his growing family, would eventually form 

the Atlanta Rhythm Section with other session aces, a band 

that scored its own hits with "Imaginary Lover" and "So Into 

You." He recalls the Classics N days fondly: "We were just a 

bar band that got lucky and got a record deal! We'd play rock 

'n' roll in clubs, and the owners would tell us that we had to 
learn 'Misty' or 'Fly Me to the Moon.' Those standards worked 

their way into our playing and writing, and became part of 

the Classics IV sound." 

"Traces" was recorded and mixed at Master Sound Stu-

dios, then one of Atlanta's busiest facilities. Lou Bradley, who 

engineered the session, remembers it well. "We recorded a 
lot of major artists at Master Sound," he says, "including Roy 

Orbison, Billy Joe Royal, James Brown and Major Lance." 

The industry was then transitioning from 4- to 8-track 

technology, and the jump was huge. "We cut 'Traces' on a 

3-track Ampex recorder that Jeep Hamed, who was the head 

of MCI, had modified into an 8-track," Bradley remembers. 

"Hamed was a partner in the studio, and the console he built 

for us was actually the first MCI board. As I recall, it had 12 

inputs, two reverb sends and Fairchild equalizers. Jeep later 

custom-built three EQs into the board, with a midrange that 

the Fairchilds lacked. As far as outboard gear, we had a Pultec 

equalizer and an LA-2A. Hamed built us a stereo limiter/com-

pressor, and we had a pair of EMT reverbs." 

Dennis Yost, originally the group's drummer and lead 

singer, had relinquished his playing duties by the time the 

group started to record. The late Mike Clark sat behind the kit 

during the "Traces" session. "I used a 67 on the snare and on 
the toms and overheads; maybe with a 57 in there, as well," 

says Bradley. "I think we put an RE20 on the kick, but I can't 

be sure. I know we had an AKG in there, as well, but I'm not 
sure of the model. 

'One thing that stands out in my mind is the amount of 

time we spent getting Dennis' lead vocal on tape," Bradley 
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continues. "Buddy was extremely particu-

lar about phrasing. I'll bet we spent 30 to 

40 hours tracking the lead before Buddy 

was happy. One night, Buddy said, ' That's 

it, we're done,' but to me, Dennis was still 

a little off-pitch on the first two or three 

notes of his entrance. Today you might 

use pitch correction, but of course that was 

not available at the time, so I took a filter 

and rolled a bunch of the bottom out of 

the first several notes he sang. Don't get me 

wrong—Dennis was a great singer who did 

a tremendous job on this track. I just helped 

a tiny bit in this area. I've been fortunate 

enough to work on lots of hit records, and 

I've learned that most of the time they are 

team efforts, with everybody contributing 

something to make the product special." 

Yost, who suffered a traumatic injury in 

2006 that curtailed what was still a thriv-

ing touring career, is remembered as a spe-

cial talent by Buie. "Dennis had one great 

voice," he says, "a voice that filled up the 

entire spectrum. It was so round, so full. 

Dennis was hard to record, though, be-

Buddy was extremely 

particular about 

phrasing. 

I'll bet we spent 

30 to 40 hours 

tracking the lead before 

Buddy was happy. 

—Lou Bradley 

cause, believe it or not, he was a James 

Brown imitator who loved to sing R&B. 

None of the Classics IV repertoire was in 

this vein, but I think the passion he had for 

this music infused his vocals. 

"The problem was that he wanted to 

sing everything hard, and to place the vo-

cal in the context of the material we had to 

soften him up. During the 'Traces' session, 

I had tell him to take the R&B out over and 

over again!" 

The writers had all been influenced by 

the music of Jobim and Burt Bacharach, 

and were particularly impressed by the way 

Bacharach was able to assimilate a samba 

influence into his pop songs. Recording 

Cobb's lightly inflected nylon-string guitar 

part, a key element of "Traces," was not 

easy. "That gut-string guitar I 

used was so cheap!" Cobb says 

with a laugh, "and it played 

and sounded that way! It was 

impossible to keep in tune; the 

nearest I could come to having 

it stay properly pitched was to 

use the same voicing for the 

chords and move that shape 

up and down the neck. I think 

the slightly out-of-tune sound 

of the guitar actually added 

something to the track." 

And Bradley pulled out a 

roll of masking tape during the 

guitar overdub session. "JR. 

liked to double-track his parts. 

He augmented the natural out-

of-tune quality of the guitar 

he was playing by detuning it 

slightly before we tracked the 

overdub," Bradley says. "This 

was way before Harmonizers 

were used to get a similar ef-

fect, so to highlight what he 

was trying to accomplish I wrapped mask-

ing tape around the capstan of the recorder 

to change its speed. Then I'd immediately 

bounce the two guitar tracks together, again 

coming off of the playback head." 

The recording process that Buie and the 

Classics IV employed—which started with 

a basic track laid down with drums, bass 

and guitar alone, and continued on with 

multiple overdubs—would later become 

the norm. Not everyone was working this 

way at the time. "We spent a lot of time 

on these productions," says Buie, "and the 

arrangements Emory came up with were 

a huge part of what made 'Traces' such a 

good record. 

"The intro, my favorite of all the records 

I've been involved with, took a while to 

come together," Buie continues. "Emory 

brought an English horn player to the ses-

sion, and that great opening line just kind 

of evolved. Then there's that string line that 

leads into the bridge—I hated it at the time! 

It sounded so schmaltzy. Now it sounds 

cool to me. Mixing all of the elements to-

gether was difficult, and Lou Bradley did a 

great job." 

"These days it's common for an engineer 

to mix tracks that were recorded at various 

times," says Bradley. "The principle is sim-

ple: The mixer has to make things sound like 

they all happened at the same time. Back 

then I used tape machine delay before the 

chamber to glue things together. We were 

still making mono records back then and we 

had to constantly check both our stereo and 

mono mixes. 

"We had a pair of UREI Time Align 

monitors, and Altec A7s with a 700 cross-

over. These two made a good combination. 

Once we were all satisfied with the mixes, 

we shipped them to liberty Records in LA. 

to be mastered." 

They came along at a time when Jimi 

Hendrix was burning down the universe, 

The Who were injecting large dramatic 

structures into the rock vocabulary, and re-

jecting the forms of the past was the norm 

for electric bands. The Classics IV offered 

a kinder, gentler, session-based sound, 

and their success came as a surprise to its 

creators. "Me and Buddy would sit around 

and try to write a standard," says Cobb, 

"We were overtly trying to write a 'legiti-

mate' sang. We had no idea it was going 

to be a Number 2 hit record—we were as-

tounded! It was a cocktail kind of music; 

we knew that." 

"That's right," Buie adds. "'Traces' was 

the kind of record that today is called 'easy 

listening' The mid-tempo was a problem, 

we thought, and we never believed that kids 

would care about it. But we were wrong!" 

The Classics IV enjoyed success with one 

more single, "Every Day With You Girl," be-

fore disbanding. Never a super-group, their 

catalog of hits nonetheless ensures them an 

honored spot in the history of pop rock. 

Thanks to Joe Glickman, the "fifth Clas-

sics," for his help with this article. Glickman 

has shot a documentary on the Classics IV 

that is currently in post-production. More 

about the group can be found online at 

www.classicsiv.com. 
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JIICHIE MBE 
FROM PAGE 120 

called Sage & Sound in Hollywood, which 

is like a museum of great 1972 recording 

gear. There's nothing that tells you anything 

else. It's even got the shag carpeting!" Mark 

Johnson engineered that fine disc. 

Despite across-the-board critical acco-

lades for American Myth, sales were only 

so-so, in part because the Verve team that 

had been behind Greene started to unravel 

shortly after the album's release, so he never 

received the sort of promotional follow-

through that could have taken the album 

to the next level. Meanwhile, another label 

came a-courtin'. While he was still signed to 

Verve, 429 Records—a division of another 

label, Savoy—gave Greene some money to 

go into a studio with his band and producer 

Berlin and cut a song for their exceptional 

tribute to The Band, Endless Highway. "And 

I said, 'If we're getting together, why do 

one song when we could do few,'" Berlin 

recalls. "'There's enough money there so 

let's see what we can do.' So in July 2006, 

we went into The Hangar [Studios] in Sac-

ramento and cut The Band song 'Lookout 

Cleveland' and then three of Jackie's tunes: 

"John's always saying, 'Oh, yeah, I just 

bought this from some dude in Yugoslavia 

and we had it modded by this guy, so 

why don't you use it and tell me what you 

think," Stover continues. "It's like a little 

playground. And Steve is not afraid to try 

anything; he's a lot of fun." 

Stover says the sessions at The Hangar 

were mostly recorded live to 16-track 2-inch, 

and then later transferred to Pro Tools. This 

became the M.O. for the rest of the album, 

too: basic tracking on tape, then migrating 

that material to Pro Tools for editing and 

overdubs. 

By the summer of 2007, Greene had 

extricated himself from Verve and signed a 

deal with 429, and that's when work began 

in earnest on Giving Up the Ghost. There 

had been a couple of important develop-

ments in the interim. 

First, Greene had moved from Sacra-

mento to San Francisco—finding a pad just 

a few blocks from the beach in the Sunset 

district—and joined forces with his friend 

Tim Bluhm of the band Mother Hips to 

take over a funky studio, once called Wide 

Hive, in the Bernal Heights area of S.F. "I 

have nothing against Sacramento," Greene 

points out, sitting in the control room of the 

John Bacciagaluppi's always saying, "Oh, yeah, I just 

bought this from some dude in Yugoslavia 

and we had it modded by this guy, so why don't you 

use it and tell me what you think." 

—Ralph Stover 

'Prayer for Spanish Harlem,' When You 

Return' and 'Uphill Mountain.' Those songs 

became the start of the new album." 

Berlin says The Hangar has "a funky, 

old, wonderful vibe, and lots of cool vin-

tage gear. It's run by the guy who publishes 

Tape Op magazine (John Bacciagaluppil and 

it's a true boutique studio filled with better-

mouse-trap preamps and great, weird audio 

stuff and weird old instruments." 

"The studio is hard to describe," agrees 

Ralph Stover, who engineered the tracks 

at The Hangar. "The main room is like this 

huge gymnasium room with skateboard 

ramps everywhere, and it's got all these cor-

ridors and rooms everywhere. But you walk 

in the control room and (Bacciagaluppi's1 

got every piece of gear you could possibly 

want, so there is always a lot of, 'Let's try 

this! I've never used this before.' 

studio now called Mission Bells. "More than 

a change of scenery, I wanted a change of 

attitude, and that's a big reason I moved to 

San Francisco. It seems like I run into a lot 

of creative people down here, a lot of mu-

sicians; there's so much going on. And so 

far the studio's been really great for us. We 

haven't even had any electrical problems 

chasing down hums." 

The other big change in Greene's life 

was that in the summer of 2007, he was 

tapped by former Grateful Dead bassist Phil 

Lesh to join his touring jam band, Phil Lesh 

& Friends, as lead singer and co-lead guitar-

ist (with Larry Campbell). Not bad for a guy 

who really only heard Dead music through 

his parents' vinyl record collection when he 

was a teenager and hadn't played improvi-

sational rock 'n' roll at all. Yet here he was, 

playing before thousands of Dead Heads 

every night, singing classic Dead songs and 

sprinkling in a smattering of his own tunes, 

all of which were very well-received by an 

audience that mostly had never heard of 

him. 

Greene is committed to touring with 

Lesh's band through the end of 2008, squeez-

ing jaunts by his own band in between. But 

the first collision of his two musical worlds 

came this past summer when he and Berlin 

decided to get serious about completing the 

new album. "The problem was that Jackie 

was now doing the Phil tour and Los Lobos 

were on tour with John Mellencamp," the 

producer recalls, "so we were looking at 

our calendars, and we realized that if the 

record was even going to have a prayer of 

coming out in March or April [of 2008], we 

were really going to have to not just bust 

our ass, but be in two places at once. So I 

mapped out the next four or five months 

and there were enough little windows to 

get it done." 

Before the Lesh and Los Lobos tours 

started, Greene and his band went into 

Mission Bells for a week and cut basics for 

a handful of new tunes, with Oz Fritz en-

gineering. A one-time protégé of New York 

producer/musician Bill Laswell, Fritz moved 

to California in the early '90s and is perhaps 

best-known for engineering three albums 

by Tom Waits, who just happens to be a 

god to Greene. "I'm like a Tom Waits freak," 

Greene says with a smile. "I like everything 

he ever does. I like the weird shit; I like the 

normal shit. I like the pre-gravelly voice, I 

like the gravelly voice. He can do no wrong 

to me." 

Of course, Greene pumped Fritz for info 

about Waits' famously unorthodox record-
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ing techniques, and Berlin already had incli-

nations in those directions, having worked 

with Tchad Blake on some of Los Lobos' 

greatest albums. So it's no surprise that 

the sessions for Giving up the Ghost often 
featured unusual sonic choices, whether it 

was using extraordinary amounts of com-

pression for distortion "or going into studios 

and picking up a guitar you've never seen 

and an amp you've never heard, and just 

going for it," Greene says. Or recording to 

Greene's old Otan MX-70 1-inch 16-track, 

which has two broken channels. "You only 

have 14 tracks to work with," he says, "so 

everything counts. I like to commit things to 

tape. Committing yourself to a certain thing, 

like a reverb or effect, is helpful because 

then you build around that initial color." 

"It's limiting having not that many tracks," 

Fritz agrees, "but it becomes a parameter in 

how you do stuff, so it becomes a part of 

the equation. I didn't feel constrained. It just 

meant maybe I couldn't have stereo room 

mics; I'd just have mono." 

As for the overall sonic approach to the 

album, "Steve and Jackie just wanted to 

be really creative; don't worry about try-

ing to go for a commercial sound," Fritz 

responds. "Go for interesting textures and 

atmospheres. Don't be afraid to experi-

ment. So every time I did a session with 

live drums, there would be one mic that 

I would totally experiment with; maybe 

mess it up with extreme compression, run 

it into a mic pre and overdrive it—just see 

what happened. I did that with vocals, too. 

I'd always have a clean track and a paral-

lel track that I'd process in different ways. 

That's something I developed working 

with Tom Waits." 

When I ask Greene how he squares 

his drive to create a unique-sounding, 

consciously lo-fi work, with his professed 

desire to also create a radio-friendly album, 

he chuckles, and says, "I can't! I guess that's 

the weirdness of me. Certainly I want to 

have successful records—who doesn't—but 

I'm not willing to make anything other than 

what I want to make it sound like. If this is • 

not considered commercially viable, so be 

it. But if there's a song on this record that 

for whatever reason ends up catching the 

public's attention, I'm totally for it." 

And most likely it will be one of the 

catchy tunes Greene recorded with Jackshit 

at Sonora Recorders in LA., the week after 

the Mission Bells sessions—the infectious 

rockire soul tune "Like a Ball and Chain," 

the ethereal album opener, "Shaken," or the 

accordion-driven "Love Gone Bad." "That's 

a great studio," Fritz comments, "with a 

really nice-sounding board [an API], a great-

sounding live room, some really good mics. 

I fell in love with one of their RCA 77 ribbon 

mics. And obviously those (Jacicshit] guys 

can really play; they have great chemistry." 

Once the tracking sessions were com-

pleted, the action shifted to the road, with 

Greene and Berlin fitting in sessions in 

between shows on the fall 2007 Phil Lesh 

tour. "The way the Phil tour works," Berlin 

explains, "is he goes to a place and stays 

four or five days, so I was able, between 

my schedule and his schedule, to be in 

those places when Jackie was there. So, 

for instance, he goes to Chicago for five 

days and Oz and I show up and we record 

for four of those five days at CRC [Chicago 

Recording Company]. The tour goes to 

New York, and I show up for five or six 

days. Jackie worked at Brooklyn Record-

ing there. We even did a Phil bass overdub 

for a song backstage at one of their shows 

on a [Digidesign] Mbox right before they 

went onstage in New York. Somehow or 

another, with this insane workload we 

were able to put the record together in bits 

and pieces all over the country." Addition-

ally, Val McCallum continued recording 

various guitar parts in L.A. and sending 

those along to be added to the stew. Then 

Fritz would compile it all on a master hard 

drive. 

"It was like being in touring mode while 

recording," Greene comments, "so when I 

listen to it there's a certain sense of restless-

ness, like you're not at home." 

Because of budget limitations, Berlin 

asked "four of my favorite engineers to do 

a couple of tracks each for the pittance we 

had. Much to my delight, they all agreed." 

And so Michael Brauer mixed four tunes at 

Quad in New York City, Tchad Blake did 

four at his base in Bath, UK, Mike Fraser 

handled three songs at The Warehouse in 

Vancouver and Ross Hogarth one track at 

Boogie Motel in L.A. With Greene and Ber-

lin on separate tours by this time, they had 

to keep track of the mixes long distance (in 

Brauer's case they were able to hear some 

of his mixes in real time through a piece of 

broadcast software called Nicecast), confer-

ring over the phone or Internet. 

But in the end it all came together and 

Greene says he is thrilled with the final 

album, which is filled with a typically 

eclectic mix of Americana styles, plenty of 

insightful lyrics about the human condi-

tion and relationships, and enough strong 

hooks to make radio programmers happy. 

Could Giving up the Ghost be Greene's 
long-predicted breakthrough? Don't bet 

against it. But either way, Greene has defi-

nitely arrived. 

1111P ['HMI 
'ROM FAG'. 121 

the drums—on most of this record it was 

Lenny on drums and Craig Ross [Kravitz's 

foil since his third album] on guitar. After 

they finish that, Lenny will pick up a bass 

and we'll record that, and then he'll con-

tinue to add stuff. Usually, we've finished 

the majority of the recording in six to eight 

hours, depending on how picky we are 

with the sounds. We're both quite critical 

about sounds, so that tends to be the most 

difficult portion of the whole thing. Then 

he'll go write the lyric; he'll probably sing 

it the next day if he's in New York. 

"Our style of recording is not based 

on the traditional idea of, 'Let's go cut our 

tracks, bounce them to Pro Tools, fix them 

in Pro Tools, then overdub our vocals, 

add a bunch more overdubs, sweeten 

everything and then book time with an 

overpriced mixer.' We don't do any of 

that," Hirsch continues. "We try to get the 

right sounds when we're recording, and 

we're really mixing as we go along as the 

instruments are being put down. If you've 

got everything recorded the way you 

want to hear it, then later on what you're 

doing is more just balancing than fixing 

and mixing. We're not that finicky about 

little details, you could do in Pro Tools; 

we don't stack a hundred guitars, and we 

don't trigger snares and kicks and do all 

that nonsense." 

That said, they do record to Pro Tools 

these days, though Hirsch adds, "I don't 

think there's any question that my 3M 79 

tape machine blows away Pro Tools in 
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recording notes 

terms of sound, but if Lenny's more com-

fortable dealing with Pro Tools, that's the 

priority and it's okay with me." Hirsch's 

Pro Tools engineers on the album were 

Chris Theis and Cyrille Taillandier. 

According to Hirsch, 95 percent of Love 

Revolution was recorded at Hirsch's usual 

haunt inside Edison Studios in Manhattan; 

most of the remaining 5 percent was record-

ed remotely by Kravitz in his home studios 

in Miami and France, "but 100 percent of it 

was mixed and worked on by me," Hirsch 

notes. The engineer's studio at Edison is 

impressive: "I have a 2,500-square-foot live 

room with an 18-foot ceiling attached to 

a 500-square-foot control room," he says. 

"Having the room with the high ceiling is 

so important for the recordings. The room 

assists in everything, from the first drum 

and guitar recordings—because the type of 

spill it creates is really easy to control and 

sounds quite good—to vocals and every-

thing else, simply because, in essence, it's 

a very clean- and clear-sounding room." 

Hirsch is completely devoted to his 

studio's 26-input Helios board, originally 

manufactured in Britain in the '70s and 

used for both tracking and mixing. The 

room's ATC SCM-200 monitors are also 

British-made. Some of the mic preamps 

in the control room were custom-made 

by Dave Amels, who also built a variable-

phase pot for the console and a custom 

bass DI. Among Hirsch's favorite mics 

People often harp 

about us sounding " retro," 

but if people really listen, 

they will hear that the 

melody and song 

construction is all Lenny. 

—Henry Hirsch 

are a Neumann U47 that he uses on vo-

cals (sometimes through a Fairchild 660 

compressor), RCA 10001s and 44s (great 

for strings and brass), Sony C-38s (guitars) 

and Neumann U67s and KM-56s (various 

other instruments). He still likes plate re-

verbs best and has been known to use a 

Focusrite limiter and a rare Motown cus-

tom EQ. "We don't use a lot of choruses, 

effects, delays, sequences or tricks; not a 

lot of processing," Hirsch says. "I've always 

been based on a very simple approach: us-

ing the vocal as the center of the track and 

building on it from there. Basically, we just 

concentrate on the sound of each specific 

instrument as we're doing them." 

Given the sort of equipment Kravitz 

and Hirsch favor, and the fact that musi-

cally Kravitz occasionally wears his influ-

ences on his sleeve, is it any wonder that 

the sound of Kravitz's records sometimes 

seems to hearken back to the pre-digital 

days of his musical heroes? Hirsch bristles at 

the constant comparisons between Kravitz 

and great acts from the '60s and '70s, but he 

acknowledges that many of those artists did 

make great-sounding records. 

"People often harp about us sounding 

`retro," he says. "But if people really listen, 

they will hear that the melody and song 

construction is all Lenny. We're just trying to 

make good-sounding records. It's just opin-

ion out there saying the records sound like 

Led Zeppelin. Like the first single [on Love 

Revolution], 'I'll Be Waiting': Led Zeppelin 

would never have done a song like that. If 

"I was suspect at first but ater a 
few minutes with the Recoils 
realized how much difference they 
made Especially on the low end. 
Tm keeping these. They work " 

-Al Schmitt 
Engineer/producer - Barbara 
Shetsand, Steely Dan, Ray Charles. 

Razorblade" Iquadratic diffuser 
True quadratic residue 
diffuser, effective from 
400Hz. Adds 'air', detail 
to the sonic landscape. 
Size: 24" x 48" x 8" 
Price: $599 ea 

• 
....• 

The Recoils are remarkable! 
They seem to clear up the low 
res, bring out the ultra lows and 
the transients come Owe with 
greater detail Very impressive," 

- Joe Chiccarelli 
Engineerproducer - Bon Joel, 
Frank Zappa, Ton Amos, 
Chicago, Poco, Annie Lennox 

fed«  

The Recoil Stabilizers are great' 
A huge difference from regular 
foam pads They sound more 
stationary and connected fin 
quite happy with them 

- Elliot Schein& 

Engineecproducer - Steely Dan, 
Fleetwood Mac, Sting. The 
Eagles, Queen , REM, Faith Hill 

FullTrap" 
broadband absorber 

Control bass, mids and highs 
with this 3-way wall-mount 
acoustic absorber. Effective 
from 75Hz. 
Size: 24" x 48" x 10' 
Price: $349 ea 

I 
"They are amazing Now wherever 
t setup my rig I place my Recoils 
under the speakers and they 
always sound as they should. I get 
consistency think they're a 
fantastic product and I am 
genuinely impressed with the 
difference they make, so much so 
I'd like to buy another pair" 

- Donal Hodgson 

Engineer/Producer - Sling. Tina 
Turner Jeff Beck, Counting 
Crows. Primal Scream 

t. 

MaxTrap'" 
corner bass trap 

Combination bass trap and 
broadband absorber with 
3-way control over sound. 
Effective from 75Hz. 
Size: 24" x 48" x 12" 
Price: $399 ea 
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"Fantastic! - the Recoil 
Stabilizers really tightened up 
the sound of my near-fields - 
clearer low-mids and greater 
spatial definition. They are 
great a good, solid product." 

- Mick Glossop 

Engtneer/Producer - Van 
Morrison, Sinead O'Connor, 
The Waterboys, Frank Zappa, 
Tangerine Dream, Mike 0/field, 
Revolver 

"The Recoll Stabilizers tighten up 
the bass incredibly and properly 
isolate the speakers from the 
console My monitors are 
punchy and have more vibe t 
haven't stopped using them" 

- Dave Bottrill 

Engineedproducer - King 
Crimson, Silverchair. Tool, 
Godsmack, Stand, I Mother 
Earth, Dream Theatre 

Recoil Stabilizer' 
Introducing the Recoil Stabilizer *, a unique 
reference monitor platform that decouples the 
speaker and introduces mass to provide a stable, 
stationary base. The principal is simple - and the 
results are astonishing, as these top recording 
engineers and producers can attest to. But don't 
just take their word for it... hear for yourself at a 
Pnmacoustic dealer near you. Hearing is believing! 
"Patent applied for 

GoboTrap" Stratus" 
stackable absorber acoustic ceiling cloud 

Combination bass trap and gobo. 
Absorptive panels on both sides, 
internal limp-mass resonator. 
Effective from 75Hz. 
Size: 24" x 36" x 10" 
Price: $369 ea 

Controts reflections over listening area. 
Size: 24" x 48' x 2" Price: $199 ea 

arm' 



Kravitz and Hirsch have been working together for nearly 20 years. They are seen here mixing Baptism in 2004. 

the drum sounds to someone like Led Zep-

pelin, it's not because I'm trying to be Led 

Zeppelin; I'm just trying to support the song 

the best I can. Lenny would never sit down, 

and say, let's make this sound like a Led 

Zeppelin song,' because how would you do 

that? It's soul ballad. It's his song, his melody, 

his feel. It doesn't sound like Led Zeppelin 

or Jimi Hendrix or any of those people. It 

sounds like Lenny." If there are certain sonic 

similarities, though, Hirai) believes it has to 

do with their recording process, with empha-

sis on the "front end" (good performances 

and clean recordings) rather than the "back 

end" (technological enhancement and mix-

ing). But, he says, "The choices other stu-

dios and engineers made to do a Beatles 

or Zeppelin record are not relevant to me. 

I couldn't care less about what gear made 

such and such record back in the day." 

Kravitz's albums are famously eclectic 
both because he is a restless and creative 

spirit, and because he and Hirsch like to 

treat every song differently. "The process 

of getting sounds is brand-new every time 

it happens, and in each song because we 

don't do the same setup for a whole album," 

Hirsch says. "We're always experimenting 

and discovering new things together." 

And that seems to suit Kravitz fans just 

fine. "Lenny has a good sense of what his 

fans will like," Hirsch offers. "We do make re-

cords a lot differently from most commercial 

pop records, but that's something they like 

about him. Whether it goes on the radio is 

always an issue, because some black people 

don't think it's black enough and some white 

people don't think it's white enough, so he 

sometimes gets caught in between. But the 

fans have been supporting him for 20 years, 

so he must be doing something right." • 

"The Recoil Stabilizers improve the 
low end and tightness of my 
monitors inaease the punch and 
bring the tilldS into better focus 
Theyve realty facilitated more 
accurate panning and better depth 
of field in my mixes" 

- Peter Wade 

EngineerProducer - Jennifer 
Lopez Santana. Rihanna, Taylor 
Dayre, Luxisay Lohan Yoko Ono 

"With Recoils in place, the speakers 
seem to sorely float the low-end is 
more defined and t hear 
fundamentals that t never thought 
were there The Reces brought 
new life to my nearfelds - they 
have never sanded so goodr 

Bit VomDick 

Engineer/producer • Arson Krauss 
Jerry Douglas, Bela Fleck, Marty 
Robbins, Mark O'Connor 

The Recoils really seemed to 
focus up the low mide on 
everything the thud of the kick, 
roundness of the bass and the low 
stnngs on the guitar seemed more 
solid and defined thus clearing up 
the mix and making the stereo 
mace more detailed 

Joe Barresi 

Engineer/producer - Tool Queens 
Of The Stone Age Bad Religen 

•,* 
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"As soon as t replaced the 
foam wedges I had under my 
speakers, I heard a noticeable 
difference The Recoils 
instantly sounded and looked 
way cooler . F ing Awesome!' 

- Butch Walker 

Engineer/producer - Avril 
Lavigne, Fall Out Boy. Pink. 
Sevendust, Hot Hot Heat 
Simple plan, The Donnas 

"My nearfeld speakers sound 
better on the Recoil Stabilizers 
than they did without them The 
bottom is solid, the vocals are 
clear and my speakers don't 
fall down It's a great product" 

- Daniel Lanois 

Engineer/producer - U2 Bob 
Dylan Peter Gabriel. 
Emmylou Hams Ron 
Sexsmith Robbie Robertson 

"Your mixes are only as g as 
your monitors and mixing 
environment, With the Recoils I 
immediately noticed improvements 
in the low end daily, to the point 
that t no longer needed a subwoofer 
Incredibly, high frequency detail and 
image localization also improved 

- Chuck Ainlay 

Engineer/producer - Dire Straits 
Vince Gill Lye Lovett Sheryl Crow 
Dixie Chicks 

Hearing is Believing... 

Freeport' 
portable gobo 

Light weight goba sets 
up in minutes. Create 
a room inside a room! 
Height: 6 ft 
Size: 24" x 48' x 3" 
Price: $449 set of two 

Cumulus" 
mid-bass trap 

mangle trap neatly nestles 
into ceiling corners. The Y first acoustic device you 
should add to any room! 
Size: 16" sides x 2" deep 
Pnce: $ 119 set of two 

PRIMACOUSTIC® 
1638 Kebet Way, Pott Coquitlam, BC V3C 5W9 tel 604-942-1001 info@primacousec corn primacoustic.corn 
Prunacoustic is a division of Radial Engineering Ltd. Specifications and appearance subject to change without notice 

Venice'" 
panel system 

Deep wedge, high-density 
Z-Foam'" on backing 
panels for more absorption 
with less material. 
Size: 12' x 52" x 3' 
Price: $269 set of four 

Australis' Broadway" 
corner bass trap fabric covered panels 

High density urethane 
corner trap effective to 
75Hz. Amazing bass 
control for home studios! 
Size: 12" x 36" 
Price: $279 set of two 

4 High density fiberglass 
Wth hardened edges in a 
variety of sizes, shapes 
thicknesses to suit every 
application and budget 
Prices start at: $6.29 / 

t. 



COOL SPINS The Mix Staff Members Pick Their Current Favorites 

Robin Danar 
Altered States 

(Shanachie) 

Though this bears the name of well-traveled 

engineer/producer/live sound mixer Danar, he is 

not the artist per se; rather, he is the architect 

and producer of an amazing aural adventure 

he calls " sonic revisions for the soundtrack of 

a dream," a compilation of 13 diverse tracks he 

recorded by mostly up-and-coming L.A.-based 

artists performing a wide range of decon-

structed/reconstructed cover tunes. So here's 

Inara George (of The Bird & The Bee) giving a 

modern folk slant to Johnny Mathis' signature tune, " Chances Are"; Rachel Yamagata brilliantly carry-

ing the Stones' underrated 1967 gem " 2000 Light Years From Home" firmly into the 21st century; Jim 

Bianco (who is new to me) giving a gruff Tom Waits-ish treatment to the Talking Heads' " Life During 

Wartime," really bringing the lyrics to the foreground; Quincy Coleman (again, new to me) giving a 

harmony-heavy '40s vocal feel to one of my favorite semi-obscue Pink Floyd songs, " Fearless"; Blue 

Nile's Paul Buchanan making The Pretenders' " Message of Love" completely his own; Julianna Raye 

transforming Dr. John's " Such a Night" into a charming ukulele-propelled folk number; and so on. 

Jessica Hoop's " Yell" is one of just two originals—it's a wonderful tune that makes me want to. check 

out her own recently released album. Despite the many styles represented, there's definitely a unifying 

aesthetic: Danar puts lots of space around the vocals and instruments, and keeps the arrangements 

spare and classy, with nice blends of electronics and beautifully recorded electric and acoustic guitars. 

This is a perfect addition to the age of mix tapes and iPods set on Shuffle. 

Produced and engineered by Danar in a whole bunch of home studios, living rooms, etc. Mastering: 

Michael Fossenkemper and Domenick Maita. — Blair Jackson 

ROBIN DANAR J9leA,„red s„.„, 

Barry 
Adamson 
Back to the Cat 

(Central Control) 

When I close my 

eyes and listen to 

Barry Adamson's 

seventh release, Back to the Cat, I imagine a 

predatory feline skulking behind empty crates in a 

very dimly lit back alley. Adamson's smokey vocals 

slither around a soulful, melodic brass line in the 

opening number, "The Beaten Side of Town." 

But there's more to Adamson (a founding mem-

ber and bassist of Magazine and Nick Cave's Bad 

Seeds) than channeling Barry White. He deftly 

fuses fuzzed guitars with blaring trombone lines, 

or adds a bit of ' 70s funk to a head-bobbing hi-

hat downbeat. There are also hints of Adamson's 

film composing work in such tracks as " Shadow 

of a Death Hotel," which would be a great addi-

tion to any film noirs film soundtrack. However, 

while you're shaking yourself up a martini, skip 

over " Straight 'Til Sunrise"—it's a bit too much 

like Bill Murray's SNL "Star Wars" lounge singer 

skit for my taste. 

Producer: Adamson. Full production credits 

unavailable as of press time. — Sarah Benzuly 

BA 

MGMT 
Oracular 

Spectacular 

(Red Ink/ 

Columbia) 

Not being familiar 

with MGMT (pro-

nounced " management") until now, it's hard to 

tell exactly how much of the sonic wonderland 

this East Coast duo—Andrew Vai Wyngarden and 

Ben Goldwasser—has created is theirs, and how 

much of it is the work of the always intriguing and 

innovative producer Dave Fridrnann (of Flaming 

Lips fame). No matter. Marvelously retro but still 

unmistakably contempo, it's a pastiche of analog 

synths, electronically altered vocals and drum 

tracks, off-kilter harmonies and irresistible hooks, 

all put together in novel, unpredictable ways. The 

occasional if or electronic bass fine sounds famil-

iar—is that copped from Dwight Twilley? Is that 

from The Eurythmics?—but it's clever theft. Where 

else can you hear updated raga-rock and Low-era 

Bowie synths on the same disc? I love these guys! 

Producers: Dave Fridmanc, MGMT. Engineer/ 

mixer: Friiimann. Studios: Tarbox Road (Cassadaga, 

N.Y.), Context (Brooklyn, N.Y.). Mastering: Greg 

Calbi/Sterling (New York City). —Blair Jackson 

Otis Taylor 
Recapturing 

the Banjo 

(Telarc) 

David Weissman's 

liner notes for the 

new Otis Taylor 

acoustic album, Recapturing the Banjo, offer 

a history of the banjo: its origins in Africa, in-

tegration into the jazz and mountain music of 

the American South, its denigration on minstrel 

show stages and on into the folk revival that 

began in the 1950s. Taylor's aim with this album 

is to reclaim the banjo's true African-American 

heritage by bringing it forward with a collection 

of mostly original songs rooted in modern blues. 

He's joined by some of today's most soulful blues 

artists, including Keb' Mo' and Alvin Youngblood 

Hart—an impressive amount of talent to squeeze 

onto one CD. This thoughtful package resurrects 

an " old-time" instrument with great respect and 

some great new music. 

Producer: Taylor. Engineers: Matt Sandoski 

and Mark Johnson. Studios: Immersive Studios 

(Boulder, Colo.) and StuStu Studio (L.A.). Mas-

tering: David Glasser/Airshow (Boulder, Colo.). 

—Barbara Schultz 

Paul 
Manousos 
Common Thread 

(Self-Released) 

Surely there's room on 

this weary old planet 

for one more talented 

rock ' n' roll songwriter. Produced by Steve Fisk 

(Nirvana, Soundgarden, Screaming Trees), Paul 

Manousos' new nine-song CD applies any old-

school recording technique that works to making 

a great-for-2008 collection of cool rock tunes. His 

strong, distinctive lead vocals positively shimmer 

on " Don't Cry," while the drums ring through 

with a satisfying, thudding crispness. In " Spell I'm 

Under," dig the hard-panned percussion touches 

that scrape softly under the intentionally unset-

tling chorus. The slow " Silver Wings" somehow 

brings the playing style and recording techniques 

of the ' 50s fully up to speed for our millennium. 

And the emotional mover " Real World," with its 

winding six-string layers, just might send chills up 

your spine; a real treat for guitar lovers. 

Producer/mixer: Fisk. Recording studio: 

Tiny Telephone (San Francisco). Mixing studio: 

Philosophy of the World (Seattle). Mastering: Ed 

Brooks/RFI (Seattle). — David Weiss 
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COAST 

GRAPEVINE 

by Bud Scoppa 

The technological revolution has given rise 

to an entrepreneurial revolution. As proof, 

I offer you my own 'hood in Studio City, a 

name that, I'm discovering, describes this 

stretch of the Valley better than it did when 

the town was established in the 1920s, 

when Max Sennett was making Keystone 

Kops films on his lot off Radford Avenue 

(now CBS Studio Center). 

A mere five blocks away from me, right 

Peter Cole at home with his Emmy Awards 

on my primary jogging route of the past 25 

years, Peter Cole is working on a variety 

of projects in his high-end post-production 

studio, which just happens to be a 20-foot 

walk from the back door of his house. Yes, 

it's a converted garage, like so many others 

in this neck of the woods. 

"This is the extent of my client services," 

Cole quips, placing a mug of well-brewed 

coffee on the table in front of the client 

couch where I'm sitting. He takes his usual 

station in a rolling ergonomic chair that 

sits in front of the studio's hub, a 24-fader 

Digidesig,n ICON D-Command. He's wear-

ing his own variation of the SoCal inde-

pendent contractor's year-round wardrobe: 

cargo shorts, high-mileage running shoes 

and a T-shirt bearing a drawing of a glass 

above the legend, "Half Full." 

To the left and just behind the board 

are his three Emmy statuettes; to the right, 

standing guard in front of one of two LCD 

TVs, is a pair of miniature robots from the 

animated series Futurama. Cole did post 

for the show, and he's presently working on 

the second of four direct-to-DVD features. 

He's also worked on such shows as The 

Simpsons, Northern Exposure and VH1's 

Behind the Music, as well as a number of 

feature films, and he did time at Sunwest, 

the Post Group, Skywalker Sound and Post 

Logic before going solo in 

the early '90s. 

When he'd finished 

construction of the space, 

Cole brought in Bob Ho-

das to tune it with a Meyer 

SIM system. It was Hodas 

who suggested the Bag 

End bass trap that's sitting 

on the JL Audio woofer 

in the right comer, the 

two serious-looking black 

pieces separated by three 

whimsical tennis balls. 

With Hodas' expert help, 

the proud owner got the 

room "totally dialed in." 

Cole's studio is the 

physical manifestation of 

his recently formed company, Before Noon 

Post (www.beforenoonpost.com). But Be-

fore Noon's borders extend far beyond the 

dimensions of this one-room space—in 

a conceptual or, okay, a virtual sense, 

as Cole variously characterizes it, Before 

Noon is a community, an interconnecting 

series of "strategic relationships" and, less 

formally, "friends and family." 

"Before Noon can be this room, it could 

be me ghost-mixing for another facility, it 

could be me corralling some of the major 

talent in town to do a feature film," he ex-

plains. "I've been doing this for 30 years; I 

know technically how it all works and I have 

friends who are also very experienced." 

Here, in a nutshell, is the recipe Cole 

has come up with: "You take a bunch of 

self-motivated people, many of them with 

their own equipment, you put them to-
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NASHVILLE 

by Peter Cooper 

SKYLINE 

Asked to close the door, I'm having 

trouble. 

"Heavy, isn't it?" asks Kevin Kritch, the 

Great American Country cable network's 

VP of studio operations. Uh, yes, it's heavy. 

"See, the weakest point in the studio 

is right here, where these doors are," he 

says. "They lead to our loading dock, and 

the back alley is here and you can hear 

traffic noise. This being the weakest spot, 

we had to put some money in it." 

Money is not normally this cumber-

some. But when GAC moved into this Mu-

sic Row building, it was clear that the best 

studio space for live taping was located 

right near the back door, and it was clear 

that the back door let in a bunch of noise. 

So Scripps Networks—the group that owns 

GAC—evaluated the situation and deter-

mined that the best thing to do would be 

to install two massive, sound-dampening 

doors in the comer. If sound somehow 

makes it through one of the doors (we're 

talking car alarm or street preacher sound 

levels), then it will be trapped in between 

and won't make its way in. 

"Make the world go away," sang Nash-

ville great Eddy Arnold, and that's one of 

the goals of any good studio for television 

or otherwise. You don't want honks or 

voices or anything like that bleeding into 

the audio. But GAC had more than that to 

overcome when it opened its new televi-

sion studio on Music Row. With Country 

Music Television occupying a building 

near the Cumberland River and away 

from the Row, GAC becomes the Row's 

first full-service television studio and first 

HD-ready television facility. The new op-

eration opened up on February 18, and 

an Alan Jackson special was the first live 

performance captured at GAC. 

GAC began as a confirmed second-tier 

country music cable network. CMT had 

(and has) corporate connections to MTV 

and parent company Viacom that helped 

immensely, and it also had (and, again, 

has) a propensity for delivering sound 

and video that are sharp and smart. For a 

few years, GAC looked and sounded like 
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a cable access channel: muddy, indistinct, 

etc. When E.W. Scripps Co. bought GAC 

from Jones Media Networks Ltd. in 2004, 

the network was an iffy proposition. Since 
then, Scripps has invested in sound and 

video technology that allows GAC to com-

pete with CMT, and suddenly the coun-

try music cable television world is akin to 

some old two-newspaper town. Currently 

seen in 53 million cable-viewing homes, 

GAC now has a facility that enables a file-

based workflow, from taping (what do we 

call "taping" now that there's no tape?) to 

delivery of the programming. 

All of this is of significance to a coun-
try music industry that's in dire need of 

outlets for exposure. Country radio play-

lists often feature fewer than 20 current 

songs in rotation, most all-genre awards 

shows ignore or downplay country per-

formers and slots on the three country 

awards shows—the CMA, ACM and CMT 

Awards—are precious. Plus, the sound 

quality of the country awards shows 

tends to be wildly uneven, leaving labels 

to wonder if it's an advantage to get their 

artist on television if the sound doesn't 

reflect the artist's talents. Is being on tele-

vision worth sounding like a bad karaoke 

mix (which is exactly what we're some-
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Kevin Kritch (left), VP of studio operations, and Mike Nichols, chief 

engineer, of the Great American Country network 

by David Weiss 

METRO 

The year 2006 is just a cou-

ple of notches back on the 

calendar, but in the lightning-

fast world of New York City 

audio post, it's more than 

enough time for a then-new 

facility to have come of age 

With a writer's strike (since 

settled), volatility in the 

national economy and the 

ever-present fast technologi-

cal turnover, this segment of 

the entertainment industry 

is enough to put gray hairs 

on the heads of at least two 

members of New York City 

post's Class of 2006. 

Way back in July '06, Color (www.col-

or-ny.com) had just opened its doors, and 

for executive producer/partner Jeff Rosner 

and his then two-man crew of mixers Josh 

Abbey and Kevin Halpin, the business of 

audio post represented a fresh new adven-

ture. "These guys were looking to do some-

thing different," says Rosner, who himself 

would be going in a new direction after 

founding the renowned JSM Music and Sa-

cred Noise music houses in prior decades. 

"They were great friends, two great music 

engineers I had always hired for orchestral 

or rock dates that my music company was 

doing. The music indus-

try had changed for them 

a little, as well, and their 

particular talents seemed 

to be perfectly suited for 

the audio post mixing in-

dustry. 

-I thought this was 

a perfect opportunity 

because of my connec-

tions and their reputa-

tions," Rosner continues. 

"Even though we had 

never done this business 

before, we thought we 

could somehow pull it 

off and come in at a very 

high level, without hav-

ing had clients that had 

COAS 

At Color: executive producer Jeff Rosner (left) and Josh Abbey 

worked with us in that capacity. It was sort 

of a gamble." 

Meanwhile, across town, Hobo Audio 

Company (www.hoboaudio.com) would 

be digging into its own mixes starting in 

October of that year—only in this case, 

gambling was not in the business plan. 

Founded by Howard Bowler—a former 

executive at Grey Advertising who man-

aged its in-house post division, The Tape 

Center, for 10-plus years—Hobo was born 

out of the intense experience of answering 

daily to one extremely demanding mega-
client. "It was an enormously useful train-

ing ground," says Bowler. "There were so 

many different types of work that were 

thrown my way. In that type of environ-

ment, you learn to think very quickly and 

professionally—you do stuff fast, but it has 

to be right. 

"By starting my own shop, I could mold 

a business in a way that I'm comfortable 

with. I don't have a bureaucracy and the 

approvals I would have to go through in 

a company like this to make big decisions. 

So while we move quickly, we also move 

extremely carefully." 

While Rosner may never have run an 

audio post facility before Color, his experi-

ence from the music-house side taught him 

what areas to concentrate on at his current 

shop, which has hosted sessions for clients 
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STEVE GABOURY'S LIVEWIRE 
NEW STUDIO HAS ROOM FOR KEYBOARDS, CREATIVITY 

by David Weiss 

When is a project studio not a project studio? When the studio you're talking 

about is Livewire Production & Recording (New York City, www.livewirenyc. 

corn), the audio headquarters of Steve Gaboury. 

The keyboardist for Cyndi Lauper, prolific arranger, producer and highly 

seasoned engineer, Gaboury may refer to his 1,600-square-foot facility in the 

deep south of Manhattan as a "project studio," but for him and his clients, 

it's actually an expansive artists-first womb for the incubation of world-class 

pop, jazz, soundtracks and beyond. "I really like to have the studio represent 

a place where the music and the musicians come first," 

says the easygoing Gaboury. "I always want my engineers 

to take on the mindset of the musician: What's going to 

inspire them and facilitate them coming up with the best 

music they possibly can? That's versus what I see in other 

studios, where a producer will spend two-and-a- half hours 

putting up a mic, focusing on the technical aspects and 

burning the music out." 

Burnout seems next to impossible at Livewire, with its 

casually Zen atmosphere that reflects the lower-key Tribeca 

environs where it was established by Gaboury in 1995. A 

studio operator of some sort or another since his first East 

Village fling in 1981 ("My old space was kind of a loft bed 

that expanded into a studio," he says.), the Grammy-nomi-

nated Gaboury won the right to own a real New York City 

recording home through persistence and an always-keen 

ear. The result is a skylight-kissed facility with a main live 

room, drum booth, two vocal booths and—most important to Gaboury—a 

control room with plenty of space for ideas and stretching out. 

"Every studio that I had in the past, I ended up enlarging the control 

room three times!" he says with a laugh. "But so much of the work is in the 

control room that I designed Livewire around it. I'm a keyboard player, but 

before this I never had room to have my organ—my dream for this place was 

to have a full keyboard studio that could hold my 7-foot Steinway Grand, 

Vocal booth with "borrowed light" windows 

PrOclucer/engineer/orranger/ 

musician Steve Gaboury 

Livewire houses Gaboury's 7-foot Steinway and multiple 

keyboards—a necessity for the musician/producer. 

Hammond C3, Wurlitzer, Fender Rhodes, Clavinet...so 

that I and other keyboard players, composers and 

singer/songwriters could do their thing." 

Before the music—for a client roster that has in-

cluded Gato Barbieri, Lauper, Medeski, Martin & Wood, 

Bobby Previte and Lenny White—hits the Digidesign 

Pro Tools HD3 system (with a 192 I/O interface), it 

usually passes through Livewire's Trident Series 70 28x52x16 console. "The 

Series 70 is the little brother of the classic 80 board, but it has the same 

electronics and it's a little smaller," says Gaboury. "I love it because it's kind 

of the workingman's Neve: It's warm, definitely not thin or transistory sound-

ing; it's got a lot of meat to it. 

"I only have eight [stereo] outputs, so I'm mixing more and more in the 

box. One advantage of that is if I go out for three weeks with Cyndi, I can 

leave the mix here, and when I come back it's right where I left off. But the 

other thing I've loved about working in Pro Tools is that when I go on the 

road and my chief engineer, Chris Agosto, is working here with a client, they 

can come in and do vocals, and I know I've left the mix for them exactly the 

way I want them to hear it." 

To Gaboury, one of the keys to his musicians-first philosophy comes via a 

headphone mix on the Furman HRM-16 headphone/audio remote mixer that 

offers maximum flexibility during tracking. "The Furman gives you eight indi-

vidual outs and can send effects back," notes Gaboury. " Before this system, 

I had so many problems over the years with monitoring—the most difficult 

part of the sessions was really straightening the headphone mixes. The HRM-

16 just speeds the whole thing up because each musician custom-mixes 

exactly what they want to hear, and the engineer can focus that much more 

on the other 9 million things he has to think about." 

So a project studio Livewire isn't. Instead, for Gaboury and the artists 

who seek him out, it's something much bigger. "I love playing live and I 

love recording," he says. "To me, recording is the opportunity to photograph 

music. If you've got the patience, you can get it as you dreamed and—with 

any luck—get it better." 
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THE GLASS 

BRASS WITH GADD 
CAPTURING DRUMS 'N' HORNS 

Drummer Steve Gadd (front, left) with Clarke 

Rigsby (center), San Pilafian (producer, second 

from right) and members of the Boston Brass 

Engineer/owner Clarke Rigsby of Tempest Re-

cording ( Phoenix) has been working on a new 

album with horn ensemble the Boston Brass, 

featuring Steve Gadd on drums. Rigsby's stu-

dio features a modified Trident Series 70 con-

sole and a wide assortment of mics, outboard 

and instruments. 

ACOUSTIK MUSIK 
MASTERING IN OHIO 

Media director Philip Snodgrass (left) and pro-

motions director James Pearson 

Recent projects at mastering studio Acoustik 

Musik Ltd. ( Oberlin, Ohio) include the North-

ern Ohio Youth Chorus, Kendal at Home and 

the Oberlin College and Conservatory of Mu-

sic. The studio regularly serves clients rang-

ing from acoustic folk to hip-hop artists, and 

remasters/restores older analog material. 

TRACK SH 

SOUTHEAST 

NPALL Audio ( Nashville) completed the edit-

ing, sweetening and 5.1 surround mix for Class 

C, a documentary about girls' high school bas-

ketball in Montana...Independent label Archer 

Records (Memphis) opened its own studio, 

Music & Arts. The facility centers around an 

API 48-channel analog console and PMC sur-

round monitoring. 

NORTHEAST 

Recent sessions at Avatar ( NYC) include Mark 

Ronson producing Daniel Merriweather 

& The Dap-Kings, working with engineer 

Tim Conklin and assistant Rick Kwan; and 

vibes player Dan McCarthy recording a self-

produced upcoming release in Studio C with 

(•ngineer Anthony Ruotolo and assistant 

Justin Gerrish...At Range Recording Studios 

(Ardmore, PA), the band Refurb worked with 

co-producer/engineers Michael McCarthy and 

Brian Ritrovato. 

MIDWEST 

Eric Benet was in The Laboratory Recording 

(Milwaukee, WI), mixing with producer/en-

gineer Kevin Sucher and assistant Michael 

Btiesner...Chris Bell recorded and mixed the 

debut album for Cas Halley. Tracking was done 

on the Neve 8058 at Panhandle House (Den-

ton, TX); mixing was on the SSL 9080J at Lu-

nous Sound ( Dattas)...Ladyfingers tracked and 

ed their debut EP with engineer/producer Brad 

rath at Brick City Sound (Chicago). 

From left: studio manager Bart iannucci, studio owner An 

thony lannucci, engineer Chad Zuchegno, drummer Steve 

Luengo, engineer Charlie Lukes and guitarist Mark fhtt 

GREENHAM JOINS ANNEX 
Mixing/mastering engineer John Greenham 

(above) has moved his production operations 

to Studio C at The Annex Recording Studios 

(Menlo Park, Calif.). Since moving to the 

San Francisco Bay Area from the UK in 1983, 

Greenham has worked on recordings by local 

and national acts, including Kelly Rowland, 

John Vanderslice, Two Gallants, Queensryche 

and Bettye Layette. Since joining The Annex 

in January, he has tracked two bands, Carne 

Cruda and Maldita Vecinidad. 

ROCKERS UNITE 
AC/DC, ENTWISTLE BAND SESSIONS 

At Unity Gain Studios ( Fort Myers, Fla.), Brian 

Johnson and Cliff Williams of AC/DC, along with 

Steve Luongo and Mark Hitt of the John Entwistle 

Band, have been tracking new songs for a spring 

iTunes release. Studio owner Anthony Iannucci 

says, "Brian Johnson is singing in the control 

room through a Shure SM7B patched into a Manley 

SLAM!, as Cliff Williams plays his signature Music 

Man Bass through an Avalon DI and an Ampeg SVT 

classic 810E Pro cabinet." 

NORTHWEST 

At Bear Creek Studio (Seattle), Johnny Flynn 

recorded and mixed a new album with producer/ 

elgineer Ryan Hadlock and assistant Matt Doc-

tor. Also in was Sub Pop's Fleet Foxes tracking an 

EP with producer/engineer Phil Ek and assistant 

Doctor...Rudy's Studio (Denver; profiled in last 

month's " Project Studio" column) hosted album 

sessions with Sublingual. The project is being re-

corded and mixed by Mark Obermeyer, Justin G. 

Preston and the bandmembers. 

SOUTHWEST 

Kyle Harris has been working on tracks for Michael 

McGarrah and Linda Bilque in his PlayR Record-

ing Studios ( Phoenix), using a newly acquired par 

of Crowley and Tripp Naked Eye ribbon mics. 

SOUTHERN CALIFORNIA 

Post facility SonicPool is expanding and upgrading 

its Hollywood headquarters. The studio has already 

added three new editorial suites, including Avid DS 

and Symphony systems...Southem California Pub-

lic Radio, the West Coast arm of MPR (Minnesota 

PJblic Radio), has opened new on-air studios at 

L.A. flagship station KPCC-FM. The new facilities 

feature Axia mixing consoles and routers. • 

Send session news to bschultz®mixonline.com. 
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gether with sole providers with really high-

end studios, and, 'Let's make a TV show.' 

It's all done extremely well, the producers 

are really happy, the price point's decent 

and the bonus is I'm a union signator, so I 

can package it all." 

Cole is a self-described "total gear slut," 

and his studio bears out his assertion. "I use 

a CEDAR DNS 2000 for noise reduction; 

it's a great piece of hardware that's con-

trolled by a plug-in inside of Pro Tools. I 

have more plug-ins than any human should 

be allowed to have. I recently picked up a 

plug-in that emulates what's referred to as 

'futz.' Called Speakerphone by Audio Ease, 

this software can emulate all kinds of devic-

es with funky-sounding speakers and place 

.them in any acoustical environment; it's a 

great little tool. There's another company I 

work with called McDSP that makes great 

plug-ins. I've got every tool I could possibly 

need right here." 

He discovered Pro Tools—or Sound 

Tools as it was called when Digidesign first 

released the system in 1989—while work-

ing at the Post Group, and, unlike many of 

his peers, Cole "got it right away," he says. 

"When I was doing Max Headroom back in 

the mid-'80s, we had four 24 tracks locked 

up with another mixing console in the back 

of the room, and it was like a big to-do," 

he remembers. "Today, I have 192 tracks 

going in succession, it's all being done in 

5.1, I can push a button and feed it to that 

TV speaker and emulate a broadcast chain. 

I mean, I can do these insane things, I can 

give the producers anything they want and 

I'm at home. 

"At Pro Logic, I had my own 16-channel 

Pro Tools system that I'd use in all my ses-

sions," Cole recalls. "I knew this was a better 

tool, and I learned the power of this thing. 

Then I took the leap of faith: I had an op-

portunity to do a series, and I rented space 

in Burbank and set up a little office, put 

Sonex on the walls, got my Mackie HUI out, 

updated my Pro Tools to 32 channels and 

mixed this little kids' show. That's where 

this experiment started. The next year I 

took it all home and mixed four TV series in 

what is now my daughter's bedroom before 

building the room you're sitting in." 

Cole wound up getting three Emmys for 

his work on Pee-Wee's Playhouse. In keep-

ing with his maverick character, he named 

his company Pirate Post. Before Noon repre-

sents a naturally expanding evolution of that 

early adoptive, entrepreneurial impulse. 

While so many of his friends were bru-

talized by the recently settled WGA strike, 

Cole found himself busier than ever. "I've 

always believed that my 

job security comes from 

my skills, my people 

skills and my ability to do 

the job well. And when 

these strikes happen, 

those of my friends who 

have the entrepreneurial 

spirit are figuring out that 

if the clients at these big 

audio facilities are direct-

ly interfacing with them, 

then they don't neces-

sarily need the facility; 

the facility needs them. 

That's what the transition 

is here. The talent goes to 

these major facilities, and 

says, 'We have a major proj-

ect, and we might want to use your facility.' 

So the client that belonged to the facility 

now belongs to the talent." 

On this point, Cole is a signatory of 

IATSE Local 700, and the health insurance 

offered by the union is excellent, which 

makes the old entrepreneurial spirit a lot 

easier to adopt. 

"It's about getting off the grid," Cole says 

of the path he's chosen, "because I don't 

necessarily subscribe to the way things are 

being done in Hollywood as the most ef-

ficient or the best way—or the best way for 

me. I've sat on dub stages and in front of 

million-dollar consoles, and I thought, 'This 

stuff's history.' This was years ago. So I've 

always tried to stay in front of it. What I'm 

doing is nothing revolutionary. Anyone can 

do the exact same thing that I'm doing, and 

they will. I just hope to be one of the first 

kids on the block to do something like this 

arid to pull it off." 

The set of GAC's Top 20 Country Countdown program 

Send L.A. news to bs7777@aol.com. 
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times dealing with as they're usually sing-

ing live over pre-recorded band tracks on 

those awards shows)? 

So GAC's newfound seat at the country-

television grownups' table accomplishes a 

couple of seemingly simple but undeniably 

important things: It puts people on televi-

sion and assures them that they'll be able to 

sound like professionals. The 7,200-square-

foot GAC building also houses a studio ded-

icated to the GAC Nights syndicated radio 

show, which doubles as a high-definition-

ready television studio, with a Wheatstone 

Evolution 6 console and cameras around to 

capture what Kritch calls a "Johnny Carson-

meets-Don Imus" atmosphere. 

Sound for the television network is 

routed through a Solid State Logic C100 

digital console, currently configured for 

48-channel operation. "On the SSL board, 

the tool sets are laid out so you can go 

in and find what you need, quickly," says 

chief engineer Mike Nichols. "It's extreme-

ly versatile." 

The SSL sits in a small room just to the 

left of a production studio: When Nichols 

and Kritch sit for a photograph, it's difficult 

for them both to squeeze into the room. 

But the C100's size belies its flexibility. It's 

a little delegation monster, with a DSP rack 

and a back panel that can handle more 

than 500 inputs and outputs. GAC runs Pro 

Tools, and if an artist or label wants to hear 

a mix before something hits the air, then 

Nichols can send the file over and it can be 

altered and re-input with ease. 

"If we have a performance-based proj-

ect, we'll multitrack that with video," says 

Kritch, who took charge of the new stu-

dio's technical space and technical integra-

tion. "If the artist or label wants to sign off 

on that mix, we get them the individual 

multitrack. They can mix it the way they 

want. It's timecode-generated so we can 

marry it back up with the video. So if they 

like our mix, fine. If they want to remix it, 

that's fine, too." 

Nichols began working in television 25 

years ago, in the analog days. While good, 

thick analog tape can still sound wonderful 

as a means of capturing music in a record-

ing studio, it's tough to argue that going 

digital hasn't been a huge leap forward for 

television studios. 

"The whole gamut changes," Nichols 

says. "The transmission medium is tolerant 

of different mixes now and you just don't 

have to worry as much. Oh, and there are 

fewer cables, which is much better." 
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In the main studio, Kritch points out 

that the doors aren't the only substantial 

elements. Sound-dampening was a major 

issue all over the studio. They've dressed 

the walls in more layers than would be 

worn at a late-December Green Bay Pack-

ers game. "We spared no expense mak-

ing sure that whatever walls we have in 

this environment are acoustically sound," 

Kritch says. "So with these walls, there's 

concrete, then metal studs, then insulation 

between the studs, then plywood, then fi-

berboard, then another layer of plywood 

and then Sheetrock on top of that." 

All along Music Row, a perceptible 

nervousness has taken hold. Record-label 

executives are fretting over the decline 

of physical album sales and the inability 

of digital sales to make up for the losses. 

Studio owners are fretting over the decline 

of record labels and the inevitable shrink-

ing of recording budgets that goes along 

with that. The music television business, 

though, doesn't seem to be waning. Either 

that or Kritch has a heck of a poker face. 

"I'm not a bean counter, but I believe 

we're fine," he says. "Scripps tends to be a 

conservative company. They're not neces-

sarily the first to jump in the water: They 

might be second or third. This building is 

a huge investment, and I doubt very much 

that we would have invested in this kind 

of a facility if the powers that be didn't 

think it would make business sense. This 

was a business decision, strategically and 

economically." 

And so a couple of mammoth, heavy 

doors have opened for country music. U 

Send Nashville news to Peter Cooper at sky-
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such as Toyota, the Marines, and PlayStation 

3. "We didn't want to jam things in here so 

that our clients wouldn't feel that they have 

to get out the minute a session is done—in-

stead, we created a buffer so that even if 

something was booked next, they wouldn't 

feel like they were being dragged out of the 

room," he explains. "Also, we made sure 

that we had a very tight after-session sce-

nario. The mix coming out is crucial, and 

it needs to be handled by people we could 

have a lot of faith in; that's what we found 

in Warrick Marais, who became the central 

hub to our situation here. There's so many 

different methods of distribution, whether 

it's cinema, HD, surround, stereo, etc. With 

so many complicated results that this can 

become, you want to make sure you can 

handle each one." 

Bowler agrees that the 

fast-growing choice of 

formats that post houses 

need to be prepared for 

has been an issue that's on 

the top of his staff's minds 

at all times. "It's not that 

clients want their mixes 

executed in a new or dif-

ferent way, but for differ-

ent formats the delivery is 

changing, with many dif-

ferent types of files and file 

sizes," notes Bowler. "For 

example, we're working 

on audio for an interac-

tive educational Website, 

and they've got different 

requirements for the size and volume of the 

files a broadcast spot would have. We may 

have to normalize the files to a certain spec 

for the Website to make it blend it with what 

the current audio files are. The MP3 fonmats 

are ridiculously popular now, as well." 

Anyone opening an audio post house in 

2006 also had some unique machine-room 

decisions to make when plotting the stu-

dio's infrastructure. "The big decision was 

whether to be tapeless or not," Bowler says. 

"We decided not to invest in any tape tech-

nology, not even DATs, because we felt that 

the trend is toward file sharing and digital 

technology. We wired the rooms for tape 

decks so if we had to relay to a DigiBeta, 

we could—I think once in the past year we 

rented a 1/4-inch deck to do relays." 

At Hobo, whose clients include Verizon, 

Food Network and, yes, Grey Advertising, 

two mix suites (a third is in the works) are 

running Digidesign Pro Tools HD 7.3 con-

nected to D-Command worksurfaces. "It's 

funny how engineers are going full-circle, 

especially the younger ones," says Bowler. 

"At the agency, I was basically mixing with 

a mouse, but it's much faster and much 

more elegant to mix with a D-Command. 

It's easier to write fader automation, and 

you can access the plug-ins off of a tactile 

surface. So it's very much like a traditional 

console, and the guys are really fast on it." 

Everything old is also new again at the spa-

ciously stylish headquarters of Color, where 

their mixers' deep experience with recording 

and mixing orchestral music remains a major 

asset, according to Rosner. "Kevin mixed a 

classically scored Coke spot for Super Bowl 

XXII and the composer, Robert Miler, who 

I had worked with for years, knew of our 

strength with orchestral music," he says. "He 

had recorded hundreds of spots where Kev-
in was the engineer on those dates, and he 

Hobo Audio's Howard Bowler—port of poses "doss of 2006" 

trusted Kevin's ability to work with orchestral 

music. It turned out to be a complicated proj-

ect, with extra stems and elements that Kevin 

mixed in. His ability to understand that made 

it incredibly important to have him there. It 

can never be a negative to feel comfortable 

with that genre, along with using other ele-

ments and voice-over. That's why we thought 

we had a unique twist to add." 

Coming on two years of experience in 

the mean city streets under their tassels, 

New York City's 2006 grads are clearly 

growing up fast as they survey the near 

future for local and national audio post. "I 

think that, as always, the great companies 

will emerge and maintain their status," Ros-

ner states. "There's a lot in the viral world 

that needs to come up to spccd it's like 

the stepchild of advertising where the bud-

gets are smaller. But as clients understand 

how important it is—the campaign is on 

your computer and on your TV through 

your computer—it will expand the amount 

of work. I think the business will continue 

to grow, and the better companies will be 

the ones to go into the different media that 

agencies find themselves in." 

"The post scene right now is very com-

petitive," Bowler adds. "It's very' important 

to distinguish yourself, in a sense almost 

like a brand, but I don't believe it has to be 

defined overnight. It's a journey, defined by 

the choices you make and the clients you 

take on, and that under the umbrella of a 

terrific experience is what we have to offer 

our clients right now. We feel very strongly 

that clients enjoy the experience here, and 

maybe I'd say we're kind of conventional 

here, except we don't think along conven-

tions. We go wherever the muse takes us, 

and we're fearless in that regard." la 

Send Metro" news to davidedwords.com. 
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111 
«On 

Ss2euu 
SPRING SPECIAL 

500 RETAIL READY CD'S 

4 PANEL 4/1 INSERT & TRAY 

3 COLOR DISC * FREE OVERS 

CALL TODAY 888.891.9091 or VISIT VVVVVV.MEDIAONIAHA.00fel 

aiSurround. Simple. 
m  

Good Thin, 
Come in Threes. 

H4 SuperMINI 

AWARD WINNING PRODUCTS 

4\4. Ilt\ i7R ,7\ 
Phul -7:77 hiEl 

He L O-P H-0 N-E ® 
Surround Sound Microphone Systems 
www.nolophone.com y 01.416.362.7790 

CDs/DVDs MASTERING/EDITING GRAPHIC DESIGN MULTIMEDIA 

WHERE SIGHT AND SOUND MERGE 

PLAY- IT 
PRODUCTIONS 

259 W. 30th Street, NY, NY 10001 TOLL FREE:1-800-815-3444 or 212-695-6530 WWW.PLAY-ITPRODUCTIONS.NET 

SENNHEISER ew300IEMC2 Wireless In- Ear Monitor System 

Your smart source for Sennheiser & more: 

PRO11qM 
•corn 

smart sound solutions 

www.proaudio.com 
or call: 800-433-2105 
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SUCCEED IN MUSIC WITH 
THIS SEMINAR DVD. 

Contact us today and we'll send yeu eur 
FREE Seminar DVD 2ving Success 

With Your Music. It's full of hard-hitting 
tips on marketing, A&R, and more — only 

from Disc Makers. 

Call us at ( 866) 677-7912 or visit 

www.discmakers.com/mix to get yours today. 

DISC MAKERS® 

LaChapell Audio 

Model 992 
Dual Mono Vacuum Tube 

Preamplifier 

7-* • 1 tire • 

"The 992 is the best sounding prearnp ici trialin overheads I have 
ever heard ... It simply took the sound to a new level of size." 

-Jay Matheson 

Model 583s: Vacuum Tube Preamplifier 

For "500 series" Frames 

"The LaChapell 583s' true-tube design, low noise, and 
massive sound easily land it on my short list of 

the hest mic preamps ever." 

-Russ Long 

• Entirely Handmade 

• Variable Input 8t Output Gain Control 

• NOS tubes available 

• Solid, Robust Construction 

• Jensen Input Transformers 

Model 583s 
Liele 

www.lachapellaudio.com 

GET CON 

eg ,Paékage 
'Portable 'Free-Standing .7-feet of Headroom 

CŒARSONIC PANEL 
Acrylic Shields 

SORBER 
Absorption Baffles 

LID SYSTEM 
with AX18 Extenders 

A2-4 Amp Shield 
& S4-2 SORBER 

1.800.888.6360 
clearsonic.com 

addictive 
elixir potion tonic essence 

preomp fel compressor equoli7er opto compressor 

Discrete Tra n sformer Coupled 
Once you try our range of API' 500 series modules, we 

are confident you will instantly become addicted. 
These concoctions feature innovative circuits and ideas 
that will add intensity and vigor to all your recordings. 

buzzaudio 
UK Call 207-231 9661 

USA Call 866-235-0953 
Canada Call 450-227-3818 

WWW.buzzaudio.com 
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CD & DVD Replication 

g ") 

Full Retail Ready Packages 

State of the Art A/V Facilities 

Mastering • Editing Authoring 

Progressive Award-winning Art Department 

Media & Music The Best Customer Service 

FREE T-Shirt from your album art with CD package 
www.prog ressivecd s.com 

Toll Free: (800)421-8273 
THERE'S A REASON WE'VE BEEN HERE 29 YEARS! 

COS • OVOS • SHAPED DISCS • SPECIALTY PACKAGING • CASSETTES 

NEED CDs? THE CHOICE IS 
CRYSTALCLEAR 

DISC RHO TAPE 

ra2.5,s !PE 5!.12.32,11 i;e:Ir1:11.11 
1000 CDs • $ 999 (COMMIE RETAIL READY) 

1000 PROMO CD PACK • $ 599 
1000 DVDs • 51499 {COMPLETE RETAIL READY) 

.41111M 

41111111 

311111111111•111111111MI 

TRUSTED EXPERIENCE FOR OVER 35 YEARS! 

WWW.CRYSTALCLEARCOS.COM 1-800-880-0013 

ezcu elf 

'Plug Into Reality'' 

Mercury EO-P1, ; 
' Program Egualir'er 

• 

Built in Hayward CA USA; 

"Built to be tough... but the EQ-P1 prefers to 

be a lover not a fighter, Smooth and Silky" 

ql> 

lOW MOUE,' 

mart 1111111»111111111111S11 

Mercury Recording Equipment Co - (510) 581-3817 

!JAI 

MercuryRecordingEquipment.com . _ _ _ _ 

Bi-weekly Newsletter Delivers 
Hot deals, ciscounted gear, B-stock, real estate, 
jobs and more to 85,000 music & audio pros. 

Call (800) 544-5530 to find out more 
BROUGHT TO YOU BY MIX ELECTRONIC MUSICIAN, AND REMIX 

Don't miss out on eDeals! 
Shop Now and Buy Anytime. 

eDeals sends the best buys to your inbox so they're only a click away! This bi-weekly 
e-newsletter brings you product updates and blowout deals on manufacturer overstock 

equipment, demo gear, discontinued products and more. 

In addition, eDeals incLides a services and 
employment section of interest to musicians and audio pros everywhere. 

3ubscribe today at: http://www.mixonline.com/edealE.-
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AES Winner 
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A microphone doesn't 
have to cost one-thousand 
dollars to win an award - 

U m  It just has to sound good! 
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Lundahl 
Available 

SpectraPL US 5.0 
Real-Time Spectrum . Inalyzer 
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Romeo PeOhaen 44100 el, t6 ad 1.3 riT ,1111«re...1 

An extremely powerful and cost effective solution for 
audio spectrum analysis. SPL readings, THD, SNR, 
RT-60, Leq, Delay Finder, Narrowband FFT, 1/1 
thrti 1/96 Octave, Signal Generation and more. 

Download a 30 day FREE trial! 

www.spectraplus.com  

p ii c  ,PioneermHaisoll 
nSoRd ftware 336060 669977:37477127 fvaxolce 

l'oulsbo WA 98370 pioneer®spectraplus.con, 

THE PELUSO 2247 SE STEEL TUBE 

"NOTHING SOUNDS LIKE A STEEL TUBE 

GORGEOUS SOUND. ENDLESS VALUE 

HAND BUILT IN VIRGINIA 

this and much more available 
from your pro audio experts: 

DEMO BOTH 
TODAY! 

solpd dre 
BEST GEAR 

CharterOok 

Jet-

dynaudie vo,,, 

BEST PRICES BEST ADVICE 

www.soundpure.com / sales@soundpure.com 
call toll free now for great deals: 888.528.9703 

Pro Tool s 1HD 

not v:)% n 4. -Sebutron 

e'regfAZiny 

LIMITED STOCK OF 

OPEN BOX UNITS AT VERY 

SPECIAL PRICING!!' 

m using the ADL 600 for the lead vocal track of 

Cyndi Lauper's new record The AOL 600 perfectly 

captures a dynamic vocal performance and gives it 

a three dimensional Quality . It sounds both accuu 

rate and amazing at the same time " 

Richard Morel Welly Furtato, Korn. Depeche Model 

\ 1 ) 1 r 600 

SCI-;OL 

G 

eel 
'esir 

ANTHONY DEMARIA'S 

ADL 600 FROM PRESONUS 

HAND BUILT IN LOUISIANA 

+48V 
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www.AtlasProAudio.com 
US Toll Free 1.866.235.0953 
Open 'til Midnight EST - 7 days 

Tilt NOW S 

JUGGERNAUT 
The NEW all Discrete Class A switchable 
microphone preamp for the modular 500 series format 

HI nr., 

FEATURES INCLUDE: 

Fully Class A & Discrete Design 

Switchable custom input transfomer - Iron or Nickel 

Custom Iron core output transformer 
(optional nickel output available) 

*(Y) 

Purple Audio 

e 
o _ 

Great River 
AEA 

Telefunken USA 

variable mic input impedance ranging from 300 ohms to 10k 

(works like a tone knob!) 

All Potentiometers on high quality detented Alps brand 
(approx 1db steps on gain) 

Buzz Audio 

Vi iui RuLli. 

;ma am um du am 

Lavry Digital 

Over 8o brands of NEW gear! 
Mies - Preamps - EQs - Compressors 
A/D Converters - Pluglns - Speakers 

Gain range from 6db to 70db - perfect for ribbons 

+THD is 10db pad on OUTPUT 

Boost/Low input gain function to allow for modern hot output mics 

on high SPL sources(without the tonal degredation of an input pad) 

Mute button (Auto mute when switching input transformer) 

Heavy duty fluted metal knobs 

Multicolor LED's on buttons for on off functions 

Also from Atlas Pro Audio 

The Revolver Rack 
2 Slot 500 series rack 
400 mA internal supply 

See our website for details 
and special bundle pricing 

(shown left with double 
width Buzz Audio Essence) 

The Ultimate Portable Rack 
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Anyone M ho has heard it knoms 

VT-2 Dual-Channel Vacuum Tube Microphone Preamplifier 

D.W. FEARN 610-793-2526 

West Chester. PA • U.S.A. 

Alb Discount Pro Audio 
1-877-258-0563 

SWEEIWAVE H010 IA/ VV vv. 
sweetwaveaudio 

.com 

tx.eiectronic lexicon! 
Syie Stuck Ertoo 

DRAWMER 4 SOUllanill SHURE' 
III ÎIIK 

AKG, Audix, Auralex, Avalon, Crown, DBX, EV, Furman 
Ghost, Grace, Heil, JBL, K&M, L'Acoustics, Lab..gruppen 

M-Audio, Mackie, Pnmacoustic, Radial Engineering 
sE Electronics, Tascam, Ultimate, and much mere! 

11U 

Studio Suite 8 
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et) 

cbtent 

r studi°5- 
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',i.e. 1 II_ léO. pey-nent, 
go., 1.00.-Ir PMYR 

.▪ 11/2010. ).>0 Ser, Age mote 

Simplify your Manage you, Organize , r 

1 A O 65)5eŒ 
Product! 

1.800.450.5740 
International: 1.818.752.3900 

14; alter 

with 

1:7114NIRAK Technical Furniture that Inspires 
Introducing the Omnirax Referral Club! 

It's simple: 

1. You may join the Club upon purchasing any 

Omnirax directly from us. Or, if you have 

purchased an Omnirax directly from us 

anytime since January 1, 2006. 

2. When you join, if your purchase is/was more 

than $ 1000 you will receive 100 OmniBux 

worth $ 100 towards your next Omnirax. 

3. If your initial purchase is/was less than 

$1,000.00, you will receive OmniBux worth 

10% of the before tax amount. 

4. All we ask in return is that you share your 

positive Omnirax experience with at least 3 

other people. 

5. When one of your referrals buys an Omnirax 

directly from us and informs us that they were referred by you, r7..y  ou will receive OmniBux valued at 10% of the before tax amour.: 
,of that purchase. 

. 6. In addition, you will receive 10% in OmniBux on every Omnirax 

' purchase your referral ever makes! 

There is no limit to the amount of Omnibux that you can redeem 

towards your next Omnirax purchase. 

; Call for more details and sign up! 

. 800.332.3393 415.332.3392 

You work hard, and you deserve to feel good about where you do it! The Quantum Series, the Force Series, 
and the XL Series all provide elegant and functional solutions for your audio / video / mixing workstation 
Call for Special Prime 

Quantum Series Synergy XL Series 

AVEON Audio Vide, editcr4 taerksganon 

F i 
- AVEON 2 

141F. 
ultla oprional 

arrIrd orarobr,teny 'clecke 

wwyd Sam WAne 

Force Series 

Synergy S6C24 

info@omnirax.com www.omnirax.com 
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side-address cardioid 

-k) 

JOSEPHSON ENGINEERING 

2-2S transfcfmer output condenser 

dv ail th Q,22; i5; a „ 

-GgIr.qQ.PRter.SÁR - 
(Evd.i.tQri?t I>e,Qtnr-, Mix Magazine) 

"Literally the only microphone 
'Nee Rn every session." 

-Steve Albini 

JOSEPHS° 

IN-HOUSE CD • DVD • VINYL MANUFACTURING 

300 pstee: 075.00 
1000 ,52.: $ 1199.00 

Includes: I-color booklet & 
¡-color CO label from print-ready 
film, jewelbox, shrinkwrap 

Includes: 4-rolar booklet & 
2-olor (D label from supplied 
artwork, jewelbox, shrinkwrop 

D.J. 12" VINYL PROMO 
100 12" VINYL $799.00 Additional LP's: 51.30 each 

500 12" VINYL $1,279.00 REORDER $710.00 
1000 2fe VINYL $1,889.00 REORDER - 51319.00 
PACKAGES INCLUDE: WHITE JACKET w/ HOLE • MASTERING • FULL PROCESSING • 
TEST PRESSINGS • 2-COLOR LABELS (stork background) • SHRINKIVRAP • NICK TURN AROUND 

RAIN BO RECORDS m _ANCIAC ItIUNG CORPOR silo\ 
8960 t ion Ate., Canoga Park, CA 91304 • (818)280-1100 

1.I. lax: ( 818) 280 1101 • k•uks.rainborecords.com • info@rainborecords.com 

viS4 

co 

ESPN, CBS and Late Night with David Letterman all use the SR5.1MKII. 

Fold down to Stereo or Mono 
Level Control tracking .05db 
Balanced inputs & outputs 

leman 
Veudio 
(516) 334-7109 

www. colemanaudio. corn 

coleygcolemanaudio.com 

Accessible trims for all channels 
Individual mutes for all channels 

Classic analogue circuitry 

• • 
• • 

SRS. 1 MK1I Surround Level Control 

Northern Sound SA Light 

QUALITY 
PERFORMANCE 
VALUE 

CALL TOLL FREE 

1-866-796-6232 
MON-FRI: 9-6 EST 
www.northernsound.net 

tà-B 
SENINHEISER 

evolutionwireless@ 

Top Name Brands 
Award Winning Service 

Maximum Discount Prices 

La]] AND =, PRESENT 
PERSONAL STUDIO SERIES 

Featuring Steinberg Cubaserm 
Electronic Musician magazine 
and Thomson Course 
Technology PTR have joined 
forces again to create the second 
volume in their Personal Studio 

Series, Mastering Steinberg's 
Cubase. 

Edited and produced by the 

staff of Electronic Musician, 
this special issue is not only a 
must-read for users of Cubaserm 
software, but it also delivers 
essential information 
for anyone recording/ 
producing music in a 
personal-studio. 

Order your copy today! 

More than 90 pages of tutorials! 

MASTERING 
CUBAS 

PERSONAL STUDIO sr 

Ceetreerre 

MICIKS 

To order the Personal Studio Series, 

Mastering Cubaser», or any of our other 

publications, please visit www.mixbooks. 

corn, or find it on newsstands wherever 

EM is sold. 
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MD( Classified Ads are the easiest and most economical means to reach a buyer for your product or service. The classified 
pages of Mix supe our readers with a valuable shopping markeelace. We suggest you buy wise,- mail-order consumers 

have rights, and sellers must come with the Federal Trade Commission, 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) 544-5530 

Acoustic Products 

Total Sound Control° 
IriJJ)) !ill 

li 
For over 30 years. industry pros 

turned to Surales for a full line of acol'f 

products and desten assistance 

To Request a FREE Catalog visit 
Aurae= or Call (890) 959-3343 

E( A u LA t I u 
ORDER: 800-833-1554 (or) 541-947-2602 

We Custom Manuketute and Shi, Worldwide 

Sound Isolation Booths 
And 

Sound Control Products 

45e Professional Su the Best. 

www.g kacou stics. corn 

AcousticsFirst 
it 888-765-2900 

Full product line for sound 

control and noise elimination. 
Web: http://mniv.acousticsfirst.com 

PERDUE 
--tics 

Bring Drum Roar to a Whisper! 

Isolating 
Drum 
Booth 
LSS-DBK 

• Fully Functional Back Door 
• Enhances Drum Kit Clarity for 

Recording or Performance 
• Reduces Stage Volume 

800.729.9402 
www.perdueacoustics.com 

ACOUSTICAL Sound Control 
SOLUTIONS & 

ec Nose Reduction 

Products 
Call 

(888) (529-9220 888)Free Fre s.atalog 

www.AcousticalSolutionsmet 

RPG AcousTicTooLs 

PROvE, AFFORIDAFILE ROpn• 130,1.11-11.NIS 

CRO. T L NIU•.0 I N011aTR,111 LCADINO 

4C1,19,Cal_ INNOVA,30, 

VOCAI.BOOTH.COM, INC 
Protessu., -I Sound Isolation 
Pro Audio Solutions 

www.vocalbooth.com 

information@vocalbooth.com 

SIUIV 
58 N( ..... luck SI. Northampton. MA 01062 
Info: ( 4131 584-7944 Fax: (413) 584-2377 

ORDER: 800-583-7174 
Acousticore Fabric Panes • 

Sound Barrier • Isolation Hangers 

Tube Traps • Silence Wallcovering • 

WhisperWedge • ProFoam • Claarsonic 

• Hushfoam • R.P.G. Diffus)rs • 

Sonex • Sound Quilt • More 

www.silentsource.com 

info©silentsource.com 
QUALITY • PRICED RIGHT • INTEGRITN 

LACOUSTIC 
Design 

Consulting 

Products 
.....soundcontrolroom— 

toll free 866-788-1238 

LWhjsperRo INC 
SOUND ISOLATION ENCLOSURES 

Celebrating over 17 years of 

reducing sound to a Whisper! 

Recording, Broadcasting, Practicing 

MDL 1021265 
IB SX10.5.1 

14 tilfe‘ and 2 Lesels if Isolation Wailable 

New! Sound Wave Deflection System 
(Change parallel walls to non-parallel) 

Immediate Shipping! 

www.whisperroom.com 
PH: 423-585-5827 1 \ 423-585-5831 

BLACKBOX  

CALL 647.723.2858 

Vocal Practice and Broadcast Booths 

$ealig 1)»ceestles 
www.seulicacoustics.com 

musician 
›CTFIA • 

Electronic Musician's 
weekly e- newsletter 
delivers the latest 
news direct to your 
inbox! Subscribe 

today at 

www.emusician.com 
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Acoustic Products 

TRAPS' 
High-Performance Acoustic Treatment 

Reviews From Top 
The room is so much flatter and true, the peaks and nulls 
remarkably smoothed out, mixing there is now sonically 
accurate and a real pleasure REALTRAPS eliminated the 
guess work in getting my mix room acoustically correct 
We are really happy about how well the room is now 
translating both to other top mix rooms in NYC and also 
mastering. -Tony Maserati, mixer for Black Eyed Peas, John 
Legend Manah Carey, Destiny's Child R Kelly , Jennifer 
Lopez Jessica Simpson, Tupac 

Please visit our web site for a wealth of product 
information, demo videos, and some of the clearest 
explanations of room acoustics you'll find anywhere 

866-732-5872 www.REALTRAPS corn 

Business Opportunities 

DWIDE 
FOW-W.CON 

MW-Worldwide, the exclusive 
distributor of Violet Design and 

Nevaton microphones in the Americas 
and the exclusive international 

distributor of Cable Up pro- line cables 
and accessories is seeking to establish 

new strategic partnerships with 
manufacturers exploring the 
outsourcing of their sales and 

marketing operations. We operate 
out of a 75,000 square foot facility in 
Wisconsin and provide a wide range 

of services including sales, marketing. 
customer service, credit, service, 

warehousing, and shipping. We have 
sales representatives Positioned 

throughout the USA and Canada and 
can react immediately to expand your 

current distribution. 

Contact Garry Tenfold', Brand Manager, 
at 815-308-7808 or visit www.fdvii.w.com 

for more information. 

IJNDER. COVER. 
Custom Cmers and Bags 

Speaker Cabinets / Consoles 
Anything! 

www.undercovernyc.com 
917 237 1535 

Get tour gear Under Co; er! 

f- act o 
global media technology recruitment 

Sign up for the 

REMIX HOTEL 

Newsletter 

www.remixhotel.com 

Evoeviencec industry professionals helping to develop 
careers and finding the right faces for the job. 

web : wwwinterfacio.com 
email : applicationseinterfacio.com 
telephone . USA 310 980 0090 intl. .44 (0) 20 8986 5002 

How's The Balance? 

Perhaps it's time for a new Mix. 
Intemabona, Sim Sound ReA-Acrcement; USA west 
Product FterbeOng >Actor - Lori•ea.s. USA West 
Marebng Carrnurxebes °rect.; USA Sole Ent 
ACCAcabon Sup:at 1r5ano, - Pro AuesiSound lintonsmeX; USA WM 
EMT', Wen Dee« Se,es Pog-Produroceeradast Aedo,, USA N EaSt 

us> item 
m•exi 

USD 10)13et 
USDE0101‘ 
uSD 90-net 

Inteested, 'MA Me *ewe and nomad us y fee n.e ,ore about Mesa and arm., vecanoes 

Employment 

Music Instruments & Pro Audio 

Sales Engineer 
Sweetwater has an immediate opening on our award-winning sales force. 

We are seeking an individual with a strong background in audio and high 

professional standards. Your responsibilities would include building and 

maintaining long-term relationships with Sweetwater clients, selling pro 

audio equipment to the professional, educational, and consume,' market. 

and staying on the cutting edge of product knowledge and current 

techrology. If you love a challenge, are passionate about gear, and enjoy 

selling, visit our online career center today! 

Successful candidates must possess the following skills: 

• A firm understanding of and passion for audio and music 
technology 

• Excellent communication skills, both written and verbal 

• Self-starter and team player with a great work ethic 

• Professional and principled approach to business 

• A strong will to succeed and commitment to excellence 

• An orientation and desire toward a long-term career 

Excellent Benefits & Perks: 

• Best income potential in the industry 

• 401(k), profit-sharing program, health & dental insurance 

• On-site health club, restaurant, hair stylist, and more 

• Employee purchase plan (buy gear at cost!) 

• A whole lot more... 

VISIT: 
www.sweetwater.com/careers 

CALL: 

1-800-222-4700 
Jeff McDonald x1052 

-eel-exchange RECRUITERS: Reel-Exchange 
•-•-..----.--,-----T-- is a professional b2b site that 
connects you with the industry's best film and video 

pros seeking project work, jobs, or collaborators. View demo 

reels and profile information based on geographic location, 

discipline, equipment/format, project credits, and more. 

Equipment Rentals 

"RENTALS AND SERVICE" 
Providing The Pro Audio Industry with: 

* Rentals - Pro Audio Rentals 

* Systems - Pro-Tools Rentals 

* Remote Recordin,,, Services 

* Service Center - Pro Audio Fepairs 

O * TransFer House - Multi-Format 

Transfers 

818.843.6555 www.dfxaudio.com 800.441.415 

AUD 
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Equipment For Sale 

Qd LJ5E LJ 
MDT SOUND , 

Your Source for the Finest New & Pre-Owi 
Recording Equipment Anywhere 

API I AEA I CHANDLER I MANLEY DPA & MUCH, MUCH NI 

VISIT OUR NEW WEBSITE AT 
WWW.ODYSSEYPROSOUND.COM 

TOLL FREE: 1 800 249 1821 
tel: + 1 ( 978) 744-2001 fax: +1 ( 978) 744-7 

VINTECH AUDIO 
CLASS A MIC PREAMPS MADE WITH 

NEVE- 1272 COMPONENTS 
www.vIntech-audlo.com 

call toll free: 1-877-4-mle-pre 

buzzau—d-i-ol 

the future of 
great recordings 

visit suw.buzzeudio.corn to begin... 

JOSEPHSON ENGINEERING 

C700A 
Two-capsule condenser microphone 

Variable pattern 

For KICaiS, spot and far-field pickup 

njosbphson.corri   
Sound Good? 

ABSOLUTELY 

>PYRUID CFT\ 

SPEAKERS 
Ar As ‘,U11:11e.Piet%it›:.CC Lit 

224 

Portable !so-Booths 

(IEMONI( 
manufacturing Inc 

800.8338.6360 
clearsonic.com 

SINGERS!Wals 
Unlimited FreeBackgrounds 
from Original Standard Recordings! 
Thompson Vocal Elintinatty'" 
VE-4 Free Brochure &. Dertio 
24 Hour Demo/Info Uno - 
(770)482.2485 • Ext 8 /MI/ 

IT Sound Dept MX-I 7980 IT Parkway bfrone. GA 
In tern et tebeee..LTSouncl.corn 
Better Than Karaoke for Over 30 Years! 

VT-2 Vacuum Tube Mk Preamp 

www.dwfearn.com 

NAM 
D.W. FEARN è 

www.soundpure.com 
sales@soundpurie.com 
toll free 888.528.9703 

vintageking  
uu , tarjc: ;age esoteric rarities 

to exciting new boutique gear many of which are exclusively 
available from Vintage King. We offer a full warranty and a staff 
of experienced engineers and technicians, bringing you friendly 

and unparalleled service. 

More high end, boutique audio manufacturers have given their 
exclusive trust to Vintage King than any other dealer 

...Shouldn't yow? 
vintageking.com I 248.591 9276 I inf., ',"ivintageking corn 

MARQUETTE 
AUDIO LABS 

E 
o 
o 

BAE 1272 repro 

tr. •ie =7: e •+I. Ici 

Single w/ps: S1139 l Two-Channel w/ps: $ 1859 

BAE 1073 repro 
o • • I 

Single w/ps: $2550 I Two-Channel w/ps: $4900 

14300 Hortense Street • Sherman Oaks, CA 91423 
(tel) 818-784-2046 • 818-784-0750 (fax) 

44/46.44/.1e1441/41X e ens 

"I used five X73i's and one X81 to record all of 
Carlos Santana's guitar tracks for both the 

'Shaman' and 'All that I am' albums.- Jim Gaines 
Engineer for Carlos Santana, Stevie Ray Vaughn 

The Vintech X73 
"I use the X73 for recording Patti Scialfa and 
Bruce Springsteen in their home studio." Toby 

Scott, Engineer for Bruce Springsteen 

uvric nrix(i,Iline cool • April 20()S, \MX 145 



CLASSIFIEDS 

Equipment for Sale 

NEW & VINTAGE MICS 

FROM RUSSIA 

TEL/FAX: 007-495-9115565 

E-mail: aeg210268@mtu-net.ru 

www.valvemics.webzone.ru/ 

CININIRAX 

rOrce Series 

56. mr 

111 

415.532.,)92 

vergyi.ORins-8%.COM 

Studio Transformati 
600.315.0878 

furniture 

It . --s...-
.........Ri 

yer 

— 

RGOSY 
www.argosyconscle.com 

Instruction 

BE RECORDING ENGINEER 
77tA111.4 Ala" Easy Home-Study preclicel 

training I kl Ill-Sack Record-
ing. JoIn our sticassiol work-
ing gm! eh. or build your 
own stud, . Germs guidance. 
Diploma. Reglelered School. 

FRE.EINFO: 

E4à.tedle Institute 
el America 

814 11yiA,510FCA95121 

•-: 41Mir 
.audnrinehlule.com 

w. 
digitalcontentproducer 

.com 

lgi)(1gOOKS 

Portal to our latest titles like 

EM's Personal Studio Series 

Mastering Cebase, coveted Remix 

Hotel t-shirts, Mix Master Directory 

publications and more. 

www.mixonline.comlmixbeoks 

Mastering 

You will have the fat, damn* 
major-label sound that seb disa. 

Or the work is free_ 
Custom gear lit-dais results. Free broth 
800-884-2576 WInedrtmastenng.com 

Professional Mixing 

and Mastering Services 

Nathan Eldred 

www.AtlasReeording.com 
US Toll Free 1.866.235.0953 

MASTERING 
MIXING & RECORDING 

STUDIO VMR 
708.267.2198 studiovmr.com 

MASTERING 
Guaranteed to give you 
that "Big Label" sound. 

Pee" S47r < 0.Álliurn Deal! 
1-800-692-12Sccuog in. US' -10 

Sc, 1909 

WWw.musichousemastering.com 

Read Watch Listen 

Go to 

to become an exclusive member today and get 

the best information about music production 
technology and recording! 

••• JOBzone RECRUIT > RETAIN > EXPLOR 
••• ••• it's so much more than a job bank. 
Entertainment Technology's JOBzone brings you the 

most user-friendly, network-wide online job bank that 

is exclusively dedicated to serving professionals in the 

Audio, Video, Broadcast, System Integration, Lighting, 

and Performance industries. 

Start your search today. Hit the JOBzone 
lirk at any of our magazine websites: 

emusictan.com I remixmag.com I mixonline.com 

..s.svconline.com I livedesign.com I digitalcontentproducer.com 

efleielle)111 

1.MIX. [ hotel] 

2030 
5 ci,t teb 

l'ernxelotel . 

Wiarni 

New Y° 11.11: 
ikt-kanta 

Los Ala-e:eles 
Las ve e:as 
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CLASSIFIEDS 

remixclassePEnToni.COM 
wwe. remixmag com 

emclass@pENToN com 
www.emusician.com 

Records Tapes CD Sevices 

www.yourmusiconcd.com 
'inCD ELLE @DGe 500 FULL 

COLOR 
PACKAGE 
Only $699 

LI ITED TIME "SPECIALS' 

100 FULL COLOR CDR PACKAGE $169 

PO 

BUSINESS CARDS - $7 

FLYERS $29 

NEED Cgs? THE CHOICE IS CRYSTALCLEAR\9 
BM RIO TIPI 

CRICK OUT OUR CURRENT SPECIALS! 

1000 CDs • $ 999 !( 011.[EIE 1000 DVDs • $ 1499 ! MV,IVE IlDr 

1000 PROMO CD PACK • $599 500 DVDs • $999 - • • 

WWW.CRYSTALCLERRCDS.COM 1-800-880-0013 

(11(04 
/""-- CD& DVD 

Replication 
Duplication 

Progressive 
Media & Music and much mores 

www.progressivecds.com 
Toll Free: 800)421-8273 

THERE'S A REASON WE'VE BEEN HERE 29 YEARS! 

Subscribe to 

millimeter 
www.millimetencom 

Studio Management Software 
wwwstuchosuite.com 

See our ad in Markeifloce 

Software 

sweet studio? 
get SpectraPLUS 

version 5.0 now 

available! Free trial 
www.spectraplus.com  

DON'T WAIT TO PLACE YOUR AD IN 
THE CLASSIFIED SECTION! 

For detads, contact the 
MIX Classified Department 

at ( 800) 544-5530. 

Studio For Sale 

San Francisco 
Studio For Sale 
www.3470-19th.com 

415.931.6100 

CLASSIFIED ADVERTISING: 
Get your company's name into the minds of thousands of customers! 

Electronic Musician 

'0 
emclassàpur 
www.emusiclan 

rruclass@PENToN 
www.mixonline.com 

r.r 
MIXCiangiPENTON COM 

www.mixonline.com 

DESIGN 

www.livedesignonline.com 

www remixmag com 
www livedesIgnonline cow 

For classified advertising 
rates and deadlines call: 

(800) 544-5530 
www.mixonline.com • April 2008, MIX 147 



The native MOTU studio more power to you 
Run DP6 and all your virtual instruments and plug-ins on today's 

8-core Mac Pro tower for unprecedented native processing power, 

then customize your desktop studio with all the latest gear. 

-1,64 ati.e..ees..às.. MI SI MI 
..•••••• . 

- 

4.[ 4 t 4F -4 ;F•+, t 4.44.4},i, 1'r» +*' 

• *414 F'**4 ,"4 '41 41.4 '4 4 '4 44 h"4 "'4+11•41 i 

e..eire.keen.W G*4Plffinekt 

'-'11111116 

The new Mac Pro 
8 cores si.a•guadu, up w 3.2 GHz 

With its 8-core processing, advanced Xeon architecture, 

1,600 MHz dual independent front-side buses, and 800 MHz 

memory, the new Mac Pro delivers up to 2x greater 

performance for DP6, virtual instruments and plug-ins. 

egeaS 
—kaki 

imdfl6.1 

0 011111110r-
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me.ek 

MOTU 828mk3 
FireWire I/O with on-board effects 

Mix inside the box. Mix outside the box. Or both. The 828mk3 

is a complete mixer with on-board effects such as Classic Reverb, 

7-band EQ modeled after British analog consoles, and vintage 

compression modeled after the legendary LA-2A leveling amplifier. 

Waves Platinum 
Waves and DP together on Intel 

Waves 5.9.7 is now shipping and brings across-the-board 

Waves processing to Digital Performer on the Mac Pro tower 

and today's other latest Intel Macs. Waves plug-ins are 

absolutely essential for any DP-based MOTU studio. 

www.sweetwater.corn MOTU 



Novation Nocturn 
Compact intelligent controller 
Featuring Novation's exclusive Automap Universal 2.0 

software, Nocturn provides automatic, instant and 

intelligent control of all automatable plug-ins within 

Digital Performer, including "speed dial" — a unique 

touch-sensitive rotary encoder that instantly takes 

control of whatever your mouse is focused on. 

Li• MO I 20M6F 4.141. / 

,A11111111111111h... , 

1115111111111111111111111111111111111111 

MI I,. Fll 
9.4.• ill', Wren ..r• 

BIAS Master Perfection Suite 
Mastering at its finest 

Six stunning new plug-ins for Digital Performer: 

unparalleled spectral matching, linear-phase 

multi-band dynamics processing, super natural pitch 

correction/transposition, comprehensive analysis, 

10-band paragraphic mastering EQ, and high-quality 

gating — all at a breakthrough price. 

Focusrite Liquid Mix 
Get $150 back on 

legendary EO/compression 
Liquid Mix gives you tens of thousands of 

dollars worth of vintage and modern classic 

compressors and EQs, faithfully reproduced 

in your DP mix. Purchase before April 30th 

and get a $ 150 rebate. Call your Sweetwater 

Sales Engineer right away for details. 

NI KOMPLETE 5 and KORE 2 
Legendary virtual instruments 

with hands-on control 
For Digital Performer users who want it all: 11 

legendary instruments including KONTAKT 3 and 

the award-winning MASSIVE, combined wfth instant 

hands-on control. Choose from 7,500 presets in 

seconds and instantly tweak with real knobs. 

(800) 222-4700 Music Instruments & Pro Audio 



The native MOTU studio more power to you 

Mackie HR824mk2 
Active studio reference monitors 

Mackie Control Universal Pro 

These high-resolution monitors sound as smooth as they look. 

The new Zero Edge BaffleTM minimizes diffraction for a crystal 

clear image and controls sound waves for wide, even dispersion. 

Acoustic Space, LF roll-off and HF controls let you tailor the 

sound to suit your MOTU studio space — and your taste. 

z>tài 

The ultimate hands-on control for Digital Performer. Nine 

motorized, touch-sensitive Penny + Giles faders, eight V-Pots 

and more than 50 master buttons let you tweak to your heart's 

content. Apply the included custom overlay for Digital 

Performer for dedicated labeling of DP-specific functions. 

Presonus Central Station 
Control room monitoring with remote 
The missing link between your MOTU recording interface, studio 

monitors, input sources and the artist. Monitor from among 5 sets 

of stereo inputs (3 analog and 2 digital) and manage your sessions 

with hands-on control room features like talkback and listenback. 

r nu *   

www.sweetwatencom 
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eccess AKAI A LESIS professional 

e=a111PhOniX 

re _AlJE 11=111-nix   

Didn't make it to Miami this year? 

No worries. See the exclusive 

Guitar Center Sessions and 

Remix Hotel video content— 

with all the special guests 

and all the action—at 

O'CDEJJ.coïWcïi h tel J 

SOUND AMA/.. 

1164146968.11111111 KRKI MORE 

•••7à 

beat 

Ej NATIVE INSTRUMENTS 

clubspa ECLEFIG19 

Numark 

sound toys stanton javaNEN 
IN Al SCR ATCM 
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BY GLENN RERKOVIT7 

Sound Devices 744T 4-Track Recorder 

Shortcuts and Tips for Fast Location Production 

S
ound Devices' flagship 
744T 4-channel recorder 

offers timecode in every 

imaginable format, sampling rate 

and depth. It's my choice for 

single-camera dramatic film and 

video projects. Here are some 

tips for using the 744, including a 

few contributions from my fellow mixers. 

EASY MENU'ING AND SHORTCUTS 

What's really handy are the 74zis onboard 

shortcuts. For instance, if you need to jam 

timecode from an external source (video 

camera in a mn-and-gun environment), rath-

er than use the push-and-scroll menu meth-
od, a simple push of two keys will take you 

to the same menu entry point (press Menu 

and FIDD simultaneously). Other very handy 

shortcuts include Stop and HDD, which will 

wake up the 744 as a FireWire drive while 

it's connected to an outboard computer; 

pushing Stop and « will delete the last re-

corded take (and the one before that, and 

before that) and simultaneously reset the 

"take number" metadata to the correct en-

try; and pressing Stop and >> will restore the 

takes that you've mistakenly deleted. 

EASY ROUTING/TRACK SELECTION 

Sometimes )(au need to quid* alter the 

selection of the number of tracks recorded 

and their sources from the four available in-

puts. Scott Farr offers this shortcut: Simulta-

neously pressing Input and any one of the 

four buttons around the display enables—or 

disables—the selected audio/track by mut-

ing the input and its assigned tracks. This is 

especially useful in a multiple-mic setup if 

you've built a matrix of inputs to tracks. 

For instance, let's say track A is a mono 

mix of three inputs (Nigel Tufnel + stereo 

audience), track B is Tufnel's mic, and tracks 

C and D are stereo audience. If you want to 

suddenly mute his mic without having easy 

access to the mix position, then just press 

Input and the icon next to Menu (input 1). 

Tufnel's mic and its associated track B are 

then muted until you decide that Tufnel's 

conversation has returned to something 

more appropriate for a PG-13 crowd. 

Another version of this track selection is 

• 
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available in your Setup mode using the Stop 

and Input keys; all variations of four inputs-

to-four tracks are then displayed on the 4x4 

LED matrix, and the world is your oyster. 

METADATA IN THE FAST LANE 

The 744's metadata and file-naming pro-

cedures are simple and are improved with 

each revision. I often take advantage of the 

"Add New Entry" line of both the scene 

name/number (menu item 7) and track 

names (item 8) directories by pre-enter-

ing the scene numbers we're scheduled to 

shoot that day, as well as my expected char-

acter-name track assignments. Then, when 

I'm deep in the thick of it, I don't spend any 

time entering this info; I just choose from 

my existing list. All entries can be made 

directly on the machine (for those River 

Wild—style location shoots) or an external 

keyboard using the optional CL-1 interface. 

Using a keyboard offers several advantages, 

such as ease of typing and access to many 

more menu shortcuts (via key combinations 

and assignable function keys). 

MORE THAN FOUR 

For the Oxygen Network's dramatic/improv 

comedy Campus Ladies, we had to accom-

modate some specific parameters with our 

location audio. The client's older Avid sys-

tems didn't like importing polyphonic files 

larger than four channels. I was already a fan 

of the 744, so I was quite happy to roll two 

recorders for eight channels. An optional C 

Link RS-232 cable (looks like a telephone 

line cord) provided shared transport control, 

distributing timecode and word clock from 

the selected master machine to all others 

down the line, for up to 32 decks or 128 

tracks. My delivery media was DVD-R, so I 

combined the audio files of each day's work 

through a combination of file naming and 

internal clock synchronization. 

My "A" 744 (tracks 1 to 4) carried a 

mono mix track, an isolated track of the 

boom mic and isolated tracks of the two 
principal actresses. The "B" machine (tracks 

5 to 8) carried additional isolated tracks of 

mics on actors or strategically placed "plant" 

mics. To bring the day's files together on 

a single DVD, I periodically offloaded the 

data via FireWire from both 744s to my Mac 

PowerBook. At the end of the day, I burned 

the DVD. 

But then we needed to differentiate 

the "A" machine's four tracks from the "B" 

machine's four tracks and line them up in 

common groups, take by take. Solution: 

The files are time-stamped by "date modi-

fied" (time/date of creation) and the pos-

sessing of their integral timecode stamps. 

I set the internal clock of the "B" unit two 

minutes before that of the "A," so that 
when the files were sorted by the date 

modified they would line up in groups of 

the "A" file for a take followed by its "B" 

file. I also altered the take name/number 

data of each 744 so that "A" tracks were 

designated "Ti" (take 1) and "B" tracks 

as "Q.1." And, of course, each track was 

tagged with the name of the character or 

audio source that it held. 

MORE, MORE, MORE 

A friend of mine has recorded single-chan-

nel mono audio files while using the unre-

corded inputs as mic preamps to route signal 

and timecode to an offstage cueing monitor/ 

display. This versatile recorder offers many 

more applications and techniques. Did I 

mention its built-in "flashlight" mode? • 

Glenn Berkovitz, CAS., is an LA.-based 

film/video production sound mixer. After en-

joying Nagras, PCM-Fls, DASH and DAT re-

corders, he's happy that high-quality sound 

now comes in small, lightweight packages. 
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The Revolution Continues. 

In 2000, the model 101 helped fuel a revolution. When 
people took professional recording into their own hands, it was 

there with all of the quality and performance of a high-end 
mic preamplifier, but with a price that made it available to the 

masses. 8 years later, and the cause moves forward with the 

newly redesigned m101. 

With its impressive list of new features, the m101 is ready 

to give any mic preamplifier a run for its money. Consider the 

new audio signal path with 0.5% precision metal film resistors, 

12 position gold plated rotary gain switch, a built-in universal 
AC input module, or our exclusive RIBBON mic mode - and the 
picture becomes clear: This is now a fully professional, state of 

the art precision mic preamp that roundly outperforms anything 

in its class. All this at the same affordable price of the original 

model 101. 

From podcast to concert hall, the m101 brings the build 

quality, refinement and performance to revolutionize any 

recording facility. 

• Audio signal path uses 0.5% precision metal film resistors 

• 12 position gold plated rotary gain switch 

• Higher performance output line driver amplifier and HPF 

amplifier 

• RIBBON mic mode (also great for dynamic mics)- Relay 
bypass of phantom power decoupling capacitors, increased 

input impedance, and 48V lockout. 

• Wide 10-75dB gain range 

• Enhanced RFI interference suppression 

• Three output connectors: XLR balanced, IRS balanced and TS 

unbalanced 

• Bold and bombproof laser-etched black anodized frontpanel 

• Sealed gold contact relay for HI-Z input switching 

• Built in power supply / no wall-wart! 

• Led indicators for +48V, RIBBON mode, and HPF 



Introducing the 

1E321E31 mk3 

• Comprehensive audio I/0 — 28 inputs and 

30 outputs on balanced TRS analog, ADAT, 

TOSLink and S/PDIF, with XLR main outs. 

• 192 kHz recording — Supports 44.1, 48, 

88.2, 96, 176.4 and 192 kHz sample rates. 

• Digital mixer with effects — 28 input by 

16 bus mixer with on-board DSP effects, 

including reverb with sends, plus EQ and 

compression on every input and output. 

• CueMix FX software — Advanced graphic 

control for on-board mixing and effects with 

tabbed design and peak/RMS metering. 

• Vintage compression — Automatic Gain 

Control faithfully modeled after the legendary 

Teletronix® LA-2A® leveling amplifier. 

• British console EQ — 7-band parametric 

EQ available on every input/output modeled 

after legendary British analog consoles. 

• 60-second reverb — Classic reverb with five 

room types and length up to 60 seconds. 

• Two mic/guitar inputs with pre-amps— True 

hi-Z 1/4" guitar input or low-Z XLR mic input 

with 48V power, pad & precision digital trim. 

• Clip protection — Hardware limiter for mic 

& guitar inputs prevents digital clipping from 
overloaded signals up to + 12 dB over zero. 

• Two banks of optical digital VO — 16 ch of 

ADAT lightpipe, 8 ch of SMUX (96 kHz) or 

stereo TOSLink. Mix and match formats. 

• Stand-alone operation — Adjust mixing and 

effects quickly with intuitive LCD menus. 

• MIDI I/O — Connect MIDI gear directly. 

• Includes drivers for Mac and Windows 

Works with all of your favorite software. 

MOTU 

motu. corn 

FireWire audio interlace 

with on-board effects and mixing 

CueMix FX on-board digital mixer 
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