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New Directions and Proven Solutions

From disc solutions, to broadcast, to sound reinforcement—
see us at the 2005 AES Convention, Booth 400.

New Software Creation Tools for HD Packaged Media

Dolby introduces the only software tools you'll need to create the highest-
quality soundtracks for both HD and SD optical media. Our new tools give
you the means to create and monitor Dolby® Digital Plus, Dolby TrueHD,
Dolby Digital, and MLP Lossless™ audio for all HD, SD, and DVD-Audio formats.

Innovative Sound Reinforcement Signal Processors from Lake

Lake’s Mesa Quad EQ™ is nominated for a 2005 TEC Award. Lake
processors enable SR engineers to apply unique shapes, including
2] (5] the patented Mesa Filter, to optimize sound, EQ, and control via a
AP  wireless touch-screen tablet computer from any seat in the house.
Lake is cosponsoring a Sound Reinforcement Training Room at the 119th AES
Convention featuring daily hands-on demos and instruction, www.lake.com

Dolby Postproduction Technologies for Broadcast

We will demonstrate our comprehensive tools and solutions for the creation
and distribution of multichannel broadcast audio. These include Dolby E for

television distribution, Dolby Pro Logic® Il for stereo and analog TV services Dn DOL BY §
and HD Radio, and Dolby Digital for 5.1-channel HDTV transmission.
www.dolby.com/events/aes2005

Dolby, Pro Logic, and the double-D symbol are registered trademarks of Dolby Laboratories.

MLP Lossless is a trademark of Dolby Laboratories. Mesa Quad EQ is a trademark of Lake Technology Limited.
© 2005 Dolby Laboratories, Inc. All rights reserved. 505/16488

Photo taken at Todd-AO West, Stage 7 (Santa Monica, CA).



Aviom’s Monitor Mixing Systems
Help You Perform At Your Very Best.

Your monitor mix is yaur reference... don't let someone else get it wrong. Aviom
has solved performance mixing problems for more than 35,000 users worldwide.
Find out how on our website — www.Aviom.com or give us a call at (610) 738-9005.

"~ "The Aviom Monitoring System has revolutionized our band. The dynamics of the band
have greatly increased. We can play soft passages and still hear one another. We play
more musically and better in tune. Aviom has delivered a monitoring system that helps
us play our very best!”

Kenn Hughes - Musical Director for Denver & The Mile High Orchestra

AES 119t Convention NYC
October 7-10, 2005

AVIOM BOOTH #1154

Distributed Audio Networks www.Aviom.com | 610-738-8005 | Info@aviom.com
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Thank You Recording Academy® for your recognition of

JBL with the 2005 Technical GRAMMY® Award.

Visit us online at www.jblpro.com




03/05. Digidesign, Digidesign ICON, and Pro Tools| HD Accel are trademarks or requstered trademarks of Avid Technology, Inc, or its subsidiartes or divisions. All other trademarks are the property of their respective holders.

DIGIDESIGN ICON

I INTEGRATED CONSOLE

think big.

Big things often come in small packages.
Like D-Command, the newest member of
the Digidesign” ICON tactile worksurface
family. Packing amazing control and
ICON-exclusive Pro Tools functionality
into a compact console, D-Command

puts you in command of your creativity.

D-Comman
Ui oug
Intuitive, touch-sensitive console control « Pro Tools{HD Accel DSP and I/0 resources * 192 kHz sample rate support
Precision 48-hit mix bus « Industry’s finest plug-in options  Automatic Delay Compensation * Integrated video and delivery & }
#
Total session recall » Unparalleled automation features « 200x more bandwidth than MIDI-based controllers ~=
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cus their
Attention.

Wherever you‘re shooting or recording, RODE have the
microphones to focus their attention every time.

Designed to exceed professional standards of performance
and reliability, RODE have the range to take you from locatio
to sound stage, and those special occasions along the way.

< NTE -1 & =2 Professional shotgun microphones
The new NTG-1 & -2 are lightweight professionzl shotgun
microphones specifically designed for film, video, television,
voice-over and ENG applications.

The NTG shotguns offer wide bandwidth and a controlled
~ polar response coupled with low noise surface mount
. ' tecnnology (SMT) electronics. Both microphones are
' balanced output and offer a switchable high pass filter to

B .l eliminate background noise.

‘- Both the NTG-1 & -2 operate on 48 V. phantom
power. For added flexibility, the NTG-2 also
operates via an internal 1.5 V. (AA) battery.

VidaeoMic Light weight DV-Cam shotgun microphonge

; In a short period of time the RODE VideoMic has become
recognised world wide as the industry standard for hot shoe
mount snotguns. A profassional grade snotgun microphone,
the VideoMic is based on the latest ‘Film industry’
tecknolegy and is desigred to be used with high guality

£ Digital Video Cameras.

v/
Al Tke microphone exhibits low noise and an unusually
P wide bandwidth. tis ultra lightweight, yet rugged due
«® ; tc it’s ABS construction. Powered by a standard 9 V.
battery, the VideoMic offers a low battery LED status
indicator and a high pass filter to reduce unwanted low
. frequency noise. The VideoMic attaches to any

Camcorder that has the standard hot-shoe fitting and
.

uti izes a stereo mini jack for audio output.

Proudly designed and manufactured in Australia

E’s new line of accesso-ies... ! www.rodemic.com
l{f‘ w
it RODE
L '.
P - 3 " MICROPHONES

‘m BoomPole Tripgod - NiF .
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] use Emulator X
on just about evervthing | do.”

Jimmy Nichols

Music Director and Keyboardist
for Reba McEntire and Faith Hill,
Nashville producer and session ace,
co-owner of The Sound Lounge
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(Emulatory) M
ST hit

$599.99*

Also available as a
$149.99* software upgrade
for E-MU Digital Audio Systems

N ” B 7, b v - : ;

AT Emulator: X issoflexible,itadaptsto any project. It'sbeenmy

e % maininstrument on tour with Reba McEntire —the Wurlitzer stayed

inits case the entire tour. Emulator X will be out with me again

when | start with Faith this fall. In the studio, |'ve used it with Lonestar, Faith, Lee Ann

Womack, Blaine Larsen, Jo Dee Messina, and many more. | think E-MU has the market

cornered on sampling. They seem to get how to make a sampler very playable and functional,
and the filters just plain rock!

CREATIVE i L - |
_ www.emu.com 8883721372 : E-MU

v Estimated street price., Emulator X for Windows XP and 2000 pictured running on an Open Labs Neko keyboard.
2005 E-MU Systems, Inc. E MU is a registered trademark of E MU Systems, Inc. in the US and other countries. All other brand names are the property of their 1espective owners




On the Cover: The Al-
fred Hitchcock Theater
on the Universal Stu-
dios lot was designed
by Jeff Cooper and last
year installed a 320-in-
put Harrison MPC4-D
console. Photo: Gary
Krueger. Inset: Billy
Corgan. Inset Photo:
Steve Jennings.
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September 2005, VOLUME 29, NUMBER 10

features

Hellacious Horns

In the fifth installment of our “Recording the Band" series, technical editor
Kevin Becka tackles the horn section, sharing tips on recording the brass
instruments that add power and punch to so many of your favorite pop, jazz
and R&B hits. From setting up the players to miking and adding effects,
Becka reveals techniques for capturing everything from an alto sax's softest
whisper to the loudest wail of a mighty trumpet.

Accessorize Your DAW

The idea of going from zero to 60 mph in less than three seconds is pretty
exciting. It just might be possible to get that same rush by boosting the
power of your digital audio workstation. George Petersen shares some
ideas and accessories for turbocharging your desktop.

Foley Recording-Film Sound’s Misunderstood Art
Jangling car keys, crunching footsteps, sloshing water, whooshing sword
sweeps—just a small list of film sounds that are re-created, often from
scratch, in post-production. Mix rounds up three leading Foley artists to get
their take on the state of the craft.

Digital Consoles Take Control to the Next Level
While the heavy summer touring season is wrapping up, the past few
months have seen many digital consoles being added to audio riders. Mix
provides “snapshots” of what's currently on the market.

The 10th Annual Mix L.A. Open
Each player's shot was a hole-in-one at Mix’s annual golf tournament, as all
of the event proceeds benefit hearing health and awareness charities. Mix
recaps the event through words and pictures.

TECnology Hall of Fame

To celebrate the 20th anniversary of the TEC Awards last year, the Mix Foun-
dation created the TECnology Hall of Fame, designed to honor technological
innovations throughout our industry’s long and rich history. Here, we profile this
year's inductees.

Check Out Mix Online! http://www.mixonline.com

{Volume 29, Number 10) is ©2005 by PRIMEDIA Business Magazines & Media, 9800 Metcalf Ave., Overland Park, KS 66212. Mix {ISSN 0164-9957) is published monthly. One-year (12 issues) sub-
:chion is $35. Canada is $40. All other imernctional is $50. POSTMASTER: Send address changes to Mix, PO. Box 638, Mt. Morris, IL 61054. Periodicals Postoge Paid at Shawnee Mission, KS and at

itional mailing offices. This publication moy act be reprod

uced 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; Canoda Post Publications Mail Agreement #40597023. Canada return cddress: DP Global Mail, 4960-2 Walker Rd., Windsor, ON N9A 6JS.
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MUSICAL ACCURACY
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The DPA 3552 stereo kit. Used for recording or sound reinforcement, this system renders a stunningly
high resolution, musically accurate result

The 3552 kit is appropnate for any stereo recording scenario as well as for spot miking where the intent
is to pick up the true intrinsic characteristics of the source. Designed for flexibility as well as low profile
mourting the 3552 can be mounted directly inside a piano or be used to record a full orchestra In
A-B stereo applications.

The kit is compnsed of a perfectly matched pair of 4052 Compact serles omni directional microphones

fitted with the same capsules used in our legendary model 4006. The kit includes magnetic base goose-

neck shock mounts, diffuse field grids, nose cones and a carrying case.

The DPA 3552 stereo kit

- the perfect choce every time musically accurate results are desired

|
W

For more information contact DPA Microphones, Inc., Lyons, CO 80540, Ph.: 303 823 8878 &N

info-usa@dpamicrophones.com www.dpamicrophones.com M I CROPHONES
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ACCURACY THROUGH PRECISION

© Tannoy Dual Concentric™ point source drive unit

© WideBand™ SuperTweeter™ extends frequency
response to over 50kHz

© Digital amplification with analog and digital inputs

© Automated Activ-Assist™ software driven digital calibration

rPRECISION

ACTIVE STUDIO MONITORS

Tannay United Kingdam | T: +44 {0) 1236 420199 | F. +44 (0} 1236 428230 | E: enquiries@tannay.cam
Tonnay Narth America T:(519) 7451158 F: (519) 745 2364 E: inquiries@tannayna.cam
Tannay Deutschland T:01801111881 F: 01801111882 E: info@tannay.cam
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ACTIVOASSIST

acoustic measurement software

tannoysCOM




FROM THE EDITOR

The New Audio Pioneers

he other day, | heard a radio ad about Wi-Fi G4 iBooks with Tiger and BlueTooth,

and it occurred to me that very little in the commercial would have made any
sense five—or even three—years ago. These days, technology changes at a startling
pace. Fortunately, for us in audio, our rate of change is somewhat less breathtaking.
The mics we purchased 30 years ago are still compatible with the latest consoles and
preamps, though the market for vintage software is pretty limited.

Even with its 125-year tenure, audio history can be fleeting, and breakthroughs from
a few years ago—whether PCM-1610s or MDMs—are soon forgotten. To recognize
technologies that brought us here, the Mix Foundation began a TECnology Hall of Fame
last year with entries ranging from the Edison cylinder to early digital systems. This year,
the tradition continues with more innovations profiled on page 74. Some were individuals,
others group efforts, but all share a pioneering spirit and a zeal for excellence.

One common thread is that the ideas were ahead of their time. When Harry Olson
and Les Anderson developed the RCA Model 44 ribbon mic in 1931, they had no
idea that 75 years later, those mics would still be in use. A similar case can be made
for Gene Shank and Ollie Summerland’s Pultec EQP-1 equalizer in 1951. Sometimes,
the product fades but the concept lives on. Nobody remembers IT) gear, but George
Massenburg’s 1969 design for that first parametric EQ forever altered pro audio.

A single inventor or innovation can even move the course of music. Bob Moog’s
Minimoog (1970) brought synthesis into mainstream studio sessions; Roger Linn’s drum
machines ushered in a new era of music production; and Dave Smith’s (of Sequential
Circuits) work in developing the MIDI spec changed everything. Speaking of standards,
Georg Neumann’s 1966 creation of phantom power made an engineer’ life easier.

Technology often exhibits the domino effect—one idea leads to another. In 1913,
Edwin Armstrong developed amplifier and oscillator circuits for Lee De Forest's triode
tube, and his later superheterodyne circuits took radio to new heights. With the arrival
of improved mics, live radio outpaced the quality of 78 records that were acoustically
recorded using horns. In 1925, the electrical recording process (records cut using mics
and amps to drive cutter heads) doubled a disc’s frequency response and marked the
birth of modern recording. The technology was adapted to talking films, where a need
for high-SPL theater playback led to the development of PA. systems and the creation
of another industry.

Dolby Stereo optical theater sound was a 1976 revolution that continues to this day.
Not only did it bring improved multichannel audio to every local bijou, but within a few
years, virtually all movies were released in Dolby Stereo, creating consumer demand
for better sound and a legacy of surround releases that fueled the home theater
movement.

Who are the next audio pioneers? A good place to start looking would be at next
month’s AES show in New York, where on the show floor, in the papers presentations
or in after-hours conversations at the hotel bar, innovations abound.

See you there!
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“Jts high-end audio quality, flexible
I routing and processing capabilities,
advanced performance features,
sophisticated editing tools, powerful
search functions, and streamlined user
interface make it once again the
indisputable gold standard in
software samplers.”

ELECTRONIC MUSICIAN, MAy 2005

-
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GIGASTUDIO3.0
we couldn’t have sald it better. For more GigaStudio Information, visit www.tascamgiga.com
©2005 TASCAM, a divislon of TEAC America. All Rights Reserved All specifications are subject
to change without notice. GigaStudio is a trademark of TASCAM/TEAC. ®
N
www.tascamglga.com




when you need the
warmth of a classic
compressor but with
modern options...

MaxxBCL delivers.

Renaissance Compressor offers two
classic analog flavors: vintage Opto and transparent
Electro, plus Auto Release Control (ARC). Just one
of the three brilliant processors in the MaxxBCL.

J
)
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The New Visit your dealer or
Waves MaxxBCL  www.waves.com

MaxxBass Enhancer

Renaissance Compressor

L2 Ultramaximizer Peak Limiter The Professional Standard
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Ordinary FireWire audio interfaces are fine for capturing your
musical ideas on the go. But if you're the type of musician or
engineer who won't compromise quality, then you need to
audition the Onyx 400F Studio Recording Preamp w th
192kHz FireWire /0.

This professional 10-channel premium mic preamp /

audio interface features four boutique-quality Onyx mic
preamps, with superior headroom, sonic detail and clarity
vs.the competition (123dB dynamic range and .0007% THD,
measured in the real world). The Onyx 400F also offers TRS
inserts for inserting your favorite outboard gear into your

MACKEE. ONY X 400F  smoo mcomes miase wm s crimsicams

FOR MOST FOLKS,
ANY FIREWIRE
INTERFACE WILL DO.

FOR THE OBSESSED,
THERE’S ONYX.

signal path before sending it to your Mac or PC. And an
internal 10 x 10 DSP Matrix Mixer with 64-bit floating point
processing and full recall--a feature not found on any other
FireWire interface, at any price.

With mastering-grade 24-bit/192kHz AKM* audio converters,
true 192kHz operation at full channel count, a powerful
standalone operation mode, and robust aluminum and-steel
construction, the Onyx 400F boasts fanatical attention to every
last detail. Not to mention exceptionally open, natural and
revealing sound worthy of your finest projects. Visit
www.mackie.com/onyx400f to feed your obsession.
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NN\ I\
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MACKIE ONYX 400F: FOUR BOUTIQUE MIC PREAMPS W/ 192KHZ FIREWIRE 1/0.
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FEEDBACK

Letters to Mix

TRIBUTE TO CHICAGO INTERNS

I would like to thank Mix magazine for the article
entited “CRAS Interns, Remembered” [“Cur-
rent,” July 2005]. Your compassion was greatly
appreciated. Justin [McDondd] was a close friend
during school. We met again in Chicago, and
he introduced me to Chris [Ross] and Tanner
[Osborn]. | had been teaching Chris electronics;
he was a bright mind, dedicated and eager to
learn. Tanner taught me the ropes of hip hop
production.

These are the type of people that grace the
pages of your magazine. They all had bright
futures ahead of them, and their loss was an
unimaginable tragedy.

Kevin Hooper

CRAS graduate/former RaxTrax intern

FUTURE TALENT COMES FROM HOME
Your contributors to the May issue may not agree
on what quality is, but they seem to agree whole-
heartedly that the rise of the home studio is one
of “so many problems today.” The issue is rife
with disparaging comments on the subject and
collectively serves to paint a picture of the home
studio as a roomful of boneheads with an Mbox
thinking that they are Steve Albini whilst plotting
the demise of the commercial recording industry.

One article even goes so far as to blame home
studios for the demise in pro audio sales—absurd
given the rapid growth in “prosumer” market-
share! Bill Schnee makes an important distinc-
tion between professional audio capture and
professional audio engineering, but the simple
fact is that quality has never been better or more
available to budding recording enthusiasts and in-
dependent artists. After a year of recording in Pro
Tools LE, | do not consider myself a professional
by any stretch of the imagination, but recordings
| have done in my bedroom far surpass material |
recorded in a professional studio six years ago.

Chris Grigsby

Denver
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Chris, you raise an excellent point. Ever since the
first affordable digital recorders came out (even
before the ADAT, going back to Sony’s then-revo-
lutionary PCM-F1 in 1982), price was no longer an
issue in terms of quality. In fact, many pro projects
were mixed to DAT—a consumer format. Perhaps
aside from access to some wonderful acoustic
spaces that many pro studios offer, in many cases,
the quality of the gear is on an even par.

I have always promoted the concept that
great recordings come from a great performance
and great material, rather than a hugely expen-
sive console. In fact, with the right artist/material,
someone with a Rhodes piano and a couple of
mics could make a more emotional, awesome
recording than somebody with 10,000 tracks.

—George Petersen

MODERN-DAY AMADEUS
Thanks for the great articles in the March 2005
of Mix [“Elephant Symphony Now Open,”
“Current”] and “Two Questions, One Answer”
[“The Fast Lane”] "The Fast Lane” article
clearly laid out, for the first time that | have
seen, where we are headed with music and
recording technology.

My 13-year-old son, Jamison, has been a
musician since age six and is an accomplished
guitarist. Both son and daughter [Amanda)
have recorded at Elephant Symphony Studios in
North Hollywood and have created some beauti-
ful music there. Jamison finished a studio piece
about six months ago and mentioned that he
had another song to do but needed an orches-
tra. | poked around on my computer and found
Cakewalk Music Creator and set him up on that.
He cranked out several pieces using the scoring
program and finally hit the wall on the quality of
the sounds. After searching the Net, and talking
with friends, musicians and composers, | bought
him Garritan Personal Orchestra. He recently
finished a seven-minute orchestral piece and has
started another one. Where else could a [young]
composer command a full orchestra?

We love the sounds the program makes
and will be looking at Finale 2006 when it is
released. Right now, Jamison is making fantas-
tic music—with some technical limits—using a
program that was inexpensive. It has given him
a strong start and has put him on a fantastic
learning curve in dealing with an orchestra.

Jorj Baker

IT tech support specialist

CATCH UP OR GET OUT
This is in response to “An Open Letter to the
Head Apple?” article by Paul D. Lehrman [”In-

www.mixonline.com

sider Audio,” April 2005]. | find it hilarious to
find that musician/engineer/producers who
utilize computers, irregardless of platform, on
a daily basis spend hours upon hours learn-
ing their craft and learning their software, yet
spend very little time actually learning about the
operating system behind the program.

It is one thing to complain about music soft-
ware that doesn‘t do what the company says it
will, and God knows every single DAW applica-
tion is guilty of that, but not taking the time
to understand your operating system properly is
simply a recipe for disaster.

| cannot understand people who complain
about losing files when they don't understand
the term “backup.” Simply having a single copy
of "all your files for the fast 20 years” on a hard
drive that you didn’t even bother testing before
you erased your main drive is stupid. If you can't
afford to lose your data, then learn how to man-
age it or buy yourself an analog tape machine
and some hardware samplers and don't ever use
your computer for music again.

Invest the time to learn about the operating
system you use: how it works, what to do when
things go wrong and how to safely backup,
transfer and restore data. Operating systems are
very complex these days, and they will continue
to evolve and become more complex. It is no
longer excusable for people to blame someone
else because they set up their machine to auto-
update the OS, only to find half of their applica-
tions don’t work anymore,

Please set up a test box that you can play
with before deploying any major upgrades
into your daily work machines! We all spend
thousands of dollars on outboard gear; spend
a few more dollars to assist in limiting studio
downtime due to installations gone wrong.

As a technical manager, | support more
than 50 Mac machines and a number of servers
running on OS X. | have, over the years, sup-
ported many Windows boxes and | can safely
say that —without wanting to start an OS war
here—the Mac OS is streets ahead of Windows
in power, flexibility and management.

That said, no OS is perfect and Paul does
make some useful suggestions to Apple. But as
no OS will ever be perfect, take the time to learn
how to use your computer, not just your music
program.

Cameron Mitchell

Send Feedback to Mix
mixeditorial@primediabusiness.com




®
@

When you first see one of the new Genelec 8000 Series products you
know you've seen something extraordinary. But before we even begin
drawing the first rough sketch there is one key element that rises
above all. Reliability. It is essential and comes in many forms. Beyond
unfailing operation it means being able to rely upon what you hear,
from the moment you plug it in.

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

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

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

www.genelecusa.com

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

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

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

In China: T +86 10 8580 2180, F +86 10 8580 2181 Email genelec.china @genelec.com
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CURRENT PROFESSIONAL AUDIO NEWS AND EVENTS

SHURE SUFFERS TRAGIC LOSS
 EMPLOYEES KILLED IN CAR ACCIDENT

On July 14, 2005, three Shure
employees were killed while
driving during a lunch break in
a Chicago suburb. According to
Chicago authorities, a woman
rammed her 2000 Ford Mustang
into a car, killing Michael
Dahlquist, 39, John Glick, 35,
and Douglas Meis, 29.
“This is a terrible loss for
Michoel Dahlquist all of us,” said Sandy LaMantia, Dauglas Meis
president and CEQ of Shure.
“These young men were all very special people who touched so
| many lives. This has had a profound impact on many of us here
at Shure and to many thousands of people who were fans of their
music. Michael, John and Doug were not just co-workers, they
, were friends, and we will miss them.”
A private memorial service was held for all Shure associates
1 at the company’s corporate headquarters.

INDUSTRY EVENT
YAMAHA, ZENPH HOST A MASTERS ‘CONCERT’ !

Legendary pianists Alfred Cortot, Glenn Gould and Art Tatum came together for an extremely rare show
earlier this summer, delivering their first live New York City concerts in decades to a select audience.
The fact that all three of these piano masters are long deceased meant that they needed some help
to accomplish this feat, and they got it from Zenph Studios (www.zenphstudios.com), an ambitious
software-based initiative.

The “concert” (held at Yamaha's Artist Relations facility in New York City) was a powerful
demonstration of the studio’s technology. Using a Yamaha Disklavier Pro to reproduce piano, Zenph's
John Q. Walker, president, and Anatoly Larkin, performance analyst, showed the potential of their
system. First, an archived solo piano recording by Cortot, a 1926 performance
of Chopin’s “Prelude,” was played in its original mono format, complete with an
extremely nasty signal-to-noise ratio and other artifacts. Next came pristine,
live playback of the same performance on the Disklavier Pro, featuring all of
the subtleties and nuances of Cortot’s original playing from 79 years ago.

It was thrilling to hear and see as the keys and pedals moved as if guided
by Cortot. It was no less dramatic to experience it when applied to a 1955
recording of Gould's “Bach Goldberg Variations” and a recording of Tatum at
a party in 1956.

COURTESY OF SHURE

The Zenph process uses software and human analysis to determine
the precise keystrokes, pedal movement and timing of a performance, and
converts it to high-definition MIDI data for an exact replica of the original
| performance. Thousands of old recordings made by master pianists can now
be re-created on a Disklavier Pro piano in the best possible studio settings,
allowing Cortot, Gould, Tatum and many more to be recorded via DSD for SACD
or 5.1/7.1 release. The potential applications for instruction and audio/MIDI

RESUME BUILDING

PHOIQ DAVID GOGGIN

Hugh Masekelo, flonked by Bernie
Grundman (L) and Stewart levine

Producer Stewart Levine and mastering
engineer Bernie Grundman have formed
Straight Ahead Records (323/465-6264),
which plans to offer audiophile-quality
recordings using the co-owners’ areas
of expertise. According to Grundman,
"Our signal path uses a unique shared
electronic circuitry that enables us to
use multiple microphones, but with less
overall electronics. The signal goes direct
to separate computers for high-resolution
and standard CD formats, and to our
analog tape machines for making vinyl.”

The first album offered by the new
label is Hugh Masekela's Almost Like Being
in Jazz, which was recorded at Grundman's
mastering studios (Hollywood). An
accompanying live album (produced by
Levine) was recorded to 2-track at 24-
bit/96k. The album will be available as a
two-LP set and as a Dual Disc containing
CD-quality audio on one side and high-
res 24/96 quality on the flip side.

licensing and implementation appear to be wide-ranging. John Q. Walker, president of Zenph

—David Weiss
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COMPILED BY SARAH BENZULY

IN REMEMBERANCE

ROY SEGAL, 1920-2005 3

Former head of Fantasy Studios and the Saul Zaentz Film Center in Berkeley, Calif., Roy Segal passed away . e W
on July 15, 2005, from complications of Lewy Body Dementia. Segal was involved in many aspects of our 1 ?_‘ o
industry—from engineering hit records to overseeing construction of world-class facilities.

Segal got his start in 1949 as a member of Local 1212 IBEW, installing telecom systems for the United
Nations in New York (including running the P.A. in the delegates’ conference rooms). At night, he tearned
remote recording (which would help in Academy Awards telecasts later on) at clubs and stage shows. In
1958, he joined Columbia Records, working his way up to engineer in the ‘60s and sitting behind the desk
on projects for Big Brother & The Holding Company, Sly & The Family Stone, Laura Nyro and many others. In
1970, he moved to San Francisco, where he helped Columbia head Clive Davis open a studio (which became
the legendary Automatt); later came engineering credits for Poco, Redbone, Dr. Hook and the Grateful Dead.
When the famed studio closed in 1977, Segal took time to “go independent,” but a fortuitous phone call from friend Bill Belmont in 1980 led Segal to
managing Fantasy Studios, where he helped equip Studio D (Neve 8108, Trident Series 80). Then, he upgraded the acoustics in A, B and C. Two years
later, Segal was running the company’s film division and commenced Act III. In his first two years at this position, the Film Center walked home with
two Best Sound Oscars: one for The Right Stuff (1983) and the other for Amadeus (1984).

In 2000, Segal retired and moved to Palm Desert, Calif., with his wife.

KELLY “DRED" LIEBELT, 1977-2005

Atlanta-based engineer/mixer Kelly “Dred” Liebelt passed away on June 1, 2005, of a heart
attack. Liebelt was the chief engineer at ZAC Digital (Atlanta). Despite having only two
years under his belt, Liebelt gained accolades in the local community, as well as a Grammy
nomination for engineering on Usher’s multi-Platinum Confessions. Affectionately known as
“Dred,” Liebelt was mixing the debut release for rapper Sun N.Y. and had completed mixing
the theme music for Bobby Brown's reality TV show, Being Bobby Brown. Producer Dave Fortman
said, "Dred was definitely one of the best ‘listening’ assistants I've ever worked with.” Owner/
studio manager Jim Zumpano said, “Dred could work with any of my clients, from rock to

rap—he really had an uncanny ability to just see the music.”

 BRIAN D. INGOLDSBY, 1933-2005

Forty-year recording industry vet Brian D. Ingoldsby passed away in January 2005 from complications following a liver
transplant. While at MCA, Ingoldsby received multiple Gold and Platinum records from his work with Elton John, Olivia
Newton-John, Mick Jagger and Frank Zappa, to name a few. Ingoldsby then went to work at ABC, serving as the company's
president of the recording division. Ingoldsby atso established the Sound Master Recording School-Audio/Video Institute
in 1972 to train students in the science and art of audio engineering.

DONALD J. PLUNKEIT, 1924-2005

Donald J. Plunkett—who helped form the Audio Engineering Society in 1948 and continued with the organization
as an AES charter member, executive director for 20 years and past president—passed away in New York on July
15. Plunkett had worked at NBC, Capitol Records, Fairchild Recording Equipment and with other pro audio pioneers
such as Emory Cook.

Plunkett received numerous AES honors throughout his more than 50 years of active service, including Fellowship
and Honorary Awards and the Distinguished Service Medal. He is survived by his wife, Mary Elizabeth; his son,
Christopher; his daughters, Hilary Jones, Libby Mastoloni and Emily Fleischer; and four grandchildren. It has been
requested that in lieu of flowers, donations be made to the charity of your choice.
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QUAD STUDIOS PARTIALLY SOLD

TAINTED BLUE PRODUCTIONS TAKES ITS PLACE

The penthouse of Quad Studios, one
of New York City's landmark recording
facilities, has been purchased by
producer/songwriter Andrew Koss
and partner Patrick Shaw, who are
launching the space as Tainted Blue
Productions (www.taintedblue.com).
Tainted Blue, which features an SSL
9080J console and a large array of new
analog and digital gear, will be open
to select outside clients, in addition
to being used by the partners to
develop their own productions.

The transaction between Tainted
Blue and Quad owner Lou Gonzalez
was brokered by David Malekpour
of Professional Audio Design. Lawrence P. Swist Designs and Evenfall Acoustics handled the
acoustical redesign of the control room, the complete redesign of the live room and the full
facility redesign, including lounge area, offices and kitchen.

In addition to the sale of the penthouse, another deal for the sale of Quad’s remaining studios,
spread over four floors in midtown Manhattan, is reportedly in the works. Post-sale, that facility
will retain the Quad name and Gonzalez will continue to be involved in its operation. Meanwhile,
Gonzalez will also continue in his current capacity as owner of Quad Nashville.

—David Weiss

OCEAN WAY GETS RENTED OUT

Rent's upcoming soundtrack was recently recorded at Ocean Way Recording Studios (www.
oceanwayrecording.com, L.A.), with Rob Cavallo producing and David Campbell handling orchestral
dates. Pictured in Studio B are (from left) engineers Doug McKean and Allen Sides (studio owner),
Campbell and Cavalto.
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Who Jerry
Vitec CTO

Main Responsibilities:
Foster growth on the

Gepner,

product development and
customer relationship
front, as well as in the

business development and expansion area.
Previous Lives

® 2001-2005, president/CTO at National
Mobile Television

* 1998-2000, co-founder/CO0 at Sport-
vision Inc.

® 1994-1997, senior VP of field operations
and engineering at Fox Sports

® 1993-1988, director of production
services at CBS Sports
The last great movie I saw was...Star Wars
Episode III for the effects and The Aviator for
story and performance.
If I could do any other profession, it would
be...a successful composer and musician.
Currently in my €D changer: All of my music
is on hard drives of one sort or another. That
said, I am currently listening to Collective
Soul, Little Feat and U2.
When I'm not at the office, you can find
me...puttering with computers, working on
the house, deep-sea fishing, in the gym or

being a soccer/basketball/baseball dad.

TECAWARDS UPDATE
TICKETS NOW ON SALE

Tickets are now on sale for

the 21st Annual Technical

Excellence & Creativity

Awards, to be held Saturday,

October 8, 2005, at the New

York Marriott Marquis. In addition

to presenting TEC Awards in 24 categories

of Technical and Creative Achievement,

renowned producer Arif Mardin will be

inducted into the TEC Hall of Fame, while

Talking Heads founder David Byrne will

receive the Les Paul Award, sponsored by

Gibson Guitar Corp. Les Paul, who turned 90

this year, will present the award to Byrne.
Tickets are available online at www.

mixfoundation.org or by calling the ticket

hotline at 510/985-3214. Proceeds of the

ceremony benefit the causes of hearing

health and audio education, including the

annual TEC Awards scholarship.
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CURRENT

WHERE ELECTRONIC AND ACOUSTIC MERGE
~ WYATT WORKS ON NEXTALBUM

Doug Wyatt—inventor of key music technologies including OMS
L8 (Open Music System) software, which he co-designed with Opcode’s
founder Dave Oppenheim—has returned to his musical roots. Fusing
high technology and classic analog instruments and production
techniques, Wyatt is currently ensconced in producer Cristoffer
Lundquist’s (Roxette, UIf Lundell, Lio) Sweden-based studio,
The Aerosol Grey Machine (AGM, www.junkmusik.com/agm.html),
working on his next album, which is due out next month.

The team (including creative director/co-producer Justin
Winokur) is digging into old pump organs, tube amps, cembalo (an
ancient instrument like a harpsichord—only bigger), Hammond
and Wurlitzer organs, Rhodes electric piano, vintage distortion
pedals, tape loops for analog delay, and several acoustic pianos and
toy pianos. The album will be recorded to 40 tracks of analog tape—a 16-track and 24-track locked
together—and mixed on an analog console with vintage analog outboard effects and dynamics.

“Normally, the acoustic and electronic worlds have some objection to each other, but here they
will be blended together seamlessly,” Winokur said. “The music bridges and marries an organic
feeling with ambient and electronics so that the style isn't defined by the gear.”

MPSE ANNOUNCES 2005 OFFICERS

Twelve-year member of the MPSE's (www.mpse.org) Board of Directors,
Bobbi Banks (ADR editor for 2 Fast 2 Furious, Son of the Mask) has been a'
elected president; she was formerly VP. Frank Morrone (Cider House Rules, ;
Steepy Hollow) fills Banks’ former role, and Glenn T. Morgan (Open Water, The
Day After Tomorrow) has been elected Sergeant-At-Arms. Re-elected were
Devon Curry, treasurer, and Marc Lanza, secretary.

Newly elected to the Board of Directors are sound editors Jason B. Bobbi Banks
Arnold and Jay Levine. Re-elected as sound editors were Scott G.G. Haller,
Suhail Kafity, Maciek Malish, Christopher B. Reeves and Solange “of Hollywood” Schwalbe. Marc S.
Perlman and Michael T. Ryan were re-elected as music editors. They join existing board members
Harry Cheney, Joanie Diener, Gary Friedman, Jeremy J. Gordon, Robert Hargreaves, Kevin Howard,
Albert Lord III, Steven Saltzman, Ahmad Shirazi, Anne-Marie Slack, Roland Thai, Donna Walker
and Steven D. Williams. MPSE president David J. Bondelvitch is leaving the organization due to
recent illness.

YAMAHA AND NEXO ALLY
TECHNOLOGIES OFFER “TOTAL CONTROL”

As events, concerts and shows are becoming more complex, demand for total system control is
increasing. Two companies recently announced that they have found a way to offer their customers
an “all-in-one” system: Yamaha and Nexo have entered into a strategic alliance, whereby Yamaha
has acquired 10.22 percent of Nexo’s common shares. Company representatives cite that demand
for integrated pro audio systems was key to both companies’ decision to combine technologies and
products through joint-development projects. Yamaha is now distributing Nexo products, with the
company’s Commercial Audio Systems Division handling the U.S.
For more information, visit www.yamaha.com/proaudio or www.nexo-sa.com.

Doug Wyatt (foreground)

and Cristoffer Lundquist
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New York City-based
Creative Group Inc. has
hired Mike Buckner,
general manager, and
Joe Franze, director
of HD production/new
business...Paula Arnett
joins Margarita Mix de
Santa Monica (L.A.) in
the newly created position
of executive director...Bionic Meda (NYC)
added C. Scott Gorman and Andrew Malenda
to its roster of editorial talent...New faces
at Photomag Sound & Image (NYC) are
Stephen Ostrow, director of sales; Bill
Ivie, general manager/mixer; Andy Rando,
executive producer; and Billy Gardner,
audio mixer/sound designer...Kyle Kjensrud
has been promoted to Full Compass’
(Middleton, WI) product specialist...Filling
the systems specialist installed sound role
at QSC Audio (Costa Mesa, CA) is Joe
Etrick...Based in Euphonix’s (Palo Alto, CA)
London office is Eddie Jones, digital product
specialist...Representing MC? Audio and XTA
Electronics for Group One (Farmingdale,
NY) is Michael A. Colon, national sales
manager for professional audio products...
Rick Fernandez is Gepco’s (Des Plaines, IL)
new sales manager for Latin America...New
representative deals: New organizations
joining Inter-M (Chester, PA) are Maximum
Group (Arizona, Southern California,
southern Nevada), Ellison Northwest
(Washington, Oregon, Alaska, Idaho, areas
of Montana), McFadden Sales (Kentucky,
Indiana), Ouzunoff & Associates (Maine,
Massachusetts, Vermont, Connecticut, New
Hampshire, Rhode Island, upstate New York)
and Pacific Coast Visions (Colorado, Idaho,
Montana, Nebraska, New Mexico, Texas, Utah,
Wyoming); Ultrasone (Franklin, TN) hired
Elizonda Music (Mexico), Just Pro Audio
(Brazil), Music Mall (Brazil), VGL (Chile)
and SVC (Argentina); Aviom (West Chester,
PA) appointed Amber Sound for the UK.

CORRECTION

Mat Edgcomb’s (front-of-house engineer
for Ben Lee) name was misspelled in “Now
Playing,” July 2005 issue.

Mix regrets the error.

Joe Etrick
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ros everywhere know that !
the Studio Precision 8 has “ ‘e

become the monitor of choice
for the musicians and engineers
who make a difference—otherwise ﬂ..
known as multi-platinum Grammy
award winners. Now that same
prized “mixes you can trust”
sound is available in a new
smaller format. Introducing
the Studio Precision 6. Same
system design philosophy as
its famous big brother. Same 4
amplifiers. Same crossover.
Same high frequency driver.
Same dual port configuration.
Same classy Event logo. The
only difference: a 6.5" woofer
that delivers more low end
punch than you ever thought
possible from a small format
monitor. Oh yes, and all at a
price point that will put a big
smile on your face.

The wait for the perfect small
studio monitoring system is now
officially over.

Studio
Precision 6

Biamplified Direct Field Monitor System
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UNIVERSAL CITY, CA

The Altred Hitchcock Theatre at Universal Studios

By Tom Kenny

hen Universal Studios opened Blu

Wave Audio—a digital transfer,
mastering and restoration facility—on the
lot in 2003, it was immediately seen as a
smart move. Consumers were demanding
DVDs; Universal had the catalog. Techni-
cal filmmaking had changed; facilities had
to deal with new formats. Budgets were
shrinking; studios needed to find new
workflow efficiencies. In reality, Blu Wave
was simply the first public glimpse at a
five-year plan to revamp the entire sound
services department.

Today, with the redesign or new con-
struction of three feature film mixing stag-
es, four TV stages, 54 brand-new 5.1
editorial rooms, a trailer mixing room and
enlarged client areas, the five-year plan is
all but complete. And Universal stands at
the forefront of Hollywood’s return to lot-
based sound services.

“When | arrived here in 2001, Doc
Goldstein, Jeff Taylor and | made a five-year
plan,” recalls Chris Jenkins, an Academy
Award-winning mixer and senior VP of
operations at Universal Studios. “We took
it to the president and general manager,
Jim Watters, and said that this is where
we'd like to be in five years. Essentially, we
needed to diversify into some of the non-
seasonal business and more of the emerg-
ing businesses. And we felt the need to
eliminate some of the fragmentation and
be responsible for anything that has to do
with sound on the lot.”

While the streamlined, modern appeal
of Blu Wave, the Harrison and Digidesign
ICON consoles, and Gigabit Ethernet con-
nectivity have created new synergies and
generated a lot of appeal, when chief
engineer Goldstein (now VP post-produc-
tion engineering) moved over from Warner
Hollywood, it was not a pretty picture.

“When | came here, the consoles still
had tubes in them,” Goldstein says with
a laugh. “The Quad Eight consoles in the
big rooms had 40 faders, room acoustics
were all wrong, we were recording to
mag machines with no erase heads and
recordists didn't know how to align their
own machines. The TV show Airwolf was
in Dubbing Room 1 with a console built by
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RCA in 1954, with Langevin EQs and Gliss
faders. Next door in Dubbing 2, we had an
RCA from 1953 with 16 rotary pots. No
kidding.”

Along with Bill Varney, Goldstein and
crew then set out on an ambitious plan
to redo sound services. Dubbing Rooms 1
and 2 came down—one Quad Eight was
rebuilt and moved in, the other got a Har-
rison PP1—and transfer was remodeled.
The TV rooms got similar upgrades, but
perhaps the most important move was the
beginning of a relationship with architect/
acoustician Jeff Cooper, who redid every
sound room on the lot. It's a relationship
that continues to this day.

Cooper did not, in fact, design The
Alfred Hitchcock Theatre, built originally in
the late 1970s and pictured on this month’s
cover. However, in 1987, he was brought
in to redo the acoustics, followed by some
tweaks and mods in the ‘90s. His signature
is all over the room, which is considered one
of the world’s best-sounding mix stages.

The centerpiece of the Hitchcock The-
atre is the three-position, 640-input Har-
rison MPC4-D with TFT metering and direct
connectivity to numerous workstation bays
on the stage itself. “Harrison came to us
in 2003 and said they had their digital
platform ready,” Jenkins recalls. “So we
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purchased one MPC3-D and then looked
at each other and said, ‘We have to buy
three.’ [Laughter] If capital got cut off and
we had one room with the newest MPC
and the other two were old analeg rooms,
then you have status issues, morale issues,
technical issues and perception issues with
the client.

“We went back to Bill Owen [of Har-
rison] and worked out a way we could buy
three.” The other two reside in Dubbing
Rooms 3 and 6 (also newly redone by Coo-
per, with built-in, side-wing werkstation
bays) for the mix teams of Andy Koyama/
Chris Carpenter and Gregg Landaker/Peter
Reale.

By all accounts, Harrison was solicitous
in finding out what re-recording mixers
most desired in a console. Then the compa-
ny built the features in. “We taked about
what we like in terms of filter sets, the fea-
tures of the Neve, the tools and toys, and
the plug-ins with Pro Tools,” Jenkins says.
“Then | went and mixed on a Euphonix and
talked to Jeff about how great the heads-
up display is. Then | went to NAB and they
had it—and then some! It's got the best
of the Euphonix, the best of the Neve and
the best of the Harrison. Plus, it looks like
a Harrison, so all of our guys can sit down
and get to work right away.”

PHOTO: GARY KRUEGER



< (lassic Solid-State Opto-Compressor

< Custom UA Transformers & T4 cell

< Discrete, Class A Amplifier — up to 50dB gain
< Rear Panel "Gain Mod" switch for gain control
< Designed by ex-UREI engineer- Dennis Fink

Conceived 1969

Cloned 2005

The original LA-3A Leveling Amplifier made its debut at the 1969 NY AES show
and marked the departure from the tube design of the LA-2A . The LA-3A incorporated components
and design concepts from the Putnam-designed 1176LN Limiting Amplifier. Inmediately embraced
as a studio workhorse and still widely used today. the LA-3A remains a favorite of engineers and
producers worldwide. Our reissue of the LA-3A retains all the internal and external qualities of the
original. Original rear panel connections and controls are maintained, while the commonly performed
“LA-3A gain mod” is added as an additional switch for maximum gain reduction range.

LA-3A
AUDIO LEVELER

UNIVERSAL AUDIO

UNIVERSAL AUDIO, INC,

Technical Specifications (more at uaudio.com)
Maximum Gain: 50 dB
Input tevel: 0dBm at 50dB gain; +204Bm at 30dB gain

Output level: +20 dBm nominal, +27 dBm maximum

Attack Time: 1.5 milliseconds or less
Release Time: 0.06 seconds for 50% release; 0.5to 5 seconds

for complete release
Noise: 80 dB below program at threshold of limiting

LA-3A

Classic Audio Leveler

FPEAK
REQUCTION

POWER O on

SANTA CRUZ, CALIFORNIA

UNIVERSAL AUDIO
www.uaudio.com/LA-3A

analog ears | digital minds




ON THE COVER

Behind the screen is the JBL Cinema
5000 Series, with Bryston 4BST amplifica-
tion and Turbosound subs, a combination
that Goldstein has pushed throughout the
facility, moving down to the 3000 Series
for the edit suites. On the day Mix visited,
Jenkins and his re-recording partner, Frank
Montano, were finaling director Cameron
Crowe's Elizabethtown, due for release in
October.

Because the acoustics were all done
by Cooper, translation up and down the
line—from editorial to premix to final, then
back to TV versions—is spot-on accurate, a
point Jenkins, Goldstein and crew deemed
absolutely necessary in today’s tight post-
production schedules. Likewise, because of
the Gigabit Ethernet (point-to-point, 10-gig
interconnect) connections and 24 terabytes
of central storage, automation data and
audio files can be pulled up for any project
in any room. All Pro Tools editorial systems
hang on the network, which can be ac-
cessed from any of the stages, including
those at Blu Wave.

“We haven’t gotten to the point that
we're sharing recorder/playback technology
between the rooms,” says chief engineer
Jeff Taylor. “That is more of a centralized to-
pology like Blu Wave. Because we're work-
ing in existing infrastructure, especially in
feature dubbing, we have isolated machine
rooms that are islands unto themselves. But
they're all connected to our Windows 2003
server families that are managed locally
within the sound department.”

PHOTO. GARY KRUEGER

Those machine rooms
have gotten smaller, but
not by much. While Tas-
cam MMPs have replaced
mag (and will soon be
replaced by whatever
company puts out a next-
gen playback/recorder
combo), a facility such as
Universal, because of its
vast investment in pres-

UNIVERSAL CITY, CA

Chris Jenkins Doc Goldstein

I Jeff Taylor
ervation and restoration,

must be able to handle any and all formats,
including 24-track and, yes, mag film, as
they did on the restoration of £.T. Still, the
machine rooms have been cleaned up; the
team has installed computer flooring to
get rid of overhead cabling. Quite simply,
there’s just not as much to wire: The Har-
risons are all MADI interconnectivity and Pro
Tools wires easily, according to Goldstein.

So many shakeups have happened
in feature film mixing during the past
five years—from shrinking budgets, mass
consolidation and loss-leading competi-
tion—that the Universal makeover can
almost be viewed as a sign of stability and
a return to regular cycles. The studio is
booked solid in television and feature film
through the end of the year, and with the
recent purchase by NBC (and preliminary
talks on a purchase of Dreamworks SKG),
there’s no sign that the pipeline will trickle
away anytime soon.

“It's become much more competitive,
and there’s a big tendency toward an ero-

One of the 54 Jeff Cooper-designed Pro Tools (JBL Cinema 3000 Series speakers) edit suites on the
Universal lot.
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sion of rates by certain parties around town
that have had a huge impact on the percep-
tion that you can get quality for cheap,”
Jenkins says. “We don’'t have our eyes
closed to it, but we don’t believe in that
mentality. We're fortunate that at this point
in time, we can equip well, staff well, pay
well and keep the top talent, because that
way, we can keep the jobs. We still believe
that it's worth paying a premium price for
premium-quality services. That's why we
try to stay small enough; we didn‘t build
nine feature stages and nine TV stages. We
split our business out so that if features are
off, digital mastering can help pick it up; if
episodic is down, sitcoms can have a big
year. So we're trying to interweave all these
businesses.”

it might seem odd that Jenkins refers to
Universal as “small,” but once you look past
the large rooms and big consoles, there are
pockets of productivity everywhere. On the
lot are six ProControf rooms, two Digide-
sign ICON rooms, two more Harrison Series
Twelve boards—not to mention the Foley,
ADR and trailer mixing services. For Jenkins,
it's about covering the spectrum and being
nimble within a large framework. But it's
also about keeping the talent happy—and
in-house.

“The most important aspect of it all is
that we have really put an emphasis on
people, people, people,” Jenkins says. “We
value the machine room guy equal to the
mixer. Their concerns and the situation we
create for them is no less than what we
create for Gregg Landaker or Frankie Mon-
tano. We value the clients, and we value the
talent base extraordinarily.

“Qur president and general manager,
Jim Watters, once ran editorial here, then
post-production,” he continues. "Our suc-
cess is dependent on Jim's support and
[CEQ] Ron Meyers’ philosophy of how a
studio should be run and how it should
look. We have the two best people to work
for in the world.” |

Tom Keiny is the editor of Mix
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BY STEPHEN ST.CROIX

Things That Changed My Life

Technical Advances in Audio

his month, we present part one of a list
I of histerically significant advances in audio,
advances that changed the way humanity
recorded and listened to music. The list is compiled
from data painsiakingly gathered by extensively inter-
viewing absolutely no one. This historical perspective
reflects—shockingly, no doubt—the memories of a
single individual. But fear not, for he is as sharp as a
ball, has in his career successfully boosted all frequen-
cies and even achieved the ultimate theoretical signal-
to-noise ratio on multiple occasions by accidentally
stepping on a wire or power cord in the middle of the
loudest crescendo.
Each item was chosen for its impact on lifestyle, not
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necessarily in the studio itself, but on
the street, as well. So here we go, semi-
chronologically, no less.

1. SPRING REVERBS
This may be a uniquely important inven-
tion, as it marks the beginning of the
unstoppable trend of inferior products
replacing excellent products and eventu-
ally eliminating them because they are,
well.. .cheaper.
To me, nothing sounded better

for most rock applications than a
well-tensioned stereo plate with a
little pre-delay. Soft, full, no digital stutter
or machine-gun graininess. Just blissful
physical reverb. Not a room, something
different.

Sure, people were killed when the
tensioning clips flew off and, like snares,
only three guys on Earth could properly
tune one, though everybody who owned
one thought they were one of those three.
And yes, they weren't portable. (Anabolic
steroids were rare then.)

What the world needed was a good al-
ternative for ¥ioo the price. Coiled springs
were first used to simulate the effects of
long-distance telephone lines. But Lau-
rens Hammond decided that the short-
comings of this technology, namely the
repeat echoes and slurred quasi-rever-
beration, would actually be cool to use
as an effect. And so by the early 1960s,
Hammond (the company) had a practical
portable system. Meanwhile, Joe Meek'’s
father made a spring reverb unit from a
broken heater in 1958.

And so it is written. Reverb for the masses and nary
a DAC involved. Who says necessity isn't the mother
of invention? And surf music could never have existed
without it. Never.

2. MULTITRACK RECORDERS

Now, what can anyone say about the biggest and most
fundamental change in music recording since the contro-
versial change from wire to tape? Not much.

Everyone under 40 working in the music industry
today believes that multitrack recording is guaranteed by
the Constitution.

But, be you an ancient tape or modern DAW user, look
up and give a nod to that picture of Les Paul you have
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hanging between your monitors. You got
one, right? You owe him, you know.

Now, he was bouncing, but it took mul-
tiple tracks to do that, and the next obvious
step was to stack the tracks and eliminate the
need to bounce at all. I think between Les
and The Beatles, bouncing hit its peak.

MCI, Studer and Stevens produced viable
commercial machines that made multitrack-
ing a way of life. We, and the way we sound,
have never looked back.

3. NOISE REDUCTION

Ah, noise reduction. Whether 'tis the thou-
sand versions of Dolby or a few dbx systems,
NR changed our lives. Seems 16 tracks of

The Most Important

LLink In The Chain...

Yes, one could now impress the hell out of women

by playing live guitar on a plane or in a hotel room while

sounding like the live concert from hell.

newly developed Paul-o-Sound technology
happily delivered 16 tracks of Pile-o-Noise.
Noise reduction was, as is the way of it,
initially for the elite—and only the elite with
good techs to keep them aligned. But now
it hides in our cars and cell phones, as it is
no longer needed in our digital multitracks.
But for a couple of decades, it made our pro
audio world a much quieter place.

Unequalled component selection, innovative design
and strict attention to detail make Apex microphones

the pinnacle of performance and value.

Apex210 Ribbon Mic

Apex-SP2 Studio Package

apexelectronics.com
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4. CASSETTES
The day I bought my first cassette player
I moved to Switzerland and relentlessly
recorded and played cassettes until my
Dolby button broke. I left my entire col-
lection of open-reel jazz tapes back in
the U.S. and never thought of them again
until today.

Okay, [ just went down to the vault and
opened one. Mmm. Not too good.

Cassettes successfully brought tape to
the masses by, ironically, hiding the tape
from the masses. They were the first publicly
accepted option to vinyl and radio. They of-
fered a first taste of programming our own
music.

And today? Well, some cars still ship with
cassette players. I think it's so that you can
use a cassette adapter for your iPod.

5. PORTABLE CASSETTE PLAYERS

How cool was it to carry my 40-pound
Nakamichi portable cassette player on
commercial flights and have all the Stew-
ardesses® come sit next to me and hear
music? I'll answer that. You couldn’t be no
cooler. Trust me. The 11,500 D batteries
I went through were nothing compared
to life in the air with a Nak and two sets
of cans.

“What s that? NO! Really? Can I hear?
Wow! What do you do? Are you a musician?
Is that you playing? Are you staying in L.A.?
In Laguna? Really?”

Need I continue?

Now, keep in mind that 1 actually did
use it to audition dailies while I traveled, so
don't judge me too harshly.

*The term Stewardess was the preferred
title at the time. Back then, PC meant Pacific
Coast, not rules of conduct or a Dell.

6. THE SONY WALKMAN

Oh, man! Just when people were starting
to get comfortable with portable cassette
players, Sony came out with a great-sound-
ing pocket player that was literally the size
of the cassette that it played! Lasted many
hours on a single AA; was very, very cool
looking; and instantly revived the waning
in-flight pair-bonding ritual detailed in sec-
tion 5 above.

The Walkman is also historically impor-
tant for another not quite so personally fun
fact. Tt introduced the entire concept of an

—CONTINUED ON PAGE 153
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More Than Mice

BY PAUL D. LEHRMAN

Tomorrow’s Musical Instruments at the NIME Conference

which students from various disciplines get together

and design new electronic musical instruments.
While the course has some pretty unusual aspects, I don't
want you to get the impression that it is unique. Far from
it. There are dozens of courses and development projects
dealing with the same subject matter going on at universi-
ties and research centers all over the world. So many, in
fact, that they have their own convention: New Interfaces
for Musical Expression, or NIME, which met for the fifth
time this past May in the beautiful city of Vancouver,
British Columbia. And when I submitted a paper that de-
scribed my course, they were kind enough to accept it, so
I had no excuse but to go.

Vancouver is stunningly set between the island-filled
Strait of Georgia and Canada’s Coastal Mountain range.
Although real estate values are among the highest in the
country, thanks in large part to an influx of people and
capital from Hong Kong in the years preceding the Chi-
nese takeover, it is still a very reasonably priced place for
Americans, as the film industry well knows. I was there
only once before—22 years ago—and I've always wanted
to go back.

I was there for another conference called Digicon '83,
which billed itself as the “First International Conference on
the Digital Arts.” You probably never heard of it, but for
everyone there, it was a life-changing experience: dozens
of digital luminaires and soon-to-be luminaries in the
same place talking about music, video, graphic arts and
what would eventually become known as multimedia.
I met Bob Moog, Herbie Hancock, Todd Rundgren and
Andy Moorer, and saw for the first time toys and tools the
likes of which would soon take their place at the center of
the production world, such as Lucasfilm’s EditDroid and
SoundDroid (which evolved into Avid’s Media Composer
and Sonic Solutions, and ultimately the tools we all use
today), some of the very first CGI systems used by Holly-
wood, a sampling instrument called the Fairlight CMI and
something called MIDI.

Among the speakers at Digicon was a prescient Cana-
dian composer and computer scientist named Bill Buxton,
who said, “It’s time to rethink the interface between elec-
tronic instruments and the user. We have to get away from
the ‘overblown electronic organ’ syndrome. If we want to
expand the range of musical expression, why can't we
use new gestures—blowing, sucking, squeezing, kicking,
caressing—instead of emulating the past?” He spoke, for
the first time that I can recall, of devices he called “gesture
controllers.”

Flash-forward to 2005, and gesture controllers are what
NIME is all about. And Buxton, who had left the music
world to work on projects such as Alias/Wavefront (which

I ast month, I wrote about a college class I teach, in
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garnered him a Scientific and Engineering Academy
Award), is back, delivering one of the keynote speeches
and still preaching the same gospel.

At Digicon, Moorer opened his presentation about the
SoundDroid with a slide of Moviola and the words, “This is
the enemy.” I don't know if Buxton remembered that, but
he started his presentation exactly the same way—only the
picture was of a Revox reel-to-reel deck. In the days when
electronic music was brand new, he explained, concert
performances would too often comprise someone walking
onto a stage, pushing a button on a tape deck and walking
off. But those days aren't entirely over: People still do the
same thing with laptops. “If you're sitting at a computer
and typing, why should I care?” he asked. Audiences at a
live performance want to see someone doing something
interesting to create the music, he said. “The goal of a

Music engages you in a creative
activity that tells you something
about yourself and is ‘sticky—you

want to stay with it. The best musical
instrument is one that is easy to learn
and takes a lifetime to master.

—Golan Levin

performance system should be to make your audience
understand the correlation of gesture and sound.”

The conference, which had about 180 attendees,
comprised three intense days of papers, posters, con-
certs, demos and jam sessions, which were all about
inventing new ways to make music and enhance expres-
siveness and creativity. “The computer mouse is about
the narrowest straw you can suck all human expression
through,” said another keynote speaker, Golan Levin
of Carnegie Mellon University. “Music engages you in a
creative activity that tells you something about yourself
and is ‘sticky’—you want to stay with it. The best musi-
cal instrument is one that is easy to learn and takes a
lifetime to master.”

It would easily take a dozen columns to describe all of
the clever hardware and inspiring performances that were
presented at NIME, but I'll try to titillate you with a few.
For more, go to the conference’s Website (http://hct.ece.
ubc.ca/nime/2005), where you can download all of the
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papers and posters and, by the time you read
this, some pretty cool videos.

Ever wish you could turn a smile into
a tune? Someone’s on it. A group from
ATR Intelligent Robotics and Communica-
tion Laboratories in Kyoto, Japan, showed a
system that could create music by changing
one’s facial expressions. A camera image of
the face is divided into seven zones and a
computer continuously tracks changes in
the image, so that any change in any of the
zones triggers particular MIDI notes. Other
parameters are controlled by the amount of
displacement of the image.

How about playing a song using an
eraser? Try the Scrubber from a team at
the Media Lab Europe in Dublin (which
unfortunately closed the day after the group
submitted their papen. It's based around
an ordinary white-board eraser fitted with
two tiny microphones and a force-sensing
resistor. The system analyzes the sound cre-
ated by the eraser on whatever surface it is
being rubbed and applies it to a wavetable
or sample, playing it in granular fashion. The
rubbing signal controls the sample’s speed,
volume or other parameters, and the system
can even detect whether the eraser is go-
ing backward or forward. The presenters
showed how it can work on a sample of a
garage door closing—stretching, compress-

ing and changing directions; the applications
for sound effects work were pretty clear.
Maybe you've been listening to those
pentatonic wind chimes on your porch
and thinking about how to get them to do

something different for a change. A team
from New York University showed a system
called Swayaway, which may be the answer.
Seventeen vertical plastic stalks, each with a
wooden weight at the top, are attached to a
base containing flex sensors that send out
MIDI controller information. At the same
time, ambient sound is continuously picked
up by a microphone, analyzed and pro-
cessed by Max/MSP software and converted
to MIDI. The combined data control a synth
module with a number of pre-programmed
sounds that literally change with the wind.

For the headbanging set, a group from
Aachen, Germany, exhibited Bangarama.
Talk about a low-budget instrument: This
comprises a piece of plywood cut vaguely
into the shape of a Flying V guitar, with

13 pairs of aluminum foil squares running
up the neck. The player wraps aluminum
foil around one of his fingers so that mov-
ing along the neck shorts out a pair of foil
pieces and closes a circuit, which then sets
up a heavy-metal guitar sample. This player
also wore a baseball cap onto which was
attached a contraption containing a coin
mounted on a pivot. When he swung his
head forward, the coin came in contact with
another piece of metal and that circuit clos-
ing triggered the sample. Even something

—CONTINUED ON PAGE 154
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CAPTURING TROMBONE, TRUMPET,
SAXOPHONE AND FRENCH HORN

English conductor and obvious curmudgeon Sir Thomas Beecham said, “Brass

bands are all very well in their place—outdoors and several miles away.” But

don’t tell that to any pop music or jazz lover since the dawn of recording. For

nearly 100 years, these instruments have helped drive popular music to new
heights of popularity. The horns of Bix Beiderbecke; Louis Armstrong; Glenn Miller; Sly and
the Family Stone; Chuck Mangione; Chicago; Blood, Sweat and Tears; Earth, Wind and Fire;
and Kenny G still tickle the listener’s musical palate—even years after their heyday.

The engineer’s job is to capture this shouting ensemble and bring it to the listener.
This studio role is especially challenging as horns do not fare well when forced into a
smaller environment. Because of their sheer power, horns sound best when they can
breathe—when you can hear them interact in an ambient space. In a roundabout way,
Beecham had it right: There’s something that adds to the excitement of a horn section
when you hear it from a distance, when it’s interacting with the room. For this reason,
microphone and player setup become very important. This installment of our “Recording
the Band” series explores what it takes to record the perfect horn track.

TRUMPETS AND BONES

The trumpet is by far the loudest of the horns, with a large dynamic range that can reach
from soft melodies up to stabs and shouts that curl your hair. The instrument emanates
sound from the bell and is best miked from a distance for a number of reasons. At its
peak, a trumpet can easily overload even the most robust mic, but more importantly,
the sound of the horn captured directly at the bell is too strident; trumpet sounds best
as a blend of direct and reflected sound.

When tracking a solo trumpet, you have the luxury of recording it at varying distances
by using room mics. You could, for instance, use a single cardioid condenser pulled back
about four to six feet from the bell, with a pair of stereo room mics placed further in
the room. Depending on the space’s size, try varying the distance of the room mics to
capture more ambience. Good mics for this application include large-diaphragms such as
a Neumann U47 FET or U87 or a smaller-capsule mic such as a DPA 4011 or Neumann
KM54. These mics can all take high levels and they sound great. A pair of omni or
cardioid mics in the room—such as a Neumann KM 83i, AKG 451E or SE Electronics SE-
3—would work well to pick up ambience. Room mic setup can vary from ORTF to spaced
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pairs; spaced pairs

provide a “larger”
sound because of the
spread between the mics. Ribbon mics
such as the AEA R88, R92 or Royer 121
or 122 also work very well with trumpets,
rounding out the transient edges and
exhibiting an overall smooth sound.

If you are recording trumpets in a
section with other horns, then the mic
can be placed four to five feet back from
the trumpets. Using one mic for two
trumpets lets the players achieve their
own natural balance and will be more
economical, track-wise, especially if you
set the section up correctly in the room as
discussed below. Good mics for capturing
the horn’s timbre would be any of the mics
mentioned above or even a ribbon mic.
Even when the mic is pulled back a few
feet from the horn or has a figure-8 pattern
such as the ribbons, the instrument's
sheer dynamic power will overcome any
leakage problems from the other players
in the section.

Trombones can rock the house with
level but don’t have as much power as
a trumpet. Trumpets put out more sheer
SPL and have a more piercing tone and
a higher range. Techniques for recording
solo trombone are similar to that for a
trumpet. Pull the mic about two to five
feet away from the bell, relying on your
ear to determine whether you have as
much of the room as you need. When
recording trombones in a section, keep
the mic about a foot from the bell
of the instrument. This technique helps
keep it well-isolated for the mix. Unlike
with trumpet, if there is more than one
trombone player, then it’s best that each
has its own mic. This setup keeps the
“battle of the slides” to a minimum and
the possibility of a collision low.

Mike a trombone approximately two fo five feet
from the bell of the instrument.
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SAX AND FRENCH HORN

Saxophone is capable of subtle nuance
but doesn't have the dynamic range of
a trumpet or trombone, so putting mics
closer to the instrument is ideal for section
work. Like all horns, for solo work, you
can experiment with moving the mic
back to get more room, but generally,
close-miking is the ticket to catch the sax’s
subtleties of dynamic range.

Techniques for recording saxophones
vary across the range of the instrument
family, with the common theme being that
the sound of the horn does not emanate
from the bell but from the keys and bell
in combination. For this reason, when
recording alto and tenor, place the mic
a foot or so from the horn; placing it up
toward the center of the horn works best
when using a single mic. This technique

can also be applied to solo or section
work. For solo sax, try placing the mic
further back into the room, positioned
about ear-high and pointing toward the
horn for more room interaction. A good
multi-mic technique is placing one mic
pointed directly at the bell and another
up closer to the keys eight to 12 inches
away. If the player has a tendency to move
around a lot, then give the instrument
more room.

Baritone sax is a bit different because its
bell curves up higher on the horn than an
alto or tenor, so you can't really get to the
keys with a microphone. For bari, a single
condenser mic pointed at the bell and
placed about two feet away works well, as
does pointing a second mic up close to the
bottom of the horn to pick up the low-end
sound that naturally emanates from there.

The s0ory Benind The Sound

FRED CATERO AND CHICAGO
TRANSIT AUTHORITY
Recording expert Fred Catero’s
credits range from Big Brother
and the Holding Company’s
Cheap Thrills; Blood, Sweat
and Tears’ Child is Father to
the Man; and Herbie Hancock’s
Headhunters. His career spans
back to the heyday of New
York’s Columbia Records, where he recorded
the subject of this sidebar: Chicago’s 1969
debut, Chicago Transit Authority.

“We recorded the album at Columbia’s
Studio A, a large room where they did
Johnny Mathis, [Barbra] Streisand, Tony
Bennett, Mel Tormé and the big bands,” says
CGatero. “In those days, part of the sound was
getting the ambience of the room because
it was so good; that’s how I was taught.”
Fred Plaut mentored Catero in the early
days; Plaut was brought from Germany by
Columbia’s Goddard Lieberson to work in the
label’s U.S. studios. “[Plaut] was a master
sound engineer and was responsible for 90
percent of the Broadway shows that came
out of Columbia in that era,” Catero says.
“He balanced it and mixed it live, and it was
all recorded live to a 2-track or even mono
in the early days. It sounded gorgeous. His
feeling was that if the room sounded good,
use it. So that’s what I tried to do.”

The Chicago album was recorded and
mixed during a two-week period to an
Ampex 8-track machine. "The entire horn
section was recorded as an overdub

because the arrangements
werefairlycomplex,” Catero
remembers. “If someone
made a mistake, we did the
whole part over.” Catero
set the whole section in
a line in the large room
and used either Neumann
or AKG condensers to
capture the sound. Catero
is very specific about his horn recording
techniques: “If you mike close, you don't
get the horn, you just get the bell of the
horn. In most horns, and even clarinet
and flute, the entire instrument plays and
it’s not meant to be heard an inch away
from the horn.” He has always taken the
approach that a mic is like the human ear:
It is meant to “hear things” from a distance
rather than at close quarters. As such, he
records the players or the section from
three or four feet away.

The console used for CTA was a 16-input,
Columbia-designed board. For reverb, Catero
used popular plates from companies such
as EMT, but he also recorded in Columbia’s
seven-story echo chamber fashioned from
a stone fireproof stairwell that was used
for emergency evacuations. “They put a
speaker on the seventh floor and on each
floor was a microphone. You could mix
all these great decays together from the
mics,” he says. “The huge explosion you
hear in Simon and Garfunkel’s “Bridge Over
Troubled Water” is that chamber.”

—Kevin Becka
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A ribbon can also

work well on a solo
bari sax because the
mic naturally rounds out the transient
edge of the horn on short notes while
providing a nice warm and extended
bottom end, especially in close proximity.
However, a ribbon does not work well
on saxophones in a section with other
mixed horns due to leakage. In this
situation, a cardioid condenser gives you
the necessary dynamic range and the
ability to cancel off-axis signals.

The soprano sax with its straight bell
changes your mic placement a bit. Its
bell points downward and the keys are
oriented toward the listener. Like the other
saxes, the soprano is capable of very quiet
passages, so close-miking works well.
And, like its brothers, the instrument
emanates sound from the keys and bell, so
a single mic also works well when placed
in the lower third or the horn, pointing
at the keys about a foot back. You will
certainly ‘get key noise when recording
soprano this way, but that’s the nature of
the beast. Here, a condenser mic captures
the instrument’s upper range nicely. Two
mics can be used: one pointing at the bell
about six inches away and the other at the

(a5e abuau

L.A. HORN MAN JERRY HEY ON
GETTING THE PERFECT SOUND

Los Angeles-based trumpeter, arranger
and producer Jerry Hey has been at the
forefront of horn recording for more than
30 years, with an extensive discography
including projects for
Quincy Jones, Michael
Jackson and Dolly
Parton. Most of the
work Hey does involves
a four-horn section
comprising himself and
Gary Grant on trumpet,
Bill Reichenbach on
trombone and Dan
Higgins on sax.
Asfarasmic choices
for brass, Hey prefers to bring his own mics
to the session. His all-purpose favorites
for trumpets and trombones are the Royer
121 and 122. (“John Jennings from Royer
brought some down to the session and I
was sold,” he says.) However, when the
session calls for a brighter tone, he goes
with the Neumann KM54. “If the horns are
battling it out on the track with guitars,

When recording alto or tenor saxophone with a single mic, aim it foward the cenfer of the instrument.

keys in front of the horn about eight to
12 inches from the instrument. This gives
you the ability to mix the more strident
sound at the bell and the warmer timbre
emanating from the front of the horn to
taste after the recording.

Kenny G’s signature soprano sax sound

live drums and real bass and you need a
little more edge to it, I go with the KM54,”
he says. Hey recently completed recording
horns for a somg on the latest Earth,
Wind and Fire CD, which was produced
and written by David Foster. “[Engineer]
Humberto Gatica requests that I bring my
KM54 to the session,” Hey says.

As for sax, Hey has other preferences. “A
ribbon doesn’t work as well for a sax because
it's a figure-8,” he says. “With trumpets and
trombones in the rosm and sax not being as
loud, the brass tends to get on the backside
of that mic, causing leakage problems.” For
that reason, he often uses a Neumann U67,
KM54 or AKG C12 or 414 on sax.

When miking a horn ensemble, Hey
likes to use one mic for every two
trumpets and a single mic for each sax
and trombone. His approach to processing
during tracking is hands-off: “Generally
speaking, if you don't add compression
or EQ, you've got all the right mics and
everyone plays like they're supposed ta
play, then it's going to sound like it's
supposed to sound,” he says.

—Kevin Becka
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is achieved by placing a single mic painted
directly at the bell of the horn in close
proximity. In this case, the artist prefers
to listen through speakers rather than
headphones, so it is critical that the mic
be directional. He adjusts the optimum
speaker level in the room so he can hear
the track as he plays, yet doesn’t get a lot
of the track leaking into the mic. When
recording, the mic is set directly between
and in front of the speakers in the control
room, just behind the listening position.
The track playback level is then set to
optimum and marked on the control
room’s volume knob, so if the setup is
struck and then returned to days later,
the level is the same. The best way to
check the playback level is to record the
mix played back through the speakers. Of
course, feedback and leakage are an issue,
so it’s best to keep it as low as possible.
On Kenny G’s Breathless CD, a Neumann
TLM 170 and EF Control mic preamp were
patched directly (no EQ or compression)
to a Sony 3348 HR digital multitrack tape
machine.

The French horn is in its own category,
sounding best when miked at a distance
rather than up-close to capture a higher
ratio of reflected energy reacting with the
room. In fact, to truly capture a French
horn’s timbre, mike the horn where you can
capture more reflected energy than direct
energy. For this reason, the players should
be placed with their backs to a wall or
some other boundary such as a large gobo.
Place the mic four to six feet in front of
the player, five feet above the floor, facing
the reflective wall or surface. If the sound
isn’t developing enough in the room at this

PHOTO: CHRIS BALEY
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distance,
try moving

the mics even
further back. Also, because the
horn projects in all directions, it
would be obtrusive in a section
and should be recorded as an
overdub for maximum flexibility
when mixing.

SETTING UP THE PLAYERS

When setting up a horn section in
the room, the goal is to have the
players be able 1o communicate
visually, hear each other and

trombone. Arrange the players in a wide
u” shape facing inward. Capture both trum-
pets with a single mic, placed four to five

One setup for recording a four-horn section
comprising two frumpets, one sax and one

o

feet away. Have the trombone and sax face
each other, with their mics placed no more

thon a foot from the instrument bells.

4 to 5 feet

keep the louder horns from
smothering quieter horns in their
individual mic feeds. Because the
studio is a controlled environment and
it's not necessary 10 orient the players
to an audience perspective, you can
position everyone for optimal comfort,
communication and isolation.

Jerry Hey, an L.A.-based trumpeter

with a discography that reads like a who'’s
who in recording (see sidebar on page
38) has some very specific ideas on horn
section setup, depending on the number
of players involved. For a small section
(two trumpets, one sax, one trombone),
he sets players side-by-side in a line facing

their mics. For a larger section such as a
big band (four trumpets, four trombones
and five saxophones), he uses a non-
traditional setup: Rather than set up the
band as it would be oriented onstage—
saxes in front, trombones behind them and
trumpets at the back—he sets the brass
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By Gary Eskow

Orchestral engineer Keith Johnson engineered on two
Grammy-winning albums and has been nominated six
times in the Best Engineered Classical Recording
category.

On his favorite mics for recording brass: “I use
some special and unique mics that are hard to find
these days, principally the Sennheiser MKH 404
and 405, which I've extensively modified and, on
occasion, a pair of AKG CK 26 mics with vacuum
tube electronics [Nuvistors] that I place near each
other in the hall to produce back slap when we
need that triumphant brass sound. I also place
Sennheiser MKH 104 or 105 omnidirectional mics
along the sides of the hall to record the brass
chorus spreads.”

On matching mics with instrument
characteristics: “Let’s take the accent sting sound
that French horns produce. I'll take the modified
404s or 405s and place them very high above the
horns. The ultra-thin diaphragms and internal
slope upward EQ adds harmonics to the main mix.
These microphones also double up for percussion
accents.

Doug Oberkircher tracked Sting's 2000 Grammy-
winning performance on the Jason Miles-produced
Telarc CD, A Love Affair: Celebrat'ng the Music of
Ivan Lins. He has also worked with Gato Barbieri,
Spyro Gyra and Blood, Sweat & Tears.

On recording saxophonist Jay Beckenstein: “Placing
a U89 on both sides of the soprano and a TLM 103 to
pick up the bell works beautifully. Saxophonists tend to

wuno.mixonline.com

More Tipg From Gne Prog

move around a lot when they play, and small condenser
mics produce lots of fluctuation in level. This method
of recording takes care of that problem.”

On recording solo tenor sax: “I've had to
experiment to get the character of that instrument
down as powerfully as I'd like. It's hard to pick up
the full vibration of the tenor. I've tried to place
the player in front of the glass and put a PZM
mic onto the glass, but that produces too much
of an ambient sound. It's mic position more than
anything else, and you have to experiment within
the environment.”

Over the course of the nine years Antonio Oliart spent
at WGBH in Boston, he has been nominated five times
for the New England Emmy Awards, winning three of
them. Oliart has engineered for the likes of Telarc,
Koch International and Philips.

On maintaining a natural acoustic sound in
classical recording: “I'd rather mike sections than
individual instruments. I like to spot a couple of
aerial mics on the brass along with the main stereo
set that gives me the blend and distance that I want.
I want to keep depth in a classical recording.”

On tried-and-true orchestral miking
techniques: “I use B&K—now DPA—4006s for my
main orchestral pair; they yield a very natural string
sound without getting brittle or bright. I also blend
in a pair of Neumann KM130s. The 130s give me an
enhanced bass that the 4006s by themselves don’t
capture. I set up the Neumanns in the center and
use the 4006s as outriggers.

Keith Johnson

Doug Oberkircher
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up in a wide “v
with the musicians
playing into the open
room, giving the horns room to breathe.
The “v” is set up with the trumpets and
trombones on either side of the “v* and
the saxes behind the trombones. This
keeps the brass from leaking into the
saxophones. As a side note, leakage is not
bad when recording a section; rather, it
can add a touch of reality and ambience
to the track. The thing 10 watch out for is
making the leakage unmanageable in the
individual tracks. For instance, having too
much trumpet in the trombone and sax
tracks will make your mix a nightmare.
For a smaller section of four players—
two trumpets, one trombone and one
sax-—setting the musicians in a “u” shape
playing into the center works well. The
trumpets are positioned at the bottom of
the “u,” with the trombone and sax facing
each other at the sides. (See the figure
on page 40.) This setup lets the trumpets
adjust their mixes to their mics and keeps
the trombone and sax off-axis from each

their own mic, you can
make them louder in the
mix by bringing up their
respective tracks.

Once you set up the

players and get their
instruments miked
up properly, you can
experiment with some

stereo pairs to bring the
room more into play. A
stereo pair placed across
a section (such as a Royer
SF-24 stereo ribbon) can
give you an extra bit of
ambience to play with
during the mix, bringing
the section more into focus
with the rest of the track. If
the horn section is larger,
then individual pairs can be
placed across each section,
providing you with a lot to
play with during the mix.
Depending on how you set
up the players, the stereo

Large-diaphragm microphones work well on trumpet.

far out of the track and is uneven, but wait
until the mix, as adding compression and EQ
during tracking can paint you into a corner
that could be difficult to get out of later.

other. Because the trumpet is the loudest
of the three instruments, it’s expected that
you'll get leakage into the other mics. But
with the sax and trombone each having

pair can be pulled back further in the room
to add ambience.

If need be, a touch of compression can
help tame down a section that jumps too
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IN THE MIX

Reverb and delay work very well with
horns. A simple delay can make a solo
horn sound haunting, such as the solo
trumpet from Jerry Goldsmith’s Paiton
score. A simple two or three notes with
a medium delay with many repetitions
acted as a theme for Patton’s past life
experiences and is a signature part of
the score.

Bruce Swedien’s use of a reverb with
a long decay on his mix of Michael
Jackson’s “Don’t Stop Til You Get
Enough” rocks the track. On the flip
side, no one can argue that the “dry
as a bone” horns on an Al Green track
certainly stands the test of time. The
rule is, there are no rules. Let the music
dictate the treatment.

When mixing the horns as a section,
if they are recorded as mentioned above,
you should not have problems getting
each horn to be heard in the mix. One
nightmare would be if you had so much
brass leakage on sax tracks that you
couldn’t get enough sax in the mix. This is
why getting it right at the tracking session
is so important, as fixing it in the mix is
not an option.

Trumpets will naturally dominate the
horn section mix with the trombones,
saxes and even French horns playing a
supportive harmonic role. There will be
leakage from the other section members
in the trumpet mics, and if “more me”
is needed, you can get it from the close-
miked trombones and saxes or overdubbed
French horns. Panning is to taste, but if
you have mulliple passes, straddle the
center image a bit to keep the horns out of
the vocal’s way. Solo instruments will most
likely be panned in the center.

When dealing with EQ and compression,
you'll often deal with the horn section as
a single unit. As mentioned above, EQ and
compression are best added at the mix
stage. Sometimes a bit of high-end boost
will dig the section out of the overall mix
when the background is thick with guitars,
keyboard pads and other space-gobbling
instruments. A bit of mild compression
can smooth out the section, sitting it down
nicely in the mix.

Whether you're recording solo horn
or a big band, capturing the excitement
of the instrument when it's played to
the top of its game is an experience
an engineer will never forget. Horns
are definitely some of the M e
best icing on the cake that
music has to offer.

Kevin Becka is Mix’s technical editor.
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O NY X 80 Series

PREMIUM 8-BUS LIVE SOUND CONSOLES

Right from the start, we designed our new Onyx 80 Series Premium Live
Sound Consoles to provide superior value in every detail-—ergonomics
circuitry, performance, sound, and yes, even knobs.

Our industrial design team started with 10 different knob prototypes.
Their criterion was both comfort and precision, with feel, shape, and
ergonomics at the top of the list. After two months, they came up with a
tapered design that felt just right, and allowed users to “feel” the setting
without having to look at the knob itself.

This exacting development process was employed throughout the
entire Onyx 80 Series Console. We started with the highest quality
analog components available — from premium op-amps to custom chip
sets costing exponentially more than previous designs. Most notably
we developed all-new Onyx mic preamps and Perkins EQ circuitry from
the ground up specifically for optimum performance within the total
Onyx system.

As a result, Onyx mic preamps deliver outstanding, verifiable specs
like 123dB total dynamic range, -129 dBm Equivalent Input Noise
and 0.0007% Total Harmonic Distortion. And our all-new Perkins EQ
circuitry—based on the Wien Bridge topology found in hallowed
“British” desks of the ‘60s and '70s—offers all the warmth of British EQ
with greater boost/cut capabilities.

Additionally, the Onyx 80 Series offers features never before found in
its price range. Its eight Auxiliary sends are logically divided into pairs
with each pair assignable as pre- or post-fader. Plus, every pair offers
a Stereo button that reconfigures the Aux sends to perform level and
pan functions for simple and intuitive control of up to four stereo In-Ear
Monitor mixes.

Of course, all these features are for naught if a live console is not
built to last. So we designed the Onyx 80 Series console upon a
tough-as-nails modular monocoque design, reinforced with beefy
aluminum extrusions and strategically placed steel bulkheads. The
design was torture-tested continuously for impact, shock, heat
vibration, humidity, and even dropped repeatedly from a height
of three feet. in other words, it's ready for the real world.

Introducing the new Onyx 80 Series 2480, 3280, 4080 and
4880 Premium Live Sound Consoles—the best value in the
history of tlive sound—from Mackie, of course.
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. ACcessorize

Essential Add-Ons for
The Well-Equipped Workstation

BY GEORGE PETERSEN

By now, even the most ardent analog holdouts have conceded that
computer-based production is here to stay. And the well-tempered modern
digital audio workstation can even sound pretty good. Just as hot rods and
custom moltorcycles are coming back—Dbringing high performance back
to the world of stock production vehicles—interest in optimizing a digital
production system’s specs and speed is revving up.

Adding some new DACs or ADCs can put some pep into an older DAW,
But upgrading converters doesn't require replacing 48 channels of 1/Os.
Sometimes adding a high-performance 2-channel unit—used mainly for

Digidesign Accel card overdubs while tracking or interfacing a couple channels of tube EQ during
the mix or for routing the output bus for mixing to analog 2-track—will
provide a huge quality boost at a minimal cost-per-track.

The more devices connected in a system—DAW or otherwise—the
greater the need for a stable, external clock signal to eliminate the possibil-
ity of spurious clicks and pops, reducing jitter and boosting audio perfor-
mance. And as with everything else in a studio, master clock units range

A from basic no-frill generators to elaborate boxes with distribution, format
conversion and more. A little clocking goes a long way toward improving
the sound of any digital audio system, and DAWSs are far from immune to
the effects of poor clock sync.

TC Electronic PowerCore Compact Monitor controllers (stereo or surround) and mix control surfaces sim-

plify life for those who mix in the digital domain. There are more than

a dozen monitor controllers on the markel—with some incorporating

elaborate control room/talkback facilities and muliichannel stem busing/
routing—to handle nearly any application. But for those who simply need

a straight-wire approach to turning it down, the siereo NHT Pro’s Passive

Volume Control (PVC) does the job with minimum fuss.

Mix controllers run the gamut from small, inexpensive fader units from
JLCooper and M-Audio to large-format entries such as Digidesign’s ICON,
the Smart AV Smart Console and the Euphonix System 5-MC. Blurring the
lines between console and controller are systems combining full console
capabilities with layers for DAW control like Yamaha's 02R96 or Solid State
Logic’s AWS 900. Of course, once you're in this league, the word “acces-
sory” hardly applies.

—

POWER AND SPEED

Add-ons may ease life in the DAW lane, but what workstation users really
crave is power and speed—and lots of it. There are obvious ways to take
Solid State Logic AWS 900 your DAW to the next step, such as increasing RAM, adding more storage,
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upgrading your CPU or installing the latest
(and hopefully most bug-free) version of
your software and/or operating system.
In terms of the latter options, sometimes
the best way to go is to stick with the
software rev you've got, unless other cir-
cumstances demand it. DAW software and
the way it integrates with the CPU, OS,
various plug-ins and I/O devices forms an
extremely intricate, complex system where
the slightest incompatibility at any link in
the chain can occasionally have disastrous
and extremely difficuli-to-diagnose results.
The old adage “if it isn’t broke, don’t fix it”
certainly applies to DAWSs: Waiting a month
or two before installing that hot new OS or
upgrade can be good advice.

The best place to begin the search to
turbo-charge your DAW is with the manu-
facturer itself. Companies that build DSP-
based hardware (non-native) workstations
specialize in providing all kinds of upgrade
paths for adding channels, I/O capability
and signal processing punch.

Designed to work with Digidesign’s Pro
Tools|HD systems, the company’s $4,995
Accel card has almost twice the power
of HD Process cards and four times the
punch of MIX Farm cards, while dramati-
cally increasing a system’s voice count, Ac-
cel cards support up to 192kHz operation
and the TDM II architecture in Digi’s HD
pack plug-in suite, as well as third-party
signal processing software. Accel cards can
be added to any Pro Tools|HD rig run-
ning software Version 6.2 or higher and
integrates with all existing HD-compatible
plug-ins, as well as TDM, HTDM, RTAS and
AudioSuite formats

This OEM booster concept is not
unique to Digidesign. Sonic Studio’s HDSP
FX Processor adds additional channels of
real-time processing to its SonicStudio
HD workstation, simply as an add-on full-
length card for the system’s HDSP main
board. Similarly, Soundscape’s Mixpander
5 or 9 PCI cards add five or nine additional
DSPs to a Soundscape DAW (Soundscape
32, Soundscape 16, R.Ed or SSHDR1-Plus)
for additional mixing, effects and pro-
cessing crunch with 336 internal mixing
buses and 64 bidirectional audio streams
between the Soundscape Mixer and the
host PC.

Fairlight takes a slightly different ap-
proach with its DREAM family of DAWS,
which include a suite of software process-
ing. The company’s Plug-Ins Managers are
multiprocessor cards (adding either six or
15 DSP chips) that operate within the host
computer that’s running the DREAM soft-
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ware or on an outboard PC, thus sidestep-
ping the need for a card cage. In addition
to offering dedicated 40-bit floating-point
processing, the Plug-Ins Manager cards
bring support for third-party VST software
to the Fairlight platform.

Even hardware-based DAWs have got-
ten into the act. Roland’s VS8F-3 Plug-In

NHT Pro Passive Volume Control (PVC)

Effect Expansion Board is compatible with
the company’s VS Series—from the top-end
VS-2480DVD down to the VS-1680—giving
tens of thousands of Roland users the op-
portunity to upgrade their systems at any
level. The VS8F-3 boasts 56-bit processing
and sampling rates up to 96 kHz, depend-
ing on the V-Studio host. Each VS8F-3 can
run two plug-ins; Roland includes five
plug-ins with each board, and third-party
developers for the platform include Antar-
es, [K Multimedia, Universal Audio, George
Massenburg Labs, McDSP and others.

NON-OEM POWER SOURCES

Outside suppliers of hardware processors
for plug-ins are on the rise. Moving the CPU
load off the computer and onto auxiliary
DSP not only provides more horsepower to
run more toys, but can also give users more
life out of their computer and possibly put
off a much-needed upgrade until some
future time when faster, more powerful
(and, hopefully, cheaper) machines arrive.
And the auxiliary DSP hardware can later
be moved onto the new computer for even
more fun.

The grandpappy in this genre is Uni-
versal Audio’s award-winning UAD-1, now
sold in pre-packaged bundles with the
UAD-1 DSP card and a suite with up to 24
software plug-ins. This PC/Mac-compat-
ible, short-form, 7-inch card is PCI 2.1-com-

pliant, supports up to 192kHz sampling

and its bus mastering DMA provides zero
host loading.

Supporting native processing worksta-
tions—Mac or PC—TC Electronic’s Power-
Core platform offers a wide selection of
plug-ins that run on inboard (PCI card) or
outboard hardware to suit various produc-
tion needs/styles and integrate with any
VST, AudioUnits or RTAS-compatible DAW.
The newest system is PowerCore PCI MKII,

www.mixonline.com

a much-enhanced second-generation of the
company’s original PCI card and marketed
in a bundle with 14 plug-ins. Designed
with the laptop user in mind, PowerCore
Compact combines 12 plug-ins with a
small processor that communicates to the
host via FireWire. For those needing more,
PowerCore FireWire bundles 14 plug-ins
with a larger hardware package
in a single-rackspace chassis.
The system has an open archi-
tecture for third-party support,
and multiple units can be used
for more power.

The newest hardware DSP
accelerators on the block (so
new they arent scheduled to
ship in quantity until next month) are the
APA32 and APA44-M from Waves. The
APA32 is a one-rackspace unit, while the
more powerful APA44-M is a half-rack unit
that can be ganged side-by-side with a
second unit, providing maximum power in
a small portable package. Up to eight units
can be connected to the host computer via
standard 100M or 1G Ethernet cable, and
can be switched or shared among several
DAW workstations via a suitable V-LAN
configuration. These PC/Mac-compatible
units support Pro Tools 6.9, Nuendo/Cu-
base SX 3.0.2, Logic Pro 7.1 and Digital
Performer 452. Both include Waves’ IR-L
Convolution Reverb and Q-Clone plug-ins.

Of course, with most of these cool
system boards, boosters, graphics/display
cards, etc,, one snag you may encounter
is running out of PCI slots in your com-
puter; you may need to budget for some
kind of expansion card cage. One leading
provider in this field is Magma, a company
that makes one- to 13-slot PCI expander
systems that support PCs and Macs. Space
(at least in terms of PCI slots) is still the
final frontier.

INBOARD/OUTBOARD

Two companies offer outboard hardware
products that can play multiple VSTi virtual
instruments or VST plug-ins simultaneously,
either with a DAW or as a stand-alone unit,
bringing VST to traditionally non-com-
puter—based environments such as music
performance or live sound mixing.

The Muse Research Receptor has 16
total I/O channels split among stereo
analog (balanced TRS jacks), stereo coaxial
S/PDIF, four USB ports, 8-channel ADAT
Lightpipe out and a convenient front panel
Y-inch hi-Z input for guitar. Parameters
can be edited by plugging in an optional
VGA monitor and PS/2 keyboard/mouse or
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Before a scoring session
we compared the HD rig with
Pro Tools interfaces to the
Rosetta 800s with Big Ben...
the difference was obvious.
With the Apogees | noticed
a wider depth of field and
more openness in the higher
frequencies. And, the Apo-
gees with X-HD cards give
us more versatility with Pro
Tools than the 192s do!”

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

ROSETTA 800
-

an K8

ROSETTA 800

24 BIT, 8 -H A/D & D/A

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

SOUND AMAZING

. Accessorize Your DAW

from a Mac or PC connected to Receptor.

Manifold Labs’ Plugzilla ships with
some 300 plug-ins and has 16 balanced
XLR 1/Os (+4/-10 dB, selectable), AES/EBU
and S/PDIF digital 1/Os, FireWire and USB
ports and word clock sync. Two footswitch
jacks add pedal control for virtual instru-
ments. It includes PZView® software for
connectivity to a Windows PC, Hot Knobs®
parameter automation and Ethernet for
direct Internet loading of presets, software
updates and plug-ins.

Both systems are housed in two-rack-
space boxes, feature up 10 24-bit/96kHz
operation and can be controlled via the
front panel, MIDI or USB. Besides the
advaniage of reducing CPU load on a host
computer while mixing, these units also
open the world of VST into non-VST envi-
ronments such as Pro Tools.

MORE POWER FOR (ALMOST) FREE

So far, all of the cool products mentioned
in this article cost money; however, a
number of affordable (meaning free)

sions of Nuendo and Cubase SX/SL.

On the Apple side, the Logic Node
application for Logic Pro 7 creates a dis-
tributed audio network using two Macs
running OS 10.3 or 10.4, with a 1GHz
G4 or faster computer designated as the
master and any number of node comput-
ers (G5 recommended) providing shared
processing for Logic 7. Just connect the
Macs using a standard Ethernet cable
(Gigabit preferred), switch on the node
in the Arrange window and you're ready
to spread the CPU workload (plug-ins,
virtual instruments, etc.) over several
machines. The system is ideal for using
a PowerBook as a sketchpad and then
plugging into your main studio rig and
continue working, but with a huge horse-
power increase.

Wormhole2 from Plasq allows routing
audio between machines on a network to
take advantage of all your studio’s pro-
cessing power. For example, one could
dedicate a machine for complex instru-
ments or effects and route its audio back
into your DAW,; move
audio between a PC
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and a Mac for the best
of both worlds or share
audio between laptops
onstage. Wormhole2 is
available for Mac VST
and AudioUnits.
Beyond adding
power, the right ac-
cessories can ease the
production  process.
And little things—

Steinberg VST System Link

productivity boosts are available to the
resourceful homebrew type who has ac-
cess 1o another CPU—perhaps that ma-
chine you used before you upgraded to
your current system. One such example is
Steinberg’s VST System Link, which lets a
user simultaneously take advantage of the
entire CPU and storage muscle of several
computers regardless of platform. By us-
ing a single bit from an audio stream as
a carrier for transport and sync informa-
tion, audio data can be transferred over
standard digital audio cabling (i.e., ADAT
Lightpipe, TDIF, AES or S/PDIF) using
VST software and ASIO hardware. VST
System Link is supported in current ver-

such as  Contour
Design’s  ShuttlePRO
(with its programma-
ble buttons and jog
shuttle wheel), Fron-
tier Design’s TranzPort
wireless DAW control-
ler or simply plugging a $10 USB goose-
neck lamp into your keyboard for easier
lyping 'naming/parameter entry in a dark
studio environment—can make a differ-
ence without emptying your bank ac-
count. Digital devices may not offer the
adventure of recapping an input module
or the joy of hearing the difference when
you swap a Sylvania for a Mullard 12AX7,
but with a little customizing, you can re-
place digital’s “one-size-fits-all” approach
for a system that is tailored My we
to the way you want 1o E
work.

George Petersen is Mix’s editorial director.



“Cubase has
always been
my creative
companion”

Harry Giegson-Williams. film composes

Films like Shrek I, Kingdom of Heaven and
The Chranicles Of Narnia wouldn't be the
same without his original, evocative scores. Award-
winning film composer and Gubase veteran
Harry Gregson-Williams has provided music for
blockbusters viewed by millions of film fans
around the globe. And with projects as complex
and demanding as a smash Hollywood score,

Harry needs music production software that

supports him creatively.

'CURASE li4S Aculd]s Been A cReAvIVE conPanlion,
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Original score by Harry Gregson-Williams

Everything begins with sraatiy
And what does “Creatty First” mean to you?
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Film Sound’s Misunderstood Art

BY BLAIR JACKSON

ne of the most critical, yet underappreciated
0 links of the film sound chain is Foley recording.

You probably know the basics. It was named
afier the great Universal Studios sound man Jack Foley
(see “You Don’t Know Jack!” sidebar on page 54) and
covers an incredibly wide range of sounds that are
added in post-production: evervthing from car door
slams to footsteps, to garment rustles, 1o jingling keys,
sloshing water, furniture moving, sword hits: you name
it. Basically, Foley is everything that isn't covered by
sound effects or through the production track. Occa-
sionally, the Foley department will also supply the base
sound materials for effects editors.
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And though the work may seem simple as compared
to, say, recording the sounds of Sherman tank treads on
location (an effects task), it’s actually a very demanding
and precise job that, when done well, adds immeasurably
to the success of a film’s soundtrack. Recently, Mix spoke
with three of the best Foley artists in the business to
get a sense of the demands and peculiarities of this
important craft.

Originally from Radnor, Penn., John Roesch started out
in acting but later got into filmmaking, even sharing a prize
with some colleagues at the San Diego Film Festival in 1976.
Stints at NYU Film School and the American Film Institute
followed, “but after a while, I realized I didn't really dig




directing,” he says. “Then one day, I got a
call from somebody to work on sound for
a film, just to help out. It turns out I was
the only guy who had sneakers on and
they needed some Foley...and the rest is
history!” he says with a laugh. “I was lucky
enough to work with some really talented
supervising sound editors who gave me a
lot of on-the-job training—Gordon Ecker
Jr. being one and Chuck Campbell the
other. They would be on the stage with me
all the time, directing, if you will: ‘Can you
give me a little more scuff here?’ ‘Can you
try that again but with a lighter touch?’ And
by osmosis and by doing it, I got better.”

Roesch has been working in the business
for the past 25 years—the last 12 at Warner
Bros. Studios’ facilities at The Lot in Hollywood—and
in this time, he has been one of the busiest Foley artists
in L.A., working on close to 300 films in every genre,
including Poltergeist, Trading Places, Gremlins, Fatal
Attraction, The Fugitive, Schindler's List, Bravebeart,
Pocabontas, Twister, all three Matrix films, 8 Mile,
Black Hawk Down, Blade: Trinity, Collateral and
Starsky & Hutch, to name a smattering.

Marnie Moore, an independent Foley artist living
in the San Francisco Bay Area, began her sound
career working as a music engineer in conventional
recording studios; she spent eight years at Russian
Hill Recording. There, she first worked on various
film soundtracks and encountered the leading Foley
walker in the area at the time, Dennie Thorpe. “I
started helping her out and I liked the work so much
that a year later, I left the music business and went
1o apprentice for her,” Moore says “We did a lot of
schlepping of props back and forth between Fantasy
[Studios in Berkeleyl and Skywalker [in Marin]. I
worked with Dennie for about four-and-a-half years,
and it was both scary and amazing because she was
working on some really big films—the second film
I ever worked on was Indiana Jones and ihe Last
Crusade—so 1 was terrified.” Today, Moore usually
works with fellow Foley artist Margie O’Malley.

Moore’s credit list is also long and diverse, and
includes such notable flicks as Backdraft, Jurassic
Park, Bugsy, The English Patient, The Sixth Sense,
Boogie Nights, Rushmore, Lost in Tranuslation and the
forthcoming Sam Mendes film, Jarkead, among many
others.

In New York, C5 has been a leading sound editorial
company for many years, attracting most of the top
directors in the area. While the company’s main
offices are in Manhattan, its new Foley facility is
across the Hudson in Northvale, NJ. There you'll find
veteran Foley artist Marko Costanzo and his engineer

C5's Marko Costanzo, pointing, and engineer George lara

of many years, George Lara. Both got their starts at
Sound One in Manhattan, where they credit former
owner Elisha Birnbaum as the person who got them
into Foley. “He's the one who showed me how to bang
1wo things together,” Costanzo says, chuckling, “but I
also learned most from people like Skip Lievsay, Ron
Bochar, Phil Stockton and Bruce Poss. 1 worked for
every sound editor in New York and had all of them
asking me for every quirky sound they could think of.
My autitude always was, ‘Well, if that’s what you wan,
we're going to figure out a way to get it.”

Costanzo’s staggering filmography inciudes more
than 300 films during the past 21 years, including
multiple titles from directors Woody Allen, Spike Lee,
the Coen Brothers, Martin Scorsese, Barry Sonnenfeld
and Ang Lee, and also such works as The Silence of the
Lambs, The Accused, Eight Men Out, Angels in America,
Robots and Y Tu Mama También. His 2004 list alone
will lire you out: Eternal Sunshine of the Spotless Mind,
Maria Full of Grace, The Ladykillers, Silver City, The
Stepford Wives, The Manchurian Candidate, Vanity
Fair, Closer and The Aviator.

WHERE TO BEGIN?
What kinds of traits are common to Foley artists?
Certainly patience and an incredible attention to
detail. “One of the most important qualities of a Foley
artist is the ability to focus in the here and now, kind
of like a musician, because 1t’s a performance in real
time,” says Moore. “Obviously, you have to have very,
very good hand-eye coordination. You also have to
have that kind of personality, similar to a recording
engineer’s personality, where you can put up with a
lot of crap with a smile on your face because there’s
a lot of pressure in the business and there are people
with strong personalities, so you have to be as
accommodating as you can manage to be.

“You also have to be observant about the world
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around you, enough to think, ‘Does that
car door sound too heavy?’ ‘What is the
sound of those boots scuffing through
those leaves?” You have to be someone
who’s paid attention to that kind of
stuff. I've always been very interested
in materials, and I'm also mechanically
inclined, so I understand the relationship
between size and weight. I've always been
curious about what things are made of and
what they might sound like.”

A typical Foley stage usually comprises
one or more “pits”: areas that can be
quickly converted to different surfaces
as a film requires—from cobblestone
to hardwood, dirt to linoleum. Some
studios have areas that can be filled with
water for scenes that require splashing or
walking through puddies or mud. Usually
adjacent to the Foley stage is a warehouse
or storage area housing every imaginable
prop. Besides the obvious different

shoes, boots, walking surfaces, fabrics,
zippers, locks, clasps, etc., there are often
many different car doors (for opening,
closing, etc), tools, weapons, common
household objects—anything that makes

You Don'o know Jack!

noise. It is usually the Foley artists who
track the inventory, which constantly
grows because, one learns, Foley artists
are inveterate collectors of stuff.

“My warehouse has been a work in
progress over the 24 years I've been in
the business,” Roesch says. “We get stuff
from everywbere. There's no garage sale I
don't like going by, and all the people who
are associated with me—like my Foley
partner Alyson Moore, mixer Mary Jo Lang
and recordist Scott Morgan—if they see
something unusual at a garage sale or on
the street, they'll pick it up and bring it in.
Basically, you can't have too much stuff, as
long as there’s a place to put it and you
can keep track of it. You never know when
the weirdest little thing is going to come
in handy for a scene.”

“We're always looking for things that
squeak or clank or make springy, sproingy
noises,” notes Moore. “If you go to a swap
meet or garage sale, you're always putting
your ear up to things and listening. The
weirdest thing is when you listen to things
in the grocery store—tap on vegetables
and rustle them and crunch them a little,

I always try not to call too much attention
to myself when I'm doing that. Dennie
{Thorpe] once went to the grocery store
and bought a bunch of fruit that was way
past its prime and the cashier said, “You
know, we have much better fruit than
this. I really don’t want you to buy it” And
Dennie said, ‘But I really want the rotten
fruit...I need it’ I can't remember what
film she was working on at the time.”

ON THE STAGE
Warner's Hollywood Foley area—Stage F—
was originaily built in the mid-'70s, “and
it's been updated a bit since then to give
us a little more flexibility,” Roesch says. “It
used to have a series of pits—this one for
gravel, this one for sand—but awhile ago,
we pulied out the dividers and made one
super-pit. There are still areas I can walk
to—a little more sand here or gravel there.”
At the new C5 stage, which Costanzo
describes as “a big rectangular room with
an 18-foot ceiling,” there is a “dry side
and a hot side, depending on what you're
looking for. There’s a main reflective wall,
too, and, of course, we have all sorts of

B4 MIX, September 2005 o

His name is synonymous with film sound effects, and his moniker is
occasionally joined descriptively with words such as “pit,” “stage,”
“walker” and “editor.” But do you know who Jack Foley was? Not
many people do.

Foley was born in Yorkville, N.Y., in 1891 and raised mostly in
the Coney Island section of New York. He went to school with James
Cagney and Bert Lahr, but after high school moved to California,
working for a spell as a stuntman and a double in silent films before
eventually settling in rural Bishop, which is located in the foothills of
the Sierra, many miles northeast of Los Angeles. There, he raised his
family and worked in a hardware store, while on the side writing film
scripts. He also used his movie industry contacts to promote Bishop
and the surrounding area as a great location for shooting Westerns
and other films; this led to his being employed as a location scout. A
little later, he held a number of odd jobs for Universal Studios in L.A.,
and it was while working at the studio’s Stage 10 as a props assistant
(among other things) that Foley got his first experience dabbling in
the new medium known as “talkies.” Showboat was his initial triumph,
and it immediately made him an in-demand soundman.

The first sound pictures concentrated on dialog and music, but there
wasnt much attention paid to other sounds. Foley was not the first
person to separately record footsteps and add them into a film—that
was done by several directors using 78 rpm records of footsteps. But it
was Foley’s idea to have the film projected on a screen on a soundstage
and then to record sounds synchronized to the actor's movements. He
was also the first to pay attention to the differing qualities of footsteps
on film—varying the surfaces he walked on, using different shoes,
etc.—and mimicking the sound of rustling fabric and other effects.

www.mixonline.com

“Jack’s technique was to record all of the effects
for a reel at one time,” commented director George
Pal many years ago. “Jack added the footsteps,
the movement, the sound of various props—all on
one track. He used a cane as an adjunct to his own
footsteps. With that ene cane, he could make the
footsteps of two or three people. He also kept a
large cloth in his pocket that could be used to
simulate movement.”

Part of what Foley brought to recording, too,
was a certain attitude. As his colleague Joe Sikorsky once noted, “Jack
emphasized that you have to act the scene. You have to be the actors and
get into the spirit of the story the same as the actors did.”

Most of Foley's work through the years went uncredited—there was
no title in those days for “Foley artist"—but he worked on many popular
films during the years, from the original Dracula in 1931 to Stanley
Kubrick's epic Spartacus in 1960. The latter film is the source of an oft-
told tale of Foley's prowess. The story goes that Kubrick was unhappy
with the sound of the Roman legions marching in one scene and was set
to order a costly reshoot involving hundreds of extras. When he heard
about the problem with the sound, Foley went on to a soundstage with
a few fellow “walkers” and a set of jingling keys to simulate the sound
of clinking armor and single-handedly saved the scene, eliminating the
need for a reshoot!

Foley died in 1967 after working on literally hundreds of films and
walking, by his own estimate, 5,000 miles doing film footsteps. His
name will live through sound history—and deservedly so.

—Blair Jackson




- E" ;TT ;‘
”

WHEN ONLY NEVE WILL DO

e

Gdiddddauuuaaidl e 9

P00 ERL T 0TI LTI TTITIIIIpTIR
7 Z’
11711 T Tt TR ibT)

Neve 8053 console, vintage 1974.

Beware:
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amazing sounding 1073 Mic/Preamp
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[Foley Recording__

foam and cushions and other things that
can affect the acoustics in the room.

“There have been a lot of changes in the
way Foley is recorded through the years,
and one of the trends is toward bigger
pits,” he continues. “In the old days, you'd
commonly have a bunch of three-by-three
surfaces [for walking], but now with bigger
spaces, there’s not as much walking in
place. After all, the actors |on screen] aren't
walking in place, so the sound should
move a little bit. Before, the engineer
would make various adjustments to create
that effect; now, it's more complementary
between [the artist] and engineer.”

Not surprisingly, the equipment that is
used to capture Foley has also changed
through the years—recording media more
so than the microphones.

“Early on in my career,” Roesch says,
“everything was done to mag, and if we
wanted to get artsy, we'd fly something
onto Y%-inch and speed it up or slow it
down. Then the next step was 24-track
recording. The film business is usually at
least 10 years behind the regular recording
business, so we didn’t get to that point
until about the mid-"80s. We used Dolby
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Behind the scenes at C5 Foley, where noisemakers and everyday objects are stored for future use.

A mostly, then SR. The beauty of 24-
track. of course, is that you had a lot
more information available to hear back
at one time versus mag, where you could
maybe have G-track. Then, in the early

to mid-'"90s, you're getting into digital
audio workstations. We used a Fairlight
for many. many years; in fact, my feeling
is that until Pro Tools came out with HD,
the Fairlight was a much better machine.

Introducing the ZERQ TO SIXTY tibrary

Speed crazy music that will have you leaving skid marks!

800.4.KILLER

www.killertracks.com

www.mixonline.com
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But we switched to Pro Tools when HD
came out.”

“It has been such a wonderful
experience to go through the changes

they're much higher output, so we can
record a tiny cloth that’s very quiet without
getting too much noise.

“We often like to get two perspectives

Alyson Moore and John Roesch in the moment, in the Faley pit at Wamner Bros.’ Studios The Lot

from mag through to digital,” echoes C5
engineer Lara. “[At Sound One) in 1986, we
used two 6-track magnetic recorders and a
stripe recorder at the same time; the stripe
recorder enabled us to bounce sounds and
move them into sync with picture. In 1990,
we moved to the Sony digital multitrack
and that gave us 22 tracks instead of the
12 we had on the mag, so that was a step
up. But we encountered the problem that
we had a lot of ‘runaways’ [where the
multitrack loses the timecode), so that
created some problems.

“Then we started to explore different
digital platforms like the [Doremi) DAWN,
Sonic Solutions and Pro Tools. When we
first got into Pro Tools [at C5], it was still
very quirky because it seemed like it was
based for music, not film at that time,
and it used to take too much time for it
to lock up to picture. In 1995, thanks to
Akai, we were able to cross from analog to
the digital domain, and we never looked
back. Now, we use Pro Tools|HD, which
is a great mixing, editing and recording
platform.”

As for microphones, “I think we might
do it a little differently in the Bay Area
than in L.A. or New York,” Moore asserts.
“For years and years, we've been using
Klaus [Heyne]-modified Neumann U87s
for almost everything. Both Fantasy and
Skywalker have those mics, and I just
love them. The preamp was modified so
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so we’'ll use two mics: one close and one
far away,” she continues. “With the two
engineers we work with the most—Ben
Conrad and Frank Rinella—one likes
closer sounds better and the other likes
more distance in the shot. It's all a matter
of taste. They’re both great engineers.”

Lara says that at C5, “We use different
microphones for different types of things,
but I mainly use the shotguns—the 81
Neumanns; I'm very happy with them.
We use four of them. If Marko is on the
exterior pit, we'll have one mic [pair] on
the pit and one on the other side of the
roam. So we'll have two primary mics and
two secondary mics, and then we also
have another one mounted—the Schoeps
stereo small-capsule [mic]—which gives
us more ambience. By having all these
mics mounted on both sides of the room,
it makes it much easier to get different
perspectives on-the-fly while recording.
On some close-ups, where there’s also
going to be a very detailed sound out
front, I might use three different mics: left,
center, right. Ill make the two Neumanns
a stereo pair, figure-8, and then use one
of the Schoeps small-capsule for the center
to get a fuller sound and record it on three
tracks.”

And down at The Lot, Roesch and
his colleagues are mostly using KMR 82
shotguns as close mics, with a Neumann
U67 as a room mic. “The old thinking

www.mixonline.com

was to do everything pretty close-miked,”
Roesch says. “Some people used to mike
directly behind the [Foley walkerl—six
inches to a foot!—because that was going
to get ‘good signal’ But what you really
got was a huge bashing footstep that had
no detail to it. But technology has changed
that. Now, [the mic will) typically be
between three and six feet away on a mic
stand, in front and/or to the side, but only
about 15 degrees or so. And, depending
on how resonant the surface is, we might
have it up on something that will decouple
it from the surface it’s sitting on.

“We'll use a lavalier mic from time to
time—an ECM 50—and that’s for some
unusual effects,” he continues. “We can
put down a shooshy, zuzzy Duvatyne
material and we can spin the mic with
our hands on it in a circle and create the
feeling of wind or even fire if you spin it
a different way. We're definitely getting
more creative all the time.”

EXPANDED FOLEY

And this coincides with evolutionary
changes in what exactly constitutes Foley.
Roesch says that when he came into the
business, “there was an old guard [of Foley
artists] that said, ‘Okay, we’ll do some
footsteps here, some key jangle there, but
we're not going to do a glass break, we're
not going to do a body fall, we're not
going to do some rain effect on a window.’
It was never considered that Foley could
fill those holes; they came under the
category of effects. 'm not being critical
here, that’s just the way things were.

“But around the time [Star Wars sound
designer] Ben Burtt came along, things
started to change in film sound. From that
point forward, you had a loosening of
the grip on rules. And there were some
of us who didn't know there were limits
to what Foley should do, and we did our
own thing and had a lot of fun with it
and, I guess, in the process helped expand
the role of Foley a bit. Now, of course, it
wouldn't be at all unusual for someone
to request some rain pitter-pattering on
a window.”

Though much of the Foley stage’s work
continues to be representational audio,
walkers are also increasingly called upon
to contribute to sound effects—their sounds
are often combined creatively by editors or,
later, re-recording mixers. It's usually up to
the supervising sound editor to make that
call. “On Schindler’s List, where the train was
braking to a stop, [the effects editors) cut the
sound of the couples and we did some of the
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squeals—this great steel-on-steel sound—on
the Foley stage,” Roesch says. “We knew we
were part and parcel of that.

“The amount of CGI in films has also
affected us,” he adds. “Is it huge starships
cruising by? Well, there’s probably not
much Foley there. But if it's stuff like 72 or
73 and you've got the robot liquefying and
coming through a screen, that’s a decision
point: Should we do that in effects or as
Foley? In the '80s going into the ’90s, a lot
of things moved from effects into Foley,
and now the pendulum has swung back

a little bit. Foley budgets
are smaller on some films
now, and where we had ‘x’
days previous, you can lop
off two to four now and
you will not have as much
done in Foley or as much
Foley time, except for large-
budget films.”

Moore agrees: “The
amount of time was
established a long time ago
when we used to work

Marnie Moore worked on Sam Mendes’ upcoming film, Jarhead.

with 1,000-foot reels, which were about

10 minutes long,” Moore says. “Generally,

you would figure that for a full-coverage

by MATT SORUM, film, you have one day per 1,000-foot reel.

SLY DUNBAR That was pretty good, but unfortunately, we

and usually don’t get that anymore. Now they

ZORO! have digital reels, which are like double reels

basically, but they still think we should be
able to do a reel in a day"”

Moore works on huge films but still

contributes to lower-budget independent

- features. She says, “Not everyone has

realistic expectations. If you're working on
I n p I ri n b e a ts a low-budget movie with someone who'’s
.
Easy fo use.

NEW DRUMMERPACKS

really experienced, that’s the best situation
because they know what they can and
can't use and how much time it's going to
take. We work as a team and figure out
how to get the best sound possible for the
smallest amount of money. But that’s often
not the case. You'll have people who aren't
very experienced and they’ll want you to
do full-coverage Foley in five days on a
feature-length film. They don’t understand
that Foley can be fairly slow and tedious.
So then they start backpedaling and the
quality usually suffers.”

Minor complaints aside, these Foley
artists clearly love their jobs: They love
the variety of the projects, the mental and
physical discipline involved, the camaraderie
of sound professionals up and down the
line and the satisfaction of contributing 1o
(hopefully) great art and/or entertainment.

“It’s always changing,” says engineer
Lara. “One day we're working on a Woody
Allen film and maybe that's a ‘walkie-
talkie’ with a lot of footsteps and ‘cup-
downs—glasses and utensils and things
like that—because he’s always shooting in
restaurants or at dinner tables. And then the
next you're on The Hulk and it's a whole

other set of challenges and
things that are required. It's m
never dull.”

Blair Jackson is Mix’s senior editor.

Loops, fills, hits and kits by:

o Jeff Anthony (Sheryl Crow) ¢ John Bishop (Emie Watts)
» Tony Braunagel (Bonnie Raitt) ® Ned Douglas (Dave Stewart)

SUBMERSIBLE v
MUSIC

o Sly Dunbar (Bob Marley) e Matt Sorum (Velvet Revolver) v -"
¢ Michael Shrieve (Santana) ¢ Ben Smith (Heart)

* DJ Syze-up (UltraNaté) e Alan White (Yes, John Lennon)
e Zoro (Lenny Kravitz, Bobby Brown)

www.drumcore.com
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The new DSD-ready
mastering standard: TASCAM'’s
high-definition 2-track recorder.

Introducing the next generation mixdown
recorder: the first to record both standard
CD-R and high-resolution formats in one
affordable unit. Created in collaboration
with Sony, the DV-RA1000 is the ultimate 2-
track recorder, capable of

DSD e iy .
PRYPYVCTIRC IR writing 24-bit PCM from
192kHz 24-bit 66min. 44.1kHzall the way up to
192kHz, as well as the ul-
96kHz  24-bit 133 min tir'flate digital for.n?at, DSD
(Direct Stream Digital).
48 kHz  24-bt 267min  WWhatever your firal mas-

Wired
remote
contro!

included.

tering sample rate choice,
the DV-RA1000 dces it.

As a mixdown recorder. A
i full complement of professional
1/0, including balanced analog,
AES/EBU and word clock, allow
the DV-RA1000 to easily integrate
into your studio. Mix in confidence
to universally-accepted DVD+RW
media, mountable on a Mac® or PC.
DV-RA1000 is the obvious master-
ing choice for pro studios: DVD is as easily
deliverable as CD or DAT but with significant-
ly higher audio resolution.

As a live 2-track recorder. DV-RA1000
boasts an epic recording time of nearly 5
hours at 24-bit resolution on a single disc.
Built-in processors such as multiband

4-b 90

compression and EQ ensure your live perfor-
mances are perfectly captured.

As an archive recorder. Preserve your ana-
log and digital masters using DSD, the format
used by Sony® for Super Audio CD (SACD)
authoring. With multiple sample rates that
allow simple digital transfers from aging
formats such as DAT tapes, TASCAM ushers
in the Direct Stream Digital era with the only
affordable way to accurately archive your
precious recordings.

Meet the New Standard at your TASCAM
dealer. Or visit www.tascam.com for more
information on the new DV-RA1000.

s Up to 192kHz/24-bit
recording

m Records to DVD+RW
and CD-R/RW media*

m SDIF-3 DSD /0 for external
conversion & DSD audio
processing

s Word Sync In, Out, Thru

= RS-232C serial control

= PS/2 keyboard connector
for title editing

= Records to CD-DA, DSDIFF

DVD data drive & Broadcast WAV formats

Balanced AES/EBU 1/0, = Headphone output

running at normal, double- & Supports UDF disk

speed and couble-wire format for cross platform

formats plus balanced XLR computer compatibili
and unbalanced RCA 1/0 " patibility

Multiband compression
and 3-band EQ effects

6% pitch control
USB 2.0 port for use as

* CD recording is at 44.1 kHz/16-bit (Red Book spec) only.
Use of the DV-RAX000 for archiving really boring New Age Music is strictly pro-
hibited by law. ©200S TASCAM, a division of TEAC America Inc. All Rights Re-
served. All specifi@tions are subject to change without notice. All trademarks
herein, heretofore and forthwith are the property of their respactive holders.

TASCAM >

tascam
.com

DJ AND

CONTRACTOR PRODUCER

PERSONAL
CREATIVITY



The sweetest

Sweetwater and PreSonus nave teamed up to bring you the

most powerful and affordable professional computer recording system ever-complete
with Sweetwater's Creation Station audio computer and up to three PreSonus
FIREPOD FireWire interfaces for 24 simultaneous inputs/outputs with 24
professional quality microphone preamplifiers. Call your Sweetwater Sales Engineer

today at 800-222-4700 and get the SWEETEST RECORDING RIG of all time!

J1OX10 FANIT . BON FINLWINE NEGONDING INVEHFACE FIREPOD)|
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The FIREPOD is the most affordable professional FireWire recording interface on the planet, with eight pedigree
Class A PreSonus microphone preamplifiers, eight balanced outputs, MIDI/SPDIF 1/0, and free Cubase LE
48-track audio production software. Up to three FIREPOD's can be daisy-chained to deliver 24
simultaneous microphone/line inputs for professional multi-track recording applications. The FIREPOD has

been tested and approved by Sweetwater for use with the Sweetwater Creation Station line of computers so

that you can be confident your recording system will work flawlessly and efficiently from day one!

When Sweetwater set out to build the perfect audio PC, we put our 25 years of experience with computer audio
to work, and developed a series of machines that are unmatched in audio performance, reliability and value.
Whether you're composing music in your home studio, recording your next live album on the road, or scoring to
picture at a major post facility, there's a Creation Station for you. Starting at under $1000, the Creation Station
machines are whisper guiet and built to withstand the demands of professional audio production, through the use
of components like Auralex acoustic treatment and Glyph hard drives. Available in tower, cube, and the rackmount

configuration shown here, the Creation Station is sure to be the centerpiece of your PC studio for years to come.

featured studia Piusgood Studio - waw plusgoodstudio.come f eatured band: Conmron Curtis - www.commoncurtis.com




recording rig.
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steinberg CUBASE SX3

Upgrade your recording rig to the professicnal's

choice for PC music production! Cubase SX3 takes music production
to an entirely new level. SX3 adds more than 70 new features including
Audio Warp high-quality real-time, Time Stretching and Pitch Shifting

algorithm that automatically adopts a project's tempo. Also new in

= aseqaond

SX3 is External FX Plugins. This function atlows for direct integration

of external hardware effects processors into the VST audio mixer just
like software! The first step in the Steinberg/Yamaha collaboration is called Studio Connections
"Total Recall". This modular editing system builds a powerful bridge between the virtual and
physical studio. Opening a project can not only recali an entire studio setup within seconds but ailow full graphic editing right inside Cubase

SX3. Since 1991 the name Cubase has always been synonymous with innovation, and SX3 delivers on features that place creativity first.

= .....,_...—'OL
A marriage of technical precision and artistic &3 e '“:;‘*;::_.- 4 XStation is the most unique
n, the AT4040 microphone features an 25 s o '

MIDI controller availablte

d large diaphragm, tensioned specifically combining the industry's

UL

vide smooth, natural sonic characteristics. best feeling semi-weighted

[ ]
- keyboard with after-touch,
the famous Novation KS 8-voice synth engine, 2 phantom powered

ned as a multipurpose performer, this

" externally polarized true condenser microphone
offers exceptionally low noise, wide dynamic range
and high-SPL capability. Held to the highest
standards of consistency and reliability, the AT4040

mic preamps and instrument inputs, MIDI remote controtler
functionality, transport controls, a 6x2 muiti-effects processor and
more. The XStation can be powered conventionally, via its USB

may be used with confidence in a wide variety of port and even batteries. Novation stands for innovative sound and

miking applications in today's modern digital studio. music production tools.

Sweetwater: soo-222-4700 PreSonus

music technology direct ™ www.sweetwater.com
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MUSIC INDUSTRY MANUAL
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emusician.com/embookshelf remixmag.com/remixbookshelf mixonline.com/mixbookshelf

...accept no other resource, the new International Edition MIM

2005/6 is the reference book for the global music production Ml“
. . o . 200%-2006
and dance scenes, and is now available in the United States.
MUSIC INDUSTRY MRNUAL
This International Edition contains the original U.K. content

and is loaded with U.S. and Worldwide listings. Now distributed
in the United Slates by Mix, Electionic Musician and Reimix.

This easy-to use guide features 90 indexed sections packed
full of thousands of contacts  everybody who's anybody in
the professional music industry is (or should be!) listed here.

PRO

Nearly 900 pages of
Record Stores
Equipment Dealers
Recording Facilities
Music Production
Promoters

Club Venues

Brand Sponsors
Agencies
Record Labels

Event Services
Conferences
Sound and Lighting

Special pricing for readers of Mix, Electronic Musician and many more must-
and Remix just $39.95 (plus S&H). have references for the
Order yours online at mixonline.com/mixbookshelf, world's dance music and
emusician.com/embookshelf or remixmag.com/remixbookshelf production scene.

or call 800-262-1954!
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VOICEPRO

FROFESMIONAL VOIGE PROGESSOR
VoicePro is the culmination of 15 years of research
into re-defining the production of vocals. Combining
a complete suite of voice optimized tools and
effects with an application based user interface;
VoicePro is your path to limitless vocal possibilities.
VoicePro - the perfect take is just the beginning.

Find out more at www.tc-helicon.com/voicepro
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BY STEVE LaCERRA

t wasn't too long ago when “snapshot recall” on a
live console meant that you took a Polaroid photo
of the desk after the soundcheck was over. Today,
snapshot or scene store and recall are standard
features on virtually every digital console. Reset-
ting the entire desk at the push of a button makes digital
consoles a natural choice for multi-act tours, where each
engineer can quickly and accurately access settings for
their band with a minimum of soundcheck time, as
well as for theater productions, where each act requires
reconfiguration of audio 1/0. Along with snapshots,
most digital desks offer extensive internal processing,
such as dynamics, multiband EQ, polarity reverse and
delay on every channel; onboard effects processing
with complete factory and user libraries; busing and
auxiliary output options; and the ability to control any

DiGiCo D1 Live DiGiRack

audio channel via any control strip.

Though many digital desks have onboard audio
1/0, more advanced systems employ outhoard AD/DAs.
Removing I/O hardware from the control surface allows
manufacturers to cram an incredible amount of control
over a large number of channels into a small pack-
age—16 or 24 faders control as many as 192 channels
in several layers and a single dedicated channel “strip”
facilitates control over a selected or active channel. This is
a boon for small venues that are hesitant to give up seats

-
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Digital Consoles
Take Control

To the Next Level

to install a large desk at front of house. Further, placing
converters al slage-sidle shortens the analog signal path
for optimum audio quality.

Just about every digital console incorporates some
means of storing data, whether on a memory card via
MIDI SysEx or direct connection with a computer run-
ning proprietary software—all of which means that
engineers can travel with their programs and have a
favorite console provided locally, reducing the tour’s
lransportation costs.

This month, Mix surveys live sound digital consoles.
If you're considering purchasing a digital desk for your
next tour, make the following buyer’s guide the first
stop in your shopping spree.

DiGiCo’s (www.digiconsoles.com) D5 Live 56 digital
mixing system comprises a 64-channel work surface, a
DiGiRack stage interface conaining 56 A/ and eiglu
DA converters, and a second local DiGiRack resid-
ing next to the console, providing 56 external [/Os for
inserts, effect send returns, local monitoring and play-
back. The D5 Live is split into four sections of eight
channels, each with an LCD 1ouch screen. The center of
the desk incorporates a “selected channel” section with
dedicated hardware for channel control and an onscreen
frequency display showing the EQ curve. Two masier
banks provide 16 faders that function as a matrix, group
or aux out masters. Features include expansion slots for
additional DSP and optional effects processor, snapshot
recall, MADI port and a modem port for diagnostics and
software updates. MSRPs: D5 Live 56 EX (40 analog, 16
digital 1/0), $175,874; D5 Live 112 EX (with a second
stage DiGiRack), $202,231; and D5 Live 112 FMX (moni-
tor/FOH package), $352,436.

Featuring 40 mic/line inputs and 24 outputs, the
D1 Live 40’ local DiGiRack enables it to function as
a direct replacement for an analog console by using
existing copper multipair from the stage. The DI Live
handles 64 mono’stereo channels and can be ex-
panded 1o 160 channels, with access to 22 inputs, 224
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Harrison Trion

outputs and 40 buses. The DI's six independent efiect
processors generate reverb, delay, pitch change. nwl-
tiband compressor and 28-band graphic FQ. Sixteen
IPCs (insertable processing channcls) include 6-band
parametric EQ, compressor and delay, and may be
inserted across any input or output. The D1 Live 48P
(Dual-Purpose) system extends the Live 40's facilities
with a total of 48 mic/line inputs and 16 IPCs. Svstem
packages start at $68,718.

Based around the 1J-Show mixing console, Digide-
sign's (www.digidesign.com) VENUE system features an
expandable DSP mix engine. A standard VENUE includes
48 mic inputs and can run 64 input channels with 24
graphic EQs and enough DSP power for dozens of plug-
ins. All channels feature a remote-controlled head anp,
delay. 4-band parametric EQ with analog ecmuia-
tion mode and dual dynamics processors. VENUE
includes D-Verb, delay, pitch and dynamic plug-ins,
and supports plug-ins from other manufacturers. The
Assignable Channel Section (ACS) enables adjusiment
of all parameters for any selected channel. Optional
sidecars may be added to increase fader count.

VENLIE's 19-inch Stage Rack provides analog audio
170 for stage signals, accommodating up 10 48 remote-
controlled mic, line preamps and A/D converters. The
FOH Rack contains the D-Show mix engine and fur-
nishes audio connectivity at the mix position. Automa-
tion includes snapshot store/recall (999 scenes),
MIDI program change and response
to incoming footswitch events
or MTC cues. VENUE can
be interfaced directly 1o Pro ¢
Tools using Digidesign's FWx
card or TDM Record Option.

A standard VENUE system is
$62,995.

Jointly developed by Harrison (www
harrisonconsoles.com) and Showco, the LPC’s ex-
tensive automated input selection system greatly reduces

Ry oty

the number of active channels required for a given section
of a performance, while proprictary IKIS™ event-based
automation provides instant recall and reset of every func-
tion on the console (up to 10,000 setups). The LPC pro-
vides three mic and one line input per channel, motorized
faders and pots, and 5.1 panning Up to 32 mix buses or
aux serds are available, as are 32 matrix outs. Audio 1/O
is 24-bit, while internal signal processing uses Harrison's
40-bit Wide Pipe™ path. A TFT interface, alphanumeric
display on all faders and 16 remote VCA faders help users
manage shows with large numbers of inputs.

Designed with a small footprint and employing the
company’s Wide Pipe signal path. ‘Trion runs on Harri-
son's IKIS platform and features built-in 15-inch moni-
tors for 2t dedicated view of channel settings. Harrison's
PreView ™ wavetform envelope display gives the operator
a 20-second-long waveform view of any audio source.
Trion can incorporate from 32 10 an unlimiled number
of dual input channels, each with 16 or 32 aux sends and
24, 48 or 96 bus assignments (dependent upon configu-
ration). Channel controls and assignments are instantly
accessible as vertically oriented strips or “folded out”

across eight faders for true knob-per-function adjust-

Digidesign VENUE
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ment. The DTC™ (Digital Tools Card) adds a
20-second loop recorder and 32 digital bus
limiters with look-ahead intelligence—Dbe-
coming a gateway 10 DSP plug-ins. Adding a
portable 8-fader panel and screen, a remote
operator can control FOI or monitor mixes
from anywhere in the venue.

InnovaSon’s (www.innovason.com) Sy80
provides 80 inputs, 80 outputs and 48 mix
buses operating at 48 k11z/24-bit, with 32- 10
40-bit internal processing. Fader-per-channel
architecture provides simultaneous access 1o
all 80 channels. In addition to the motorized
fader, exch channel has a dedicated LED me-
ter and Cue/Select/Mute buttons. A Channel
Control section provides instant, dedicated
control over channel settings, while a 15-inch
retractable screen displays channel informa-
tion. InnovaSon’s XFAD™ expansion fader
combinations allow an engineer to group
several sources for control under one input
fader. The Sy80 is comrolled by Sensoft
8 PC-compatible software for editing and

InnovoSon
Sy48

archiving of up to 1,000 pages per show. Ex-
port and import functions allow file transfers
from console to PC and vice versa.

Housed in a compact package, Innova-
Son’s Sy48 provides 64 channels with 48 lo-
cal mic/line inputs, 16 local line inputs and
16 local line outputs for aux, inserts and
bus sends. The Sy48 maintains InnovaSon’s
tader-per-channel architecture, with Level
Meter, Mute, Cue and Select buttons per
channel. Faders are user-configurable as
inputs, VCAs, groups, buses, aux, XFAD,
matrix or crossfaders. Console features
include a central control panel for channel
parameters, 12-inch fold-down screens and
stereo monitoring with PFL, AFL and APL
(After Processing Level) listening on head-
phones or via allocated outputs. The Sy48
includes InnovaSon’s Sensoft management
software, facilitating instant recall of con-
sole configurations; snapshot automation
with manual or MIDI synchronization-en-
hanced Q' Page display and control for the-
ater applications; and offline programming
for show preparation.
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Lawo’s (wwwlawode) mc? 66 digital
mixing system comprises a mixing surface
with integrated control system, HI) Core DSP
and routing matrix, and DALLIS audio 1/0.
Control surface size may be configured
via 8-fader modules with systems from
16 + 8 faders to 48 + 8 taders, control-
ling up 10 192 DSP channels and 1+t mix
buses. All console surface modules are

“star-linked” to the control system so that
configuration may be changed
during operation without

unwanted noise or data

loss. Audio process-
ing is performed at

48 or 96 ktlz, with 2i-

bit resolution and 40-bit
internal processing. Each input
channel offers dynamics with look-

ahead function, delay, insert, panning
up o 7.1 and 32 aux sends. The DALLIS
modular I/O system can be loaded with any
combination of mic/line, AES, serial or SDI
interface boards and up 10 80 1/0 per sys-
tem. Comprehensive snapshot options store
control panel assignments, DSP settings,
matrix routing and 1/O parameters.

The CueConsole from LCS (www.lcs

LCS CueConsole

audio.com) is a modular control surface
that works with the company’s Matrix3
digital audio mixer. The 48kHz/32-bit sys-
tem supports up to 280 inputs, 512 outputs,

we.mixonline.com

Lowo mc2 66

256 buses and a 256x512 matrix controlled
by Space Map®, the muliichannel pan-
ner standard with every LCS system. A
CueConsole/Matrix  system  incorporates
dedicated hardware, negating the need for
a computer while running the show. Auto-
mation features one-button capture of all
controls and individual wait and fade time
settings for each fader, panpot and matrix.
Additional features include unlimited pre-
sets and multiplatform  software support
(Mac OS X, Windows XP Pro, Linux). Op-
tions include built-in digital multitrack play-
back and a Variable Room Acoustic System.
Pricing is dependent upon configuration; a
FOH system with 48 inputs, 16 outputs, 1/O
processing and 32 motorized faders stans
at around $110k.

Mackie’s (www.mackie.com) TT24 is a
midsized, 2i-bit/96ktiz digital console op-
timized for live sound. Each of 21 mic/line
channels includes a 100mm motorized tader,
rear pancl XLRFRS balanced input and TRS
insert. Eight additional line inputs include 4-
band EQ and can be sterco-linked (as can
the mic/line inputs). A Select Follows Solo
function automatically brings a soloed (or
selected) channel to the desk’s QuickMix
section for fast adjust-
ment of EQ and dynam-
ics. Three internal 31-
hand graphic equalizers
can be used 10 process
left, right and center out-
puts. Rear panel XLRs
are provided for 12 aux
sends, L/R and mono/
center  outputs.  Digital
connectivity  includes
ADAT optical, AES/EBU,

S/PDIF, word clock and

MIDI 1/Q. A USB port

links the TT24 10 a PC
running Mackie’s TT Control software for
control over every desk parameter. Two
expansion card slots facilitate a variety of
1/O options. Pricing starts at $7,199.
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-32 x 8 fiber optic snake

«Latle runs over 1.25 miles with
noloss

- Rugged fiber cable smaller in diam-
eterthan standard mic cable!!

«Native 24 bit/ 96 kHz
-48 kHz capable

=Ph.ntom power on every channel

~High quality Neutrik”
connectors

- Optiona lossless 3-way split of all
32 channels on stage end

- Simultaneous analog/AES3
digital outputs on all 32 channels

~Heavy-gauge steel construction

-Extended range and flexibility
means limitless routing options
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- Flat frequency response and
better than 100 dB dynamic
range— delivers true, crystal
dear sound

- Every channel accepts balanced or
unbalanced connections...
Ko need for DIs!

- Rack mount and wall panel
options available

- Perfect forinstallations of all
kinds (Houses of Worship, Clubs,
Corporate), broadcast and for
touring sound
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Lifechangers Church « Chicago, IL
Instaliaticn by Audio Analysts

The scope of the project was to design and
build astate of the art Vertec line array system
with the nstallation of 2 projectors and wreen
for their video staft. The audio system was t
have a three way split. One for FOH, one for
future momitor desk and one for broadcast

We chose Fibier Plex because of the flexitlity
We dicn't know what the format would b for
future broads ast or monitonng but, b
of the simultaneots analog AEYETBU signal we
coulld do whitt ever we wanted at a later daate
and be compatible with any desk they would
put in. We also realized that we could save the

lent a sutwtantial arvount of money ove
porand get much better performuance

Buddy and the guys were great and

were at our bexk and call throughout the
instalbation, They stand brehined their product
and aave tis a guaranty on performance
Manuiac turers’ support s very important to us
We wont work with anyone wt it stand
behind therr ine. Besides 1 like those quy

‘Right now | ightViper is the only systerm that
does what fwant it todo at the price Iwant

Analysts.

—Robert M. Langlois, Audio Analysts,
Colorado Springs, CO
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Mackie TT24

Stagetec’s (www.stagetec.com) AURUS
provides access to as many as 300 chan-
nels via up to 96 channel strips. Micro-
phone inputs feature the company’s 28-bit
TrueMatch A/D conversion, while line
inputs feature 24-bit TrueMatch A/D con-
version. AURUS operates at sample rates of
44.1/48/96 kHz, with 40-bit internal pro-
cessing. A central channel panel provides
all settings typically needed during normal
operation. AURUS works with Stagetec’s

Stagetec AURUS

NEXUS audio network. DSP is integrated
into the chassis of the NEXUS STAR, a
rackmount unit housing all audio process-
ing components and provides routing (as
required by the user) for analog mic/line
input and line out or a variety of digital
I/0. Two different channel types (full and
short) adapt available DSP resources to
project-specific applications. PC-compat-
ible software facilitates automation for
compete store and recall of all system
settings on- or offline, though a computer
is not required for use during production.
Pricing is dependent on configuration.
Yamaha's PM1ID (www.yamaha.com/
proaudio) Version 2 system comprises a
CS1DV2 control surface and DSP1DV2 or
DSP1DV2-EX rackmount processing en-
gines, both of which deliver 28-bit A/D and
27-bit D/A conversion. The CSIDV2 has
four 12-channel assignable input control
sections; the console’s Flip switch provides
access to an additional 48 channels. Con-
trols for the selected channel are accessible
via analog-style controls with a color LCD
showing channel settings. The DSP1DV2 en-
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gine supports 56 channels,
while the DSP1DV2-EX
runs 112. Output comple-
ment includes two main
stereos, 48 mix buses and
24 matrix, each with 6-
band parametric EQ, delay
and compressor. Inserts and
direct outputs are available for all
channels, while 12 DCA groups simplify
compiex mixing systems,
Version 2's Add-On Effects include
a studio-grade compressor, vintage EQ,
tape-saturation simulation and Yamaha’s
Reverberator REV-X. The PMID V. 2 pro-
vides data backup via USB or serial port,
as well as PCMCIA card. The CS1DV2 con-
trol surface starts at $66,000; DSP1DV2 at
$17,400; and DSP1D-EX at $19,500.
Yamaha'’s PM5D ($49,800) and PMSD-RH
($67,000) come in two basic configurations:
The PM5D includes 48 analog XLR/TRS
inputs with manual mic
pre’s, while the PM5D-
RH offers 48 analog XLR
mic inputs with recallable
gain. A 24-channel work
surface mixes up to 64
inputs. Using the PM5D’s
internal digital patchbay
and four rear panel mini-
YGDALI slots, a user can
instantly scene-switch
between totally discrete
stage setups of up to 130
inputs. Separate stereo and LCR buses are
furnished, along with 24 submaster or aux
send mix buses, eight DCA faders and an
8-output mix matrix. Eight independent
SPX2000-class multi-effects processors can

The company’s DM2000 ($18,600) con-
trols 96 channels in four layers of 24 at
any sample rate up to 96 kHz with 24-bit
resolution and 32-bit internal processing.
Twenty-four channels of balanced XLR mic/
TRS line-level input feature phantom power,
trim control, pad and balanced insert send
and return. Additional inputs may be added
via six rear panel mini-YGDAI card slots. A
Selected Channel section provides dedicated
encoders to adjust channel parameters. In
addition to independent compression and
gating on each channel, six 31-band graphic
EQs may be patched to any desired signal
path. Thirty output buses (eight subgroup,
12 aux, L/R stereo and four stereo matrix)
may be assigned to any output connector.
Eight onboard effect processors can be fed
from auxiliary buses or inserted directly
into input channels. All DM2000 V. 2 inputs,
outputs, effects and inserts can be assigned
to any of the console’s channels via internal
digital patching. The DM2000 features snap-
shot recall, complete DAW control, MMC
and Yamaha's Automix dynamic automation.
Studio Manager V. 2 software places control
of every desk parameter into a PC or Mac.
The DM2000 V. 2 also offers 96kHz effects,
access to Yamaha's Add-On Effects package
and memory card-based data management.

The DM1000 V. 2 ($5,599) handles 48
channels of audio at sample rates up to 96
kHz/24-bit with 32-bit internal processing.
The DM1000 is equipped with 20 analog
XLR inputs and 12 analog XLR outputs.
Two mini-YGDAI slots allow the DM1000
to be used with ADAT, Tascam or AES/EBU
digital formats, as well as additional ana-
log I/O. Channels are organized in three
layers under 17 touch-sensitive motorized

faders. Eight auxiliary buses

Yamaha PM5D

can be patched anywhere
in the system, and patch
setups can be stored in the
onboard library for instant
recall. In addition to scene
recall, the board features
Yamaha’s Automix Automa-
tion and Studio Manager
software for computer con-

be patched into any channel. The PM5D
supports surround panning from 3.1 to 6.1,
and has a 500-scene memory. The PM5D
is ready for Yamaha’s Add-On Effects and
includes the REV-X Reverb. Other effects
such as the Compressor276, Compres-
s0r260, EQ601 and Open Deck can be
obtained by purchasing the Channel Strip
and Master Strip packages.

www.mixonline.com

trol and management. The
DM1000 can be used for
DAW control over Pro Tools, Logic Audio
and Nuendo. A mini-joystick, multichan-
nel routing with bass management and
independent speaker delay facilitate sur-
round mixing. ]

In addition to contributing to Mix, Steve
LaCerra is the tour manager and front-of-
bouse engineer for Blue Oyster Cull.
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inside the box

From the maker of the world's first digital audio product, and whose legendary reverbs are found in
the world’s best studios, comes the world’s first stand-alone reverb that’s also a hardware plug-in:
the MX200 Dual Reverb/Effects Processor.

All the control and automation you want from a software plug-in, with the uncompromising quality you
expect in a dedicated hardware box from Lexicon®.

Make the connection, and start thinking inside the box.

exicon

A Hagnan International Company
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he weather couldn’t have been better

for the 10th Annual Mix L.A. Open.

held June 13, 2005, at the Malibu
Country Club. Winning for the third out of
four years was the Artist Tribe team, with a
score of 55. Second place went 10 Absolute
Music and third place went 10 Record Plant.
The Closest to the Pin coniest was won by
Tomas Sidenfaden. Josh Morton was the
Longest Drive winner, and Mike Greene
captured the Longest Putt Award.

Through the generous support of the
event'’s sponsors, the Mix LA, Open was
once again a huge success. Proceeds from
the golf tournament and silent auction
will go to the Ilouse Ear Institute’s
Sound Partners program and the Sound
Art program of Los Angeles. For more
information and photos, please visit www.

Second place goes to
Absolute Music (L-R):
Ryan Andrews, Joe
Milla, Johnny Hagan
and Jeff Benninghofen.

mixfoundation.org.

SPECIAL THANKS TO OUR SPONSORS

Photo Sponsor

Harman Pro Group: JBL Professional Tomas Sidenfaden receives the
Golf Shirts Closest to the Pin Award from
Panasonic Automotive Honorary Chairman Ed Cherney
Contest Holes () and Mix magazine’s associate

Audio-Technica Inc.
NARAS™ The Producers & Engineers Wing
Mix magazine

publisher Erika lopez.

Hat Sponsor
shure Incorporated

Golf Ball Sponsor
Yamaha Corporation of America

Hole Sponsors

Absolute Music

CE Pickup Compuny Industrial Acoustics Compuny
CenlerStaging

Design FX

Record Plant

The Pass Studios

Artist Tribe wins again!
{L-R) Ed Cherney, Erika
Lopez, Andy Greene,
Mike Greene, Mix Foun-
dation president Hillel
Resner and Dusty Stump;

missing from the four-

Lunch Box Sponsor
Wirner Bros. Studios
Beverage Cart Sponsor
The Village . .
Warner Bros. Studios some is Sydney Miller.

Sound Sponsor
Acme Audio
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Players warm up before
the big event!

Ed Cherney (L) and Erika
Lopez (R) present Josh
Morton with his award
for winning the Longest

Drive contest.

VAT

{L-R] Gary Lux, Erik St. Anthony and
Bob Michaels of the 5.1 Entertainment
Group team
Team Record Plant's {L-R)
Kenny Gradney, Paul
Barrere, Dan Suter and
Tony Braunagel take

home third place.

Nathaniel Kunkel
reloxes before the

fournament.

The Best Effort Award went fo Shure
Inc.’s team of (L-R] Al Hershner, Bart
Chiate and Tom Krajecki.
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The 2005 TECnology Hall of Fame

Innovations That Changed the Pro Audio World

BY GEORGE PETERSEN

A year ago, the Mix Foundation for Excellence in Audio,
which produces the annual Technical Excellence &
Creativity Awards, announced the TECnology Hall of
Fame. It debuted by honoring 25 innovations that shaped
the course of pro audio during the past 125 years. The task
of selecting so few from audio’s vast heritage was difficult,
vet with the help of an elite committee of 50 industry
leaders, we settled on the first 25 inductees, available at
www.mixonline.com TEC20.

This year, we've added 15 more honorees from 1913 10
1995. To keep these in historical context, inductees must
he more than 10 years old, hence the 1995 cutoff. So if
your personal fave isn't included, look again next year; the
competition can be fierce. And, as always, your comment/
suggestion/corrections are welcome. Drop us a line at
mixeditorial @ primediabusiness.com. Meanwhile, let’s take
a step back and explore the roots of pro audio.

EDWIN ARMSTRONG

Regenerative Feedback (1913),

Superheterodyning (1918), FM (1933)

Born December 18, 1890, Edwin Armstrong developed an
interest in wireless technology as a teenager. He later entered
Columbia University’s Electrical Engineering program, where
he investigated practical applications for Lee De Forest's
Audion triode tube. In 1913, in an effort 10 improve radio
reception, Armstrong fed the output of the
triode back into its input, a process he called
“regenerative feedback.” It greatly amplified
the signal and, if enough feedback was
applied to the input, it also acted as an
oscillator. Armstrong eventually raised the
tunds to patent the circuit, which became
the basis for today’s continuous-wave radio
transmitters.

In 1918, he invented superheterodyning,
which used the principle of heterodyning
(combining two frequencies 1o create new
signals equal to the sum and difference of
the original pain, and applied it 10 radio
receivers. Ironically, one of his most notable
developments was frequency modulation
(FM) in 1933, which didn't make its mark
until decades later. To promote the technology, he built the
first FM radio station in 1940, but despite the band's improved
sound, he was unable to convince networks and broadcasters
10 support FM. After years of legal hattles and despondence
over FM's lack of success, he committed suicide in 1954.

wwno.mixonline.com

WESTERN ELECTRIC/BELL LABS
Electrical Recording (1925)
No technology breakthrough in audio recording created
such a stir as the development of the electrical recording
process. Essentially, this revolution marked the demise of
acoustic recording, whereby audio signals entered a sound
horn pointed at the source and sound waves within the
horn vibrated a diaphragm attached to a needle that ctched
a groove in the wax record master. In the early 1920s, the
threat of competition from the fledgling radio industry sent
record companies on a quest to improve disc quality.
Although unveiled in 1925, electrical recording resulied
from several successive technologies, ranging from Western
Electric engineer Edward C. Wente's development of the
condenser mic in 1916 to the availability of improved
carbon mics—such as Western Electric’s venerable mocdlel
1B. But the breakthrough came with Henry C. Harrison
and Joscph P. Maxfield of Bell Labs,
who created a maiched-impedance
recorder that had a bandwidth of
50 10 6k Hz—greatly improved
from acoustic system’s limited
250 10 2.5k Hz range. After
paying a $50,000 fee (plus
a per-disc royally), record
companics invested in the
technology with new names
such as Columbia’s “Viva-
Tonal” and the Victor Talking
Machine Company “Orthophonic”
(VE, or Victor Electric) process.
True to form, many critics hated the electrical process,
claiming it brought out individual instiruments, thus
destroying acoustic recording’s smooth ensemble sound;
other detractors believed that this new technology sounded
harsh and unnatural. (Sound familiar?) Meanwhile, engineers
with years of experience working with acoustic horns were
faced with a need 1o know and understand electronics.
But along with improved 78 players in the home and other
record labels joining the electrical recording revolution,
there was no turning back. Within a few years, acoustic
recording had completely disappeared and the era of
modern recording had arrived.

HARRY F. OLSON AND LES ANDERSON, RCA

Model 44 Ribbon Microphone (1931)

When engineers Les Anderson and Harry F. Olson joined
RCA in 1928, talking motion pictures were the rage,




Bing Crosby (left} and Bob Hope working both sides of an RCA 448

radio was king and sound reinforcement systems were coming
into their own. However, mics with any kind of true pattern
control were nonexistent. Noting the earlier research of some
Siemens engineers on replacing speaker voice coils with a metal
ribbon design, the pair applied the ribbon approach to
microphones, first with field coils and later with permanem
magnets, resulting in the first ribbon mics (the PB-17 and
PB-31), which offered the advantage of a bi-directional
pickup pattern.

In 1931, the PB-31 was replaced by the 44A, which was
enormously successful and highly regarded for its smooth
wne and defined pattern control, which not only reduced
the effects of reverberation on soundstages, but also offered
higher gain-before-feedback in live sound applications. The
44A was updated with improved magnetic material in the
44B/44BX models. RCA also launched the unidirectional 774/77B
models and the multipattern 77C/77D mics. Nearly three-quarters
of a century later, all of these RCA ribbon models are still hard-
working audio tools prized by engineers worldwide.

ALTEC LANSING

604 Duplex Speaker (1944)

Altec Lansing’s famed 604 was not the first Duplex® coaxial
speaker; that honor goes to the company’s 1941 model 601, which
mounted an HF compression driver onto the back of a 12-inch
woofer with a hole cut into the center of the magnet, forming
a throat for a small multicell horn in the center of the cone.
However, it was Altec Lansing’s model 604 coaxial that created a
splash that continues to this day. The 604 was based on a 15-inch
woofer with a 3-inch voice coil within an Alnico V permanent
magnet, combined with a large HF driver and a six-cell horn. The
604 was capable of a then-impressive 30 watts of power handling,
but due to its high efficiency, wide bandwidth and point-source
imaging, it was soon adopted as a standard monitor in
studios.

Altec continued improving
the 604 through the years, and
the drivers have been used in
numerous variants, either in

stock “utility” cabinets, custom
enclosures, modified third-party
designs (Big Reds) or with an
alternate crossover such as Doug
Sax’s Mastering Labs model. The
affinity for the 604 may have waned in
the studio, but it later regained popularity
as the basis for UREI's 811/813/815 monitors.

PULSE TECHNIQUES

Pultec EQP-1 Program Equalizer (1951}

Pultec founders Gene Shank and Ollie Summerland unveiled the
first passive program EQ in 1951. This EQP-1 was based on filter
circuits licensed from Western Electric and sounded great, but
suffered the gain insertion losses typical of any passive filter, so
the duo upgraded their original unit to the EQP-1A, which followed
the EQ section with a gain makeup stage using a push-pull design
with 12AU7, 12AX7 and 6X4 vacuum tubes. Designed for broad
equalization of program material, the EQP-1A had four low boost/
cut frequencies, three high-cut frequencies and a choice of seven
HF boost points, along with a bandwidth control for shaping the
high boost curve.

Like many boutique entrepreneurs, Shank and Summerland
built every unit to order by hand in their true two-man operation.
Other Pultec units included the EQ-H2 high-frequency equalizer,
the MEQ-5 mid-band EQ and the EQP-1A3 (an EQP-1A in a two-
rackspace chassis), as well as solid-state versions, which had silver-

face front panels. The company folded decades ago, but its spirit
lives on in products such as Manley Lab’s Enhanced Pultec EQP-1A,
an updated version with improved sonic performance.

GEORG NEUMANN COMPANY
48-Volt Phantom Power (1966)
Phantom power is nothing new; in fact, the concept hails back
to the early days of telegraph and telephone technology when
it was discovered that low voltages for carbon mics, ringers
and buzzers could be run down a two-conductor signal line.
Originally, there was no need for phantom power in the audio
industry, where the choice was dynamic or ribbon mics (which
require no powering) or tube mics, which typically draw high
currents that are inappropriate
for phantom powering. With
the advent of transistor-based
condensers, the alternative to
an external power supply was
battery powering or the 12-volt
AB power system (sometimes
called T-powering) developed
by Hamburg’s NWDR Labs.
Neumann’s first mic with AB
powering was the 1965 KTM,
but the company's engineers
were not impressed with the
12V system. In 1966, Neumann launched the renowned 48V
powered KM 83/84/85 condensers (now the KM 183/184/185 line),
and with no voltage potential between the two conductors—hence
the name “phantom”—the system could withstand shorts, polarity
reverses and connection to dynamic mics without damage. The
KM 80 Series mics were a hit, the 48V standard was adopted
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throughout the industry and, today, 48V
phantom power makes life a little easier for
thousands of audio engineers.

GEORGE MASSENBURG

{TI ME-230 Parametric Equalizer
(1969)

With so many tools available at our
fingertips, it's hard to imagine a time
before parametric equalizers existed, but
we have George Massenburg to thank for
this development. In 1967, Massenburg was
using a prototype sweepable EQ designed
by his friend Bob Meushaw. The unit had
noisy early op amps and an odd interface,
but offered advantages over the graphics,

program EQs and filters available at the
time. Two years later, Massenburg wanted
to create a more elegant interface on a 3-
band equalizer (with independent control
of gain, Q and frequency for each band) for
a console he was designing for IT1. Only
one ITI board was ever built (it’s currently
at the bottom of the Baltimore Harbor), but
the ME-230 parametric EQ it featured was
shown at AES in 1971.

It was somewhat crude, and many of
the components (particularly op amps)
were hardly up to today’s standards, but
the parametric equalizer was finally born,
and Massenburg presented his findings on
parametrics in an AES presentation a year
later. Massenburg never patented the circuit
or trademarked his term “parametric,”
but continues to build (much improved!)
parametric EQs sold through George
Massenburg Labs.

ROBERT MOOG

Moog Music Minimoog Synthesizer
(1970)

Even though his name is nearly synonymous
with synthesizers, Bob Moog didn't invent
the instrument. In fact, his Minimoog
wasn’t even his first creation or the most
powerful. But the Minimoog found its

way into the studio, where
session players wanted
a compact synth to use
on dates. Sensing a new
market, Moog took the
most requested modules
from his large modular
systems and put them into
an easy-to-use package
that didn't require patch
cords or programming knowledge. It was
unveiled at AES in 1970 and priced at
$1,200.

The pro community saw the Minimoog
as an audio tool, but the response at
NAMM from music dealers was less rosy,
especially in an era when synths simply
weren't sold in music stores. But with
time, sales took off, and by 1980, when
production was halted, more than 12,000
Minimoogs had been sold, although Moog
had sold his interest in the company
by then. Years later, Moog bought the
company back, and today, Moog Music
offers keyboard and rackmount versions
of the Minimoog (now updated with
MIDI, preset memories and more), but its
thick, chunky, phat, classic sound remains
faithful to the original.

DOLBY LABORATORIES

Dolby Stereo Theater Sound (1976)
The roots of multichannel theater sound
hail back to Disney'’s Fantasia, which, in
1940, appeared in certain theaters with a
“steered” 3-channel optical track played by
a truckload of equipment. After World War
11, interest in stereo films increased, and in
1953, The Robe, the first CinemaScope film,
featured four tracks of stereo sound on
magnetically striped film stock. This single-
system approach simplified the presentation,
but stereo film releases were rare, as mag-
striped prints were fragile and expensive
and distributors had to maintain inventories

of mono and stereo prints.

Everything changed in
1976 with A Star Is Born,
the first film released with
a Dolby Stereo soundtrack.
The format used phase
matrixing to store four
channels (left/right/center/
surround) onto a 2-channel
format, which, in this case,
was two closely spaced optical tracks on
a standard 35mm film. The beauty of the
system was compatibility: A 35mm Dolby
Stereo film could be played anywhere,
whether in a non-Dolby mono drive-in or
in a theater upgraded with Dolby cinema
decoders and a 4-channel playback system.
And, with no appreciable cost increase in
manufacturing stereo prints, film studios
were receptive to the idea. By 1977, the
success of blockbusters such as Star Wars
and Close Encounters of the Third Kind
helped push exhibitors into upgrading to
the new format. Interestingly, the tens of
thousands of Dolby Stereo tracks encoded
onto Beta/VHS HiFi video releases laid
the groundwork for a revolution in home
theater, fueled by the arrival of Dolby Pro
Logic—equipped stereo components in the
years to come,

Today, movie prints with digital sounds
have Dolby Stereo analog soundtracks for
backup and compatibility with all cinemas.
Dolby Surround is also used on nearly every
TV surround broadcast.

AMPEX

ATR-102 Mastering Recorder (1976)

Unveiled nearly 30 years ago at AES in
1976, the Ampex ATR-102 (the 2-channel
version of the company’s ATR-100 Series
recorders) is still considered by many to
be the best mastering deck ever built.
Unfortunately, it wasn't always that way.
Early units were sometimes erratic and

Dolby Stereo Optical Playback in the Cinema

& |
B Dolby cinema ¥\
e
Signal flow in a Dolby Stereo system
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unreliable due to some substandard
assembly line work and uneven quality
of parts from outside suppliers. But after a
few years of such growing pains, the ATR-
102 emerged as a favorite of studios and
broadcasters alike.

Created by Ampex hardware engineers,
the ATR Series incorporated advanced
aerospace techniques with clever design
details. The transport’s gentle pinchroller-
less design with capstan and reel motors
under servo control provided smooth,
continuous tension and tape handling,
with almost nonexistent speed drift and
extremely low flutter due to the large
capstan. A unique plug-in head block let
users change heads/guides in a matter of
minutes, while its layout and convenient
thumbwheel made for fast, easy editing. In
all, some 3,000 machines (inono, stereo and
multitrack) were made until the series was
discontinued in 1982, but ATR-100s are still
quite alive thanks to parts, service and even
new designs (such as the 2-inch 8-track and
1-inch 2-track) from ATR Services Inc.

FAIRLIGHT

CMI (Computer Musical Instrument)
{1979)

Fairlight was founded in 1975 by Kim Ryrie

Kim Ryrie shows lightpen
control of the CMjagn,

and Peter Vogel, who were interested in
using the newly available microprocessors
to create digitally controlled synthesizers.
Fairlight began shipping its revolutionary
Series I CMI (Computer Musical

Instrument) in 1979, with the first two

units going to Peter Gabriel and Stevie

Wonder.

Based on two 6800 processors, the
CMI provided digital synthesis with a
G-octave keyboard, 8-note polyphony,
two 8-inch floppy disk drives (one for
the operating system, the other for
archiving/library storage of sounds) and
a whopping 208 KB of
RAM. The system offered
onscreen displays of
waveforms, which could
be modified via Fourier
synthesis or simple light-
pen redrawing of the
waveform,

It also offered
sampling, with the ability
to pitch-shift sounds
or make modifications
via the CMI processor.
An onboard sequencer
stored note velocity
information, and up to
eight 8-bit audio outs
were available for routing
to a mixer or multitrack.
Things can (and wilD)
change over time. Now
celebrating its 30th anniversary, the
company’s latest generation of digital
consoles integrate for 24-bit/96ktHz DAWSs
and are based on a 240-channel, 72-bus
QDC engine.

ROGER LINN, LINN ELECTRONICS
LM-1 Drum Computer (1979)

It isn't often that an inventor creates a
musical instrument that almost overnight
changes the course of popular music,
but Roger Linn is one such innovator.
The concept of the drum machine wasn't
exactly new: Kimball received the first auto
accompaniment patent decades before
and Roland had its first drum box back
in the 1960s. However, Linn’s LM-1 Drum
Computer was the first programmable drum
machine with realistic sampled drums and
was an instant success among recording

Roger Linn in 1982, with the LinnDrum

pros—even at a retail of $4,995.

The LM-1 had 18 8-bit/28kHz drum
sounds but no cymbal samples because
of the huge memory requirements of long
sounds. Only some 500 units were sold—
seemingly all to producers and composers
who previously hired session players—
putting studio drummers on the endangered
species list. Suddenly, jobs sprang up for
drum machine “programmers.” In 1982,
the LM-1 was replaced by the LinnDrum,
a lower-cost (only $3,000! unit that added
cymbal sounds, live drum trigger inputs
and sounds that could be interchanged by
swapping socketed internal ROM chips.
But either way—LM-1 or LinnDrum—pop
music would never be the same. In his
post-LinnDrum life, Linn created Akai's
MPC Series and now operates Roger Linn
Design, makers of the Adrenalinn beat-
synched multi-effects processor.

DAVE SMITH, SEQUENTIAL CIRCUITS
MIDI Specification {1983)

The Musical Instrument Digital Interface
(MIDD had its origins when Sequential
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Dave Smith (R) demos MIDI at Winter NAMM, 1983

Circuits’ founder (and designer of the
Prophet-5, the first fully programmable
polyphonic synth) Dave Smith presented a
1981 AES paper for a Universal Synthesizer
Interface (USD) based on his meetings
with Tom Oberheim and Roland’s Ikutaro
Kakehashi. USI proposed a common note-
on/off communications protocol between
electronic instruments from different
manufacturers. In a rare example of
insight and cooperation, U.S. and overseas
companies began working together to refine
USI into the more powerful MIDI standard.
MIDI was first publicly demonstrated at
Winter NAMM 1983, when a Prophet-600
was connected to a Roland JP-6.

As computers became affordable and
more powerful, MIDI became
a staple in studios, along with
growing racks of synths, drum
machines, sequencers and samplers,
with control rooms expanded to
house all of this gear. During the
years. the original MIDI spec was
enhanced with features such as MIDI
Sample Dump, MIDI Time Code,
MIDI Show Control, MIDI Machine
Control and General MIDI, as well
as incorporating MIDI sequencing
into the DAW environment. Smith
later joined the development team
on Reality—the first professional soft
synth—and, more recently, started
Dave Smith Instruments to design
new, enhanced analog synths such as
the Poly Evolver Keyboard.

AUDIO PRECISION

System One (1985)

In 1984, four former Tektronix
engineers formed Audio Precision
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with the intent of becoming “the quality
leader in the audio test equipment market.”
Armed with decades of experience in
designing audio test gear, the group set
out to accomplish that task. A year later,
the company unveiled its System One,
which was three to 10 times faster than
other systems on the market, while setting
new performance standards with residual
distortion and noise specs that could
handle the CD players and 16-bit digital
products that had just come to market.
One of the first PC-based instruments,
System One combined dedicated
hardware with software that
simplified the creation of automated
test procedures, which was ideal
in manufacturing environments
where non-technical users often
run quality control tests. Within
a few vyears, the System One
was accepted as the standard in
consumer and pro audio, but the
company continued to refine the
product with software updates
and new hardware platforms
that added DSP (FFT analysis,
waveform displays, etc.), digital
domain testing and full 192kHz
measurements. In 20 years, more than
10,000 Audio Precision systems have been
sold and thousands of the original System
Ones remain in operation worldwide.

YAMAHA
O2R Digital Console (1995)
At the APRS (UK studio) show in 1995,

www.mixonline.com

Yamaha unveiled its less-than-$10,000 02R
20-bit 8-bus console, offering 24 analog
inputs and 16 digital tape returns for
a total of 40 inputs in remix. To say
this product was a “hit” would be an
understatement: “Revolution” would be
a far more accurate term. In addition

to providing digital domain mixing, the
02R offered moving faders; instantaneous
reset of all console parameters; limiter/
compressor/gate on every channel and
output bus; programmable 4-band, true
parametric EQs; four

[/O card slots

accommodating ADAT, DA-88, S/PDIF and
AES/EBU signals; and two SPX-quality
internal effects processors. A slick feature
was the ability to create “libraries” of
favorite DSP settings, while a central LCD
panel showed EQ curves, DSP parameters,
console setup/routings, etc.

Perhaps one of the 02R’s coolest features
was a simple cascade port on
the rear panel, which allowed
multiple consoles to be linked
for more 1/Os, creating a fully
loaded 80-input board for less
than $20,000. And as the 02R was
software-based, later updates
added new functionality such as
surround mixing.

Eventually, the O02R was
“replaced by Yamaha's 02R96,
a 56-input, 24-bit/96kHz board
with full mix interfacing with
popular DAWSs. But in its time,
the original 02R was a hugely
successful product that broke
all the rules, and, paired with
a couple of ADAT or DA-88
recorders, the notion of the
affordable all-digital studio was
no longer a fantasy. ]

George Petersen is Mix’s editorial
director.
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Craig Sharmat

BY GARY ESKOW

Guitarist’s Career Finds New Life in Composing

ids don't usually launch their music career
B composing or arranging; those gigs evolve over
time. Craig Sharmat (www.scoredog.tv), for
example, grew up in Irvington, N, playing guitar in
high school bands. After studying at Syracuse University
and the University of Arizona, he settled in California,
graduated from the Guitar Institute and headed to Las
Vegas. Lounge and showroom gigs (he backed Englebert
Humperdinck!) eventually grew old, so Sharmat headed
back to L.A. Soon, he was on the road with Ronnie Laws
and Randy Crawford.

In the mid-1980s, he landed his first scoring gig for
Disney’s Kids Incorporated and hung onto it for three
years. Bitten by the composing bug, Sharmat hung up his
road shoes and began looking for scoring assignments.
These days, the guitarist, who admittedly has limited
keyboard chops, is an A-class orchestral emulation
specialist. When he’s not composing music for America’s
Most Wanted (a gig he’s held for 10 years) and animation
and other nationally broadcast shows, Sharmat can be
found in his home studio churning out show pieces
for several major sample libraries, including the Vienna
Symphonic Library and Sonic Implants. He has recently
worked with trumpet player Rick Braun on game sound
arrangements for Sony.

Computers, of course, are now spread throughout
Sharmat’s studio. His current console-less rig includes
four PCs and a 2GHz dual Mac G5. “I mix entirely within
Digital Performer or Logic,” Sharmat says. “Logic 7 is
excellent—there are some new EXS sounds that are really
good—and I'm starting to make it my main sequencer.

“Once you start getting into large track counts—I
typically run up to 60 and sometimes even more—it’s
critical to set up templates that you can use over and
over again,” he advises. “It's also important to decide
which libraries you prefer for different tasks. With strings,
I'll have multiple tracks for all sections. Take the cello
section: I'll set up tracks for staccato and legato cellos,
and another that can handle runs. The Sonic Implants
library is my overall favorite straight out of the box; it
has the most natural sound. The samples are placed in
the proper positions with just the right amount of hall
ambience. I use the EastWest Quantum Leap Symphonic
Orchestra for a number of things—mostly when I need
power. I also use the SAM libraries. The new True Strike
percussion library is my go-to percussion source. I also
like their brass; they come with more effects than any
other library.

“l use VSL a lot because their articulations and tools
are so well-thought-out, but when I apply reverb, the
work needs to get a little more detailed. Once it’s set up,
though, I don't have to think about it again. With VSL, I
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Craig Sharmat surrounded by his computer-centric composing rig

need to create the early reflections of the stage. I'll take a
convolution reverb that has different stage distances and
apply them on a per-section basis. Just as you'd hear them
in a hall, I set up the strings closest to the listener, then
the winds, brass and finally the percussion. This is how I
create depth in a mix. Then I'll put a large room on top as
I would with the libraries that have built-in reverb.”

The other computers in Sharmat’s studio are Lightpiped
into his G5 mixing station. “Everything goes through a
MOTU 2408 Mk III. I have two other MOTU devices: a
1224, which I use for analog inputs, and a 2408 Mk II
for other audio inputs. I've eliminated most of my MIDI
devices by setting up an Ethernet network and using MIDI
Over LAN.” Sharmat has had little call for surround mixes,
holding onto a pair of Event 20/20s. “I've gotten to know
how the mixes I create on the 20/20s will translate, and
they work well for me.”

As difficult as it has been to capture orchestral
sections’ expressive potential, sampling solo instruments
to yield satisfying results has been more difficult. Sharmat
is quite partial to the Synful modeling device. “They've
done a great job modeling these instruments and I've
begun to add them onto my sample libraries with
excellent results,” he says. In addition to the commercial
products integrated into his studio, Sharmat also relies
on the custom library he and several colleagues created
in 2004. “Several of us went over to Prague to record an
orchestra. We wanted to capture articulations that were
not available in commercial libraries. We also wanted to
create a library that didn't have a sound you could buy
off the shelf. It feels more personal.”

As clever as he’s become with the sample manipulation,
Sharmat still holds onto his six-string. “I have my old
Roland GR50 rackmount guitar controller. I use it with a
Brian Moore guitar that I really love. I play gigs with it and
the guitar makes its way on top of many of my sequenced
tracks.” |

Gary Eskow is a contributing editor to Mix.
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Make Way for Family Guy
Mixing for Every Word at Wilshire Stages

By Maureen Droney

ou wouldnt expect people who
i listenn to Family Guy jokes all day
to look so, well, normal. But in
person, the post-production sound crew
for Family Guy looks like any average
group. This probably comes as a surprise to
anyone familiar with the lightning-paced,
over-the-top and screamingly funny (Huh?!
Did he just actually really say what I think
he said?!) animated TV series.

A little background for those who aren’t
(yeD) into Stewie. Family Guy revolves
around the lives of the mjorly dysfunctional
blue-collar Griffin family of Quahog, R1I.:
dim-witied father Peter, sophisticated baby
Stewie and the sardonically talkative,
alcoholic family dog Brian—all voiced by
show creator Seth MacFarlane—along with
teenage sister Meg, brother Chris and Lois
the mom. Although canceled in 2002 after
three seasons, thanks to unprecedented
DVD sales (reportedly more than 4 million
units) and a top slot on Cartoon Network's
Adult Swim block, Family Guy is back with
a vengeance.

Holed up at Los Angeles’ Wilshire
Stages, the crew is immune to all of the
hype, mostly because they have so much to
do. They're mixing 35 episodes—quickly.

An episode is mixed during a two-day
period and then airs on Fox (elevision the
following Sunday. The same team also
mixes American Dad!, the new animated
series also by MacFarlane. They've also put
together in surround—with all the usual
commentary, deleted scenes, etc.—the
DVD movie Family Guy Presents Stewie
Griffin: The Untold Story, comprising three
of the new episodes and the edited-out-for-
network-TV material.

PHOTO: MAUREEN DRO!

From left: Family Guy’s recordist Matt Duncan, music editor Stan Jones, supervising sound editor Bob New-

lan, effects mixer Som Black and music/dialog mixer Jim Fitzpatrick. Sitting: associate producer Kim Fertman
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Wunderkind MacFarlane was only 24
when he created Family Guy, now, he
oversees a franchise. And he siill does the
bulk of the voices, much of the time changing
from character to character on-the-fly.

The scene recalls shades of the ’50s,

where Mel Blanc did the voices for
Bugs Bunny, Daffy Duck and Porky Pig.
In fact, much of Family Guy’s cutting-
edge comedy is deeply rooted in classic
television. For one thing, its music is
recorded with live orchestra at Fox's
Newman Stage, with venerable scoring
mixer Armin Steiner at the controls. And
one of the show's trademarks is rapid-fire
cutaways, often to parodies of vintage
movies and television.

Those cutaways are one of his biggest
Family Guy challenges, comments
supervising sound editor Bob Newlan.
“We have to distill the essences of those
TV and movie parodies,” he explains. “The
bit might only take 10 seconds of screen
time, but I've got to research the movie and
figure out what went into its sound effects.
We don’t have much time and there are no
effects predubs. We've just got to come up
with something quickly.

“It's a challenge of animation in general:
A character will fire a gun twice, jump in
a car, peel out and hit a pedestrian—all
in two seconds,” Newlan continues, “The
effects can’t hang on at all. But with the

—CONTINUED ON PAGE 85
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Sounddogs.com
From Pets to Jets and Everything in Between

By Maurcen Droney

nline sound effects distributor

Sounddogs.com definitely has

it together. Punching up the
company's Website on July 4, 2005, I was
immediately presented with a large selec-
tion of fireworks sounds. Pretty clever,
huh? Say I'm an editor at a TV news
station and the production sound for the
town fireworks display didn’t turn out
100 well. Or, maybe I'm putting together
a little home video of the July 4th family
reunion, or—well, you get the picture. if
you work with sound design, Sounddogs.
com wants to make your life easier.

“We try to hit it like that: target what
customers might be looking for,” says
Sounddogs.com VP of production Paul
Virostek. “One of our main appeals
is that we make it really simple. For
example, the site is quick to load and
there are no unnecessary graphics. It's
just a tool for customers 1o quickly find

exactly what they need.”
Launched in May 1997,
Sounddogs
mostly over the Internet—
sound effects, production
music, samples and loops
to a client base that works
on productions of all sizes
and budgets, from feature
films 10 home videos. The
library, which has 260,000
discrete sounds, is vast and
growing. It now includes
the Casablanca Sound Library, Master’s
Workshop and Amadeus collections,
among others, as well as the personal
libraries of such notables as Craig
Henighan (Sin City, Requiem for a
Drean), Dan O'Connell (Foley on
Pirates of the Caribbean, Gladiator)
and Andy Newell (The Wild). The
company’s latest acquisition is the

.com sells—

SmartSound Software
Expert Music Editing in Sonicfire Pro

By Barry Rudolph

peed is everything in commercial

music production. A three or four-

hour booking for a 30-second spot
doesn't leave a lot of time for final music
tweaks. And, with the increased number
of video changes at the last minute, timing
music to video can sometimes be prob-
lematic. SmartSound (www.smartsound
.com) Software of Northridge, Calif—a
provider of music soundtracks with a huge
library of license-free music tracks and its
flagship product, Sonicfire Pro 3.2—be-
lieves it has a solution.

Traditionally, needle-drop music
libraries are sold via music CDs, where
cuts at a set length are manually auditioned
before users import and cut in a video
editing system to the required length for
the picture. All of SmanSound’s library
music has been pre-encoded using a
patented technology that allows any track

to be instantly rendered into a new and
unique musical arrangement, fearring
intro, main body and ending sections,
and ranging in length that is anywhere
from three seconds to more than 30

N 2

soun

Sounddogs.com co-founder Rob Nokes

prestigious SoundStorm library, a
wealth of material recorded by Bruce
Stambler (The Fast and the Furious,
Stealth), John Leveque (The Fugitive,

L.A. Confidential) and the other
acclaimed SoundStorm editors.
The onginal Sound Dogs Inc.,

established in Toronto in 1991 by Greg
—CONTINUED ON PAGE 88

a compelling, high-impact soundtrack,
especially when there is neither time
nor the resources 10 hire a professional
scoring composer. Sonicfire does the

| "

minutes. The resulting transformation
sounds natural. musical and without
digital antifacts, as neither pitch
shifting nor time stretching is used.
Music tracks retain their original keys,
tempi and tempo variations (hard
quantization is not a requirement
for encoding), and legato, rubato or
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accelerando sections, grand pauses

and key changes are kept intact after
encoding.

Kevin Klinger, president and
CEO of SmartSound Software, says,
“Sonicfire Pro 3.2 is the mos! efficient

IO

way for commercial and broadcast
media creators and editors to create

The Timeline window in Sonicfire Pro
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work of an experienced music editor by
creating a professional-quality soundtrack
that is perfectly timed.”

Sonicfire Pro is now bundled with Avid
Xpress® Pro V. 4.5 and Media Composer®

Adrenaline™, and includes 40 tracks of

pre-licensed  SmartSound music  tracks.
For multimedia creators, Sonicfire Pro has
advanced integration with Macromedia Flash.
Recently, SmartSound entered a partnership
with Megatrax, a music library production
company, to launch a new SmartSound-
enabled music library comprising more than
260 songs on a single, dual-layer DVD entitled
The Scene. This marks the first time that a
needle-drop music library has been encoded
to work with SmartSound technology.

THE ENCODING PROCESS
During a three-step process called “blocking,”
SmartSound’s  proprietary software, Block
Aid, encodes stereo music tracks supplied
by SmanSound’s network of professional
composers, Music tracks can be in any format
when they're submitted to a staff of in-house
musician/engineers, aptly called “blockers,”
who meticulously guide Block Aid through
a four to five-hour session per two o five-
minute music piece. All musical editing
decisions are made on a case-by-case basis.
First in the process is zero-axis crossing
digital editing; slicing and dicing the music
into blocks. Block length can be anywhere
from a single 16th note to eight measures
long, depending on the music, the demands
of the song's amrangement complexities
and potential variations. To accommodate
length variations in sub-second exactitudes,
the endings of songs are chopped up

#FF

even more finely to ensure natural and
smooth transitions to the very end of the
song—even during a ringout after a shock
ending.

Once all blocks are determined, the
blocker tags all possible begin blocks. A
begin block is a section that can also serve
as an alternative intro, giving an editor
more than a single intro choice. Next is
the assignment of compatible blocks. The
most time-intensive portion of encoding,
this is an auditioning process in which
blocks are connected together and checked
for musicality and sound quality at the
moment of transition. Both good and bad
compatibilities are logged, with good
compatibilities indicated in green.

Once all good compatibles are entered
into a database, a list of possible variations
is built and displayed in an onscreen matrix
table. The power of Sonicfire Pro is that you
can quickly audition all the variations without
having to do any editing—just find one that
you like and move on. Usually, there are
at least three and up to six varations for
each song. More variations are possible as
you increase length. There may be only a
single three-second variation possible of an
originally four-minute song, but as many
as 12 choices if you opt for a minute-long
variation of the same four-minute song.

The encoding process is complete after
the database is annotated with keyword
names, block names, publisher and licensing
data, and composer information. The files
are outputted using a special SmantSound file
format that can only be read by Sonicfire Pro.
All SmartSound library CDs are arranged by
style, with up to 26 different songs per style.

Pyl
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USING SONICFIRE PRO

IN THE STUDIO

In the video editing bay, using Sonicfire
Pro 3.2 (PC/Mac) and any SmartSound-
encoded track, editors can load their video
and drag out a timeline for the music
and then select from several variations or
arrangements of the selected song. Editors
can freely experiment with substitutions,
repeats, crossfades, fades and more using
all of the familiar digital audio editing
tools. Warning indicators will respond if
you've selected the same block more than
once in a row or if you attempt to join
incompatible blocks.

Unique to Sonicfire is a comprehensive
search engine to find just the right music
for every clip. Considering that there may
be thousands of songs in your library, you
can search by style first and then drill down
further using criteria search such as intensity,
instrument or descriptive keywords. There is
a Preview window to listen to a song snippet
before loading its entire file.

You can preview new songs that are not
in your library against picture by visiting
SmartSound’s Website. If you find one
that works, it can be downloaded directly
into a session. All billing, file capture, and
reorganization and background processing
is done behind the scenes without slowing
down an edit session.

Once a song is at the appropriate
length, you can output audio in any format
and sample rate your project requires—
including 22.05 kHz for multimedia

applications.  Available sample rates
currently go up to 48 kHz, with higher
resolutions coming soon. ]

* Benchmark price/feature/performance ratio breakthrough!
* Streaming playback of compressed video files to multiple networked Pyxis
* A family of Pyxis versions ideally matched to your chosen application’ §
* Professional HD capture and playback for screening, dubbing, telecine
* Precise SONY 9 pin control for DAW support and audio post producti
* Perfect low cost NLV partner for MIDI Machine Controlled Workstati

. Runs on suitable off-the-shelf PC hardware
* Options for Tri-level sync, MIDI Machine Control and LTC

‘Defining the Essence of Surround Mixing  www.fairlightau.com
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Family Guy

—FROM PAGE 82

pace of this show, it’s even more so. You've
got to condense, condense, condense.”

At Wilshire's Stage C, three Pro Tools
systems are used for the mix: one each for
effects, music and dialog playback. The
dialog rig also does double-duty with stem
mixes routed back to it through Stage C's
Harrison console for peak limiting,

“I use the console’s faders to mix on,”
says dialog and music mixer Jim Fitzpatrick.
“l also do my sends, returns and panning
on the board. Al of the processing—
EQ [except on music], compression and
reverb—is in Pro Tools.”

For dialog, Fitzpatrick generally has
seven tracks of principal voices and five to
eight tracks of group walla. The vocals that
arrive for the mix are, he says, “reasonably
consistent. For a while, we got lines that
were recorded in different environments
with changing early reflections,
gave us some challenges. But things have
settled down. Now I just deal with the
different distances from which the actors
are working their mics.”

In the mix, Fitzpatrick applies little
compression to individual vocal tracks.
“That sounded too crunched,” he explains.
“I work more with overall levels in the
traditional style where everything goes
through a dialog chain. It’s simple, really:
a Waves Renaissance compressor adjusted
gently for a soft knee and the Waves L1 set
for brickwall limiting. Then I play with it,
adding gain into the chain, lowering the
threshold—tickling it all the time.”

Sound effects are plentiful and punchy,

which

but, as sound effects mixer Sam Black
notes, the directive on how they’re used
is unequivocal: “Dialog is king,” he states.
“If a character is talking, effects don't play.
There could be a gunshot behind a line of
dialog, but they'd rather not have it at all
than put it i at low volume, We had one
scene where somebody puked on a wall,
You see it dripping and we had sound
effects for it. But during the first two drips,
there was dialog so we didn't play the
drips. The second two drips, no talking, so
we played them.”

Black generally works with eight
channels of Foley and 24 of effects.
“Everything is covered,” he explains, “and
almost all of the sounds I get have multiple
clements. A tace punch, for example, will
have four or five elements to it. But it's
either play it or don't play it. Stay out of
the way of the dialog and then play it
as big as you can. The same thing with
backgrounds: We very seldom use any.”

Black and Fitzpatrick admit that Fumily
Guy's mixing style took some getting used
to. “They don’t want processing and they
want everything in-your-face,” notes Black.
“If a character goes into a bathroom, your
reaction as a mixer is to add some slap.
But we do very little of that. Basically,
everything is dry and loud.”

“Also, we seldom play ‘perspectives,”
adds Fitzpatrick. “If Stewie’s yelling while
he's carried up the stairs, instinctively you
want to pull away and put some reverb on
it. But he stays at one level. It’s all part of the
joke, so every word needs to be heard.”

MacFarlane is adamant about using
orchestra, calling that type of recording
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of the “most fun parts” of the
production process, citing “a big, fat,
quality of sound that you can’t get from
electronics.” Almost all of the
music, composed by Walter Murphy and
Ron Jones, is recorded live.

“We've used up to 55 players,”
comments music editor Stan Jones, who's
worked on Family Guy since the first
season, “Or it might be just brass with
no strings, or guitar, bass and drums. It
depends upon the show. We record 24-bit,
48k, and Armin does 5.1 mixes that get
delivered to the dub stage.”

Although a session may run just four
hours, prep time is extensive. “We figure
out where the music will be,” says Jones.
“Then the music editing department does
a full breakdown of timings—every laugh,
smile and cut. There’s click track and
streamer [visual timing cues that run with
picture] preparation. There are a bunch
of guys working on arrangements who
need notes and copyists who break it
down and write out the parts for the
different musicians. Files are sent back and
forth—iChat, iDisk and FTP—between the
composers and arrangers, and we get MIDI
files so we have the exact tempos. Each cue
gets a Pro Tools file, then they're merged
into a session that has all of the cues.”

Anywhere from 12 to 24 tracks of
music arrives for the dub, where Fitzpatrick
brings them up on the console. “It’s such a
pleasure to have the live music,” he says. “I
rarely have to do anything except get the
levels right.”

In addition to The Untold Story DVD, the
TV episodes also get 5.1 mixes. The focus,

one
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sound for picture

for them, however, has to be on stereo
for the immediate airdate. “We take our
first pass through on the big JBL speakers
in 5.1 just to get everything in place,”
explains Fitzpatrick. “After that, we do our
playbacks through smaller Audix speakers,
just listening in left and right. It's Dolby
surround—encoded LCRS, but we stick with
the left/right and work with what we hear
on the small speakers. When Seth comes
in, we turn the level even lower; that’s how
he likes to listen.”

Family Guy episodes make an unusually
seamless sonic transition between program
and commercials. “It's not hard to get
it loud enough; getting it loud enough
without having it sound squashed is the
problem,” offers Fitzpatrick, who also
relies, at this final stage of the mix, on
the L1 and Renaissance compressors in his
Pro Tools. “For the discrete stems, I just
use clip protection. For the Lt/Rt stems, I
use a combination of compression before
the Dolby encoders and limiting to Fox’s
requirements after the encoders. It took a

lot of experimenting, but the system works
well. In a traditional studio, I never had
enough compressors to do all this. But
here, even though we're doing so many
mixes simultaneously (5.1 stems, Lt/Rt,
M&E], 1 have the tools that help me tame
all of this at once while optimizing for the
air signal.”

“We get our first finished pass of the
show on day 1,” notes Black, “and we make
a DVD for Seth. He gives us changes and
then comes in to view. He’s got really sharp
ears and a great memory. He can say, ‘1 hate
that cue, play one from show 103, which
was five weeks ago.”

So is there time to laugh at the jokes?
You bet. “It's the writing that makes this
show,” says Black. “I've worked on a lot
of comedies, but this one has the most
concentrated jokes I've ever seen. They
slap you in the face and your mouth drops
open. You can't believe what you heard:
‘What did they say?"’ and—boom—they’re
on to the next joke. It's an animated feature,
but it’s a writer’s soundtrack.” |
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Maybe it’s the smaller, friendlier, indie-style vibe. Maybe it’s the talented staff. Or maybe it's
the fact that getting in and out is no hassle—unlike at many of the major film studios these
days where just getting on the lot and parking can take half-an-hour. Whatever the reason,
Wilshire Stages (www.wilshirestages.com) in the centrally located midtown section of Los
Angeles has become known as a low-key, unpretentious and extremely tech-savvy place for
film and television post-production and mixing.

With its three main Harrison console-equipped dubbing stages, ADR and Foley stages, and
sound editorial rooms, Wilshire has amassed a string of cool credits and staked a claim as the
foremost independent in town. “What’s interesting about us is that, under one roof, we do
so many different kinds of work,” comments senior VP Paul Rodriguez, “from IMAX movies to
features to episodic television and ISDN ADR.”

“We're kind of under the radar,” adds chief technician Mike Morongell. “In our Studio B, we
do feature film work and some of the higher-profile TV shows with more complicated sound.
Our mixers have film backgrounds that they’ve adapted to television. A lot of TV shows have
tons of effects these days, so that gives them an edge.

“With TV, it's about getting the level,” Morongell continues. “You've got to be able to
not just mix, but also control dynamics and meet the criteria of the broadcasters and their
different rules. Our mixers are really good at that. Also, everybody wants to make 5.1 stems for
their DVDs, but shows are often broadcast in Lt/Rt stereo. Here, they can record and monitor
in all of the different ways.

“There's a lot of information and media to be managed. The audio technician role has
changed, in many ways, to being an IT job. We do all that, but we also really want our projects
to sound great. I go to the movie theater and listen to all of our shows on the air. What comes
out of here definitely holds up.”

Wilshire Stages’ credits include feature films such as The Fast & The Furious, Far From
Heaven, Disclosure and The Mighty Wind, as well as TV's The Shield and Las Vegas. Recent projects
have included mixing for TV's The Inside, Family Guy and American Dad; on the film side, work
includes ADR for War of the Worlds and mixing for The Wendell Baker Story, Mike Judge’s Idiocracy
and My Life in Idlewild.

— Maureen Droney
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Sounddogs.com
—FROM PAGE 83
King and Nelson Ferreira, was a feature
film sound editorial house. King, Rob
Nokes and Robert Grieve formed Sound
Dogs U.S. in 1995, and went on to work
on such movies as The Cable Guy, Big
Womma’s House, Red Dragon and many
more. Sounddogs.com began as a side
business, evolving, as Nokes says, “in off-
hours—Defore broadband! We learned the
market and worked out the kinks.”

A self-described “kid hacker,” Nokes
made the Internet company his baby.

Convinced that online delivery was the
way 1o go, he kept at it. “In the beginning,
everyone told Rob to dump the concept,”
says Sounddogs.com marketing manager
Doug Bossi. “He loves sounds and operated
it at a loss, sticking with it a lot longer
than most people would have because he
helieved in the concept. Now he’s starting
to reap the rewards.”

“We knew from our ediling experience
that there’s always a hole you need to plug
with that one effect you don’t have,” Virostek
says. “The fact that you can grab that sound
from anywhere in the world and pull it down

Aspirational sound,
inspirational price

Make a sound judgement with the new
$8 monitor speaker from Quested

Contact us now t +44 (0)1404 41500 § +44 (0)1404 44660
e sales@quested.com w www.quested.com
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means you can work in all sorts of facilities,
on different projects and still have access 1o
the same collection of sound effects.”

Sound Dogs Inc. and Sounddogs.com
split amicably in 2002 and remain close
working partners. Not only did Nokes
keep at the Internet business, but he
kept—and keeps—adding to its library by
acquisition, his own work and the work of
the Vancouver, B.C.—based Virostek.

While they're now also Internet
entrepreneurs, Nokes and Virosiek are
fundamentally still just sound junkies.
Recording they avow, their
favorite part of the job. Theyre often to
be found recording and creating sounds
for top Hollywood sound supervisors,
including for such high-profile films as
Million Dollar Baby, Seabiscuit, Diikes
of Hazzard, Shaggy DA and Stedlih; the
sounds they’ve recorded for those films are
now part of the library, as well.

Exolic sounds abound—Ilike camels
from Kazakhstan, caves from the Czech
Republic, soccer crowds from Brazil and
a fish market from Hong Kong—as do the
most mundane: Think baggage claim at
Newark airport, haircuts, nose blows and
teeth chomping on cars of corn. Some
of the most popular sounds are fanfares,
applause, dogs, D] scratching and cartoon
effects. Also available are unpublished
specialty libraries by Sounddogs.com’s
friends that, Virostek says, have “a bit more
character and distinctiveness,” as well as
embedded metadata that provides info on
the origin of the sounds.

Customers can preview selections in
MP3 format before buying in .AIFF, WAV or
MP3, with purchased sounds available at the
sample rate and bit configuration a customer
requests, up o 16-bit/48 kHz. (Some are also
available at 24-bit.) Prices range from $1 to
$15, based on length, quality, number of
channels and the sound effects creator. The
company also sells CDs and compilations,
including the new 24-bit 1Dog Packs.

Sounddogs.com’s material has been
used in everything from feature films
such as Collateral, Meet the Parenits and
Titanic, to television, toys, games, Websites
and commercials. The company now also
offers production music and is gearing up
1o sell ringtones. Actually, says Bossi, the
market these days looks limitless. “Internet
advertising and streaming are taking off,”
he points out. "And digital signage is
projected to overtake regular advertising.
All of those things need content and they
all need sound. What’s coming around the
corner is really exciting: a continuing need
for sound—and for new sounds.” |
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SONIFEX

DELAY SYNCHRONIZER

Part of the popular Redbox Series, the
RB-DS2 audio delay synchronizer from
Sonifex (dist. by Independent Audio,
www.independentaudio.com) is used to
resynch audio to video following delay
processes such as standards conversions
and transmission lags. The stereo/dual-
mono unit features XLR balanced analog
and AES/EBU digital 1/Os and up to 105
seconds of delay at 24-bit/96 kHz or 42
seconds at 16-bit/48 kHz. An internal
Compact Flash expansion adds up to 2 GB
of memory to delay times of more than
3.5 hours, delay program output across
different time zones or shift a broadcast
by an hour for satellite rebroadcast. Delay
times can be selected in samples, fields/
frames (NTSC or PAL), milliseconds and,
with the Compact Flash expansion, in hh:
mm:ss.

ME&K MPS-1611P

The MPS-1611P from M&K Professional
(www.mksound.com) is a more compact,
less-expensive monitor based on its
popular MPS-2510P. The bi-amplified 6.5-
inch, two-way, near- to mid-field MPS-
1611P is suitable for stereo or multichannel

90 MIX, September 2005 e

applications, has

internal mag shielding
and can be used stand-alone or with
any of M&K's powered subwoofers.
The driver complement is a 6.5-inch
polyproplyene woofer with a 1-inch fabric-
dome transmission line tweeter with an
aluminum faceplate. A tapered cabinet port
has a removable plug for converting the
system to a sealed box or a ported design
for adapting the monitor to different room
and/or subwoofer configurations.
Inputs are XLR/TRS balanced and
unbalanced RCA; all are buffered,
allowing simultaneous connections
of pro (console, DAW, etc.) and
consumer (DVD, surround decoder,
etc.) gear without switching or
repatching.

RODE VIDEOMIC

The VideoMic RGDE
Microphones  (www.rodemic.com,
$249) is a professional-grade shotgun
mic designed specifically for use
with prosumer DV camcorders. This
supercardioid condenser model is
powered by a standard 9V battery
(providing more than 100 hours
of operation) and features a low-
battery LED indicator, a switchable
-12dB/octave 80Hz lowcut filter, a
foam windscreen and an integral
elastic suspension shock-mount. The
VideoMic attaches to any camera
with a standard hot-shoe fitting and has
a stereo mini jack output cable. Optional
accessories include a mini tripod mic stand,
Ys-inch-to-XLR adapter and the R@DE
DeadCat, a fur-style windsock for use in
high-wind conditions.

from

HOLOPHONE MINI
Now in pre-production—deliveries begin
later this year—is the Holophone Mini

www.mixonline.com

from Holophone (www.holophone.com).
Housed in a smaller, less-expensive package
than the original, the Mini is a 5.1 mic
(six discrete outputs) designed to mount
directly on a camcorder. A Pocket PME unit
encodes the discrete 5.1 audio streams from
the mic in real time into SRS Labs’ Circle
Surround (Dolby Pro Logic and Pro Logic
II-compatible) format and outputs a matrix-
encoded, 2-channel stereo signal that can be
recorded via standard L/R stereo input jacks
on any camera. The Mini/PME pair is slated
to be priced around $2,500.

GALLERY METACORDER 1.2

Gallery Software (www.gallery.co.uk)
announces an upgrade to its Metacorder
software that turns your Mac OS X laptop
and favorite Core Audio interface into a
full-function location recorder with sample

rates up to 192 kHz. Version 1.2 adds OS
X Tiger support and the ability to record/
play up to 96 simultaneous tracks. Other
features include dual-media recording
and the ability to back up completed
sound rolls to DVD-R or CD-R drives (via
FireWire) while recording continues. Also
standard are M/S decoding, an LTC reader
and the writing of iXML and Avid/Pro
Tools—compatible “bext” metadata. ]
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Santana

Carlos Santana is currently finishing up his
touring year promoting his new release, All
That I Am. Out with Santana are FOH en-
gineer Robert Mailman from Sound Image
(Escondido, Calif.), monitor engineer Bri-
an Montgomery, system engineer Satashi
(Son) Nishimura and audio techs Robert
McCirillis and Nathan Klaeser. Mix caught
up with Mailman between tour dates.

Are you carrying production?

1 am carrying a P.A. provided by Sound Im-
age and two Midas XL consoles, a Meyer
CP10, 52 |BL VerTec 4889 speaker enclo-
sures, 20 JBL VerTec 4880 subs and QSC PL
9.0 and PL 6.0 amps. We're also using eight
BSS 366 processors and eight VariCurve
EQs to drive the sysiem. Monitors is car-
rying a Yamaha PM1D, Shure PSM700 and
HW600 in-ears, Sound Image 1x12 wedges
and 16 Crown IT8000 amps.

What are some must-have items?

A good systems engineer that [ trust to
install and make the proper adjustments
o my PA. system. That person currently
is Satoshi (Son) Nishimura. I can't do the
show without him. The second is a console
that 1 am really comfortable with.

What's yoirnr mixing philosophy?

I try and use the least amount of the best-
quality equipment | can. As far as the mix
goes, 1 listen to what the anist has to say
and integrate their needs with what 1 feel

I need 1o do.

What are your favorite venies?

My favorites are usually because they
sound good and not necessarily because
they are easy to work in. Red Rocks [Colo-
rado] comes to mind. [ kove the place, but
it is a real pain to get in and out of.
The Gorge in Washington, Pine Knob
in Michigan, Xcel Energy in St. Paul,
The Target Center [Minn.], The Greek in
L.A., Irvine Mcadows [Orange County,
Calif] and Chastain Park in Atlanta are

all favorites.

94

MIX, September 2005

STEVE JENNAGS

Now Playing

John Prine

Sound Company: Nomad Productions

FOH Engineer/Console: Dan Lance/Yamaha
DM1000

Monitor Engineer: Paul Franzen

P.A./Amps: EAW KF730s (8), EAW SB730s (2),
EAW JF80 {front-fill, 2)/QSC

Monitors: EAW SM15s (8)

Microphones: Shure Beta

Foo Fighters

FOH Engineer/Console: Bryan Worthen/

DiGiCo D5

Monitor Engineer/Console: lan Beverage/
Yamaha PM5D

P.A.: Rat Sound V-DOSC

Monitors: Sennheiser HSP4-EW, SK300G2
bodypack, EM300G2, Evolution EW300IEM-GZs
Microphones: Sennheiser Evolution 600/300,
431, MD431-l, KM185, MD431li; Audix i5 {snare
top); ATK 4100,

Outboard Gear: Avalon 737s, rest of gear is
onboard

Built to Spill

FOH Engineer/Console: lan Waters/Midas
Heritage 3000, Soundcraft, Yamaha spec’d
Monitor Engineer/Console: house-provided
P.A./Amps: house-provided

Monitors: house-provided

Outboard Gear: Roland Space Echo, house-
provided reverb/delays

Microphones: Sennheiser 609, Shure Beta 58

Austria’s opera season once again opened
in surround this year thanks to sound
company Mister Master and Europe’s largest
natural stage: a Roman-built quarry in St.
Margarethen. The city’s OpernFestSpiele
2005 debuted with Carmen on July 13,
2005, which ran through the end of last
month. Console and P.A. were provided by
Multisound Veranstaltungstechnik  GmbH
(Vienna). On location at St. Margarethen for Carmen
Mister Master’s team, including Martin

Mayer (sound design, production manager and FOH), Phillip “Fips” Rauchwarter (FOH
operaton), system engineers Paul Legat and David Lucka, and Diana Mayer-Blaimschein
(assistant, artist and wireless supervisor) set up 5.1 sound using 16 Bose 802s driven
by Crest 6001 amps mounted on flagpoles in a U shape. Onstage, four Bose 802s were
driven by Crest 6001 amps and six d&b L-160 active speakers, with JBL EON 15 speakers
backstage. The main P.A. included six d&b Q1s and two d&b D12 controller, amps for
each position. Mayer worked on a Yamaha DM2000, with Yamaha and Quantec outboard
gear. Schoeps and Sanken mics were featured throughout, as well as Shure bodypacks.
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REAKTOR 5 delivers originality every time. The fifth generation of the award
winning sound studio will inspire your creativity with a massive collection of
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allows you to modify any instrument or build new ones from scratch. The new
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before, breaking new ground in versatility and audio quality. Sound synthesis
and signal processing have never been so powerful.

«Everything that comes out by Native Instruments is top notch quality, with a
depth that | really appreciate. REAKTOR has been all over my productions for
years. The new version is incredible, and more indispensable for me than ever.*
Trent Reznor, Nine Inch Nails
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resh from the release
of his first solo CD,
TheFutureEmbrace, Billy
Corgan (of Smashing
Pumpkins fame) has hit
the road with a vibrant
aural and visual show
that was specifically
designed for intimate
venues. Following the
show's European leg, Mix
caught up with Corga

s & Text by

Steve Jennings

and camp in the midst

of their North American
tour at San Francisco's
Fillmore in mid-july. The
tour will soon head out
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travels with a Yamaha PM5DRH, citing the
board's recall features as important for the
show; Huth normally works on a Horrison,
Midas XL4 or other large-frame analog con-
sole. “We have 40 inputs including 24 channels
of stems from an HD24 machine. | also have o
couple Clair iOs for system EQ.”

Gear at the house position includes an
Eventide H3500, TC Electronic 2290 and a
Summit Audio DCL-200 tube compressor “for
stoples, as digital gear can be so cold,” Huth
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Front-of-house engineer Jomes “Hootsie” Huth =

) 1

says. “For Billy’s vocal mic, we started with

a Neumann 105, but with our video wall
encompassing the stage like a parabolic re-
flector, we had to go to a Shure SM58. We've
been happy with it.

“This is one of those short, small tours
that requires the crew working together as o
tight unit,” Huth continues. “Billy consistently
asks the audience to be open to new ideas.
I have worked with him before and admire
his confidence in his own ability and to not
be a puppet for the masses.”




Monitor engineer Dave “Ski” Lagodzin-

ski is working on @ Yamaha DM2000.
“Hootsie and | had long discussions
about what we were going to use,”
he recalls. “We had a very small foot-
print first. Then we hed to toke into
account flying around the world with
them, so weight was also a big issue.
“Mixing for Billy is a challenge,” the
engineer continues. “He’s really o full-
on studio guy so his ear mix [he uses

/

Sensaphonics] reflects that. His mix has
to be a fully mixed-down studie sound.”
Lagodzinski is also carrying Sennheiser
300 IEMs, which are ”Ihe only transmit-
ters I'll use,” he says. “I've got a Draw-
mer tube limiter inserted on Billy’s ear
mix to warm up the sound. But Billy is
truly the artist; I'm just the guy holding
the brushes. The picture is a fully finished
work in his head. It's my job to bring it
to life.”

I

.

e ™ Monitor engineer

‘. Dave "Ski” Lagadzinski
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There will be dining room tables onstage,” Beck
recently said in Kolling Stone, “and meals will be had.”
Hinting at culinary surprises, the reigning champ of
rock 'n’ roll irony announced his upcoming U.S. tour,
which follows his latest release, Guero, the wildly
successful result of his latest collaboration with the
Dust Brothers. Beck played a string of carly West
Coast dates in July to warm up for the “official” fall
tour; Mix caught stops at the San Jose Civic Center and
the Bill Graham Civic Auditorium in San Francisco.

Sound for the tour is provided by Clair Bros.; front of
house is being mixed by Sean “Sully” Sullivan, a touring
veteran who recently wrapped up arena gigs with Mary
J. Blige, Justin Timberlake and, most recently, Ashlee
Simpson, joining the Beck crew for five-and-a-half
wecks in Europe before the U.S. schedule.

The pre-tour shows hit mid-sized venues, ranging
from 2,000 to 8,000 seaters. Used to working in

wune.mixonline.com

Fror-ofhouse .
engineer Sean
“Sully” Sullivan

Hand-Clappin’ Table-Slappin’ Fun Onstage

BY SARAH JONES | Photography by Steve Jennings —

arenas and at open-air festivals, Sullivan faced
PA. limitations in the smaller halls. “The weight
restrictions are way lower than what you really need;
1 have to spec a lot of front-fills for that reason, but
I'd much rather be able to put the P.A. up,” he says.
His rig is a Clair Bros. i4 curved linear array with
T-2 double-18 subs. The band is relying on wedge
monitors (Clair 12am and double 12am; sidefills are
a Clair R-4 over a Showco Prism 11 sub per side), so
the sound team recently began experimenting with
Clair's version of cardioid sub stacks to help keep
the “wall of sound” under control. “The monitor
engineer |Maurizio Gennar:] and I both have a lot of
firepower. We don't necessarily fight each other, but
we're not necessarily helping cach other,” Sullivan
continues “This show has a tremendous amount
of bottom end, and Beck’s not always a really loud
singer, so it kind of makes it hard for him to hear
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himself onstage at times. The drummer is
the only one on in-ears, so the amount of
low end that I'm mixing is killing the stage.
What I'm trying to do is not necessarily a
cardioid sub pattern, but there’s a lot of
cancellation behind the stack by the way
we're doing it.” Although the thick Dust
Brothers—influenced tracks lean toward
heavy bass energy, the arrangements add
definition to the stage mix. “His music
has a lot of space: When he’s wailing on
guitar, he’s not trying to sing. He helps me
on that point.”

THE INCREDIBLE SHRINKING FOH
Sullivan spec’d a highly compact FOH rig
based around a Yamaha PM5D board and
a pared-down rack of outboard essentials:
a TC Electronic 2290 delay, two Eventide
Eclipse multi-effects units, a Big Muff
stomp box for distortion on vocals and a
Focusrite ISA430 Producer Pack mic pre/
compressor/EQ. A minimalist, Sullivan
shies away from schlepping overblown
gear rigs and large-format boards around
the world. “I don’t have an ego problem. 1
just bring what 1 need,” he jokingly says.

Keeping Beck’s restrained vocal clearly
defined in the mix is paramount. “I'm
definitely compressing and EQ’ing it to
get it in front of everything else out here,”
Sullivan says. “The mic goes straight into
the Focusrite and into a line input.” All EQ
and compression on Beck’s vocal is through
the Focusrite 430. “I don’t have to worry
about scenes, and the vocals will sound
consistent from song to song,” he explains.
“There are 75 to 80 songs rehearsed and
I have a scene for almost every one of
them.” Mixing Beck can be an exercise in
spontaneity; the 90-minute set list changes
every night, based on “whatever he feels
like putting together,” Sullivan says. “We’ll
soundcheck 12 songs and won't do any
of them that night. But we always have
similar starts and endings.”

All other dynamic processing is done
inside the console. Sullivan also taps into
Yamaha’s channel strip plug-in package
and runs Studio Manager on his laptop.
Sullivan says he’s “pretty happy with the
PMSD. It’s limited on channels—56 mics
in and eight lines in at a time—and I'm
using every single one of them. I'm even
‘Y-ing’ a lot of microphones onstage. But
since we are carrying our consoles with
backline, we didn’t want a massive set of
board groups and [ prefer a programmable
console.” He archives the shows with
MOTU’s Digital Performer, running on
a G4 Powerbook rig with a Metric Halo
2882+DSP Firewire interface. The monitor
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setup largely mirrors FOH,
including another PM5D, and
a TC Electronic 2290 delay and
1128 EQs for all mixes except
the drummer, who mixes his
in-ears with a Yamaha 01V.

MULTITASKING MUSICIANS,
MULTITASKING MICS
Instruments clutter the stage—
“We always say it looks like
Guitar Center threw up onstage,”
Sullivan says—and backline
includes two guitars, bass,
synth bass, keyboards and drums; all
bandmembers double on percussion at
their stations. Congas, bongos and even
a cocktail kit are shared by Beck, the
keyboard player, the second guitar player
and an interpretive dancer. In addition, the
drummer plays loops and triggers from an
Akai MPC, and the keyboard player runs
loops, effects and samples in Reason and
Ableton Live. “It’s really just for the exotic
stuff—sounds that were not made with
traditional instruments, which he has a lot
of,” Sullivan says. “It’s controlled chaos.”

The mic list is routine, with a few
exceptions. Beck sings into an Audix
OM6, while the rest of the band use Shure
Beta 58s; guitars are all Shure KSM32s.
The drum kit is mostly Shure, with a
VP88 on overheads, “which isn't really
that standard, but for me it is. The VP88
is a mid-side [M-S] configuration. I use the
PM5D’s internal M-S decoder to vary the
width from near-mono to beyond stereo.
Placement is behind the drummer, kind of
above his head for more of a kit sound,”
Sullivan explains. “I'm not really a fan of
close-miking overheads, so that’s more
like a drum ambient kit mic.” Snares are
57s, kick is a Beta 52 and toms are Audio-
Technica Artist Elite AE3000s. As for the
hi-hat, “It is not really just a hi-hat mic;
there’s a bunch of percussion stuff he has
over there, so one KSM32 is used as an
area mic for all of it.”

ABOUT THAT MEAL

About halfway through the show, the
dining room scene Beck alluded to finally
materializes onstage, when the band gathers
around a dinner table to share a meal
while Beck works through a solo guitar
set featuring medleys of acoustic ballads
and, occasionally, somewhat bastardized
versions of pop hits. (Nelly's “Hot in Herre”
and Prince’s “Purple Rain” were covered
at the San Jose show.) Little by little,
the bandmembers quietly begin swirling
their water glasses, tapping their plates

www.mixonline.com

Monitor-engineer

Mavrizio Gennari

and bowls and thumping on the table,
eventually building to a crescendo for the
percussive grooves of “Clap Hands.”

Miking the frenzied table action was
a double challenge: Because the tabletop
was projected onto a large overhead
screen, mic visibility had to be kept
to a minimum. Sullivan also needed
to minimize mic inputs going into the
PM5D. Shure SM91 boundary mics were
a random experiment that ended up
working perfectly. “I had never miked a
table; what do you put on it?” Sullivan
questions. “Beck happened to have a 91
in his trunk. We tried it in rehearsal, and
it worked really well.”

Two contact pickups mounted on the
wine glasses’ stems are routed through
a Smokey mini amplifier that “looks like
a cigarette pack with a cigarette in it,”
Sullivan describes. “We point that at the
91s. We really don’t have inputs; that’s
why we're doing it like that. It’s quiet
[onstage then]—if there was anything else
going on, we wouldn't be able to do it.”
There are no effects on the feeds from the
tabletop. “I tried putting a little ambience
on it, but you know most of these buildings
have that built-in,” he says.

Glasses are tuned so that the
keyboardist can play them during a song.
The crew researched using pre-tuned
glasses, but “we found that they were a
couple hundred bucks a piece,” Sullivan
remembers. “We use Crate and Barrel
[glasses]; you take five of them out of the
box, they all look the same, three sound
like garbage. one will sound good and one
will sound great. None of us ever knew
[what it would sound like] until we miked
a table and listened to it.” He adds that the
bass tech is doubling as a glass tech.

This month, Beck returns for his full-
fledged U.S. tour, including select dates
opening for the Rolling Stones. Hopefully,
that fine stemware will hold up. a

Sarab Jones is Mix's features editor.
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ROBER
PLANT

PHOTO: DAVE VANN

THE CRAFT OF MUSIC

AND LIVE SOUND

BY CRAIG DALTON

\ name synonymous with rock
‘ n' roll for more than 35 years,
W you would expect a Robert Plant

show to sound technically good. After all,
whos had more resources and access 1o
the best skilled audio professionals in the
world? As in the past, Plant's performances

.pa.a.u-.-—r'o{l-

Thunder Audio VP Paul Owen; front-of-house engineer Roy

Williams declined to- be photographed.
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were put in the hands of sound reinforce-
ment masters with years of experience.
Thunder Audio (Taylor, Mich.) received
the nod trom the Plant organization based
on the years of experience that company VP
Paul Owen brings to the table. As a monitor
engineer, Owen has spent 19 years with Me-
tallica, as well as riding the moni-
tor faders for AC/DC, Def Leppard,
Tesla and many more. He's known
Plant’s front-of-house engineer,
Roy Williams, for 25 years.
The live sound business is filled
with big egos, but you won't find a
more reserved sound professional
than Williams. Camera-shy and
& soft-spoken, he's had a longtime
5 friendship with Plant and was in-
& volved in bringing the right mix to
concertgoers during the beginning
of the Page/Plant reunion in the
early "90s.
Mix caught up with the tour at

www. mixonline.com

PHOTO DAVE VANN

Mecacowbrook Music Festival, a beautiful
7,500-person capacity shed tucked away in
the woods at Oakland University in Auburn
Hills, Mich., in early July. While the night
brought seasonal Midwestern humidity and
menacing thunderstorms, the sound crew
maintained their focus on the task at hand:
adjusting equalization using the Lake Tech-
nology Mesa software and tablet.

TESTING THE VOCAL MIX
Running through his currenly air-played
“Shine It All Around” during soundcheck,
the technically adept Plant makes suggestions
on the vocal mix. “He likes to hear it com-
ing back from the front, what the audience
hears,” says Williams. “He’s very old-school;
not afraid of technology at all, mind you. But
look at the stage setup: It’s very tight so he
can be in touch with the band at all times.”
Backing Plant is The Strange Sensa-
tion, a stellar group comprising old friends
and new: John Baggott, Moogs/Wurlitzer
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Introducing AVOX, the Antares Vocal Toolkit.

From the company that revolutionized vocal production with
Auto-Tune, comes a suite of five new state-of-the-art
plug-ins that open up an entirely new world of creative vocal processing.

AVOXincludes:

THROAT Physical Modeling Vocal
Designer: A radical new vocal tool that,
for the first time, lets you process a vocal
through a meticulously crafted physical
mode! of the human vocal tract.

While THROAT has been designed to
allow subtle modifications to a voice’s
vocal quality, you can also model vocal
tracts well beyond the limits of physical
human anatomy, offering the possibility
of vocal characteristics that are simply
unattainable by any other means.

DUO Vocal Modeling Auto-Doubler:
Using a simplified version of THROAT's
vocal modeling, along with variations in
pitch, timing and vibrato depth, DUO
automatically generates a doubled vocal
part with unmatched ease and realism.

CHOIR Vocal Multiplier: Turns a single
voice into up to 32 distinct individual
unison voices, each with its own pitch,

timing and vibrato variations. Assign
instances of CHOIR to voices singing
harmony and voila, instant choir.

PUNCH Vocal Impact Enhancer: Asits
name so ably implies, gives your vocal more
dynamic impact, allowing it to cut through a
dense mix with clarity and power.

SYBIL Variable Frequency De-Esser: Tames
vocal sibilance with a flexible compressor
and a variable highpass frequency to match
any vocal performance.

AVOX is available now at your local Antares
dealer. So listen to what those voices are
telling you.
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pianos; Justin Adams, guitar; Billy Fuller,
bass; Skin Tyson, guitar; and Clive Deamer,
drums. There are a variety of instruments
used during the show—lots of guitars,
of course—including various rhythm and
acoustic instruments; analog keyboards
provided a true variety of sonic architecture
in each song. With new versions of Led Zep-
pelin classics and the Celtic/Middle Eastern/
pop/jazz/Zeppelin influences, there's quite
a challenge in keeping it all correctly mixed
as the bandmembers frequently change
instruments throughout the show.

Williams and Plant have a surprising

approach to all of this. These days, where
compression and gates are staples in control-
ling what happens where in the mix, Wil-
liams uses very little. “Most of the mics are
open all the time; I do very little to them. It
all kind of bleeds and works together well
when you have pros like this,” Williams says.
When asked how he works with a voice
with so much character and a readily iden-
tifiable sonic signature, Williams points out
that the sound is basically all Plant, with a
bit of Yamaha SPX-90 and Lexicon MPX550
added in at different times for vocal effects
processing from Plant’s Shure SM58.

Introducing the
Groove Tubes Glory Comp

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

‘ CETEEE
The Power Plant: Seven Groove Tubes offer

tremendous output power driving a custom
wound and robusl output transformer,

| -

L}

The Glory Knob: Adds low-order even
| harmonics to the compressed signal. Makes
basses fuller and guitars chimier without
increasing signal level,

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

...it's almost un-Fair!

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

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

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

—
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“I particularly like that litle faint sizzle
sound that the 550 tends to give off when
Robert’s really pushing it,” Williams says.
There is no exact choreographed vocal ef-
fect plan, as you might expect, “he just trusts
me to do what’s appropriate at the song and
moment.” As far as instruments go, he uses a
little compression on the Moog synthesizer at
times, particularly when a song called “The
Enchanter” from Plant’s new album, Mighty
Rearranger, hits huge low-register notes dur-
ing the choruses.

FINDING THE RIGHT P.A.

While Williams is busy paying attention to
his Midas XL3000 board during the show,
the crowd delights to an excellent mix: not
overwhelming in volume, but subtle, warm
and powerful at all the right moments. Wil-
liams walks from the mix position shelter
during the show and motions me to walk
down five rows under the roof of the shed
to get the full sound of the system. At the
end of the show, the highest SPLs have
been reserved for the new rendition of Zep
classic “Whole Lotta Love,” which leaves
the crowd screaming for more.

Both the crew and sound company share
an enthusiasm for the Meyer Sound MILO
high-power curvilinear system (including 34
cabinets) used on the tour, which Thunder
Audio recently purchased specifically for
this tour. Both Owen and Williams express
enthusiasm for the system on all counts,
including sound quality, reliability and ease
of servicing. As an added bonus, “just being
able to eliminate all those power amp racks
is great for us,” comments Owen.

Serviceability is also a key factor. “One
night, something didn't get loaded exactly
right, and in transit, a cabinet got bumped
hard from behind on the truck, smashing
the jacks. It was simply a matter of sliding
out the power amp, throwing a couple new
ones in and putting it back in—only taking
a few minutes. You can’t do that with a lot
of other powered cabinets!”

But while the tour is carrying a slew of
high-end gear, the relationship between
the engineer and performer remains para-
mount. “Robert’s always reinventing his
music, and I'm pretty old-school,” Williams
says between the soundcheck and the
show. “If it isn't broken, don't fix it. I've
known Robert for many years; he trusts me
to do what [ think works best. You know
when you're having a good night, and the
trick is to try to make that happen all the
time. That's the real challenge.” ]

Craig Dalton is a Chicago-based writer and
musician.



British by Heritage...

Front End: ASPOOS8
8ch Variable Impedance Class A Discrete Mic Preamp
[ ] X Foc . B : e 2 - o : v.’

: f : " 7 ’ ," Ly /l." " :-”’,-’?,-:‘l/. ;'{' B -f ' 3 § ’; — -

‘.-\{g':g ?’. ’-‘,','./'7‘.-(:/31.6/9‘(%:’.'?,' ; ‘.-, £ “ > - ’f-ﬂ ‘r‘r.f‘ . r;r ;’L .’ ’;
! - # 2 f d sl et 5 o

¢ ) v L L m - L b 4 Lo i
mﬁ ,{;‘r’l‘ e ‘ “{'.a..,. T T ,
”/?!!(J_;!_f!!;'gisszg JII .;:’(.“{," o .',l':l.." ey B S8 R ' ;
e i S s s s s s s an o
i -, l' 2 vy

Back End: sumo
16x2 Balanced Summing Mixer with Mix-bus Compressor

. 5% s o s e

* ASP008 - 8 Class A Mic/Line inputs with 2 Dl inputs
(the same preamps found in the ASP8024 Console)

e SUMO - 16x2 Fully balanced high resolution summing mixer, stackable up to 64 inputs,
each with console quality mix-bus compressor (also from the ASP8024 Console)

e Optional AES/Optical digital outs

¢ Small footprint, one rack space each ' nh D ang
e HUGE SOUND : : 0 -
» Affordable Excellence AUAIE '

¢ Console replacement systems starting under 3,000 dollars o drawing will be held at AES o
p Out 0 0
audient R i
;|
Better by Design.

For more information and to find a dealer near you contact:

Audio Exchange International
357 Liberty St., Rockland, MA 02370
Phone: 877-440-2717 Fax: 877-442-6822

hitp://www.axidistribution.com info@axidistribution.com Pro Audio Distribution
World Radio History




New Sound Reinforcement Products

AUDIO-TECHNICA
3000 SERIES
Audijo-Technica (www.
audio-technica.com)
has enhanced its 3000
Series UHF true-diversi-
ty wireless systems with
Automatic  Frequency
Scanning, which auto-
matically  determines
and sets the best avail-
able open frequency.
Particularly useful when
using multiple wireless systerns, AFS avoids interference and inter-
modulation. The frequency-agile 3000 Series offers up to 16 simul-
taneous systems per frequency band, for a maximum of 32 simul-
taneous systems across two UHF bands (541.5 10 566.375 MHz and
055.5 to 680.375 MHz) with 200 selectable frequencies in each band.
Two options are available (both include the ATW-R3100 receiver and
rackmount hardware): the $699 ATW-3110a UniPak™ comes with a
ATW-T310 bodypack and the $799 ATW-3141a system has a ATW-
T341 handheld transmitter with the same capsule as the company’s
Artist Elite AE4100 mic. Both transmitters run from six to 10 hours
on two AA batteries,

KV2 EX12 SPEAKER
Unveiled at  Summer
NAMM, the EX12 high-out-
put active speaker from
KV? Audio (dist. by Ameri-
can Music & Sound, www.,
americanmusicandsound
«com, $2,499) features a
new 3-inch titanium-dia-
phragm compression driver
offering a large neodymi-
um magnetic motor structure. The 12-inch woofer uses a trans-coil
technology that eliminates voice coil inductance, behaving like
a woofer at lower frequencies and like a midrange at higher
frequencies. The 500w, internally bi-amped system can reach
sustained SPLs of 127 dB, and features an asymmetrical, trapezoi-
dal Baltic Birch cabinet with side handles, M10 hang points and
Omnimount™ compatibility; also available is the EX12t touring
version with recessed fly track.

K+H WIRELESS LOUDSPEAKER

Now distributed in the US. by Sennheiser (www.sennheiserusa
.com), the new Klein + Hummel freePORT™ PAS 400 self-powered
speaker accommodates up to four Evolution G2 Series wireless
receivers and features an integrated mixer and 100W amp, with
built-in rechargeable battery or AC-powered operation. The system
has dual 6.5-inch woofers, a 1-inch compresion driver/horn and can
deliver 116dB SPLs. An integrated mixer offers level control of two
mic inputs, an auxiliary line-level input and a dedicated channel for
the Sennheiser receivers.
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CAD TOURING DRUM MIC PACK

CAD Microphones’ (www.cadmics.com, $149.99) 4-piece Drum
Mic Touring Pack comprises a KM212 dynamic kick drum mic, two
TM211 dynamic tom mics and one SN210 snare mic. The KM212
captures high-SPL sources (kicks, bass amps, etc.) with frequencies
below 100 Hz. The tight cardioid TM211 and supercardioid SN210
offer excellent isolation from other drums; both models include
CAD’s patented angle-adjustable rim-mount drum clips for easy
setup and no need for mic stands, for a clean stage look and less
gear to pack.

ART HD SERIES GRAPHICS

Applied Research and Technology's (www.artproaudio.com) HD
Series graphic EQs are engineered for high standards in audio<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>