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Dolby’ Media Producer

Designed to Match Your Creative Vision

Imagine—everything you need to master your packaged media audio files in
one comprehensive suite. Dolby” Media Producer consists of three separate
Mac 0S" X applications, available individually or as a complete package.
The suite provides all the tools required to master audio files for DVD-Video,

DVD-Audio, HD DVD, and Blu-ray Disc media.

Dolby Media Encoder

is a non-real-time client
server application that
includes three Media
Encoder Clients. Individual
operators can submit jobs
locally orto a centralized facility server.
Comprehensive project management
capabilities allow user control of
functions, including job prioritization.
The encoder also supports playback
of source and encoded files
for monitoring.

Dolby Media Decoder

is the essential real-time

professional software

reference decoder.

Designed to run on a local
computer, it decodes and
monitors all supported codecs and
Dolby consumer listening modes.
Transport control enables audio-to-
video synchronization via standard
9-pin protocol and Apple® QuickTime®
video files.

To experience Dolby Media Producer, visit us at the
121st AES Convention, Booth 602, October 6-8,
2006, Moscone Center, San Francisco.

Supported technologies:
Dolby Digital Plus

Dolby Digital

Dolby TrueHD

MLP Lossless

Dclby Media Tools

saves you time and money
by enabling the repair
and update of previously
encoded audio files with
no reencoding. Optimized to
run on a single computer, it features
metadata editing, file trimming,
timecode striping, and
file concatenation.

O0/oLey|

www.dolby.com

Dolby and the double-D symbol are registered trademarks of Dolby Laboratories. MLP Lossless is a trademark of Dolby Laborarories.
Apple, Mac 05, and QuickTime are registered trademarks of Apple Computer, Inc. © 2006 Dolby Laboratories, Inc. Alt rights reserved. S06/17364
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Revolutionary

Introducing the LSR4300 Series Studio Monitors,
revolutionary technology designed for your workspace
with computer recording in mind. The next-generation
automated version of JBL's RMC Room Mode Correction
technology and built-in analyzer, avtomatically calibrate
each speaker to ensure accurate response at the mix
position, in any work environment. The 4300 series is the
first studio monitor that incorporates the Harman HiQnet™
network protocol, enabling system-wide intelligence and
synchronized control of all speakers in the system from
the mix position. Control system level, individual speaker
solo, input source selection, high and low frequency EQ
seftings, and adjustment of all parameters from the
speaker's front panel, infrared remote control or your
desktop with the 4300 Control Center Software. With
automatic room compensation, centralized system
control, and high-resolution digital inputs, the LSR4300
Series is the most e|egc:nt advancement of techno|ogy on
behalf of better mixes ever offered in a studio monitor.

LSR

www.iblpro.com

Stunning sound and revolutionary intelligence
to analyze and correct the problems in any room.

UBL.

H A Harman International Company
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Two 312 discrete mic preamps
plus our new analog to digital converter.

The A2D from API.

It's a sight for sore ears.

www.apiaudio.com
301.776.7879
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“When the audience
hears Toby Keith,

that's all they

y
hea I'. Dirk Durham, FOH Engineer
SOUND

BETTER WiTH : ; E€) knew the DriveRack® 4800 was going
Drivefacliap00 to be great the first time | tesfed |t.' None
+ 4 analog and AES/EBU S . . s of us — including our
inputs ) s : monitor engineer
8 analog and AES/EBU Earl Neal, or Dave
outputs 2
’ Shadoan, President
Full Bandpass Filter, - | b
Crossover & Routing - ; of Sound Image —
Configurations : ‘ could spot the
31-Band Craphic and . ‘ . .
9-band Parametric EQ on ! !)rocessed sgnal.
every input - Ry pod it was beautlfully
+ 6-band Parametric EQ on transparent.
every output I
2 can get anywhere
Selectable DSP inserts : 2 8 yw
on all inputs and o~ i on the front panel
grtpl}lst;gduging o - ' e : with just two button pushes. Everything
assic dbx™ Com- y . . .
pression, Limiting & can be visually represented on the 4800's
Advanced Feedback , , : color front panel display or via System
Suppression Architect™ software on a laptop or wire-
* Loudspeaker Cluster & - .y . .
and Driver Alignment (g R b less tablet PC — which is very important
Delays - — A e when you're surrounded by 20,000
= ‘p"it?N“et, ’ ; K screaming fans.
networkin . . ]
i ; . I've been with Toby as we've gone from
Optional dbx ZC small clubs to huge arenas. ..it's been a
el ‘a great ride, and the ride is getting better
Optional Jensen*|/O ¥ . .
Transformers - - with dbx on board. The new DriveRack

The Taby Keith Big Throw Down Il tour audio crew, L-R: Ryan Reynosa, 4800 is jUSt one incredible box. 39
Monitor tech; Russell Fischer, System Engineer; Dirk Durham, FOH engi-

neer; Earl Neal, Monitor Engineer; John Brawner, System Tech.
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Not shown but also available: DriveRack 4820 with tamper- proof front panel for installed applications.

PROFESSIONAL PROOUCTS
g dbxpro.com

SANDY UTAH USA
801.568.7660




“The UAD-1 is possibly the best value of any product available for a DAW.”

-Mike Clute, Pro Sound News

UAD-1 PCI DSP Card UAD-1e PCI Express DSP Card
,.m p—

IIAD I o,

Powered Plug-In bundles to suit every need and budget — purchase more plug-ins 24/7 @ my.uaudio.com,
including exclusively licensed Neve® and Roland® emulations.

Powered Plug-Ins

L

"6
eR.8 0CH-
‘e@iF eCH-

Chorus & Delay

e et . i Guitar & Channel Strip

) Reverbs
Equalizers

Compressors & Limiters

<>

R v analog ears | digital minds @w

www.uaudio.com « Customer Service & Tech Support: 877-MY-UAUD!O « Business, Sales & Marketing: 1-866-UAD-1176
330 Encinal St.  Santa Cruz, CA « 95080-2101 @ USA vorser 831-466-3737 # fax: 831-466-3775 @ in‘o@uaudio com & ©2006 Wnwvessal Axde. Inc. Alt nghits reserved. Unwersal Audio, the Unasersat Aud'o lego. UAD- 1, UAD- le. and "Analag Ears Drgitat Minds” are trademarks or registered
trademarks of Unnversal Audio, Inc Al features and specifications subiect to change without notice. Avards for BAD-1 and/or Powered Plug-ins. Neve 1s a registered trademark of AMS-NEVE Ltd, used under ficense. Rotand and Boss are trademarks of Roland, inc., used under heense.




On the Cover: Talking
House Productions (S.F)
is essentially a producer’s
collective built to develop
local talent. Designed by
John Storyk of WSDG,
three control rooms, in-
cluding the main SSL 9k
room and two Digidesign
ICON rooms, surround a
central live room. Photo:
Robert Wolsch. Inset
Photo: Tim Brown.
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The Outer Limits of Portability

To find the recording limits of Apple's flagship laptop with the newest ver-
sion of Logic, Mix technical editor Kevin Becka takes the MacBook Pro
out for a “stress test,” using the system for a live recording of a five-piece
rock band.

From Scarface to Simlish

The San Francisco Bay Area has, from the birth of the industry, been a
hotbed of videogame production, employing hundreds of professionals
dedicated to a game's audio needs. Whether it's coming up with original
sound effects or creating a new videogame language, audio is becoming as
instrumental in a game’s success as the visual.

Bay Area Legends
San Francisco has been a breeding ground for professional audio’s bright-
est creative minds. Step inside this gallery of the Bay Area’s finest.

+ David Rubinson * John Meyer * Fred Catero

* Metallica * Neil and Pegi Young * The Fillmore

* Hyde Street Studios * Walter Murch * Carlos Santana
* The Breakfast Club * Leslie Ann Jones

Les Paul Award Winner Steve Miller

Steve Miller chats with Mix about his long career as a musician who has never
shied away from technology, from his early days playing clubs in Chicago to the
30th-anniversary surround reissue of his landmark album Fly Like an Eagle.

172 The 11th 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's proceeds benefit hearing health and awareness charities.

| 100 AES New Products Guide |

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

{Volume 30, Number 10} is @2006 by PRISM Business Media, 9800 Metcalf Ave., Overland Park, KS 66212. Mix (ISSN 0164-9957) is published monthly. One-ysar {12 issves) subscription is $35. Canoda
is $40. All other international is $50. POSTMASTER: Send oddress changes fo Mix, PO. Box 638, Mt. Morris, IL 61054, Periodicals Postage Paid at Shawnee Mission, KS and at additional mailing offices.
This publication may not be reproduced or quoted in whole or in part by printed or elecironic means without written permission of the publishers. Printed in the USA. Canadian GST #129597951; Canada
Post Publications Mail Agreement #40597023. Canada return address: DP Global Mail, 4960-2 Walker Rd., Windsor, ON N9A 8JS.
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FROM THE EDITOR

Welcome to AES SF—
Just Don’t Call it “Frisco”

f you're one of the fortunate members of the pro audio community attending this
. month’s AES show, welcome to San Francisco. If you want to blend in with the locals,
just refer to the town as “The City,” and you'll be right at home. There are a lot of great
cities, and such a nickname might come off as haughty, but there are a lot of reasons why
the San Francisco Bay Area is special, especially to those of us who call this place home.

From the early days of the Spanish missionaries through the wild times of the
Gold Rush and Barbary Coast and up from the ashes from the earthquake/fire a cen-
tury ago, San Francisco has a long history of thinking differently, and that continues
to this day. This is an area of individualists and thinkers and artists who have the
ability to see great things beyond what others perceive as boundaries.

We're definitely Californians, but distinctly not Ellay. We're Pixar and Lucasfilm
and Coppola, but not Hollywood. We have beaches, but here “Baywatch” means
watching the evening fog roll in under the Golden Gate. We're Silicon Valley and
Napa Valley. We're Chinatown and North Beach Bohemians. We live in grand painted
Victorians and little boxes on the hillside. We're Google and Yahoo!; Apple and HP,
too. We're the birthplace of acid rock and West Coast rap, the VTR and multitrack.

This special San Francisco AES issue celebrates some of that magic that makes this
region so special. In a departure from our usual format, Bay Area Legends is a photo-
essay salute to some notable residents who have made the audio world a better place.
Local studios are on the build: We peek into Talking House Productions (featured
on this month’s cover), Asphodel Studios and Emmy Award-winning composer Scott
Singer’s project room. And our own legendary Blair Jackson delves into some of the
hottest new videogame productions emerging from this area’s gamemeisters.

Speaking of gaming, AudioNext is our new column by composer/engineer/game
production authority Alexander Brandon, who each month will look at all forms
of new media, from cell phone technology to satellite radio and, you guessed it. ..
games. He's sharp and has a lot to say.

And yes, we have our annual AES New Products Guide for those who just can’t
get enough technology.

AES is right around the corner, and from all indications, this is going to be a most
memorable show, with nonstop activities and fun for all in our favorite city. If you're
in town during AES, drop by and visit us at booth #1526. We'll be hosting online
blogs throughout the show, so stop by and add some of your AES experiences to
share. We'll also be posting Vlogs, nightly news updates, blogs, Webcasts and more
at www.mixonline.com. And we’ll follow it up with complete post-AES highlights
online and in next month's Mix.

P.S. You might notice this month that there are two Mix covers for October. For
the AES convention issues and on newsstand, you will see the SSL 9000K room at
Talking House Productionos, San Francisco. Subscribers have received the Talking
House live room. Look for more in the future.

See you in The City!
g/ /7

George Petersen
Editorial Director
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The Voice of

Live Performance Mastery. Engineered to exacting standards, KSM9 unites the best of studio
and stage. With its dual diaphragm design and switchable polar patterns, KSM9 reveals nuance
and subtlety in a microphone optimized for the most demanding live environments

The choice for the world’s most accomplished vocal performances.

It’s Your Sound

www.shure.com
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Finally... Your shotgun will sound like a Schoeps

SCHOEPS

Mikrofone

Schoeps CMIT sU — Bringing the shotgun microphone to the next level

'Innovation

Redefined

REDDING AUDID, Inc. 97 S.Main St. #10
Newtown CT 068470 phone: 203. 270.1 808

wwwreddingaudiocom www schoeps.de

AHOUHGERS |
for LiVe

Radio, television,
production, or stadium
announce. Whatever
the application, the
Model 200-series of announcer’s consoles provide consistently
excellent performance. With five models to choose from,
everything on your “wish list” can easily be handled. And
while each unit provides a unique mix of features, all share

a common core: great audio quality, a simple user interface,
and reliable operation.

7 Visit us at AES
_ in Booth 140

—~— e

To see which Model 200-series
product is right for your application,
give us a call or visit www.studio-tech.com/dr/

DIO_
ECHI‘{;)CLQGIES Skokie, ILUSA | Ph 847-676-9177 | www.studio-tech.com
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The essential upgrade for mixing and post professionals.

Ultimate Mixing and Automation
Extended Integrated Digital Video Capabilities
Streamlined Multi-channel Field Recorder Workflow
Built-in Dubber/Stem Recorder Functionality

New Metering Tools and Usability Enhancements

See us at

DigiWorld

9 San Francisco!
JJ digidesign October 6-7
Mezzanine Nightclub

2006 Awid Technology, Inc  All nghts reserved Product features, specifications, system requirements and availability are subject to change without notice Avid. Digidesign, Pro Tools and Pro Taols|HD
are either ks or reg d ks of Avid Tecl . Inc_1n the US and other countries  All other trademarks gontained herein are the pioperty of their respective owners




FEEDBACK

Letters to Mix
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ODE TO A FRIEND
I was sorry to read of the passing of Stephen
St.Croix in the June issue of Mix. Stephen had
already begun writing his column for Mix when
I graduated from college in December of 1988.
in those days, | somehow had time to read
every issue cover to cover. As the years passed,
| spent more time engineering and less time
reading [Mix], although I always made time for
"The Fast Lane.” It educated me, excited me,
made me work harder, made me laugh and,
of course, pissed me off—at manufacturers, at
record companies, at consumers, at Stephen
and even at myself. Stephen made me better
at what | do, and he will be missed.

Russ Long

Nashville

THANKS FOR THE KICK IN THE BUTT
Thanks for Stephen St.Croix’s article “Life,
Love and the Pursuit of More of It” (February
2006). | work in the recording industry: sell-
ing, instructing and supporting all the cool
new software/hardware stuff. There was a
point in my life when | was [so] obsessively
excited about the technology, the possibilities
and the power of the music that I've made it
my living.

Lately, though, things have changed, and
for many reasons, including the “ugly” side
of the industry (illegal downloading/piracy,
the demise of innovative radio), | started to
ask myself why | was bothering to stay in an
industry that | was no longer excited about.
The article made me realize that if | don't like
the way something | have always cherished is
turning into, then bitching about or straight-
up quitting the game isn't helping anyone.
Thanks for helping me realize that | really am
rather fortunate to have the career | have.

Anonymous
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WHAT’S HOT, WHAT’S NOT

I am writing to congratulate you on another
great issue and praise Stephen St.Croix for
bringing out the human side of our equipment-
focused lives and Paul Lehrman for his austere
examination of the reality of making music for
a consumer market (February 2006).

I would say in all areas of cultural pursuit,
money (i.e., fame) has become the aesthetic
for qualifying the merits of a work. Over the
last several decades, who you are has become
infinitely more important than what you do. |
can overlook articles that cover hyped artists
that are momentarily hot but will be forgot-
ten within the year; after all, you need to sell
magazines. Perhaps readers think if they fol-
low the trend, they may somehow profit by it. |
would say that Mix is caught up in the filtering
process as much as any other media outlet.

You do articles on people who are popu-
lar because it reflects what is current in our
culture, except you are not reporting on what
machinery was used to make that artist popu-
lar. Are you reporting on how a group’s album
was mixed because your editorial staff loved
the mix or because it shipped 2 million cop-
ies? If it shipped 2 million copies, how many
were returned? How much did the label pay
to market it?

Todd Zimmerman

Studio 139

THE UNSUNG HERO

| had the pleasure of working with David
[Smith] at Sony Studios [August 2006 issue]
for five years as a senior technician. My pri-
mary responsibility was SSL 9000 and later
Neve 88R console repair to the component
level. David was my supervisor John Wil-
liams’ boss and his lab was next to John's
office in the tech shop. David was extremely
dedicated to audio excellence and regularly
spent evenings and weekends working in
his lab on new designs and modifications to
improve existing equipment.

The console in Room 309 was designed
by David (something your article didn‘t make
clear, probably due to David's modesty) with
Richard Boisits, who did all the drawings and
PC board layouts to David’s specs. Richard
also assembled and tested the console with
Marty Matyas, who contributed greatly to
the mechanical and metal work design.
Dominick Costanzo took over after Richard
went to NBC in 2004. John Williams played a
major role in the overall project management
and procurement.

The console uses Massenburg ICs (and
others) but is not a Massenburg- or GML-
designed console. This project took several
years to complete. Every circuit was painstak-
ingly optimized for the absolute best possible
performance. No corners were cut. No ex-
pense was spared. This console was built for
the love of audio, not for mass production
and profit. The result is the finest, cleanest
mixing console in existence.

There is nothing like it at any other facil-
ity, anywhere. Unless Sony starts selling these
consoles, no other facility will be able to
emulate the Dave Smith Room. Nothing else
commercially made equals its performance.
It is simply not economically feasible. The mic
pre’s that David designed for it (Sony Studios
has a couple of portable outboard versions)
are in, my opinion, the finest, cleanest and
most transparent | have ever heard, even at
very high-gain levels.

Dave not only cared about audio, he
cared deeply about people, too. He was the
kind of person who would take time from his
busy schedule to help others, even those who
worked at other facilities. His passing is a huge
loss for Sony and the audio community.

Mick Oakleaf

Kampo Studios

NOT SO FAST...

| am writing in regards to your March 2006
issue and specifically the article on Big House
Sound [“Local Crew"]. In the first paragraph,
there is mention that “Big House Sound is in
talks with Austin Music Hall to handle its sound
requirements.” That is not the case. As COO
of Direct Events and its affiliated venues—The
Backyard, The Glenn at the Backyard, Austin
Music Hall and La Zona Rosa—i am involved
in all aspects of concert and event production.
We have not been in talks with Big House
Sound as a provider of service.

We currently have a relationship with an-
other sound company, Miller Pro Audio, and
are extremely pleased with their gear, service
and expertise in sound engineering. | would
appreciate a retraction of that statement. |
feel this portion of the article has done a dis-
service to Miller Pro Audio.

Barry M. Kohlus

Direct Events

Send Feedback to Mix
mixeditorial@mixonline.com
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CURRENT PROFESSIONAL AUDIO NEWS AND EVENTS
THE BEAUTY WITHIN

Surrounded by magnificent views
of rolling hills, sunsetsand wildlife,
Banguet Studios’ (Sebastopol,
Calif.; www.banquetstudios.com)
new digital recording facility is
now online. It was designed to
allow the inspirational energy of
the outside to merge with the
creative environment inside.

A full kitchen and lounge;
LEDE control room; sizable
main room with two additional
isolation booths; a second
control room for mixing and
Final Cut Pro video editing;
experienced staff led by
Grammy-nominated engineer
and producer Warren Dennis
Kahn; Yamaha concert grand
piano; fully digital automated
Tascam console; a sizable
amount of quality studio
microphones; and two Pro Tools
32-track recording systems
provide ample opportunity for
music and album production,
as well as commercials,
narration, books on tape or
other projects.

PETIT PRODUCES MCCLAIN
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George Walker Petit recently produced a debut CO by multi-Emmy Award-winning daytime TV actress
Cady McClain (All My Children, As the World Tums). Titled BlueGlitterFish, the CD was engineered by Petit

L-R: Yvan Bing, Cady McClain, George Walker Petit

wunw. mixonline.com

and Yvan Bing, and was tracked and mixed at
Right Track/Sound on Sound in New York City.
The project was mastered by Emily Lazar at
The Lodge (New York City). Petit also played
numerous instruments on the (D, including
guitars, electric bass and percussion.

“This session was a bit of a departure
from my ‘norm, if you will,” Petit said. "I have
been doing mostly jazz records as a producer/
engineer for a few years, both at my old studio—
walkerecordings, alas now closed—and at a few
other rooms in Manhattan. Little did anybody
know [McClain] has about 50 tunes and sings
beautifully. Cady is self-releasing this project,
using her own Website, www.cadymcclain.com,
and a link on the ABC-TV site. She has also
placed it on CDBaby and iTunes.”

JANES GETS
NARAS NOD

Producer/engineer/quitarist Roland Janes
(pictured at right with Jon Hornyak, senior
executive director of the National Academy of
Recording Arts & Sciences, Memphis chapter,
and whose credits include Jemy lee Llewis,
Roy Orbison and Charlie Rich) was honored by
the chapter with four plagues at Sam Phillips
Recording Services (Memphis), where he is
studio manager and engineer. Three plaques
were for his guitar work on Sun classics “Great
Balls of Fire,” “Whole Lotta Shakin’ Goin’ On,”
and Bill Justis’ “Raunchy” (all Grammy Hall of
Fame recordings) and a fourth for engineering
the Grammy-nominated album Electric Blue
Watermelon by the North Mississippi Allstars.
In addition, Janes also ran recording facility
Sonic in the 1960s and ‘70s.

PHOTO. DIANE DUNCAN

NEW SERVICES

Nashville-based Runway Network (www.
runwaynetwork.com/mastering) now offers
mastering services for local and national
musicians. Heading the division is mastering

engineer
Richie Biggs
(pictured), who
has worked in
the local scene
for more than 25
years as a tour
crew  member,
as well as a live
sound, studio
and mastering
engineer.




TECAWARDS UPDATE
WILL LEE T0 HOST 22ND ANNUAL SHOW

COMPILED BY SARAH BENZULY

Who  Paul Hugo, PreSonus
executive VP
Main responsibilities: manage

INDUSTRY [N e
|

Will Lee will host the 22nd Annual Technical
Excellence & Creativity Awards, to be held Saturday,
October 7, 2006, at the Hilton San Francisco. Lee,
longtime bassist on The Late Show With David
Letterman, 1is being brought back by popular
demand after his successful debut at the 21st
Annual TEC Awards, held in New York City last year.
Presenters at press time include Greg Kinn, Ryan
Hewitt, David Kershenbaum, Frank Serafine and
Alan Howarth, among others.

Along with the 23 awards, remote engineer
David Hewitt will be inducted into the TEC Hall
of Fame and guitarist/composer Steve Miller will
receive the prestigious Les Paul Award. Read more
about Miller's career on page 60.

For ticket information, contact Karen Dunn at
510/985-3263 or visit www.acteva.com/booking.
cfm?bevaid=115215 to order tickets online. For
additional information, visit www.tecawards.org.

BOOKSHELF

Mix contributing editor Heather Johnson has released If These
Halls Could Talk: A Historical Tour Through San Francisco Recording
Studios, in which leading Bay Area artists, producers, engineers
and studio owners take readers on a guided tour through some
of San Francisco’s top facilities. To read an excerpt, visit www.
out-word-bound.com. Thomson Course Technology, $29.99. Note:
Johnson will be moderating an If Tnese Halls Could Talk panel
discussion at the AES Convention on Saturday, October 7, 2006,
from 12 p.m. to 1:30 p.m. at Moscone Convention Center.

Scott Burns

product development process,
refine  customer interface
elements, build our brand by
traditional and nontraditional
marketing efforts, and assist Jim Odom (CEO,
founder) in defining the direction of PreSonus.
Previous Lives

® 2001-2006, Sennheiser and Neumann worldwide
relationship manager

* Sennheiser VP U.S. West Coast office

® Audio-Technica VP sales and marketing

The last great movie I saw was...Crash.

With almost 30 years in the audio industry,
the most exciting moment was...meeting and
talking with Nelson Mandela and working on
his 46664 concerts to benefit AIDS awareness.
It was a similar feeling at the beginning and
end of the Live8 concerts around the world. In
both cases, I was responsible for coordination
of Sennheiser support and was personally in
the wings at the events. What a rush and what
great causes.

Currently in my CD changer: I have lately
become a major proponent of iPod Lossless.
F - Generally, I'll argue the sonic merits of vinyl,
but now that I have this new technology with
relatively high fidelity, fully integrated into my
car and I'm listening to everything—again. Macy
Gray's The Trouble With Being Myself, the Dave
Matthews Band's Under the Table and Dreaming
and tracks from the Dave Holland big band disc.
When I'm not in the office, you can find
me...reinventing, rebounding, remembering,
replenishing and recommitting with my wife,

A Historical Tour through
San Francisco
Recarding Studios

Karalyn.

Aviom (West Chester, PA) co-founder Tom Costello
has been appointed C00; Tom Knesel was promoted
to national field sales manager. The company also
announced these new hires: Kim Treanor, executive
assistant; Rachael Morris, graphic artist; Mark
Gutekunst, field applications engineer; Kaori
Nijinsky, sales administrator; Roland Morris,
PCB layout designer; and Nick Minnot, product
tester...Charles E. Cuneo s Gibson Guitars
(Nashville) new CO0O...Scott Hanson was named

CFO of PRG (New Windsor, NY)...From Austin to Boulder, Colo., comes
Jim Wilson, engineer at Airshow Mastering...Augmenting Harrison’s

(Nashville) sales team is director of sales Claude Hill...Audio post
house RavensWork (Venice, CA) promoted Scott Burns to mixer...
Sennheiser (Old Lyme, CT) news: David McNutt, industry team leader

for installed sound; Rachel Vaclavik, marketing communications specialist,
Marcom division; Gregory Pizzi, graphics/new media project manager, Marcom
division; and Eric Stubbert, sales manager, audiology...Westlake Village,
Calif.-based TC Electronic appointed Mike Martin to national sales manger
for MI/recording markets...Beyerdynamic (Heilbronn, Germany) adds Michael
Kinzel, marketing/sales manager for Asia/Pacific markets...New distribution
deals: Cadac (Bedfordshire, UK) appointed Sebastian Song for Singapore and
Malaysia; Flyline Music AG (Switzerland) and Long & McQuade (Canada) pick
up Crowley and Tripp Microphones (Ashland, MA); Digigram (Montbonnot,
France) expands European distribution with Community (UK), Audio Systems
(Switzerland), Ivamod (Croatia) and Media Chip (Portugal); Exhibo SpA
(Milan, Italy) now represents EAW (Whitinsville, MA); Symetrix (Mountlake
Terrace, WA) brings in Reptex International (Rockwell, TX) for Latin America
(excluding Brazil, Argentina and Uruguay); and Tony Sawyer (Dubai, India)
adds Telex Pro Audio Group (Burnsville, MN) in Africa and the Middle East.
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EXTRAS

Go beyond the printed page and log on to
www.mixontine.com to get extra photos, text
and sounds on these select artictes:

Mix Prascats
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San Francis®o

Welcome to Mix's Gu'de to
AES San Franclsco 2006

2006 AES Coverage

Make sure you go to www.mixonline.com/aes to
get a head start on AES with this year's AES New
Products Guide, our very own AES Survival Guide,
e-mail newsletters, blogs, podcasts and Tech
Minutes from the show floor.

Mix. L.A. Open
Peruse additional photos taken from this year's
golf tournament.

T
—

Local Crew: McCune Sound
Find out what else third-gen company owner Allan
McCune has to say about the S.F. SR scene.

“Technology Spotlight”: Fairlight
Editorial director George Petersen offers additional
features on the new Fairlight Dream II.

—

CURRENT

NOTES FROM THE PRODUCERS & ENGINEERS
WING OF THE RECORDING ACADEMY

LISTEN UP—AND TURN DOWN!

BY MAUREEN DRONEY

Often, when you ask an audio engineer what his or her most important piece of equipment is, the reply will
be, “My ears!” It's a good answer; without great, trained ears, all the other accoutrements of recording are
useless. After all, no hearing, no music appreciation, no music purchasing. Elementary, my dear Watson,
right? So why do we seem so hell-bent on destroying our ears? From superloud sound at movies, concerts
and clubs to snowmobiles, leaf blowers and the earbud-style headphones that we jam into our ear canals for
hours at a time (creating, in essence, a compression driver right up against our eardrums!), the amazing and
delicate mechanism of the ear is under assault. It may develop so slowly you don't know it's happening, but
high noise levels, especially combined with prolonged listening, can cause hearing damage.

Thanks to studies by health organizations and testimonials by high-profile musicians, pubtic awareness
is growing and has led to some action. Apple’s software updates for the iPod and Nano allow customers to
set maximum volume limits. Sony includes a hearing-loss warning with its music players, and the influential
Consumer Electronics Association has created a pamphlet, Listening for a Lifetime, for manufacturers to
include in packaging. However, we are not hearing a lot about the problem from audio professionals.
We've all worked with producers, either unaware or in denial, who seem to have a “notch” in certain
frequencies due to years of monitoring loud—and bright—in the studio. I have a good friend who spent
years punching in loud vocals with one ear turned to the monitors as he worked the tape machine remote
placed to his side—guess which ear doesn’t work so well anymore? Why does this happen?

Early in my career, I was lucky to have as a mentor the extremely talented—and no-nonsense—San
Francisco Bay Area engineer Fred Catero. Fred had paid plenty of dues to learn his craft and had worked
his way up to preeminence. On one of my very first sessions as an assistant, he taught me that the band
needed to have the mains turned up loud when they came into the control room for playback. He also
taught me that was a good time for the engineer to step out into the hall. Fred was not only practical
about preserving his assets, he was confident and in-demand enough to set ground rules on a session.
These days in our competitive field, many audio professionals not only don’t want to talk about hearing
loss, they don’t want to say “no” to a client who's asking for dB levels that are just plain unhealthy.

Keith Olsen, another very talented and equally no-nonsense producer/engineer, offers these
suggestions. Use earplugs during tracking when you're out in the room with the band (which is a place
he recommends you be!). Okay, you might get a little hoarse from yelling all day—it’s worth it. Make
sure your control room doesn’t “load up.” If the room has so many reflections that you get frequencies
canceling each other, then you'll have destructive interference and you'll tend to keep turning up the
volume. Use headphones in the control room so you can control the level you hear when “louder” is
requested. (Tell them you're checking the mix on the ‘phones.) Use your engineering expertise to make
the small speakers sound great! You'll get better mixes that way anyway. And use your expertise in
psychology to convince your clients to turn down. After all, you're making music for the people who buy
it, right? They're going to be listening at 85 dB or less.

So listen up and turn down. You've got a lot invested in your ears—protect them! [ ]

Maureen Droney s the executive director of the Producers & Engineers Wing of the Recording Academy.

CORRECTION

In the David Hewitt “Mix Interview” (September 2006), SIA Acoustics was
incorrectly identified as SIA Software. Also, Remote Recording is the correct
company name, and though Remote Recording has facilities in Pennsylvania,
its headquarters is in New York City.

Mix regrets the errors.
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ON THE COVER

Talking House Productions

By Tom Kenny

ecords are now tracked at a home in
R Malibu and mixed in a cottage in up-

state New York. Scores are prepped on
alaptop in Miami, brought to a Czech stage for
live strings, then mixed and posted at a facility
in London. Videogame programmers will likely
never meet any of the dozen or more compos-
ers, effects editors and mixers who post their
tracks to an FTP site. There’s no question that
ours is an industry in transition, especially on
the production end. But it's still refreshing to
hear that creative minds can come together in
a single space and make music.

That's the thought behind Talking House
Productions and its companion studios. Six
producers—John Paulsen, chief engineer Pete
Krawiec, pc munoz, Paut Ruxton, Stephen
Smith and Marc Weibel—co-founded the
company with former Seagate CEO and
songwriter Steve Luczo. Each is responsible
for bringing in projects; others contribute as
needed, though the charter assumes and de-
clares a shared vision: to develop local talent.

“The music scene in San Francisco is ex-
ploding right now,” says Paulsen, company
president. “So many talented bands and
songwriters are giving it a go, and the club
scene is growing again. There are artists here
looking for someone who believes in their
songs and has a philosophy that content is
king, that content takes time and nurturing
and ears and support to develop, and that
artists deserve to be treated like partners for
the long-term.”

It sounds a bit like A&R of yore, and it is.
But then there is so much more, from vid-
eotaping sessions for viogs (and straight-up
blogs) to direct promotion via cell phones to
traditional film and TV sync licensing. They
do business, they do art, they do promotion,
touring—the whole bit. Though they have a
record label, they don't want to be a label, so
they form distribution “partnerships.” They
are all well-versed in D.LY. marketing and
support. And they know new media. But for
two years, they had no studio, so they worked
primariy out of John Lucasey's Oakland,
Calif., facility, Studio 880, a home they were
grateful for while the Walters-Storyk Design
Group laid out plans for Talking House.

John Storyk, principal designer, got in-
volved early through connections with Luczo
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and Jack Leahy, a friend
and owner of Crescendo!
and the late Russian Hill
Recording, who was also
a mentor and colleague
of a few of the produc-
ers. "Because of the way
they wanted to work,
we eventually found an
appropriate warehouse-
style building with very
few columns and excel-
lent height,” Storyk says.
"Additional height and
daylight was created by
adding a 10-foot clear-
story skylight to the live
room. The initial program
calted for multiple control rooms with a single,
large live room and iso booths, where every
room could see at least 80 pescent of the
other rooms. Critical to the acoustic design
was that all control rooms be working at
the same time. We had done this before,
but it's not easy. There is lots of glass and
tremendous demands for isolation. The basis
for construction is that all rooms are separate
‘split concrete slabs,” with wire management
mostly in below-floor troughs. Raom-te-room
isolation is ensured with triple-wall construc-
tion, including sand-filled concrete block par-
titions. Extensive predictive auralization and
reflection analysis was performed numerous
times, allowing us to ’listen’ to the rooms
from the calculated impulse responses before
they were built.”

The two-story building is actually split
in two, with a little less than half devoted
to a gallery space for art exhibitions and
private quarters. The studio side, however,
is all business, with Studio A housing an
SSL 9000 K purchased from the defunct Hit
Factory through broker PAD. On each side,
and beginning the 180-degree arc, are two
good-sized iso booths, flanked by opposing
and identical Digidesign D-Command ICON
rooms. Genelec 8050As provide 5.1 monitor-
ing throughout, augmented by 10358 mains
soffited in the SSL room. Three Dolby Lake
processors manage the monitoring systems,
the first we've heard of in a studio situation.
Each room has 72 channels of Pro Tools HD,

SAN FRANCISCO

From left, in Talking House Studio A: chief engineer Peter Krawilec,
engineer Justin Lieberman and producer Paul Ruxton

easily shared for big projects, and they still
love 2-inch tape. Even the large, open Gallery
is wired for tracking and playback

“Above all, we were looking for flexibilty
and ‘nimbleness,’” says Paulsen. "We can
go old-school with the SSL onto-2-inch tape;
we can dump to Pro Tools or begin with Pro
Tools. We place a real emphasis on scoring
here—it's easily half of what we do. We can
start with an improvised jam in the live room
and add textures in our Pro Tools and MIDI-
focused rooms. We can compose in MIDI, on
laptops or in the rooms for two days, then add
that one critical live element. We can do any
one of these or all of them seamiessly because
alt the rooms are tied and work together. |
don't think it’s strange that the artistic side
of us believes it’s crucial to have a vintage B3,
Rhodes and Wurlitzer, and also crucial to have
the new Muse Receptor. The gear is a perfect
complement to the style we have as producers
and the way the studio was set up.”

The Talking House team knows they aren‘t
reinventing the wheel here in terms of produc-
tion style or artist development. But what's
different between Then and Now is the sheer
number of outlets and opportunities for music
to find its way out into the world. The model
is in transition. There are no rules. But Talking
House is definitely now in the Game.

For a look at Storyk’s floor plans, full design
and build credits, and the complete Paulsen
interview, visit mixonline.com. For more on
Talking House, visit www. thpro.com. ]



A e e e
-------md—a—”llllll

OO W e W W W W O e
_ ----m---v“-'---- - e O =W

designed by Allen Sides
VAR ERARRRRRRARAARA

-~

We Don t SY=11 SpeakersWe SeII A Sou-nd

“One Size Fits All” does not apply so we have thres versions of our monitors from stand alone to soffit mounted to absolutely no timit.
Each system is designed and buiit specifically for the room it will be placed in.

Any acoustic corrections needed to optimize that space are part of our installation.

Hear what many industry pros believe are the best large monitoring systems In the world.

Engineer/Producer/A&R

JaCk Joseph PU|g Geffen A&M

“Ocean Way Recording has been my place of residency for the

past decade. OWR's accurate and expansive monitoring

systems are equally impressive in every room."
Producer/Engineer

- N'Qel GOdriCh: Radiohead, Beck Paul McCartney

“The only big monitors | have found useful, are the ones in
Ocean Way. They sound amazing without being flattering.
They are warm and musical as well as being practically useful
and are a joy to listen to.”

Grammy winning

* Bruce Swedien: Engineer/Producer

“The Ocean Way Monitor Systems are the best speakers in LIFE!!!
Producer/Engineer

® SCOtt L|tt R.E.M., Nirvana, Incubus

“The Monitors Allen built for my studio are simply the best large
speakers | have ever used and relate perfectly in character and

balance to the small speakers | use.”

0 . Senior Vice President Artist & Repertoire
¢ Jon L|nd * Hollywood Records/Disney
“At last the OWR Monitor system we installed in our executive
conference room provides accurate and dramatic playbacks for
our weekly A&R meetings. It also makes artists playbacks of the
new albums something to look forward to.”

Engineer & Co-Producer

* Nick Rasculinecz: ¢y, rignters

“The monitors Allen Built for Dave Grohl's private studio, which we
used to mix the latest Foo Fighter's album on, are very impressive.
They're incredibly musicat even at the loudest levels.”

. Senior Vice President of A&R/Producer
b ROb Cava"O Warner Bros.

“The OWR Big Monitors are the only ones in existence that 1 trust.

| feel like I'm getting the full impact of all the frequencies that i've
recorded but without any hype. They really are the best monitors
anywhere. Alien Sides' designs, studios, and sonics never cease to
amaze me.”

Engineer/Producer

o GeOI’ge Massenburg: /Designer

“Allen and | have been friends and at times competitors in the
studio business over the years. We both share a passion for
accurate, high definition speakers that have the ability to sound big
and impressive for artists when it’s required. The OWR monitor
system squarely hits that mark.”

- Leslie Ann Jones: Sy 5 <™

“I can't think of any large monitor system I'd rather have in
Skywalker Scoring Stage than Allen’s Ocean Way Monitors.”

Phone: (323) 467-9375
www.oceanwayrecording.com

g 5 RIS UL L0 e A




INSIDER AUDIO |

BY PAUL D. LEHRMAN

Surrounding the Audience
How Sports HD Audio Gets Distributed

involved in putting together surround mixes for live

sports events through the eyes of Phil Adler, an old
friend of mine who's been doing freelance sports mixing
for 18 years; Ron Scalise, audio project manager for remote
operations at ESPN and now ABC; and Jim Hilson, senior
broadcast audio specialist at Dolby Labs. As we saw, it’s
hard enough getting the mixes to make sense at the site,
but this month, we look at what happens and what can
go wrong when the sound gets sent on its way.

In 1999, the folks at Dolby Labs came up with a way to
handle surround audio that fit the way broadcasters—well,
most of them—wanted to work, and overcame one of the
major obstacles that stood in the way of wide acceptance
of surround remote broadcasting. Very simply, the problem
was, says Adler, “There’s no way to handle six discrete
channels out of the truck, through the routers and over the
broadcast path. That's why they came up with Dolby E.”

Dolby’s Hilson adds, “Most videotape recorders only
have four channels of audio. To do surround, we need six
channels, or eight if we also want a separate stereo mix
at the same time. So Dolby E was developed as a way to

I n last month’s column, I looked at some of the issues
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get 5.1-channel mixes from point to point.”

Dolby E is a method of coding up to eight audio chan-
nels onto a single AES digital pair. The AES signal is 20-
bit/48kHz, which allows room for metadata. Its data rate is
192 Mbps. It's a lossy codec, but according to Hilson, “It’s
good for up to 10 generations of encode/decode. It’s not
as lossy as Dolby Digital. How many you can do depends
on the complexity of the signal: Dialog can go several
more generations before you notice it, but symphonic
music might sound a little weird sooner. In a typical situ-
ation, you're going from the truck to the network, which
takes it apart and adds commercials. Then they send it to
the affiliate, who also takes it apart and adds commercials.
Then they send it to the transmitter, so you're looking at
five or six generations, maximum.”

Another advantage to Dolby E is that it is designed from
the ground up to be video editing—friendly. “It’s built on
frame boundaries,” says Hilson, “so it can be stored on tape
in the video signal and edited right along with the picture.
There’s a one-frame delay at encode and decode, but if all
you're doing is a cuts-only edit, the audio is in the right
position. If you're doing a lot of production, then when you



Perfect Sound very Time.

10,

Take your audio content performance to a new level with DTS-HD™
‘dts Master Audio Suite software — an all in one solution for audio encoding,
S M decoding, quality control, and bit stream management for Blu-ray Disc™
U”OUﬂd aSIer and HD DVD™. DTS-HD Master Audio™ streams can be encoded with up

AUd|O Sur[ ) AUdIO SUI[e to 7.1 channels of bit-for bit audio with a backward compatible DTS Core

- allin a single encoded data file. Designed for ease of use, simplified
workflow, and legendary DTS audio quality - It's a Perfect 10 Every Time.

™
—
~ —

“DTS-HD Master Audio Sune comes with DTS-HD StreamP'ayer™ and DTS StreamTools™ . H |g h D efl n |t|0 n AU d | 0




—  INSIDER AUDIO

do the layback, you just offset the audio.”

Yet another advantage is that the meta-
data automatically follows the signal as it is
encoded and decoded. Among its functions
are to keep the channels separate and to
convey compression profiles and normalize
dialog levels among different sources, such
as programs and commercials.

A signal path from a remote truck at a
sports event might go like this: The truck
generates a  1.5-Gigabit/second uncom-
pressed HD video stream. When it leaves,
the signal is compressed as it is fed through
an Asynchronous Serial Interface (ASI) 1o a
satellite or fiber-optic network, usually tak-
ing the data rate down to between 45 and
60 Megabits second. Most ASI systems allow
two audio “services” o be carried with the
video signal. One can be Dolby E and the
other is often a 2-channel feed, compressed
at the truck using MPEG-2, which takes it
down from 1536 Mbps to 384 kbps, the
same clata rate as the audio on a Dolby Digi-
1al signal going to the home viewer.

At the network, everything is decoded:
The video is turned into Serial Digital Inter-
face (SDI) or HD-SDI, the forms in which it
can be distributed around the building, and
the audio is converted to PCM. SDI video

GT PROFILE

WHAT HE'S DONE: Produced and/or
engineered some of the biggest records in
rock and pop history, by artists including
Toto, Jackson Browne, Fleetwood Mac,
Don Henley, Jeff Healey and many more.

WHAT HE'S DOING: Working with a great
band out of Baton Rouge called The Terms.

WHAT HE USES: Groove Tubes’ VIiPRE™ tube
mic preamp, Glory Comp™ tube compressor,
and alt of GT's studio mics.

WHAT HE SAYS: “Nothing comes close to
capturing my passion for sound than all

the GT tools | use. For all the most important
vocal and instrument sources, my GT mics,
ViPRE mic pre, and Glory Comp tube
compressor are what | turn to every day

in the studio.”
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lets you embed up to 16 channels of audio,
and some networks take advantage of this,
but others put the audio on a separate cable.
Commercials and other network feeds are
added to the stream, and then it goes out
again through an ASI on its way to the
network’s affiliate stations.

Now let’s jump to the viewer’s set. When
it ends up there as part of an HD broadcast,
the audio is 384 or 448kbps Dolby Digital.
Audio mixers like Dolby Digital. “It is really
discrete,” says Adler. “Nothing goes into a
channel unless you put it in that channel.”
Viewers like it too: “The consumer sees the
‘DD’ light on his $10,000 home theater sys-
tem,” adds Scalise, “and he's happy.”

But what goes on during the time be-
tween when the signal arrives at the network
and when it goes out over an individual sta-
tion’s transmitter varies a lot, depending on
who's doing it. Says one observer, “Everyone
wants to have their own little thing that sets
them apart from everyone else.” The on-air
networks use ASI—over satellite or fiber—to
pass the programs on to their affiliates. But
that's about all they have in common.

CBS, when it distributes the video signal,
embeds the Dolby E audio with the video,
which the stations can then pull apart and
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encode into their HD transmissions. At Fox,
however, the ASI signal going to the affili-
ates has already been down-converted to a
standard HD video broadcast signal (194
Mbps)—a “transport stream”—which cou/d
be turned around by the affiliates and trans-
mitted without further conversion. But it’s
not quite done that way. First, each station
adds local content using a “stream splicer”
and then sends the signal to the transmitter.

NBC'’s ASI stream, on the other hand,
uses a higher 33Mbps bandwidth, which
allows it to include eight discrete audio
channels in the form of four MPEG-2 pairs.
The individual stations decode the audio as
PCM, and then can choose which channels
they want 10 include with their video trans-
missions—some streams, for example, only
use the stereo feed and stations on the East
Coast might want different audio content
from those on the West Coast.

ABC is an interesting case: It currently
doesn't use Dolby E at all (although until
recently, its truck feeds for Wonday Night
Foothall were in Dolby E). A large part of
the reason is that the network went on the
air with HDTV and surround audio before
Dolby E was developed. Working with

—CONTINUED ON PAGE 180
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The Outer Limits

Of Portability

By Kevin Becka

ack in February of 2004. Mix put the Apple G5 to

the test, including the plavback of DSP-intensive

instruments while recording a live band. support
for separate live headphone mixes for the band. plavback
of a QuickTime movie. quad plavback of audio and even
running the lights in the venue. The recent release of the
new Intel-based MacBook Pro whetted our appetite for
another test. So this asticle was reborn with a new goal:
1o find the 1ecording limits of Apples flagship laptop
with the newest version of Logic, Apples native DAW.
We made a “logical” choice. as native apps are becoming
more and more powerful as a result of beefier chipsets,
faster throughput and drivers that impressively reduce
latency.

For this stress test, we decided 1o use our system for
a live recording of a five-picce rock band. Because we
were using a laptop, the focus of the test was 1o keep
things small. In fact, the footprint was so compact that,
apart from our Mackie facler and plug-in controllers, the
entire rig could fit comforiably into two small computer
bags. To keep the system working hard, we recorded
bass, two guitars and a vocal live, We had a drummer
triggering samples while our pianist was on a control-
ler playing a modeled keyboard in Logic. We also ran
a video while we recorded, and had two instances of
Apple’s Space Designer reverb going, as well as many
plug-ins. Plenty of CPU-clogging stufl going on here!
The 5.1-enabled D Room at the Conservatory of Re-

cording Arts and Sciences in Arizona was our host space.
Our room was set up 1o facilitate having our five musi-
cians and engineer all in the same space, much the same
as Peter Gabriel and proclucer Bill Botrell have done. With
no one separated by walls, everyone became an integral
part of the process. At the recording helm was Logic Pro
uber-man Robert Brock, helped by two able assistants
from the Conservatory.

IN THIS CORNER

Apple accommodated us by sending a 17-inch MacBook
Pro running a Dual-Core 2.16GHz engine. Our OS was
1047, and Apple's Logic Pro was Version ~.2.1, the first

www mixonline.com

PUSHING THE POWER OF
THE FLAGSHIP INTEL-BASED
MACBOOK PRO

version able to run on the Intel-based Macs. Upgrade
features include 32-channel support for muliichannel
Audio Units instruments, integrated support for the new
Apogee Ensemble interface (we tried 10 get it for this
review. but it wasn't readv). Digidesign Pro Tools HIDT
DAE support. Serato Piich 'n Time support, improved
ReWire support and Euphonix EuCon support, along
with improsements for other control surfaces.

The MacBook Pro we tested weighed just under =
pounds and featured a FireWire 400 port, a FireWire 800
port. three USB 2 ports and 2 MB of L2 cache that could
be shared between both cores as needed. The front side
bus runs at 667 MHz. and it's the first laptop to offer PCI
Express. allowing data 1o travel in parallel across links
and lanes. making for speedy throughput. Suffice it to
say. this unit is wop of the line.

The MacBook was maxed at 2 GB of RAM, and car-
ried the 7.200 rpm SATA drive option, essential for our
application. The 2 GBs of RAM let us run our sample
libraries more efficiently. The libraries we used load the
leading edge of all their samples in RAM. so the more
we can get, the better. The first item on our Apple wish
list is that we'd like 1o have had more RAM available—2
GB is ¢nough. but just barely enough.

A definite snag for this st was that we were ahead
of the curve with regard 1o third-panty plug-in support
tor the Intel Mac, which is
low at this time. Even
the libraries that of:
fer support are

running  beta
versions.  For
this reason,

we were



limited in our plug-in selection. but got 1o use some great
collections (gencrously provided by [LIO and Prominy)
during mixdown on a non-Intel-based system. The nice
thing about Logic is that it comes loaded with some great
stock plug-in options. including the Space Designer con-
volution reverb, which is a real DSP hog—perfect for our
test.

STORAGE

Because the session involved both triggering and play-
back of MIDI samples. we needed a lof of storage. Glyph
provided two PortaGig 7.200 rpm 100GB drives that we
configured in a RAID siripe, using the stock RAID soft-
ware in the Mac OS X. The PortaGigs can be bus-pow-
ered. but Peter Glanville of Glyph suggested we run the
drives using their AC power supplies, as some computers
don't supply enough bus power 10 sustain the 7,200 rpm
drive (even if the computer itself is using AC power).
These two drives held the fxpansion BFD library, which
was nearly 200 GB and featured the new Jazz & Funk
Expansion Pack. among others.

Other storage duties were ably filled by 1wo LaCie
Big Disk Extreme 500GB, 7.200 rpm drives. Each LaCic
enclosure holds two drives configured in a RAID siripe
and transfers data over a single FireWire 800 or 40( bus.
These drives held the whopping Vienna Symphonic
Library VSL Cube, featuring more than 800,000 samples

and 550 GB of sample data recorded at 44.1kHz/2:4-bit.
In addition, we had the latest version of Stylus RMX with
four new S.A.G.E. Exparders, Synthogy's lvory Pianos
and Prominy's LPC Distortion and Clean Guitar. Adding
the internal 100GB. 7,200 rpm drive on our laptop gave us
1.3 TB of drive capacity, and we used nearly every bit.

OUTSIDE THE LAPTOP
170 was provided by the very portable MOTU
UltraLite, a FireWire powcrhouse oftering two
mic’instrument inputs wth phantom-pow-

ered preamps with front-panel gain and
three-way pad. 1,O comprised six bal-
anced line-level M-inch (TRS) inputs and
10 analog TRS outputs. sterco S/PDIF
1,0, assignable stereo headphone output
and one MIDI I/O. Just 'ike our drives,
we AC-powered the UltraLite 1o make it
casier on the laptop.

One self-induced snag encountered with
the UltraLite was when we tried to hook up
our drives to the same FireWire port we used for
our audio—never a good practice because it tends to
clog the pipcline, but we tried it nonetheless. The UltraLite
has a secondary FireWire port 10 connect to other devices,
but when we hooked up our storage to that port, it would
bring the session 10 a halt: Logic would stop outputting
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a0FLUAre Insbruments

BFD Drums, featuring the Jazz & Funk
Expansion Pack (www.fxpansion.com)

Vienna Symphonic Library Symphonic
Cube (www.ilio.com)

LPC Electric Distortion and Clean Guitar
(www.prominy.com)

Synthogy Ivory (www.ilio.com)

Stylus RMX with four S.A.G.E. Expanders
including Noizbox, Stark Raving Beats,
Ethno Techno and Skippy’s Big Bad
Beats (www.ilio.com)

audio. Once the drive was removed from the
port, the problem ceased.

Although for the sake of convenience
we used the monitor section in the room’s
Focusrite Control 24 to get to our M&K sur-
round monitor system, the UltraLite could
have handled the task nicely. It lets you
configure the volume control on the front of
the box to control two, six or eight channels
of audio (stereo, 5.1 or 7.1). This would allow
you to have a handy master volume control
for the whole mix, no matter where you
were set up and what your configuration.

Other support gear included a Mackie
C4 controller offering 32 rotary V-pot en-
coders with integrated pushbuttons; four
55x2-character backlit LCDs; and a Mackie
Control Universal with 100mm motorized
touch-faders, multifunction V-pots, automa-
tion controls, meter and timecode display.
We had to break a lot of things out on
hubs; for this, we went old-school with the
Emagic MT4 bus-powered 2-in, 4-out MIDI
interface, providing 32 input and 64 output
MIDI channels, and a MIDIman Sport 2x2
hub. Bringing up the rear was the Compaq
USB 2/FireWire 400 hub,

The only mic in the room was Korby
Audio’s Convertible microphone. This in-
credible transducer comes with four hot-
swappable capsules modeled after a Neu-
mann U47 and UG67, 251 and AKG C 12. The
vocalist/guitarist sang into the mic fitted
with the 47 capsule, which ran directly into
the MOTU’s mic input. In total, we recorded
live bass and two guitars and vocals—ijust
four tracks—while our drummer and key-
board player triggered BFD samples and a
modeled Rhodes via a Roland pad kit and
Yamaha Motif ESG, respectively.
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This diagram illustrates the configuration of the equipment used for this article's tests.

One of the guitars and the bass were
taken directly into the UltraLite with Logic-
resident plug-ins used for effects and process-
ing. Due to the fact that the UltraLite has only
two mic/instrument inputs, the other guitar
was run through a PreSonus Eureka and then
into the line input of the UltraLite. One slick
thing we were able to do was use Logic’s
channel strip presets to get a quick setup
for the instruments. Guitarist Leon Santiago’s
instrument was quickly dressed up with a
Michael Landau preset that put a nice, slightly
crunched stereo chorus across his guitar.

The drummer triggered the BFD samples
while the keyboard player ran a resident
Logic modeled Rhodes piano, which was
replaced later during mixdown with one of
the Ivory Pianos. For the groove, we ran a
GarageBand loop. For reverb, we had two

instances of Apple’s Space Designer convo-
lution reverb. Logic lets you jump between
presets in real time; however, when we
switched the channel strip preset to a clean

I The Computer and DAW

 17-inch MacBook Pro using the Intel
Core Duo processor running at 2.16GHz
clock speed with a 7,200 rpm internal
100GB drive

® Logic 7.2.1 upgrade: Intel-capable,
32-channel support for multichannel
Audio Units instruments, plus support
for Digidesign Pro Tools HD7 DAE,
Serato Pitch 'n Time and more
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sound, it reset the input source, making us
go through channel input setup each time
we switched the preset. Having to do this
chore negated the feature’s potential cool
factor. It would be nice to be able to separate
the input setting from the preset.

TESTING, 1, 2, 3

The first run at a take was at 44.1kHz/24-
bit with the buffer size set to 256 samples.
While the players didn't complain about la-
tency, when we asked them, they said it was
discernable and might have been a groove-
killer if someone was picky. It didn't spoil
the vibe of this particular band, though,
with everyone locking pretty well into
the track. The drummer's proximity to the
monitors, however, kept him from feeling
the mojo and locking to the track, but that
was quickly remedied with a headphone
feed sent to him from the front panel of
the UltraLite. This output can be separately
addressed using the software interface pro-
vided with the box.

This take went off without a hitch with
the Logic system performance display show-
ing one of the CPU meters (there’s a meter
for each core) at about 50 percent, while the

-
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Apple system performance meter showed
that the whole system was running at about
50-percent load. While tracking, the twin me-
ters showed that the computer seemed to run
everything on a single core (meter); however,
on playback, both meters were dancing and
showing about 25-percent load each.

UH, OH!
A potentially fatal problem arose after a
quick break. When we came back into the
room, the MacBook Pro had crashed. A re-
boot resulted in the computer repeating the
reboot sample over and over. After another
attempt at rebooting by holding down the
power button, the computer came up but the
screen on the laptop would not. The pixels
could vaguely be seen on the screen, but the
backlight would not turn on. We eventually
set the external monitor to display the main
screen on a wall-mounted screen by shining
a flashlight through the back of the monitor
through the Apple logo and calling up the
display screen to reset the external monitor
to show the main screen. That logo isn’t just
for show after all; try to do that on a PC!
After our brief encounter with the in-
finite, we decided to kick it up a notch.

o

"! Otner Hardware

* MOTU UltraLite bus-powered 10-in,
14-out, FireWire audio interface

® Mackie C4 controller

® Mackie Control Universal

* Emagic MT4 bus-powered 2-in, 4-out
MIDI interface

® Korby Audio Convertible microphone
using the U47 capsule

* Compag USB/FireWire hub

* MIDIman Sport 2x2 hub

The next test involved lowering the buffer
sample size down to 128 to see if we could
reduce latency. The latency was immediately
cut in half, and the players were much hap-
pier. Latency was less of a problem for the
players triggering MIDI as they only experi-
ence half the delay of those recording direct.
This is because, with an audio input, there
is latency going in and going out of the
system, whereas with MIDI triggering, the
latency is only on output when the sample
is converted. We hit the red button and the

3 Auralex

acoustics

Space Array
Those of you seeking a
high-end diffusor without a top
dollar price tag need look no further.
SpaceArray ™ diffusors work great, look great and
they're w-a-y less expensive than anything else on the market.
Designed by Russ Berger, the SpaceArray combines hemispherical

htweight, the beautiful 2" x 2' panels are easy to install and can be used in o kr& n;nnésn al
variety of placement options. If you want to make a room sound and look call (801
1e best it possibly can, the SpaceArray is your product. or visit Aural
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was that when you are looking at the Track
Mixer view, you can’t move channels; you
have to do it from the Arrange window, and
when the Record button was on, it would
eliminate the metering on the bass track.
Another interesting situation occurred
when we were setting the level for the vocal
mic in the studio. Of course, with surround
speakers in the room, this setup presents
a potentially dangerous feedback situation,
but with precise mic placement, we were
able to get enough isolation. The problem
came when we put the track into record-

J_ Outer Limits of Portability

enable. Logic sets different levels for the
track when record is enabled and when it is
not. This means that if you're not watching
it, you can instantly have the input at unity
gain, causing some nasty feedback.

There was one annoying feature that
kept us on our toes. Except in a few nonob-
vious exceptions, in Logic Pro you cannot
select more than one track at a time, and the
only way to arm a MIDI track when stopped
is to highlight it. The catch is that when you
press Play with a MIDI track selected, the
other audio tracks, even though they were

(/] SENNHEISER

the Next stage

for our 5000 Series

Introducing the
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our

record-enabled, will not go into record. Our
workaround was to select an audio track, hit
Play to go into record, and then go up to the
MIDI track and select the MIDI track. Apple
needs to make Logic more intuitive to the
way engineers optimize workflow.

The last Logic gripe is a MIDI issue.
Because Logic will not allow separate MIDI
tracks for each instrument, you can't record
to two MIDI tracks at the same time and ad-
dress the outputs separately. This was a big
problem for us because when we went to
tweak the drums or keyboard MIDI feeds on
the combo track, it would reset the outputs,
resulting in drums being triggered from the
keyboard and vice versa. In a nutshell, Logic
should treat MIDI I/O assignment, track
selection and record enabling the same way
that audio tracks are handled.

BOTTOM LINE?

There is really no bad news here. Despite
the screen problems and the fact that we
hit the processor’s ceiling, the performance
of the MacBook Pro laptop was impressive.
It’s important not to lose perspective—this
setup was formidable, with lots of DSP-in-
tensive sample rendering going on, as well
as audio recording using many plug-ins,
including convolution reverb. After all, this
is a 7-pound laptop!

What’s even more exciting is where this
all can go as the next-gen chips arrive and
more manufacturers jump on the band-
wagon. For instance, a week before our
test, Intel released its new Core 2 Extreme
processors, which are blazing-fast and run
much cooler than past efforts; specs reveal
that these chips run at 293GHz clock speed,
1,066MHz bus speed and offer 4 MB of L2
cache. Could we see these in next year’s lap-
tops? (For more info on these chips, check
out: http://techreport.com/reviews/2006q3/
core2/) In addition, at MacWorld, Apogee
released a new high-performance PCI-Ex-
press driver for its Symphony 32-channel
PCI-Express card that boasts latency in the
2ms range. Although the laptop doesn't
carry a traditional PCI-Express slot like a
desktop, it does have an ExpressCard/34 slot
that would allow using Symphony with an
expansion chassis. This is exciting stuff and
bodes well for portable and native audio.

All in all, this was a fun test, rendering
some great sounds. Be sure to check out the
mix in progress at mixonline.com. Thanks
to Apple, Robert Brock and the musicians
and the Conservatory of Recording Arts for
providing the space. n

Kevin Becka is Mix's technical editor.
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From Scarface
To Simlish

By Blair Jackson

he San Francisco Bay Area was the birthplace of

the personal computer revolution and also a pri-

mary starting point for the computer videogame
industry. Today, it is the home of game companies large
and small, and there are dozens, perhaps hundreds.
of people who make their primary living catering 10
the audio needs of videogame publishers and produc-
ers. This month, we take a look at three diverse Bay
Area—based videogame projects to get a snapshot of
what’s going on.

“SAY HELLO TO MY SCARFACE GAME”

It's a sign of the times in the increasingly high-stakes
world of videogames that media giant Vivendi, pub-
lisher of this fall's hotly anticipated Scarfuce: The
World Is Yours game, would pay to fly journalists from
Germany and England to Skywalker Ranch in rural
Marin County in Northern California so they could
write stories about the game's sound, of all things.
With the game costing in the millions already, what's
a few thousand more for some worldwide promotion?
And it is a pretty good story: Vancouver-based game
producers Radical Entertainment (Shupsons: 11it & Run,
The Incredible HHulk: Ultimate Destruction) decided 10
enlist a crew of Skywalker’s sound pros—including
multi-Oscar—winner Randy Thom—to give the game
the Hollywood sheen it needed. The foreign guests
were duly impressed by Skywalker’s genteel, golden
California setting and were perhaps even a little awe-
struck by the presence of George Lucas in the main
house’s dining room that dav.

Though Thom will get most of the ink, the sound
director and driving force behind the audio for Scar-
Jfuce was actually Radical’s Rob Bridgett, who worked
on the game for three years (compared with 1wo
weeks for Thom). It was he who was tasked with
putting together the game's soundtrack, working with
a combination of sound effects libraries and some
original recordings (*It's amazing how good breaking
dried pasta sounds for certain gunshots,” Bridgett says)
in an attempt to convey the story’s ditferent ambiences
and incredibl¢ mayhem. Although drug-dealing lead
character Tony Montana (played by Al Pacino in the
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TACKLES A SPECTRUM
OF GAME SOUND

film and a sound-alike in the game) met a cruel end
in the original, the game gives players the chance
to have Montana survive the climactic shoot-out in
his mansion and proceed to other violent adventures
around Miami and the Caribbean that show what a
bad, macho dude he is. The gunshots are unending,
the bloodletting prolific, the language protane—this is
not one for the kiddies, tolks.

Bridgett worked on the game's audio temp track in
Vancouver, creating what he calls “placeholders” for
sounds he knew would be improved upon once the
action shifted 1o Skywalker. He spent a total of about
five weeks in Marin. “We gol very rough mixes in place
before we set foot on the stage at Skvwalker, just 1o
give us a starting point 1o go from.” he says. “Then we
replaced a lot of the sounds and created a lot of new
mix snapshots. The first weck was with Randy doing
mainly sound effects consultation. The second week
was actually hands-on, in-game sound effects replace-
ment with Randy. Then we spent two wecks on the
mix stage with [mixer] Juan Peralta and [effects editor]
Mac Smith mixing the Sony PlayStation 2 version and
then another week mixing the Xbox Dolby Digital ver-
sion.” Throughout the process, Bridgett worked closely
with Radical sound programmer Rob Sparks, who was
charged with implementing the sounds into the game
on-site for three of the five weeks at Skywalker. Sparks
would write the necessary code, and by the following
day, the game would reflect the new mix decisions. At
the end of each day, changes would be sent back 10
Vancouver via a secure Virtual Private Network.

Peralta and Smith both had high praise for the
Mackie Control Universal unit that became a key ele-
ment in mixing the game. Peralta notes, “This is the
first time we've done a videogame this way, where we



have the Mackie controlling an audio builder
program that Radical has created. It gives us vol-
ume and pitch control, sends for subs, low-end
information and auxiliary sends for reverb con-
trol. It's more tactile than just mouse-clicking on
a computer, which is traditionally how games
have been done. We approached it like we
would a film; that's what we do here. Mac got
some Foley to cover footsteps and cloth move-
ments and stuff like that, and Rob (Bridgett]
brought in all the effects, and we sweetened
[them] with some new effects that we thought
might be more dramatic.

“Mac and 1 have been working on films for a
while now, so every little cutaway scene in the
videogame is treated like part of a film. We at-
tack it that way—background music, ambiences. Foley;
getting as much coverage as possible. Rob had a pretty
good base mix of what he intended for the scenes, and
all we did was add to it to make it more realistic—boost
that up, turn that down, clear the dialog a little more or
even EQ the dialog in some cases.” Peralta and Smith
admit to some frustration while mixing for the PlaySta-
tion 2 format because of the lack of separation, “but the
Xbox was much better. There was more clarity and the
stereo surrounds had better imaging,” Peralta says.

And what was the experience of the always sage
Thom? “Obviously, there are a lot of {game platform]
technical limitations we hope will disappear in the
next-generation [Xbox 360 and the soon-to-be-released
PlayStation 3),” Thom says. “It’s frustrating for somcone
who's used to getting at least 44.1 playing 22Hz sam-
ples. It was definitely a challenge trying to shoehorn
these high-fidelity sounds into restricted bandwidth.
But it was still fun and still very much like what we

Radical Entertainment’s Rob Sparks (left] and Rob Bridgett worked on the sound for
Scarface: The World Is Yours at both Radical Entertainment and Skywalker Ranch.

do in sound and storytelling for movies.”

Thom helped guide Bridgett through Skywalker’s
massive effects libraries, which, not surprisingly, in-
clude thousands of gunshots of every variety, not to
mention all sorts of base sounds that could be used to
polish ambiences and add hard effects. Verisimilitude
is important, Thom says, but in both films and in
games, “You're also going to be exaggerating for the
sake of drama.” he says. “One of the big [sound] ele-
ments in Tony Montana’s 50-caliber machine gun is a
Howitzer, a gun he could never dream of actually car-
rying around—it’s a full-blown cannon.” [Laughs]

“We had to do lot of experimenting and trial-and-
error to get gunshots and explosions to sound as
good as possible,” Thom continues. “We would get
something and listen 1o it at 48k or 44.1, and stereo,
and it would sound pretty impressive to us. We'd feed
it into the game, and [with the reduced bandwidih] it
would sound terrible. Sometimes there would be vir-
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tually no attack on
a sound—an explo=

faded up. Some of it
seems like voodog
in terms of how you
get things to work
in a game. But we
ended up modify=
ing sounds in certain
ways to make them
sound better coming Telltale Games CEO
out of the game.” Don Connors

SMALL IS BEAUTIFUL AT TELLTALE

The folks at Marin County-based Telltale
Games definitely know a thing or two
about the high-end videogame industry:
Some of them got their starts working for
another local giant, LucasArts. And since
starting Telltale, they have made some
games adhering to the conventional retail
model—CSI: 3 Dimensions of Murder is
theirs, “but it’s unconventional in that the
audience is the show’s audience, which is
mostly women over 25,” says Telltale CEO
Dan Connors. “The audience is less gam-
er-centric and more fans of the license,
so we're trying to go after an audience
that the gaming world hasn't really fig-
ured out how to tap into yet. There’s this
larger mass audience that’s slowly moving
toward interactivity, but does not want to
g0 in and wear their thumbs out playing
games where you kill everyone you see
without asking any questions.”

But what has Connors really excited is
a different approach to making and mar-
keting videogames altogether: releasing
them online first. “When we think about
the goal of our company,” he says, “we
see ourselves as trying to switch develop-
ment to kind of a television production
model vs. the blockbuster film mental-
ity. Most of the industry has moved to
a place where they’re making huge bets
on huge licenses with huge budgets: You
spend millions on the game and millions
promoting it and getting it in the stores.
But when you look at the Internet, you
see that its accessibility actually gives you
a more direct and cost-effective line to
the consumer.”

And so, Telltale has begun marketing
its own line of clever, playful adventure
games on the Internet. Sam & Max, a
witty game about a Sam Spade-like dog
and his “rabbity-thing” partner, had been a
relatively successful title for LucasArts sev-
eral years ago. Now it has returned in the
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form of an episodic game on the Web for
Telltale. The first “season” will comprise
six monthly adventures, and, presumably,
it can continue on indefinitely.

“There’s no way you could deal with
creating a half-hour piece of gaming con-
tent every month and then try to get that
content on the store shelves,” Connors
says. “That’s unsustainable. But online
does allow that.”

There will be a number of ways o find
the adventures: It will first be available to
subscribers of Turner’s GameTap PC gam-
ing site, *then it moves out to other distri-
bution channels—Telltale’s Website, Yahoo
games, Macrovision, other downloadable

Telltale Gomes’ episéd', playful adventure game Sam & g e g o

game sites,” Connors says. “So it’s almost
like Sam & Max is syndicated, in a sense,
Then we do some work and move it onto
the consoles as part of their digital distribu-
tion system. Finally, at the end of the day,
we package it up as Season One and we
bring it into stores at retail.”

Telltale is fortunate in that it is VC-
funded and thus has no large corporate
superstructure to finance. So far, the
company has been able to keep itself
small, manageable and efficient, while
also bringing plenty of work to indepen-
dent vendors.

One of those is Jory Prum, another
LucasArts alumnus who has been doing

In a sense, Sims 2 players create their own complex audio mix.
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Jory Prum did dialog for Sam & Max at his studio. COMNS

dialog recording for the Sam & Max Series See us at the AES San Francisco Booth 1118 where

(and other Telltale games) at his Fairfax BREAKING COMPANY NEWS TO BE ANNOUNCED

(Marin County) facility called studio.jory.

org. Prum has worked on many games details from: mix8 T@tridentaudio.co.uk
during the years, doing everything from 011 44 147 481 5300
sound design to technical support, but www.tridentaudio.co.uk

now feels that he's found his true niche
doing dialog primarily. Jobs run from large
(America’s Army had 16,000 lines and
required more than four months) to small
(a day or two to a week). Big or little, the
requirements are the same.

“You're always listening for quality, for
performance and to make sure everything's
going to match what you recorded of some-
body else’s character yesterday or three
weeks ago,” Prum says. “We can typically
record between 90 and 120 lines of dialog
per hour, which is about as much as anyone
else. We have some cool technology for
that: There’s a company in Los Altos [Calif.]
called FreeHand Systems that makes a nifty
litlle device called the MusicPad Pro, which
is basically a touchscreen tablet that's de-
signed for displaying scores for musicians.
Well, we figured out a way that it could be
used for displaying scripts. It has a litlle
highlighter tool in it—you can write notes
on it and it has no problem with putting in
hundreds and hundreds of pages. It runs

on Linux, so it's pretty fast, it connects to S 7’/ARTRACK

both Mac and PC, and at the end of the day,
Q g
-3¢ } 7? PATHX
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I can grab the script off of the pad and it
keeps all the notes, and I can make a PDF
13 »WE CONNECT

of that and give it to the editor.”
Studio.jory.org has an 11x17 live room
with variable acoustics, a Pro Tools
system, some excellent outboard gear
(including Millennia HV-3D preamps)
and Prum’s favorite mic—*a BLUE Kiwi
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“It was detailed throughout the frequency spectrum, and from a near-whis-
per to a wail, the V69 caught every nuance. The Marshall MXL V69 Moga-

mi edition is an excelient microphone, and when you factor in the low, low
price, the price performance becomes downright amazing.”

“So, we tested the V69 against - count ‘em - 11 other popular condensers,
ranging in price from $169 to $5,000 list... both the engineer/producer and
the singer picked the V69 over the other 11 mics. None of them had the
same combination of classic tube warmth and top-end air of the V69.”

“If you’re looking for a mic that performs like it costs a bunch more, give
the V69 a very close look. You'll be thrilled at how little money you have
to shell out, and you’ll be even happier at how well it does it’s job.”

“Soundwise, | was very impressed that the V69 could hold its own against
an industry standard like the U47. It struck me as very versatile and of
higher quality than other budget tube condensers.”

[

Tel.: (310) 333-0606
Toll Free: (800) 800-6608
www.MXLMics.com
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From Scarface to Simlish

which is just remarkable,” he says. Get ou' Of the bOXQ

Prum cherishes his ongoing relation- \ 4 lntroducing The New Wunder Audio Wunderbar Console
ship with Telltale: “They’re really nice
people, and they do great work,” he says.
“Adventure games have sort of gone by the
wayside, especially the funny adventure
games. It's a different market: They don't
sell zillions of copies and they usually
don't make a ton of money. So if you're
the [Electronic Arts] of the world, what’s
your incentive for making an adventure
game that sells 200,000 copies and makes
its money back, but not a huge chunk of
change, vs. making something that’s mas-
sively popular? Well, to make a game that
people love and that’s fun 10 make, that
should be enough.”
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inine console available from 12 to 60 PEQ1 channels. Transformer balanced
direct outputs, insert returns. 3-Flavor Stereo Buss: Wunder, 1272, 312. Fully
Balanced summing buss is the heart of the console. Significant increase in
dynamic range while lowering noise 30 dB. The very best of the Classic
Console format modernized for today.

PARLEZ VOUS SIMLISH?
With sales of more than 70 million units

worldwide, The Sims game franchise is : . 8- 8- e
among the most successful in history; PEQIR
in fact, it is the most popular PC game cubonclosmy s L - 9008 o=
of all time. Crealed by Will Wright as an the chonnels providing PEQ ' cmi2 B cmr S )
outgrowth (of sorts) of his smashingly suc- better RFI ;hie'ding ond : .

-~
cessful and incalculably influential Sim- | e D e / wWURN ier Q d‘ ™ . -

visit our ¢ L (. . U I (.,
booth of the =

AES show

The Sims audio team, from left: Jackie Gratz, Jason
Reinier, Jeff Lillard, Thomas Day, Bill Cameron.
Seated: Robbie Kauker.

City games, The Sims are yet another Bay
Area product: Wright’'s company, Maxis,
was spawned in the East Bay town of Wal-
nut Creek in the mid-'80s, and in 1997 was
absorbed into the Electronic Arts empire
across the bay in Redwood City. The first
version of The Sims, an open-siory game
that allowed players to create a family (and
their environment) from scratch and con-
trol their lives as they interact with each
other, caused an immediate sensation
when it was introduced in 2000.

Since then, the game has become an in-
dustry unto itself, with a second base game
(The Sims 2), bi-annual specialized “expan-
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sound to accompany advanced lighting and staging
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Modular Receiver to deliver the sound, with rock
solid RF performance.
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Wireless
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The Venue UHF system operates with Digital Hybrid
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From Scarface to Simlish

sion” packs (Makin' Magic, House Party,
Superstar, Unleashed, et al), an online com-
munity and millions of players all over the
world. (The game comes in 18 different lan-
guages, or, more accurately, the game-play
instructions come in that many languages.)
The language of the actual Sims characters
is a made-up tongue called Simlish, an emo-
tion-filled language that defies translation.
In creating Simlish, the development 1eam
experimented with fractured Ukrainian and
Tagalog, the language of the Phillipines.
Inspired by the code talkers of World War
11, Wright also suggested Navajo.

“EA's Number One all-time help desk
call was, ‘My Sims aren't speaking the
right language—I installed English, but
they’re speaking German or something,”
says Robbie Kauker, audio director of The
Sims. If you have The Sims or the Sims 2 at
home (or, as likely, have teens and tweens
who play it obsessively, as in my house),
you might be living under the delusion
that it’s a relatively simple game from an
audio perspective—after all, they have
none of the flashy sound moments that
dominate games from Grand Theft Auto
to the Battlefield Series.

“It's not fair to say it's ‘simpler’; it's dif-
ferent,” says Kauker, who is in his ninth
year with EA and has worked on The Sims
since the beginning. “We don’t have one
big sound—we don’t have a car, we don't
have guns. But we have everyday life—a
toilet flush, a sink, footsteps. In [The Sims
2 Nightlife] we have karaoke, which 1
guarantee you is as challenging as doing a
good car engine. It's not easy doing kara-
oke in Simlish—it depends on the creative
skill of the player to determine how well
they sing. There are nine different songs
and a whole range of skill levels.”

In a very real sense, it is the player
who determines the game's audio mix; it
is Kauker and his team’s job to make that
sound world as rich as they can. “In The
Sims, you want it to sound natural; you
want it to reflect real life to a degree,” he
says. “There’s no orchestra going off when
you trip and fall. It’s a user-constructed
world, so the track limit varies with what
the user builds. You can premix some
ideal situations and allow for various awk-
ward situations, but on our end, we can
only speculate what the user will do. [The
number of tracks] at any given time can
run anywhere from 24 for basic ambience
and voices, up to 60 sounds going at the
same time, and all that has to be dynami-
cally done. Of course, that’s for the top-of-
the-line beautiful PC that we wish every
user had,” he says with a chuckle.



As you might imagine, recording dialog
in Simlish is an interesting experience for
both the actors and the engineers. “And
the sheer scale of the games has gotten
bigger and bigger,” Kauker says. “The Sims
1 had 3,000 to 4,000 voice events; now
[with The Sims 2], we're up 50,000 lines
of dialog across a cast of 11. The acting is
more improv than scripted. We have the
animations and we have the design for
how they're used, so although the actors
don't have a physical script, they know
what we want 10 communicate and we're
relying on the actors to get that across.
I've also collaborated with many talented
groups over the years—from Cowboy Troy
and Depeche Mode to the Pussycat Dolls
and Aly & AJ. They've all been phenom-
enal to work with. Fans will be able to
check out the latter two bands in The Sims
2 Pets [expansion packl] this fall.

“We record to a custom tool written in
[Cycling '74's] Max, MSP and Jitter [interac-
tive data-flow environments], allowing us to
do object-oriented programming, more or
less, and designed very particularly to our
pathways, naming conventions and all the
things that go into our pipeline of making
the game. Then, on the other side, we have
an editor companion that works off the
same kind of spreadsheet-driven system.
So we can very quickly turn around voice
events. We run a very small team here. The
Sims 2 team was three full-time content
guys and two production-type people, and
a voice director in the studio.”

The audio team at The Sims division at
EA is responsible for creating many of the
effects found in The Sims games. Foley is
done on-site, “and all of us are always out
there recording things, using home rigs
or portable laptops—whatever’s around.
The sound of the kiichen in The Sims 2 is
mostly the sound of my kiichen,” Kauker
says. However, for The Sims 2 Pets, which
comes out this month, “We used the Vic-
tory Foley stage for the pet Foley, and they
did most of it wild because we were ahead
of [video] production at that point.”

Coming from Maxis sometime in 2007
is the next generation of game from Wright
and company—the much-hyped SPORE,
which will allow players to experience
evolutionary history from single-celled crea-
tures millions of years ago to races of crea-
tures who can conquer planets and galaxies
in the far future. Sounds bizarre, but also
very cool. We'll be sure 1o cover the audio
angle of what looks to be a fascinating game
when the time comes. n

Blair Jackson is the senior editor at Mix.
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MONSTERS OF RAWK
METALLICA

Photo credit: Anton Corbin

While the majority of metal
heads in the early '80s looked
toward the burgeoning rock
scene in L.A., a little-known
band was forming its assault on
the music industry in the back
streets of San Francisco. More
than 20 years since their rippin’
debut album, Kill 'Em All, the
boyz of Metallica have upped
the ante for their rock brethren,
crafting the heaviest of heavy
metal, incessantly touring, no-
toriously attacking a little com-
pany called Napster, bringing

a new level of sophistication to
head-banging—and continually
pushing themselves (and their

fans) to redefine what is RAWK.

We happen to really like the San Fran-

" cisco Bay Area here at Mix. Not in that

smug, hipper-than-L_A. sort of way. And
not in that hybrid-driving, organic-pro-
moting, politically correct sort of way
that the rest of the country seems to
associate with us. The Bay Area is sim-
ply our home, and has been for 30 years
now. And we like it.

You can’t beat New York for its raw,
dynamic musical energy. Or Nashville
for its cohesive, family-like intimacy. Los
Angeles has some of the most inventive
minds in entertainment and the mas-
sive creative infrastructure to push the
world forward. San Francisco, mean-
while, has always existed on the fringe
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of professional audio, and that's okay.

To honor the entrepreneurial spirit,
we present “Bay Area Legends,” a
photo feature that spotlights individu-
als, teams, facilities and venues that
have made a difference in our little
slice of the production world. This is
by no means a “Best Of" list, nor are
we trying to rank the major players. So
many more artists, engineers, produc-
ers, editors, developers, composers and
designers are worthy of being included
among a collection of local legends that
we could fill the whole magazine. And
someday, maybe we will.

But for now, we present our own Bay
Area Legends.




Life in Balance

DAVID RUBINSON

On Mt. Tamalpais, photographed by Steve Jennings

Though he's been long retired from the music industry proper, most
Bay Area engineers who came of age in the '70s credit David Rubin-
son with teaching them how records are made. Herbie Hancock, the
Pointer Sisters, Santana, Janis, Moby Grape, Jefferson Airplane, Taj
Mahal—his legacy will never end. Did we mention that he founded
the Automatt and was the music producer for Apocalypse Now?
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Director of

B WALTER MURCH -

In the Zoetrope Building, photographed by Steve Jenmngs

and recorded his footsteps for a scene in The Godfather; Part II, where DO
Fanucci climbs to his death at the hands of Robert De Niro. At the time,
Murch was credited with “sound montage,” though in Francis Ford Coppo-
la's world, he was a “director of sound.” He directs, he writes, he edits film.
He won the rarest Oscar double in history (for Film Editing and Sound) for
The English Patient. But we still ixe to refer to him as the original “sound
designer.” 4
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There's never been an audio recorder like the Sony PCM-D1. Musicians have £L 93
hailed its 96 kHz/24-bit uncompressed audio. Recording professionals love lM PRESSIVE.
the sound quality of the on-board stereo mics and mic preamps. Bloggers fobn Gatshi, Pro Audio Resvew, December 2005

and journalists appreciate the intuitive design. Because the PCM-D1 records

WAV files to 4 GB of on-board memory, there are no moving parts and cc yy
no self-noise for the mics to pick up. You won't worry about running out of A G E M

power or capacity in the field, thanks to field-replaceable AA batteries and
Memory Stick PRO™ High Speed media. Even the case is superb: one millimeter-
thick titanium with a finish about ten times harder than aluminum. Reviewers
have called the PCM-D1 “impressive,” “a gem,” and “a home run.” We call it a

whole new way of audio recording. “A HOME RUN”

Frank 8eacham, Radio World, February 15 2006

- Lorenz Rychner, Recording Magzine, April 2006

Find out more at www.sony.com/proaudio.
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. LESLIE ANN JONES ' . y \
On her back patio, photographed by Steve Jennings

- ‘

It's not just that she has some of the best ears in the business and the nose of a somme-

lier. And it's not just that she tirelessly pursues guality both in her own projects at Sky-
_“' Walker Sound and her years on thée national board for NARAS and the Oakland Cultural ,
" ivAtfairs Commission. We salute Leslie because after cutting her teeth at the Automatt in *
. {.the '70s, then leaving for an 11-year run at Capitol in L.A., she came back home.




Hearts of Gold

NEIL AND PEGI YOUNG

Photographed at the Columbia River Gorge,
by Danny Clinch

Neil Young could certainly make our
Legends section solely on the basis of his
incomparable and uncompromising music
career, which spans more than four decades
now, and has included a staggering number
of great albums, tours and films. But we also
love Neil because year after year, he and his
indefatigable wife, Pegi, have put on what
everyone agrees is the greatest series of
benefit shows ever staged, the annual Bridge
School concerts, which have featured every-
one from McCartney to Bowie to Springsteen
to Pearl Jam and dozens more—all to raise

- money for a school for disabled children.
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Man 1n Motion

FRED CATERO &
hotographed at his e, by Steve Jennings
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th€ mid-'60s, engineer Fred Catero was living a comfort- Hancock, Phoebe Snow, Chicago, Blood, Sweat & Tears, the

able life at CBS/Columbia in New York. He had just built his Pointer Sisters—and he mentored a. legfon of engineers at the
“round” dream house in Long Island and had lived there twe..  Automatt, who have all goné on to remarkable careers. He '
months when his colleague at CBS, Roy Halee, called from "™ has no cellphone, no Internet service, but today, Fred is busy
San Francisco and asked him to come take a look at what cleaning up his massive personal ccllection of radio programs
they were setting up there. Fred headed West and never in Pro Tools, using the Waves Restoration bundle and playing
looked back, walking right into the heart of the San Francisco  back from an iPod. We salute Fred—there at the birth of mod-

saqnd, 1960s-style. Janis Joplin, Carlos Santana, Herbie ern recording and still learning today. —~

-
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E9y
vy The Breakfast Club

| THE ELECTRONICS BRAIN TRUST

Enjoying a post-meal lounge, photographed by Steve Jennings

Every week, a group of technology and electronic music pioneers gathers at a
small Berkeley coffeehouse for chat and discourse about all things electronica and
esoterica. Pictured (L-R): Tom Oberheim, Dave Smith, Roger Linn, Jaron Lanier,
David Wessel, Keith McMillan, John Chowning and Max Mathews. Not pictured is
regular club member Don Buchla.
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JOHN MEYER

Alone in his anechoic chamber, photographed by Steve Jennings

From his first design (the Glyph loudspeaker he brought to Monterey
Pop in 1967), John Meyer has always taken a different approach to |
seeing—and hearing—the world. He introduced the concept of trap+
ezoidal, arrayable enclosures in 1980 and borrowed technology from
Stealth aircraft to put in his X-10 monitors. And when Megadeth,

the Three Tenors, Carnegie Hall and the Sydney Opera House all
use your products, you mus‘t be doing something exceptional.

Id Radio History




MARVIN’'S ROOM STATE-OF-THE-ART STUDIO

is now open for private, professional recording sessions.

Featuring the most gear-intensive collection of classic analog and

current digital equipment available anywhere. This historic studio

was built by Marvin Gaye over 30 years ago and has been lovingly
restored by John McClain and has hosted sessions by some of

the industry's top platinum recording artists.

MARVIN’S ROOM

RECORDING STUDIO

4 O L LY W OO O, C ALIFORNI A | 3 23.886 0.

Artwork of Marvin Gaye by Kadir Nelson | www.kadirnelson.com
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* . CARLOS SANTAN -
i ' Vyith a favorite PRS, photogr‘a’phed by Steve Jennings ) ™ ! “ F
. \\,
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stock made Santana a star, and there’s been no looking

back since. His long and storied career has produced so

many hit singles and albums, but more importantly, thou-

sands of hours of passionate and inspiring music have made ¢
him a hero to millionﬁ of fans around the globe.
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Th%ugh his heritage is Mexican, Carlos Santana’s life has
been the embodiment of the American Dream. Once his
family moved to San Francisco, the brilliant young guitar-
ist quic?kly became a regular at The Fillmore and other S.F.
ballrooms, leading the ﬁ;rs reat Latin-rock band. Wood-




/by Steve Jenmngs

THE FILLM
\Producu& Tea

fore Bill Graham took

The Fillrore hd&"alréady been an R
it over during
the mid-‘60s. But Bi}l\urned it inf
happened nearly eve’fy Iﬁght. Free a
ers as they ascended the stairs to
room,/and inside they were treated
rable fun with the:greatest rock, b,

A

jears be- After laying fallow for many years, the Fillmore was

lo Rush of re-opened by Bill in the late '80s, and to this day, it re-
here mdgic mains the coolest venue in S.F., equally beloved 2y fans

reeted revel- and the bands that still beg to play there. From left,
I-floor ball- Morgan Pitman, production manager; Nathan Harlow,

) nig tks of incompa- audio head; Zombie, concert master; .lun Cornett, general
N

manager.
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N QDE 'STREET STUDIOS 7
Staff ?ast and Present, photographed m Studio A.

A by Stéve Jennings ,;‘:: . s
! An‘y studio that has survived 37 yéars in one loca- .. Hyde Street Studios took over in 1980 and owner Mi-

tlon deserves our respect Originally opened as Wally chael Ward (back center, in blue) has made an up-and-
| ‘Heider Recordmg in 1969, and home tc seminal albums down run for 26 years, and is still going strong. We sa-
. from the likes of the Jefferson Airplane, Creedence, lute you, Hyde Street. For a list of those pictured, visit
"| CSNY, Steve Miller, Jerry Garcia and countless others, www.mixonline.com.
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MIDI ¥ AUDIO

4 new soft synths with over 1000 33 new VST3 plug-ins
HALion One with Motif waves | Including pro EQs, vintage compressors
Prologue virtual analog synth and ampsimulation
Spector-spectrum filter synth for.a total of 50 audio plugins
Mystic-physical modeling with's Virtual Control Room

MediaBay™

Universal Media Integration

. Woasor chey SoundFrame™
== o= . Manage any sound ] de i e

from any source qiﬂ

| New Classical & Jozz fonts
o Streamlined Ul

‘D namic MIDI Articulation of Nofation Symbols
“ = for use with virtual orchestra libraries
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"
Import & Export audio from video
Video thumbnails in the fimeline
Basic cut and paste editing of video i

VIDEO .., NOTATION

Cubase 4 offers more creative possibilities than ever before. The 50 studio quality audio effects plug-ins
and four new VSTi’s would cost thousands of dollars on their own. Combining new features like a virtual
Control Room and MediaBay™ with Steinberg innovations including Audio Warp and Play Order Track,
Cubase 4 sets the standard for advanced music creation and audio production systems.

it's all here, it's brand new and it's...

All 4 You.

- CUBASE .

CUBASE 4

Breakthrough technology.
More creativity.
All 4 you.

12006 Yamaha Corporation of America. Steinberg and Cubase are registered trademarks of Steinberg Media l . -
Technologies GmbH. Yamaha Corporation of America is the exclusive distributor for Steinberg in the United States Creativ ity First
www.steinberg.net www.steinbergusers.com

Already own Cubase?
upgrade to 4 at

www steinbergupgrades.com

o

Cross Platform Compatibility;
Universal MAC Binary (MAC Intel. OS X), Windows XP




Steve Miller
Still Flying on His Own Terms

BY CRAIG DALTON

The history of Steve Miller and the Steve Miller
Band is not just his story, but also the story
of rock 'n’ roll and the technology that has
driven both recording and live concert performanc-
es. During the past five decades, Miller has not only
seen it all, but he’s played a part in much of it. It
starts with a 50-yard-line seat at the birth of both
rock 'n’ roll and home recording, and guitar lessons
from the likes of Les Paul and T-Bone Walker. Then
the story moves into rough-and-tumble Chicago
blues clubs, through the explosive psychedelic
music revolution of late-'60s San Francisco and on
into the '70s and '80s, when Miller became king of
the AOR radio format. Miller continues to this day
with the occasional new album and regular sold-out
concert tours, and his many hits are now played on
“classic rock” stations. His pace has slowed some-
what, but the fire still burns in him: Music is still
his life and he is every bit the dedicated craftsman
and raucous guitar slinger he’s always been. Just
out is a remastered 30th-anniversary edition of
his landmark Fly Like an Eagle album, which also
includes a DVD of the current Steve Miller Band
in concert. And now, at the TEC Awards ceremony
to be held during AES this month, Miller will come

Miller with Fly Like an Eagle bassist Lonnie Turner and drummer Gary Mallaber
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full-circle, receiving the Mix Foundation’s Les Paul
Award in the city where he first made his name,
San Francisco.

“I'm deeply honored,” Miller says, as he pours
another cup of coffee during our conversation in his
fabulous recording studio. Like his adjoining home, the
studio sits in the middle of a beautiful Idaho mountain
landscape, complete with trout stream. In this wonder-
ful retreat from the road, Miller and his wife, Kim, care
for a passel of rescued dogs and maintain a serene and
sane lifestyle. He is the first to admit that being able
to stay viable in the music industry all these years has
meant knowing when to take some time off, and this
is the place to do it.

As you might expect, there are scads of guitar amps
and axes in the studio, which is centered around a
Digidesign Pro Tools HD system. Previously, the room
had an SSL console, followed by a Euphonix. Miller
picks up a gold Fender guitar and slices out some cool
jazzy blues chords through some amps he is testing.
“We are always on a tone quest,” he says. Indeed,
it's that questing spirit that has kept Miller vital and
looking forward. The glories of his past allow him the
grace of a sedentary life he refuses to accept: There's
too much to do, too much music to play. He’s been this
way since he got his first guitar, at age 4.

FIRST GUITAR

“My dad used to tape touring acts that would play at
this popular local club in Milwaukee,” Miller says, dig-
ging into his mental attic. A music buff, Dr. Miller (he
was a pathologist) had a Magnacorder deck, which in
1949 was a rare commodity, and he would invite tour-
ing musicians over to the house to hang out and run
some tape. He struck up a friendship with Les Paul
and Mary Ford early on in their career, and Les even
gave young Miller some rudimentary guitar lessons
when he was still a tot. Later, when Dr. Miller moved
the family to Dallas from Milwaukee, musical greats
such as Walker and others would come by the Miller
house, and they offered guitar tips to young Miller,
who also learned a bit about recording from watching



his father’s “home studio” in action. “I've got record-
ings from 1951 and 1952 of T-Bone Walker playing at
our house,” Miller says. “I was this little 9-vear-old kid,
sitting there at this great blues musician’s feet. Charles
Mingus and Tal Farlow and all these guys were hang-
ing out at the house all the time.”

Not surprisingly, this indoctrination inspired Miller
to get out in the world and play. “I had already seen
Les do multitrack recordings, my dad was making
Plexiglas pick guards for Les, and I already understood
about record promotion from watching Ricky Nelson’s
sets on Ozzie and Harriet [the Nelson family’s hit TV
show in the late '50s and early '60s]—they’d have that
weird little party they woukd do at the end of the show
with Ricky’s band: ‘Here is Ricky’s new single! I got
a Les Paul Junior guitar and started a band, My first
band started out just like Ricky Nelson did: We got
$75 to play 20-minute sets between the dance records
at local parties; we did about 500 gigs.” Among the
players in one of that group’s incarnations was Miller's
buddy Boz Scaggs, who would also play in Miller's
band while Miller was attending the University of
Wisconsin in Madison, and would later join the Steve
Miller Band in San Francisco before embarking an his
own incredibly successful solo carreer.

During his senior year at Wisconsin, Miller traveled
ta Copenhagen to study literature and creative writing.
“I thought I was going to get a master’s, then a doc-
torate, and then become a teacher because there was
always this pressure to get a ‘real job,” he recalls. Dur-
ing a visit from his parents, he received thetalk. “Steve,
what are you going to do?’ “Well, I said, ‘I'd really like
to go to Chicago and play blues.” Miller had been there
once and seen Paul Butterfield, and it left an unshak-
ahle impression on him, Butterfield even had a record
contract. “I thought that maybe there was a chance for

me,” Miller says. “After that one year in Denmark where
I wasn't playing at all and was really depressed about it,
I just had o play music. Well, my dad looked at me with
a look like he was going to hit me with a two-by-four,
but my mother said, ‘That’s a great idea. You're young,
you're not married. Why don’t you go to Chicago and
see if you can make it?’ It was like a getting a green
card—I went right to Chicago.

“In Chicago,” he continues, “I joined up with local
musician Barry Goldberg, and we competed directly
for gigs with Howlin’ Wolf, Muddy Waters and Paul
Butterfield. There were like five clubs—Sitvio’s, the
Peppermint Lounge, Big John's and a couple of others.
It was like graduate school for music—great for your
chops, working every day and these guys were adults
playing real serious music. But it did not take me long
to realize that playing in ciubs wasn't really the life I
wanted. We would play from 9 at night until 4 in the
morning, six nights for $125 a week."

Eventually heading back to Dallas, Miller decided he
wanted a more formal music education, but after that
plan was derailed by various administrative hassles,
“I put a bed in the Volkswagon bus I'd had since high
school, loaded in my amplifier, my tape recorder, my
tapes, my guitar and I just sort of went out to the
highway, and it was either east to New York or west to
California,” Miller recalls. He ended up heading to San
Francisco, arriving on a Sunday evening and making a
beeline straight to The Fillmore. “I had five bucks in my
pocket, and Butterfield was billed with Jefferson Air-
plane, who had just that night brought Grace Slick into
their band. It was a place with 1,500 people in there and
it was all about music. It wasn't a place where drunks
and mafia guys were beating each other up, which was
what the nightclub business in Chicago was about.

“That night at The Fillmore, my eyes were like sau-
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Miller was one of the first users of in-ear monitors; here, he points
to on early system developed by Steven Ambrose.

cers. | immediately weaseled my way into
playing with Paul [Butterfield] that night—
he let me come up and announced that I
was Steve Miller, who was coming to San
Francisco! I got a big round of applause.”

For the next several months, Miller lived
in his van in the Berkeley hills, playing with
a band he put together locally. Random gigs
kept the heat on and fed the group while he
figured out what to do next. “It was really
different, because for a lot of the bands,
it was more of a social phenomenon,” he
says. “Some of the bands were just awful. [
loved Country Joe & The Fish, and I loved
going to see the Grateful Dead and listen-
ing to Jerry Garcia rap for 20 minutes. So I
had to learn a whole new thing. I had just
been into playing music. I wasn't into be-
ing a celebrity or rock star or dressing like
Mick Jagger”

He called an old bandmate, Tim Da-
vis, found Lonnie Turner and other guys
from Madison, and they all moved into a
little house in the Berkeley flats for $125 a
month. Miller bought and cooked the food
and kept the household together, eventu-
ally selling the tape recorder so they could
have money for gas and heat. The owner
of the Matrix club hired them; then the
band started getting recognized by The
Fillmore bookers as an act that could also
back up touring blues musicians. “I could
back up Chuck Berry—these other bands
couldn't do it; they didnt know how,”

62 MIX, October 2006 * www.mixonline.com

he comments. Eventually, the
Steve Miller Blues Band—they
later dropped “Blues” from the
name—became a top headliner
at The Fillmore themselves.

“It was 1966, and there was
just this revolution that was
going on—in art and in post-
ers, in theater, in newspapers,
in production of sound and
lights. It was just a kid’s dream,
and [ was able to make a liv-
ing. Then I got my recording
contract. There were 14 record
companies trying to sign me all
at once, and [ was able to play
them all against each other.
I had already been through
having my songwriting stolen
from me and having a bad
manager in Chicago. I knew I
= had to have 100-percent artistic
control. T knew I had to have
a strong enough contract to be
able to make five records, not
one. I knew I had to own my
own publishing. I had all these
demands. Because there was this feeding
frenzy going on, I had guys telling me, Tll
give you anything you want.” Negotiations
carried on for nine months, but Miller even-
tually got everything he asked for, setting
a new standard in the record business for
others to follow.

In 1968, the very unionized Capitol
Studios in Los Angeles was not exactly
a friendly place for this new breed of
flower child, folky-blues rockers from
San Francisco. “The first night, the
engineers walked out,” Miller relates.
“They even had a union guy that would
come and just sit there and make sure
we didn’t touch the engineering works.”
After a couple of nights of false starts
in this stifling environment, Miller called
up his executive producer at Capitol,
John Paladino, and vented his frustra-
tion. The solution? Miller and company
were sent to EMI London to work with
engineer Glyn Johns to record their first
album. “Led Zeppelin came in at the end
[of our sessions],” Miller recalls. “Jimmy
Page sat at the console and listened to us
mix all the electronic music and such on
Children of the Future; that's the kind of
world it was for us.” And it was just the
beginning. The Steve Miller Band’s sec-
ond album, Sailor, yielded the hit “Living
in the U.S.A.)” and by the time Brave New
World came out in 1969, he was well-es-
tablished as an FM radio favorite.

#SPACE COWBOY” TO “JOKER"

By 1972, Steve Miller had sold a lot of
records. But, he muses, “We were still this
underground progressive rock band. I had
my own concepts and my own ideas. I had
been around recording all my life, paying
attention to getting good sound. When
we went to London to Olympic Studios,
Dick Swettenham was there—this great
engineer, console builder and visionary. I
got him to build me a custom console—a
small one that had little boxes for the mu-
sicians so each musician had an earphone
set that had sliders for all eight tracks, plus
stereo panning, which was just unheard
of. I had had all these problems with en-
gineers understanding what I wanted to
hear, compared to what they were listen-
ing to through some big speakers. I'd go,
‘Hey, put a set of earphones on and listen
to this!” I wanted hands-on. I wanted to
perfect the equipment.

“Even before I left Texas and went to
San Francisco, I had a job at Jack Maxon’s
Fort Worth studio—he’s the guy that
started Showco. I was the janitor. When
there was downtime between the jingle
sessions going on, I'd get in there and do
multitracking like I'd seen Les and Mary
do. I did harmony parts myself, bass parts
and so on. That is how I learned how
to write and make music. As soon as I
could afford it, just about after the third
album, I got a 3M tape recorder with the
metal cases so I could take it wherever
I wanted.

“In about 1972,” he continues, picking
up his earlier thread, “we were just about
done as this underground act, and we
recorded The Joker. 1 had no idea that the
title song would be a big hit single; it was
just a song I had recorded. We were into
this [grind of] 200 cities a year, record,
200 more cities kind of thing.” During this
time, the album’s title track became a huge
hit, heavy on both AM and FM rotations.
“The Joker” took the Steve Miller Band
into the big time.

After that, Miller took some time off
to focus on writing and recording. He
worked on some basic tracks with Mike
Fusaro at CBS Studios in San Francisco,
then took the tapes home to work with on
his custom 8-track console and 3M deck
setup. Next he returned to Capitol Studios,
but after more frustrating interactions
there, Miller called engineer Jim Gaines,
who was working up at Kaye Smith Stu-
dios in Seattle. Miller arrived in Seattle
with a truck packed with tapes and ended
up working for 17 very full days.
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Steve Miller: Still Flying on His Own Terms

With so much creative flow going,
Fly Like an Eagle offered an intoxicating
blend of inventive guitar and synthesizer
textures, Miller’s patented vocal harmo-
nies and hooks galore. It was, most agree,
a rock 'n’ roll masterpiece. “Rock 'N Me”
became a Number One hit. The title song
and “Take the Money and Run” both
charted high, and the album as a whole
made it to Number 3 on its way to selling
many millions. The follow-up album, Book
of Dreams, was also largely taken from
the very prolific sessions for Fly Like an

63841020
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Eagle. More hits followed, including “Jet
Airliner,” “Jungle Love” and “Swingtown”
(see “Classic Tracks” in the August 2006
Mix), cementing Miller’s reputation as one
of the premier artists of the era. “Abra-Ca-
Dabra,” which came out in 1982, was also
a huge single for Miller, both in the U.S.
and internationally.

AMAZING ARCHIVES

Fortunately, Miller has saved much of his
taped legacy, and now it has been digi-
tized and safely stored in his personal tape

vault. “Steve is so meticulous,” says long-
time friend and former Steve Miller Band
guitarist David Denny, who, along with
Bay Area producer/engineer Tom Size,
has been part of a several-year process of
tape preservation, analog-to-digital trans-
fer and cataloging Miller’s vast collection
of all kinds of media: recordings off his
dad’s equipment, all the studio sessions of
his career (there are 30 archived takes of
the title track to Fly Like an Eagle alone!),
countless live concerts through the years
and performances with many of Miller’s
contemporaries.

The day I visited, Denny cues up the
16-track Pro Tools HD archive of the title
track of the 1969 Your Saving Grace. The
track sheet has only one track listed for
engineer/co-producer Johns’ drum mix,
and sure enough, when Denny solos
the track, it’s clear that it is all that was
needed. That song wasn’t a huge hit as
compared to what was to come later for
Miller, but it’s still stunningly beautiful
and effective. As Denny fades in the rest
of the tracks, the acoustic guitars, organ
and bass support a silky voice and the
gauzy “Summer of Love” poem through
the bridge. This is one of literally thou-
sands of tracks in a collection from 50
years of recording activity.

Walking through Miller’s tape vault
and seeing the extensive audio and video
archives borders on the surreal. It’s much
like being able to walk through decades
of music as a tourist. Stage banners hang
from the skylights, and myriad road cases,
guitars, amplifiers and much more have
been collected like souvenirs of a life
spent largely on the road and in studios.
Upstairs, along with the vault, are many
of Miller’s cherished guitars, including a
'60s Gibson Les Paul Deluxe signed by
some of his own heroes, including Les
and Paul McCartney. After this year’s TEC
Awards, Miller will have another Les Paul
for his trophy case—this one symbolic
of his status as a creative innovator in
both music and technology. It is a richly
deserved honor.

Miller has reached a comfort zone in
his life and career that’s to be envied. His
catalog still sells many thousands of CDs
per year. He tours when he wants to, with
one of the best bands in the business. If
rock '’ roll’s story is Steve Miller’s, too, it’s
nice to see that it’s in such good hands and
with a bright future ahead. ]

Craig Dalton is a freelance writer based in
the Chicago area.
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Jeff Glixman

Embracing Surround for Music, Present and Past

efore producer Jeff Glixman had even set foot
on the other side of the glass, it seemed his
fate was sealed. During Glixman’s performing
days—he played in a number of bands, including the
Kansas precursor, Cocky Fox—his manager predicted
that he would eventually step into the producer’s chair.
His first production was the 1974 Kansas release Song for
America (followed by three more releases by that band
in the '70s), and in the 30-plus years since, Glixman has
worked with such artists as Eric Clapton, Gary Moore,
Yngwie Malmsteen, the Allman Brothers, the Georgia
Satellites, Black Sabbath and Orange Sky. Most recently,
he used his mixing talents on 5.1 surround projects
for the Allman Brothers’ legendary Eat a Peach and At
Fillmore East, Ludacris’ Chicken N Beer, Marvin Gaye’s
Let’s Get It On and Bob Marley & The Wailers’ Live at
Leeds, the second disc in the deluxe-edition reissue of
Burnin’.
We caught up with Glixman at StarCity Recording
Company, the recording studio he owns and operates
in Bethlehem, Pa.

What are you up to these days?

I've recently completed a project with a new group out
of Harrisburg. Pennsylvania, called Bridges and a Bottle.
[The album is called Trojan Horse.] I'm in the process of
working with Nathan Lee Jackson, who is signed to our
production company. I'm also in the preliminary stages
of working with Tyrone Vaughan, who is the son of Jim-
mie Vaughan of the Fabulous Thunderbirds and nephew
of Stevie Ray Vaughan.

Your credit list includes some fairly well-known names.
How do you like working with those younger acts?
Well, I've always enjoyed that. Even the big successes
I've had, whether it was with Kansas, the Georgia Satel-
lites or Gary Moore, I started in development with them
when they were young bands.

What I enjoy the most is the artist development, the
formative stages and working on the songs. Also, I like
that “We don’t have anything to lose because we don’t
have anything yet” attitude that comes early in careers.
One of the pitfalls that can happen is once you've been
successful, sometimes it’s hard to be quite as adventur-
ous because you don’t want to lose the success that
you've had. So artists tend to become a little more con-
cerned about that rather than wanting to say everything
artistically on a record.

When you were starting out as a musician, did you bave
an ear toward what was bappening in production?

[ didn’t. We were pretty remote, and there was no glass
to be on the other side of. [Laughs] Oddly enough, one
of our earlier managers was making up quotes for a
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bio, and in my quote he put down that ultimately one
day I would like to be a producer. [ was always heavily
involved in arrangements and the overall sound of the
band. I would say to the guys, “Wait a minute, what are
you playing here? That doesn't fit. Everyone is playing in
the same octave. Let’s stretch this out and leave a little
space for the vocal.”

Has being a studio owner belped you?

Opening a studio had nothing to do with being a record
producer. My heritage is that I went from playing in
groups to producing. I have never worked in a studio,
so to speak, and I've never really opened a studio to
have production. I've been involved in a partnership
fashion in two studios: this studio, for which we formed
this partnership about 10 months ago, and Axis Sound
Studios in Atlanta. When I was at the studio in Atlanta, [
did very little of my production there. I did most of my
work in England and Los Angeles because Axis was a
one-room facility and it was booked quite a bit. Also, I
was working a lot with English artists. [ don’t know that
opening a studio would give anybody the ability to pro-
duce. To me, that is like saying, “I have a soundstage—I
guess I'll just direct a movie.” [Laughs]

Although we are called record producers, we are
really directors. If we make it an aural event, just like a
movie is a visual event, the job description is really the
director of the movie, not the producer of the movie. I
suppose the record company or whoever is funding the
project is, in essence, the “producer,” but for my produc-
tions, I take on that role of director of the movie. I'll start
with the script, which in this case is the songs. If we are
fortunate, we’ll say, “Hey, it’s perfect, leave it alone.” If it
is terrible, we have to throw it out and find new scripts
or new songs. Typically, we just have to rearrange the
songs. At that point, I've got my aural look for this movie,
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which may be a hbombastic, large thing or
it may be just a very close, intimate album.
So you're always working toward that goal,
and just as a director would work with his
cameraman and his editor, I'll work with
my engincers 1o technically handle this
task, and I'll work with the musicians and
singers, and work on their performance.
You've also mixed a bandful of SACD
releases. It seems like when you were
recovding a band like Kansas, and specifi-
cally the song “Dust in the Wind,” there was
some thought about spreading the sound
across a spectrum by using nic placement.
I know that surrownd wasn’t bappening
Dack then, bt did you bave an ear toward
something other than stereo?

IUs really interesting that you say that be-
cause when 1 staried, I was very nontechni-
cal. It is true in a way that you’re just really
feeling the music, but 1 always visualized
it. I didnt know there was such a thing as
surround sound and that 5.1 was going (o
come, but 1 always thought in that dimen-
sion. When 1 mix, I see things as triangles.
If you make a left point, a right point and
then put a third point behind your head, 1
see that triangle for depth.

Avre there certain bands that lend theni-

Glixman (far right, foreground) with StarCity engineer Zok Rizvi (left, foreground) with Bridges and a Bottle

selves better to 5.1 mixing?

This may sound a little strange, but all the
projects I've done each lend themselves
lto 5.1] in different ways. If you have very
little information to work with, it becomes
ditticult. Or if there is sloppiness or things
that need to be tucked in, it is very hard
10 do in a surround sound domain. The
best 5.1 project that I've done is the perfor-
mance DVD for Orange Sky. I knew it was
going 1o be surround going into recording.
I was able 10 really mike up the venue
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[work] because there is a lot of
call and answer and doubling up
of individual vocal lines. It just
sounds great coming from all
over the spectrum. I was actu-
ally very surprised that we didn’t
see a lot of hip hop coming out
in 5.1 because I listened to a lot
of other things that would set
up very well for it. Some of the
tracks were very sparse, some
of them had 60 to 70 tracks on
them, but they all worked very
well in the domain.

A lot of stuff gets crowd-
ed. On Ludacris’ record, there
would be three or four samples
at the same time on the kick
drum and a bunch of voices
and all kinds of things crammed
into stereo. It’s all there and you
can hear it, but when you break
it into 5.1, it becomes really
apparent. We went in and did
some cleanup on the samples,
time-aligned those very closely,
and we were able to place them differently
in the spectrum.

I bope this question doesn’t put you in a
delicate place, but does Marvin Gaye work
in surround? Does Bob Marley?

Marvin works in surround. That was a
tough one, and the reason was that there
were no particularly good sounds when we
brought up the instruments. Everything was
bleeding through and onto everything else.
It was [recorded] in one room, so the drums
are showing up on the string tracks and
the bass guitar was coming from there. It
was impossible to derive a [low-frequency]
channel because there was a big rumble
on everything.

That said, part of what made it so good
in surround was that we were able to clean
up some of that stuff. When I approached
that mix, I wanted to clean it up and spread
it out, but it didn’t work at all, I really had
to go back and remember that when Cal
Harris worked on it, it made sense once
I had to find that spot with all the faders
up, because so much of that album is us-
ing the bleed and the spill that was coming
from other instruments on the mics to get
the sound that there is no way you'll really
create these spaces in 5.1 without it sound-
ing pretty disjointed. You can’t move stuff
too far away and do too much because [if
you were] going to move the piano, you're
moving the piano and the drums.

On the other hand, even though the
Bob Marley [tracks were] very minimalist, it
worked incredibly well. The recordings [for

Glixman in the “Dust in the Wind” producing days

Burnin' and Live at Leeds] were beautiful,
and it was just one of those things where
there was no problem with it at all. The All-
man Brothers’ At Fillmore East really works
well, too. Part of that is because I tried to
listen carefully to the audience tracks and
kind of emulate the size of that room One
thing I did end up doing was putting an
actual time delay in the audience mics and
shifting the perspective a bit to make the
hall sound the right size. I have no idea
where the audience mics were and I don’t
know if they were close to the stage or
far away, but when I moved them back
in time, it really came to life and started
settling in. The phase relationship picked
up and the low end got solid. It was very
difficult from the standpoint that there
were two drummers and the total tracks
[recorded] on drums was four. So you had
bass drum, drums left and bass drumx and
drums right.

What makes that record the best,

though, was that there were some open
stage mics that were open through every
other previous version of this project. We
went in, cleaned those up and really did
a lot of cleanup around Gregg Allman’s
vocals, where a lot of guitar was coming
through. When we got rid of [the bleed
in Allman’s vocal track], it became really
rich-sounding.
So many live albums are augmented later
on with studio tracks, tuned up or cleaned
up. Did you think of doing any of that on
these releases?
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I did think about it. These are old tapes
and there was one spot lon At Fillmore
East] where there was a problem with the
tape. There was a spot where there was
something like a crease in the analog tape
or something. So [ did copy and paste a
quick moment that happened many times
in the song. I corrected that because it felt
appropriate to me to restore it to what it
was. If Dickey hit a flat note, he hit a flat
note and that is how it goes. On the other
hand, on “Mountain Jam,” which is on Eat
a Peach, when they recorded it live, they
used two analog 16-track [machines] that
were running at ever so slightly different
speeds. When the edits had been made,
there was a slight pitch and tempo shift.
I went ahead and corrected that. Oddly
enough, to do that correction, I did it
on analog machines where I made them
match, transferred that to digital and then
put it together. I felt that was an appropri-
ate restoration.

What did you use to mix these profects?
Most of these projects were mixed on an
SSL XL 9000 K. Although I think it’s an
excellent-sounding console, 1 rely pretty

heavily on external processing. As far as
EQ goes, I have some pieces that I pre-
fer—Amek 9098, Neve modules and Tube-
Tech’s 5-band modules. I like compressors
like LA-2As, 1176s, Neve 33609 and the
Distressors. Of course, the SSL EQ works
well for certain things. I did all the panning
within Pro Tools because the analog tapes
were too fragile and they couldn't withstand
the passes. So I make a high-res pass from
analog to Pro Tools as a flat master. Then
I take those tracks and come back through
the SSL. At that point, I build my mix, but I
return it into Pro Tools so that I can print it.
I use the panning within Pro Tools because
it's easy to automate the panning and make
changes.
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While working with these newer artists
now, are you thinking about surround
sound?

Constantly. I like to record rooms with
people and instruments in them so I
usually have plenty of that information
around. Surround sound has really taken
off in the broadcast world with HDTV, and
XM Radio and SIRIUS will be broadcasting
in surround. The projects that I'm work-
ing on now look like they will be stereo
projects at this point, but I would certainly
love to mix them in surround. You never
know—something might come up. n

David Jobn Farinella is a San Francisco-
based writer.
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Singer Studio V7

8Y BARBARA SCHULTZ

San Francisco Composer/Producer Expands Studio, Diversifies

T wenty-three years ago, Scott Singer was a recent
graduate of San Francisco State University—a
composer/musician/recordist who was drawn to
the place where music and technology meet. He bought
a used Otari 8-track machine and put together his own
composition studio, Space No. 5.

“Then I upgraded to a Tascam 1-inch, 16-track system,”
Singer recalls, “and locked it to an old %-inch video and
Y-inch SMPTE 2-track, and I was able to get a real good
gig for the 50th anniversary of the Golden Gate Bridge.”
Singer was part of a group of pre-MIDI engineer/musicians
who developed an avant-garde musical piece for the
event: “I worked with [Digidesign founder] Peter Gotcher.
Paul de Benedictis [then of Opcode Systems] was one of
the members, and we miked the giant cables of the bridge
and recorded into an Apple computer and, with Peter's
string-emulating software, pitched the cables to create a
suite of music where the bridge was the instrument.”

But not all of Singer’s projects have been that “out
there.” In 1986, Singer broke into music for television,
earning Emmy Awards for the theme music he wrote and
performed for local program Evening Magazine and the
national version, PM. Magazine.

Then Singer began getting film projects for L.A.-based
clients, such as producer Roger Corman, and each time he
began a new phase of his professional/financial life, he
upgraded his studio. Soon he was faced with the choice
of leaving the Bay Area for a full-blown film music career
in Los Angeles or staying in the place he'd called home
since he was a child. Singer chose San Francisco, but that
meant finding new ways to make a living.

“So the next career was corporate [work),” Singer
says. “I became sort of the Paul Shaffer of Silicon Valley!
I had singers coming in and they were recording songs,
but they were songs and scores for Kawasaki or Nestlé or
Silicon Graphics. Apple Computer took me to Japan, and
I performed at the MacWorld Expo there. For five years,
I was musical director for these companies, and I started
to write more songs and scores for custom videos—all
created in my studio. Then it all tanked in 2001, and I
was saying, ‘What am I going to do now?””

A lot of people would have downsized at that
point, but Singer recently decided to take advantage
of this slow period to reinvigorate his studio space. He
commissioned a custom Oram GP4T console, flanked
by Sound Construction mahogany sidecars that house
an ever-expanding collection of outboard gear. “The left
side has all the rich processing: the Neves, the GMLs, the
UAs, even a '50s Frank Sinatra—style RCA BAGA,” he says.
“The right sidecar is all the newer stuff, the digital capture
media: Pro Tools, Tascam 24- and 48-track HD decks, and
CD/DVD recorders.”
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PHOIC: STEVE JENNINGS

Singer and his custom “Bentley-edition” Oram console in the
newly expanded home of Scott Singer Productions

Singer is proud of the console’s sound and look. He
had met John Oram during his time working in L.A.,
and when he asked Oram to design the console, Oram
went the extra mile. “The board is old-style analog,
but with brand-new circuitry,” Singer explains. “It's a
design where you've got almost 56 inputs back into
the board and 24 outputs at the same time with 24 mic
pre’s and British EQ. And John has friends in England
who gave us some Connelly leather [used to upbolster
Bentleys; note the leather accents above—Eds.), so this
became, in a sense, the world’s first Bentley-edition
mixing board!”

The studio’s main monitors are also custom-designed.
“It's a 5.1-ready system from Ed Long [EML],” he says.
“His whole concept is that each speaker has its own
time-aligned subwoofer. It creates a full-range sound
from every speaker.”

Singer also expanded his facility by adding a 20x30-
foot acoustic recording room, an edit room and live-loft
to the existing suite, which already comprised a 20x40-
foot control room and a vocal booth for music projects
and ADR. And Singer is taking some chances these
days with his projects. In addition to continuing to do
corporate gigs, he's writing and recording original music
and then pitching it to filmmakers and TV producers.
He’s developing and recording new artists, such as local
singer Lauren Pease and African/world dance artist
Salome, and he’s making good on a promise to himself
to record his own progressive music. “I've gone full-
circle back to songwriting,” he says. “The dynamic has
changed from constantly looking for people to hire me
to creating projects and then trying to sell them. After
all these years, I've just got to go where the heart is
leading.”

Singer Studio V7 officially goes online October 1,
2000, just in time for Singer to unveil it to friends visiting
San Francisco for the AES convention. n

Barbara Schultz is a Mix assistant editor.
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BY ALEXANDER BRANDGON

The New Face of Audio
Charging Into the World of Videogames

N 7 Jelcome to new
montly column “Au-
dioNext,” which is

devoted to making sense of the
ever-so-burgeoning categories
of digitally distributed music
and mobile audio in general.
I'm very excited about the pros-
pects of documenting the revo-
lution we're all so fortunate to
be a part of and—oh, who am I?
Good question, let’s start there.

I'm Alexander Brandon, au-
dio director at Midway Home
Entertainment in San Diego,
Calif., and I'll begin by saying
it's a great honor to be writing
for this magazine. When [ men-
tioned the gig to a colleague of
mine, George Sanger (aka “The
Fatman,” whom we’ll interview
down the road), his response
was “Mix? Damn. Nice!”

Now, set the way-back machine for 10 years ago, when
I started doing music for a game you might have heard of
called Unreal. Unreal Tournament followed (1999), and
today, Jesper Kyd (who was recently interviewed for mix-
online.com) is remixing the piece I wrote in MOD format
(which I'll describe in a future column) for the upcoming
Unreal Tournament 2007. 1 have served on the steering
committee of the Interactive Audio Special Interest Group
(www.iasig.org) and am now on the board of directors of
the Game Audio Network Guild (www.audiogang.org).
I also recently finished a stint as an audio columnist for
Game Developer magazine (www.gdmag .com) and wrote
the second “hands-on” book on game audio, Audio for
Games: Planning, Process and Production. T've worked
with a number of greats in gaming, people such as War-
ren Spector and Tim Sweeney, and in Hollywood with
entertainers ranging from Reeves Gabrels to The Rock. I've
experienced a great deal of magic, success and hardship
during that time, and I picked up a great deal of knowl-
edge that I'd like to share with you.

This column will be devoted to all kinds of new media,
from cell phone technology to satellite radio, but per-
haps the largest “new media” category far entertainment
right now is games. Just to whet your appetite, let’s talk
money. Sales of videogames in the month of April 2006
alone were $699 million, according to the NPD Group.
While money is a very influential factor in why we do
what we do, the other side of the coin is the art. Games
are slowly becoming a new form of not only nonlinear

ILLUSTRATION: VICTOR GAD
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artistic expression, but also dramatic presentation. I say
slowly because, yes, everyone watches TV and everyone
listens to the radio, but not everyone plays games. Sev-
eral people I've talked to in the past few months have
had their jaws drap and eyes bug out when they hear [
record orchestras and direct Hollywood voice talent, or
that friends of mine in the biz have organized a concernt
at the Hollywood Bowl where their works, alongside the
theme from Super Mario Bros., have been performed by
the Los Angeles Symphony. To say it for the thousandth
time: We've come a long way from bleeps and bloops,
but we have a leng way to go.

It's a brave new world. Film composers from Michael
Giacchino to Danny Elfman have written music for games.
A-list film sound designer Alan Howarth ran Electronic
Arts’ sound department for a bit. More than 10 years ago,
Christopher Walken starred and provided voice for a
videogame, and more recently, James Caan and Marlon
Brando have had their voices used in the game version of
The Godfather. (See March 2006 Mix.) A number of great
game achievements have been chronicled in Mix, but
where are the resources and the community that can be
tapped to understand games at the source? Where does
one go to learn not just about music, but sound effects,
engineering, integration and voice-over? Where does ane
begin 1o get the info to get a foot in the door? I can help
you there. Let’s start with a few basic principles, some of
which you may find surprising.

Play games. Be passionate and involved in what you
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L ATq4033/CL L ATqgos50

A Studio Classic

Back in 1992 when Audio-Technica
introduced the AT4033, it was the
microphone that began the revolution
in price/performance standards for
professional side-address condensers

L | ATq047/SV
LVintage FE.T Sound

The rich, warm sound takes you
back to the classic FE. T studio
microphones. But there's nothing
remotely old-fashioned about the
technotogy behind that vintage sound.

Multi-pattern Condenser

With three switchable polar patterns,
the AT4050 exhibits a remarkable
combination of qualities: high-SPL
capability with transparent and airy
uppers/mids complemented by rich
low-end qualities.

ATq060
;Modern Tube Technology

Audio-Technica’s AT4060 cardioid
vacuum tube condenser offers
exacting detail, superb clarity and
superior dynamic range in a classic
tube design.
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produce for. | would never presume to beg
for a job writing for M. Night Shyamalan if I
told people, “Well, I never really waich mov-
ies.” If you're an engincer or a Foley artist
or a composer, understand that your realm
is nonlinear. Things that happen are dictated
not by a SMPTE timeline or a frame, but by a
set of game mechanics and design criteria.

Read about what’s behind the scenes.
The game industry, and the game audio
industry in particular, is probably one of the
most openly helpful industries I know. There
is no end of people willing to help you out
and give you critiques on your work, and no
end of papers, books, articles (albeit anicles
mostly on older tech) that can get you a leg
up on the game industry’s inner workings.

Meet and greet. The places where all
the folks who are hiring audio pros and the
audio pros themselves for games are here:
CES, GDC, Game Audio Conference, Project
Bar-B-Q and E3. Give them a “Google.”

Know your hardware. No matter what
you may have learned about recording,
processing and mixing, whether for straight-
ahead music, live sound or feature filim, you
have to rethink your approach when you
begin 10 work in game audio. First, you're
entering a completely nonlinear audio ex-
perience, most of which is dependent on
the playback hardware’s capabililies and
limitations. And of the major players, none
are the same. Further, because of limitations
in real estae, whether on disk or in RAM,
audio may have to make compromises. From
the very beginning of a project, you might
have to determine if, for instance, a door
slam is 8-bit while the music plays back at
44.1/16. That said, the next-generation play-
back devices boast much-improved audio
capabilities. Here’s what you’re looking at in
the coming year.

PC

The PC market for games has always been
lopsy-lurvy. Al the moment, there is a near
monopoly on PC profits by a company called
Blizzard Entertainment, which developed
the insanely popular World of Warcrafl,
bringing massively multiplayer online role-
playing games (MMORPG) to the masses.
In addition, the looming next-gen consoles
make it rough on PC tilles, but some, such
as Half-Life 2, surpass every other game on
the market in every way.

On the PC, memory and space are no
longer limited by hardware. You could prob-
ably get away with about 128 MB of RAM for
audio on a next-gen PC first-person shooter,
and with lossless compression, that'’s more
than enough to reproduce at least two dozen
footstep sounds, a few dozen localized point

source and ambient sounds, any number
of player sounds and as many hard drive
streams as you would need for music and
voice-over. Just miake sure you get that real
estate early on in the development process.

PLAYSTATION 3

PlayStation 3 (PS3) is getting mixed reac-
tions well before its launch. At $599 for a
fully decked-out PS3, you could buy both
an Xbox 360 and a Nintendo Wii, and fol-
lowing lackluster demos at this year's E3,
critics have been skeptical. But they said that

about PlayStation 1 and look what happened
there. Don't count the current world champ
of consoles out yet.

Processor: Cell SPE

Voices: 512

Onling GheckpoinGs

Gamaa (www.gamasutra.com): Gamasutra
is the sister online site of Game Developer
magazine and is chock-full of daily news. In
addition, a quick search for audio will yield
about 20 features and 30 or so game audio
galleries that spotlight individual composers
or sound designers.

IA-SIG (www.iasig.org): The Interactive
Audio Special Interest Group is an arm of the
MIDI Manufacturers Association and special-
izes in games, Web, portable—just about
anything interactive. This group is where you
can get a great head start, as volunteers from
the industry developed 3-D sound propaga-
tion standards that are now in many hardware
systems such as Xbox and Xbox 360, as well
as Downloadable Sounds (DLS).

G.A.N.G. (www.audiogang.org): If you want
to get into game audio, join G.A.N.G. (Game
Audio Network Guild), which provides fo-
rums for discussions with industry veterans,
discounts on software and industry events,
scholarships, white papers and news—all
rolled into a single source.
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We just wrapped up Pirates of
the Caribbean: Dead Man's
Chest, and there are Royer R-
122V tube ribbons all over the
score. | used three R-122Vs on
the decca tree, and also
extensively on the woodwinds

something going on in
nids with Royer's tube ribbon
mics that's hard to explain;
there's a reach and depth and
lushness that sounds magical to
me

For some remote island cues
that needed a cannibal vibe
Vinnie Colaiuta, Abe Laboriel Jr
and JR Robinson played drum
kits simultaneously on the Sony
scoring stage. | captured each
kit as a mono setup - p(mnw(‘
left-center-right - using a <|nql(‘ '
R-122V over each kit. It «)undm
amazing

Alan Meyerson

See phot

of Alan/s
SOSSIOHS‘
royerla abe¥%
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Sampling: 44.1/48kHz, 16-bit

Channels: stereo/DD/DTS

Sound Memory: 256 MB shared = roughly
24 MB max, 8:1 average ratio = 192 MB of
sound at any one time.

XBOX 360

The 360 is the “Commodore Amiga” of con-
soles. For those not familiar with the Amiga,
it had the best and most easily accessible
hardware capabilities, but didn’t end up with

the largest roster of games. Out of the gate,
the Xbox 360’s sales are showing promise,
mostly with its ingenious Xbox Live Arcade
feature, which allows broadband download-
ing of smaller titles and earning points so
users can compete online with friends.

Processor: 3 cores at 3.2 GHz

Voices: 256

Sampling: 44.1/48kHz, 16-bit

Channels: stereo/DD/DTS

Sound Memory: 512 MB shared = roughly
48 MB max, assuming an 11:1 average ratio
with XMA = around 528 MB of sound at any
one time.

NINTENDO Wil

Nintendo’s GameCube was a little ahead of
the PS2 and a little behind the Xbox, and the
Wii looks to sit in the middle for next gen in
a different way. All voices are mixed in mono
on a Wii, so one has to do interleaving in
real time through two mono buffers, so the

use of middleware such as FMOD will be
a great help to people seeking (excuse the
pun) to do streaming, and it's looking likely
that Dolby PLII, once again, will be used in-
stead of Dolby Digital. On the plus side, the

memory has increased to the same amount
as Xbox; design-wise, the Wii has included
a speaker in the controller, which, like the
rest of the controller's design, is something
of a breakthrough.

Processor: IBM “Broadway”

Voices: 64

Sampling: 44.1/48kHz, 16-bit

Channels: stereo/DPLII

Sound Memory: 512 MB shared = roughly
48 MB max, compression unknown as of
this writing.

RAM PERCENTAGES

This is all commercially available informa-
tion, but where we really get into the nitty
gritty for next-gen games is the magic num-
ber: 10 percent.

Ten percent is an average that you can
expect for RAM usage; therefore, on a Play-
Station 3, your average will be 24 MB; on an
Xbox 360, 48 MB. These numbers extrapo-
late well from the PS2 and Xbox, though the
Xbox has a little less of an advantage with
double the memory rather than four times as
much (PS2 with 2 MB, Xbox with 6 MB).

Keep in mind this is an average. An
Xbox 360 puzzle game might have even
more space to play with, giving room for a
mini-GigaStudio yielding incredible adaptive
soundtracks, while a high-end Half-Life 2
first-person shooter will have to fight for the
48 MB over such things as membrane shad-
ers and per-pixel lighting.

If you're a producer, programmer, audio
director, sound designer or composer, then
think about what is realistic. Map memory
early in the game and consider the needs
of design first. That way, the audio produc-
tion team can intelligently work within its
limits and not create 96kHz/24-bit audio
right and left.

The good news is that for the first time,
audio has a little breathing room. People
were saying that about the PS2, but as with
PS1, the limits did not accommodate the
rapid increase in expectations by the market.
People need real sound now, comparable to
films in terms of dynamic range, bit rate and
mixing/mastering. And now, at last, we can
give it to them with no argument from the
development team.

There’s a great deal more about game
development that we'll cover in future col-

- umns. Next up in the digital domain will

be another huge emerging digital market:
ringtones and mobile audio. n

Alexander Brandon is the audio director
Jor Midway Home Entertainment in San
Diego, Calif.




What time is it?

...time to add a BIG BEN to your studio.
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Here's what Apogee users are saying about the
World’s Most Revolutionary Clock.
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s o RecentProjects: Sheryi Crow, Bruce Springsteen, Foo Fighters, Cream, Beck

: “Apogee has made several ‘must-have’ products and I've owned them all from the AD-500 to the AD-
16X and the DA-16X. The most recent ‘must-have’ product is of course the Big Ben master clock.
The Big Ben makes an audible improvement in even the most high-end recording/mastering chain
and it can make a tremendous improvement in otherwise mediocre gear.”

» » RecentProjects: Michelle Williams, Kenny Loggins, Whitney Houston

“The Big Ben is hands down the best clocking source | have ever used!

A Since | mix entirely in the box my clocking source is extremely important. | recently upgraded my
system to a Digidesign Pro Tools HD 3 Accel system. The cherry on top of that luscious Sundae is
the Apogee Big Ben. Instantly my imaging improved and | could actually hear the tails of my reverb
trails. It is now the clocking source for my entire studio.”

7/ Recent Projects: Remastering - “Voodoo Child: The Jimi Hendrix Collection,

(”\ W Experience Hendrix: The Best of Jimi Hendrix”
“With the advent of the Big Ben [going from analog to digital] has become a lot easier for me. The
sonic clarity of my transfers from the analog world into the digital world were made a lot clearer, a lot
cleaner and more transparent. Now | feel much more comfortable with digital.”
5 C |

gy Recent Projects: “Running Scared”, “Crash”, “In Her Shoes”, “Kicking & Screaming*

( = (L2 “The coolest thing about the Big Ben is what it does to your sound. | have six interfaces in my ProTo-

ols rig and have one clock output go to each interface which lines them up and makes them spot on.
When | am mixing | am using the converters to go in and out to analog gear, eq's, compressors, etc.,
so when the conversion is that precise and | am summing to a mix with at least 48 ins and outs, Big
Ben makes the mix so much better.”
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Good Night, and Good Luck
Making the ’50s Sound Like—The '50s

By Heather Johnson

or their critically acclaimed film, Good
F Night, and Good Luck, co-producers

George Clooney and Grant Heslov
wanted the activity on the CBS Radford Stage
(Studio City, Calif.) to authentically represent
television’s golden age. At one end, Edward
R. Murrow delivered his hard-hitting See It
Now program from a stiff armchair. Nearby,
his team sat poised at the news desk. At the
opposite end of the cavernous room, a stun-
ning female jazz vocalist—played by three-
time Grammy-winner Dianne Reeves—and
a small combo rehearsed for an appearance
on the variety show Shower of Stars later that
night. In between and all around, producers
and reporters rushed through the set, leaving
trails of cigarette ashes and half-filled coffee
cups behind them.

On a typical film, Reeves and her ace band
would likely play (or pretend to play) to a
prerecorded track, giving the sound team the
ability to edit, EQ and remix music recorded
later to fit the film and CD soundtrack. But
Clooney took a different approach, opting
to record the music live on the set in one
pass. Production sound mixer Edward Tise,
known for his work with director Staniey
Kubrick, tackled that job with excellent
results, navigating around simultaneous
dialog recording, dodging film cameras and
working with “period” microphones that
would both look and sound authentic.

Tise didn’t know it at the time, but those
undoctored live recordings would comprise
almost half of Good Night, and Good Luck’s
CD soundtrack. Leslie Ann Jones, a respected
engineer in music, film and television, as
well as Skywalker Sound's director of music
recording and scoring, faced an equally
challenging task: record nine songs to fill
out the soundtrack that would match Tise’s
on-the-set recordings, both sonically and
stylistically, and then mix the entire album so
that everything sounds like it was recorded
within feet of Murrow in the early 1950s.

By recording live on the set, Tise could
apply Clooney’s primary intention—to make
the viewer feel like they’re in the moment—to
the music. Meanwhile, music supervisor Allen
Sviridoff had to find songs that fit the time
period, setting and mood; considering Murrow
reportedly loved jazz, Sviridoff and Clooney
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opted for a collection of smoky standards.
“The songs comment on the action, so the
lyrics had to work, as well as the music,” says
Sviridoff. “We also wanted to find a balance of
ballads and up-tempo songs.”

Clooney chose the classic “How High
the Moon™ early in the planning process,
but he heard it as a slow, haunting ballad—
an unusual arrangement for this swinging
standard. Matt Catingub rearranged the song
to match Clooney’s idea and the movie’s
more somber mood. For the remaining
tracks, Sviridoff combed through 2,000
songs to find 200 potential cuts, and then
met with Clooney to whittle the list to the
soundtrack’s final 15. Catingub then worked
with Clooney and Sviridoff to rewark almost
every song, resulting in a slowed-down
“Straighten Up and Fly Right,” a mysterious
“I've Got My Eyes on You” and a version of
“One for My Baby” that trumped Sviridoff
and Catingub’s original cut for the closing
credits, “Who’s Minding the Store”

“He loved the way we did that song,” says
Sviridoff, who worked as road and personal
manager and producer for Rosemary Clooney
(George Clooney’s aunt) beginning in 1978.
“I had suggested to Rosemary Clooney in
1983, when we recorded her versian of the
Harold Arlen classic, that she sing it with just
a guitar. We told Matt we wanted to make
the film version as sparse as Rosemary's
layout. We really knocked ourselves out on

that one, but we keep saying proudly that
it was Harold Arlen and [co-writer] Johnny
Mercer that knocked us out.”

Reeves, who had previously knocked them
out with her demo video, soon found herself
off of a European tour and in Hollywood at
CBS Studio Center Stage where she joined
Catingub (tenor and alto sax), Peter Martin
(piano), Jeff Hamilton (drums) and Christoph
Luty (bass) to perform on camera.

Tise recorded the group with an Aaton
Cantar 8-track hard disk recorder and
Sonosax 10-channel mixer, often setiing
aside two tracks for the dialog happening at
the same time. “We would go straight from
doing a scene with Edward R. Murrow and
the boys in the bullpen to Dianne Reeves,”
says Tise, who also worked on the Clooney-
starred/directed Confessions of a Dangerous
Mind. “1 started focusing on this two days
in advance. I knew how the art department
wanted to set up the set and I had a rough
idea of the band setup, although I originaily
thought there were three musicians.”

Ant, audio and artist agreed that a
Neumann U47—Clooney built several key
shots around this “working period mic™—
made a fine choice for a vocal mic. A lone
props supplier insisted that CBS would
never use such an expensive mic in its TV
studios, so maybe they compromised.

Tise placed a Schoeps PZM mic on the

—CONTINUED ON PAGE 84



Acoustic Flavors Enrich Paranoiac Score

By Matt Hurwitz

rug-induced paranoia: If you

want to know what it looks

like, ask A Scanner Darkly
director Richard Linklater and his team
of rotoscoping animators. If you want 1o
know what it sounds like, listen in on
the film's soundtrack by fellow Austinian
Graham Reynolds.

The composer began working on
Linklater’s film, based on Philip K.
Dick’s book about the effects of drug
use on an undercover narc (Keanu
Reeves) and those within his world, even
before Linklater began shooting. Later,
it was converted to an eerie animated
feature. “He gave me a script very carly
on,” Reynolds recalls. “Rick had been
watching Last Tango in Paris at the lime
and was liking the music,” prompting
the suggestion of a saxophone-centered
score with all instruments,
creating a jazz noir sound.

“The idea that we started with was
to keep it all acoustic, under the theory
that if you use processed or electronic
instruments, it tends to date the music,”
Reynolds says. “The film takes place
seven years in the future, and I didn’t want
someone seven years from now saying,
‘Oh, that sounds exactly like 2006.”

After receiving a rough cut of the

acoustic

video footage on which the animation
would be based in the fall of 2004,
Reynolds began recording with various
players from his local Golden Arm Trio, a
group whose members rotate, but always
includes Reynolds. The arrangements
contained sax, upright bass, piano, vibes
and drums, which the composer recorded
at his bedroom home studio, Red House
Studio. “It's one long room, with the
desk at one end with the recording stuff,
all the equipment in the middle and then
the bed at the far end,” he says. “IUs a big
bedroom, but it’s a bedroom.”

Reynolds recorded into MOTU's
Digital Performer using a MOTU 896HD
interface and “a whole collection of cheap
mics,” he says. These included an AKG
C1000S to cover vibes and glockenspiel,
and CAD KBM-412 and MXL V67 for
recording any number of bass drums. “I'm
a big fan of bass drums,” Reynolds notes,
pointing out his collection that runges
from 20-inch- 10 40-inch-wide drums
with a variety of beaters, all of which can
be heard in the film. Reynolds also made
use of Earthworks TC30K omnis.

For the first half of the sessions,
Reynolds handled the recording himself,
but later added a longtime cohort,
musician and engineer Buzz Moran.

Composer Graham Reynolds (also above), surrounded by Austin’s finest

“Buzz has been my second pair of ears,”
Reynolds explains. “He not only has
good judgment, but he’s also a great
engincer.”

As the animation began rolling in—

prompting occasional music changes
for previously unseen animated obijects
now showing up onscreen—il became
apparent that the sax-oriented jazz noir
score may not have been the most
suitable approach. “After each meeting
Graham went to, it became more and
more apparent that what they wanted
was something more electronic and
trippy,” Moran recalls.

“The characters are on drugs for
the whole movie, and the music didn’t
quite connect with that,” notes Reynolds.
“Drugs havent been associated with
acoustic instruments in a long, long
time."

The solution lay in an inexpensive
collection of plug-ins, Cycling '74's
Pluggo. “I bought a cheap set of plug-
ins and just started processing what
we had. making it unrecognizable by
transforming it,” Reynolds says. “We
just started peeling away the saxophone
layers. In some cases, we were able to
build cues with the other instruments
that had already been recorded, and, in
other cases, we started from scratch.”

Revnolds and Moran ran the gamut
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of what Pluggo had to offer, changing
and warping the instruments to match
the dismal, drug-warped vision of Reeves’
Bob Arctor. “I was putting these plug-ins
on and taking the acoustic instruments
and processing them, and the more [ did
it, the more Rick liked it,” says Reynolds.
“But everything on that score began as the
recording of an acoustic instrument.”
Rounding out the palette was a variety
of unusual instruments, some of which
required no processing (but were often
the recipients of such manipulation
nonetheless). Prominent in the score is
Reynolds’ vibraphone played with a cello
bow, producing a sound not unlike that
produced by running a wet finger around
the rim of a wine glass. “Unlike a synthesized
sound, you get this kind of reedy, bowed
sound that's not at all the clean, pure
tone you'd get from a synthesizer,” Moran
explains. “And then that helps once you've
put all these effects on top of them.”
Another eerie sound was created by a
bowed wood saw, played by another Austin
musician, Jeff Johnson. “He’s known around
Austin for bringing in an old record player
and playing old 45s, playing the melody
along with the saw,” Reynolds says. The

composer also took advantage of Austin’s
country music community, which offered
up former Dale Watson pedal steel player
Ricky Davis for one tune. “We're blessed
with all these amazing steel guitarists,”
Reynolds says, “all these people who used
to play with big country guys who retire
and then start playing gigs.”

Reynolds and Moran added various
electric guitars to the tracks, ranging from
the composer’s wild, Jimi Hendrix-like rides
to Moran’s surfer rhythms on “Your Move,
Peterbil.” The two mixed the soundtrack
into between three and six stems, which
Reynolds then brought to re-recording
mixers Skip Lievsay, Tom Hammond and
Jeremy Pierson for the dub at Warner Bros.
in Burbank, Calif., last April.

The digital recording process was new
for Reynolds and Moran, and it successfully
places the audience in the uncomfortable
world of the film’s drug-addicted characters.
“I hadn’t done much computer recording,
and Graham started learning when he
bought the program to do this soundtrack,”
admits Moran. “The whole process, we were
pretty much waiting for somebody to catch
us and say, ‘You can’t make a soundtrack
that way!” |

Good Night, Good Luck

—FROM PAGE 82
lid of the piano, and used an RCA DX77
ribbon mic (nabbed off of Murrow’s desk)
for the bass and a 1960s Schoeps CMT501
stereo mic—hung above the band—for the
drums and sax. He also hid a few modern
condensers near the bass and sax. Rightly
assuming that Clooney would want to hear
the music from a distance, Tise set aside
one track for a room mic, placing a Schoeps
boundary-layer mic “miles away” from the
band near the lighting rig. The room mic
ended up serving dual purposes. “When [
finally had time to listen back, I thought,
“You know, what's missing is the cymbals,”
says Tise. “I brought the fader up in playback
on that boundary-layer Schoeps, which was
100 feet away, and there were the cymbals!
They were the only things that carried with
any clarity up to that microphone.”
Monitoring on  headphones, Tise
recorded straight into the Aaton, with no
outboard gear; apparently, it wasn't needed.
“The pre’s on the Aaton are stunning,” says
Tise. “Nothing was limited. The music
editors wanted to add some simple reverb,
but George didn’t want it; he wanted to
keep the recordings as they were. It took
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enormous courage to do that.”

The ball then fell into Jones' court to
record nine songs that matched Tise’s
recordings in an acoustically sound recording
studio with very different equipment. Again,
Reeves came to Hollywood during a short
break from touring, but this time, she met
Jones, engineer Charles Paakkari (who
assisted Jones and mixed a portion of the
songs) and Sviridoff at Capitol Studios, a
fitting choice considering that its 50-year
history includes 19 Frank Sinatra albums and
recordings by Ella Fitzgerald, Nat King Cole,
Harry Connick Jr. and Diana Krall, among

walogue and digital Inputs

™ software driven d
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digital calibration

many others. Jones knew the room well,
having spent nine years there as an engineer
before joining Skywalker Sound in 1997. She
set up the band (the same musicians who
played in the movie, with the exception of
bassist Robert Hurst) together in Studio A’s
1,500-square-foot room. Reeves had initially
planned to sing in the main room with the
band, but because her schedule left her with
limited time, they took a safer route and set
her up in the studio’s large 11x12 iso booth.
Through the magic of clever engineering,
however, Jones still got Reeves’ voice in the
live room. “After we were done recording,

DASSIST

suremaent

DNETIW

ncountic

software

I shot Dianne’s vocals back into the room
and recorded room tracks of her vocal for all
of the tunes,” says Jones. “That’s what made
it sound exactly like it sounded in the [TV]
studio,” adds Sviridoff. “That’s the genius of
Leslie Jones.”

Like Tise, Jones used a mix of old and
new equipment. She used most of the same
mics, including the classic Neumann U47
for Reeves, but ran them through vintage
Neve mic pre’s and EQs to help replicate
the sound on the set. Aside from that, much
of the ambience came from the studio’s
acoustics and the musicians, who not only
played flawlessly, but could also offer input
based on their experience at CBS Studios.

From the modemn world, Jones recorded
through a Neve VR60 console to Pro Tools
HD. There were no overdubs; even Reeves,
despite concerns about her voice, sang spot-
on. For the mix, Jones and crew moved the
HD rig to Capitol’s Studio C and worked on
its Neve VRQ72. Jones first put up Tise’s
recordings, which were mostly mono and
had a lot of leakage, but sounded “amazingly
quiet,” considering the circumstances. “For the
first couple of hours, I went back and forth
between one of his takes and one of mine,
and made adjustments so that they sounded
pretty much the same,” says Jones. “It was
important to establish a sound with Edward’s
tracks because [ had the least amount of
choices in terms of placement and EQ. So
I needed to make that work first, and then 1
just tailored my mixes to resemble his.”

The challenge, says Jones, was to use
this leakage in a way that would give
Clooney and Sviridoff the sound they
wanted, without letting it hamper the mix.
Clooney, in Italy by this time working
on another film, suggested changes and
approved mixes over the phone.

Engineer Ron McMaster added the final
touches at Capitol Mastering. Fittingly,
Concord Music Group, Rosemary Clooney's
label, released the soundtrack, only to watch it
earn a Grammy (and TEC Award nomination)
for Best Jazz Vocal Album. The trophy serves
as a wonderful recognition for a project that
challenged the norm on both creative and
technical levels. “Every last person said,
‘That’s impossible! You can't record on a
soundstage and get good quality!™ says
Sviridoff. “But I knew that if George and Ed
Tise believed it, then we would get it. And it
didn’t take anything extraordinary, just great
miking and great care.”

Jones adds, “If you have players that
know what they’re doing and good-sounding
instruments, that’s 90 percent of it right there.
Capturing what Allen and George Clooney
wanted was the other 10 percent.” n
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With its two main stages and several smaller
ones, the Vans Warped Tour 2006 makes
for non-stop music. Among the many artisis
on the tour (Anti-Flag, Living End, NOFX,
Thursday, Rise Against, Less Than Jake), Mix
caught up with Joan Jett & The Blackhearts
and her front-of-house engineer, Billy Crater,
at San Francisco'’s Pier 30/32.

“Since the bands just get line checks, il’s
weird at first, but you get used to hearing with
cans and knowing where the level meters are,”
Crater says. “It's the same for every show. With
Joan, she's been doing this [for] so long that she’s
okay with just getting up there and jamming.
Joan’s very straight-ahead and consistent. It’s
always better to mix experienced players,
but all the bands are great. Certain methods
work with any band—double guitar channels,
el celera. We bring one mic and a stand for
Joan, and an
in-ear monilor
rig for Joan and drummer Thommy [Price], including
transmitters and receivers.” The JBL VerTec P.A. system
for this tour is provided by Rat Sound; Crater is mixing
on a Midas H3000 with effects including a Lexicon PCM
80, Yamaha SPX-990 and a TC Electronic D-Two.

“To mix it up, every band plays at different times
throughout the day; we might play one day at 12:30
and the next day at 5:30,” Crater says. “It's a little crazy,
but Joan loves the tour and the hang with the other
groups. The crew works great logether and help each
other wher they can.”

Fixit

For Shakira’s current tour, FOH engineer Brad Madix (Def
Leppard, Queensryche, Psychedelic Furs, Marilyn Manson,
Rush) is using a Digidesign VENUE in tandem with a
sidecar on his right. For additional tips, check out next
month’s ‘All Access.”

I made (the sidecar) bus ID 1, which makes inputs 1
through 16 on my right—weird! It just made sense this way
because it puts all of the drums on one bank and all of the percussion on the next,
and I put Shakira’s vocal fader at my right hand where I can get 1o it quickly. This puts
the output faders in the middle, the selected channel section is just to my left and the
guitar channels appear down on the left end. As for inputs, I stopped counting at 72!
Seriously, it's something just north of that, if you add in all of the talkback from the MD
and monitor guy and so on. And I'm not including effects returns or CD playback lines
in that count, mind you. I know we were fishing for snake lines the other day, and there
are 80 in the split!
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Live Mix News:
Tours, Events, Instaliations

All Access: Pink Martini
Tour Profite: Red Hot Chili Peppers

Locat Crew: McCune Sound

Bruce Springsteen’s longtime FOH engineer, John

Cooper, is manning a Digidesign 96-input/16-

output VENUE board. In addition fo mixing the
shows, Cooper is also using Pro Tools to record
and later remix the songs for a subsequent live
release and for use on the Internet.

A new sound reinforcement system at the Sta-
dium Theatre in Woonsocket, Rl, features a
Mackie Onyx 4880 house mixing censole and
EAW AX396 mains, AX122 subs, CAZ Series
power amps and MX8750 digital signal proces-
sor; the gear was implemented by ATR/Tree-
house {Providence, Rt)...Creative Technology's
Los Angeles office has increased its inventory
of L-Acoustics gear with68 dV-DOSC and 22 dV-
SUB enclosures, as well as 32 LA Series amps. ..
Lectrosonics has launched a user’s group for
its LecNet Series of DSP-based products, ac-
cessed via www.lectrosonics.com or groups.
yahoo.com/group/LecNet2...Casine Rama's
{Rama, Ontario) 5,200-seat Entertainment Cen-
tre now boasts a Midas Heritage 3000 and
Heritage 4000; the purchase was made through
Toronto-based PA Plus...The first Studer Vista
8 digital FOH board to be used in Paris’ theater
district has been installed at the 1,000-capacity
Theatre de la Ville...Meyer Sound is supporting
California Berkeley's Center for New Music and
Audio Technologies (CNMAT) effort to create
a loudspeaker array capable of mimicking the
kinds of radiation patterns exhibited by acousti-
cal musical instruments. For more information,
visitwww.cnmat.berkekley.edu.



“genésis of the first méyer sound self-powered sound reinforcement loudspeaker: the MSL-4
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On the Road

Todd Harris

The godfather of soul, James Brown,
was out touring the majority of the sum-
mer, playing to mid-sized venues; his
tour wrapped up in late September. Mix
caught up with tour director/production
manager/stage manager/monitor engineer
Todd Harris as the ensemble was making
its way to Las Vegas

Are you finding it difficult to wear so
many hats?

I rely on local production and sound
personnel greatly because my only
crew I can travel with is a FOH en-
gineer. | started as the FOH engineer
three years ago but dug myself deeper
since then. The band often jokes to me
about the number of hats 1 wear.
Without carrying much gear, bow are
things going with bouse-supplied or
rented gear?

1 ask for the typical top-shelf mixing
desks, line arrays and assorted toys,
but we have to be flexible. One night
we may be playing in a 1,500-seat club
and the next we may be headlining a
big rock festival for 100,000, Gavin, our
FOH engineer, and 1 are comfortable
with analog and digital boards, so we
don't really care if it we get a [Midas]
Heritage 3000 or a [Yamahal PM5D. |
would much rather work with the best
crew than the best equipment, so I am
flexible

Is Brown on in-ears?

No. We have a very old-school setup

aying

Lamb of God

Sound Company: Eighth Day Sound (Highland Heights,
Ohio}

FOH Engineer/Console: Bozz Porter/Yamaha PM5DRH
Monitor Engineer/Console: Dennis Solomon/Yamaha PM1D
P.A./Amps: d&b J8, J12, J Sub, B2 Sub, Q1, Q7/d&b C7
Monitors: d&b M2, C7, C7 sub, C4, B2

Outboard Gear: dbx compressors, Drawmer gates, TC
Electronic D-Two/M-One XL, Yamaha SPX-990/900, Lake
Contour, SIA Smaart

Microphones: Sennheiser e901, €602, e604, e914, 609,
€835

Big & Rich

FOH Engineer/Console: Martin Frey/Digidesign VENUE
Monitor Engineer/Console: Will Wilkison {also audio
crew chief}/AP| Paragon 2

P.A./Amps: house-provided/EAW SM12 wedges, SB412
drum sub; Electro-Voice P300RL amps

Monitors: Shure PSM 700 in-ear units, hardwire PSM in-
ear packs, Ultimate Ears

Outboard Gear: Yamaha REV-500s, Lexicon PCM 91, TC
Electronic D-Two, Aphex Dominators, Rane Digital MM42
monitor processor, Klark Teknik KT 31-band EQ
Microphones: Shure Beta 87C, UHF antenna combiner
Additional Crew: monitor tech Andy Hujdich

Heil Sound Gets Inducted

Cleveland’s Rock and Roll Hall of
Fame and Museum (www.rockhall
com) has added new artifacts
from sound company Heil Sound
(Fairview Heights, 1lI, www.
heilsound.com) to augment its
technology and music exhibits. Heil
provided live sound production in
the late 1960s through the 1970s for
such groups as The Who, ZZ Top,
the Grateful Dead, Joe Walsh, The
Eagles, Peter Frampton, Humble
Pie, the James Gang and more.
Items on display include the

PHOTO: NANCY LEE ANDREWS

and TEMs are not the best choice for Mavis mixer built for Pete Townshend and The Who's Quadropbenia tour, as well
him. On occasion, | use them on the as Townshend’s guitar and Roger Daltrey’s microphone, which is still wrapped in red
horn section and percussion, and it is a gaffers tape to prevent the mic from being launched into the crowd as the singer twirled
real treat—I am a fan! it overhead. Other historic pieces include the Langevin recording console, which was
When you're not on the road, where transformed into a live sound mixer for the Grateful Dead, as well as a Heil Talk Box
can we find you? unit (serial #1) that's signed by Walsh and Frampton.

Back home in the Washington, D.C,, “] am thrilled and honored to have this exhibit represent my body of work in live
area making records in my basement, sound,” Bob Heil says. “Those years in live sound were an incredible ride. I started out
advancing the next James Brown tour as this small music store, Ye Old Music Shop in Marissa, Illinois. I was catering mostly
or playing bass with my '80s tribute to the Hammond organ market, and boy did things change—quickly. Now 1 look back

band, The Legwarmers at those years with amazement.”

Er——y = = — — e o e ——
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Control Freaks.

Feel like you're losing control? Put the power back in your hands with the DM Series of

digital mixers from Yamaha. With the freedom to push buttons and slide faders, you can
intuitively operate DAW’s such as Nuendo, ProTools and Logic, while boosting your DSP
with extra effects, EQ’s and dynamic processors. Whether working in stereo or surround,
everything you need from monitoring to panning is literally at your fingertips.

Drop the mouse, and take control of your mixes.

When you need help, time zanes shouidn't matter. Yamaha provides coast to €2 YAMAHA
coast 24/7 technical si.ppart. With dedicated staff and regional service centers,

assistance is around tte corner. If we can't fix it over the phone, we'll put a part
or a person on the next plane out. It's that simple.

Yamaha Commercial Audio Systems, finc. PO, Bea 5600, Buena Park, CA 90620-6500 ©2006 Yamaha Commercial Audio Systems, Inc.
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chamber music and film scores, 12-piece Pink Martini is playing
mid-sized halls across the U.S. They'll be taking time out for the
upcoming holidays and then go back on the road until next May.
Mix caught Pink Martini in San Francisco, where they were accom-
panied by the San Francisco Symphony at Davies Symphony Hall.

Photos & Text by Steve Jennings {except where noted)

Frant-of-hause engineer Pete Plymptan, wha has
been mixing far the band far the past eight years,
is relying an rental gear, finding himself behind o
different cansole every night. “The band is anly
an 32 channels, and with an archestra, (taking]
up ta 56 channels. As for rack gear, when I have
the aptian, | prefer TC Electranic reverbs, dbx 160s
and Klark Teknik analag graphic EQs.

“The shaw is uniquely challenging,” Plymptan
cantinves. “Orchestras with band shell, archestras
withaut band shell, very live raams designed far
na sound reinfarcement, very dead raams—they
can require completely different mixing tech-
niques. It's a real challenge and still fun. We have o
great crew: Charlie Bradshaw is aur taur manager,

wawinixonline.com

artini

Bringing together the musical sensibilities of Cuban jazz, classical

and Nathan Ostrander takes care of oll
backline duties.”

As the taur is alsa picking up hause
manitar engineers, Plymptan is well
aware of the graup’s manitaring needs.
“This is o very smart band; they listen to
each ather acaustically and have very
little in the manitars,” Plymptan explains.
“I find that the transducers are the key;
it is o fine balance between well-placed
pickups and the right micraphanes. Our strings get
Audia-Technica ATM 350s and Fishman pickups.
The harp gets a Barcus Berry piana planer pickup
with o candenser [mic], and the piana gets twa
DPA 40215 and a Helpinstill pickup.”

China Farbes sings
thraugh a Shure
Beta 87.
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Martin Zarzar’s drum kit is miked with a Shure 91
{kick), @ 57 (snare) and an SM81 (hi-hat, averhead),
as well as a Sennheiser 604 (toms). Mics far Rabert
Taylar {trambone) and Gavin Bandy (trumpet) are
Beyer 88s.




The band: China Forbes, vocals; Thomas Lauderdale, piano; Robert Taylor,
trombane; Gavin Bondy, trumpet; Paloma Griffin, violin; Brian Davis, conga/
drum/percussion; Derek Rieth, percussion; Martin Zarzar, drums; Phil Baker,
bass; Timothy Nishimoto, vocals/percussion; Nick Crosa, violin; and Dan
Faehnle, guitor

S.F. Symphony's associate
conductor, James Gaffigan

For Thomas Lauderdale’s piano, there are
two DPA 4021s and a Helpinstill pickup.

S.F. Symphony hcuse monitor engineer Kirk Sch-
reil, at the Yamaka PM1000, is using between six
and 12 inputs, and up to 13 outputs: seven for the
band and up to six for the orchestra.

" S.F. Symphony house piano tuner

/ l 3 John Pfeifer makes sure the instru-
e : __,| ment is heard crystal-clear.

David Caldwell, FOH engineer for the S.F. date (Plympton was unavailable) installs the Barcus Berry
piezo crystal sensor onto the center rib inside the harp, which is played by a symphony member.
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After 16 years of mixing sound for the Red Hot Chili
Peppers, you'd think Dave Rat would be a little tired
of the band. But nothing could be further from the truth.

Currently in the midst of a world tour in support of Stadium
Arcadium, which debuted at Number One on the U.S. charts,
bassist Michael Balzary (better known as Flea), lead singer An-
thony Kiedis, guitarist John Frusciante and drummer Chad Smith
are always in fine live performance form. This is confirmed by
Rat, founder of Southern California-based Rat Sound, during a
conversation after a RHCP headline set at Lollapalooza 2006 in
downtown Chicago’s Grant Park.

“The Peppers are always just really fun to mix because their
music is extremely diverse,” he notes. “They’ll go from an extremely
fast song—like ‘Me and My Friends'—and do it over the top, and
then switch to John singing a cappella, just him and his guitar,
and then they’ll go to a slow funk or maybe something pop radio
friendly.” Whichever tune the band is enthralling crowds with, Rat’s
role as front-of-house mixer is to represent the sound of the band’s
albums and stay focused as the group shifts its musical tasie with
each new release. “When we started out, it was more of a bass
and drums, heavy '70s funk type of sound,” Rat says. “The vocals
and harmonies have evolved to become a bigger part of their song
structure, so I've made the vocals more prominent in the mix. Now,
it's a much cleaner sound with an emphasis on clarity.”

As he’s mixing, Rat is tuned into the P.A’s volume structure. He
comes on strong at the start 1o gel the “wow factor” in play with the
audience, and then spends the first half of the show gently scooting
down the volume. At that point, he gradually brings it back up to
the point where the last song and encore are a bit louder and more
dynamic than where the P.A. setiings originally began.
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By Keith Clark

Frorft-of-house engineer Dave Rat

Along the way, another goal is 10 highlight the unique nature
of each song. For example, if a song is quiet, he takes the P.A. 10
an extreme quiet mode, giving it a “hush feel” for the crowd. This
approach presents the audience with a lot of interesting sonic dy-
namics without generating excessively crushing volume levels. “In a
way, it’s almost a ‘cartoony’ mix in comparison 1o a studio mix, with
a lot of saturated color and sound,” Rat explains. “By saturated, I'm
1alking about enhancing and accenting certain {requency ranges to
give each song a different and appropriate sonic signature.”

As with previous RHCP tours, Rat chose an L-Acoustics V-DOSC
line array loudspeaker rig, but it's deployed in an unusual fashion,
to say the least. The design stems from a rarity in the touring sound
reinforcement world: a call from the band’s management 10 go be-
yond a standard touring P.A. and do something unique.

“I thought about various possibilities,” Rat says. “The band
changes the set list every night, and they don’t even write it down
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until a half-hour before the show, so it’s
not like a Broadway show where there’s
a certain sequence of events that can be
programmed into a console,” Rat says.
“And with the band already providing
plenty of spontaneity and variation, add-
ing special effects just did not fit, which I
don't prefer anyway. At the same time, I've
felt that Quadraphonic is too limited and
only applies to audience members lucky
enough to be located within the quad
coverage field. Plus, it pulls focus away
from the stage. I wanted something that
would benefit the highest percentage of
the audience possible.”

The idea that evolved was based on
knowledge he acquired while designing
Rat Sound’s MicroWedge stage monitors.
During this process, he did quite a bit
of research and was able to prove that
loudspeakers have reduced clarity as the
signal being provided to them increases in
complexity.

“Just listen to a vocal mic through two
speakers at high volume and then add in a
50Hz tone at high volume,” Rat explains. “It
blurs the vocals. Then use two speakers with
the vocal in one and the tone in the other.
The vocal will stay clear. I believe the prima-
ry issue has to do with the speaker efficiency
and linearity while the voice coil is centered
in the gap. The speaker is less efficient when
the voice coil is at its extremes because the
50Hz tone reduces the time that the voice
coil is centered. Some monitor engineers run
separate instrument and vocal wedges for
this reason. What if I applied that setup on a
grander scale, as in two P.A. systems?”

The resulting house loudspeaker design

Dave Rat developed this unique PA. structure: dual
L-Acoustics V-DOSC line arrays flown side by side.
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comprises dual V-DOSC line arrays flown
next to each other on each side of the stage.
Via the Midas XL3000 house console, any
instrument or vocal can be sent to either
the inner or outer loudspeaker arrays. Typi-
cally, side-by-side systems would introduce
unacceptable comb filtering issues, but
because each P.A. is reproducing different
instruments, it’s not a problem.

“The clarity difference is awesome,”
Rat enthuses. “We've gained not only the
ability to put more speakers out front, but
the height of each array can be shorter, so
it's helped clear up sightlines. Big credits
need to go to management, the produc-
tion team and the band for supporting this
direction, which has made a big difference
in sound quality for the audience.” Setting
up this complex system are five system
techs, including longtime lead FOH tech
Nick “The Fly” Brisbois and sound crew
chief Lee Vaught working with Manny
Barajas and Neal Shelton, and David Ca-
landra serving as monitor technician.

“This helps with battling the live sound
environment, which usually isn't all that
great no matter where we're playing,” Rat
continues. “There’s invariably something
going on. Inside, it's an echo roar created by
the building structure; outside, there’s wind
and thermal factors. The mix is designed to
work around these distractions and keep
the audience focused on the music.”

KEEP IT SLIM

While Rat is putting in big effort to keep
the band’s sonic signature intact, he’s not
relying on a slew of outboard gear; rather,
vocal effects are handled by a single Even-
tide H3500 Harmonizer and just a single
Lexicon PCM60 in play to apply bits of
tasteful reverb.

He’s quick to add that developing a mix
is simply a matter of interpretation, of un-
derstanding what the band wants to present
and then reinforcing that as realistically as
possible. Rat also says that he and the Pep-
pers have developed a level of trust and
understanding over the years, resulting in
the band letting him do whatever he wants
with the sound, the P.A. and the mix.

His interpretation begins with Audix
OM?7 dynamic microphones on all vocals,
Rat’s choice for several years. “The OM7
mic element is very close to the grille, so
they tend to get quite loud, but with excel-
lent gain before feedback,” he explains.
“More importantly, they provide a real
up-close-and-personal signature—very in-
timate. I don’t want much sound from the
room getting into the mics because the au-
dience loses that proximity, that intimacy.

And having the main P.A. feedback with an
OM?7 is hard to do.”

The H3000 has served as Rat’s primary
console for several years, and he’s not com-
pelled to change. He does admit, however,
that the thought of a digital console did
cross his mind due to the dual P.A,, where
he could envision being able to program
series of scenes to automate input routing
to specific arrays. “The problem is that not
a single digital console manufacturer offers
a manual crossfade between scenes, so it's
just too limiting for my needs at this point,”
Rat says. “I'm currently running about 24
subgroups, so going the analog route keeps
me busy. But it’s manageable and, at least for
now, the right approach.”

The stage monitor system originally went
out with a digital console but shifted over to
a Midas XL4 analog board and a standard
effects package to feed a mix of IEM and
MicroWedges (of course!) onstage. In addi-
tion to the OM7s for vocals, mics onstage
include Shure SM57 and Beyerdynamic M88
on guitar, with another SM57 on bass, along
with two direct inputs. On the drum kit, there
are Shure SM91 and Audix D6 on kick, Shure
SM98 for snare and toms, Beyerdynamic
M201 on ride and hi-hat cymbals, and AKG
C 5600 for overhead.

This tour also features an upgraded
recording rig, with a 32-channel Mac G5-
based Pro Tools system taking AES/EBU
output from the Apogee AD-16s driven by
Tonelux preamps. A 500-foot LightViper
fiber-optic digital snake system allows the
Digidesign 192 1/O units and Mac to live
just about anywhere. It all fits in 15 rack-
spaces and three small Pelican cases, and
takes just 15 minutes to set up.

As we finished up our conversation, Rat
mentions that after more than two decades
of live mixing, taking long tours is not his
favorite thing to do. He makes rare excep-
tions to go out with certain artists, and the
Peppers remain at the top of his list.

“The funny thing is that I never wanted
to be a sound engineer,” he concludes. “I
learned to mix sound to test my speaker
system designs and to operate the sound
systems that Rat Sound rents out. By some
roundabout way, I ended up with one of
the best gigs one could possibly have, and
I'm really grateful for every minute of it

For an inside look at what goes on
behind the scenes of a big concert tour, as
well as more about the sound for this tour,
check out Dave Rat’s daily RHCP blog at

www.ratsoﬂmd.com/cblog. [ ]
i

[ \
Keith Clark is a freelance writer/editor spe-
cializing in professional audio.
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Vintage King offers the finest professional audio recording equipment in the world. Our product lines
range from vintage classics and esoteric rarities to exciting new boutique gear, many of which are
exclusively available through Vintage King. We offer a full warranty and a staff of experienced, hands-on

engineers and technicians, bringing you friendly and unparatleled service.

Shopping for studio equipment can be overwhelming. Vintage King helps you narrow down your
choices and we stand by your side until you are one hundred percent satisfied with your final purchase.
We offer trial/demo periods for nearly all items we sell, presenting you with advice and choices that suit
your recording needs. We can even arrange on-site consultations with one 6f our sales specialists. Every
product we sell is evaluated at our own recording studios: The White Room in Detroit, and Infrasonic in

Los Angeles. This allows us to develop a profound knowledge of our equipment’s characteristics.

Outfitted with an in-house technical crew, Vintage King refurbishes all of our used and vintage gear to
meet your demands and specifications. With over 100 years of combined engineering experience we

guarantee that whatever the scope of your project, Vintage King will be a goldmine of resources.

Since 1987, Vintage King Audio has helped our clients build their dream studios, ranging from budget-
conscious vocal chains to fully automated mixing systems. Our potential is as endless as yours. Let

Vintage King be your creative partner!

MICHAEL AND ANDREW NEHRA

Vintage King Audio startad out of necessity “or Michae' and Andrew Nehra.
Owning The White Room recording studio in the heart of Detroit, the Nehra’s
recorded and produced their own projects for EMi and RCA as well as other
major labels and indie acts. They began to buy and sell vintage equipment to
accommodate their taste “or classic recording gear. Their first purchase, a batch of
Neve 1073's, paid for themselves when szliing half to feed their own addiction.
Starting with only $2,000 doliars in 1988, Vintage King now houses the
largest vintage invantory in the world, in additicn, the most exclusive and
exciting new product lines available.

White Room Studio stiil runs daily sessions and has turned out records
by Aretha Frarklin, Electric Six, D'2, Red Hot Chili Peppers, Bob Seeger,
Tori Amos, Robert Bradiey’s Blackwater Surprise, the Detroit Cobra's
and Kid Rock’s “Devil Without A Cause,” with a bit of production and
writing by the Nehra Brothers.




(388) 653.1184

International: 248.591.9276 | info@vintageking.com

CONSOLE SALES AND RESTORATION  NATIONAL SALES
comeies valeie st W e e MECICAIR S
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nigzme, Suphomix ’-ud—:', Calrec antt others
Call sry of oyt sates speciaiens for 2
Ovur sales and technical staff prowides expert consuliztion. 1aking the glesswark aut of ane of one consuliarion
tne purchasing experience. Ous full-service approacn oifers tumiey solutions. inclLdin
9 PP S DARRIN FENDLEY

finarcing. de-commissicning, shipping, commissicning, and systems insearation.

° 9 5 DETROIT/CHICAGO
Additionally, we offer in-house restoration of classic consches. The guality 292 attzniion 10 EXT. 108
detail in our work is second 1o none and is basked un Ly our warranty.

DAVE PIECHURA
Fease feel free 10 call us 10 discuss any of yout censsle Juestions or needs. NASHVILLE

EXT. 103

JEFF EHRENBERG
LOS ANGELES
EXT. 102

PETER KEHOE
NEW YORK CITY
EXT. 107

MIKE NEHRA
OETROIT/NATIONAL SALES

CUSTOM RACKING, PATCHBAYS AND EXT. 100
DIGITAL SYSTEMS INTEGRATION RYAN MCGUIRE

DIGITAL SALES SPECIALIST
EXT.1N

Vintzge King can configure your custom
17 patchbay system from the ground up. We

"0 1. - alsc offer complete solutions for integrating AKANE BEHRENS
‘ol Oa - your patchbay with the firest digitai converter JAPANESE SALES
. techno ogy available to fit any bucget. Call AKANE@VINTAGEKING.COM

Ryari, our -esident patchbay and digital
systems expert, at ext. 111 o discuss your
patchbay or digital audio needs.

ENTER TO WIN A SHADOW HILLS MONO GAMA!

Register to win a free Mono Gama to
be announced November 1st.

Go to vintageking.com and then navigate to the Shadow Hills page to register.

mono G6AMA




Get out of the box.

Introducing The New
Wounder Audio Wunderbar™ Console

.......

19900 W .
10000 %.

L@ eee0i-

@ eseen

L@ eeoen. .

Inline console available from 12 to 60 PEQ1 channels. Transformer balanced

direct outputs, insert returns. 3-Flavor Stereo Buss: Wunder, 1272, 312. Fully
X Balanced summing buss is the heart of the console. Significant increase in
dynamic range while lowering noise 30 dB. The very best of the Classic
Console format modernized for today.

Sub-enclosures surround the channels
providing better RF shielding and
structural bracing.
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WUNDER AUDIO

W under Audio started as a quest for the of the Wunderbar buffering the ground out of the

ultimate sound. In 2000, while joining equation, increasing dynamic range while lowering
together and completely modifying two noise substantially. Transformer balanced direct
Neve 80-Series consoles with the intent of filing outputs and inserts throughout. The Stereo Buss

them with 1073s, the guys at Wunder acquired 24 has three choices: Wunder, 1272, and 312.
modules that were custom made for John Paul

Jones. The modules for this one-of-a-kind console The 1046 Routing modules are Class-A Discrete
were made for this unique “Zeppelin Era” desk. with transformers, dual input with a fader that is
The Zeppelin modules sounded far better than flip-able with the main channel fader. Six busses

anything that they have ever heard. The amplifier with illuminated switches, four aux switchable
circuits were beefier than the 1073s, the sound had  pre or post, Pan Defeat, 48V phantom, and “Opto
to be attributed to this and the giant transformers.  Silent” mute.

They had the idea of re-making these modules Master Section Control Room Monitor with six
to fit into the 80-Series frame, based on the very

same transformers.

They contacted the original transformer maker,
who still had the plans and original winding
machine. They tweaked the circuit making
dozens of improvements, incorporating the best
components to achieve the ultimate sound.
Tooling required them to make 100 modules, so
they decided to make enough for their board
and sell the rest. The extra modules sold as well
as the modules that were intended for the 80-

series board. They decided to make more “PEQ1”
modules and Wunder Audio was born.
stereo sources, including busses. Mono, Dim, Mute,

The quest for the ultimate sound continues as Solo Clear, on large illuminated switches. Speaker
Wunder Audio unveils the Wunderbar Console, 1,2, 3, and headphone amp with volume control.
which melds the best of the Classic Console format  Internal routing of sub groups to the stereo buss,
and modern features that are in demand today. eliminating external patching and sparing faders.
The Console utilizes the PEQ1 Channel Amplifier Eight-fader monitor section with solo, pan, and
delivering from 12 to 60 channels. busses. Talkback into any buss/aux is latching,

momentary, or remote. Large llluminated master
A "Fully Balanced Bussing Scheme” is the heart PFL, AFL Solo switch with Solo level.

AVAILABLE AT VINTAGE KING (248) 591-9276 Ot femtores el

P&G100mm Faders, thick
8 677 %~ TN end-cheeks in a choice
w)wunder audio
24 of hardwoods, full leather
armrest.
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"These EQs are my new‘favorites!
They have the warmth jof classic
modules combined with the clarity
and precision'to make a

whole new sound.

Unsurpassed on drums,

“great on vocals!”

». - Ryan Hewitt

Photo © 2006 Sarah Simon

Engineer for artists such as Alkaline Trio, Blink 182, Ben Lovett
- pictured above in the studio mixing the platinum
Red Hot Chili Peppers double CD, Stadium Arcadium.

M Visit Tonelux on the web at www.tonelux.com WAV =
/2 ) A DISTRIBUTION
For sales & dealer info, contact Wave Distribution:

1141 Greenwood Lake Turnpike, Ringwood, NJ USA 07456  tel (973) 728-2425 fax (973) 728-2931
www.wavedistribution.com  e-mail: tonelux@wavedistribution.com

Copyright © 2006 Tonelux Designs Ltd. Al rights reserved. Tonelux, The Tonelux lighting logo s a trademark of Tonetux Designs Ltd. All other trademarks are property of their respective owners.
Platinum award as certified by the RIAA, Copyright © 2006 RIAA
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Paul Wolff Thinking And Mixing Outside The Box - Literally

aul Wolff began

designing and building

things at an early age,
along with a desire to blow
things up. From grade school
science projects turning
water into hydrogen and
oxygen, to building small
explosives he used for fishing,
He was constantly creating. ..
something.

With the unwavering support
of his musician parents, Paul matured (not really) and
found himself as house sound man at DC nigkt club
‘The Bayou!, working with “new"” acts like Foreigner, Pat
Benatar and Dire Straits. This eventually led him into
the recording end of the industry and Paul moved to a
DC studio called “No Evil Multimedia”.

Quite the influential studio, the owner had roots
with Ric Ocasek and Tom Scholtz, and his stuaio was
the center for the emerging “New Wave” music styles,
as well as one of the birthplaces of early Hip Hop. It
was here, during a Synclavier seminar, that Paul was
introduced to a gentleman who worked for a company
that had just acquired API, and Paul’s foray into the

A Tonelux VRack filled with MX2 Mix Modules
AVAILABLE AT VINTAGE KING (248) 591-9276

Paul Wolff of Tonelux

console business began.
After working several
years in the console
business with the company,
APl was put up for sale
and Wolff purchased the
assests forming API Audio
Products, Inc in 1985,
Saul Walker, API's original
founder worked with Paul during
this transition and oversaw the first
official console refurb and expansion.

In years that followed, Mr. Wolff introduced the
first of many new products including the 5502 rack
mount EQ, based on the original 550A, then the
550B. Soon after came the 4 channel mic pre, the
3124, the 512b mic pre, etc. Wolff then went on to
design the Legacy Console, and after adding Jeff
Bork to the team, they designed the Legacy Plus.

In 1999, the assets of APl were sold to the ATI
Group. Paul stayed with the company and designed
several new products like the now famous 2500, the
8200 summing mixer, the 7800 master section, and
with the help of Jeff Bork the new Vision console
and 7600.

In 2004, recognizing a major shift in the industry,
Wolff left the company and formed Tonelux
Designs Limited, the concept geared towards
the “new studio model”, where so much more of
the production work is being done in the Work
Station, and large frame consoles are not nearly as
necessary as they had been in the past. With a new
wave of engineers and producers taking the helm,
the standard studio layout didn't seem applicable
any more. Tonelux offers up the answer with it's
unique modular approach. The DAW
has changed the face of recording
forever, and as Wolff poignantly puts
it, "Today, the choice is being on the
train or on the tracks”

& narks o

signs Ltd All other f th
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THERMIONIC CULTURE
ENGILAND

STEREQ VALVE COMPRESSOR
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THE PHOENIX valve compressor

TRUT TN
Thermionic Culture Lid., England v

“Out of every compressor | own and have tried, nothing is as valuable as the Phoenix, it's magical!!
It's not just a bunch of wires, metal and tubes thrown together, this box has a soul”

STEREO MIC AMP/EQUALISER

yt e [ i ~
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THRMION N CUITURE LTD
The Earlyirind 22

“One of the deepest, most musical pre’s I've ever experienced... that just happens
to have one of my favorite EQ's built right in!!”

STEREO VALVE DISTORTION

THE CULTURE VULTURE mastering —~ Thermioni Culture Lid . England
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“The vulture distorts synths in a truly beautiful way, we can now get this great sound at the
flick of a switch!”

STEREO VALVE DISTORTION

THE CULTURE VUL TURE - Thermionic € fad,, F:
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“The most tweak-able black box | have ever encountered”

MINI PASSIVE EQUALISER

TusRMIONIC CULTURE LTD The *ullct rmind passive equaliser
- v Rt

et

Pt - -

“The Pullet EQ with it’s independent cut & boost contrals, combined with the EarlyBird for

make-up gain are so smooth that it’s a little freaky”
GET CULTURED




www.thermiomicculture.c

THERMIONIC CULTURE

CULTURE

n an era of mass-produced solid-state audio

equipment, it's a refreshing change to hear

someone like Thermionic Cultures Vic Keary
is still hand building the ultimate all-valve signal
path. Just as he did decades ago when he built
his very first semi-professional recording studio
in 1957 above a cowshed - and ‘built’ is the right
word. In those days you more or less had to build
everything yourself, as there was very little in the
way of commercially produced equipment.

Vic's professional career began in 1960 in
maintenance at Lansdowne Studios London.
Among his engineering successes was a
significant modification to the EQ of the studio’s
EMI console - a design which has been carried
over to Thermionic Culture’s forthcoming Merlin
EQ. Vic progressed up the ranks at Lansdowne
to become a mixing engineer in his own right,
crafting several hits.

After leaving Lansdowne, Vic started designing
his own compressors, one of these compressors
was sold to Pete Townshend, and he apparently
still uses it today.

Vic then built Maximum Sound. This involved
building the studio’s 10-channel valve console
himself (which is still in use today), based on
the design of the EMI at Lansdowne. Vic and
the studio acquired quite a reputation for
recording successful ska, rocksteady, soul,
and rock music.

50 YEARS OF

[ Jo
Pictured above: Vic, past and

After selling Maximum Sound to Manfred
Mann, Vic's next project was Chalk Farm Studios
and Mushroom Records. Reggae and soul success
soon fcllowed - at one time, eight of the top
50 singles had been recorded at Chalk Farm, Vic
having mixed seven of them! Dandy Livingstone
{then Trojan’s chief producer) made many of his
records at the studios. The last studio Vic built
was the all valve Chiswick Reach before forming
Thermionic Culture.

And finally, a last word from Vic, who makes
no apologies for belonging to the old school;
“ Audio amplification, compression, mixing took a
step backwards when solid state technology was
introduced. It's not that I'm anti new technology,
far from it, | simpiy believe the old stuff sounds
alot better." Vic Keary.

AVAILABLE AT VINTAGE KING (248) 591-9276

Phane- UK +1440 785843

THERMIONIC CULTURE

sales@unityaudio.co.uk

ENGLAND

present

VINTAGE KING AUDIO » WWW.VINTAGEKING.COM
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SHADOW HILLS INDUSTRIES

HIGH-END GEAR FOR THE DISCERNING ENGINEER

he Golden Age Microphone amp is one

of the finest microphone preamps ever

made. Weighing in at over forty pounds
and standing four rack spaces high, the Gama's
functionality Sonics and are unparalleled. It is
eight channels of preamps featuring switchable,
custom-made output transformers that shape the
sonic characteristics of the source, with the flick
of the switch. Choose Nickel, Steel, or Discrete to
shade from colored to colorless.

Or add the custom Iron option with the Class-A
output stage. Each channel has a Twenty-four
position detented switch for Controlling gain. It
is visually stunning, with Its engraved front panel,
bake-lite knobs, and magic eye tube. The Mono
Gama is the API 500 series form factor version of
the Golden Age Microphone Amp. It features the
same switching output transformer technology,
and impeccable sound and build quality.

The Equinox is a complete recording console.
First, the control room section features a twenty-
four-position discrete monitor volume control
and a three-position speaker selector. The four
position input selector chooses from: DAW 142,
Channels 3 - 32 summed, 2-track or external
input, and Mic Pre. The summing buss is a 30-
channel mixer utilizing copper buss bars and
esoteric resistors, for simply the finest sounding
passive monitor section ever made. Combined
through our switchable custom output
transformers, Nickel, Iron, and Steel. Effectively
giving you the sound of three different consoles.
The Mic Pres are the same as our stellar Gama.
There is a built in talkback microphone, a dim

AVAILABLE AT VINTAGE KING (248) 591-9276

and a mono stereo switch, and VU-meters. The
Equinox may just be the most solid two rack
spaces ever built. With it you can record, mix, and
monitor to the tolerance of a bygone era.

The mastering compressor has extraordinary
functionality, and also provides mastering grade
compression and limiting for tracking and mixing.
Essentially it is two compressors in series, per
channel, that can act in stereo, or dual mono.
First comes our mastering grade electro optical
compressor, followed by our discrete Class-A
compressor/limiter. Both feed our switchable

custom output transformers, Nickel, Iron, and
Steel. There is enough gain in each section to
overdrive the hottest tape, or clip your converters,
if you're into that sort of thing.

Shadow Hills Industries is a boutique audio
manufacturer making audio products that do
more and work harder, for a price that people
who actually make records
can afford.

VINTAGE KING AUDIO + WWW.VINTAGEKING.COM 11



The Signature of Excellence

. . The, . 1
Timeless Analogue Signal PO}’tZCO"‘ Serles

Processing, Built on
Cornerstones of Tradition

Available in both Vertical &
Horizontal Configurations

Custom Rupert Neve
Designed Transformers

Carefully Designed and
Assembled in Texas g, ou
- o N
.
-

. www.rupertneve.com

World Radio Histog A



RUPERT NEVE DESIGNS

THE PORTICO RANGE: A SERIES OF ALL-ANALOGUE BUILDING BLOCKS

From the Design Bench of Mr. Rupert Neve
he new Rupert Neve
I Designs Portico

modular preamps
and analogue signal processors
constitute a range of building
blocks that may be used indepen-
dently or in combination to
provide key elements that were

traditionally included in large
format Sound Control Consoles.

Built on Cornerstones of Tradition

Sweet, musical performance with extremely low noise, high accuracy and extended frequency
response are at the heart of the design philosophy for the Portico Range. Portico modules are
based on the best and most respected aspects of Mr. Neve's vintage designs, but also benefit
from the knowledge he has gathered from careful listening over the 40 years since many of his
classic designs were created.

Custom designed transformers, very short signal paths, minimal negative feedback plus single-
sided transformer-coupled amplifier designs form the essential building blocks of Portico Range.

The Current Portico Range includes:
5012: Mic Pre Duo

5032: Single Channel Mic Pre/EQ
5033: Five Band EQ

5042:“True Tape FX"and Line Driver
5043: Compressor/Limiter Duo
Coming Soon:

5014: Stereo Field Editor

5016: Two Channel Mic Pre DI
5082: Vertical Rack Mixer

5088: Mixing Console

5012-v 5032-v 5042-v 5043-v

AVAILABLE AT VINTAGE KING (248) 591-9276

RUPERT N E DESIGNS
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=
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ProAc Studio 10C

Monitor level performance from an established
compact design.

©@ProAc

perfectly natural

www.proac:-loudspeakers.com
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The Legendary Helios Electronics Ltd has resurrected, with much
anticipation and patience, the Classic Olympic Type 69 Series 3 band eqg/mic pre.
Discrete. Switchable lo/mid. Fixed top. Hi-pass.

Unlike anything you have ever used!

o R P e
Helios 1r Stereo Type 69 Mic Pre/Eq

" Likely the most open solid state mic pre on the planet”
The Stone's and Led Zeppelin didn't go wrong!

Available exclusively at vintageking.com



AMS NEVE

THE ULTIMATE BRAND IN PRO AUDIO
CELEBRATES 45 YEARS
OF LEGENDARY SOUND AT THE 121st AES

Phone: (248) 591-9276




AMS-NEVE

CELEBRATING OUR 45th YEAR

or nearly half a century, AMS
Neve consoles, workstations and
processing have been synonymous
with excellence in audio for music, film
sound and broadcast applications, helping
facility owners worldwide to close the deal
simply by saying: "We've got a Neve”

The year 1961 was a watershed in
technology, witnessing the first human
in space and the development of Telstar,
the satellite that would link the world
for broadcast. That same year also Classic 1073 module
marked the debut of a company that
would change how music is made, post
production is done and broadcast audio
is accomplished. In 1961, Neve began a
tradition of innovation and excellence that
continues today, 45 years later, and will
help take the business of sound into the
future.

Throughout the years, Neve would
continue to push the envelope of
console technology. These consoles
would become so popular that their
channel strips, including equalization and 33609 Limiter compressor
dynamics, would become available in

module form, such as the famous Neve true to the original Neve legend. Thanks
1073, 1081 and 1084. to retailers such as Vintage King, you can
understand why Neve remains the most
Neve continues to manufacture these desirable sound on the planet.
classic outboard units to the exact
specification of these original units. Neve Join AMS Neve in celebrating 45 years
has devoted time to sourcing the same of legendary sound at AES San Francisco,

components to ensure the sound remains stand 438.

AVAILABLE AT VINTAGE KING (248) 591-9276
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Mercury AM16 - “An American Classic”

Mercury Grand Pre - “The Classic British Alternative”

MERTURY M728 STUDIO MICROPHOKE AMFLIFIERS

Mercury M72s - “Vintage V72s” Tone and Craftmanship

g lvmw "ol % WAINE 0 IFIERS

Mercury M76m - “Vlntage V76m” Tone and Craftmanship

m ‘
Mercury EQ-H1 - “Vlntage e Pultec” Tone and Craftmanship
| A I

Mercury EQ-P1 - “Vintage Pultec” Tone and Craftmanship
=
)

Mercury 66 - “Vintage Fairchild” Tone and Craftsmanship
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Mercury Recording Equipment Co.

ince 1994, David Marquette and

Marquette Audio Labs have provided

clients with new and vintage recording
equipment, as well as, the ‘benchmark’ in custom
racking of vintage modules. With David's years of
experience, it was obvious to see, as time passed,
the equipment from the glory days was starting to
fade. In 2000, with his passionate vision and pride
in craftsmanship in the forefront, Marquette started
Mercury Recording Equipment Co.

The Mercury product line started with three ‘All
Tube and All Transformer" classic recreations, paying
homage to some of the best recording equipment
ever made. The highly regarded Mercury 66, a
Variable Bias style Compressor, is a tribute to the
Fairchild 660. The Mercury 66, using similar circuitry,
tubes, design ideas and custom transformers,
recreates the Fairchild’s sonic characteristics,
performance and features. The Mercury EQ-H1 and
Mercury EQ-P1 Program Equalizers have the warm,
distinctly rich tube sound desirable for both your
analog and digital recordings today. Focusing on
tone, the EQ-H1 and EQ-P1 recreate the same sonic
qualities as the 'Vintage Pultec’ equalizers and are
powerful tools to add musicality in your tracking
sessions or can bring mixes 'back to life’

Mercury Recording Equipment Co. later released
recreations of two of the most sought after vintage,
tube ‘Studio Microphone Amplifiers’ The Mercury
M72s is a proud salute to the Telefunken/Siemens
V72s modules, made in Germany in the 50s and
60s. The V72s is “famous” for being used by George
Martin on the early Beatles recordings. The Mercury
M76m is an enhanced recreation of the vintage

AVAILABLE AT VINTAGE KING (248) 591-9276

rt

“Plug Into Reality”

V76m modules. The Mercury M76m has output
attenuation and level controls, as well as selectable
input impedance. Other M72s and M76m features
include: Phantom, Phase Reverse and a Direct Input,
per channel. With Marquette’s knowledge of the
old Telefunken / Siemens modules, the Mercury
M72s and M76m Studio Microphone Amplifier were
very successfully recreated.

CEUIDIAS
HEVIEWS

“The Mercury M72s is a remarkably versatile !ﬁ‘(ordlng tool. Getting g ! sounds on all of the
sources | tried was never easier!” ' '9‘1

- Barry Rudolph, Mix Magazine

“The Mercury EQs are flawless. | compared them to the two “vintage” Pultecs | had side by side,
you couldn't tell the difference!l” I thought the Mercury 66 sounded BETTER more times than
the original *vintage” Fairchild. When | pulled them bothup in the mix | could hear the
difference”

- Scott Humphrey, The Chop Shop (Rob Zombie, Motley Crue)

“The Mercury M76m could very well be the uitimate ‘vintage-style’ mic preamp avarlabte today”
- Pete Weiss, Tape Op Magazine

“The Mercury Grand Pre delivers on its promise of dishing out the classic British sound of
yesteryear.

- Michael Cooper, EM Magazine

In 2006, expanding the line to eleven products,
Mercury Recording Equipment Co. debuted the
M72s/1 and M76m/1, single channel versions o the
popular M72s and M76m. In addition, several new
recreations were unveiled. First, the Mercury AM16,
dual channel, and Mercury AM16/1, single channel,
microphone preamplifiers. This is a tribute to one
of David's favorite microphone preamps, the 1960s,
‘Vintage Langevin’ AM16. This ‘American Classic’ is a
Discrete, Class A circuit known for being very open
and musical. Secondly, Mercury completed a long
awaited project, the Mercury Grand Pre, a Solid
State, Discrete, 1970's British inspired microphone
preamplifier. The Mercury Grand Pre is available
as a dual channel version or the Mercury GP1,
single channel version. Based
on a 'Vintage Calrec’ circuit,
the Grand Pre is not a "Neve
Twelve Seventy Two clone”, but
rather, the 'New Classic British
Alternative’.

VINTAGE KING AUDIO - WWW.VINTAGEKING.COM 19



Distributed in the U.S. by Vintage King Audio

www.korbyaudio.com | email: sales@korby.com | tel: 615 383 8797
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KORBY AUDIO TECHNOLOGIES

or the past two decades, Korby Audio
F Technologies’ world renowned Restore
Vintage Microphones Program (REVAMP™)
has repaired, restored and otherwise resurrected
the most revered microphones in history for
some of the finest names in audio on the planet.

It is this legacy that has allowed Tracy Korby
the unparalleled opportunity to scrutinize
hundreds of vintage microphones and compare
the characteristics and limitations that make
them great - and then take those qualities and
build on them.

Tracy Korby

Though steeped in the heritage of legendary
classics, these are unigque, new products. Each
and every proprietary capsule and microphone
is handmade and hand-assembled from start to
finish in the Korby facility in Nashville. Korby's
current product roster includes three new
microphones (The KAT Blue, KAT Red, and
KAT FET) as well as the critically acclaimed
KAT Hot-Swappable Capsule System that lists

HANDMADE MODERN CLASSICS

KAT Blue, KAT FET and KAT Red

Peter Gabriel, David Gray, Kid Rock and Kelly
Clarkson among its many owners.

Korby Audio Technologies products aren’t
sold just anywhere. Vintage King has carried
our entire product line since its inception and
serves as our exclusive U.S. distributor. Every
product Korby Audio offers is hand-tuned and
customized to the specific needs of the client.
A service you won't get from a catalog mic.

Want to learn more about the microphones
that many of the world’s most respected
producers and engineers rate as their secret
weapon? Or about the Korby REVAMP™
process for vintage microphones? Visit us
online at www.korbyaudio.com or give us
a call at our Nashville office - 615/383-8797.

AVAILABLE AT VINTAGE KING (248) 591-9276

AUDIO TECHNOLOGIES
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Vintage sounds for today

TSL-3 Tube Stereo Limiter
The signature VacRac sound sought after by industry professionals for
years with its uniquely designed self-contained vacuum tube regulated
power supply — all contained within a great new vintage-look chassis.
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DEQ-1 Discrete Parametric Equalizer
Come out the IC cold and into the warmihr of Inward Connection’s new
DEQ-1 parametric equelizer. Utilizing John Hall’s SPA690 discrete
amplifier block, this unit will give your sound an even greater dynamic range
that you imagined possible.

INWARD CONNECTIONS

Available now, exclusively at Vintage King Audio.
Call (248) 591-9276




INWARD CONNECTIONS

VINTAGE SOUNDS FOR TODAY

or more than 30 years, Steve Firlotte
has been an integral part of the world of
professional audio, beginning with his
stint on the road doing sound with some of rock
and roll's most legendary bands; to working as
a technician for a Los Angeles manufacturer of
recording consoles. In 1987 he decided to bring
his years of sound experience to the marketplace
by designing and manufacturing his own line
of audio products aimed at the discriminating
professional. Since that time, Inward Connections

products have become a mainstay in top

commercial and home recording studios across DEQ-1. Subsequent to developing twelve
the country, 4-band discrete parametric equalizers for 16
Ton Recording Studio in Nashville, Inward

TSL-3. In 1995, Inward Connections & Connections founder Steve Firlotte realized that
BBAT Productions put their vision together a dual 6-bard unit would also be perfect for
to design the original Vacuum Tube (VacRac) studios and, according to recent comments by
Modular System. Over the next few years, an audio professionals, “would rock as a mastering
overwhelming demand for a 2-channel stereo tool.” Utilizing the SPA690 all discrete amp block
version of the original VacRac TLM-1 modular designed by audio electronics legend John
limiter resulted in the development of the TSL-3 Hall, the DEQ-" Discrete Parametric Equalizer

Tube Stereo Limiter. The TSL-3 is a dual limiter in possesses a noticeable wider stereo image, a

a 3-rack space unit with self-contained vacuum greater dynamic range, tight low-end, smooth
tube regulated power supply, the only one of its mid-range and sweet high-end presence. One
kind that gives the tube limiter its own signature of the special characteristics of the DEQ-1 is
sound. The circuitry in the TSL-3 is identical to the  that every control potentiometer has 39 detent
original VacRac TLM-1, but its physical appearance  positions. This vintage-looking parametric

now offers a new vintage look such as larger equalizer features bell/shelving on the lowest and
knobs, more noticeable assigned switches and 3" highest bands and each band has its own bypass,
x 3" VU meters. Rugged construction and high- plus master bypass. Inward Connections took
end audio design has always been the standard on the challenge of developing a new breed of
at Inward Connections. The sound and quality equalizer which will certainiy place it in a class of
of the VacRac Limiter has become the norminall  its own.

studio applications as well as in mastering.

AVAILABLE AT VINTAGE KING (248) 591-9276

INWARD CONNECTIONS
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CHANDLFR™
GERMANIUM LIMItED

“It's not only another paint brush... it's a whole paint brush store.”
-Michael Wagener
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GERMANIUM TONE CONTROL

“l think this is one of the most musicai sounding eq'’s i have ever heard. It immediately turned a
paper thin snare sound into a phone book!!! insane!” -Joe Barresi
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TG CHANNEL MKII

“These !'###3$$$$ mic pre’s rule. There is not a sound that goes in that
does not come out sweeter, richer, creamier than before.” -Ross Hogarth
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“I would not track with any other ccmpressor. It takes great music
and makes it better.” -Mike Caffrey, Tape Op Magazine

TG | R - )
- i, v

. . A Y HARD L

| 2" 4 {

\./ T 4 ,f

=1

€3 4

.

MINI RACK MIXER

“I am absolutely stunncd by your mixer. It may be sacrilegious to say, but the
Chandler has become my preferred choice in virtually every instance that |
would have normally desired a vintage Neve console...” -Michael Beinhorn
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CHANDLER LIMITED

RE-CREATING AUDIO ROYALTY

ade Goeke is the man behind

1612413 LIMITER

Chandler Limited, a boutique

audio company intent on taking
the legendary designs of EMI and Abbey
Road and bringing them into your studio.

Wade's quest for the ultimate in gear
design took him from his home state of
lowa at age 18, to Los Angeles. As an
aspiring young musician, he played in bands
and worked a variety of jobs including
rebuilding concert lighting systems,
working in studios and repairing and testing
recording equipment. From this exposure,

he developed a drive to make his own gear

LaMIeD A

S . Pictured above: Chandler's EMI TG12413
afford. His “tinkering” with these spare parts Limiter p|ug_|n

from spare parts because that's all he could

led him to go out on his own and sell a
couple of units a month just to get by. Then
in 1999, Wade started Chandler Limited.

A unique combination of technical Visit their website and read about all their
expertise, a love for music and hands-on studio many new and exciting products. And stay
experience has given Wade a user-perspective tuned for The Chandler Limited Germanium
that is the foundation upon which Chandler Tone Control EQ and several new Abbey Road/

Limited stands. Recalling the many times he was ~ Chandler Limited hardware pieces and plug-ins,
told, “It'll never work,” Wade has remained trueto  available soon!
his vision and has proven that it can work!

And that is why EMI and Abbey Road asked . .
Chandler Limited to remake some of their @ I ntagekl ng . CO m
historical and legendary vintage gear. The same Visit us on the web, or arrange al
gear that captured the warm and soulful sounds
of the Beatles and many other greats and poured
them into your ears and hearts.

AVAILABLE AT VINTAGE KING (248) 591-9276

CHANDLER”

LIMILED
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Nearfield. Main. Mastering.
All in One.
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BAREFOOT SOUND

THE MICROMAIN 27: THE ONLY MONITOR YOU MAY EVER NEED

he MicroMain™27 is a

groundbreaking new

monitor that is in a
class all its own. It is quickly
becoming the premier choice
for top mixing and mastering
engineers. The speaker is
designed to address the
demands of modern recording.
It breaks down the barriers
between nearfield, mastering
and main monitors. No need
to have multiple pairs of
speakers crowding your studio;
no need to guess what the
mastering engineer is going to hear. The MM27
is compact and powerful,
truly a “nearfietd on steroids.”
While exceptionally neutral
and designed for critical
listening, the MM27 is still very
capable of rocking the house.
It redefines the definition of
a main monitor -- a "“Micro
Main™" monitor. The only
MONItor you may ever neeaq.

1" soft domie tweeter, dual
5" midbass drivers and dual 10" subs housed in
compact sealed enclosures yield high linearity
and outstanding impulse response. With 500
Watts of power in the subwoofer channel alone,
the dual 10" drivers cross over seamlessly from
the midbass, reaching down to 33Hz and rolling
off at 1/4 the rate of ported designs to reveal
much more deep bass information. Since the

AVAILABLE AT VINTAGE KING (248) 591-9276

BAREF T

sub motor structures are locked together the
opposing forces cancel out and the cabinet
remains rock steady even at very high output
levels. There is no need for bass management

in 5.1 systems because the MicroMain27 is truly

a full-range monitor. The speaker can be placed
either vertically or horizontally using the included
pedestal.

S UND
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Vintage King Audio offers the widest array of Ne
and Vintage Pro Audio Equipment on the plane

mnerTUBE

A U DO

on 0% outrr

The Boiler Ultra Compressor Gas Cooker Mic Pre/DI

sta-level
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Gold Edition replica of the legendary 1956 Gates Sta-Level

New or Vintage, it's still a classic.
248.591.9276 | info@vintageking.com




Py inats
- digidesign

live sound environment

new standard for
option in a festival

to the continued

2006 Avid Technology, Inc. All rights reserved. Avid, Digidesign, DigiDelivery, ang/Prol Jod)s Ak sithar, of Avid Inc. in the United States and/orother countries.
All other trademarks are the property of their respective holders.
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McCune Sound
74 Years and Still Going Strong

their calling cards. This also holds true for McCune

Sound (San Francisco, www.mccune.com), but it's
the company’s 74-year history in the Bay Area and South-
ern California that gives them an extra edge.

Third-generation owner Allan McCune comes from
a strong family lineage: His grandfather, Harry McCune
Sr. (the company'’s founder), started the business in 1932,
building a sound system while working as an auto me-
chanic. He built several before he made one big enough
to handle a dance band. “He was working at a bench and
the guy next to him built a little sound system out of a car
radio,” Allan McCune recalls. “He thought it was cool and
made a little microphone. He would rent out the system
and himself for $1 on a Saturday night and give it away for
free on a Friday night. It got really popular and he started
charging $1 for Friday, $1 for Saturday. He built a second
sound system and hired a friend, and it just evolved.”

By the late ’60s, McCune Sound moved beyond rent-
als and started doing shows, which led to “hot-rodding”
their systems to be powerful enough to go out with acts
such as the Grateful Dead, Jefferson Airplane, Creedence
Clearwater Revival and others. “During this time,” McCune
says, “we talked to manufacturers to build better sound
systems, speakers, amplifiers and mixers. Our clients were
asking for more. John Meyer walked in the door during
this time. My father took John out to the warehouse and
took out what was considered a very good speaker at the
time, an Altec 604, and said, ‘Listen to this. Can you make
me a speaker that is 10 times as powerful as this?” And
we gave him the dimensions, which were big enough to
fit into the belly of a [Boeingl] 727 so they could be air-
freighted around. About nine months later, John and our
chief engineer at the time, Bob Cavin, came up with that
speaker, which was a JM 3.

“They were an immediate hit. We were also building
mixing consoles. Bob Cavin was a pioneer in designing
and building consoles. Our systems were being used
on Broadway, touring acts and Las Vegas show rooms.”
Taking these systems out to Broadway was Abe Jacobs,
who was “the first of the modern sound designers. Abe
got his start at McCune touring with Peter, Paul and Mary
and several other acts. Abe moved to New York and
worked on Jesus Chris Superstar, Evita, Beatlemania
and many other shows using our equipment.

“When you look back, you think of how obvious all
this stuff is: having an onstage monitor mix or having a
stage monitor, all the processing that is used. The first
time that a stage monitor was used that we know of was
for Judy Garland. It was late in her career. My father and
grandfather were working on her show at the San Fran-
cisco Civic Auditorium. The rehearsal was not going well.

For many local crews, the events and installs are
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BY SARAH BENZULY

Allan McCune inside the company’s warehouse

My father came up with the idea of pointing a speaker at
her. He jumped in the truck and dashed back to the office,
grabbed a speaker, brought it back, put it on the corner of
the stage, took a feed off the main system, turned up the
amp and, like magic, the artist was happy.

“Live sound was the stepchild of radio and recording at
that time. We bought radio or studio consoles and had to
beef them up so they could take going in and out of trucks
without failing.” From these few pieces of modified gear
have come a huge selection, including a full complement
of proprietary and Meyer speakers; and Midas, Sound-
craft, Mackie and new Yamaha digital consoles.

McCune has just wrapped up the six-stage Monterey
Jazz Festival and will be heading south to the L.A. Coli-
seum to install a line array system for the USC marching
band for home games. “The marching band has got a
sound designer, and we're bringing in a very substantial
sound system: big Meyer line arrays, a Yamaha PMSD
digital console,” McCune relates.

McCune says the company has succeeded so long
because “we’ve been able to survive the mistakes; we
all make mistakes. Any job that has a problem becomes
a big problem. If you do the opening of a Little League
baseball season or soccer season with one mic and
there's a problem, it’s a huge problem as much as doing
an outdoor festival for 100,000 people. Sometimes doing
a large event with a big crew is easier because if you
have lots of mics onstage and you lose one, not many
people are going to notice. But [if] they’re announcing
the teams and you don’t hear somebody’s kid’s name
called, that’s buge. | would much rather deal with an out-
raged rock 'n’ roll star than one of those kid’s outraged
mothers who did not hear their child’s name.” n

Sarab Benzuly is Mix's managing editor.



Soundcheck doesn’'t
have to he so painful.

The great thing about the Aviom system is that it puts control in the
musicians’ hands. The units are easy to set up and troubleshoot, and they
function great in day-to-day use. As a musician and engineer myself,

I couldn’t ask for more. .
Matthew Peskie, Jars of Clay

Production Manager

Musicians and engineers alike know that, even under the
best of circumstances, soundchecks can be tedious and
frustrating. By giving performers the ability to adjust their
own monitor mixes, Aviom’s Pro16™ Monitor Mixing System
guarantees a smoother, faster soundcheck — with better
results in less time.

Live performance is always unpredictable. No matter what
combination of wedges, headphones, and in-ears you're
working with, Aviom’s Prol6 Monitor Mixing System makes
soundcheck — and the gig itself - a better experience for all.

To learn more about Aviom's solutions
for Live Sound, visit www.Aviom.com

World Radio History




Welcome to AES!

The product information in this guide
was supplied by the manufacturers.
Specs, pricesandavailability maychange,
so readers should contact companies
directly for more information; Websites
are provided for your convenience. And
if you can’t make it to AES in person,
don't worry—we'll provide complete
coverage of the show highlights next
month and at www.mixonline.com.
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MPATHX SMARTRACK

mPATHX introduces a SmartRack for every application!

New features include 2,400-watt capacity; front panel DC,
AC and USB connections; sequencing of all AC and DC
receptacles; a full accessory line; and more. SmartRack
kills the heat, weight, noise and cost of wait warts, while
delivering power and data at peak efficiency over one cable.
AES booth #143.

www.mpathx.com

APC AV S20: Based on the award-winning APC $15, the S20
power conditioner with battery backup can be fully moni-
tored and controlled over the Internet or via RS-232 port.
Built-in environmental monitoring measures and reports am-
bient temperature (included) and humidity (sold separately).
The S20 also features surge protection, isolated noise
filtering, automatic voltage regulation and pure sine wave
battery backup. A/V administrators now have an all-in-one,

network-manageable power-pr ion sy to ensure the
availability of critical A/V components.
www.apcav.com

EQUI=TECH ET20WQ: Equi=Tech introduces the company’s
latest version of large-scale balanced power products, the
Model 20WQ, a 200-amp-rated, all-in-one wall cabinet sys-
tem for hard-wired AC installations. The product has double
the capacity of any of the company's previous models, and
features 20 branch circuits for wiring balanced AC into a
studio or SR system. AES booth #1422,
www,equitech.com
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ACOUSTICAL SOLUTIONS SOUND BARRIER, ALPHARE-
SILIENT ISOLATION CLIPS: AudioSeal Sound Barrier and
AlphaResilient Isolation Clips are used for achieving high-
STC ratings with new or existing wall or ceiling construc-
tion. Used together, the products can achieve a Sound
Transmisslon Class 58. Clips typically required on only one
side of an assembly. The AudioSeal Sound Barrier weighs 1
pound/ square foot and is Ye-inch thick, AES booth #717.
www.acousticalsolutions.com

AURALEX ACOUSTICS SONOSUEDE PRO SYSTEM: Compris-
ing four 16x48x2-inch-thick, back-beveled panels and

eight 16x48x1-inch, rectangular, squared-edge panels, the
SonoSuede Pro Sy is a cost-effecti lution offering
a multitude of decorative options. The system’s unique
mounting blocks provide superior acoustic and exceptional
aesthetic benefits, The synthetic-suede fabric provides the
acoustical transparency and visual allure critical in today's

studio applications. Stock colors are available; custom
colors available by special order. AES booth: #1605.
www.auralex.com

BAG END E-TRAP: The E-trap is an active, electronic low-
frequency acoustic designed to be an to
“traditional” passive bass traps. The E-trap offers a precisely
tunable tool to attack the very worst problems with a high
degree of effectiveness in a fraction of the space (18x13x10
feet). It also offers a practical, low-cost solution for existing
rooms with problems and where room redesign or large pas-
sive absorbers are not viable options. AES booth #626.
www.bagend.com




RPG ACOUSTICTOOL PACKAGES
RPG’s new AcousticTool™ packages offer the project studio
owner an affordable, aesthetic, fabricfinish, Class-A fire-
rated, high-performance pre-engineered room treatment
solution. The AcousticTool packages usher in a new era of
versatility with the RPG Room Scaling Matrix™, allowing us-
ers to quickly and easily configure their package to virtually
any size room.

RPG STUDIO IN A BOX PACKAGES
RPG’s new Studio In a Box™ packages offer the project stu-
dio owner a very affordable, expandable, aesthetic, Class-A
or -B fire-rated, high-performance pre-engineered room treat-
ment solution. The Studio In a Box packages usher in a new
era of versatility with the RPG Room Scaling Matrix.
www.rpginc.com
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BRAINSTORM DCD-8: With the need for various rates

and standards to interact, it is difficult to keep everything
synchronized and locked. With 10 inputs/17 outputs, the
DCD8 offers exceptional stability and remarkable flexibility,
it is ideal for most situations, whether you have a small
sound studio or a large post-production facility with NTSC,
PAL or HD systems. Clock generating, distributing, clean up,
analyzing and format converting. AES booth #738.

Dist. by Plus24

www.plus24.net

DACS EIGHTCH: The Eightch is an 8-channel volume control-
ler. Each channel has a trim pot with a range of around 12
dB. A single knob controls the master volume, and tracking
is extremely accurate. The unit uses THAT's InGenius bal-
anced input chip and 2181A trimmable VCAs. Specs: noise,
-89 dB; THD @ O dB 0.0032%; crosstalk, -87 dB; TRS 1/0.
Price: $1,120. AES booth #1234,

Dist. by Independent Audio

www.independentaudio.com

JLCOOPER ELECTRONICS ES-4/100 MIDI: ES 4/100 MIDI is
our newest, low-cost Edit Suite Series (deep-profile) automa-
tion controller. It features four 100mm touch-sensitive, motor-
ized faders, bank-shift buttons and function keys. Support for
Pro Tools, Nuendo, Digital Performer and Logic via MIDI.

JLCOOPER ELECTRONICS FADERMASTER 4/100 USB:
FaderMaster 4/100 automation controller features four
100mm touch-sensitive, motorized faders, bank-shift buttons
and function keys. USB support has been added for Mac 0S X
systems, with custom software support for Pro Tools, DR Final
Cut Pro, Logic and other Mac OS X native apps.
www,jlcooper.com

SPL VOLUME2, VOLUMES: These 2- and 8channel monitor
controllers are designed with active switching to prevent the
disadvantages of passive circuitries that result in impedance
variation and degraded linearity in frequency response.
Volume2 features balanced XLR |/0s; Volume8 uses DB-25
connecters. Both units feature illuminated, passive mute
switches. AES booth #1125,

www.splusa.com

SYMETRIX LUCID GENX192: This advanced, affordable
master clock is perfect for muititrack recording, mastering,
on-air, DAW and desktop recording environments. Features
jitter input filtering, drop-out protection, termination sens-
ing, fiexible format conversion, the world's easiest interface
and the ability to output two simultaneous frequencies up

10 192 kHz. All jitter is measurable, but the GENx192 will
output a clean, ultralowditter, rock-solid clock.
www,symetrixaudio.com

URS CLASSIC

CONSOLE STRIP PRO

The URS Classic Console Strip Pro is the ultimate inthe-box
muiticonsole mixing plug-in, offering near-zero latency, 48-bit

double-precision px ing. Features of
input stage tape, tube and transformer colorations; several
console EQs per band; and fully adjustable 1975 Classic
Channe! Compressor with quick preset starting points. Signal
flow display indicates compressor path and status, LP/HP
fiters and EQ sections.

www.ursplugins.com

ABLETON LIVE 6: Live 6 offers QuickTime video support, a
professional multisample fibrary and customizable racks of
instruments and effects. Live 6 also delivers multicore sup-
port, enhanced project mar
MIDI control.
www.ableton.com

it tools and imp

BIAS PEAK PRO 5 XT: BIAS Peak Pro XT 5 includes Peak
Pro 5 (stereo audio editing, processing and mastering app
for the Mac), SoundSoap and SoundSoap Pro restoration
plug-ins, and the new Master Perfection Suite. Peak Pro

5 XT handles everything from serious sound design for
film, video or multimedia, to rapid-fire broadcast editing, to
music production and mastering. AES booth #134.
www.bias-inc.com

CAKEWALK SONAR 6 PRODUCER EDITION: SONAR 6 Produc-
er Edition takes you from inspiration to masterpiece faster
than before. Change the way you work with instruments with
SONAR 6's innovative new Active Controller Technology™
(ACT). Tighten up your entire band with the new AudioSnap™
feature set. And sound better with the new VC-64 Vintage
Channel™ and SONAR’s 64-bit double-precision mix engine.
AES booth #1426.

www.cakewalk.com
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CENTRANCE IDEAL DRIVER: The Ideal Driver for FireWire audio
interfaces features one-third of the latency and higher stability
than drivers that typically ship with interfaces. The $39.95
Windows software is compatible with ASI0-2, GSIF2 and MIDI
applications, and supports audio at 16- or 24-bit and 44.1
through 192 kHz. It is compatible with most audio hardware,
including Alesis, Apogee, Behringer, Focusrite, Mackie, M-
Audio, PreSonus and Tascam; new support is added regularty.
AES booth #1412.

www.centrance.com

JLCOOPER MCS-3800 MAC 0S X SOFTWARE: JiCooper re-
leases Universal Binary versions of USB and Ethernet soft-
ware for its MCS-3000 Series. Combined with either the
USB Interface card or Ethernet card, you can control Mac
0S X native A/V programs. Support for Final Cut Pro, Logic,
Pro Tools, DP and custom keyset editor for other apps.
www.jlcooper.com

MAGIX SAMPLITUDE 9: Samplitude 9 is setting new standards
and was released in August 2006. AES booth: #1615.

MAGIX SEQUOIA 9: The high-definition digital recording/
editing/mixing software for the PC, Sequoia 9 is setting
new standards. Stop by our booth or visit our Website and
preview the new version. AES booth: #1615,
www.synthax.com

LHMAGMA

MOBIUTY ELECTRONICS, INC.*

a8l

MAGMA EXPRESSCARD-TO-

PCI EXPANSION

ExpressCard-to-PCI expansion chassis provides a simple
solution for adding PCI cards to laptop computers through the
ExpressCard slot on the new Apple MacBook Pro and many
PC laptops. Practically any type of PCI card can be used in the
Magma expansion chassis, ranging from audio processing,
video capture, test and measurement, SCSI, SATA and more.

LAMAGMA

MOBIITY ELECTRONICS, INC.®

MAGMA PCI EXPRESS-TO-PCI
EXPANSION

Our PCI expansion products provide an easy solution for
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adding PCI cards to PCI Express—based computers, such as
the Apple Mac Pro and G5 (PCle). Magma can be upgraded
to PCI Express. Purchase the Magma x1 PCI Express host
card (Model PEHIFX1) for $299. This upgrade provides an
easy migration path to new computers without replacing your
valuable PCI hardware.

www.magma.com

MINNETONKA SURCODE FOR DOLBY PRO LOGIC II: Audio
professional everywhere can now encode 5.1 surround mixes
into stereo sound files within Pro Tools. Surround ambiences,
sound effects and music stems can be pre-encoded for deliv-
ery within stereo cues, and the resuiting mix is stereo-com-
patible. Up to six channels are encoded into an Lt/Rt file.
Encoded media is backward-compatible with Dolby Pro Logic
feceivers and decoders in use worldwide. AES booth #1540,
www.minnetonkaaudio.com

MOTU DIGITAL PERFORMER 5.1: Digital Performer lets you
record, edit, arrange, mix, process and master MIDI and
audio tracks simultaneously to produce musical record-
ings, soundtracks for film and television, and other audio
production tasks. Version 5 adds track folders, the unique
Meter Bridge™, new editing tools, QuickTime streamers and
punches, and six new instrument plug-ins, including the
analog-style BassLine™ bass synth, highly programmable
two-oscillator Modulo™, Model 12™ 12-part drum module
and imaginative and powerful Proton™ FM synth,
www.motu.com

NEXT GENERATION SOFTWARE NGWAVE V. 3.4: This fast,
low-cost audio editor for Windows features support for WAV
and MP3 files, full 24bit/192 support, MIDI hardware con-
trol, integrated metronome, buiit-in audio mixer and more.
www.ngwave.com

SIA SOFTWARE SMAARTLIVE V. 6: This significant update
includes a host of new features and a reworked archi-
tecture that allows it to run native under Mac OS X and
Windows from the same unified source code. In addition
to its improved cross-platform functionality, V. 6 features
a streamlined user interface and an advanced feature
set. The improved environment enables users to dive
deeper into the power of the software while preserving its
renowned usability. AES booth #518.

www.siasoft.com

SONIC STUDIO SOUNDBLADE: This host-based app for Mac
0OS delivers exceptional value for complete stereo produc-
tion. Features Audio Units and VST plug-in support, unique
four-point editing with EFM, instant PQ creation, delivery of
background CD “refs” and DDP file sets, and optional resto-
ration tools including NoNOISE. AES booth #1349,
www.sonicstudio.com

STEINBERG MEDIA TECHNOLOGIES CUBASE 4: Cubase 4

is the next generation of Steinberg’s legendary line of digital
audio workstations. New technologies include VST3 and ASIO
3, new synth engines, a streamlined GUI, Yamaha hardware
integration, and MediaBase content management and control
room routing. Features include 34 new 64-bit plug-ins, new

STUDIO NETWORK SOLUTIONS POSTMAP: Indexing, en-
hanced metadata, workflow. Whether it's on your SAN, file
server, a pile of FireWire drives or a stack of DVDs, locate
the file you need instantly. Postmap™ includes a suite of
customizable features that can address the needs of any
creative workgroup—Iarge or small, local or remote, Mac or
PC. AES booth #447.

www.studionetworksolutions.com

SYNCHRO ARTS VOCALIGN PRO V. 4: Automatic audio
afignment software (Audio Suite plugin) is now available for
Intetbased Macs. Demos and software updates that support
Apple’s new Intekbased iMac, MacBook Pro and Mac Mini
computers are available from our Website. AES booth #826.

SYNCHRO ARTS VOCALIGN PROJECT: Automatic audio align-
ment software, VocALign Project for Pro Tools (Audio Suite) and
VocALign Project (stand-alone) are now available for Intekbased
Macs. Demos and software updates that support Apple’s new
InteHbased iMac, MacBook Pro and Mac Mini computers are
available from our Website. AES booth #826.
www.SynchroArts.com

THE SOUND GUY SFX MACHINE PRO 1.01: SFX Machine
Pro lets you create your own audio effects from scratch.
SFX Machine Pro comes with more than 300 effects and

a preset editor that provides access to the underlying
modular synthesis engine. The plug-in provides host tempo
sync, and includes an output limiter, automated parameter
control and a Randomize button.

www.sfxmachine.com

VIRTUAL KATY VK 2.2: VK2 is the ultimate auto-conform and
change management tool. VK2 allows users to analyze all
major formats, preview changes, trace historical elements,
rebalance movies and process up to 2,500 picture edits in
less than a second. Packaged with all of the slick features
Virtual Katy has to offer, Pro Tools users can use VK2's pow-
erful management features for $995. AES booth #1515.

VIRTUAL KATY VK CONFORMER: Designed for conforming
and non-destructively recompiling Pro Tools sessions, VK
Conformer is cut from the original Virtual Katy software
that was put to the test on Peter Jackson's The Lord of the
Rings trilogy. import an Avid change note or a CMX 3600
EDL, and conform your session to match the picture cut.
Easy to use and fast. Price: $395 USD. AES booth #1515.
www.virtualkaty.com

X0 AUDIO XO WAVE: XO Wave not only brings RedBook

CD mastering to Mac 0S X, but also offers multitrack
recording, editing and mixing; reaktime effects (both built-in
effects and Audio Units); realtime crossfades; 64-bit

VST instruments with SoundFrame sound mar age i,
instrument tracks, track presets, configurable channet strip,
mixer enhancements, notation enhancements, advanced real
time transpose and drag-and-drop inserts. AES booth #926.
www.steinberg.net

www.mixonline.com

[ ion; effects automation; video sync; QuickTime
export; support for ISRC, UPC and CD Text; and more.
Price: XO Wave Open (Linux), free; XO Wave Free (Mac 0S
X), free; and XO Wave Pro (Mac OS X), $85.
www.xowave.com



The world's most affordable automated
disc publishing system... now on tour.

Bravos€

Disc Publisher

Just $1495*

See Bravo SE
at AES Booth #1347

Introducing the New Bravo SE Disc Publisher from Primera. Designed specifically for
the needs of audio and music professionals, whether in the studio or on the road.

Call 1-800-797-2772 (USA or Canada) or 763-475-6676 for a FREE sample disc.
Visit us on the internet at www.primeral6.com or email to sales@primera.com.

Bravo is a trademark and Primera is a registered trademark of Primera Technology, Inc.
"Manufacturer's Suggested List Price in the USA. Reseller price may vary. 3
8 TECHNOLOGY, INC
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APHEX SYSTEMS MODEL 828 ANACONDA: This 64x64 digital
snake Is the perfect interface for the Aphex 1788A preamp.
Features include eight ADAT |/Os (64-channel bidirectional)
and eight word clock outputs; intemal precision word clock
and word clock input; Ef connector
for control and metering; and completely redundant power
supply and fiber systems. AES booth #813.

www.aphex.com

GEFEN 4X1 DVI DL SWITCHER: The 4x1 DVI DL Switcher
provides access to four PC and/or Mac computers using
two duaHink DVI dispiays and USB 2 keyboard/mouse
control. Ultrahigh-definition resolutions are supported up to
3,840x2,400 on two parallel displays, providing the ultimate
in g HD P wor 1s. Video and control
signals are “switched™ for each computer upon selection
using the IR or wired remote. RS-232 serial communications
systems also supported. AES booth #1108.

GEFEN CAT5-7500 HD: The CATS-7500 HD extender em-
ploys cutting-edge technologies that extend uncompressed
DVI HD video over Cat-5 cables up to 150 feet. The plug-
and-play sender/receiver system extends two DVI displays
and computer keyboard/mouse away from the computer
while sustaining HD video and USB 2 devices. RS-232 and
audio components are also supported. This solution is
tolerant of Cat-5 cable skew variations, able to supremely
perform in patchbay scenarios and resistant to electromag:

netic interference. AES booth #1108.
www.gefen.com

HARRISON X-ROUTER DIGITAL AUDIO ROUTER: Harrison's
Dightal Audio X-Router features 1,536x1,536 crosspoints with
eight MADI |/0s and four Gigabit Ethemet I/0 ports. itis a
companion product to Harrison's X-Engine Native Engine DSP
processors. These new X-Range system components dramati-
cally reduce system costs while maintaining Harmison's “no-
compromise” audio quality, scalability and long renewable life
cycle. The X-Router and X-Engine processors will be provided

with Hamison digital audio console systems. AES booth #941.

www.harrisonconsoles.com

LINK HYBRID AUDIO AND DATA MULTIPAIR: Link's hybrid
cables are designed for fixed installation and mobile ap-
plications and to facilitate audio drive rack and data signals.
it features 12 and 24 individually jacketed shielded audio
pairs with two integral Cat-5 UTP Ethernet cables for data
and/or digital audio transmission. Each analog pair has two
insulated twisted conductors, drain wire, aluminum/mylar

foil shield and jacket. The Cat-5 has four data pairs (24AWG)
and overall tape. Available in 1,000-foot iengths.
www.linkusa-inc.com

NEUTRIK 4POLE Y-SPUIT OPTICALCON: Neutrik's 4-pole
Y-Split OpticalCon offers four multimode fibers within two
OpticalCon connectors on each end of an assembled

Y-split cable. Perfect for high-bandwidth audio and video or
additional control signal transmission, Y-Split OpticalCon

is an ideal solution when a two-fiber system is insufficient.
The Y-Split has sup: cable ion, fe a push-pulf
locking mechanism and protects against dirt and dust via an
automatically operated sealing cover. AES booth #1002.
www.neutrikusa.com

RADIAL ENGINEERING JX44 AIR CONTROL: Remote-control
lable signal distribution system for touring features four
guitar inputs (two with Drag™ control, two with level trims),
buitt-in JDI for re-amping or acoustic guitar, effects loop

for local pedals, SGI™ transmit/receive loop for remote
pedal board, tuner output, auxiliary output and four guitar
amplifier outputs (isolated to eliminate ground loops), each
with ground lift and 180-degree polarity-reverse. Should a
wireless system go down, a Panic button re-routes guitar 1
input to amp 1 output. AES booth #1047.

RADIAL ENGINEERING SW8: A switcher for touring where back-
ing tracks are employed and redundancy is required in case of
system fallure. Features two 8input sets with -10d8, %-inch

jacks and +4dB balanced DB25s. Outputs are balanced +4 dB

Why pay for
all of these?
Sound Level Meter $ 350
Leq Metar $ 300
Dosimeter $ 300
Sound Study Graph $ 300
Real-Time Analyzer $ 400
FFT Analyzer $ 600
Energy-Time Graph $ 400
Reverb Decay Time $ 400
Multi-Band Decay $ 200
Thme-Delay Analysis $1000
RaSTI $ 400
STI-PA $ 500
Noise Criteria $ 400
Transmission Loss $ 200
Audio Stethoscope $ 150
Level/Freq Meter $ 200
Signal Generator $ 400
Amplitude Sweep $ 200
THD+N Distortion Meter § 150
IMD Distortion Meter  § 150
Phase Meter $ 150
Crosstalk Meter $ 150
Speaker Polarity $ 100
Speaker Distortion $ 150
Impedance Meter $ 200
Impedance Sweep $ 300
Cable Tester $ 100
Audio Scope $ 200
USB Audio $ 800
$ 9,150

3200 Sencore Drive

effectiveness and convenience

SENCORE

Sioux Falls, SD 57107

The SoundPro Audio Integrator

* totally analyzes sound systems
and room acoustics - on the spot

* tunes audio systems and

documents system performance

« relieves stress at showtime by
providing quick cures for
show stoppers

» gives you all the audio tools you

need, in one unit, for maximum

sales@sencore.com

> The Audio Integrator!

wWww.sencore.com

Integrate it ALL
for less.

1-800-736-2673 or 1.605.339.0100

104 MIX, October 2006 «

www.mixonline.com



» >
rrrrrrrrrr

.......

-~
-

SR
-t
- S LD W
Sl Sa -

.

L T

Al e o
A e

s B e = NE
e 1R - 4% ~ s . R dee : ™ -
. . = B e % _ . o -
t LU - i A, ?“E e I~ > ot ¥ | ¥
o o S LN X el |

This could be your classroom. For more information about jump starting your career call 1-877-27 AUDIO or go to www.sae.edu

Professional Audio Education.
Industry Standard Equipment.
Individual Studio Time.

Global Recognition.

OPEN HOUSE

October 28th: Los Angeles, Miami, Nashville
October 29th: New York City JCIG

INSTITUTE

NEW YORK 212.944.9121 « LOS ANGELES 323.466.6323 - NASHVILLE 615.244.5848 « MIAMI 305.944.7494
Plus 40 other locations around the world!
Established for over 30 years worldwide.
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or isolated micdevel XLRs. Input set is selected via front panel
switch or remote. Automatic signal detection monitors tone for
signal loss and auto-switch to an alternate machine or contact
closure to set off alarm. Link function allows muitiple SW8s to
be cascaded together. AES booth #1047,

www.radialeng.com

FOCUSRITE SAFFIRE PRO 26 I/0: Combines eight Focusrite
preamps with 16 channels of ADAT I/0 and two channels
of S/PDIF, offering 26 channels of simuitaneous 1/0.
Saffire PRO also features two “superchannels” with instru-
ment input and variable impedance, MIDI In/Out, and front

panel level dim and mute controls. Also included is a free

suite of Saffire VST/Audio Units plug-ins, AES booth #318.

www.focusrite.com

GRACE DESIGN M802 A/D: The m802 A/D is a reference-
quality, 24-bit/192kHz, 8-channel A/D card option for the
m802 high-idelity remote-controlled mic preamplifier. AES
booth: #837.

www.gracedesign.com

LYNX STUDIO LT-HD AURORA PRO TOOLS INTERFACE: The

Lynx LT-HD L-Slot expansion card for Aurora 8/16 converters
provides digital |/0 in a format recognizable by Pro Tools HD

systems. Connects to HD Core/Accel Core cards with stan-

Cool Burner

1086 MIX, October 2006 * www.mixonline.com

dard Digidesign cabling. The LT-HD contains one prisnary and
one expansion Digi-Link port for up to 32 channels of con-
version per HD Core card with full channel count at sample
rates up to 192 kHz. Control, monitoring and accurate delay
compensation within Pro Tools. AES booth #1242,

www. lynxstudio.com

(En NATIVE INSTRUMENTS

NATIVE INSTRUMENTS AUDIO
KONTROL 1

The new Audio Kontrol 1 is a high-end audio interface.
Offering crystal-clear 192kHz/24-bit quality, it is far more
than just a sound card. Freely assignable buttons and
controller knob combined with advanced MIDI and key
command functionality grant full control of software ap-
plications. Features high-quality AD/DA converters, 103dBA
SNR ratio and four balanced outputs; Traktor DJ Studio Le,
Guitar Combos and Xpress Keyboards included.
www.native-instruments.com

RME ADI8 QS: This fully featured, single-rackpsace, 8chan-
nel, AD/DA converter combines excellent analog design with
outstanding low-atency performance. Features SteadyClock,
analog and digital limiters, four hardware reference levels up
to +24 dBu, AES/EBU and ADAT I/0 up to 192 kHz, optionat
MADI I/0, MIDI remote control, remote digital input trimming,
remote volume control for all eight analog outs (separately,
globally or ganged) and more. AES booth: #1615.
www.synthax.com

SYMETRIX LUCID 88192: This audio converter supports
eight channels of A/D and eight channets of D/A conversion
at sampling frequencies up to 192 kHz. The multiformat
unit offers simultaneous connectivity for analog, high-speed
AES/EBU digital audio and SMUX2 ADAT optical digital
audio. Option port for future expansion including 1394
(FireWire). Intuitive front panel display for menu-driven setup
and active metering. Routing in groups of eight or pairs.
www., symetrixaudio.com
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LIPINSKI®
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LIPINSKI SOUND L-707, L-505
MONITORS

“The level of detall...is simply jaw-dropping.” —Joe Hannigan,
Mix zine. “Best repi ion I've ever had in 40 years
of putting together stereo systems!” —Bob Katz, Pro Audio
Review. “If more engineers were using monitors like these,
there might be a lot less abuse inflicted on poor defense-
less audio.” —Afan Sitverman, Arf! Digital. Price: $4,590.
www._lipinskisound.com

ADAM AUDIO A7: The A7 combines ADAM's A.R.T (Acceler-
ated Ribbon Technology) folded-ribbon tweeter with a 6.5-inch
carbonHiber woofer, resulting in an extremely accurate
monitor. Powered by two 50W amplifiers, the front panel
features a power switch and detented volume knob, while
the rear houses controls for tweeter, HF/LF shelving fiiters,
and balanced (XLR) and unbalanced RCA connectors. Price:
$999/pair. AES booth #642.

ADAM AUDIO SUBS: The Sub8 subwoofer is designed to
extend the low end of any near-field monitoring sy it

of a cast-aluminum housing for easy placement over a
meter bridge. AES demo room #270.
Dist. by TransAudio Group

www.transaudi com/! s.shtml

BAG END P-S21E-i: The P-S21E Is the self-powered version of
Bag End's compact, high-output S21E4 subwoofer system fea-
turing a 21-nch driver and the Minima One II, the company's
proprietary 1,000W high-efficiency power amp module. The
unit, housed In a 24.5x24.5x20.5-inch (HxWxD) cabinet, is
designed to be driven by Bag End'’s INFRA Series bass proces-
sors, The combination of driver, cabinet and processor design
produces fiat response down 1o 8 Hz. AES booth #626.
www.bagend.com

BLUE SKY BIG BLUE: A Big Blue system partners three-way,
tri-amplified SAT 12 satellites with a 1,000W SUB 15 Univer-
sal subwoofer to deliver fullrange mid-field monitoring. The
SO0W SAT 12s use a 12-4nch high-excursion hemispherical

new products guide

JBL LSR4312SP: JBL LSR4312SP powered 12-nch
subwoofer has 450W of power for surround sound produc-
tion. The LSR4312SP provides five channels of bass
management with variable crossover, plus analog and
digital LFE inputs. When networked with LSR4326P and
LSR4328P studio monitors, the subwoofer’s internal RMC™
(Room Mode Correction) system is automatically calibrated

woofer, an ultralow-distortion 4-inch hemispherical midrang
driver and a 14nch dualconcentric diaphragm tweeter with
integral wave guide for superior off-axis response. The SUB
15 Universal is a sealed-box design buiit around a massive
15-inch forward-firing driver, AES booth #1206.
www.abluesky.com

DAS AUDIO VARIANT INSTALL ARRAY: The Variant Installation
Array brings the unique advantages of the powered line array
1o the world's smalt to mid-sized venues. The uitracompact
design provides systems designers with a product that
offers high output and exceptional sound In an attractive
and visually discrete package. The Variant Installation Array
Is ideal for use as a main system in theaters, houses of
worship or corporate events. AES booth #1225,
www.dasaudio.com

GENELEC AOW312: The AOW312 three-way active
loud: ker is igned for ium- to large-sized fixed

houses an 8inch woofer with a large 50mm voice coil, and
is driven by a 160W ICE power amp. The front baffle fea-
tures two remote-controlled motorized knobs that allow the
user to tallor level and crossover frequency without leaving
the listening position. The unit also provides an onboard
2.1 bass-management system, AES booth #642.
www.adam-audio.com

ALINE ACOUSTICS EMMA-806A: Ideal for houses of worship,
theaters and clubs, the easily portable EMMA-BO6A speaker
modules can be combined, stacked or fiown for powerful
line array coverage over 250 feet. Each two-way enclosure
is loaded with matched €-inch LF drivers and 6-inch HF
ribbon drivers for smooth, accurate frequency response

and remarkable fidelity with wide, 100-degree dispersion.
Constructed in DuraTex-coated birch plywood with integrated
handles, EMMA is availabie powered with Bang & Olufsen
ICEpower™ technology with onboard DSP
www.A-LineAcoustics.com

ATC SCM20SL: The SCM20SL loudspeakers represents
ATC's first venture into the pro market with passive, afford-
able monitoring at $3,500 a pair. The units feature the
same hybrid design incorporating a 150mm bass cone
onto which is grafted a 75mm soft dome. The magnet
assembly uses ATC's “SL” technology to reduce distortion.
The SCM20SLs are packaged in a black wood box instead

applications. Geared for on-wall mounting, its
12-inch woofer and side porting offers LF extension down to
35 Hz. Genelec's Directivity Control Waveguide™ technology
provid ly stable and imaging and freq

cy balance. The AOW312, with its matched remote amplifier,
produces peak SPL output of 124 dB. AES booth #426.
www.genelecusa.com

HOSA TECHNOLOGY SESSION 5: Hosa will debut the
first in its Session Series of digital near-field reference
monitors. The Session 5 has a 5-inch woofer and a
1.54nch tweeter. Its Binary Drive system provides digital
bi-amplification with crossover in the digital domain and
USB and RS-232 inputs for remote PC control of volume,
and 6-band equalization. Audio inputs are S/PDIF coaxial
or optical, and XLR/TRS/RCA analog. Retail: $799/pair.
AES demo room #266.

www.hosatech.com
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10 ¢ LF ar lies in the room. All settings are
remotely controlied from the mix position. AES booth #801.

JBL VT4887ADP: JBL Pro offers compact versions of its
VerTec DP Series with JBL DrivePack™ technology. Modular,
powered line array systems include onboard digital signal
processing developed with Crown. VT4887ADP 2x8inch
fullrange line array element and VT4881ADP single 18inch
subwoofer models are featured. These high-performance inte-
grated systems are optionally available as networked models
with DPAN (analog) or DPCN (digital) audio input modules,
both compatible with HiQnet System Architect Software™ for
remote control and monitoring capabilities. AES booth #801.
www.jblpro.com

KLEIN + HUMMEL M 52: The M 52 active reference monitor
for small studios, broadcast vans and other remote applica-
tions is extremely compact with a less than 5x5-inch foot-
print, housed entirely in aluminum. Flat frequency response,
increased SPL output, magnetic shielding and switched
AC/DC powering options. The M 52 D version adds a digital
input and D/A converter. AES booth # 402.
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Toft Audio Trident Series™ ATB Consoles
From world renowned designer Malcolm Toft, come the
first consoles to bear his name. Crafted using today’s
B ey = X technolggy on afoundation of classic analogue
Rl Ay A A design, Trident Series™ ATB Consoles are

destined to become the cornerstones
of project and professional studios
alike. Now you too can achieve

that “vintage console” sound

. from your recordings!

Available in 16, 24, & 32 Channel configurations
offering up to 88 channels on mixdown!

Hudio Designs

www .toftaudio.com

e

Prototype shown - Features, appearance & specifications subject to change without notice
Toft Audio Designs® is a registered trademark of PMI Audio Group ©2005 PMI Audio, Group 1845 W 169th ST Gardena, CA 90247 V: 877.563.6335 F: 310.323.9051 E: info@toftaudio.com



transducers in an architecturally transparent enclosure of
44.375x5.687x5.375 inches (HxWxD). These are perfect for
venues needing side- and frontill, or a lowcost short-throw
solution. AES booth #720.

www.renkus-heinz.com

SLS LOUDSPEAKERS RLA/4: The RLA/4 was developed for a
wide range of applications, from permanent sound reinforce-
ment installs to a pro portable PA. system. its HF section fea-
tures a high-performance PRD5S00 planar ribbon transducer,
whose unique design and properties allow precise acoustical
coupling of the array and full utilization of line source (cylindri-
cal waves) benefits. AES booth #3942,

www,sisaudio.com

TANNOY PRECISION 1DP; Tannoy's iDP™ (Interactive Digital
Programming) technology has now been incorporated within
two new Precision monitors—Precision 6iDP and 8iDR
These versatile and intelligent active monitoring systems
bring together the unique Tannoy Dual Concentric™ and
WideBand™ technology with the latest cutting-edge digital
processing from TC Electronic.

www.tannoy.com

TURBOSOUND ASPECT TA-500: The TA-500 is a three-way, full
range (60 to 18k Hz) speaker with patented Polyhom™ design
to provide wider dispersion ch of 50x25 degr
(HxV). Perfect for regional and theater tours and fixed installs,
the unit features a Turboloaded 15-inch LF driver, a single 10-
inch mid driver on a MF Polyhom and a single HF driver on an
HF Polyhom. Similar voicing characteristics make the TA-500
easy to integrate with Aspect models. AES booth #402.
www.turbosound.com

YAMAHA MSP7 STUDIO: Designed for accurate monitoring

in project and recording studios, the MSP7 Studio powered
monitor speaker features a magnetically shielded, 6.5-inch,
ILF cone driver with a dedicated 80W amplifier and a magneti-
cally shielded 1-inch, titanium-dome, high-frequency driver with
a dedicated 50W amplifier. AES booths #102 and #926.
www.yamaha.com

YORKVILLE U15P: The U15P uses a combination of
amplifier topographies to ensure reliability and superior
loudspeaker performance. Two Class-A/B amplifier mod-
ules deliver 150W each to the 1.75-inch horn driver and
to three S-inch ceramic drivers that make up the Unlity
hom assembly. An additional three-tier-designed amplifier
module delivers 600W to the 15-inch neodymium woofer.
Integrated flypoints allow the U15P to be flown in multi-
cabinet arrays or installations without modification.

YORKVILLE UCS1P: This active UCS1P subwoofer includes a
1,500W integrated power amplifier. The hornHoaded design
and single 15-inch, long-excursion driver defiver ampie low-end
support. Features built-in crossover circuitry, 15mm 11-ply
birch-plywood cabinet construction, metal grilles and inte-
grated wheels/bar handles. XLR/TRS Combi jack inputs ac-
cept all linedevel sources. Multiple UCS1Ps can be integrated
using the XLR balanced throughput on each power module.
www.yorkville.com

Minnnn.unn-r— NODOEAREDYC

CRUFNMUNE FREANIPO
A-DESIGNS EM-GOLD: The EM-Gold is designed to bring
more mids to the lower end of the sonic spectrum. It
combines the output transformer of the EM-Silver (custom
all-steel winding) and the input transformer of the EM-Red
(custom winding with different ratio |/0). Well-suited for
drum recording, various guitar, bass and vocal tracks. AES
booths #1427 and #1322.
www.adesignsaudio.com

AEA TRP (THE RIBBON PRE): Now shipping, this high-gain,
duakmono ribbon mic (no phantom) preamp offers 84 dB of
quiet gain with mic and instrument inputs. Features +4dBu
balanced/-10dBV unbalanced outputs; phase and highpass
controls; LED level metering; halfrack chassis; and 9 to 12-
voit AC or DC external suppty. AES booth #1022.
www.ribbonmics.com
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AP AUDIO APR A2D: The A20D digital converter features a pair
of 312 discrete mic amplifiers combined with proprietary A/D
converters in a 13-inch rackspace. Priced at $1,995, more
than 200 units have been delivered since its May 1, 2006,
introduction. AES booth #918.

www.apiaudio.com

drums

®

DW DRUMS/MAY IN EX: The MAY IN/EX blend module is a
2-in/1-out, high-headroom, Class-A mic preamp designed by
PreSonus Audio. The module is designed to mix one intemal
snare mic and any extemal mic into one channel to achieve
the ultimate tone for live performance and recording.
www.dwdrums.com

GROOVE TUBES SUPRE: Stereo microphone and instru-
ment preamplifier that uses a highresolution tube signal
path. Designed for tracking and stereo mastering. Features
variable transformer impedance settings on each channel
(300/600/1,200 ohms), four high-quality, nickel-core /O
transformers and 72 dB of gain on each channel using four
specially selected GT pentode/triode dual-element vacuum
tubes. AES booth #1505,

www.groovetubes.com

MANLEY TNT: Here's a twist—two different and discrepant
mic pre’s in one box for two different colors. One channel
is the same mic pre found in our SLAM, with tubes and
transformers, The second preamp is a fresh “no tubes”
design inspired by old British console preamps. With the
Manley TNT, you'll have two qualified candidates in one
chassis. AES booth #1302.

www.manleylabs.com

MATRIX AUDIO SYSTEMS TO-2: The TO-2 two-rackspace,
dualchannel preamp has alldiscrete (no IC chips!) circuitry
with transformer-balanced |/0s. Based on our alkdiscrete
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op amp, it comes with switchable 48V phantom power, pad
and polarity inversion. It is not a vintage preamp clone; it
has clarity and detail with that “all-discrete, big and punchy”
sound. MSRP: $1,495.

www.matrixaudiosystems.net

MERCURY GRAND PRE: Available in 1- and 2channel versions,
these preamps feature O to 60dB input gain control in 12dB
steps, a +8dB finegain control, 48VDC phantom, polarity
reverse, output control fader and a newly designed FET direct
input. |/0s are balanced using the original Sowter transform-
ers. Internal power supply uses a toroidal transformer and is
regulated for superlow noise and stabie performance. Each
amplifier channel is locally regulated to eliminate crosstatk
between channels. AES booth #1325.

MERCURY M72s/1: A single-channel version of our M72s,
the M72s/1 offers a selectable -16/-28d8B input pad, even
handiing line-level signals for a warm, rich path. Features
48VDC phantom, polarity reverse and direct input for
bass/guitar. Our M72s/1 has the rich low/punchy mids of
vintage V72 modules, but a more open high end. The pre-
amp has that vintage tone and “"breaks up” like the original
modules, but is a bit more musical. AES booth #1325.
www.MercuryRecordingEquipment.com

MILLENNIA MEDIA HDOE: The HV-3D output expansion op-
tion provides two additional buffered line-driver outputs for
the HV-3D microphone preamplifier. It uses the same drive
circuit design as the standard outputs. HDOE is capabie of
driving difficult loads, such as the hundreds of meters of
cable typically found in remote situations. The additional
outputs terminate on a pair of DB-25 connectors, providing
three outputs per mic channel. The HDOE is a factory-
installed option. AES booth #628.

MILLENNIA MEDIA HROE: The HV-3R output expansion option
provides two additional buffered line-driver outputs for the
HV-3R preamp. It uses the same drive circuit design as the
standard outputs. This field-installable option is capable of
driving difficult loads, such as the hundreds of meters of
cable found in remote sltuations. Additional outputs terminate
on a pair of DB-25 connectors, providing three outputs per
mic channel. AES booth #628.

MILLENNIA MEDIA HV-3R: The HV-3R 8<channel, remote-
controliable preamp employs the same HV-3 circult found
in the HV-3C and HV-3D. Gain controtl is achieved via
uitra-quiet, high-performance 4th-generation relays employing
gold-plated contacts rated at 50 million operations. MIDI
and Ethemet are Its primary remote protocols. The MIDI
interface allows plug-and-piay compatibillty with Pro Tools
systems, The Ethemet interface, coupled with Millennia’s
HV-3DR control software. offers a wide range of features
unachievable with proprietary hardware. AES booth #628.
www.mil-media.com

PRESONUS DIGIMAX FS: An 8-channel, Class-A mic pre with
optical Lightpipe (ADAT/96k SMUX) 1/0 and work clock I/0.
AES booth #432.
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Eventide’s signature 5.1 reverbs and effects require sheer processing power for dense reverbs and complex algorithms — the kind that can crush
mortal effects processors. If you're ready to push the boundaries of creativity, meet the new super-heavyweight champion: the 8-channel, 24-bit/96kHz
Eventide H8000FW Ultra-Harmonizer® effects processor.

Built on a foundation of nearly sixteen hundred pres=t-algorithms, it encapsulates the last 30 years of digital effects processing. And with over eighty
5.1 presets, this baby's ready to take the future head-on with headroom to spare. If, for example,a complex algorithm gets a little too big for its britches,
Monolithic Tandem™ runs it on two DSP chips. With that kind of parallel processing power, your creativity is unrestrained.

Despite all that brain and brawn, the H8000FW is remarkably friendly and easy-to-use, optimized for flexibility and control. Virtual racks have been
crafted which give you up to five stereo effects processors combined in one preset-algorithm. Search functionality helps you sort presets for easy
retrieval.

The HB8000FW combines the advantages of the H8000A with the H8000 and adds seamless FireWire connectivity with your computer.

So, crank up an Eventide H8000FW Ultra-Harmonizer and feast your ears on the most amazing effects you've never imagined.

* 8 channels of 24-bit AES/EBU, ADAT and FireWire I/O

« MIDI, BPM and Tap Tempo synchronization

* Up to 96kHz sampling frequency

* PC and OS X graphic editor/development tools included
* 4 channels of pristine analog //O; s/n >110dB

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

Eventide and Harmonizer are registered trademarks: Monalithic Tandem. and VISIG are trademarks of Eventide Inc. ©2006 Eventide:inc. All other trademarks are the property of their respective owners,

Eventide




PRESONUS FIRESTUDIO: A 26x26, 24-bit/ 96k FireWire
recording system with eight preamps and ADAT/96k
SMUX optical I/0, word clock output, 36x18 matrix routing
mixer, optional Monitor Station Remote, and recording and
production software. AES booth #432.

PRESONUS FADERPORT: FaderPort is a USB controller
designed to enhance creativity and enhance music ion.

SHADOW HILLS INDUSTRIES
GOLDEN AGE MICROPHONE AMP
Made from the finest possible parts, Shadow Hill's GAMA
8-channel mic preamp uses switchable output transform-
ers to shape any channel’s characteristics with the flick of
the switch. All preamps are based on all-discrete 24-volt
op amps, and feature engraved panels, Bakelite knobs
and detented switches for the same solid feel of the finest
vintage gear. AES booth #1329.
www.shadowhillsindustries.com

THERMIONIC EARLYBIRD 2.2: The hand-built Earlybird 2.2
stereo valve mic/line preamp has revised output transform-
ers, sel ble mid and bass EQ frequencies. The unit now

The FaderPort features a touch-sensitive, motorized fader
for writing fades and . Additionat fi include
PAN control, record-enabie, solo, set and move to marker
points, as well as toggle between the Mix, Edit and Transport
windows. Compatible with both Mac and Windows systems,
FaderPort works with all major DAW software, including Pro
Tools, Nuendo, Cubase, Logic and more. AES booth #432.
WWW.Presonus,com

RME MICSTASY: The Micstacy features high-end converters
and combines a number of RME features with groundbreak-
ing innovations. With Micstasy, not only are conventional
analog mic preamps and A/D converters a thing of the
past, but a lot of applications will change. In short,
Micstasy is the high-end, muiti-analog input device for live,
studio, installations and mobile recordings, and makes sur-
round recordings a breeze. AES booth: #1615.
www.synthax.com

boasts ultralow distortion, 0.007% @ 1 kHz and 115dB sig-
nalto-noise. Onboard dedicated XLR inputs and front panel
input selector for the optional Thermionic Culture Pullet

stereo mini passive EQ are also included. AES booth #1134,

www.thermionicculture.com

TOFT AUDIO DESIGNS AFC-2: The AFC-2 is a 1-unit,
dualchannel EQ with mic preamps ideal for recording,
mastering and sound reinforcement. With extremely musi-
cal 4-band EQ, the AFC-2 has balanced I/0, 48V phantom
power and phase reverse. An attractive, sculpted and
brushed-aluminum panel. AES booth #1411.
www.toftaudio.com

TONELUX/GENEX 48-CHANNEL MIC PRE, A/D: Tonelux and
Genex team up to release the remote-controlled Tonelux/
Genex 48-channel mic pre, A/D converter in a 4U rackcase
that can fit up to six cards with eight channels each of a
combination of the standard mic pre, the Tonelux mic pre, the
Genex reference mic pre or a D/A card. AES booth #532.
www.tonelux.com
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MICROPHONES

SE ELECTRONICS TITAN

sE Electronics’ Titan is a tranformerless, multipattem, Class-
A FET condenser. it uses the company’s specially developed
center-terminated titanium-diaphragm capsule, providing a
frequency characteristic with enhanced clarity, detail and
transient response. A better transient response means
clear high frequencies with less distortion and a tighter LF
response. Titan features a -10dB pad and LF roll-off switch,
and is excellent for vocal recording, acoustic instruments,
percussion and broadcast use. AES booth: #341.
www.seelectronics.com

AKG PERCEPTION 400: Perception 400 is a multipattern,
large-diaphragm condenser mic ideal for both studio and
live sound applications. Features include two back-to-back
capsules with gold-sputtered 1-inch diaphragms, offering
selectable cardioid, omni and figure-8 patterns, along with
switchable -10dB pad and bass-cut filter. The Perception
400 comes in a metal-framed carrying case with a screw-
on, spidertype shockmount.

www.akg.com

AUDIO-TECHNICA ARTIST SERIES: Audio-Technica has
completely re-engineered its Artist Series™ line of live
sound mics, adding innovative new models and upgrading
classics for a complete selection of vocal, instrument and
drum mics. Highlights include the ATM250DE, an affordable
dualelement kick drum mic; the ATM450, an innovative
side-address pencil condenser; and the ATM710, a durable
cardioid condenser handheld tailored for high-fidelity vocal
reproduction. The company also offers a generous selection
of included accessories. AES booth #210.
www.audio-technica.com

AUDIX VX-5 VOCAL MIC

This professional sfim-line, 9 to 52V phantom-powered
electret condenser vocal mic is aimed at the live perfor-
mance and broadcast market. With a uniform frequency
response of 40 to 18k Hz, the VX-5 features a 14mm
gold-vapor diaphragm, a supercardioid polar pattern, bass
roll-off fiiter, a specially ported steel mesh grille and Audix’s
trademark black-satin finish. its -10dB pad enables the
capsule to handie SPLs in excess of 140 dB.
www.audixusa,com



BLUE MICROPHONES OMNI MOUSE: Using BLUE'S

renowned B4 handbuiit spherical pure-pressure omni, Omni

Mouse is designed for orchestration, Decca Tree, room
tone and ambient recording. AES booth #1501.
www.bluemic.com

CHARTEROAK ACOUSTICS M900: The new M900

transf iess small-diaphragm condenser mic uses the
company's S5 (cardioid), S-6 (hyp
capsule types. All three capsules are shipped with each
M900 head amplifier and are easily interchangeable. The
M900 has a two-step sensitivity switch (-10/-20 dB) and a
two-position bass roll-off (-3dB/octave starting at 150 Hz;
-6dB/octave starting at 75 Hz). The M30O0 ships in a flight
case with windsock and mic clip, and include CharterQak's
lifetime warranty. AES booth #236.
www.charteroakacoustics.com

CROWLEY AND TRIPP RECORDIST ENSEMBLE STEREO:
Crowley and Tripp's American-made Recordist and Record-
ist Ensemble Stereo kits are ideal for Blumlein configura-
tions and diverse recording duties. The Recordist is priced
at $1,295 each, and comes with its own rotary mount. The
Recordist Ensemble Stereo kit comprises two matched
Recordist ribbon microphones, extender bar and low-dif-
fraction rotary mount at an introductory price of $1,995.
Recordist mics have a three-year warranty, and come in an
unobtrusive gunmetal grey finish. AES booth: #1431.

www,soundwaveresearch.com
\\\'I//
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MICROPHONES
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DPA BLM4060

With its elegant design and excellent performance, the
BLM406 is the perfect microphone for speech and vocal
boardi 1S, courtrooms, class-

sound reinf in
rooms and conference facilities. Featuring a builtin 4060

miniature P with omnidirecti polar pattem, it
picks up speech with a clear, natural sound. The stainless-

steel disc is four inches in diameter and is supplied with
a detachable 10-foot cable and XLR adapter for phantom
powering. AES booth #342,

) and S-7 (omni)

DPA SMK4061: The SMK4061 stereo mic kit has been
designed for live and recording applications, specificatly for
acoustic piano. Along with the two hand-selected 4061 mics
come a variety of accessories for mounting, including both
magnetic and adhesive mounts and a pair of boundarylayer
mounts that allow for a range of nearty invisible mounting
options. Lid up or closed, these mics will capture the instru-
ment with musical accuracy and detail. AES booth #342.
www.dpamicrophones.com

e |

AEQUATION

’
sgeyond Equa!

EQUATION AUDIO F20
The Equation Audio F.20 features allnew, Equation-exclusive,
d HR-2295, high lution head amp, a near 1-inch
diameter (22mm) proprietary electret transducer and a new,
exclusive muitifaceted body and chassis design, perfor-
mance beta tests have demor it has dinary
frequency response, robust ballistic capability and exception-
ally low self-noise. Comes with large retro swivel-mount.
www.equationaudio.com

GROOVE TUBES GT30: Studio condenser microphone.
Medium-sized altbrass capsule, top-add design, inter-
changable capsules for multiple pattems (optional omni
and supercardoid), %-inch di 6-micron P d
gold diaphragm, Class-A FET electronics, -15dB attenuation
pad, 75Hz low-frequency roll-off switch. AES booth #1505.

GROOVE TUBES GT60: Studio condenser tube microphone.
Large all-brass capsule, single-pattem side-address design,
1.1-inch diameter, 3-micron evaporated-gold diaphragm,
full-freq| Disk hnology, Class-A tube

Mo/}'/vvz Audio

A New Pro Audio Company
by David Royer

1l

Tube Condenser

3-Micron Capsule

Jensen Transformer

Performance you've
come to expect.from
David Royer.

Welcome 1o the
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electronics, -10dB attenuation pad, 75Hz LF roll-off switch.
(Also available as the model GTS0, with Class-A FET elec-
tronics). AES booth #1505.

www.groovetubes.com

HHB FLASHMIC DRM85: The HHB FlashMic is the world’s
first pro digital recording microphone. It combines a high-
quality Sennheiser omnidirectional condenser capsule with
an in-built, broadcast-quality Flash recorder. FlashMic is

a convenient, easy-to-operate and durable recorder that's
perfect for use in all voice recording applications, includ-
ing press and broadcast journalism, radio interviewing,
Podcasting, meetings, etc.

Dist. by Sennheiser

www.sennheiserusa.com

HOLOPHONE H4 SUPERMINI: The breakthrough H4 Super-
MINI delivers expansive 5.1-channel audio field capture

in a supercompact package. The world's only surround
microphone mountable on a professional-quality video
camera. AES booth #1602.

HOLOPHONE H3-D: The H3-D delivers 5.1 discrete chan-
nels of crystatclear sound—ideal for pro audio, project

dios, live music, ional and faith-based surround
sound recordings. AES booth #1602.
www.holophone.com

INNERTUBE AUDIO MM-2006: The MM-2006 condenser
microphone replaces the MM-2000 in innerTube Audio's
product line. The MM-2006 features a U.S.-made 1dinch
sputtered-gold capsule; more extended high- and low-
frequency response; nearly line-level output; a noise floor
lower than most solid-state condenser mics; a unique tube
preamp; and fully remote pattem control from omni through
figure-8 to cardioid.

www.innertubeaudio.com

LAUTEN AUDIO HORIZON: The Horizon tube microphone
melds acoustic theory with vintage and cutting-edge technol
ogy. This microphone is unique in sound, components and
industrial design. The Horizon is built with boutique-quality
components serving high-end recording studios and home
studios. The Horizon is proving to be extremely versatile, mak-
ing It a true workhorse. AES booth #1107.
www.lautenaudio.com

MOJAVE AUDIO MA-200: Having made custom condenser
mics for top recording pros since 1985, David Royer's
expertise is available to everyone with the MA-200 large-
diaphragm tube mic. The MA-200 uses Jensen transform-
ers, militarygrade JAN 5840 tubes and hand-selected,
3-micron, gold-sputtered capsules for exceptional sound
quality. It offers extended LF response, smooth mids and
an open, airy top end. Includes shockmount, power supply,
cable and heavy-duty flight case. AES booth #1332.
www.mojaveaudio.com

NEUMANN KM D SERIES: Neumann's miniature KM D
Series enters the digital reaim with the KM 183 D, KM 184
D and KM 185 D. Featuring dynamic range far exceeding
that of the capsule, intemal A/D conversion allows optimal
use of capsule qualities, ensuring that the capsule signal
reaches the recording system without coloration and with
matchless transparency. Two finishes are available: classic
nickel and black Nextel. All standard sampling frequencies
from 44,1 kHz to 192 kHz are supported. AES booth #402,
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NEUMANN KMS 104: The Neumann KMS 104 handheld
cardioid condenser stage microphone has been developed
to permit optimal vocal transmission with the best possible
suppression of sounds originating behind the microphone.
The hypercardioid KMS 105 has become an intemation-
ally recognized standard in the field of high-quality stage
microphones. Due to low self-noise and crosstalk behavior,
which is free of coloration, both microphones are ideal for
use with in-ear monlitoring systems. AES booth #402.

NEUMANN TLM 49: The retro design of the TLM 49 gives
an indication of its capabilities. The warm character of
the sound provides richness and transparency, with no
unpleasant overemphasis of high frequencies. The micro-
phone employs the renowned K 47 capsule as featured in
the M 49 and the U47. The TLM 49 is suitable for vocal
and instrumental applications in professional production
studios and demanding home recordings. it is supplied as
a set with elastic suspension. AES booth #402.
www.neumannusa.com

RED MICROPHONES TYPE A: This vacuum tube microphone
system combines low noise and superb transient response,
along with a choice of nine interchangeable capsules (the
RedHeads). The transfox ClassA di amplifier
circult is a thoroughly modem design with a nod to the classic
circuits of yesterday and uses a single hand-selected ECC88
vacuum tube. Included accessories: custombuilt flight case,
high-definition tube mic cable, shock-mount and innovative
PowerStream power supply. AES booth #1509,
www.vintagemicrophone.com

RODE NT55: The NT55 has the same sound quality,

ease of use and reliability of the NT5, but with the added
features of a two-stage highpass filter and a two-stage
pad. RGDE has also included a free NTA5-0 omni capsule
in every NT55 kit. Along with the supplied NT45-C cardioid
capsule, this makes the NT55 an unbeatable package for
anyone wanting the most versatile small-capsule system
on the market. AES booth #1141.



R@DE PODCASTER: The world’s first USB dynamic micro-
phone specifically sulted to Podcasting, the Podcaster
features an end-address configuration, the clarity of RODE's
tailored-for-voice frequent;y response, ultralow self-noise, a
status LED and a direct output headphone amplifier (with
volume control). The Podcaster comes with a S-meter USB
cable and clip. Optional extras include a shock-mounting
and soon-to-be-rel d adjustable table-mount
arm. AES booth #1141.
www.rodemic.com

ROYER R-122V: Finally shipping, Royer's long-awaited

first vacuum tube ribbon mic is based on the same rib-
bon transducer technology as the acclaimed R-121 and
R-122. However, the R-122V uses a triode-driven circuit to
raise the mic's sensitivity to -29 dB. The mic is finished

in 18-carat gold, and features a dedicated power supply
and cable with military-grade locking-type XLR connectors,
Jensen output transformer and proprietary toroidal mic
transformer. AES booth #1332,

www.royerlabs.com

EXPERIENCE IT

1215t AES CONVENTION
Moscone Convention Center,
San Francsco, CA, USA
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Stand 1102

www.beyerdynamic-usa.com

SE ELECTRONICS REFLEXION FILTER: The Refiexion Fliter is
innovative, portable and versatile—a truly unique device that
uses state-of-the-art materials to provide acoustical isolation
in any environment and improve the sound of acoustically
treated rooms. It attaches to any microphone stand via a
clamp fitting, and allows the microphone to be moved verti
cally and horizontally along the assembly. AES booth: #341.
www,seelectronics.com

SENNHEISER EVOLUTION 602 H: Sennheiser's €602 Il
cardioid dynamic mic is the successer to the famed €602
and is designed for use with kick drums, bass guitar, cabs,
tubas and other low-frequency instruments. More than
40% lighter than its predecessor, the @602 |l features
more robust, lightweight aluminum housing that allows for
greater stabitity when positioning it on a long boom arm.

KA 00 A AT AAR TR

A shock-mounted capsule offers fast attack with extended
low-frequency response. AES booth #402.
www.sennheiserusa.com

SHURE KSMS: The hard-wired version of the KSM9 wireless,
the condenser KSM9 offers switch-selectable cardioid or
supercardioid pattemns. Response is 50 to 20k Hz; max SPL
18 153 dB. A in pagne or ¢ gray finishes,
it features a two-stage intemal shock-mount, hardened-steel
@ille and gold-plated connectors. AES booth #302.

www, shure.com

STUDIO PROJECTS B SERIES: All B Series Mics have been
significantly upgraded. Housed in matte-siiver bodies with

a sleek new look, each mic has a stylish tricolor emblem,
Features have been added in many cases, allowing for greater
fiexibility of configuration. A new headstock with a wider,
heavier mesh grille, combined with improvements to the
capsules and el . result in impx sonic ¢t

tics. All B Serles mics include elastic suspension and foam
windscreens. AES booth #1411,

STUDIO PROJECTS C SERIES: All C Series mics have under-
gone a significant upgrade. Updates include a sleek new
look and a redesigned h k. Changes to the [
design and electronics atlow for lower self-noise, greater
dynamic range and improved sonic characteristics. In many
cases, features have been added, such as additional pad
and highpass filter settings, resulting in a greater number of
possible configurations. All C Series mics include the new

meaaDZDne PROFESSIONAL 5.1 MONITORING HEADPHONE SYSTEM

beyerdynamic])))
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Halo efastic suspension, foam windscreen and flight case.
AES booth #1411,

www.studioprojects.com

SUPERLUX $241/U3: The new Superlux $241/U3 is

a true capacitor cardioid condenser microphone with a
14-inch gold-evaporated 3-micron diaphragm. It features a
0/-10/-20d8B position attenuation switch and a flat, 75Hz
and 150Hz position low-cut filter switch. The $214/U3 has
an extended frequency response, superior signal-to-noise
ratio and excellent SPL characteristics. The slight high-end
elevation frequency response makes It ideal for capturing
signals rich in transients in a wide variety of applications.
www.avlex.com

ARIVIALLS ¢ " 3

VHXING CUONDS S

ALLEN & HEATH GL2800M: The critically acclaimed GL
Series has expanded with the addition of the GL2800M, a
dedicated monitor console offering 16 mixes for wedges
and in-ears. The GL2800M can mix up to eight sterec IEMs
or any comblnation of wedges and in-ears with mono/ste-
reo assignment per mix. PAFL Logic includes PFL override
AFL, stereo AFL and PFL-to-wedge capabllities. Other
features include four mute groups and buiit-in mic splitter
with ground-lift switching. AES booth #318.

ALLEN & HEATH XONE:3D: Allen & Heath introduces the
XONE:3D, a revolutionary performance DJ controller that
seamlessly integrates computer-based software and digital
media into the traditional D) workspace. The XONE:3D
combines a fully featured, professional analog DJ mixer
based on the XONE:92 with a comprehensive MIDI control
system and a high-end multichannel USB soundcard.
www.AmericanMusicAndSound.com

ALTO GHIBLI16FX: Alto’s new Ghibli mixer sets a new prec-
edent In small-format mixer design. Its 11x8x1-inch chassis
offers 16 channels of mixing capability. Four microphone
inputs offer three bands of parametric EQ with a mid sweep,
a selectable preset compressor/de-esser and 100Hz rumble
filter. Sixteen preset 24-bit DSR which includes variable re-
verb, round out the feature set. The GHIBLI16FX has a retail
of $189 and is available from The Yorkvitle Group.

www.altopa.com

AMS NEVE DFC PS/1 POWERSTATION: The DFC PS/1 Pow-
erStation features unbeatable Neve sound, sample rates
up to superhigh-definition 384kHz, Star Command simulta-
neous control of multiple workstations, high-resolution TFT
metering, 384 fader paths, reconform from picture change
lists and insertion of premixes into larger mixes. PS/1 is a
complete system with integrated surround monitoring and
machine control. The DFC Gemini and PS/1 are the power
behind world cinema. AES booth #438.
Wwww.ams-neve.com

APB-DYNASONICS MIXSWITCH: MixSwitch provides the
abllity to easlly switch between primary digital or analog

and a backup console, or between headliner and opening
act consoles in concert/presentation situations (In Switch
mode or Sum mode). In club applications, it allows selecting
between front-of-house and DJ mixers into common audio
systems. MixSwitch will be available in the 4th quarter of
2006. AES booth #1442,

www.apb-dynasonics.com
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ARGOSY MIRAGE FOR SSL AWS 900+: Argosy's Mirage
furniture housing will transform your SSL AWS 300+. Phil
Wagner, president of Sofid State Logic, says, “| like what the
Argosy Mirage does for the AWS 900+, it really looks great.
The Mirage gives you ideal ergonomics. it has all the right fea-
tures—perfect for integrating additional SSL signal processing
equipment at arms length.” Desligned for the AWS 900+, the
Argosy Mirage fumiture solution creates a powerful presence
in the heart of your control room. Price: $4,995.

www.ArgosyConsole.com

CADAC S-DIGITAL: Reflecting Cadac’s 20-plus-year history,
the S-Digital features a surface architecture derived from
the Cadac J-Type analog console. With key audio and control
parameters accessible in under a button press, the Cadac
S-Digital comblines instant usability and familiarity with other
Cadac hallmarks: superb sound, build quality, reliability and
unrivaled return on investment. The S-Digital enters produc-
tion in October, in a 72/64 base configuration.
www.cadac-sound.com

DAN DUGAN SOUND DESIGN MODEL E: The Model E is a
half-rack, 1U-high Dugan automatic mic mixer with minimal
controls. Speech system performance matches the D
Series. Additional controls are available via an embedded
Web server. |/0 is connected by TRS insert cables or ADAT
optical cables. Can be linked for up to 64 inputs (analog
1/0 only}, and it can link with Models D-2 and D-3. Power is
9to 24 VDC, or 9 to 18 VAC. AES booth #1119.

www.dandugan.com

DANGEROUS MUSIC D-BOX: Featuring eight channels

of Dangerous Music analog summing technology, D-Box

is also equipped with a programmable monltor control
section with two speaker outputs, two digital inputs with
onboard D/A conversion for digital sources, talkback,

two headphone outputs and an aux analog input. D-Box’s
programmability allows simultaneous monitoring of muitiple
input sources and level offsets. AES booth #1335.

www. dangerousmuslic.com

DIGICO V. 4 SOFTWARE: To evaluate the much-awaited V.
4 software update for our digital consoles, come by our
stand. booth #1202.

www.digico.org

DIGIDESIGN VENUE UPGRADES: New are Digital Stage
Input (DSI) and Digital Stage Output (DSO) card options
for VENUE. A single DSI provides eight channels of digital

wnene. mixonline.com

input for the VENUE Stage Rack, either through four AES/
EBU pairs or a single ADAT interface. One DSO card offers
eight AES/EBU output channels and ADAT Lightpipe, with
both active at all times for simplified simultaneous “splits”
to recording/monitoring/broadcast feeds. AES booth #826.

www.digidesign.com

EUPHONIX SYSTEM 5-MC: The System 5-MC is a DAW
controller based on the Euphonix System 5 control surface
design. System 5-MC tightly integrates via Ethernet with
any EuCon application such as Nuendo, Logic Pro and
Pyramix, as well as HUl and Mackie Control protocol ap-
plications such as Pro Tools. The control surface can be
fitted with eight to 48 channel strips and includes tne MC
Media Application Controller for master console functions
and integral control of the DAWSs. AES booth #302.

www.euphonix.com

FAIRLIGHT CC-1: Fairiight introduces 21stcentury muttimedia
technology. This groundbreaking invention redefines the price/
performance ratio of multimedia platforms and raises the bar
in terms of performance quality and creative operation Deliv-
ering more channels, more buses and faster processing with
lower latency, this new technology makes alt other established
processing paradigms obsolete. AES booth #326.
www.fairlightau.com

LAWO MC290: Designed to take the technology of Lawo's
mc266 mixer to a new level, the mc290 digital conscle
has a redesigned graphical layout and user interface. It
integrates Lawo's Star2 topology, providing total console
redundancy in no-fail environments. The mc290 modular
design can be adapted for various applications. AES booth
#636.

www.lawo.de

LOGITEK ARTISAN: The Artisan, a modular control surface
for Logitek's audio engine router, Is designed for advanced
radio production, small performance group mixing or TV
applications. Multiple master and submaster buses, onboard
dynamics processing/EQ, 5.1-compatible operation and flex-
ible monitor controls. AES booth #1217.

www.logitekaudio.com

MIDAS XL8: This open-architecture, cross-platform, audio con-
trol/distribution system for handling ail audio aspects of a live
show features a 72-fader/96kHz system with the reliability

of distributed pathways, redundant routers, duat stage boxes
and multiple DSP englnes for failsafe operation. MidasNET
protocol provides low, ideal-for-IEM latency. Expandable I/0
stage boxes each include 24 remoteable mic preamps with
three anaiog mic splits linked to 96 channel inputs (plus 16
mic/line aux ins).

www.midasconsoles.com

RUPERT NEVE DESIGNS 5088: Designed by Mr. Rupert
Neve from the ground up, incorporating his custom input
and output transformers, and all-discrete circuitry, the new
5088 modular console is a powerful, expandable production
desk with the sweet musical performance of Neve's classic
consoles. The 5088 features 16 channels of dual line
inputs with custom transformer 1/0 (expandable in 16-chan-
nel increments), eight auxes, eight buses, 100mm faders.
four effects returns, extensive monitoring capabilities and a
thorough master section. AES booth #1306.

www.rupertneve.com
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SOLID STATE LOGIC DUALITY: SSL's new Duality console is
a large-format analog music mixing console for those who
love analog but work with digital. Designed to closely inte-
grate with your workstation, Duality offers split signal path,
Variable Harmonic Drive mic amp, E and G equalizers, peak
or overeasy compression, VCA-style or moving fader auto-
mation, and muitiple stereo or 5.1-channel panning—all
with the SuperAnalogue K Series sound. AES booth #610.
www, solid-state-logic.com

SOUNDCRAFT VI6: Soundcraft's Vi6 digital live sound con-
sole uses a derivation of Studer’s Vistonics interface (rota-
ries and switches mounted within the touchscreen surface)
to enable engineers to quickly and intuitively operate the
desk. Other Vi6 amenities include 64 available channels
from within a compact 32-channel frame, motorized faders,
32 outputs (plus a stereo and mono mix) and 16 matrix
outputs, 4-band fully parametric EQ and integral dynamics
on all channels, Soundcraft FaderGlow and Harman HiQnet
compatibility. AES booth #801/demo room 250,
www,soundcraft.com

STUDER VISTA 5: Vista 5 is a highly flexible digital mixer
with a well-conceived control surface designed for broadcast
production, live sound and performance venues. Among the
desk’s many standout features are the award-winning Viston-
ics user interface, numerous output formats, Studer's Virtual
Surround Panning (VSP), robust redundancy capabilities,
extensive static automation (snapshot fiitering and editing)
and cue list functionality—rounded off by mute groups and
matrix buses—and Harman HiQnet compatibility. AES booth
#801/demo room 250.

www.studer.ch

TASCAM DM-4800: This is the ultimate digital console for
pro users who demand a fiexible mix platform that config-
ures to fit their needs. This 64-channel mixer features 24
buses, 12 aux sends per channel and 24 studio-grade mic
preamps, providing enough inputs for a live event; more
can be added using expansion cards with external pre-
amps. A completely configurable routing system lets users
repatch the board at the flick of a switch, AES booth #202.

TOFT AUDIO DESIGNS SERIES ATB: The Series ATB console
represents a quantum leap in small-footprint console design.
Avallable in 16, 24 and 32-channel configurations, the ATB
features high-quality mic pre’s, Heritage EQ, six aux sends, di-
rect outputs, eight stereo effects retums and inline monitoring
for up to 88 channels available during mixdown. An optional
digital 1/0 card enables the board to be interfaced directly
with DAWs and other digital equipment. AES booth #1411.
www.toftaudio.com

TONELUX TR8, TR8+ BUS ASSIGN MODULES: Tonelux
introduces the TR8 and TR8+ 8channel bus assign modules
1o its extensive line of modular recording solutions. The TR8
and TR8+ can be used for buses, additional inputs, sends,
IFB or mix-minus systems. Balanced +4dB in. Uses any of
the Tonelux summing modules, TR8+, FX2+, SM2 or SM1 as
a summing master. AES booth #532,

www.tonelux.com
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ARCHITECTURAL DESIGN
AND ACOUSTIC CONSULTING

WWW.WSDG.COM

HEAR [ike the PREC

“Clean, transparent and quiet

The ability to inter 8s

mix s
be able to

Personal Monitor Mixer System®

A high-power, low-distortion professional
personal monitor mixer system for
headphones, in-ear monitors, and
floor monitors. Perfact for live,
studio, and houses of worship.
High quality audic. Flexible.
Expandable. Easy to use.

256-8922-1200
www. hearback.com
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TRIDENT DREAM 32: The perfect analog solution for your
DAW is the Trident Dream 32 console. The original Trident
sound, modular construction with a Sonicomp compressor
in the master section and Trident sonic excellence from
John Oram. AES booth #1118.

WWW.0ram.co.uk

YAMAHA DM2000VCM: This console’s Virtual Circuitry
Modeling (VCM) technology can simulate analog circuitry,
emulating the sounds of sought-after vintage gear—com-
pressors, EQs and even tape machines. Onboard iSSP
(Interactive Spatial Sound Processing) provides surround
post effects and room acoustics that model reflection
decay based on source directivity and room surface materi-
als. Matrix sound processing converts source position
data to parameters that control the output of each matrix
channel and simulate distancerelated decay through delay
and filter processing. AES booth #102.
www.yamahaca.com

ZAXCOM DEVA MIX-12: Deva Mix-12 is a fully digital,
12-fader control surface that directly manages the audio
mixer embedded within the Zaxcom Deva IV and V location
recorders. Combined with either the Deva IV or V, Deva Mix-
12 performs all location mix and record functions, reducing
production costs by eliminating the need for expensive
extemal mixing consoles. AES booth: #1425,
WWW.ZaXCom.com

MUSIC PRODUCTS

DAVE SMITH INSTRUMENTS EVOLVER: The Evolver keyboard

is a classic mono synth featuring a knob-per-function interface.
This stereo instrument has two analog oscillators and two
digital oscitiators that use the wave tables from the Sequential
Prophet VS. The synth also uses Curtis 2/4-pole analog
lowpass filters, real analog VCAs and a host of other features,
including a powerful 4x16 analog-style sequencer. The keyboard
can be chained to other Evoivers for polyphonic operation.
www.davesmithinstruments.com

DISCRETE DRUMS RUFF DRUMZ BITCH: Smokin' collection
of hip hop and R&B drum performances on eight discrete
tracks. This is the real deal performed by the drummers
that are making the hits.

www.discretedrums.com

DRUMS ON DEMAND VOL. 8, MORE 4/4: This tasty collec-
tion of 28 straight-time Song Sets™—available in stereo
and multitrack editions—is guaranteed to inspire the hit
songwriter in you. Features a variety of crossover styles
and sounds for rock, pop and country. Simply find the Mas-
ter Loop™ and use the other loops and segments in the
Song Set to quickly build a “session player” drum track.
www.drumsondemand.com

DW DRUMS ACOUSTIC EQUALIZER SNARE: Ideal for record-
ing, this 6x14-inch DW Collector’s Series snare features

Acoustic Equalizer technology, an advanced venting system
that lets drummers control the amount of air leaving the
drum via a series of precision-cut gates, creating a drastic
change in tone that’s amplified when close-miked. Open it
up for a dry crack or close it off for a thick bottom end.
www.dwdrums.com

FIRSTCOM

THE CHRONICLES OF HIP HOP
FirstCom’s 15 spectacular libraries deliver the power of
40,000-plus compositions and are growing by 100 new CDs
a year, Visit Firstcom.com to preview its new special series,
The Chronicles of Hip Hop. Reflecting today's charts, this
series is innovative, fun, creative and, at times, irreverent.
The Chronicles of Hip Hop features new artists, credible
and real. The initial four discs will be available this fail.
www.firstcom.com

HOLLYWOOD EDGE THE PREMIERE EDITION 6: The legacy
continues with the sixth instaliment of the Premiere Edition
Library. Containing 1,100 of the most sought-after and
requested effects. Categories include antiqgue and modemn
civilian and military airplanes and helicopters and maritime
effects; water movement; exotic frog and cricket ambiences;
rural and urban ambiences; public events backgrounds; chit-
dren and adult vocals; household; clocks; and fire, ice and
weapons. Ten audio CDs and two bonus DVDs is $695.

HOLLYWOOD EDGE THE PREMIERE EDITION 7: Premiere
Edition 7 is an excelient tool to sweeten and enhance any
of your radio, TV, film or game projects. The latest in the Hotl-
lywood Edge Ragship Collection contains more than 1,150
effects. Categories include sedans, sports cars, SUVs and
trucks; traffic and city backgrounds; construction; footsteps;
water; wind; animals; doors; buttons; Foley; and medical
effects. Ten audio CDs and two bonus DVDs is $695.
www.hollywoodedge.com

IK MULTIMEDIA STEALTHPLUG: With an in-line guitar cable
USB audio interface housing a “-inch jack on one side and
a USB port on the other, entering the world of software-
based amp and effects modeling is as simple as plugging
your guitar into a computer. StealthPlug also includes
volume-adjustment buttons, indication LED and */s-inch
stereo output for headphones, p d speakers or an
amp. Includes AmpliTube 2 Live.

www.ikmuitimedia.com

MSOFT MUSICCUE, VISIONCLIP SERVERS: VisionClip will
archive your image libraries or your own video. Proxy files
and production-quality digitized video with searchable
thumbnail images are created on upload. MusicCue will get
rid of your walls of music and sound effects CDs, and get
current releases of all production music libraries totaling
more than 25,000 CDs. Systems come with music cross-
referenced by category, era, style, etc., and make music
cue sheets from an EDL file.

www.msoftinc.com
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NATIVE INSTRUMENTS MASSIVE
Massive is a sonic monster for maximum sonic impact. The
high-end engine delivers pure quality, lending an undeniable
virtue and character to even the most saturated of sounds.
The interface is clearly laid out and easy to use. From violently
rugged and deep bass rumblings to silky smooth, gliding and
gently fluctuating pads, from brutal to delicate, Massive gener-
ates distinctive, intense and vivid sounds from the start.
www.native-instruments.com

NOVATION XIOSYNTH: Novation’s newest synth is an integrated
synthesizer, audio interface and MID! controller. Features
include a monotimbral Novation synth engine with 8-voice po-
typhony, three oscillators, a filter, two LFOs, an arpeggiator and
a mutti-effects board. The XioSynth also boasts the new X-Gator
patch programmer and 200 jaw-dropping presets, including 60
from renowned artists and producers. AES booth #318.
www.AmericanMusicAndSound.com

SOUND IDEAS PODCASTING PRODUCTION TOOLKIT: Liven
up your Podcast productions with 1,000 MP3 files of pro-
duction elements, royaity-free music and SFX on a CD-ROM.
AES booth #215.

www.sound-ideas.com

SYNTHOGY ITALIAN GRAND: Expansion pack for Ivory that
adds a fourth stunning piano to Synthogy's award-winning
collection, With 12 velocity layers and 16 GB of sample
data, the Italian Grand continues Ivory's legacy as the
world’s premier virtual piano. Supports RTAS, VST and
Audio Units hosts, and stand-alone.

www.synthogy.com

TRF PRODUCTION MUSIC CDS: TRF added 20 new CDs to its
Kool Kat (now containing 90 contemporary, cuttingedge CDs)
and Adrenalin libraries. Releases include Rock, Electronica

4, Europe, Kool Beds 3, Olympics, Big Band, Grand Piano, Big
Screen Action, 1980s Style, Latin Lounge Chillout, Smooth
Beds, Quirky/Fun, Ambient and Acoustic Guitar. TRF also re-
leased two new Bravo, two Cobra, three Dennis and 12 Stock
CDs, including Cartoons. Buddha Bar, Nostalgia, Trance, Jazz,
Phunk+Jazz=Cool, Light Grooves and Ambient Drama.
www.trfmusic.com

VIENNA SYMPHONIC LIBRARY SYMPHONIC CUBE: Ten Vienna
Instruments, making up the Symphonic Cube, are Vienna's an-
swer to the desires of composers and orchestrators for ease
of use, authenticity and inspiration. The Virtual Instruments
incorporate intelligent performance algorithms into a powerful
audio engine. Articulations can be combined on a single MIDI
track. Vienna's proprietary Performance Detection analyzes
intervals, repeated notes, patterns and speed in real time and
automatically summons the appropriate articulation.
www.vsl.co.at
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L-3601 POWERED STANDS

Tests indicate that many amplifiers built into the back of

a speaker produce up to 15% second- and third-harmonic
distortion. Lipinski’s solution is to build its new 600W L-
301 monoblock amplifier directly into the stand rather than
the speaker, enabling short speaker cable length while
allowing easier amplifier setup, especially in a surround
environment, Price: $2,595.

104 |

PUT YOURSE

AVLEX PA-200: The new Aviex PA-200 Class-G power amplifier
delivers 130W @ 8 ohms and 200W @ 4 ohms in a single-
space rackmount configuration. The Avlex PA-200 features de-
tent level controls, DC and thermal overload protection, short
circuit and speaker protection, dual cooling fans, nolse-free
soft-start power up, XLR and Y-inch inputs, Speakon outputs,
and LED indicators for power, signal, clip and protect mode.

www.avlex.com

DAS AUDIO CSA-300T, CSA-600T: The CSA Series amplifiers
are D.A.S. latest offer in stereo amplifiers with 70- and
100-volt outputs for distributed audio systems. Housed in

a rugged steel chassis, CSA Series amps offer a rugged,
cost-effective solution for any permanently installed sound
system. Features front-located gain controls, XLR and screw
terminal connectors. Covered barrier strip output connectors
provide safe and reliable connections. AES booth #1225.

www.dasaudio.com

LAB.GRUPPEN FP+ SERIES: With four amplifiers in the new
FP+ Series, Lab.gruppen again sets the industry benchmark
for touring power amplification. The flagship FP 13000 pro-
vides two channels of 6,500W @ 2 ohms; FP 10000Q deliv
ers four channels of 2,500W @ 2 ohms; FP 7000 offers 2x
3,500W @ 2 ohms; and the FP 6000Q supplies 4x 1,500W
@ 2 ohms. All models are 2U, welgh 26.5 pounds and
include Lab.gruppen’s six-year warranty. AES booth #820.
www.labgruppen.com

A

LECTROSONICS DMPA12: This 12-channel digital power
amp/DSP processor in a single rackspace has audio inputs
taken from the final mix bus via the Digital Audio Network
Interface (DANI) bus. These final mix signals are processed
individually at each output channel in the amp to apply
delay, filtering, compression and limiting. In Bridged mode,
two channels can be combined to double the output power.
The DMPA12 can be controlled and programmed via USB
interface or an RS-232 serial port. AES booth #729.
www.lectrosonics.com

SONY

SONY ELECTRONICS

MZ-M200 Hi-MD RECORDER

Sleek, ergonomically advanced and USB 2-equipped for high-
speed uploading to PCs, the nextgeneration MZ-M200 Hi-MD
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Wou'~ you like to mix concert sound lske Conservatory graduate Eddie Mapp for Evanescence, Staind, POD and Zakk Wylde:
What about winning a Grammy for Radiobead’s ‘Hail to the Thief like Darrell Thorpe? Thousands of audio recording
professionals have graduated from the Conservatory to work in a career that they had only once dreamed about. With your

passion and our training you too could be working as a recording engineer, mixing sound for motion pictures and even touring
with bands as their Front of House engineer. When it comes to audso. ..\WE ARE THE EXPERTS. LET US HELP YOU GET IN THE MIX.

CONSERVATORY OF RECORDING ARTS & SCIENCES

2300 E. Broadway Rd. | Tempe, AZ 85282
1205 N. Fiesta Blvd. | Gilbert, AZ 85233

1-800-562-6383

www.audiorecordingschool.com/mix.html
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recorder is ideally suited to the needs of musicians, radio
broadcast professionals, journalists and houses of worship.
Ensures superb recording/playback capability and significant
storage capacity. Design advances include record and play
capability in HHMD and MD formats, and ECM-DS70P stereo
microphone (included). Provides exceptional audio quality, and
rechargeable Lithium lon battery for extremely long recording/
playback time and low-cost media. AES booth #510.
www.sony.com/ professional

DOREMI LABS NUGGETPRO: NuggetPro is a stand-alone SD
and HD video player for audio post. The NuggetPro provides
perfect sync with the audio workstation timeline via its frame-
accurate Sony 9-pin Chase mode. The NuggetPro's stand-alone
design is fully compatibie with a majority of DAWSs. NuggetPro
features variable-speed playback and the ability to scrub in
perfect sync within the DAW session. AES booth #1401.
www.doremilabs.com

GLYPH FIREWIREBOO GT SERIES: Glyph Technologies
provides digital audio delivery systems and storage sub-
systems for audio and video production environments. The
new FireWire800 GT Series storage products incorporate
soundabsorbing metal to reduce noise and Glyph's Integ-
rity™ FireWire hot-swap interface. All are covered by a three-
year warranty and carry an additional Overnight Advance
Replacement policy in the first year. AES booth #1028.
www.glyphtech.com

HARRISON X-DUBBER: Harrison’s new X-Dubber digital au-
dio recorder provides 64-plus tracks of “tape-style” record-
ing and playback, with a user interface and file-interchange
system designed for the needs of audio-for-video users.
The X-Dubber is the first in a series built on Linux 0/S and
enterprise-class open-source software. The X-Dubber is
available stand-alone or integrated into a high-definition
workflow system with any of Harrison's film and video post-
production consoles. AES booth #941.
www.harrisonconsoles.com

VIS

MERGING TECHNOLOGIES VCUBE SE: VCube SE is a
hard disk—based video record/player design for audio
post-production in film and TV. Compatible with standard-
definition (SD) and compressed high-definition (HD) video
formats, VCube SE has been developed as a cost-effec-
tive configuration of Merging's mainstream VCube HD-2K
system and can be used as a master or slave device with

any manufacturer’s DAW, VT machine or edit controller via
RS-422. MMC and LTC. The system can be configured as a
player-only, a player/recorder or as a muiti-streaming cen-
trally served networked configuration. AES booth #1233.
www.merging.com

PRIMERA TECHNOLOGY BRAVO SE: The Bravo SE disc
publisher is an affordable, automated CD/DVD duplication
and printing system for both Mac and PC users. Bravo SE
copies and prints up to 20 discs per job, hands-free. Bravo
SE comes equipped with a DVD+R/CD-R combination drive
that records DVDs at 16x and CDs at 40x. A 4,800 dpi
printer prints full-color, photo-quality images directly onto
the disc’s surface. MSRP: $1,495. AES booth #1347.
www.primera.com

QUANTEGY NEW BLACK DIAMOND PRODUCTS: Quantegy
debuts two new products in its Black Diamond line of digital
recording and hard drives at AES. Come see how Quantegy
matches the quality of tape and the innovation of digita
recording to create drive products that will revolutionize the
way you record. For more than 50 years, from analog tape
to digital hard drives, Quantegy continues to fead the media
industry in quality and innovation. AES booth: #1410.
www.quantegy.com

SOUND DEVICES 2 FOR 7 SERIES RECORDERS: Version 2
operating firmware for its 7 Series recorders adds several
new features. Available as a no-charge download for all 7
Series recorders, V. 2 adds direct recording to FireWire-
connected hard drives or optical drives including DVD-RAM;
Firewire bus powering of external drives; external keyboard
control of all front panel controls (when using the CL-1);
and remote transport control via switch closures (when
using the CL-1). AES booth #1520.
www.sounddevices.com

STUDIO NETWORK SOLUTIONS GLOBALSAN X-4: GlobalSAN
X4 is a compact SAN for muttiroom production studios using
Pro Tools, Final Cut Pro or Avid. The X4 is now shipping with
500GB, 7,200 rpm 3Gb/s SATA drives (2TB). it contains a

single RAID controlier and two client licenses of SAN software.

Workstations can connect directly to the X4 over Gigabit
Ethemet and share RAID-protected storage as they would to a
more expensive Fibre Channel SAN. AES booth #447.
www.studionetworksolutions.com

TASCAM DV-RA1000HD: Stereo audio master recorder
provides a pro solution to capture high-resolution audio

to DVD or hard disk at up to 192k/24-bit PCM formats,
and remains the most economical solution for recording
Direct Stream Digital audio. It has a 60GB hard drive so
that projects can be recorded, then burned to CD or DVD,
making it the quintessential digital recorder for live, studio,
mastering or installed apps. AES booth #202.
www.tascam.com

120 MIX, October 2006 ¢ www.mixonline.com

new products guide

SIGNAL PROCESSING
SOFTWARE

NGER NITHOLS

0 6T A ———

PLUEG*NS

ROGER NICHOLS
DIGITAL DYNAM-IZER

Experience the revolution in dynamic audio processing. Why
always apply the same compression to all audio levels?
Compress the louder levels with a quick attack; expand the
fower levels with a slow release; and leave the midievel
sounds alone. Try it with a traditional compressor—you
won't get far. Dynamvizer lets you break your audio levels up
into “zones” so you can control them exactly how you want.
No one-size-fits-all compression here. AES booth #1635.
www.rogemicholsdigital.com

ANTARES AUDIO TECHNOLOGIES AUTO-TUNE S: The next
generation of the worldwide standard in professional pitch
correction, Auto-Tune 5 provides a sleek new interface, im-
proved pitch detection, a Humanize function for more natu-
ral resuits, a much larger pitch edit display, sync-to-host
transport in Graphical mode (host-dependent), muitiple
simultaneous Graphical mode instances (host-dependent)
and real-time natural vibrato adjustment. Also new are
numerous editing enhancements to streamline and simplify
the process of pitch correction.

www.antarestech.com

BSS HIQNET LONDON ARCHITECT V. 1.12: HiQnet™ London
Architect™ V. 1.12 introduces support for remote access of
Soundweb™ London systems over Virtual Private Network
(VPN). This gives engineers secure configuration, control and

ing of ir y from remote locations, with-
out requiring to install costly PCs on site. Support for the
new Soundweb London digital input cards and digital output
cards, offering the option of AES/EBU and S/PDIF capability
to existing hardware, is also included. AES booth #801.
www.bssaudio.com

IBER ==

INnternational

CUBE-TEC AUDIOCUBE FOR PRO TOOLS MAC OS X: Cube-Tec
has announced the availability of AudioCube restoration
plug-ins for the Pro Tools Mac OS X platform. Pro Tools users
now have access to the highly specialized restoration tools
that have become “go-to solutions” for many of the world’s



most prestigious restoration and mastering facilities. The
first of three product releases will include DeBuzz, Spectral
DeHiss, DeScratcher and DeCrackler.

www.cube-tec.com

ELIOSOUND

ELIOSOUND AIREQ

AIrEQ’ is a new and exciting musical equalizer that accurately
reproduces analog equaiization characteristics, such as the
curve precision and phase variation, thanks to AMLT® filtering
technology, which is exclusive to ElioSound. The company also
reproduces musical tuning methods, which are an important
part of the sound of a high-end equalizer. AirEQ aiso features
a special Air band, which is a new type of filter that helps you
restore or add brightness to the sound.

www.eliosound.com

Eventide

EVENT!DE ANTHOLOGY i: For Pro Tools TDM, Eventide’s An-
thology Il puts all 15 Eventide plug-ins into a single, power.
ful effects bundle, including H3000 Band Delays™, H3000
Factory™, H310, H949, Omnipressor®, Instant Phaser™ and
Instant Flanger™, Eventide Reverb, Octavox™, Quadravox™,
EQ45 Parametric Equalizer, EQB5 Filter Set, Precision Time
Align™, E Channel™ and Ultra-Channel™ channel strips.
www.eventide.com

MCDSP ML4000: The ML400O is a high-resolution limiter
plug-in designed for music, mastering, post and live
sound, and comes in single and muitiband configura
tions. ML400O offers a multiple-stage brickwall limiter
with continuous knee control. The multiband configuration
has a 4-band gate, expander (upward or downward) and
compressor fed into the same limiter algorithm found in
the single band. ML400OQ is available for Pro Tools HD and
LE systems for $495. AES booth #1518.

www.mcdsp.com

MINNETONKA AUDIO BATCH.PROCESSOR: Batch.Proces-
sor converts, encodes, edits and applies plug-ins and
external processors to sets of audio files in Batch mode.
Users specify input files, configure a chain of one or more
processors, set parameters for each processor and run the
job. Files are automatically processed and placed in the
specified output location. Batch.Processor Is client/server
with true multimachine/muitiprocessor support. Batch.
Processor aiso supports external gear for access to both
vintage analog processors and external digital processors.
AES booth #1540.

www.minnetonkaaudio.com

The Studio at The Paims, LV ccnceivg
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CEDAR Audio USA, 43 Deerfield Road, Portland ME04101-1805
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NEYRINCK

NEYRINCK SOUNDCODE FOR DTS: Tightly integrated with
Pro Tools software, the SoundCode for DTS plug-in provides
mastering-quality workflow tools that enable encoding and
decoding of DTS Digital Surround, 96/24 and ES audio
directly within Pro Tools. SoundCode for DTS, combined with

trum-matching feature provides you with all this and more.
Use Frequal-izer's 50 states to store EQs for instant recall
or automation. AES booth #1635.

ROGER NICHOLS DIGITAL INSPECTOR XL: InspectorXL was
designed the most lysis tasks with
professionalism, style and finesse. Available as a series
of modules, InspectorXL includes six thoughtfully designed
plug-ins for FFT, Spectragram and third-octave spectral
analysis, custom and standard-level metering, phase and

to

Digidesign's Neyrinck SoundCode for Dolby, d
encoding for any DVD delivery requirement. SoundCode for
DTS ts a must-have for post-production professionals deliver-
ing high-quality audio for DVD-Video and DVD-Audio.
www.neyrinck.com

1, balance, stereo image and statistica! clipping,
and over-analysis. inspectorXL provides a comprehensive,
fiexible and easy-to-use approach to audio analysis. Avail
able in RTAS, Audio Units and VST for Mac and Windows.

Price: $299. AES booth #1635.

PSP MASTERCOMP: PSP MasterComp is a high-fidelity,
single-band stereo mastering compressor plug-in with a
distinctive sound and extra linking features (VST, DirectX,
RTAS for PC; Audio Units, VST, RTAS for Mac 0S X). its
double-precision (64-bit floating point) and doubl pl

ROGER NICHOLS DIGITAL UNIQUEL-ZER: UniqueHzer lets you
determine your ideal EQ. Need more bands or filters? They're
just a click away. No need for another EQ or use of another in-
sert slot. From standard to speciaity filters, the unprecedent-
ed ion lets you be the master of your EQ. Use harmonic

(FAT, Frequency Authentication Technique) processing offers

y even at p 1 gs and

UalliSp
high sample rates. It includes a wide range of controls
that make it an exceptionally versatile tool for mastering
compression and expansion, as well as bus processing
during mixing. Price: $249. AES booth #1230.
www.pspaudioware .com

ROGER NICHOLS DIGITAL FINIS: Finis controls your audio
levels and prevents distortion from rearing Its ugly head.
And when you need to give your audio more edge, Finis
helps you maximize your audio’s loudness. Even at extreme
settings, Finis can control levels without audible distortion.
Whether you just need to catch an occasional over or to
increase the average level of your audio, Finis offers a
fiexibie solution. RTAS, Audio Units and VST for Mac and
Windows. Price: $249. AES booth #1635.

ROGER NICHOLS DIGITAL FREQUAL-IZER: Build a complex
FIR (Finite Impulse Response) fliter to your specifications.
See the results of your EQ with the built-in spectrum
analyzer. Frequal-izer will not color your audio with the
introduction of nonlinear phase shift. Ever wanted to make
one track sound more like another? Need to bring together
takes recorded in different spaces? Frequal-izer's spec-

parametrics to remove A/C line noise or use the steep notch
to remove unwanted tones. With 11 filter types available,
there’s a filter for every occasion. AES booth #1635.
www.rogemicholsdigital.com

UNIVERSAL AUDIO UAD-1E EXPERT PAK: The UAD-1e

Expert PAK combines world-class audio plug-ins with potent
DSP power. UAD-1e is compatible with the high-speed PCI
Express (PCle) bus used in the latest Apple desktop Macs
and PC motherboards. The Expert PAK comes with a $750
voucher for the Powered Plug:-Ins of your choice. The compa-
ny's fast-growing plugn library brings vintage equalizers and
comp S, superior precision ing tools, lush re-
verbs, guitar effects and officially licensed classic hardware
emulations from Roland and Neve. AES booth #334.

UNIVERSAL AUDIO UAD-1E EXPRESS PAK: The UAD-1e
Express PAK combines potent DSP power with worldclass
audio plug-ins. The Express PAK includes a $100 voucher for
the Powered Plug-ns of your choice. UAD-1e is compatible
with the high-speed PCI Express (PCle) bus used in the latest
Apple desktop Macs and PC motherboards. AES booth #334.
www.uaudio.com

WAVES MERCURY: A massive amalgamation of 71 Waves plug-
ins, including the debut of the V Series, three vintage models
not available anywhere else. These British models—the
V2254 compressor, the V1081 EQ and the V1073/66
EQ—represent the cutting edge of acoustic modeling. Mercury
also features GTR, IR-1 and IR-360 convolution reverb; Waves
Tune; DeBreath; the renowned L Series Ultramaximizers and
new 24-band L324; and the entire Waves 360° Surround Tools
and Diamond bundles. AES booth #936.

WWW.waves.com
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FOCUSRITE LIQUID MIX

Focusrite’s newest product, Liquid Mix, is an integrated
control surface/plug-in system that provides DSP powerful
enough to drive 32 tracks of vintage EQs and compresisors
simuitaneously without taxing the host.computer's CPU.
Liquid Mix uses dynamic convolution technology to provide
emulations of the most revered signal processors used on
hits throughout recording history. Liquid Mix is VST/Audio
Units/RTAS-compliant (with included FXpansion wrapper),
and works within all major DAWs. AES booth #318.
www.focusrite.com

ALTO DIGAN SERIES: DIGAN equalizers are available in 2x7-
band, 2x14-band and 2x30-band configurations. All models
may be set as a parametric EQ with variable Q ratings. Time
alignment and crossover control are availabie on the 2x30
version, while other models feature a selectable compressor.
Preset parameters can be adjusted and saved with an intuitive
PC editor (included). All models are available from The Yorkville
Group with retail pricing of $149, $189 and $269, respectively.
www.altopa.com

APl AUDIO API 5500: For recording, mixing and mastering
applications, the singlerackspace APl 5500 is a 2channel,
alldi EQ package. It bi classic features with
the reset functionality of the 550D and 550M mastering
EQs. Four independent bands of EQ on each channel cavers
30 to 20k Hz, and operates with a range control, switching
between three choices of boost and cut and switchable LP
and HP filters on each channel. AES booth #918.
www.apiaudio.com

ARCHITECTURAL ACOUSTICS PROLINX: Prolinx is a fully
programmable DSP audio processing, routing and control
system. Supports |70 matrix configurations from 12x12 to
96x36. Features 32-bit parallel SHARC processors; USB, Eth-
emet and RS485; room combining; true auto-mixing; wired or
wireless networking; and graphic EQ at each output.
Wwww.aa.peavey.com

CEDAR AUDIO CAMBRIDGE Q: Cambridge Q is a powerful,
new incamation of the CEDAR Cambridge system, with four
CPUs boasting more than double the processing power of
previous versions and many software advances in its Cam-
bridge V. 3 software. With an improved Process Manager and
expanded file processing and automation capabilities, it also
offers significant upgrades to many of the processing musd-



ules, and is a big step forward, whether used in mastering,
post or audio forensic investigation. AES booth #1236.

www.cedaraudio.com

CHANDLER TONE CONTROL: Chandler’s Tone Control EQ
uses active and passive EQ circuits with the Germanium
amplifier developed for the Germanlum Preamp, and also
incorporates the versatlle feedback and drive controls. The
passive LF section is selectable between “Puitec/Lang”
interactive curve and more standard low frequency with
pass filter for maximum flexibility. The treble and presence
bands are active and designed to sound like your favorite
British EQs from yesteryear. AES booth #532.
www.chandlerlimited.com

CREST NX COBRANET-8: Nx CobraNet-8 is a control module
designed to add networking and processing functionality to
Crest's Ci™ 20x8 and 20x4 multichannel power amplifiers.
Supports all NexSys® and MediaMatrix functions, DSP
functions and CobraNet digital audio 1/0 on a single Cat-5.
Extensive suite of DSP options, including loudspeaker man-
agement, delay, EQ, compression/limiting and crossover.

www.crestaudio.com

DOLBY DP600: The DPE0O Is the world's first intelligent
file-based audlo loudness analysis and correction system.

RUPERT

Compatible with many of the most common broadcast media

file formats in use today, the DP600 expands upon the award-
winning Dolby LM100O Broadcast Loudness Meter with Dialog
Inteiligence™. Terrestrial, cable and satellite broadcasters now
have the ability to automatically normalize the loudness of

all of their file-based programming and commercials without
impacting the original dynamic range. AES booth #602.
www.dolby.com

DOLBY LAKE PROCESSOR: This processor provides advanced
control and flexibility of complex speaker systems for live
events, fixed installations and studio settings. The unit is
easy to Integrate into any audio system, and the software
interface is intuitive, enabling sound engineers to save time
in setup and handling. With four front panel Portals and the
wireless tablet, engineers have easy access to monitor the
system and make adjustments in real time. AES booth #602.
www.dolby.com/livesound

DRAWMER S3: The Drawmer S3 stereo 3-band optical
compressor incorporates the very latest in lvor Drawmer’s
designs. The aim from the beginning was to create a “no
technical compromise” circuit using only the highest-grade
components. The S3 forms the basls of the Signature Se-
ries, and offers previously unattainable control and tonality
over each of the three bands; gain control at each stage
offers precise spectral balancing. it's truly a mastering level
tube compressor. AES booth #1315.

www.drawmer.com

N.E V' E

The Signature of Excellence

EAW UX8800: This rackmount digital processor brings EAW's
Gunness Focusing technology to a broad range of existing
EAW loudspeaker systems. Gunness Focusing is a unique
DSP technology that corrects the sonic problems inherent in
conventional compression driver phase plugs, homns and LF
dniver technology. As a result, Gunness Focusing allows hom
loaded loudspeakers to deliver sonic performance comparable
to premium direct-radiating studio monitors, but at the much
higher output levels required in SR apps. AES booth #518.

www.eaw.com

lysia

ELYSIA ALPHA
Elysia offers advanced audio production tools with a focus
on high-end mastering equipment. Based on longtime ex

perience in developing analog audio circuits, the company's

DESIGNS

The Portico 5033 Five Band EQ

We are proud to a

1ounce an all new EQ from the design bench of Mr. Rupert Neve, based on his

traditional curves, with the sweetness, precision and musicality to please even the toughest critics

RUPERTNEVE.cov PHONE -512/847-3013
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all-discrete Class-A gear makes a sonic statement in the
world of modern signal processing. The Alpha compressor
is a sophisticated dynamics tool with unique features such
as an integrated M/S matrix, onboard parallel compres-
sion, sidechain and audio filters, and additional soft-clip
limiters. Made in Germany. AES booth #532.
www.elysia.com

EMI TG12345 CURVE BENDER: The EMI TG12345 Curve
Bender is the ultimate TG EQ issued in celebration of the
75th birthday of Abbey Road Studios. The newest Curve
Bender, conceived by Chandler Limited designer Wade Goeke
and Abbey Road senior engineer Peter Cobbin, has been
transformed from the simple EQs of the rich past of EMI and
Abbey Road into a modem powerhouse suitable for recording,
mixing and mastering. AES booth #532.

EMI TG12413 ZENER LIMITER: The ultimate TG limiter
issued in celebration of the 75th birthday of Abbey Road
Studios. The Zener Limiter, conceived by designer Wade
Goeke, is based on the vintage EMI circuits. This limiter
continues the tradition of EMI limiters started in 1954, and
borrows from the 1968 RS168 Zener Limiter and the 1969
TG12345 console strip to make a flexible unit for modern-
day use. AES booth #532.

www.chandlerlimited.com

Eventide

EVENTIDE ULTRA-HARMONIZERS: Eventide is showcasing
the H7600 Ultra-Harmonizer and the flagship HBOOOFW 8-
channel 24-bit/96kHz processor with FireWire. Also on dis-
play are the Eclipse, the DSP4000B+ post processor and
Reverb 2016 dedicated reverberator. AES booth #1008.
www.eventide.com

JOEMEEK MC2: The mc2 is a stereo compressor that
features optical compressor with threshold, ratio, attack,
release, makeup gain and gain-reduction hold. A stereo-width
processor rounds out this new offering. AES booth #1411.
www.joemeek.com

LANGEVIN MINI MASSIVE: A solid-state, stereo, 2-band
EQ featuring enhanced versions of the highest and lowest
bands of the famous Manley Massive Passive Stereo EQ.
Hutch's new “Rapture Amps™ perform the makeup-gain
duty. Price: $2,800. AES booth #1302.
www.manleylabs.com

MEDIAMATRIX NION NX: A programmable digital audio
processing node buiit on the industry’s most efficient audio
algorithms, with three floating-point Analog Devices’ SHARC

DSPs, dualmodule bays, integrated CobraNet port, 48 or
80 simuitaneous configurable audio channels, NWare™
Windows-based software interface, Ethernet, configurable
GPIO, and RS-232 and RS-422/485 ports.
Www.mm.peavey.com

MERCURY EQP1: The EQP1 adds extra frequencies for
more flexibility and uses a new, quiet, stable power sup-
ply and DC on the tube heaters. In the original EQR this
inter-stage transformer was always in the signal path. The
company adds a transformer I/0 switch, providing a choice
of two sounds. Booth #13265.
www.MercuryRecordingEquipment.com

MUSE RESEARCH RECEPTOR: Dedicated hardware plug-in
player designed for using virtual instrument or effects pro-
cessing with minimal latency and maximum performance.
Receptor runs popular plug-ins with amazing resuits. New: a
model for recording pros featuring Uniwire technology that
lets users run plug-ins inside a remote Receptor as if they
were operating inside your host computer. AES booth #244.
www.museresearch.com

RUPERT NEVE DESIGNS PORTICO 5014: This revolutionary
new module from the design bench of Mr. Rupert Neve ex-
pands the boundaries and limitations of traditional 2-channel
recording and playback. For mix and mastering engineers,
the 5014 stereo field editor aliows for control of stereo ambi-
ence with width adjustment, position of images forward or
backward in the stereo field with depth control, and the ability
to further accentuate material panned left or right with its
difference channel EQ and insert. AES booth #1306.
www.rupertneve.com

SABINE NAVIGATOR EN SERIES: Sabine's new Navigators
are multH/0 digital system p ors with full loud: I
management, matrix mixing and signal routing capabilities.
Remote control from anywhere via Ethernet, and up to 16
units can be controlled simuftaneously. Unlimited DSP
power, buiitin FBX Feedback Exterminator, front panel or soft-
ware control, and a great price make the Navigators an easy
choice. 3x6, 4x8 and 8x8 configurations available.

www.sabineusa.com

shad_ow hills

SHADOW HILLS
MASTERING COMPRESSOR

Provides mastering-grade compression and limiting for
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tracking and mixing. It is two compressors in series,

per channel, that can act in either stereo or dual-mono.
Each section can be individually hardwire-bypassed. First
comes our mastering-grade electro-optical compressor,
followed by discrete Class-A compressor/limiter. Both
have switchable sidechain filtering. The output stage
features switchable custom output transformers. AES
booth #1329.

www.shadowhillsindustries.com

SSL X-LOGIC RANGE: SSL introduces additions to its
X-Logic DAW partner product range. With the introduction
of two new modules, a flexible high-quality line-input mixer
based on X-Rack can be configured. The new Master Bus
and 4-channel input modules enable configurable, muiti-
input, dual-stereo bus, mini-SSL mixers with Total Recall.
The new X-Logic Alpha Channel is a 1U channel strip. AES
booth #610.

www.solid-state-logic.com

SPL PASSEQ: The SPL Passeq EQ features 72 passive
filters (36 boost, 36 cut per channel). Each channel is
divided into three cut and three boost bands, each offer-
ing 12 switchable frequencies. The Passeq incorporates
a unique inductive filter design using a dedicated coil/
condenser/resistor combination. This design ensures
the widest possible palette of sonic colors a passive EQ
could offer. The Passeq also provides high-cut, low-cut,
and low-boost and shelving filters. AES booth #1125,
www.splusa.com

SUMMIT AUDIO FEQ-50: Summit Audio has launched

its FeQ-50 passive 4-band parametric EQ. Using a fully
passive LC circuit, the FeQ-50 has tube and solid-state
outputs (availabie simuftaneously), +4dB and -10dB 1/0,
six frequencies per band, $+12 dB of gain and intemal
power supply in a haifrack chassis. Designed as a sound-
sculpting device, the FeQ-50 shapes, colors and warms
your signal without phase anomalies inherent in active EQ
designs. AES booth #1107.

www.summitaudio.com

XTA ELECTRONICS DP 4 SERIES: The DP424 (2x4), DP444
(4x4), DP446 (4x6) and 4x8 DP448 feature 28band
graphic EQ, eight filters and built-in delay. Outputs have
polarity switching, high/lowpass filtering, delay, up to nine
filters and |/0s, and phase-adjust in 2-degree steps. The
crossover offers Bessel/Butterworth/Linkwitz-Reilly fiiters
and up to 48dB/octave roll-off. RMS and Clip/D-max
limiters have look-ahead clip limiter attack time. Internal
sample rates are up to 96 kHz, with extemal 192kHz sup-
port. AES booth #1206.

Www.xta.co.uk

WIRELESS SYSTEMS

BEYERDYNAMIC OPUS 900: The UHF system offers a
range of interchangeable capsules. The DM 960 S and
B capsules are fitted with the high-performing TG-X 60
dynamic hypercardioid capsule, while the DM 969 S is
fitted with the Opus 69 dynamic supercardioid capsule,
The EM 981 S has an electret condenser capsule and
the CM 930 B features Beyerdynamic's ultrafull-range
true condenser capsule. AES booth #1102.
www.beyerdynamic.com



ELECTRO-VOICE REV: Electro-Voice's REV wireless system
offers an array of new features from its predecessor, the
RE-1. REV's optimized analog audio path was developed
with Digital Audio Labs to provide the truest representa-
tion of a wired microphone sound possible in a wireless
system. REV-Link™ PC software allows remote monitoring,
control and programming over a CAN bus connection
through an E-V UCC-1 converter or Netmax N800O.
www.electrovoice.com

SENNHEISER SK 5212: Lightweight and smaller than

the 5012, the SK 5212 transmitter can interface with
Sennheiser's NET 1 Network System multichannel wireless
hub. Operates with all of Sennheiser's 3000 and 5000 Se-
ries components. Switching bandwidth of 36 MHz is freely
selectable in the UHF range from 450 to 960 MHz, Can be
set in S5kHz steps. A single AA battery powers six hours at
its full S5OmW output power. AES booth #402,
www.sennheiserusa.com

AUDIO PRECISION APX585: The APx585 multichannel audio
analyzer is the first to offer eight simultaneous channels of
analog I/0. Designed for multichannel consumer audio, the
APX586 features integrated reports, single-project settings
file and a new meast 1t navigator to test
sequences. Take 14 key measurements on eight channels in
14 seconds with one mouse click. AES booth #526.

www.audioprecision.com

BEYERDYNAMIC HEADZONE: Headzone provides superior
headphone-based 5.1 surround reproduction. It offers a
unique, p ult ic head: g system, which
locates the orlentation of the listener’s head with respect to
the source material and adjusts the audio accordingly. Based
on the setup commonly seen in a mixing studio, an engineer
recording with Headzone can move around while the source
material remains fixed in position. AES booth #1102,
www.beyerdynamic.com
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EQUATION AUDIO RP-15MC

With mid-size—but full circumaural—ear cushions, the
RP-16MCs have impressed the beta-testing users that

=

we nicknamed them “Baby Pros.” With a proprietary
38mm driver and exceptional acoustic design, the
headphones deliver professional level response and
detall, along with remarkable overall clarity and comfort.
Priced aggr itive MSRP (TBA),
Equation proudly adds the RP-15MCs to its growing

line of professional EarTools, stereo headphones and

ly with a very p

accessories.
www.equationaudio.com

OMNIRAX ARIA: Designed both as a beautiful home for
your keyboard and mini-computer studio, and to look
great in your living room, the Aria features room under
the riser for rack gear and hidden cable management.
Part of Omnirax's new Quantum Series, Aria’s light, styl-
ish and ergonomic design combines curved user-friendty
worksurfaces with metal legs and riser posts, curved
modesty panels and the introduction of our new 3-D
laminated finish, MSRP: $1,350 to $2,575.

OMNIRAX AVEON: Aveon is a sleek and expansive desk
that features a single-CPU cabinet, a fully articulating
computer keyboard platform, raised monitor bridge, con-
cealed cable management and locking casters. Its light,
stylish and ergonomic design combines curved user-
friendly worksurfaces with metal legs and riser posts,
curved modesty panels and the introduction of our new
3-D laminated finish. MSRP: $1,890 to $3,600.
WWW.0mnirax.com

STUDIO TECHNOLOGIES SPLNET SYSTEM: The SPLnet
System allows audio engineers, technicians and manag-
ers to accurately measure and monitor sound levels

in real time. A clear, user-friendly, Web-based interface
permits monitoring of single or multipte locations, one
unit or dozens. Features automatic alerting using e-mail
or SMS text messaging. Optional application software
allows data to be stored on a PC or server, AES booth
#1406,

www. studio-tech.com

ULTRASONE EDITION 9: The newest model in
Ultrasone’s award-winning headphone line, Edition 9

is a closed-back design, with 40mm titanium-plated
mylar drivers for an 8 to 35k Hz bandwidth, Ethiopian
leather sheepskin earpads, a metal flight case, 10-year
warranty and Ultrasone’s signature S-Logic technology
for natural, accurate reproduction available, Ultrasone
headphones reduce SPLs to the eardrum up to 40
percent, reducing fatigue and protecting hearing, while
shielding up to 98% of the emission of electromagnetic
frequencles. AES Booth #1303,

www.ultrasoneusa.com

Using the latest technology and working
with other CDIA students, you'll gain real-
arience in audio for new media,

ion and games. APPLY NOW

life exg
film, te

| ONLINE
RESOURCES
FOR AUDIO

A simple, click-to-access
format that gives you what
you need—fast. We'll be
adding more MixGuides

| segments on other audio
topics in the months to
come, so please bookmark
this page and check back
here often for updates.
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Installation Basics

BY EDDIE CILETTI

Considerations for Studio Wiring

are the same: Wiring may be the

most obvious factor, but it’s just
one consideration. First and foremost,
when you're wiring a studio, create a
list of things to do, as well as a labor
and materials estimate. Also, realize that
if your budget’s tight right now, you can
postpone part of a project, making provisions for later
expansion.

Don't ignore professional advice, whether free or for
hire—weigh it carefully. No matter how much of the
future has been provided for in your plan, conventional
wisdom still applies: Don’t change horses midstream.
Develop a relationship with your designer(s) early
enough to know you've got a good fit. Too many cooks
spoil the broth. There are many ways to implement
ground in an audio system, but only one concept at
a time, please. And, of course, there’s Murphy’s Law.
So be prepared with backup or alternative gear and
plans.

Last, but not least, don't forget the fudge factor:
Nothing ever costs exactly what you think it will. The
actual multiplier is determined by the thoroughness of
the first estimate. However, with Net access, you've got

In any installation, the fundamentals

This TT patchbay packs 96 jacks infa a single rackspace, yet this model terminates
in raw contacts, ready for 288 solder connections on the rear side for instollation.

oversized to allow for the quiet delivery of necessary
control room and studio cooling.

SURPRISE!

Strange as it may seem, audio consoles and support
equipment are impulse buys for some and after-the-fact
whims for others. The proud purchaser will hand over
the prize to those who must do the dirty work. Even
worse are the surprises on the first install day, when
wiring troughs or conduit are undersized or nonexistent,
and the console has been swapped out for one that was
“a better deal.” If you can’t do it, then pay someone to
oversee every step of the design process.

THE OCTOPUS’ GARDEN

For some studios, the patchbay that came with the

console is the center of the universe. Conscientious
installers will integrate changes—gear additions

o R o

and subtractions, or facility expansion—according
to the manufacturer’s layout scheme. It's often
difficult to match the density that production
manufacturing can achieve; practice does lead
toward perfection.

However, when a patchbay is designed as an
independent entity, it becomes a challenge to lay a
foundation for future expansion. Translation: You
only have to hardwire one patchbay (or have it

Figure 1: Pin-out for the 8-channel, 25-pin D-Sub audio connector in
the Tascam stondard. Three pins are used for balanced lines.

no excuses not to do research. Take your punch list to
the Web and run with it. But let's start with the non-
wiring details.

Speaking of Mr. Murphy, there are three “gotcha”
issues—power and cable distribution is one, followed by
priorities like HVAC (Heating/Venting/Air Conditioning)
and cable conduit size. Power and audio wiring paths
should intersect rather than run parallel—or be very far
apart for the shortest possible distance if they must take
a similar path. HVAC must be able to deliver cooling,
both to the obvious creature zones and to equipment
closets. Often overlooked, exhaust is as important as
the ability to deliver cooling. Any ductwork should be
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done) to know that modular is the way to go.

After the initial investment of building or buying
a modular patchbay, everything down the line is
so much easier. This eliminates the Medusa aspect
of patchbay fabrication; the job of snake-charming
multiple, lengthy snakes can be done off-site. Modular
bays allow both the customer and the installer to make
changes, upgrades and mistakes without the traumatic
behind-the-bay surgery.

You can buy pre-made modular patchbays with
your multipin connector of choice—Elco/EDAC,
DB-25 and DL are the most common. Most multipin
connectors come in crimped and soldered versions.
Crimped connections are easier and just as reliable
as soldered if they’re done correctly. Originally
intended for computer applications, DB-25 (D-Sub)
connectors were first popularized for audio use by



real world solutions from industry professionals!
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Tascam and are now used by dozens of
manufacturers. Figure 1 shows the pin-

ou of s e sanaws e W DANCNNAY @Nd Grounding 0pGioNg

(hot, common and ground) connections

for each of the eight channels. Pin 13 is There are several ways
unused. to implement a ground

distribution in an audio
D.1.Y. MULTIPIN system. Some patchbays,
Let’s assume you’ve purchased a modular like the Audio Accessories ST A RGO 0 e L
patchbay and are planning to do the model  pictured,  have g p— ey e | E—- g——
rest of the wiring yourself. If crimping, options that could first ]l rm o= Ml =Ll S -
the one caveat is that you must choose be used for interrogation &
the correct wire gauge (diameter) 1o (chasing a ground-related a .'M‘v
ensure a snug physical connection and hum or buzz) and then »
long-term reliability. (Consult the dealer be “locked in” for final
for the recommended gauge before implementation.
ordering the cable.) You’ll be investing The WDBP-9615-SH ($890)
in an Elco EDAC crimp tool (about $200 is a 2x48x1.5RU prewired patchbay to DB-25 connectors. This unit has switches on the rear to
street) and crimp pins ($0.20 each). A configure the normals and grounds on a per-jack basis. Its ground options include:
90-pin male or female connector and Grounds Not Bused: All jacks are isolated and each independent ground is brought out to
metal hood housing set is priced around rear termination.
$35. Speaking of the connector hood, Grounds Bused: All jacks are bused together, making a common ground. This common ground
don't forget to slide the housing onto is then routed to a binding post at the rear of the panel.
the cable before you start soldering or Grounds Vertically Strapped: The grounds of each vertical jack-pair are connected. Horizontally,
crimping. There is nothing worse than the grounds of these vertical jack-pairings are still isolated. This lets the user maintain a solid
completing multipin snake connections ground path from source to destination for each vertical pair of jacks.
and then realizing that the cover is still Grounded to Specific Application: If you need one row bused and the other not, or have another
sitting on the workbench. method you need implemented, the unit can be customized to meet specific requirements.
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HERE'S A NEW SHERIFT IN TOWN

The most wanted microphones - Heil Sound.
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\ technology in over 25-years, Heil has the old
“standards” shaking it their boots. Assembled -
in America, the HEIL PR Series uses a unique
combination of large diaphragm dynamic
elements with a proprietary neodymium moter,
to deliver unequaled performance over a wide
variety of applications. Join the ever-growing He

posse, and see what all the commotion is abo
.

Heil Sound Led.
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PATCHBAY PREFERENCES

I have no patchbay connector
preference—traditional telephone-
style Y-inch or Tiny Telephone (TT)
Bantam—except that the latter allows
more density, and for many customers,
space does seem to be at a premium.
What makes these professional bays last
for so long is contact pressure. The jack
and its normals are self-cleaned with
each insertion. It’s the plugs that get
funky, but more on that in a moment.

Patchbays to avoid are the type most
often found on low-cost consoles. These
dreaded circuit board—mounted jacks are
more plastic than metal—they simply
don’t hold up because of insufficient
contact material and the lack of self-
cleaning pressure. I recommend wholesale
replacement/upgrade.

In between the dreaded and the
traditional are the D.LY. bays with standard
Y-inch (or RCA) connectors on front and
back. At first, these seem cost-effective,
but they can cost about as much per jack
as a nonwired pro bay. If you use them
in hostile/humid environments, then
periodically clean both the patch plugs and
the rear plugs. Be sure to strain-relief the
rear-entry cables to ensure that the plugs
are not accidentally pulled out of the jacks
if activity occurs behind the rack.

ROUTINE MAINTENANCE

I really want to encourage patchbay
awareness so that drastic maintenance is
not necessary. My own bays have been
in service for about 15 years and are still
going strong.

For traditional patchbay preventive
maintenance, I recommend polishing
the patch cords and wiping off polish
residue with a cloth soaked in denatured
or 99-percént alcohol. (A cloth with a
“taste” of contact preservative can also
be used, but sparingly; be sure to use
a separate cloth to remove the excess.)
Brass plugs are better at showing
you they need attention; the nickel-
plated plugs may need less attention,
but they can hide the nonconductive
films that build up from handling and
environmental “corrosion.”

Please do not spray patchbays with
contact cleaner—a burnishing tool is much
more effective at polishing all the contact
points except the normals. Dont leave
patch cords in the bay for long periods of
time because exposure to “the elements”
can degrade the normals. Exercising the
bay—by plugging and unplugging patch
cords—can bring normaled connections
back to life. When that doesn’t work,

remove the individual jacks to burnish the
contacts from the side.

DIGITAL PATCHBAYS

Digital audio gear is more likely to be
electronically patched (like analog video)
rather than via mechanical patchbay.
Digital routers come in all flavors and sizes,
and there are more devices with digital
I/O from the conventional “outboard” to
microphones and keyboards.

One of my sound design clients
solved his minimal patching needs with a
Digidesign 192 with two digital I/O cards.
His assortment of digital outboard gear

deserves

includes a Quantec Yardstick, Lexicon
PCM91, Eventide Eclipse, TC Electronic
Reverb 4000, Focusrite ISA 428 mic pre,
and converters by Lucid and Lavry. All
devices are hooked up via AES. Inputs are
switched within the Pro Tools hardware
setup dialog (set 1 through 8 is for
recording, set 9 through 16 is for mixing).

HOT, HOT, HOT

Heat is the enemy of electronic devices—
analog and digital alike—and when
developing your studio wiring scheme,
consider the need to accommodate the
placement of gear that can be remotely

"My K+H 03000s have been m
primary monitors for the past three
ears, They allow me to accurately
ear the inner details of my mix,
hich is especially vital when I'm

on densely-layered film
cores. When something is wro
in the mix, | hear it. When the mix
is right, the sound from the K+H
onitors Is big and impressive.

A Master Mixer
ster .
onrtors

Casey Stone —Music Scoring Mixer:
The Sentinel, The Pink Panther, Fantastic
Fi 'man Returns, Under the Tuscon

our, Super
Sun, X-men 2, and many more.

A Sennheiser Company
CT 06 A

Klein + Hummel
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65 Gigs never sounded so good
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Is your drum sound driving you nuts? Relax - Drumagog will make those old,
stale drums sound like a million bucks! It works by automatically replacing
what’s on your audio drum tracks with samples of new drums. The industry
choice for over § years, Drumagog is available for both PC and Mac, in VST,
RTAS, and Audio Units plug-in formats. See why producers Chuck Ainlay,
Brian Tankersley, and Greg Ladanyi use Drumagog in their projects every day.
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JECH'S FILES |

operated (such as CPUs) in more distant
locations. Hardware routers, servers and
workstations all get hot. Gigahertz CPUs,
whirring hard drives and the fans to keep
everything cool typically operate without
filters. Heat affects processing ability, so a
machine room is a good location for gear
that'’s noisy and in need of cool, clean,
filtered air. I ofien reverse fans, add filters
and more fans to gear that can easily be
modified.

Because laptops are often part of the
equation, pay attention to models with
obvious air intake and exhaust. Especially
when either is on the underside, the
worksurface must be on a hard, non-
cushy surface. Traditional desktop models
should also be situated in well-ventilated
areas. If somewhat out-of-sight, then
check the intake and exhaust grilles for
fur balls and make a point to vacuum
regularly. (Don’t forget to change the
fillers—vacuum or otherwise—to ensure
optimum performance and airflow.)

Tube gear, particularly the modern
retro variety, tries to compete with
the iPod generation by packing more
processing into smaller spaces. Think
of the generous amount of real estate
designed into the packaging of an LA-2
limiter, Fairchild compressor, Pultec EQ or
RCA preamp modules. In those days, the
tubes were mounted outside on the rear of
the unit. Modern iterations squeeze a pair
of channels into a 2U package, with tubes
on the inside.

If you love your retro gear and want
it 1o last more than a one-night stand,
then be considerate and leave air space
between each unit—especially if you
happen to notice that the top and boitom
panels have screens or have ventilation
holes. These tips are borne from the
service bench—I see what happens when
gear is stuffed into racks without regard
for tlemperature. Think more like a geek—
you're not packing a truck—and if empty
rackspaces are not part of your aesthetic,
then buy 1U rack screens.

CHICKEN OR EGG?

Recording system installation requires a
skill set that can only be acquired with
experience, especially in terms of what can
go wrong. Don't get overwhelmed: Post-
install problems help us do a better job.
Good luck! n

Eddie Ciletti would like to thank the electron
goddess for inspiration and guidance and
Tom Hambleton of wivw.undertonemusic.
com for the digital outhoard list.
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Solid State Logic Duality

Analog Console/Workstation Controller

)"I ~Vraditionally associated with high-
end consoles, Solid State Logic
(www.solid-state-logic.com; AES
Booth #610) began offering more afford-
able products about two years ago with the
highly successful AWS900 console/control-
lers, followed by its XLogic outboard gear
and Duende DSP engine. Now, with its new
Duality line, SSL is addressing the market
for analog consoles priced in the middle
ground.

“The ‘Duality’ name comes from the
many choices this console offers in terms
of EQ, dynamics and topology,” says SSL’s
director of commercial applications, Chris
Jenkins. “Whether in terms of the console’s
control or signal processing aspects, users
have a choice of flavors.”

Offered in 48, 72 and 96-fader versions
with integral DAW control, Duality may simply
seem like an expanded AWS900, but this new
mixer takes the console/controller concept to
the next level. “The layout is similar to the
AWS, but each channel strip features a full, 6-
band, switchable SSL E/G equalizer,” Jenkins
explains. “It has dynamics on every channel.
The compressor follows the 9000 version,
but in keeping with its Duality name, offers
either an over-easy true RMS sidechain for
transparent compression or a peak-sensing,
hard-knee sidechain and linear release curve
for a more exaggerated effect. It’s like having
two completely different compressor sections
in each channel strip. The gate/expander has
a variable release with a fixed hold, which
can be switched to a variable hold with a
fixed release. You get the best of both worlds
without cluttering the front panel with too
many knobs.”

According to Jenkins, one of Duality’s
major innovations is the Split-Channel Path,
which enables the channel processing to
be placed in the input or monitor path of
your DAW. “We’re not really limited by track
count in terms of the recording medium
anymore, and when tracking, most people
put every signal on its own track,” says
Jenkins. “We came up with the concept of
inserting the workstation into the channel
strip. Users can choose whether the feed
to the workstation—essentially the channel
output—is either pre- or post-processing.
And we have the split mode, which inserts

the workstation’s return into the
channel strip, so you can monitor
off the workstation either with the
processed signal going to, or on
the return of, the workstation.”

On the DAW control side,
Duality is similar to the AWS900,
but offers full 32-fader control of
Pro Tools and up to 96 faders
of control for programs such as
Steinberg Nuendo and Apple
Logic that support the Mackie
Control protocol. A digitally
controlled gain element in each
channel can switch the motorized
faders to control any workstation while
retaining the analog signal path. Channel
rotary encoders provide direct control
of DAW pans, sends, input and output
routing.

Duality’s multiple 12-inch TFT displays
show high-res metering, status, routing and
more. “It can display an EyeconiX picture of
what's being recorded—either the person
playing on the track or a picture of the
instrument,” says Jenkins. “This is common
on applications as simple as GarageBand, but
has not been used on consoles yet. We also
incorporated some of the graphics from our
C100 and C300 digital mixers. You can look
at the meter bridge and see exactly how your
channels are configured, what processing is
active, what the processing order is, where
the workstation send points are and where
the workstation signals are returned to.”

The console doesn’t have a keyboard
for naming and instead uses a Web browser
interface. “Logging in to the console’s
IP address from a Web browser, you can
upload icons and do labeling from the same
PC as your workstation or another one,”
Jenkins adds. “Then you can easily archive
automation data or recall setups on the
same media as the workstation data.”

Duality is equally at home doing stereo or
surround. “This is the first analog 5.1 console
that offers a fully variable, center focus
control,” he continues, “This center-channel
divergence control is continuously variable
from hard center to phantom center and
everything in between, so users can fine-tune
exactly how the center image is generated.
There'’s a dedicated LFE send, so you have
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six buses for the main mix buses. There are
also 24 track buses, so you could create five
discrete 5.1 stems from the board.”

As far as sound goes, Duality provides
the clarity of SSL's SuperAnalogue™ straight-
wire sonic performance, but with a choice
of multiple sonic signatures, such as Variable
Harmonic Drive™ (VHD). Incorporated in
each channel strip, VHD was developed
by SSL’s chief analog designer, Dave Mate,
who created a circuit that has a tube-type
overload characteristic. “You can vary the
harmonic content from odd to very musical,
even harmonics,” says Jenkins. “Also, a post-
preamp gain trim lets users cascade gain
sections to drastically alter the incoming
signal, almost like a guitar amp. You can
add valve warmth or you can make it sound
extremely gritty, if that'’s what you want.”

Jenkins notes that one challenge was
keeping Duality’s physical size under control
in spite of all the additional features. “We've
managed to keep the center section fairly
compact—12 faders wide—and the console’s
front-to-back depth is small enough that I can
reach the back of a module without getting
out of my seat. It's a nice form factor that
looks impressive without being a battleship.”

Duality pricing begins at less than
$200,000 for a 48-frame version, making it a
viable alternative to an older E , G or] Series
console. Other than the number of channels
(48, 72 or 96), options are few, but include
12-degree wings for the extra channels and a
choice of patchbays. Duality is now shipping.
The first board went to a Japanese studia last
month and other pre-launch orders are in
production. |



AURORA
INTERFACE
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AESI16

PCI card offers direct connectivity
via PC or Mac to all 16 digital 1/O
channels with remote control.
Includes Aurora software mixer
for added routing and 64 channels
of metering.

quality and small footprint for
such a powerful piece of gear.
Imaging was so pin-point sharp
that I could almost reach out
and touch each instrument, and
I have never been able to listen
so far into reverb tails before.
To my ears, Aurora offers some-
thing special, and can compete
on audio quality with converters
from other companies, but often
at a significantly lower price per
channel.”

Sound on Sound, June 2006

LT-ADAT

Expansion card provides up to 16
channels of ADAT Lightpipe I/O
at 48 kHz. Higher sample rates
supported using S/MUX. Permits
format conversion between ADAT,
AES/EBU and analog I/0.

LT-HD

Expansion card provides digital
input and output in a format that
is recognizable by Digidesign®
ProTools | HD®. Operates with all
HD-compatible ProTools.
Supports up to 32 I/O channels at
sample rates to 192kHz.

>
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“Aurora has amazing high and low
frequency definition and a notable
sonic depth. After using the Lynx
Aurora for several weeks, I can say
that it is one of the finest sounding
A/D and D/A boxes in existence
today. It is the perfect solution for
stereo or multichannel music pro-
duction or mastering or simply as
the front end for digital audio work
stations, digital mixers, or modular
recording devices.”

Pro Audio Review, March, 2006

LT-FW

Expansion card available Fall 2006.
LT-FW provides a 16 channel cross
platform FireWire® interface.

Cabling kit gives LynxTWO and Lynx
L22 owners direct connectivity for
up to 16 channels of Aurora I/O.

Aurora 16/1824 and Aurora 8/1824

p ! ‘.r' \*
“Aurora offers superb converter { @ !“g >

Aurora Converters from Lynx.
Okay, let’s review...

“Lynx Studio Technology
scores another hit with Aurora.
Aurora has the necessities for
audio acquisition / playback
without some of the pricey
extras that mastering facilities
and careful audio engineers

tend not to use, such as soft
distortion or soft clipping lim-
iters. It's no surprise that the
Aurora provides superior sound
for less than other converters
with similar features.”

Mix, June 2006

“Lynx offers a new standard in
high end AD/DA conversion. The
sound is very impressing. Aurora
delivers a clear, transparent sound
that is completely free of digital
‘roughness’. Its stereo image is
stable, with remarkable width and

realistic depth. The highs are bril-

liant and shiny, the bass is punchy
and solid.”

Beat, Germany,

November 2005

models feature +18 dBu and +24
dBu full scale trim settings, which
replace the +6 dBV and +20 dBu
full scale trim settings of standard
models.

For more information, go to:

\ -
www.lynxstudio.com/auroral /
3
Lt /"‘/Ad
Digidesign, ProTools, ProTools|HD, and DigiLink are trademarks of Digidesign, a division STubio
of Avid Technology, Inc. Firewirels-a frademark of Apple Computer, Inc. TECHNOLOGY



Fairlight Dream Il

A New Direction in Workstation Design

n describing an ideal audio worksta-

tion, users want maximum power and

speed from a system that’s forward-
and backward-compatible, versatile, ex-
pandable and safe from becoming obsolete
in the near future. And while we're at it,
let’s throw in greatly reduced latency and
lower cost.

With the unveiling of its new Dream
Il series, Fairlight (www. fairlightau.com)
may have come closer to the ideal DAW.
We've heard that one before, but this
one’s different—very different. Based on
the company’s new CC-1 (Crystal Core
technology) card, the Dream II Series uses
a large-scale Field-Programmable Gate
Array (FPGA) rather than the traditional
ASIC- or CPU/DSP-based approach. The
CC-1 architecture is implemented on a new-
generation FPGA chip manufactured by
Altera Corporation (www.altera.com).

“In early 2004, we were looking into
new directions in engine technology,” says
Fairlight’s CTO, Tino Fibaek. “Rather than
just going brute-force with bigger chips, we
looked for an alternative, which we found
in a specific family of FPGAs. CC-1 has a
smallish PCB with a single, large FPGA chip,
but we can change the contents of that chip
on the fly. You might have one layout of
the chip on one version of the software,
but in the next software revision have a
completely different layout of the chip.
The equivalent of that today is removing
the entire PCB from your old engine and
installing a completely new one.

“From that point of view, our system
has a lot of future-proofing built in,” Fibaek
continues. “The idea was to develop a
system so existing Fairlight customers could
easily upgrade without having to rework
their rooms or spend a lot of time retraining

their staff. The change is primarily on the
audio engine and I/Q side—the user
interface is unchanged and the
surface controller technology
doesn’t change at all, and
owners can upgrade to
the new technology quite
easily. And as users had
fairly large libraries of
media assets and projects,
we wanted to provide
access to all of them. Dream II is upward
and downward file-compatible with the old
systems.”

INSIDE THE CRYSTAL CORE

The Crystal Core platform is named for
the crystalline-styled interconnect scheme
used at every level of system architecture.
Processing blocks connect to other blocks,
forming a lattice that scales the project’s
processing/routing demands to different
nodes for efficient power distribution. As an
example, a simple node handling I/O duties
requires less resources than a complex
node doing multichannel equalization, and
the system usage is optimized by allocating
the right amount of resources to each job.
In traditional systems, the architecture is
locked into standard configurations, with
resources hardwired to signals that may not
need them.

Another unique aspect of Crystal Core
is its ability to combine floating point and
fixed signal processing computations, using
the advantages of both approaches. For
example, 72-bit fixed point can be used for
the equalization node, while 36-bit floating
point is used in the mixing node. In other
situations, such as audio metering, this level
of precision is not essential and tasks could
be handled by fixed point 16-bit processing.

$X-48 modular remote I/O accommodates a MADI I/O card and up fo six 8-channel audio cards.
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Fairlight's CC-1 card with CMI expansion board
provides hundreds of I/Os from eight MADI ports.

Fairlight refers to this as Dynamic Resolution
Optimization (DRO) architecture and has
patented the process.

Described as a “media-optimized FPGA
architecture” forming an aggregation of IP
cores, CC-1isa PCI Express card fitted inside
a host PC. This single card can provide
200-plus channels of audio recording/
editing/mixing into 72 mix buses, with each
channel equipped with 12 aux sends, eight
bands of EQ and three stages of dynamics
(limiter, compressor and expander), along
with uncompressed HD video. If that's
not enough horsepower, four CC-1 cards
offer 960 channels into 320 buses, with no
theoretical limit to the number of linkable
processors, although Fairlight is initially
only supporting one card per system. But
the cost savings are significant. The CC-1's
single FPGA yields the same performance
as Fairlight's Constellation system, which
uses 64 Analog Devices SHARC DSP chips.

In larger facilities, Fairlight's new Media
Highway protocol incorporated into the
system can transmit multiple data streams
in different formats, bit resolutions and
sampling  frequencies  simultaneously,
with clock transmission and recovery to/
from any point on a network. The Media
Highway protocol connects using a facility’s
existing cabling,

1/0 OPTIONS
The system packs a lot of I/O on a single
card. The CC-1's directly accessible /O
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connections include BNC MADI input
and output ports (64 channels each) and
a link to a small, single-rackspace SX-20
I/O breakout box. Designed to provide
all of the I/O for a smaller system (or for
convenient connections in a control room
in a larger system), the SX-20 has two
mic/line inputs, two line inputs, 12 analog
outputs, four S/PDIF ins, eight S/PDIF outs,
dual 9-pin machine control, video sync and
LTC timecode. Another connector links
to a small expansion board (Model CMI)
that adds another three MADI inputs and
outputs for a total of four MADI I/Os, plus

No Signal? N
Vo Praslem!

the connections on the breakout box.

In keeping with Crystal Core’s
chameleon-like capabilities to change
functionality, the MADI ports are actually
multiplexed data connectors and can
become either MADI for audio handling or
SDI video data streams. The MADI ports
can be connected to any third-party MADI
device or to Fairlight's SX-48 modular
remote I/O.

Housed in a two-rackspace frame, the SX-
48 accommodates one MADI /O card and
up to six 8channel audio cards, providing
AES EBU /O with sample rate conversion,

You're never out of range with
Zaxcom Digital Recording Wireless

The new TRX900 has an optional 12 hour, 24 bit internal loop-recording
capability. Audio is Time Code referenced, recorded and played back on
a mini SD memory card that is instantly removable and can be used in any
standard SD card reader. The cards contain Time Code stamped
BWEF files that will match up perfectly with sound and picture.

230 West Parkway, Unit 9 Pompton Plains, NJ 07444
(p) 973.835.5000 (f) 973.835.6633 theultimatewireless.com
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eight analog inputs or eight analog outputs.
Up to four SX-48s can be connected for up
to 192 physical I/Os, with the system entirely
configurable to the user’s needs.

AND INTO THE FUTURE

“The world has changed and we can'’t keep
looking at products using an old approach,”
Fibaek explains. “We can talk about the
number of channels, increased speed, et
cetera—and that’s not a bad start—but most
of the benefits of FPGA technology stem
from its concept of virtual hardware. Every
bit of design we’re doing is making sure
that it'’s scalable toward new technologies.
FPGA is a fast-moving market at the moment
and what we have today is perfect for what
we're doing, but we have to be ready to
jump on the next generation.

“Not only could the features of an
application change—say, instead of having
three stages of dynamics now, we could
have four in the future—but the fundamental
operation of the board could change
completely. Instead of being very heavily
focused on audio, it could be more middle-
of-the-road on audio, with more video
processing.” This opens entirely new options
to users, especially those in multitasking
facilities. For example, a system could be
taken down and completely reprogrammed
to change from a large-scale audio mixer
into something like a video color-correction
device in a matter of seconds.

The process can also take place in real
time. An FPGA's ability to upload partial
algorithms while in session could allow
continuous reconfiguration while operating.
This would be ideal in the context of a user-
controlled system, where tasks can change
during a session.

“Changing the content of a FPGA is the
equivalent of changing and re-routing an
entire PCB,” says Fibaek. “And along with
changes in the front-end software and the
user interface, we can continue to effectively
develop the hardware, even though we
shipped it to our customers a long time ago.
We can continue to give users more features
over time, which to me is the most exciting
thing about this technology.”

Fairlight is also exploring the expansion
of the platform by opening the hardware and
software architecture to other manufacturers
and third-party (hardware and software)
developers. The Crystal Core—powered
product family will debut at this month's
AES (Booth #320) in the form of a single CC-
1 card that connects with any of Fairlight's
Satellite, Station, Constellation and Anthem
surface technologies. Deliveries are expected
to begin later this year. n
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ADAM's unique folded ribbon diaghragm moves air four
times faster than any driver in any other professional
monitor, resulting in incredible clarity, breathtaking
detail and imaging like you've never heard before. You'll
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A7
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Audiokinetic Wwise

Streamlined Production for Videogames

hose of us who create sound for
I videogames long for tools that make
more efficient use of our time and
resources. Videogames have been in exis-
tence for almost 30 years, but it has only
been recently that off-the-shelf software
tools and technology have become available
to game developers to refine their produc-
tion pipeline. When it comes to game audio
development, producing assets has never
been a problem; however, integrating these
assets into a game has always been a chal-
lenge, especially when dealing with multiple
platforms such as Sony PlayStation 2, Micro-
soft Xbox, Nintendo Gamecube, etc.

For the most part, game developers
have used their own proprietary tools or
platform-specific ones such as SCREAM
(Sony) or XACT (Microsoft). Unfortunately,
when it comes to producing games for many
platforms, some companies are left with the
unimaginable option of, literally, hacking
audio into their games to meet deadlines,
in addition to the programmer-dominated
mindset of building tools as needed, which
amounts to editing text files. Many developers
lack the dedicated resources to develop a
comprehensive, multiplatform authoring tool
designed with the sound designer in mind.

With the introduction of next-generation
consoles such as the PlayStation 3, Xbox
360 and Wii, game audio development has
become much more complex, in part due to
these platforms’ powerful capabilities, which
provide sound designers the hardware
resources neededto produce a veryimmersive
and rich interactive audio experience for
players. While many great titles have used
proprietary tools with success, the need to
develop games across many platforms with
tools that allow the sound designer to have
full control over audio integration has, until
now, been a major issue, considering all of
the bottlenecks in the process of completing
audio development in a timely fashion;
enter Wwise from Audiokinetic (www.
audiokinetic.com).

Wwise was developed more than six years
ago with the goal of making audio integration
easier across multiple platforms (currently for
Windows, Xbox 360 and PlayStation 3). The
Wwise philosophy is based on the idea that
programmer involvement should be at an

Editing the sound propagotion of 3-D sound objects in the Position editor

absolute minimum (although they are not
off the hook completely).

The Wwise system comprises two main
downloadable packages: a highly optimized
sound engine in the form of an SDK
(software development kit) and the Wwise
authoring tool. In addition, Wwise offers
a downloadable user’s guide and several
video tutorials. I was immediately impressed
with the documentation, which was very
thorough and professional. Although the
guide—with its nearly 600 pages—seemed
initially daunting, it is indexed well and
presented in a very systematic way, making
learning relatively straightforward.

The nature of game audio production
is such that programmers are still needed,
albeit now in a very reduced capacity. To
begin to use Wwise with a particular game
project, a software programmer is needed to
“connect” the SDK to the game engine. The
game engine is the core software component
of the videogame, keeping track of all
actions in the game and handling graphics
rendering, physics, collision detection, etc. It
also communicates with the sound engine.
Once connection is made, the game’s
function calls can “talk” to the sound engine
in real time and apply all necessary playback
functions, audio processing, etc. At this time,
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Wwise requires a PC running Windows XP.
Installing Wwise and its components was
straightforward, with one extra step requiring
the latest Microsoft .net framework. Note:
Mac users, fear not! I was able to run Wwise
on a MacBook using Bootcamp.

Within Wwise, the sound designer/
composer creates objects, such as sounds,
that are triggered when certain game-data
conditions are met. These triggered sonic
events can be several sounds with complex
properties assigned to them. For example, I
assembled a rifle shot sound that comprises
several parts in sequence—the initial plosive
“bang,” the tailout of the shot in sequence or
in layers along with a boom layer, all being
triggered as actions by a single event.

In addition, you can create a correspond-
ing event so that when the game sends
a function call to that event, it causes an
action to occur, such as play a sound.

The Wwise application uses a hierarchical
structure, in which there are two top levels:
the Actor-Mixer and the Master-Mixer. Wwise
uses “parent/child” relationships so think of
the Actor-Mixer and the Master-Mixer as
the parents, allowing each section to have
its own parent/child relationsips. Within
the Actor-Mixer level hierarchy, you have
containers, sounds and additional Actor-
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Materials To Control Sound

BlockAid"” Control On A Roll

Vinyl Barrier to block noise. Increases wall

Mixers. Containers are similar to folders that
have properties and behaviors associated
with them. Lel’s say that I want to trigger
the appropriate footsteps based on the type
of surface my player is walking on. I would
use a switch container that would “switch”
between a group of concrete footsteps and
a group of grass footsteps. I would also
create an event called “Play_Footsteps.”
When the game detects that my character
is walking on a concrete surface, the game
would send out a function call to trigger the
“Play_Footsteps™ event that would switch
from the previous surface and play the
concrete group of sounds. There are other
types of containers, each with a particular
behavior associated with them.

The Master-Mixer level hierarchy
allows the designer to create new groups
comprising control buses that group
together all of the sounds, containers and
Actor-Mixers within these buses, resulting
in a final mix. A typical example of the type
of groups within Master-Mixer would be
dialog, sound effects, ambience and music.
You can use events, which can be triggered
to apply sweeping level adjustments, such
as voice ducking, and effects to each
particular group or to all groups.

The videogame industry has recently seen
alot of changes, including the announcement
from Microsoft that it will release low-cost
development packages for amateur game
designers with the goal of distributing these
games on Xbox Live. There are also more
game development companies using off-
the-shelf technologies and tools, such as
Epic’s Unreal 3 engine, Id Software’s Doom
and Quake engine, and so on. With Wwise,
Audiokinetic has definitely hit a home run,
making Wwise arguably the best audio
middleware package to date. The latest
version of Wwise, 2006.2.1, has many new
features such as workgroup functionality,
environmental effects, multilistener support,
voice priority management, schematic view
and batch editing capabilities. Wwise also
provides tools for prototyping with the
SoundCaster and the Game Simulator,
performance analysis using profiling and
real-time editing.

It's no wonder that Microsoft Game Studios
(MGS) recently signed a long-term licensing
agreement with Audiokinetic. Shadowrun,
the highly anticipated title from FASA Studio,
is the first title to take advantage of Wwise
in a production environment. This will prove
to be a trend as other game development
studlios are sure to follow suit. ]

Michel Henein is d freelcice sournd designer,
consultant and entrepreneitr in Phoenix.
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BY GEORGE PETERSEN

Dolby DP600 Program Optimizer

File-Based Loudness Control for Cable, Broadcast Systems

’Ij"he DPG600 Program Optimiz-
er from Dolby (www.dolby
«com) is the world’s first
intelligent file-based audio loudness
analysis and correction system. The
company’s first outboard processor
without audio connections (1/Os
are gigabit Ethernet ports that ac-
cept audio files in RAW format or
within popular media-wrapper formats),
the DPG00 expands upon the technol-
ogy developed for Dolby’s award-winning
LM100 Broadcast Loudness Meter.

The DPGOO gives cable, satellite and IPTV
broadcasters the ability to automatically
normalize the loudness of all of their file-
based programming and commercials
without impacting the original dynamic
range. Programs can be normalized either
by correcting metadata values or scaling
the audio signal 1o a target loudness level;
i.e., if the audio format does not include
metadata. Other benefits include the option
of faster-than-real-time, file-based encoding
and decoding of Dolby Digital, Dolby Digital
Plus and Dolby E content, as well as efficient
transcoding between the formats.

“One of the original design goals for the
system was to help people set a specific
parameter in the AC-3 bitstream called
dialnorm [dialog normalization], which
is used by the decoder to normalize the
output levels while it’s being decoded,” says
Dolby senior broadcast product manager
Jeffrey Riedmiller. “When dialnorm is used
properly, it allows broadcasters to match
commercials to programs, programs to
programs and channels to channels.”

With file-based distribution, one problem
stems from the incorrect setting of the content’s
metadata configuration in the bitstream.
“When people make DVD or broadcast
television programs, they’re responsible for
setting this dialnorm parameter correctly—it
doesn’t automatically set itself—and then
it's buried in the stream by the encoder,”
Riedmiller continues. “So for years, this
feature has been in here, but rarely used.
Now that people are transitioning to an all-
digital broadcast system infrastructure, they've
pulled out or disconnected a lot of their brute-
force, multiband audio dynamics processors.
So the program dynamics have gotten greater,

especially now that we have a digital delivery
system that can deliver a dynamic range
greater than 100 dB to the home.”

Wide dynamic range is good, but with
that comes the downside of varying loudness
on playback. This is especially problematic
when broadcasting a feawre film—where
the speech is mixed much lower relative to
the maximum permissible level—and butting
that up with highly compressed commercials
or TV programming like sitcoms. “The
loudness issue kept coming up in standards
bodies and ad hoc committees throughout
the broadcast industry for years and the
situation seemed to be getting worse.”

However, the solution to the problem
came in part from an overall shift in the
distribution system. “Now with so much
work being done in the file-based space,
we have the side benefit of having the entire
program in our hands before it's aired. We
don’t have to deal with all of the problems
of realtime processing, with short look-
aheads or having to adjust the gain around
constantly. Now, we can look at the whole
thing and integrate the speech over the entire
file. With the DP600 incorporating AC-3 and
Dolby E, we don't even code it or recode it to
do that—there’s no impact on audio quality
or dynamic range; we're just changing the
litle label in the stream that tells the set-top
box where to set the volume.”

As with other industries, downsizing
plays a part in production methods. “These
days, most facilities don’t even have the
time or personnel to set or check these
parameters on a program-by-program
basis,” notes Riedmiller. “The DP600 gives
any facility with a file-based infrastructure
the ability to set these automatically,
without any operator intervention. Besides
its abilities to go in and access the loudness
of the program and correct it, the DP600
also includes the ability to do transcoding,
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encoding and decoding of all the Dolby
audio flavors in a file-based system.”

Going the next step, Dolby decided
to open the system and publish its API
(application ~ programming interface),
which is provided as an XML Web service
using SOAP over HTTP, so that third-
party manufacturers and developers could
integrate  DP600 functionality into their
systems and workflows. “A lot of the
networks and cable MSOs have software
programmers on staff, and many want to do
custom DPG600 integration,” says Riedmiller.

Dolby expects the API approach to be
popular with users, but, as Riedmiller notes,
there are other ways to drive the system.
“One is a manual approach, where you open
a Web page and submit jobs to the unit.
The other is what we call a hot folder—or
FTP watch—method. The user can define a
particular folder on a network and instruct the
DPG00 to process or check any particular file
type that comes in and look at the loudness,
analyze it, correct it and check it, and then
move it to another directory when it’s
completed. It becomes an automated process
that melts into your day-to-day operations.”

However, the list of potential customers
for the DPG00 extends well beyond
broadcasters. “We've seen a lot of interest
from networks and even some post houses—
not just for its file-based AC-3 and Dolby E
coding/decoding, but as a finalstop QC
check before programs leave a facility. A lot
of networks are requiring that dialnorm and
other metadata be set appropriately, and the
DPG600 can offer a lot of peace of mind.

“The DPG00 offers a simple-to-use
solution that reduces loudness complaints
and, in the end, improves the viewer's
overall entertainment experience.”

Dolby DP60O is slated to ship early next
year. Pricing is about $20,000, depending
on what functions the user requires. |
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Beyerdynamic Headzone

Portable Solution for Surround Sound Mixing

ffering a solution for monitor-
ing and mixing 5.1 surround
audio using standard-technology

headphones is beyerdynamic’s (www.bey-
erdynamic.com) Headzone, which will be
unveiled at this month’s AES show in San
Francisco (Booth #1102). Touted as the “first
portable 5.1 control room,” the system com-
prises a half-rack headphone amplifier/DSP
processor and DT 880 PRO HT headphones,
a modified pair of the company’s popular DT
880 PRO reference headphones.

“In a good studio, you have good
localization in terms of a frontal plane and
well-defined spacing on the speakers, and
we're re-creating this sonic localization
using headphones,” says Paul Froula,
beyerdynamic’s pro audio business manager.
“Headzone’s portability offers an affordable
and flexible alternative for audio engineers to
mix surround sound.”

Unlike other systems that do surround
simulations using headphones, the impetus
behind Headzone was creating a convincing
and realistic model of the parameters in an
ideal auditory space based on 5.1 speaker
playbacks. Userssimply connecttheir surround
channels (L/C/R/Rs/Ls and, optionally, LFE)
using six analog RCA jacks or a FireWire
digital connection to the desktop base station,
plug in the headphones and start working.
A rear panel switch adjusts the operation
for either -10dBV or +4dBu inputs. From
there, Headzone’s onboard Binaural
Environment Modeling DSP processes
the audio channels so they are heard
in the headphones as they'd be
perceived in an actual room
environment with a realistic
“outside the head” sound
impression, calculating the
reflections and loudspeaker
placements to create the
ideal room for listening
to surround mixes.

Taking the
system a step further
is a new patented
technology that
continuously tracks the
listener's head position
in the room and adjusts
the audio reproduction
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DT 880 PRO HT headphones

accordingly, “With this Head-
tracking feature, the two little
Jetsons-type devices on top of
the DT 880 PRO HTs transmit
ultrasonic frequencies to the
receiver to calculate the distance and
positioning of your head,” Froula explains.
“If you turn your head to the right, the left
earpiece will play the center and your right
ear will be hearing the rears. It tracks the
position of your head as if you were in the
acoustical space.” A device within the base
station constantly monitors the incoming
pulses from the head tracker. The arrival
times from each side of the head tracker
are compared and the system measures any
delay differences between the two signals.
Once a delay between left and right sides
is detected, the rotation angle is calculated
and DSP is applied to match the apparent
head positioning. Everything occurs
smoothly—in real time—so to users, the
effect is transparent and they experience
what would happen naturally.

The Headtracker connection uses a
multipin connector that's separate from
the standard %-inch TRS audio jack. This
allows the 'phones to be used for standard
stereo listening on any other system,
but the Headzone base unit can also be
used with headphones that do not have
the Headtracker installed. In such cases,
the system still provides

a surround sound

experience, but without

the Headtracker functions.
A front panel bypass control
can switch the system from
its Binaural Environment

Modeling processing to

act as a conventional,

reference-quality ~ stereo
headphone amplifier.

In addition to acting
as a multichannel digital
input, Headzone’s IEEE-
1394 FireWire connection

serves as the connection
for using a PC (Windows
2000 or XP) or Mac (OS X) to
tweak DSP parameters and store
presets of favorite settings. The
included Headzone Controller

www.mixonline.com

The base unit doubles as a stereo headphone amp.

software provides interactive options for
“modeling” this room. Unlike reverberation
devices, which simulate the reverberant
characteristics of a certain room, Headzone
lets users custom-design the characteristics
of a loudspeaker system in any control
room with just a few mouse clicks. Among
the available parameters are ambience level
(essentially wet/dry-style adjustment), room
size and positioning. The latter is a control
for adjusting the virtual distance between
the listener and the “speakers.” The software
is Apple Core Audio—compliant and ships
with WDM and ASIO drivers. At press time,
beyerdynamic was developing a Universal
version of the software for use with Apple’s
new Intel-based Macs.

The software also includes some simple
virtual bass management in the software
that defeats the LFE input, instead routing
sub bass from the front L/R speakers to the
overall headphone mix.

Besides its obvious uses in situations
such as broadcast vehicles where space
and SPL restrictions can create a difficult
or impossible surround  monitoring
environment, Headzone is well-suited for
editing suites and game development/
design programming, as well as portable
applications such as laptop production. In
the consumer sector, Headzone’s “silent
listening” should appeal to late-night
surround fans who don’t want to disturb
the neighbors or wake the kids. But for
most pro audio engineers and producers,
Headzone might provide an easily
transportable personal reference system for
surround mixing, used either alone or with
studio mains or near-field speaker systems.

But the key point is, how does it sound?
“It creates an incredibly realistic scenario if
you're doing broadcast and don’t have room
for a 5.1 system in your truck,” says Froula.
“I was skeptical about this at first, but when
I used it on several surround mixes, I was
impressed.” For the rest of us, we can listen
firsthand and decide for ourselves when the
system debuts at AES. n
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Tascam DM-3200 Digital Mixing Console

Sixteen Motorized Touch Faders With FireWire Option

ith the DM-3200, Tascam clearly
demonstrates how far digital au-
dio has come in the past few

years. The DM-3200 incorporates a 48-chan-
nel audio mixer and DAW controller, and—
with the addition of the IF-FW/DM FireWire
interface card—it can function as the audio
interface for your DAW. The DM-3200 runs
via internal or external clock at sample rates
from 44.1 to 96 kHz without sacrificing chan-
nels at high-resolution rates. An optional
meter bridge provides LED meters for 24
channels, the L/R master bus and a SMPTE
timecode counter. Console settings may be
stored and recalled using Compact Flash
cards or through Tascam’s TMC (Tascam
Mixer Companion) software (Mac or PC).

ON THE DESK
The board features 16 channel strips, each
with a touch-sensitive, motorized fader;
mute, solo and select switches; a rotary
encoder; mic/line switch with 20dB pad;
and trim control. These strips control 48
input channels in three layers. Additional
layers provide access to 16 bus and eight aux
outputs or DAW control. Tascam includes
DAW profiles for Mackie HUI emulation,
MOTU Digital Performer, Cakewalk SONAR,
Steinberg Cubase and Nuendo, and Apple
Logic, all easily selected from a dedicated
Remote screen and stored with project data.
Otherfront panel controls include switches
for screen navigation, C/R source (L/R, aux
1/2, digital in 1, 2-track return), mono sum
(thank you), talkback, solo level and an LCD.
Four rotary encoders and pushbuttons below
the screen facilitate navigation and parameter
adjustment. A three-position EQ/Dyn switch
reconfigures the 16channel encoders to form
horizontal EQ or dynamics control strips for
the selected channel.

EEE! 1/0, 1/0!

The back of the DM-3200 hosts extensive
I/O: Sixteen analog inputs feature XLR mic
and TRS line and insert jacks, with phantom
power switches in banks of four on the front.
Main L/R outs are routed via +4 balanced XLR
and -10 RCA jacks. Control room monitor
outs are Y%-inch TRS, while studio outs are
-10 RCA jacks. Four pairs of TRS send/return
jacks may be assigned to any bus or channel

as an insert, or they may be

used for aux sends and effects
returns.
Digital connectivity is

equally comprehensive.
Three TDIF and an ADAT
optical I/O are built in, while
two slots accept expansion
cards for additional analog
or digital I/O. Two stereo
digital I/Os each offer AES
and S/PDIF connectors,
although you can only
use one of each type at

a time. Cascade ports
allow two DM-3200s

to be linked, sharing
solo, bus, aux and
main output paths.
Additional ports indude USB, word dock I/
O, MIDI In/Ouv/Thru, SMPTE in, Sony 9-pin,
Y4-inch footswitch and a connection for the
optional MU-1000 meter bridge. The review
unit came with the MU-1000 and the IF-FW/
DM FireWire expansion card.

EASY TO CONFIGURE IT OUT
One of the DM-3200's strengths is an
extremely flexible routing system that allows
any input to be soft “patched” to any console
channel. Sixteen bus and eight aux outs may
be assigned to any physical output. Between
the analog, TDIF, ADAT and card slot I/Os, a
multitude of I/Os can remain connected and
chosen, depending on the session. When
using the DM-3200 for a Pro Tools session,
I configured the desk for HUI emulation,
ADAT inputs on channels 1 through 8, analog
ins on channels 9 through 16, and ADAT outs
on buses 1 through 8 for use with a Digi 002.
Another project required 24 channels of TDIF
/O, plus analog inputs 1 through 8 patched
to channels 33 through 40 as effect returns.
Using the IF-FW/DM with Digital
Performer (DP), I created /O paths between
DP and the DM-3200, and used the DP DAW
profile for control. Each of these individual
system configurations was stored as a project,
and switching between them required only a
button-push. This is a home run for studios
that use various recording formats: Simply
recall the project and the routing comes
back, along with console settings, libraries
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and automation data.

I used the IF-FW/DM to interface the
DM-3200 to a Mac running DP, providing
24 I/Os at 44.1 or 48kHz sample rates. (The
IF-FW/DM does not support 88.2/96 kHz.)
Expansion cards automatically appear in
the routing screen, where they are treated
the same as built-in I/Os. The IF-FW/DM
requires an exclusive FireWire bus.

Connecting it to an Adaptec DuoConnect
FireWire/USB PCI expansion card in my
G4 proved unreliable when opening TMC
software: The software launched successfully
only 50 percent of the time, and when it
did launch, choosing Timecode Window
or Meter Bridge under the Windows menu
caused the app to crash. Connecting the IF-
FW/DM directly to a FireWire port on the Mac
solved this issue. TMC is a great addition to
the package, enabling project management
for multiple DM-3200s via USB, as well as
providing a beautiful metering screen.

MIDI OPTIONS

In addition to MIDI In/Out/Thru ports, the
DM-3200 has six “virtual” USB MIDI ports,
each dedicated to a task. (Although the
manual says MIDI is recognized by the IF-
FW/DM card, it is not at this time.) Port 1
is used exclusively for TMC, and port 3 is
reserved for MTC. When you add the DM-
3200 to the Mac’s AudioMIDI Setup, six
ports are displayed. Ports 5 and 6 are used
for Mackie Control and Mackie Control EXP,
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respectively, to facilitate MMC and DAW
control. Neither of these carries timecode,
so I had to add another Mackie Control
device to AMS and then patch it to the DM-
3200’s port 3, after which the desk received
timecode via USB.

EQ AND EFFECTS

Channels 1 through 32 include EQ, dynamics,
phase reverse, aux, assignable inserts, direct
out and bus assignment. (Channels 33
through 48 don't feature EQ, dynamics and
phase reverse, so they're more appropriate
for effect returns) EQ is 4-band and fully
parametric, with each band capable of
sweeping from 31 to 19k Hz. Low and high
bands may be changed to shelf-type or
filters, in which case, the bandwidth control
is grayed out. I found the EQ section very
versatile, capable of creating subtle bumps,
as well as surgical notches or peaks.

Dynamics include a compressor and gate
per channel, each with some cool features.
The compressor can be “patched” pre- or
post-EQ, while the gate features a hysteresis
parameter to reduce chatter. (This feature
worked quite well on toms.) Dynamics may
be stereo-linked to a neighbor channel or
triggered from any channel. Because a single
input may be soft-patched to more than one
channel, it’s easy to create a sidechain for de-
essing by adjusting the EQ on one channel
and using it to trigger the audio of another—
very slick. At lower ratios, compression was
transparent, but once you wind it up, it can
get squashy, which is not necessarily a bad
thing, depending on your tastes.

A dedicated screen mode key provides
quick access to two internal effects engines
that can generate just about any effect you
might want, including delay, reverb, chorus,
de-esser, distortion and a TC Works reverb.

AUTOMATION

The DM-3200 incorporates extensive snapshot
and timecode-based dynamic automation
that includes write, trim, safe and off for
fader, mute, pan, EQ, comp/exp and aux
levels; these may be selected globally (all
modules) or individually. When the DM-3200
has locked to code, an indicator lights and
the meter bridge displays running timecode.
Automation controls on the front include write,
trim, rehearse and revert, making operation
very simple. To write moves or mutes, run
timecode, press Write and have at it. The DM-
3200’s auto-store option includes a preference
for either overwriting the previous mix or
keeping the previous mix as a backup.

ACCESSORIZE?
If you're used to other Tascam products in the

company’s digital line, then you know there
are a lot of I/0 and other options at your
disposal. For instance, with the DM-3200,
there is an 8-channel balanced analog card
(IF-AN/DM), an 8-channel TDIF digital card
(IF-TD/DM), an 8-channel ADAT digital card
(IF-AD’DM), an 8-channel AES/EBU digital
card (IF-AE DM), FireWire interface card (IF-
FW./DM) or the very slick surround monitor
card (IF-SM/DM), which is basically Tascam's
DS-M7.1 monitor box on a card. This would
give you the ability to turn the console into a
complete surround workstation with monitor
control and much more.

IN YOUR EAR

The DM-3200's mic pre’s are clean and quiet
with a surprising amount of low-frequency
extension. The desk worked flawlessly and
sounded great at high-res sample rates, but
keep in mind that certain interfaces (e.g.
TDIF-1) lose half their channels to route
high-res data. This is not a reflection of the
DM-3200’s capabilities, but the nature of
the protocol. The L/R mix bus has plenty of
headroom; connectivity should satisty any
gear junkie, and the controls feel solid.

Other than that, my gripes about the DM-
3200 are nit-picky: My version of the software
CD did not include documentation for AMS
configuration with DP, the automation manual
or TMC for Mac; these had to be downloaded
from the Website. [Eds. note: Tascam says this
documentation bas since been added to the
installer CD.] When linking a pair of channels,
the panners are automatically split hard-left
and hard-right, and pan control on the front
then becomes a stereo balance control. There
is also a Stereo Width control on the Channel
page that gives you additional panning
options, including the ability to swap left and
right. And it would be nice to have a discrete
volume control for the studio outs, which
follow the volume of C R out via software
trim control.

Other than that, this desk is amazingly
full-featured for its price range. Its 1/O is
extensive, and the fact that you don't lose
channels when you up the sample rate is a
real plus. Adding the optional meter bridge
and FireWire card makes it even more
versatile and attractive to anyone looking
for a DAW companion. Other notable
features such as TC Electronic reverb, an
easy-to-use OS and CF storage add up to a
tremendous deal.

Price: $2,999.
Tascam, 323/726-0303, www.tascam
.com. n

Steve “Woody” La Cerra is Mix’s sound rein-
Sforcement editor.
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'BY BARRY RUDOLPH

Focusrite Liquid Mix EQ/Compressor
DSP-Based, 32-Channel Plug-In Processors for Your DAW

T he same patented Dynamic Convolu-
tion™ emulation technology devel-
oped by Sintefex Ltd. for Focusrite’s
popular Liquid Channel processor appears in
Liquid Mix, an easy-to-use desktop DSP ac-
cessory for any DAW. Liquid Mix provides up
to 32 plug-in (stereo versions count as two)
emulations of equalization and compression
processing chains at 44.1/48kHz sample
rates from an included library of 40 com-
pressors and 20 equalizers. Able to. operate
at rates up to 192 kHz, Liquid Mix’s EQs and
compressors are fully controllable by either
the on-screen GUI or hands-on control using
the compact hardware remote.

Liquid Mix is powered and connected
to the DAW computer’s FireWire 400 port,
and a power supply is provided for FireWire
ports without power rails. Because the DSP
required for Dynamic Convolution is within
Liquid Mix, there is almost no load on the
host program’s CPU. The EQ/compressor
emulations instantiate and appear as VST/
Audio Units/RTAS plug-ins within the DAW.

Presently, Liquid Mix runs in Mac-based

VST-to-RTAS Adapter that,
upon installation, “wraps”
Liquid Mix for use in
RTAS hosts.

Installing Liquid Mix
files and applications in a
Pro Tools HD3 Accel system
running on a Quad-Core Power
Mac G5 went smoothly, and the
unit’s mono and stereo VErsioNs:
show up in the Wrapped Plug-Ins list?
If you’re familiar with using VST wrapped
plug-ins, then you'll recognize some of the
usual quirks, such as the common “focus”
problem in which after typing a name in the
plug-in GUI, you must click on any plug in
Pro Tools’ GUI to regain focus and therefore
control of Pro Tools. Focusrite is working
on this wrapper integration issue, which is
nonexistent in VST hosts.

The Liquid Mix Manager is a small
application that must be running before you
launch the host program. This application
sets Liquid Mix’s operational parameters,
beginning with the session sample rate and

the maximum number of
Liquid Mix instances. The

max number possible over

The main panel features oscillators, filters, effects and output level controls.

programs such as Steinberg Cubase and
Nuendo, and MOTU Digital Performer. It
also runs in Pro Tools TDM systems Version
6 and 7 with the proper FXpansion's VST-
to-RTAS wrap plug-in. By the time you read
this, Focusrite plans to ship a Windows XP
version, and the Universal Binary update for
Intel-based Macs will be available online.

INSTALL/SETUP/USE

Liquid Mix comes with a DVD-ROM installer
that includes the convolution files, Liquid Mix
Manager application, a PDF manual and the
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the 400Mb/sec FireWire

bus at 44.1/48 kHz is 32

instances; selecting fewer
instances reduces FireWire
bandwidth usage. The
app selects clip level at 0
dBfs. Liquid Mix can work
with programs that use
floating-point  arithmetic
to handle levels greater
than 0 dBfs, such as Apple
Logic; for Pro Tools, set
the clip level at 0 dBfs. Start Minimized adds a
handy Liquid Mix Manager icon to the Mac's
dock. Finally, Liquid Mix Manager tells you
whether the Liquid Mix DSP expansion card
is installed.

The expansion card goes inside the
controller unit and doubles the maximum
channel count only at higher sample rates.
At 88.2/96 kHz, eight channels are normally
available, whereas the card gives you 16
channels. At 176.4/192 kHz, two channels
are possible, and with the card installed, this
doubles to four channels.

www.mixonline.com

DON'T BE LATE!

Due to FireWire’s bandwidth, operating
Liquid Mix while other FireWire devices
are connected can be problematic. This
requires workarounds, such as transferring
audio from the FireWire drive to a second
internal hard drive or installing a second
PCI FireWire card.

Because of the DSP-intensive convolution
process—and the bidirectional trip over
the FireWire bus—there is an inherent
latency of 2,056 samples (measured in Pro
Tools) including the wrapper layer. VST
hosts and Pro Tools’ Delay Compensation
automatically take care of this delay.
This latency precludes the use of Liquid
Mix for live applications. Also, using
two instances of Liquid Mix on a single
track (2,056x2) will exceed the allowed
maximum of 4,095 samples in Pro Tools’
Long Delay Compensation engine. If you
use Pro Tools LE, which does not include
delay compensation, then you will have to
manually delay all other audio and MIDI
tracks by 2,056 samples.

SIMPLE CONTROLS

Using and navigating Liquid Mix within the
DAW is just like working with any other plug-
in; Click on its slot in the Pro Tools interface,
and it opens. It's good practice to type in a
name in the Track window on the screen
GUI after instantiation so that it shows up
in the similar-looking controller front panel.
Changes made on either the controller or in
the GUI show up in both places.

If you don't name plug-in instances,
Liquid Mix automatically names them,
beginning with the default “Plug-in Number
01" and increment to 02, 03 and so on. This is
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The i-5 is designed with one purpose in mind: To be the
best multi-purpose dynamic instrument microphone on
the market and to get you through any miking situation
that might get thrown your way.

Stellar on guitar cabs, killer on snare drums, and just
plain awesome on just about any instrument you can find.

Equally versatile on stage or in the studio, the i-5 is
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fine when starting a session by instantiating
Liquid Mix instances beginning at track 1
and proceeding 10 32. It's a good idea to
use Liquid Mix and this auto-naming feature
as part of your 32-track session template.

EQ AND COMPRESSORS

The screen GUI provides access to all EQ
sections with separate gain, frequency and
Q controls, whereas the hardware controller
requires that you scroll through a list of
all the Liquid Mix instances that you've
crealed, select one by its given name or
default number, and then select the single
EQ section you want to adjust.

However, the controller’s compressor
controls—input, threshold, ratio, attack,
release and gain makeup controls, along
with the input level and gain reduction
meters—mirror the GUI. The gain reduciion
meter has an expanded scale in 0.5dB
increments up to -3 dB for dialing in exact
compressor settings in the most critical
range. The controller's single data-entry
knob and a set of buttons select emulations,
EQ bands, shape or Q, parameter values,
the current track, EQ and compressor 1/O,
compressor post-EQ (the default setting
is pre-EQ), plug-in bypass, load/save
snapshots, stereo link on/off and the yet-
to-be-implemented sidechain monitoring.
I liked the controller’s Go Back/Compare
button to revert to saved settings or to the
emulation’s initial settings.

The controller's small, lighted LCD
shows the compressor’s 1/O transfer
function graph; EQ names, sections, curves
and frequencies; and the list of EQ and
compressor emulations available.

LOADS OF PLUGS
Liquid Mix comes with emulations of
many modern and “stars of yesieryear”
processors, and more are available as
downloads. I enjoyed trying out legendary
units that I've never used. Emulations run
from the “Viking 1/Danish Classic Tube 1,”
an emulation based on Tube-Tech’s CL 1B
compressor, to “Stellar 1 and 2,” emulations
based on black-faced Rev DD and a newer
silver-faced Rev H URElI 1176LN peak
limiters. Other emulations are based on
processors from Manley Labs, BSS Audio,
Drawmer, Amek, TL Audio, AMS Neve,
Smart Research, Avalon, Teletronix, dbx,
API, Empirical Labs, Joemeek, Millennia
Media, Summit Audio, Solid State Logic,
Pye, the rare Chiswick Reach and Fairchild
670, EAR, Chandler Limited, Pultec and
even Focusrite.

I tried an emulation of a Pultec EQP-
1 equalizer followed by a Fairchild 670

compressor on a lead vocal. This chain
produced the perfect level of control and
“vibe” that I was looking for. In general, I
found that all of the emulations worked
flawlessly and realistically represented the
originals—warts and all! Wans? I discovered
the amazing Free switch that unlocks controls
and parameters not offered (or even thought
of) in the original units. The Free switch is
available on all compressor emulatiors.

On the Fairchild, the auack and ratio
controls on the GUI are grayed out because
the original unit never had them. Also,
like the original, release time is offered
as a choice of six different arcane time
constants. With Free, I now had a Fairchild
with variable ratio from 1:1 to 20:1, attack
times from 0.1 ms to 2 seconds, and release
times from 1 ms to 20 seconds. This is a
fantastic feature because, operationally,
vintage gear sometimes leaves a lot to be
desired, although the sonic character is
usually worth it. With Free, you have total
and modern control over an old room
heater like the Fairchild.

The quirky and smooth-sounding
Pultec has only two frequency bands, both
with simultaneous boost and cut controls.
Within every Liquid Mix emulation, there
are actually seven EQ bands available for
realizing the original piece of gear. Using
either the controller or the GUI, you can add
EQ sections from any equalizer emulation
into any other EQ to build your ultimaie
tone-shaper.

I added another midrange EQ band
to the Pullec because I had already set its
high-frequency range to 12 kHz. I added the
HMEF section of a Focusrite ISA 115—perfect
for adding a little cut at 2kHz broad—to the
vocal. One quirk is that, unlike a lot of plug-
ins, the GUI's pull-down list of EQs retains
no arrow at the currently chosen EQ.

MODERN DAW TOOL
Focusrite’s Liquid Mix stands tall in the
ever-growing crowd of external DSP effects
processors. It is unique, being the only system
with a hardware control surface and a large
collection of emulations based on coveted and
vintage analog equalizers and compressors.
Liquid Mix is a time portal—a modern DAW
tool that connects today’s music-makers with
the classic gear of a bygone era.

Prices: Liquid Mix, $799; expansion
card, $249.

Focusrite,  866/FOCUSRITE WWW
focusrite.com. n

Barry Rudolph is an L.A.-based recording
engineer. He can be contacted at wuww
barryrudolph.com.
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BY BOBBY FRASIER

JBL LSR4328P Self-Powered Monitors

Digital Networked System With Room Mode Correction

hile speaker systems continue
to provide more accurate repro-
duction as technology evolves,

one element remains the same: physics.
A great speaker in a bad room won't give
you the transferability needed when mix-
ing. JBL provided some acoustical relief
from this problem with its LSR6300 Series,
which allows the user to tune the system
via DIP switches and parametric EQ sec-
tion on the back of each speaker. Now, JBL
has taken this concept a step further with
the LSR4328Ps, which make Room Mode
Correction (RMC) virtually automatic.

MERE SPEC-ULATION
The LSR4328Ps are a two-way, rear-ported
system, employing an 8-inch polymer-
coated, paper-fiber driver for the low end
and a l-inch silk-dome tweeter on top.
The full-frequency response is a published
50 to 20k Hz, +1.5 dB. At -3 dB, you'll get
43 to 22k Hz. The digital crossover splits
at 2.6 kHz via a fourth-order Butterworth
filter. Maximum peak SPL with both
speakers running can reach 118 dB, so be
careful. The LSRs achieve this output via
two built-in Class-A/B Monolithic power
amps: 150 watts for the woofer and 70W
for the tweeter. That's a sine wave power
rating, with 0.1-percent THD at the rated
impedance of 8Q and 4Q, respectively.
The well-thought-out inputs, outputs
and the unique RMC remote control will
cover just about any studio’s requirements.
Both the balanced XLRs and the Y%-inch
TRS inputs feed a 24-bit/96kHz, 64x
oversampling A/D converter. Digital inputs
come in both flavors—AES/EBU on XLR
and S/PDIF on RCA—with sample rates of
32/44.1/48/88.2/96 kHz, +3 percent. Also
included is a USB Type-1 port to operate the
supplied Control Center software for Mac
and Windows, an RMC /s-inch mic input
and an RJ45 1/O for the proprietary HiQnet™
networking protocol. A handheld IR remote
operates the entire system, including the
LSR3212SP subwoofer (if connected), solos,
EQ, volume, input switching and power up.

NETWORKING
The speakers are networked using a
supplied Cat-5 cable so that any adjustments

to one speaker will affect the other
connected speakers. Up to eight
speakers and two subwoofers
can be connected using the
HiQnet networking technology.
A simple set of DIP switches on
the back of the speaker tells the
network the speaker placement
(L/C/R/Ls/Rs/Cs/Left Extra/Right
Extra). Once set up correctly, the
Room Mode Correction works
for all speakers with the touch of
a button.

CORRECT ME IF I’'M WRONG
The RMC system analyzes
the sound coming out of the
speakers at your mix position
via the included calibration mic.
It then inserts a series of filters
to compensate for low-frequency
inaccuracies. The RMC computer
listens to 73 frequencies in the 20
to 160Hz range (‘Asth-octave centers) with
a variable Q from 1 (1.4-octave bandwidth)
to 16 (Yuth-octave bandwidth) and then
applies attenuation of 3 to 12 dB in 0.25dB
increments.

Setup is simple. Place your speakers,
connect the Cat-5 cable(s), set the DIP
switches for channel selection, connect
the mic to the left speaker, set the mic at
the mix position and press the RMC button
on any speaker. A “chase pattern” on
the front meter indicates that calibration
is taking place and each speaker emits
a calibration tone. In about 10 seconds,
the meter stops, the RMC buttons stop
blinking and your system is calibrated.
To A/B the new contour, press the RMC
button on any speaker to bypass the new
settings.

Two bands of digital shelving EQ
are also provided. You get 2 dB of cut
or boost, with centers at 500 Hz for the
low end and 2 kHz on top. EQ can be
applied from the buttons on the front of
the speaker or from the Control Center
software. Using the software, the corner
frequencies can be varied from 20 to 1k
Hz for the LF and 1k to 20k Hz for the HF.
There are six factory EQ presets and one
user preset. The Control Center software
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can override the factory settings.

The Control Center software allows
you to precisely dial in the EQ and levels,
if necessary, and it is extremely intuitive.
I did notice one slight glitch: There are
some “ticks” when switching inputs. Also,
after saving a configuration, to reload a
new configuration with, say, a different
volume for each input, you must click
Load and then find your configuration (1
suggest creating a folder for storing all of
your configurations), select it, click Open
and then wait about three seconds for the
configuration to ramp up. This workflow
issue is only a minor inconvenience, but it
would be handy to have direct presets for
the configurations that are most often used
inside the Control Center. The six current
preset buttons available do not load any
parameters other than the EQ settings; in
other words, no levels or just EQ.

WHAT SOUND

HATH TECH WROUGHT?

On my first listen, I thought the JBLs
sounded “tubby” until the RMC removed
a buildup in my room between 125 and
160 Hz, making them sound virtually
identical to a set of LSR6328Ps that I use
for reference monitors. The LSR4328Ps’
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Mastering Engineer Wanted

imaging is virtually identical to that of
the higher-priced spread. One notable
difference between the 63s and the 43s is
the drivers. Most apparent to the ear is the
silk-dome vs. titanium tweeter, which will
naturally have some varying characteristics.
I found this difference most noticeable
around the 4kHz range. This is exhibited

S T U U ‘ U S 3 0 1 in the 43s’ tendency to come forward ever
so slightly in that range, while the 63s are

] g a bit more open at the top.
Studios 301, Australia’s largest masteri ng S}alxo‘{)honeshca:eéhrougl?ba bit hotter
oo . . . ~ on the 43s, with the 63s exhibiting more
facility is seeking a highly-ex perienced harmonic detail, making them sound
: : 13 more realistic. Guitars were reproduced
masterin g en g] neer. M ust be wi “] n_g to in a similar fashion, with the 63s revealing
re I_O cate on 1 to 2 year co ntract wi th a more room space around the instrument

and the 43s sounding more present around
the 1kHz range. Both systems accurately
reproduced Rhodes and Wurlitzers, with
little sonic difference between the two.
Overall, the midrange around 1 kHz
is more pronounced in the 43s, bringing

Please send your information to: saela@sae.edu e €] St R o] e

attention: Paul Hu g hes low-end punch was surprisingly similar in
the 43s and 63s, in spite of their differing
designs. I noticed that both LSRs would
benefit from a subwoofer. The LSR4312P
subwoofer is now available, but was not at
the time of this review.

performance-based extension option.

POWERING DOWN
I could definitely work with these
speakers; I like the way they sound. They
are very close to the LSR6328Ps (reviewed
in Mix’s August 2004 issue, available at
www.mixonline.com), which are my main
studio monitors. One thing I'd like to see
is the ability to overlap the frequencies
above and below 1 kHz on the 2-band EQ.
This would allow you to drop the slightly
forward nature exhibited at 1 kHz.

If you are considering the 63s and can’t
TEC AWARDS justify the extra cost for the extra power—

° that little bit of extra openness—and the
us:lc ‘Lm THX pm3 certification, then by all means,
A U C T | O N

the 43s are an excellent choice. And if you
are putting together a surround system,
then the networking and dollar advantage
is huge. The software and associated GUI
are very well designed, and I suspect the
next generation of 6300s will benefit from
this added technology.

Sept 28 - Oct 11 on eBay!
Price: $1,699, including two speakers,

Instruments, Audio Gear, Cats and USB cables, IR remote.
Memorabilia & More! ] e o

jblpro.com. n

www.tecmusicandsoundauction.com

Bobby Frasier is a digital audio product spe-
J cialist, professional audio consultant and
educator.
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The mastering standard: TASCAM’s

DV-RA1000 high-definition 2-track recorder.

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

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

Mastering from any source. We have
nothing agair.st DAT and CD-RW recorders
— TASCAM makes some of the best — but

these formats simply cannot

Direct Stream Digital recorder. It writes 2835z it 109min. compare to the sonic quality of
1-bit/2.822 MHz DSD - the ultimate 192kHz  24-bit 66min.  the DV-RA1000’s 192 kHz/24-bit
acquisition or archival format —or24-  1724kHz 24-bit 66min.  or DSD recording formats.

bit PCM directly to standard DVD+RWs 96kHz  24-bit 72 min Get the details of this major
in real time. And then lets you editand ~ 882Hz " 24bit “m3min. ;o0 4ing advancement on our
process the results without having to G 24’bft 27 ™ web site or visit your TASCAM
transfer to a DAW. e dealer today.

Naturally, the DV-RA1000 is your logical e S S —— |
choice for creating master DSD stereo tracks for s 3 Aok :: \
Super Audio CDs. 72 _eR e ol 7 e A

But it has far more uses than that. T e L5 [ e = =

Live two-track recording. Because the
DV-RA1000 records in real time at ultra-high
' sample rates, it's perfect for audio-

SDIF-3 DSD 1/0 for
external conversion &
DSD audio processing

Word Sync in, Out, Thru

Up to 192kHz/24-bit
recording

Records to DVD+R/RW,
CD-R/RW media®

Wifid phile location recording. In DSD M\:jltibbanddcomp;fession RS-232C serial control
remote and 3-band EQ effects PS/2 keyboard connec-
control kit mode, frequency re§pcmse e?(CEEdS +6% pitch control tor for title editing
included. g 100kHz and dynamic range is 120dB. USB 2.0 port for use as Records to standard

DVD data drive
Balanced AES/EBU 1/0,

CD-DA, Broadcast Wawve

Arxchiving. Storing all those old & DSDIFF formats

AT

school 44.1 kHz masters? Get almost
5 hours per disk with the DV-RA1000.

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

tcaw

running at normal,
double-speed and

Balanced XLR and
unbalanced RCA 110

double-wire formats

Headphone output

Supports UDF disk for-
mat for cross platform
computer compatibility

Wired remote control

TASCAM

4
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RND Dynam-izer Compression Plug-In
Zone-Based Software Uses 48-Bit Precision

ynam-izer is one of six new plug-ins
D from Roger Nichols Digital (RND),
which now acts as the exclusive

distributor and licensee of Elemental Audio
products, the plug-ins’ original designer and
manufacturer. RND adds iLok authorization,
operational improvements and Nichols’ ex-
cellent selection of personal presets.

Dynam-izer operates at 24 bits, using
48-bit precision and working in stereo or
mono at up to 192 kHz. It is offered in VST,
Audio Units and RTAS formats (with TDM
on the way) for both Mac and PC hosts.

Dynam-izer is a revolutionary dynamics
processor that will change the way
you use and think about compressors
and compression. The plug-in is not a
multifrequency band compressor, but uses
up to four zone compressors graphically
controlled and monitored using a
comprehensive GUL

Zones are nonoverlapping sections of
the input signal’s total dynamic range, each
bounded by user-defined upper- and lower-
compressor threshold levels in dB. The
desired compressed dynamic output range
for each zone is also adjustable. As the
input signal passes through the zones, each
zone’s resultant processed audio output is
different, depending on the output level,
ratio, attack and release time settings.

FEATURE-RICH GUI

Dynam-izer's GUI begins with attack, ratio
and release controls. These span the interface
horizontally at the bottom and include up to
four sets of controls, one for each zone. Attack
times range from 20 ms to 500 ms, and release
times range from S ms to 5 seconds. Ratios
from 0.5:1 (expansion) to 40:1 (compression)
are available. Each set is color-coded the
same as the zone compressor graphics and
can be locked or ganged together in any
combination to track together.

Changing the ratio of any zone affects
that zone's compressor action, as well
as other zones and the overall results.
There are controls and options to adjust
zone interaction, and the metering always
indicates what’s going on at any instant
from gain compression to moments of
expansion. If you save settings in workspace
A and copy them to B, you can experiment
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-

-

[ off } in J{ Out}{ Proc )

i II o | |' & I\

Con ILFILmlls)

Roger Nichols Digital Dynam-izer plug-in interface, featuring the four colored compression zones

and further tweak B, knowing that you can
revert to and call up workspace A.

KEY FILTER PROCESSOR

On the left side of the GUI is the Key
Input selector and processor. Key refers
to the source that triggers compression/
expansion—usually the audio track you
want Dynam-ized. You can select between
peak (default) and RMS level detection and
up to 10 ms of look-ahead. If your DAW host
supports it, then you can also select the side-
chain for the key input. The default is the
input signal or either left plus right channels,
or left or right for stereo instantiations.

The Key Filter section preconditions
the key signal with a 3-band equalizer with
seven different EQ/filter shapes available
for each band. There are adjustments for
gain, Q/bandwidth and frequency, plus
Key Gain. Key Gain fine-tunes the depth of
compression by adjusting either the input
signal’s level or the level of the external key
signal going to the detector. Key Audition
lets you hear the key signal before and after
the Key Filter and Key Gain processors.
The Proc function runs the key signal (be
it external or input) through Dynam-izer to
audition its effect and check that the actual
input signal is affected as you desire.
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WELCOME TO THE 1/0 MAP
Compression  settings are shown and
controlled with the I/O Map. You can select
and view the signal’s entire input and output
dynamic range in 24, 48 or 80dB resolutions
and select from one to up to four color-
coded zones that match their attack, release
and ratio controls.

I/O Map shows the “shape” of each zone
compressor as defined by its threshold-level
setting, ratio and output level. It is easy to
see what the new, reduced dynamic range
is and how it compares to the original
uncompressed signal’s dynamic range.

By cdlick/dragging the threshold-level
lever of any zone up or down, you'll
instantly see the relationship between
it and the output level predicated on the
ratio selected. Click/dragging the output
lever up and down effectively changes
the ratio setting and dynamic range of that
compressor zone.

Small white triangles show key input
levels on the left side of the I/O Map
graphic, and both key-processed output
levels and key target levels on the right.
Key target levels and key-processed levels
track one another based on the attack and
release settings. If the processed output is
higher than target, then use a faster attack
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time; conversely, if the processed output
lags behind, then slow the attack time.

The ability to see this information
graphically is new and far exceeds what
you would normally deduce from the front
panel settings or a transfer function input/
output graph on a hardware compressor or
software plug-in.

OUTPUT/METER SECTION

The input and output peak meters have
five-second hold times, a gain attenuation
indicator (colored red when compressing and
blue when expanding) and the fascinating
“cloud” meters that show the long-term
distribution of audio energy. Finally, there is
an auto-limiter with three response modes—
fast, medium and slow—to ensure that the
output level never exceeds 0 dB.

EXPERT PROBLEM-FIXER

Dynam-izer amazed me every time [ used
it as an RTAS plug-in in my Pro Tools HD3
Accel system. It worked wonderfully on all
sources, from individual instrument tracks
and vocals to full program mixes. I found
Dynam-izer to be very good at converting
problematic and/or extremely dynamic
recordings into remarkably finished and

professional-sounding tracks.

My torture test was on a female vocal
track in a song I had already mixed. This
particular singer sang the verses very quietly
with a somber tone and the choruses very
loud with a much thinner and strident tone
centered on 2 kHz.

Before Dynam-izer, for the verse sections
I compressed using a 4:1 ratio, automated an
equalizer boosting the 1.5 to 4kHz area to
recover intelligibility and added a low roll-off
filter to reduce the proximity effect whenever
she sang too close to the mic. Choruses
required me to automate the EQ to cut. Along
with a lot of break-point level automation, I
was able to come up with a “credible” lead
vocal track, albeit not a stellar one.

With Dyname-izer inserted, I started over
and turned off all automation and bypassed
the EQ and compressor plug-ins. Using all
four compressor zones, [ arrived at a setting
that did about 80 percent of the work I'd
spent hours doing previously. I was able to
expand in the lowest-level zone, bringing
up the quiet verses, and I used the Key Filter
to de-emphasize the aberrant 2kHz buildup
when she sang loudly in the choruses.

After a couple of vocal rides and an
automated low roll-off filter in the verses,

my work was done. The real benefit was
that the vocal sounded much more natural
and fit the track better than after all of my
previous machinations with automated EQ
and microscopic vocal rides.

The vocal's compressed sound was
great—modern-sounding and real—even at
extreme squashes. This is because I tended
to use much lower compression ratios. Each
zone compressor has to work less, focusing
on a narrow input level range rather than
the entire range a conventional compressor
has to deal with.

iT’S DYNAMIC
Dynam-izer has become my first go-to
compressor for serious and transparent
dynamic control. That Dynam-izer will
function as an expander in one zone and
completely different compressors in other
zones is a major plus and completely unique.
It was able to handle major compression
challenges while still sounding great.

Dynam-izer sells for $249 MSRP and
includes a must-read 96-page manual. It is
available both in a box or as a download
from the Website.

Roger Nichols Digital, 727/230-1603,
www.rogernicholsdigital.com. |
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BY KEVIN BECKA

Korby Kat 4 Tube Microphone System
Large-Diaphragm, Hot-Swappable Capsules Modeled After Classics

the ability to pop the top and have

some fun, and it’s no different in the
mic world. Boutique microphone company
Korby Audio has released a tube mic aimed
at the high end, nicknamed The Convert-
ible, and it's a beauty. The Kat 4 system
I tested shipped with four capsules, mic
body (12AT7 vacuum tube), shock-mount,
power supply and cables—all inside a stur-
dy flight case. Three of the capsules each
come delicately wrapped in a beautiful,
flexible, tubular case that is fastened with
a leather lace. The fourth capsule (which
comes in its own wooden box) is attached
to the mic body.

The removable capsules are modeled
after classics, including ELAM 251, Neumann
U47 and U67, and AKG C 12, Each has a
number on the underside that alludes to its
pedigree (251, 47, 67 or 12, respectively)
and is hand-tuned and custom-designed
to be as close to the original’s signature
characteristics as possible, except for the
U67, which has an extended top and bottom
end. The power supply works with each
mic, but must be set via a sliding switch on
the side of the box for the type of capsule
used. The C 12 and UG67 offer completely
variable polar patterns set via a chicken
head knob on the power supply, while the
251 and U47s are fixed cardioid.

Okay, so the elephant in the room is,
which 47, 251, etc., were they modeled
after? After all, tube life, capsule condition,
overall age and types of use all change
these classics over time. For this reason, the
point of this review isn’t to see if they are
exactly like any of these mics 1 have used
in the past, but if they are standouts on their
own. I only thought of them as ballpark
doppelgangers and didn’t hold them to any
kind of close scrutiny to the original, which
I think is counterproductive.

I n the auto world, a convertible means

CUSTOM OPTIONS

As each mic is handmade and custom-
tuned by Tracy Korby himself, you have
some options—you can have input into
the tuning of your capsule. For instance, if
you bring it home and listen to it through
your rig and room and think it needs a
tweak, send it back. In addition, you can

have your own C 12, U67 or other
mic mimicked or matched in a
new Korby. If bling is your thing,
you can choose custom colors or
go even more high end like one
client who wanted a diamond
embedded in the body instead

of the Korby logo.

IN THE STUDIO

I first wused the
Convertible on a
Yamaha grand piano
in a medium-sized
room. I placed the mic
about a foot over the
strings and used the C
12 capsule. It sounded
great, but 1 wanted to
hear more, so I muted the
audio path and quickly swapped out

the capsule for the U47. It was warmer
and had slightly less detail at the top, but
for this track, it was perfect. The swap is
a bit unnerving at first because there is no
screwing involved; the capsules simply pull
off and seat using four sturdy pins. There
is also a guide pin, so there’s no chance of
mismatching the alignment. Once you do it
a few times, it’s very easy.

Next I used it as a mono room mic
using the C 12 capsule, and then a mono
overhead in another session with the 251
capsule. Each sounded great, with the
cymbals well defined and not washy; the
bottom end was full on both capsules. 1
quickly swapped the 251 out back to the C
12 in the overhead application and, frankly,
I liked them both. This is what’s great about
the system: You can quickly change your
sound with very little time lost.

I next heard the 47 capsule used on a
male vocal, and it was sweet with a warm
bottom end and plenty of tasty top. It was
compressed slightly through the dynamics
section of an SSL G Series console, and that’s
all it needed. It sat nicely in the track, was
even over the singer’s range and perfect for
this tune. Next, on a different singer who
has a problematic voice that tends to be
strident, the 67 capsule was perfect for the
job, evening out the brashness of the vocalist
and having lots of warmth and fine top end.
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Lastly, 1 heard the 47 capsule used on
a tuba played in an ensemble. The mic
was about two feet above the horn, and
the sound was rich and full with plenty of
warm bottom end.

VERSATILE PLAYER

The Korby Kat 4 kills on a number of
fronts. The implementation, fit and finish,
and sound are impeccable. The most
brilliant part of the system is the ability
to hot-swap the capsules. You don’t
know the power of the concept until
you've tried it—all without changing
your placement or moving a cable. The
custom options are also nice, with the
ability to alter the tuning by sending it
back to the factory.

There’s also a fifth capsule available,
modeled after the Sony C800G, and a
separately sold FET body that allows you
to get more bang for your buck. Speaking
of bucks, & is not cheap to get into this
system, but the quality, sound, ability to
quickly change capsules and other options
make this well worth the investment.

Price: $7,000.

Korby Audio, 615/383-8797, www.
korbyaudio.com. n

Kevin Becka is Mix's technical editor.
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JOHN MAYER

TAKING CHANCES WITH HIS TRIO

By David John Farinella

About 45 minutes into the first date of the John Mayer
Trio tour at The Fillmore in San Francisco last fall, the
singer/guitar player stepped up to the microphone
and exclaimed, “Ladies and gentlemen, the John
Mayer Trio has just arrived.”

“Oh, yeah, that was in ‘Ain’t Gonna Give Up on
Love,” where all the nerves kind of went away and
we did our thing,” Mayer recalls
nearly a year later as his latest
release, Continuum, is about
to hit shelves across the globe.
That trio, which included Steve
Jordan on drums and Pino Pal-
ladino on bass, played a run
of shows that included appear-
ances at The Grammys and a
tsunami benefit, documented in
the live album 713/

What Mayer was aitempt-
ing seemed bold: transforming
himself from a somewhat whispy
pop icon 1o a hard-edged blues;
rock player. Truth be told, Mayer
has always had that guitar-hero side lurking inside of
him. It was bound to come out.

Those live dates gave Mayer the opportunity 1o
clear out any residual nerves that may have cropped
up once the red light flicked on for this new studio
effort. “This record is nothing but a collection of dis-
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covery moments where [ went, ‘I had no idea I could
do that,” and did it,” he reports. “In a lot of ways, I still
feel like | have someone else’s record in my pocket.
Here’s the thing: You think you have such a good
idea of what you are capable of, and a lot of times
you do have a good idea of what you are capable
of. But what makes music so exciting is that, at any
moment, if you try hard enough or if you commit
yourself 1o the spirit of it, you can actually become
more than you originally thought you were.”

The live dates also gave the three an opportunity
to polish song arrangements, explains drummer
Jordan. For instance, on the songs “Vuliures” and
“Gravity,” “I kind of knew what I wanted [‘Vultures’)
to sound like, and I think John did as well, and I
think it helped us to refine it by playing it on the
road,” Jordan says. “We played that live and we
played it for the live album, so for the studio ver-
sion, we really know what works and what doesnt
work, down to the tempo and the nuances of how
certain turnarounds have to feel. Getting the combi-
nation—and this is key—between the perfect studio
take of it, but not losing the live energy, that makes

it special. That's very critical, because you can over
studio-ize something and take all the life out of it. So
we were cognizant of that when making the studio
versions of these songs.”

Mayer, Jordan, Palladino and a cast of engineers
that included Joe Ferla, Dave O'Donnell and Chad
Franscoviak, who also doubles as Mayer’s live mixer,
spent time in four studios—The Village in Los Ange-
les, Royal Studios in Memphis, and Avatar and Right
Track/Sound on Sound in New York City—to record

—CONTINUED ON PAGE 168
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MADELEINE PEYROUR

MIXING OLD AND NEW, FUSING
JAZZ WITH POP STYLES

By Heather Johnson
It took eight years for soulful jazz artist
Madeleine Peyroux to follow her acclaimed
Atlantic debut, Dreamiland, an insighiful
piece that had critics calling her the “Bil-
lie Holiday of the '90s.” Thankfully, she
shortened the bridge between her 2004
sophomore album, Careless Love, and her
new release. Hulf the Perfect World, which
came out last month on Rounder Records.
For her new album, the Georgia-born,
Paris-influenced vocalist reunites with her
core Careless Love band—guitarist Dean
Parks, bassist David Piltch and drummer
Jay Bellerose—and producer Larry Klein.
Klein’s broad musical palette stems from
his work as a bassist for Freddie Hubbard,
Carmen McRae, Dianne Reeves and Peter
Gabriel, and as a producer and bassist for
his former wife, Joni Miichell, ex-Cars bass-
ist Benjamin Orr, Shawn Colvin, Vienna

Teng, Julia Fordham and Holly Cole, among
others—quite a broad spectrum.

On Half the Perfect World, Klein com-
bined traditional jazz arranging and record-
ing techniques with the bottom-end punch
found on early soul records to create an al-
bum that’s sophisticated, but also represents
a “unison of joy,” as Peyroux describes.
“The last record came out quite dark from
a songwriting perspective,” adds Klein, “so
we worked with the idea of creating a more
optimistic record.”

Quile by chance, and in a departure

from the Bessie Smith, Edith Piaf and Patsy
Cline reworkings on previous albums, Half
the Perfect World brings together a higher

percentage of preseni-day songwriters,
such as Leonard Cohen, Tom Waits, Walter
Becker and Miichell, as well as four originals
penned by Klein, Peyroux and New Yorker
Jesse Harris (best known for his work with
Norah Jones). “I intenionally left things
rather open. People from the label kept
asking, ‘Well, what's your plan?” says Klein.
“My plan is to make a great record.”™

Klein and Peyroux began by narrow-
ing down the long list of songs Klein had
assembled, then tossed around additional
cover song ideas during an extended pre-
production process at Klein’s Santa Monica,
Calif., Market Street studio. Once they agreed
on a song, Peyroux would retreat 1o her rent-
ed apartment to not just learn the material,
but live with it and ultimately possess it. She
and Klein would then reconvene to discuss
context, arrangement and harmonic ideas,
usually working things out with a simple
acoustic guitar/vocal take.

The Cohen song “Blue Alert” was due
far release on Anjani Thomas’ debut album,
but they chose to re-invent the song anyway.
“He’s one of my absolute high-watermark
songwriters,” Klein says of Cohen. “He had
just written this new record with Anjani
Thomas, and we were immediately floored
by the songs. So 1 asked Leonard, ‘How
would you feel about us covering these,
considering Anjani's record is coming out in

May?" He said they would love it.”

The caichy Becker/Klein/Peyroux col-
laboration “I'm All Right” came out of ses-
sions for Becker's forthcoming solo album.
The Milchell song “River,” which became a
duet with k.d. lang, came partly from Klein’s
familiarity with Mitchell’s work. “I came up
with an idea of what it would be like to hear
two women singing a song about loss,” says
Klein. “Very early on, I thought of Joni's
‘River’ [which appeared on her landmark
1971 album, Bluel, although i’s not a song
you would naturally think of as a duet. But I
thought it would be an unusual idea 10 hear
two women doing almost a shared mono-
logue, as if there were two women silling
at a table with a drink in frons of them. In
terms of figuring out who to have as another
female voice, k.d.s name came up very
quickly. I knew she was a fan of the last
record, so when we approached her with
the idea, she was very excited.’

They recorded basic tracks at Sage and
Sound in Los Angeles, the former home of jazz
label Sage Records and jazz engineer studio
owner Jim Mooney. Klein, who had played
on a couple of jazz records there during
Mooney’s tenure, heard the studio had heen
upgraded and renovated in recent years, and
indeed it has. Current owners Steffan and
Marc Fantini enlisted George Augspurger 1o
retune the control rooms’ acoustics, and the
studios have been rewired, remodeled and
re-equipped, though they held on to Studio

—CONTINUED ON PAGE 169
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I VOGUE'S "M LOvIN
YOURE NEVER GONNR
SETITY

By Heather Johnson

When producers Denzil Foster and Tommy McEl-
roy turned in Funky Divas, En Vogue's triple-
Platinum sophomore album, to their record label,
executives didn’t want to release it. “We don’t
hear any singles,” chimed the suits at Atlantic/
East West. “It's okay, but it ain’t no Born to Sing”
(their first album).

But the hot production team that revolutionized
R&B with their fusion of hip hop beats and soul-
ful melodies (Club Nouveau, Timex Social Club,
Tony! Toni! Toné!) knew otherwise. They wrote,
arranged and produced an entire album’s worth
of singles with En Vogue, and they didn’'t want to
replace any of them.

Somewhat reluctantly, the label released the
album as is, and when Funky Divas' debut single, “My
Lovin’ (You're Never Gonna Get It),” hit radio and retail in
the spring of 1992, the public proved Foster and McElroy
right. The single peaked at Number 2 on Billboard’s Hot 160
Singles chart, dominated pop and R&B radio, and kicked
off a succession of five pop hits and several more dance
favorites from that one album alone.

At the same time, the stunning, sexy quartet sauntered into
heavy rotation on MTYV, solidifying their triple-threat image of
sass, style and smarts. En Vogue had all the ingredients of the
ultimate vocal group: four equally strong singers, all capable
of singing lead, and all with distinct personalities to conjuse
many a young boy’s fantasies. Foster and McElroy recruited
vocalists Cindy Herron, Maxine Jones, Dawn Robinson and
Terry Ellis in 1989 with this vision in mind, and as their ca-
reers developed, they became role models for later groups
such as Destiny’s Child, Jade and TLC, among others.

Not only did En Vogue's career peak with Funky Divas,
but Foster and McElroy rose to become the San Francisco
Bay Area’s answer to Jimmy Jam and Terry Lewis. Their mini-
malist production style—heavy on groove, hook and vocals,
light on filler—brought R&B music to pop ears, and “My
Lovin™ stands out as one of the most memorable examples.

For most of their careers, Foster and McElroy had worked
almost exclusively at Starlight Studios, a modest facility in
Richmond, Calif., christened “The Bunker” by some of its
regular clients. After En Vogue hit Platinum with Born to Sing.
recorded at Starlight Studios and Live Oak Studios in Berke-
ley, Calif., Foster and McElroy bumped things up a notch
and brought the group to Fantasy Studios to record their
follow-up. In the early '90s, the popular studio hummed with
nonstop activity from clients such as MC Hammer, Santana,
Sammy Hagar and Chris Isaak, among others, although the
En Vogue crew’s “banker’s hours” (roughly 11 a.m. to 9 p.m.)
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classic tracks

and strong work ethic didn't allow for much socializing. “We
were locked up in our own little corner of the world,” Foster
says, jokingly. “We didn't know who was coming or going
until we saw another plaque on the wallt”

“My Lovin™ came together almost entirely in Fantasy's
Studio B, the smallest of the facility’s four studios, equipped
with a Trident 80B, 21x26-foot recording room and a small
lounge/vocal booth. They built a solid groove first. The
song's underlying, hypnotic drum beat came from a com-
bination of E-mu SP12 and SP1200, and Akai MPC60 drum
machines. “Tommy liked the hi-hat sounds that he had in his
SP1200, and Denny liked the kick that he had in MPC60,” re-
calls engineer Steve Counter, Foster and McElroy's engineer
since the mid-'80s. “These were not the standard sounds that
came with the unit; they were sounds they had sampled
themselves at home or from various sources.” They recorded
about six minutes of that beat, then added bass and other
rhythmic elements on top. Foster created the bass line on a
Karg M1. “I made a paich in the M1 that turned out to be
a centerpiece,” he says. “It had a sound called ‘Pluck Bass
Light I took some of the pluck out of it and it sounded like
a nice five-string bass. I used it for a lot of things—all the
phrasing; the only thing I couldn't do was actually pluck it!”

Aside from the vocals, the rhythmic foundation is the
most crucial element of the Foster-McElroy formula, the bed
upon which all other instruments are layered, and usually
the inspiration for the song’s basic melody. In the case of
“My Lovin’,” they had trouble coming up with a melody that
matched the Killer groove they had created. Foster, who
handled most of the vacal arrangements, toyed around with
several different ideas. but he says they all sounded “corny”
or diminished the dynamic rhythm. So they set the track
aside and pretty much finished the album before they revis-
ited “My Lovin.”” By then, Foster could listen with fresh ears,
and new ideas came.



“I listened to that ‘#-+-f rhythm, and
then I heard this ‘da-da-da-da’ sound,” he
says of the “never gonna get it” rhythm.
“Then I heard sort of a teasing sound. So
I hummed that, and then the girls hummed
it, and I thought, ‘Okay maybe we've got to
approach this song like you're teasing a guy
or attacking a guy. We decided to escalate
from [the single] ‘Hold On’ [from Born to
Singl, which was about how not to lose
your man again, and have some teasing
thing going on with a man, and that’s how
the ‘never gonna get it' came out. Then it
became, ‘What are you never gonna give
up? Oh, my lovin’ After that, it fell into
place. We actually recorded the hook on
the song, and me and Tommy moved to
something else again.”

When they revisited the track, they
added in a sampled guitar that they liked,
fleshed out the vocals and penned the lyr-
ics, which still hadn’t been written when
En Vogue arrived at Fantasy to record
vocals. “Denny would have a good idea
for the hook and the verse melodies by
the time the girls would come in, but he
would write the lyrics right there, and then
they would sing them,” says Counter. “The
words you hear, those lyrics are five min-
utes old.”

Working off of the basic theme—the
tease—Foster and En Vogue brainstormed
on different lyrical ideas, this time, all re-
volving around the man who screwed up
and the woman who ain’t gonna give it up
anymore. The verse melodies came at the
same time, and when they got enough ele-
ments written, they sang them.

Counter miked all four singers with
Telefunken Ela M 250 microphones and ran
them through a vintage Neve 7198 mic/line
mixer and a Teletronix LA-2A compressor
to a Studer A800 2-inch tape machine. He
captured their spot-on harmonies two at a
time, with very little vocal stacking. “We
didn't like the sound of having every girl
to a track,” says Foster. “Plus, the girls have
pretty powerful voices, so we didn’t really
have to do anything except double them for
stereo effect.”

“If it were a three-part harmony, we'd
do three parts on the left side, three parts on
the right and that’s it,” adds Counter. “The
more you stack them up, the more washed
out they sound and you start losing pres-
ence. Denny wanted the vocals to be real
present and full, so we doubled the parts
and then left them alone.”

The group re-recorded lines and verses
many times over to get them right, but Fos-
ter and McElroy rarely sampled vocals and
Counter never had to punch in syllables

or tune a vocal. (Real-time pitch-correc-
tion devices weren't available at that time,
anyway.) “We all had really good pitch, so
we didn’t have a lot of bad notes and stuff,”
says Foster. “The problem came from them
getting hoarse or tired. We pushed them to
limits that I don’t think they realized they
could do, and that was the purpose. If
you’re going to have these great voices, let
the world know how great they really are! If
you got 260 horsepower, use all of it!”

McElroy added a few extra instruments:
a chunky piano, a flute run, an extra key-
board riff. Then, with the basics on tape,
Foster and McElroy joined engineer Ken
Kessie at Can-Am Studios in Tarzana, Calif,,
to mix the album. Kessie synched up two
Studer A827 2-inch machines for the 30-plus
tracks, then mixed down to ¥s-inch analog.

Working on the room’s “punchy” 56-in-
put SSL 4000 E Series console, Kessie mixed
most of the song relatively quickly, he re-
calls, employing Foster and McElroy’s basic
formula: “punchy drums, a killer groove, a
strong bass line, warm and clear vocals, and
very little ambience.”

Kessie worked closely with the duo
to fine-tune the arrangement, using the
console’s automation to mute various in-
struments during verses, bridges, raps or
breakdowns. “It wasn't like now, where |
could arrange the whole song in Logic or
Pro Tools,” says Foster. “It was more sponta-
neous. Before we got to the mix, we’d have
all of the instruments playing all the way
through, then start pulling stuff out to make
things more dynamic.”

As a result, the arrangement, like a lot
of Foster-McElroy tunes, had “lots of open
space,” as Kessie recalls. “Tommy and Den-
ny were so confident in their work; they
just recorded what was needed and nothing
more.” They extended this less-is-more ap-
proach to the vocals. “Back then, it seemed
like every vocal had the same pitched-up/
pitched-down stereo harmonizer patch,”
says Kessie. “We all thought this sounded
‘un-soulful,” so we avoided it like crazy. The
En Vogue singers could really deliver and
didn't need any pitch-enhancing gear. Also,
there was very little, or no vocal reverb. It's
commonplace now for dry vocals, but we
were one of the pioneers.”

Only on rare occasions did they make
radical changes at the 11th hour. The big
band-influenced breakdown in “My Lovin™
was one of those times; they recorded and
spliced it in after the mix was finished!

The original breakdown had more of a
“party” theme and didn’t fit the song, they
decided. They wanted something more
dynamic that would show off the group’s

harmony prowess in a big way. Foster, busy
with some other last-minute details, passed
the baton to his partner. McElroy went into
the piano booth, alone, and toyed around
with Andrews Sisters—style melodies.

“I remembered the chords I used to
play in the big bands in high school,” says
McElroy, who worked as a jazz musician
before meeting Foster in the early '80s,
“Denny gave me a rhythm, and I took that
and came up with a chromatic thing with
a 4th, 7th, 9th, and a dominant 7th chord,
and then stacked them. When I played it
for Denny, he took one or two notes out
and worked on it with the girls for, like,
10 minutes and started recording. I thought,
‘Aw, man! I did it!"””

It worked like a charm. “At that time,
they were so in tune and in tune with us,”
says Foster. “They were like an instrument
that you could just pick up and play.
Once they heard [the breakdown)], they hit
the notes like horn players. I don’t even
know what chord they started on, it just
worked, and then it went easily right back
into the song!” McElroy adds that as soon
as En Vogue sang that part, “It was like
real magic. I was so happy and proud of
everybody. That became the highlight of
the song.”

Kessie assembled the final version of
“My Lovin™ using one of his new finds: a
4-channel Digidesign Sound Tools system,
the predecessor to Pro Tools. He captured
the original mix and the new breakdown
section into a computer, “and with the
miracle of digital crossfades, was able to
smoothly blend the two sections recorded
months apart,” he says. “Doing the same
splices on half-inch analog would have
been nearly impossible. I was nervous
at the time because the analog-to-digital
conversion lost some quality, but it goes to
show that a great song trumps engineering
anytime.”

When they listened back to the final
mix, they knew they had something spe-
cial. Foster lit up, Kessie says. They knew
that all of the struggle would pay off, and
it did, in a huge way! Aside from massive
sales, “My Lovin’ (You're Never Gonna Get
I)” solidified the message that Foster and
McElroy had wanted to convey all along
with En Vogue. “That song illustrated that
there were four women in the group that
could sing lead, as opposed to just Cindy
and Terry, who were featured more promi-
nently on their last album,” says Foster. “It
showed that every one of them could step
up and be featured and be a favorite, Ev-
erybody could identify with someone from
En Vogue.” n
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recording notes

JOHA MAYER

FROM PAGE 164
enough music to fill a pair of releases.

The recording dates started at Right
Track/Sound on Sound, which is just off
Times Square in Manhattan. “It was fun to
be on 48th Street starting the record,” says
Jordan, who co-produced the album with
Mayer, “and walking out into Times Square
in between takes. That was a necessary
vibe.”

The Jordan/Mayer team dates back to a
handful of songs on Mayer's 2003 album,
Heavier Things, where Jordan played drums,
and then a number of Jordan productions
(Herbie Hancock, Buddy Guy and John Sco-
field) where the guitar player lent a hand.

According to Mayer, he asked Jordan to
produce what would become Continuum
the first time they played together. “There
was something that had never been ac-
cessed in me as an artist that Steve went
for immediately, which was the immediacy
of playing live in a room and recording it.
Before Steve, I didn’t understand that what
a microphone allows you to do is pick up
what you are doing in a room and not tar-
get practice,” he explains. “You're not aim-
ing into the microphones; the microphones
are there picking up what you are doing. I
know that sounds remedial, but I had never
seen it that way.”

Though Mayer has had a hand in pro-
ducing his albums, “I was always the fake
producer [beforel,” he admits. “I was pro-
ducer when 1 wanted to be, and then when
I didn't want to be, I could go play Nintendo
and have [Jack Joseph Puig, who produced
the 2001 release Room for Squares] do vocal
comps. What made this record different is
that I stayed producer the entire time. Every
single corner of this record I was there for
and awake for, and it paid off.”

According to Mayer, Jordan handled the
rhythm section and he handled everything
else. “He hears things that I can’t because
I'm not experienced enough to understand
how things translate,” Mayer says. “I deal
in vocal harmonies and the up-high stuff,
the guitar parts. When we come together on
that, it makes Continuum what it is, which
is an incredibly beautiful, thick, groove-
inspired rhythm section with my musical
desire to be beautiful, my sonic ‘I want to
be pretty’ thing, which I'm not afraid to say
I have. The combination of his grit and my
approach to it—there’s nothing else like it.
We are kind of like a band, he and [. We
achieve what great bands achieve, where
it’s a combination of two people’s, or three
or four or five people’s sensibilities that

all come to make one. Steve Jordan is the
sound of me, but better.”

The first recording date came the day
after the tsunami benefit when Mayer, Jor-
dan and Palladino, with engineers Ferla and
Franscoviak, went into the studio to record
the Jimi Hendrix cover “Bold As Love.” The
next day they returned with additional bassist
Willie Weeks, who was booked to play with
Mayer and Jordan that weekend, and tracked
“I Don't Trust Myself (With Loving You).”
“That was unbelievable,” Jordan remarks.
“I's not one guy playing and another guy
overdubbing. No, that was done together.
It was amazing and you can't tell who was
doing what. You can feel the magic of them
playing their performance together.”

Mayer loves hearing
his vocals really
compressed, so he can
be as dynamic as he wants
to and it always sounds
present to him.
—Cbhad Franscoviak

The level of musicianship and profes-
sionalism made recording this project a snap
for engineer Franscoviak, and the fact that
Jordan relies on all things vintage to get
tracks to tape meant that it sounded warm
when it got there. “The cool thing about it
was that Steve has been doing this for so
long. He has a very particular thing that he
goes for,” Franscoviak says. “He wants things
to sound natural and kind of old-school, but
very unique at the same time. It's all about
the source stuff, not about fancy gadgetry.”

For Mayer’s vocal chain, Franscoviak says
that most of the songs were recorded with
a Neumann U47. For a couple of songs, he
sang into a Neumann M269c, and on “I'm
Gonna Find Another You,” which was re-
corded at Royal Studios in Memphis, he sang
into Al Green'’s RCA 77 ribbon mic. From
there, the chain included a Neve sidecar
stocked with 1073 mic pre’s and then a UREI
silver-face 1176. “On a couple of songs, we
did experiment with splitting his vocals into
two channels—one of them would be kind
of a clean and one of them would be kind
of a gritty—and we would take the second
channel and put it through a Fairchild 670
and really crush it,” Franscoviak explains.
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“Then we would either blend it together or
choose one or the other for the mix.

“[Mayer] loves hearing his vocals really
compressed, so he can be as dynamic as
he wants to and it always sounds present to
him,” he continues. “He likes way too much
reverb when he’s tracking, and then when
we proceed into the mix, it will be reeled in
a little bit. Generally, 1 will compress lightly
going to tape or Pro Tools, and then in Pro
Tools cream it with usually the Renaissance
Vox.”

Miking Mayer’s guitar rig depended on
the song’s mood. On “The Heart of Life,”
Franscoviak threw a ribbon mic in the mid-
dle of the main room as a pair of amplifiers
boosted Mayer’s tracks. On the majority of
the tracks, though, Franscoviak would put a
Shure SM57 and a Beyerdynamic M88 right
next to each other, about two fingers’ width
from the guitar cabinet’s grille. He would
take that track, blend it and send it to one
channel. In addition, Mayer likes to hear
room ambience on his guitar tracks. To ac-
complish that, Franscoviak would point ei-
ther a pair of U67s or U87s about three feet
from the edge of the semi-circle of amps,
and then either a U47 or a Telefunken 251
in front of them all.

“Then, every once in a while, if he wanted
a beefy sound, I would use a [Yamaha] NS10
speaker that had been reversed,” Fransco-
viak says. “I would put that right up on the
cone of one of his cabinets to get that real
low-end thing.” The best example of that, he
adds, is the solo in “I'm Gonna Find Another
You.” Mayer’s acoustic guitar chain was an
AKG C24 microphone into 1073s.

To capture Palladino’s bass, his instru-
ment typically went into either an Ampeg
SVT or B-15 into an Avalon U5 mono instru-
ment preamp and DI. “I took the throughput
into his amplifier and usually put a FET 47
close up, and on occasion an RE20. Then
I almost always put an NS-10 on his bass
cabinet to get the ultralow stuff,” Franscoviak
explains. “I would compress the DI and the
FET 47 lightly, not in any way that would
effect the dynamics of his performance, only
for tonal reasons. [ would never put a com-
pressor on the NS-10.”

Jordan’s assortment of drums—which
seemed to be endless, Franscoviak says with
a Jaugh—were miked fairly conventionally:
an AKG D 112, an RE20, a 421 or a Beyer
M88 on the kick; snares got 57s on top and
bottom; M88s on the toms; an AKG 451 on
hi-hats; and on overheads, he either used a
U67 or U87.

The only trick that Franscoviak used,
which he fully admits stealing from Joe
Ferla, was putting a Coles 4038 ribbon mic



directly over the center of the kit, parallel to
the ground and as close in as possible with-
out impeding Jordan’s playing. “I generally
compressed the snot out of that and I would
run it through a Fairchild,” he says. “That’s a
really interesting trick because you have all
of your tight sounds, but you add that 4038
and it makes everything more exciting.”

He also put a U47 about 18 inches off
the ground and four to seven feet in front of
the kick drum for a very specific sound. “At
some point, we were going to hit that low-
end waveform just right and it was going to
fill that kick drum out,” Franscoviak explains.
“I would compress it a lot with an 1176, a lot
harder than the overhead, because 1 wanted
that low end to be there for every hit.”

Most of the songs that were recorded
for Continuum were written before studio
time was booked, but there were a couple
of instances when the three worked together
to come up with something new. “The songs
that we co-wrote came out of a thing that
we liked to call ‘free play,” where we ail got
together and played to come up with some-
thing,” Jordan says. “We would get a groove
going and then we'd hash out an arrange-
ment. Then (John] would take it home and
finish it lyrically. That's how we came up
with ‘Who Did You Think 1 Was’ [on Try/.”

And then there was “In Repair,” which
featured Mayer and Jordan with guitarists
Charlie Hunter and James Valentine and key-
boardists Jamie Muhoberac and Ricky Peter-
son. “That was a complete studio inspiration
lightning storm that was pretty amazing,
actually,” Mayer recalls.

It was also nerve-wracking, which brings
us back to that night in San Francisco. “There’s
more at stake than anything you can play in
Vegas,” Mayer says now. “That’s a lot resting
on your coming up with something, and ev-
ery time, we came up with something—every
single time. I'm just following my instincts
until my instincts don't work anymore, and
then I'll defer to everyone else. There is no
other gamble like that.” |

MADELEINE PEYROUN

FROM PAGE 165
A’s precious Mason Hamlin grand piano and
vintage Neve 8048. Klein and his engineer,
Helik Hadar, chose the room partly for that
piano, which had the dark tone they were
looking for, but also for its abundance of
Neve 1095 and 2254 compressors, as well as
its European-styled 36x30 live room.

Hadar put the Mason Hamlin in its own
iso room and placed drums and upright bass

in the live room, both heavily baffled be-
cause of the room’s hyperactive acoustics. “It
has a cement floor and unconditioned walls
in conjunction with a high ceiling,” Hadar
says of the A room. “It's very reflective, so
we spread out gobos, which slowed down
the reflection that would travel when the
drummer played at a loud volume.”

Hadar then placed guitar in the second
iso room; for acoustic, he placed a Neumann
UG7 three inches from the body and a KM84
on the neck. “The U67 gives me the relaxed
tone of the instrument, and the KM84 gives
me the pluck and the grit,” he says. Electric
guitar was miked with a Shure SM57 and a
Royer 121 ribbon mic, both of which ran into
a Summit Audio compressor to Pro Tools
HD. Upright bass was miked with a U47,
also running straight to Pro Tools.

For the drums, Hadar spread out about
four different pairs of X/Y omni room mics
at varying distances from the kit. “The whole
idea was to capture each element at different
distances, as well as recording [the] close effect.
So, I would capture numerous angles on each
instrument, and once the songs were built up,
I would have a better sense of which mic at
which distance would sound best. So I spread
things out as much as | could.”

Capturing the room was important on this
album, which Klein describes as “a dream of
a jazz record” because it incorporates tradi-
tional jazz elements even though it’s not a
traditional jazz record. “When you listen to
the early jazz records of the '40s, or the Blue
Note Records of the late '50s and early '60s,
you always heard a lot of room, and there
was a fair amount of compression used,” he
says. “There was a certain blood that went
out of the sonic character of jazz records in
the early "70s; it's a very chilly feeling. With
this record, 1 wanted to break some rules
concerning the way that modemn jazz records
are made.”

They nailed most of the basic tracks in
about six days, then regrouped at Klein’s
studio for vocals and most of the overdubs.
Hadar helped build the studio, which fea-
tures a Pro Tools HD 3 rig, a smattering of
Neve mic pre’s, their preferred Inward Con-
nections compressors and line amps, good
mics and no control surface.

“My career has been divided in two
routes: 10 years of analog and 10 years of
digital,” says Hadar, who's worked with Klein
since 1998. “I started working in Pro Tools
during a very early age of it, so working with
a keyboard and a mouse has become a very
easy task.”

They recorded Peyroux’s vocals in the
control room, where she feels most comfort-
able, with a Neumann U67 through a Neve

1073 mic pre, “recorded flat,” then into an
Inward Connections compressor to Pro
Tools. “I would compress the upper side of
the mid, but I didn't touch the body and I
didn’t EQ,” Hadar says. With Peyroux in the
same room as her producer and engineer,
she can sing without “that scrutiny situation”
from the other side of the glass, which further
raises her comfort level. Plus, they can tend
to her needs more quickly, which makes for
a smoother process all around. “We’re right
there for her to make adjustments,” says Ha-
dar. “We all wear headphones, and from that
moment on, we're in her environment. We
can alter balances and once she’s comfort-
able, she can take off.”

A natural talent, Peyroux does her best
work when she’s not thinking about it too
much. “It's a very delicate process,” says
Klein. “I don't want to give her too much
input or direction, because most of the time,
she’ll start thinking too much about what
I just said. Almost always after 1 suggest
something, I'll say, ‘Okay, now forget what I
just said and just sing.’ Singing comes from a
very pure place for her, so we have all sorts
of methods to help her not think about what
she’s doing.”

The excellent cast of musicians—which
includes the core band, as well as touring
drummer Scott Amendola, Gary Foster (sax),
Sam Yahel (keyboards), Greg Leisz (pedal
steeD), Till Bronner (trumpet) and Larry Gold-
ings (celeste)}—plays from that same creative
place. “They’re all just phenomenal musicians
and share the ability to play more from their
heart than from their head,” says Klein.

They mixed at Market Street, as well, with
Hadar taking special care to maintain the
recordings’ spacious sound. “This was very
fragile content, so most of the stuff was left
untouched,” Hadar says. “I ran the entire mix
one more time through the Inward Connec-
tions EQs, just to get some mild sheen and
soft balance. I used the [ADR] Vocal stressor
and Waves plug-ins a bit on the vocals, but
in general, I EQ'd little and processed very
litle.” He then tumed the contents over to
Bernie Grundman for mastering.

With Careless Love selling more than a
million copies worldwide, Half the Perfect
World has a tough act to follow. But as
Peyroux’s timeless vocals move through an
innovative batch of material, listeners may
discover her most potent work yet. “We laid
a lot of the groundwork with the last record,
so from the outset, she was more comfort-
able and confident, and I knew how to bet-
ter help her from every angle,” says Klein.
“We worked together even better in every
facet of the process. It feels like a nice big
step forward.” n
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Bob Wills and His Texas Playboys

Legends of Country Music
(Columbia/Legacy)

I've gone through Bob Wills periods before—about once every
decade or so, | rediscover the great Texas fiddler and bandleader.
| listen obsessively for a while and then, for whatever reason,
forget about him again. But now, Legacy’s magnificent new
four-CD, 104-track retrospective has really gotten under my
skin. It covers the entire arc of his career, from his first record-
ings with the Fort Worth Doughboys in 1932, through his
influential late-"30s and "40s sides fronting the Texas Playboys,
which established him as the King of Western Swing, all the
way up to his last session in the early *70s. The first two discs,
especially, are mind-blowing: This is the crossroads where blues,
old-time country, Tin Pan Alley pop, Hawaiian and early jazz
meet and were fused into a distinctive sound that transcended
both race and style. Most of it is dance music—first and fore-
most, this was a great live band that loved to get people up and

and his Texas Playboys

N_y,u; ' lm

dancing. The virtuosity of the group is often astonishing: It's a
crime that steel guitar titan Leon McAuliffe, guitarist Eldon Shamblin anc pianist Al Stricklin are not better
known. The solos are spread generously around the band, as Wills plays the genial leader and emcee,
punctuating tunes with his famous “aw-haaa!" or “Play it, Leon!” Tommy Duncan is the main singer
through the decades—another underrated figure—but I also love the mischievous twang in Wills' vocals.
This is good-time music through and through—a real treasure trove.

Original producers: Art Satherly (and a handful of others). No engineers listed. Recordings made
in un-named studios in Dallas, Chicago, Hollywood, Fort Worth and Nashville. Compilation producer:

Greg Geller. Mastering: Vic Anesini/Sony Music Studios (New York City).

The Red
Jumpsuit
Apparatus
Don‘t You Fake It
(Virgin)
This CD's staying on
Repeat. The breakthrough album by the Red
Jumpsuit Apparatus charges out of the gate with
afeel that's hard to categorize—they deftly merge
screaming metal riffs with layered harmonies,
bringing a mature and pop-ish sensibility to good
ol rock ‘n’ roll. While frontman Ronnie Winter
does a fine job of keeping up with the scorching
guitars of Duke Kitchens and Elias Reidy, I'd like
to see him toughen his stance a bit. The rhythm
section of bassist Joey Westwood and drummer
Jon Wilkes keeps the energy high throughout.
Producer David Bendeth (Breaking Benjamin,
Hawthorne Heights) lends his subtle expertise,
but clearly wants to allow the young group to go
where their musical tastes take them.
Producer/mixer: Bendeth. Engineer/digital
editing: Dan Korneff, John Bender, Kato Khand-
wala. Studios: Water Music (Hoboken, N..),
Right Track (New York City). Mastering: Ted
Jensen at Sterling Sound (New York City).
—Sarah Benzuly

—Blair Jackson

Gigi

Gold and Wax
(Palm)
“Mesmerizing” is
the word for this
second eclectic col-
laboration between the stunning Ethiopian chan-
teuse Gigi (Ejigayehu Shibabaw) and the always
adventurous and creative New York producer Bill
Laswell. | don't speak Amharic, but so much is
communicated through Gigi's hypnotic, carefully
layered vocals and the spellbinding arrangements,
which—typical of Laswell—run the gamut from
soulful funk, to “worla music” touches from india
and West Africa, to jazzy and spacy excursions.
It's a wonderful recording, with each layer of
percussion, keyboaras of unending variety, airy
guitar atmospherics, peppery horns and swelling
string patches given its own place in the spacious
but present mix. Above it and through it all, Gigi's
vocals dance and glide—a glorious instrument,
t00. A rich, poly-cultural brew.

Producer: Lasweli. Engineer: Robert Musso.
Additional recording: Abegasu Shiota. Studios:
Orange (Orange, N.J.}, Kabena (Springfield, Va.).
Mastering: Michael Fossenkemper/Turtletone
(New York City). —Blair Jackson
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LindaRonstadt
and Ann Savoy
Adieu False Heart
(vanguard)

What a heavenly match:
Ann Savoy is a singer
known for her wonderful Cajun-flavored music in
the Savoy-Ducet Band and the Magnolia Sisters.
Linda Ronstadt is, well, Linda Ronstadt—she
brings magnificent chops, great taste and an
authenticity to any project she tackles. This splen-
did collection of nouveau Cajun and acoustic
roots music features tunes by the likes of Richard
Thompson, Julie Miller, Bill Monroe and even a
gorgeous reworking of “Walk Away Rene,” and
every second of it rings true. The way the singers’
voices blend, the always tasteful accompaniment
by guitar, fiddle, banjo, dulcimer, bass and an oc-
casional mini-string section is just about perfect.
This is music of longing and sorrow mostly, but it's
also achingly beautiful. A true gem.

Producer: Steve Buckingham. Recorded and
mixed by Gary Paczosa; additional engineering by
Brandon Bell. Studios: Cypress House on Bayou
Tesche (Parks, La.); Minutia (Nashville); The Plant
(Sausalito). Mastering: Doug Sax with Sunny
Nam/Mastering Lab (Ojai, Calif.). —B8lair Jackson

Sailover
(Hightone Records)
His name isn‘t a house-
hold word, but PF
Sloan holds an essen-
tial piece of the American musical puzzle. In the
1960s, he played on recordings by The Mamas
& The Papas and wrote Johnny Rivers’ hit “Secret
Agent Man,” as well as one of the most powerful
anthems of that era: “Eve of Destruction.” That
song stifi resonates, and Sloan reclaims it on his
first U.S. album in 30 years, Sailover. This release
features superb original songs, strong vocals and
guest appearances by Lucinda Williams, Frank
Black and Buddy Miller. Sloan bridges the gap
between his early days in the L.A. folk scene and
his present state of mind, and shows us he’s lost
none of his edge and none of his brilliance.
Producer: Jon Tiven. Engineers: Tiven, Jake
Burns, Earl Drake, Miles Wilson, Matt Yelton, Eric
Corne, Dusty Wakeman, Fran Kowalski, John
Hurley, Paul Gannon. Studios: Hormone Studios,
Loud Studios, Big Ears Studio, Sound & Video
Creations (all in Nashville); Mower Studios, Mad
Dog Studios (L.A). Mastering: Jim Demain/Yes-
Master! (Nashville). —Barbara Schultz




s THE PROFESSIONAL'S SOURCE

800-947-5508 | 420 Ninth Ave, New York 10001 | We Ship Worldwide  |PHoT0 - viDEo - PRO AUDIO

World Radio History




HEh ANnNue

Open

All Photos by Paul Lester

Country Club as the audio industry came

10 play at the 1Ith Annual Mix L.A. Open
last June and support the causes of the Mix
Foundation. First-place honors went to The
Village team with a score of 56. Second
place went 10 Team Ed Cherney with a
score of 58, followed by third-place finish-
ers The Document Room with a score of
60. Closest 1o the Pin honors went to Gabe
Whyel. Craig Rovello won the Longest Drive
contest and Chris Rossasen walked away
with the Longest Putt Award.

ﬂt was another beautiful day at Malibu

Eddie Money proctices his putting.

Through the generous support of the
event’s sponsors, the Mix L.A. Open was
once again a huge success. Proceeds from
the golf tournament and silent auction will

The Village teom—
{L-R) Len Kay, Chris
Rossasen, Charlie
Bidwell and Cort

McCown —took
home first place.

go to the House Ear Institute’s Sound Part-
ners program and the Sound Art program of
Los Angeles. For more information and pho-
108, please visit www.mixfoundation.org.

On the course with
{from left) P&E
Wing teom mam-
bers Steve Geno-
wick, Al Schmitt, CJ
Vanston and Jimmy
Mitchell

L-R: Mix L.A. Open honorary chairman Ed
Cherney, Mix Foundation president Hillel Resner,
P&E Wing executive director Maureen Droney,

Remote Recording president Karen Brinton and
The Village CEO Jeff Greenberg

{L-R} Mr. Bonzai, Record Plant president Rose
Mann Cherney, honorary chairman/engineer/pro-

ducer Ed Chemey and musician/composer/pro-
ducer CJ Vanston

Second-place Finishers (L-R): Brian Edelman, Charlie MocDonald, Chuck Cherney and Ed
Cherney, with the ladies from Pin-Up Golf and Mix Foundation president Hillel Resner
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Mike Frankdin (left)
and Andrew Wild
from Euphonix
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Warner Brothers

Golf Batl Sponsor
Yamaha Corp. of America

Hat Sponsor
Shure 1nc.

Hole Sponsors
Absolute Music

CE Pickup

Record Plant

The Document Room
The Pass Studios

Sound Design Corporation

Closest to the Pin Sponsor
Producers & Engineers Wing/Recording Academy

Quontegy’s Mike
Porter (left) and
Joshua Herron with
their Black Diamond
External Hard Drive
and Ed Chemney

Greg Ladanyi
fleft] with Al
Schmitt
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From interactive CD-ROMs on the latest music software offerings to comprehensive books on music production, recording,
engineering, and the music industry, Thomson has a solution for every musician.

A Historical Toys through
San Franciscg

Recarting Stuigs

The Insider Audio Bathroom Reader

“In a nutshell, which is where he belongs,
Lehrman is a genius!”
—Phil Proctor of Firesign Theatre

A collection of Paul D. Lehrman’s insight-
ful and humorous Insider Audio columns
and interviews from Mir magazine.
Includes columns that Mir couldn't print,
plus 20 pages of Paul's favorite jokes!

Come to the AES booksignings at the Mix
booth (#1526) on Octaber 7th and 8th!

I These Halls Could Talk
A Historical Tour through San Francisco
Recording Studios

Leading Bay Area artists, producers, engi-
neers, and studio owners take readers on
a guided tour through some of San
Francisco’s top recording studios, ventur-
ing behind the scenes of popular music’s
hottest albums.

Home Recording Studie: Build it Like the Pros
Acoustic Design for the Home Studio

Ready to make a professional home stu-
dio? Home Recording Studio: Build it Like
the Pros will teach you how to construct
it, and Acoustic Design for the Home
Studio will show you how to improve its
acoustics.

The new Skill Pack series provides fully

integrated book and CD/DVD instruction
on difficult to understand music technol-
ogy topics. The source files on the com-
panion disc are the building blocks you

use to construct the book’s projects. This
“learn by doing” approach helps to make
difficult concepts easy to grasp.

Check out the newest Skill Packs:
MIDI Sequencing in Reason: Skill Pack

Using Reason’s Virtual Instruments:
Skitl Pack

Uttimate
Personal

Rec“"""g Studio

-_

HANDE O [

o — ﬁ

o,

Faces of Music
25 Years of Lunching With Legends

Mr. Bonzai's collection of over 400 photos
and 160 interviews with music industry
heavyweights. See why EQ’s Eugene
Robinson calls it “an unqualified work of
mad genius.”

Come to the AES book signing. October 7th
from 3-4 PM at booth 119!

The Ultimate Personal Recording Studio

Get maximum results from a minimum
amount of equipment! EM's Gino Robair
presents an all-in-one guide on how to
set up your home recording studio and
start recording!

The Mixing Enginees’s Handbook,
Second Edition

The new edition of the bestseller provides
completely updated information on tips for
a loud mix, hypercompression, mixing
for Internet distribution, MP3 encoding,
streaming audio, audio codecs, de-essing,
gating, surround sound mixing, and
much, much more.

Plug-in Power
The Comprehensive DSP Guide

Audio Plug-ins CSi Master, Volume 2

Welcome to the only guides you need to
master the world of plug-ins. Plug-in
Power: The Comprehensive DSP Guide
provides in-depth explanations of the
plug-ins that are used every day in audio
software, digital consoles, and digital
audio processors. Prefer to learn by CD-
ROM? Check out Audio Plug-ins CSi
Master, Volume 2.

Come see us at AES Booth 119 for author signings, discounts, and more!

Not coming to the show? Order now at 1.800.354.9706 o visit WWW.Courseptr.Com.

Our products are also available at Borders, Barnes and Mehle.Guitar Center, and www.Amazon.com/musictech
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by Bud Scoppa

At Radio Recorders, located on the corner of
Santa Monica Boulevard and Orange Avenue,
an ongoing effort is underway to restore the
oldest studio in Hollywood—the birthplace
of Bobby Darin’s “Mack the Knife,” Sam
Cooke’s “You Send Me;” the Beach Boys’
“Help Me, Rhonda,” Bing Crosby’s “White
Christmas” and Elvis Presley’s early RCA
sides—to its former glory. Clearly, this is
an ambitious undertaking, as the operation

Dwight Yoakam looks on as LA. City Councilmember
Tom LaBonge unveils Radio Recorders’ landmark plaque

attempts to compete with the numerous
nearby high-profile facilities. On one side
of the nicely landscaped entrance to the
building, which was built by RCA Victor in
1928, a recently erected sign denotes Radio
Recorders’ status as a historic landmark;
on the other, a homeless person sleeps
on a bus stop bench—the contrast is a
microcosm of the challenge facing partners
Paul Schwartz (who has operated the
studio for the past two decades), Michael
Dumas and Pride Hutchison.
Drummer/producer Hutchison and
Dumas, who has done Dwight Yoakam's
live sound for years, were scouting studios
to work in when they came upon the
building, then called Studio 56, and offered
to enter into a partnership with Schwartz,
who welcomed the infusion of cash,
energy and vision. They new co-owners
began the renovation in 2000, installing the

requisite Neve console (a VRP60) in Studio
A, turning Studio B into a Pro Tools suite
with a Sony DMX-R100, putting a cherried-
out Trident MTA-90 in C and setting up the
cavernous Studio E, where all of the above-
mentioned classics had been recorded,
as well as a soundstage for video shoots
and live recordings. The partners refaced
the walls and floors, being careful not
to tamper with the details that make the
facility unique, and brought in their
ample collections of vintage gear.

Gradually, clients started to appear,
and Radio Recorders got its first
high-profile customer with Lucinda
Williams, who had her 2004 live
album mixed there and then returned
to track her next studio album.
Meanwhile, Dumas and Hutchison
used the studio for their own projects,
including the sessions for Yoakam’s
upcoming album and a number of
projects for Hutchison’s Explosive
Records, most notably the debut LP of
alt country newcomer TJ McFarland
and a pair from Chambers Brothers’
frontman, Lester Chambers.

“We're all here for the music,”
says Hutchison, who moves at double
speed through the hall, his optimism
infecting everyone in the building. “I'm all
about John Lennon, Bob Marley—keeping
the spirit alive.” From the spring in his step
and the sparkle in his eyes, you can't help
but believe that these guys are going to do
just that.

One longtime Hollywood studio owner
who decided the grass was greener on
the other side of the Cahuenga Pass is
Marc Graue. He moved his Marc Graue
Voiceover Studios from a seedy section of
East Hollywood Boulevard that was not
especially attractive to high-end clients to a
two-story brick building in a quiet Burbank
neighborhood. The move happened around
the same time as the Radio Recorders
reclamation project was getting under way.

The affable, dulcet-toned Graue, who
began his career in radio, has many more
competitors these days than he did 25 years

—CONTINUED ON PAGE 178
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SKYLINE

by Rick Clark

Whenever I bop over to East Nashville, 1
invariably end up at the local coffee shop
hang called Bongo Java. It is probably
the best place to meet some of the most
interesting and intelligent creative folks in
town. It was there that I met Warren Pash,a
gifted songwriter, artist and producer, and
also one of those discriminating listeners
who loves to hear a good song. The first
time I dragged Pash over to my office and
played him some tracks, it was clear that
he’s a pull-no-punches kind of guy and
someone 1 can count on for thoughtful
and instinctive feedback.

Pash rolled into Nashville in 2000 from
Portland, Ore. His music career began in
1978, when, as a kid from Montreal, he
bought a one-way plane ticket to LA.
Three years later, he found success as a
songwriter with Number One hit “Private
Eyes,” recorded by Hall & Oates. Pash
began co-writing with the likes of Gerry
Goffin, Carole King, Alan Gordon (“Happy
Together’), Dan Hill and even Bryan
Adams, who showed up unannounced
at his front door one day to write a song.
As a musician and antist, Pash has shared
the stage with The Pixies, Roger McGuinn,
Lucinda Williams, The Waterboys, Todd
Rundgren and The Mekons, and he’s even
played bass for R&B legends Screamin’ Jay
Hawkins and Rosco Gordon.

Recently, during a night of listening
to good music, Pash wowed me with a
preview of two labor-of-love projects
he’s been working on: a solo album titled
Plastic Rulers and an album by singer/
songwriter Tupper Saussy called Chocolate
Orchid Piano Bar.

Pash started by playing Plastic Rulers’
song “Child’s Play”; it's a perfect slice of
guitar-driven Anglo pop/rock—part Tom
Petty, part Big Star, with clever descending
bass lines, a taut string section and rock-
solid drums. Pash paints a scene rife with
apocalyptic images that are only “child's
play” as compared to what's evidently
coming down the line. Well, it was love at
first listen. 1 started listening to the album
from the top, and it's a gem.

Plastic Rulers was largely recorded in
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a home studio in East Nashville on an MCI
2-inch at 15 ips. Additional tracking and
overdubs were done at Sound Emporium,
Sound Stage and Sheryl Crow’s Talent Shop
studio (all in Nashville). The album was
mixed by Eli “Lij” Shaw at his studio, where
Pash cut most of the basic tracks. It was
mastered by Eric Conn and Don Cobb at
Independent Mastering on %-inch at 15 ips.
After we listened to Pash’s album
that night, he began excitedly telling me
about his work with Tupper Saussy and
his crusade to make people aware of his
work. Tupper Saussy is one of those names
that is hard to forget once you hear it, but
I had trouble placing it until Pash asked
me if I remembered Saussy’s group called
the Neon Philharmonic, which scored with
“Morning Girl,” a late-’60s baroque-pop hit
that sounded anything but Nashville. In fact,
most of the Nashville music community
knew little to nothing about Saussy—and
they still don't. When the single and the
album, The Moth Confesses, was announced
at the NARAS Nashville chapter’s Grammy
Awards ceremony in 1969, Saussy recalls
they “got a sprinkling of polite applause.”
If Saussy had been living in L.A., he would
—CONTINUED ON PAGE 178

Warren Pash—songwriter, recording artist, produces, cof-
fee drinker—is currently working on two labors-of-love.

METRO

by David Weiss

The technical importance of
having a great console in a
control room has arguably shifted
in the past several years, but the
emotional significance has not.
Special mixing desks have the
power to inspire, and in the
hands of the right engineer, can
take a tracking or mix session
to a place that a DAW alone just
can’t. New York City is home
to some of the most intriguing
fader-equipped mechanisms.
Located in a historic
vaudeville theater in the Lower
East Side, The Space makes a
big impression even before you
reach the Augspurger-equipped
control room, thanks to its 60-
foot (four-story) ceilings and old-

to a wide array of distinctive features.

“I wanted something that was either an
industry standard or something completely
different that didnt sound like anything
else,” Benny says. “This Acoustilog was
built in 1972, and is a blend of an API,
Helios and Harrison. Like any Neve board,
sending potential,
GML-type automation, with master faders
that are VCA and mini-faders that are nct.”

While the board’s sonics and API-style
EQs pave the way for electrifying mixes, it
also has many advanced features; most eye-
catching is the “Spectrum Multilyzer” plasma
metering, which turns the meter bridge into
an instant source of very visible spectrum
analysis. It's all part of a board you just want
to be with. “With a unique board, you can
get a straight sound, or just engage it a little
more and define the mix in another way,”
Benny notes. “This Acoustilog lets you tailor
a different mix that you wouldn’t necessarily

there’s tremendous

be able to get in other ways or places.”
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school-meets-new-school vibe. Inside the
command center, clients cant help but
get excited to start mixing on owner Guy
Benny’s Acoustilog GB-1 console. Designed
by the renowned Al Firestein, the 32/62-
channel remix board wraps around the mix
position in a subtle triangular arc, giving
the mixer ergonomically excellent access

COAST

The Space’s Guy Benny (left) and Walker Pettibone

Excello Recording is home to a spacious
and airy live room on one side of the glass
and a tanklike Calrec Series B 40x16x18
console on the other. Built exclusively for
the BBC, the board is one of only four of its
type ever constructed, and it was used to
broadcast and record from London’s Royal
Albert Hall from 1990 to 1999. Put into
retirement by the Brits, it has since found a
most appreciative fan club in Brooklyn.

“The BBC wanted a console with what
you want, 10o,” says Excello partner/engineer
Hugh Pool. “Low distortion, loud and clean
with tons of headroom. All of the output
cards have hand-wired Lindahl transformers,
and the weight when you pull them out is
amazing—approximately six ounces per
board.” Although Excello initially sought a
Neve or API to complement its wealth of
vintage gear (including an equally notable
Neve 12x4 1063 sidecar), the studio and its
clientele have fallen in love with the Calrec’s
extreme flexibility and ultra-low noise.

In the August 2006 issue of Mix, Gary
Eskow wrote an article about Room 309
at Sony Music Studios, an outstanding mix
facility that may soon be officially renamed
The Dave Smith Room after its brilliant
designer, who passed away in June. The
surround-capable room is attracting its
share of followers, many of whom return

—CONTINUED ON PAGE 178
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RECOMBINANT MEDIA LABS
PUSHING BOUNDARIES OF AUDIO AND VISUAL SURROUND

“We're cultivating methodologies for an A/V institute of experiential
engineering,” says Recombinant Media Labs (http://recombinantmedia
.net/) founder and conductor Naut Humon. Lofty words to be sure, yet this
is an entirely fitting description of the work happening in this San Francisco
audio/visual production and research facility .

Humon is known in many circles as an “inter-media” pioneer through
decades of work with projects such as the electronic ensemble Rhythm and
Noise and the abstract audio group Cellar M. However, he found even earlier
career success creating immersive multimedia theater projects
such as “audience mobilization and abduction events,” in which
observers were transported through custom-constructed indoor
and outdoor locations. These ‘70s and ‘80s experiments led to the
‘90s presentation of the “Sound Traffic Control” project, which
depicted the metaphor of a virtual sonic “airport” where various
music cargo would land, taxi and take off from an imaginary runway
filled by roaming audience “passengers” amid dynamic audio
trajectories. This “immersive orchestral” concept was realized in a
1991 Tokyo spectacle, complete with a symphony of 800 speakers
and a corroded air traffic control tower. This “Recombinant”
event toured the international festival circuit and featured many
of the artists on the Asphodel Records tabel founded by Humon’s partner,
Mitzi Johnson; Johnson and Humon later installed a permanent performance
and exhibition arts center in San Francisco dedicated to the exploration of
spatial media synthesis through an elaborate multichannel surround cinema
environment.

“Our emphasis is to build a bridge between the cultural, commercial and
educational worlds,” explains Humon. On the “conventional” side of things,
Asphodel Studios features a hot-rodded Neve VR-72 with Flying Faders, a
48-channel Pro Tools HD Accel system with Apogee converters, PMC and
Dynaudio monitoring, an extensive plug-in collection and a host of outboard
gear from Manley, Crane Song, GML, Pendulum, Lexicon, Universal Audio and
others. There’s also a lavishly equipped video editing suite and a modular
analog and software synthesizer chamber. “Those rooms work well for clients,
advancing recording, mixing and audio to image soundtracks or gaming
DVD possibilities beyond the realm of the popular home or public studio
market,” says Humon, who cites as an example a recent undertaking with
Lou Reed overseeing the
mix of German ensemble
Zeitkratzer's arrangement
of Reed’s 1975 landmark
noise album Metal Music
Machine for live strings,
brass and strummed piano
interiors.

At Humon's facility,
that would be on the
traditional side. Down
the hall, a large, flexible
black box theater venue
houses a full-fidelity

The Neve VR-72 in Studio A
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Above: Surround Traffic Control; left: Naut Humon

16.8.2-channel L-Acoustics P.A. array and a high-
definition 10-screen Optima video projection
system that displays panoramas up to 360
degrees. This configuration constitutes a rectangular room specification for
the updated Surround Traffic Control cinesonic system.

Humon describes RMLUs surround model as a “hybrid of different spatial
techniques,” ranging from traditional vector-based panning to targeting
spherical harmonics and phase relationships via Ambisonics soundfield
resynthesis technologies. One example of these immersive modes is
wavefield synthesis, which uses clusters of speakers that pixelate a localized
“periphonic image.” So what does all this spatial media synthesis mean to
the observer? Put simply, the ultimate surround cinematic experience.

“In most film theaters, you have various setups of speakers; usually
its 5.1 or 7.1 along with a single large screen,” explains Humon. “We've
expanded ours out to be a scalable format for up to 16 channels going
around the room, where there’s a cubic formation featuring eight speakers
in a circle above the screens and eight below to permit 3-D X, Y and Z audio
trajectories for horizontal, vertical and diagonally directed sound.” Thirty-
two additional transducers under the carpeted floor deal with the vibration
of bass as a discrete element, along with an extra 8.2 channels for sculpting
multiple mono and stereo crossovers for infra-bass. Max MSP, Supercollider,
PD and Kyma platforms are also used to write custom spatial DSP software,
including Immersive Media Research (http://im-research.com).

To some, RMLU's Surround Traffic Control matrix might seem esoteric, but
Humon visualizes mass-market potential. “We're blessed to be working with
vast resources and abilities, but we don’t want this to become a place of
technological exposition,” he insists. “This lab exists for the purpose of
creating aesthetic concepts and content that become the substance of the
great music and visual experiences that we will remember in our lives. If
the global artists in residency here can paint their open canvas with some
fresher tools and transfer and scale these performances to other venues and
festivals, we can help to inspire those who will dare to build similar sites
with our architectural modets.” —Sarah Jones



AN {0l8INInY THE BAY

|
THE ANNEX
JAZZ LEGENDS GATHER 'ROUND SCOTT

American-born  jazz  keyboardist
Rhoda Scott has lived in France for
30 years, but her recent tour took
her through Northern California,
and included time out for a
recording session in Studio A at
The Annex (Menlo Park, Calif.; www.
theannex.us). Producer Pete Falico
arranged for Scott to play her B3
with an impressive “pickup band”
that included saxophone players
Red Holloway (Lionel Hampton,
Billie Holiday, Sonny Rollins,
Dizzy Gillespie) and Plas Johnson
(Henry Mancini, Frank Sinatra,
Nat King Cole, Barbra Streisand).
Each of these stellar horn players
Front, from left: Lucien Dobat, Plos Johnson, Rhoda Scott, Red contributed an original composition
Holloway, Carl Lockett. Behind the board: producer Pete Falico  to the project. Holloway's “Waitin’
{left) and Annex engineer Russell Bond. for the Plane” was written en route

to the gig; Johnson's “Reveries”
emerged during a lunch break. Also sitting in were Scott’s longtime drummer, Lucien Dobat, and
Bay Area jazz guitarist Carl Lockett (Chuck Mangione, Jimmy Smith). The €D, From C to Shining C, is
available from CDBaby.

SF SOUNDWORKS
BRINGING THE MUSIC BACK HOME

High-end, three-room facility
SF Soundworks (San Francisco,
www.sfsoundworks.com) is
making good on its motto:
“Bringing the music back
to San Francisco.” “We're
expanding our guest suite and
have had projects in from all
over,” says resident producer/
mixer Tony Espinoza. “Just in
the last month, we've had folks
in from Australia, Nova Scotia,
L.A., Nashville and Boston.”
Soundworks comprises Studio
1 with its SSL 9072 J console,
a 9000 J equipped Studio 2
and Studio 3, a Digidesign
At SF Soundworks: Marco Moreno of Modderoto, Laredano Crisan ProControl-based indie suite.
of SF Soundworks and mixing engineer Joe Chiccarelli Recent  projects  include
Espinoza mixing a single by EMI
| artist Subtle in collaboration with Sub Pop’s Wolf Parade; Aaron Dematteo engineering an upcoming
| Harold Budd album with producer Robin Guthrie (Cocteau Twins); Loredana Palomares helping Sound
Tribe Sector 9 track an upcoming release; and Joe Chiccarelli mixing Australian recording artist Kara
Grainger and the session with Modderato (pictured above).

TINY TELEPHONE

At Tiny Telephone, engineer Alex Newport (left)
with Two Gallonts: Adom Stephens [center) and
Tyson Vogel

Recent sessions at John Vanderslice’s Neve
5316-centered indie Mecca, Tiny Telephone (San
Francisco, www.tinytelephone.com), include
local Saddle Creek Records rock ‘n” roll band Two
Gallants, mixing with engineer Alex Newport. In
addition to the hard-working Gallants, recent
visitors have included Anti artist Jelie Holland
with engineer Justin Phelps, and Sam I Am with
producer Chris Moore.

BLUE SEVEN AUDIO

Christopher Scott Cooper has spent 10 years
engineering at The Annex, but he also runs his own
project room in the East Bay. Blue Seven Audio
(Fremont, Calif.; www.bluesevenaudio.com) is
equipped with a 56-channel DDA DMR-12 console,
Audix 1A and Dynaudio BM-15A monitoring, and
requisite Pro Tools setup (HD 3 and MIX|24). This
summer, Cooper was busy mixing/co-producing
Genre Peak’s latest electronica €D, Ends of the
Earth, engineering/co-producing prog rockers
Metaphor and mastering the debut by S.F. indie
band Needle.

BROKEN RADIO

Greg Bornett, Matt Boudreau and Ricky Carter

Engineer/producer/mixer Matt Boudreau's Broken
Radio studio (Emeryville, Calif.; www.brokenradio.
com) features a 1980s-built Trident Series 16/24
console and Pro Tools HD 3 Accel system.
Boudreau’s long list of local clients includes
numerous local bands and solo artists, including
former Cirque du Soleil guitarist Greg Barnett, who
was in to track drums for his upcoming release.
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ago, when he started a voice-over operation
at the old Cherokee on Fairfax Avenue.
Nonetheless, the facility’s four rooms and
video suite are teeming with virtually nonstop
activity. According to Graue, the studio
is doing so well because of competitive
pricing, a comfortable environment (“It's like
owning a bar,” he says. “People feel at ease
here.”) and, most of all, a flawless product,
professionally delivered.

At Graue’s joint, the bulk of activity takes
place between the civilized hours of 9 and 5,
with an extremely diverse clientele, including
“suits coming in from Wilshire Boulevard, a
lot of celeb stuff—in 45 minutes we're doing
the DVD commentary for another Simpsons
release—voice-over demos for people
wanting to get into the business, narration
for A&E’s Biography, ADR for the BBC—like
what’s happening in Studio 4—Disney and
MTV carntoons, commercial radio stuff. It
stays pretty busy.”

In this sector of the biz, mic selection is
crucial. “A lot of the time, we find ourselves
using Sennheiser 416s, which are shotguns,
especially for movie trailers, promos, that
kind of stuff,” Graue explains. “We have
a full collection: AKGs to Neumanns. But
with most of our clientele, the gear is not as
important as what they get. Studiowise, we
have no live surfaces at all—very dead. If
you walk in the booth, you can almost hear
your blood, because all you want is that
voice right in your face. Most of our stuff
is pretty direct—high-end mic pre’s going
into Pro Tools, and then a gazillion plug-ins
after the fact. The bottom line is, when you
hear the finished product on the radio or
TV, it’s gotta be, ‘Damn, that's clean!”

Another aspect of onrushing technology
that has dramatically impacted the VO
business is the Internet. “Now we post
entire TV shows on FTP sites,” the studio
veteran points out. “It's amazing how many
clients we have and have a great rapport
with that we've never even met in person.
Most of the successful voice-over guys have
home studios, which is why you don't see
anybody at the mic in the session that's
going on in Studio A right now. We now
have 10 ISDN lines because it's that busy.
Plus, we're getting more and more huge
QuickTime files. We're running beefy G5
duals in all of the studios with 6 to 8 gigs of
RAM, so they're real fast.”

So is the business as a whole, which is
hourly in nature and cut to extremely close
tolerances. “It's a very quick-paced job,”
Graue says, “and you need to be able to
think on your feet." n
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have been received with the kind of respect
accorded to someone like Van Dyke Parks.

“We were virtually unknown outside
the players we’d used on the sessions and
the people at Acuff-Rose {publishingl,” says
Saussy. “I never sensed that I was part of
mainstream Nashville music. I'm really an
outsider; as soon as [ feel I'm inside a group
of anything, I have to break out.”

Before the Neon Philharmonic, Saussy's
work in Nashville was primarily in jazz:
His earliest compositions were featured
on two early '60s albums of jazz piano he
recorded for Monument Records. He was
also commissioned to compose two large
orchestral works for the Nashville Symphony
Orchestra. His career as songwriter for Acuff-
Rose (Sony ATV) resulted in recordings by
Brenda Lee, Perry Como, Al Hirt, Patti Page,
Floyd Cramer, Chet Atkins and Ray Stevens.

Fast-forward to 2005, when Pash
happened upon an old 45 of Neon
Philharmonic’s “Morning Girl” in the East
Nashville Salvation Army thrift store and
was blown away. Six months later, Pash
was introduced to Saussy at a dinner party
at producer Fred Mollin’s house and the
two clicked.

What was initially to be a Neon
Philharmonic tribute CD quickly evolved
into an album concept Saussy had conceived
in 1975, called The Chocolate Orchid Piano
Bar, featuring just Saussy at the piano—no
other players. Pash and Saussy used the
“Liberace Baldwin” in David Briggs' studio,
House of David, and Ronnie Milsap’s
Yamaha at Groundstar Universal.

A self-professed “analog guy,” Pash
wanted sounds such as the damper hitting
strings and pedal thumps to be preserved to
enhance the authenticity of the performance.
“Unlike the Memorex commercial, where
the guy hanging on to his chair is being
pushed away, we wanted to draw people
in,” explains Pash. “To draw them in, Tupper
might play a soft passage that conveys a
vulnerability or sensitivity, and when he
sings, there are those moments where the
listener might wonder if Tupper’s voice will
really reach that high note, and when he
hits it, they say, ‘Wow!" We want the listener
involved, rather than impressed.

“One of the joys of making this record
was watching Tupper cut nine songs in one
day, five songs in another day,” concludes
Pash. “These are great performances. It
made me think of how producers like Rudy
Van Gelder and Tom Dowd must have felt
producing those great performance-driven
records back in the *50s and '60s." [ ]

Send Grapevine news to bs7777@aol.com.

Send Nashville news to mrblurge@mac.com.
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for Smith’s hand-built, 36-input, 12-bus
Massenburg GML console with Flying Faders
running on Neve Encore Automation. “This
console is unlike any Ive ever heard,”
says Joe Ferla, one of the most in-demand
jazz and rock mixers working today (John
Mayer Trio, Bill Frisell, Geoff Keezer). “It
has nothing in it: a fader, pan pot and some
aux sends. That's the console—no EQs, no
dynamics. The signal path is so clean and
short that the console’s sound is huge.”

There are a thousand Neves in the naked
city, and one had to squeak through into this
article. Among my personal favorites is the
one at Stratosphere Sound, where a bodacious
1979 Neve 8068 Mk II 32-input console with
GML automation resides, modified by Dan
Zelman to have 64 returns. Like the studio’s
owners, which include Fountains of Wayne's
Adam Schlesinger and former Smashing
Pumpkins guitarist James Iha, the board is at
once old-school and as hip as they come.

“The Neve bridges the gap between
big studios and home studios,” explains
Stratosphere chief engineer Geoff Sanoff.
“The current process of music creation has
provided a democratization for clients who
may not do the entire project at our studio,
but do have a need for what we provide at
some stage.” In addition to modifications
for increased flexibility, Zelman's efforts
launch the sonics of Stratosphere’s Neve
into the—well, you know. “It sounds great;
it's a really punchy-sounding console,” says
Sanoff. “When it was recapped, it got back a
lot more of its claf‘ity and zing. People think
of Neves as being dark and warm; I'd say this
console is warm, but not dark. It's not bright
like an SSL, but it's a really live-sounding
console that breathes nice and wide.”

No list like this would be complete
without the hand-built, wood-appointed desk
that resides in one of the most unforgettable
rooms in New York City: Studio C at Sear
Sound. Looking out onto the natural light,
plants and hundreds of microphones that
comprise the 11,500-square-foot live room,
the custom-designed, Class-A, 60-input
console with Flying Faders and Avalon EQs
translates sound faithfully.

“It's quite flexible, with 24 buses if you
need that many, but always direct,” says
owner Walter Sear. “A console is a big
lump in the middle of the room that splits
it acoustically. If the musicians don’t play
musically, then nothing in the control room
is going to fix it. So the key is actually to get
a good performance.” What a concept! W

This is the first in a series on consoles, so let
me know why your Board should be featured
next by e-mailing david@dwords.com.
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—FROM PAGE 24, SURROUNDING THE AUDIENCE
Dolby, ABC developed a high-rate version
of Dolby Digital that runs at 640 kbps as
opposed to 384. The high data rate allows
more encode/decode stages with less signal
degradation. “It’'s not necessarily the perfect
solution,” says Hilson, “but it was a way for
them to get on the air with 5.1. And the dif-
ference is pretty hard to tell, unless you had
the original audio to compare it with.”

ESPN, which like ABC is owned by
Disney, also doesn't use Dolby E. (Recently,
ABC dissolved its remote operations unit and
turned everything over to ESPN.) To get the
audio from ESPN’s trucks to the network, the
network uses a completely different method
of encoding: SRS Labs’ Circle Surround
matrix encoding. In fact, Scalise’s original
system for delivering surround used SRS’
technology for the entire signal chain—from
truck to living room. “It was the simplest way
to transport the audio and still be compat-
ible,” he says. “It can be decoded with Circle
Surround II and with Dolby Pro Logic II, as
well as Neural Audio’s decoder. It’s a stereo
signal until it’s told not to be by a decoder.

“The SRS system does a little moving of
stereo cues from front to rear and vice versa,
so you don't get holes in the surround field,”
Scalise continues, “The more separation there
is between the left and right channels, the
more it gets sent to the rear. Things in the
front channels with reverb or echo effects
extend to the rear. Even though we're build-
ing the sound design for surround, the music
we use is all delivered in stereo, so the music
will envelop the user and blend in better with
the overall mix. In effect, the decoder is up-
mixing it. For example, instruments recorded
in stereo or elements like overhead drum
mics will be all around you, while the snare
in mono will be in the front. s it true to life,
is it the way they recorded it? No. But does it
add to the ‘wow’ factor? Yes.”

It also explains why no one—like the
sponsor—complains when a stereo com-
mercial is played in the middle of a surround
sports broadcast. The Circle Surround system
makes sure there’s interesting content in the
surround channels even when there was
none to begin with. At the network, the
Circle Surround gets decoded to 5.1 and then
re-encoded to Dolby Digital. The metadata
in the stream is inserted at the network.

For ESPN, the priority is to make sure
the affiliatess—which, in its case, means
cable head-ends—have to worry as little as
possible about the signal. Because there are
tens of thousands of head-ends among the
network’s subscribers, and some large sys-
tems themselves have as many as 40 “virtual”
head-ends, allowing each cable company to
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decode and re-encode the signal is just asking
for trouble, not to mention that the hardware
cost would be huge. So after experimenting
for a year using SRS in the whole chain, ESPN
switched over and now—like other cable
networks that do surround, such as HBO
and Showtime—sends the same 384kbps
Dolby Digital audio stream over its ASIs that
the cable systems send their customers. Thus,
when the signal is turned around at a cable
head-end or by a DIRECTV transmitter, it
doesn't require any audio conversion.

All of what I've talked about so far has to
do with HD broadcasts. But the great major-
ity of television viewers in the U.S. are still
watching in standard definition (SD), and SD
has no standard for encoding surround audio.
Not surprisingly, different networks use dif-
ferent methods. And where there are multiple
surround formats, there are going to be differ-
ent ways of approaching the stereo mix.

“Some mixers do a totally separate stereo
mix off the desk,” says Adler, “or they’ll use a
Dolby 563 digital encoder to fold it into Pro
Logic II, which can be listened to in either
surround or stereo, or they'll use a Dolby
570 monitoring tool to downmix it.” When
Adler is at a game, he’ll generate a separate
stereo feed, but, “i’'s not really two mixes
since the balances are the same,” he says.
“I just use left-front, right-front and center.
I don’t bother to put the surround channels
into it because it’s mostly crowd.”

Despite the excellent technology and
the best efforts of the network engineers
and mixers, there are still many potential
pitfalls. “If it’s done right, from conception to
reception,” says Adler, “multichannel sound
can be very effective. But there’s an awful
lot that can go wrong, which is not in our
control as mixers. If it leaves the network
okay, you have stations broadcasting in
both SD and HD during the course of the
day, and sometimes their equipment isn't
working right to switch from stereo to sur-
round, or they don't have the equipment,
or they forget to push the right buttons. So
they end up broadcasting only channels 1
and 2—which are left-front, right-front—but
not channel 3, which is the center, and now
you've lost the announcer.

“Until last year,” Adler continues, “all
NFL games on CBS were sent on SD with
surround audio matrix-encoded in Dolby
Pro Logic. But they were getting a lot of
complaints from the affiliates related to
this—people not hearing the announcers
and other problems—so they pulled the
encoders out, and now they claim all the
complaints went away.”

Says Scalise, “We send SD down-convert-
ed from the HD signal. When that left-total/

www.mixonline.com

right-total [Lt/Rt] matrixed signal comes back,
before it gets decoded, it branches off to the
SD feed. That's where most of the problems
lie: Maybe the cable system is sending it out
in mono or maybe they have something out
of phase. Each transmission channel has its
own receiver, and we have to hope that ev-
ery one of those receivers is set up properly.
If they do something wrong, it can take a
perfectly good stereo channel and put it out
of phase, so your dialog goes away.

“Were more successful on the HD
side—it just passes right through and there’s
not much they can do to it,” Scalise contin-
ues. “Then the only issue is what the guy at
home does. Some receivers have bells and
whistles that don't necessarily do right by
surround or even stereo signals. The worst
we've seen is some TV sets with stereo
enhancers; sometimes to push the channels
out, they leave a void in the middle.

“The only really safe thing to send out
is mono—you can’'t screw that up, except
someone will turn the bass all the way
up and the treble all the way down, and
complain he can't understand what the an-
nouncer is saying. We do handle complaints,
and sometimes have a task force that goes
out to a particular market and solves the
problem. It’s all for our own benefit.”

According to Adler, “There are a bunch of
guys—hobbyists and pros—who are really
into this thing on the ‘AVS’ forum, and they’ll
talk about the programs as they’re on the air.
Sometimes they’ll talk about the game, but
also about sound and picture quality. It’s a
small group, but my bosses read that stuff,
so we have to pay attention.

“When everybne gets onboard with
digital transmission [which the government
has now mandated for February 17, 2009,
the day all analog television transmission in
the U.S. will stop], maybe the problems will
all go away. But right now, you're getting a
mishmash; it’s a real mess.”

As [ was finishing this two-part series, an
item in the local newspaper caught my eye:
Smaller college sports conferences—the Ivy
League, for example—are moving away
from network and even cable coverage of
their games as the sponsors are becoming
increasingly interested only in the bigger
schools and conferences. So what are they
doing? They're mo{/ing to Webcasts. What
are they going to sound like? One can only
imagine. ! |

Paul Lebrman'’s anthology of bis columns for
Mix and other essays and a few jokes, The In-
sider Audio Bathroom Reader, is now avail-
able from your favorite neighborbood and
online bookstore, and the Mix Bookshelf.
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ultra-low distortion, phase-coherent pr——
professional monitoring tools

designed to excel...
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multi-tracking ‘ Gray Organschi Architecture
1 Walters-Storyk Design Group
48-input AP| Legacy
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Nick Lloyd
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www.firehouse12.com - studio@firehouse12.com - (203) 785-0468
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LDs FAST!

Complete CD packages in :
just 7-10 days! Ultradisc is ’ w
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product that’ll blow you
away — and you'll get it in
record time at a great price.

ultradisc
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Give us a call at

(866) 2 CDSFAST
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www.cdsfast.com
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PLAY- T

PRODUCTIONS
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Think Inspiration Can
Only Be Found In the
Classics & Their Clones?

Listen to a CharterOak

gorgeous sound. rigid construction.

simple design. guoranteed for life.

GET INSPIRED! SEE US
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classics of tomorrow ™
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r more informat tact: Mark Furnas Managglng Director, mark@jimhalsey.com Mlc Preamp E Equallzer
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The Billboard Song Contest PO BOX 470306 Tulsa, OK 74147

The Billboard Song Contest offers unparalleled exposure among some of the music industry’s
most influential professionals. The top three winners in each of our 11 categories win great prizes

as well as placement on the 14th Annual Billboard Song Contest Winners’ CD. This CD ls a 9
compilation of the best songwriting the wovld has to offer, When we distribute the CD t ou ve a rea
exclus 15 In the music industry, it hange lives. It has. It will. And youcan beonit! Dld
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Want to check the phase and stereo compatibility of a surround mix ?
Do you know what the levels are outside the box ?
Do you need to match a DVD or last weeks mix ?
You know you need to align your DAW system.
Production work done here.

Leave your heart in AES Booth #1130
San Francisco, at the AES. &%ﬂlé.a i Oct. 6th-8th

www.colemanaudio.com (516) 334-7109 coley@colemanaudio.com

A

SR 5.1MKII Precise level control individual mutes and fold down to mono or stereo. Y
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cd & dvd manufacturing

W 5unset Woy. Henderzon, NV 29014
Call 0ddsOn Customer Service Cirect
ot {701) 3186001

www.0ddsOnRecording.com

e o
»

0dds On Blow-Out Discounts!

Includes on-disc printing, full-color printed bookiet, barcode and cello wrapping.

R 1750 500 | 1,000 | 2500
s | Cbs CDs | €Ds | (CDs

]

6 337 66 1

THE NEW PELUSO R14 RIBBON
ENJOY HIGH END RIBBON WARMTH
IN A VERY AFFORDABLE PACKAGE

www.soundpure.com / sales@soundpure.com
call toll free 888.528.9703

¢l

Pendulum

Loppse

~Sebatron~

Visit us at AES booth 1382 and 1487
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The savings
are North,
check your

Compass

Top Quality Brands Award Winning Service
Maximum Discount Prices

Northern Sound & Light*

www.northernsound.ne Toll Free: 1-866-796-6232




MARKETPLACE

AT 080 Repncation\ € Studio Suite 8
( ) Full Retail Ready Packeg.;e.s
‘ . State of the Art A/V Facilities )_ S _,,... = Q %; S |

Mastering - Editing - Authoring
P rog ressive Award-winning Art Department

Media & Music The Best Customer Service

www.progressivecds.com /
Toll Free: (800)421-8273

/
THERE’S AREASON WE'VE BEEN HERE 28 YEARS!

IN-HOUSE CD ¢ DVD ¢ VINYL ¢« CASSETTE
Includes: 1-color ookl
300 .SD.. $775.00 [,

film, jewelbox, shrinkwrap

I ooo c D s I 099 oo Includes: 4-/{2’0’!’booklel &
. 2-color (D label from print-ready
Package: L film, jewelbox, shrinkwrap
D.J. VINYL PROMO
' 0 0 '2” VINYL 579900 Addirional LP's: §1.30 each

500 127 vinvi $1,279.00 reomoer 571000
1000 127 vinvi $1,889.00 reoroez- $1319.00

WEVEMOVED!

o larger facilites
1n Canoga lark

Simplify your Manage your Organize your )

Ofiice Studio

PACKAGES INCLUDE: WHITE JACKET w/ HOLE © MASTERING @ FULL PROCESSING »
TEST PRESSINGS » 2-COLOR LABELS {stock bockground) ® SHRINKWRAP » QUICK TURN AROUND  ASK FOR OUR FREE BROCHURE! l 8 o o 4 5 o 5 ’ 4 o
| ] |

Product!

RAINBO RECORDS maviacrimise conronanon International: 1.818.752.3900
=, 8960 Eton Ave., Canoga Park, CA 91304 + (818) 280- 1100 £l g :": alter

Fax: (818) 280- 1101 + www.rainborecords.com « info(@rainborecords.com

SONIC CIRCUS $159.00

Serious Studio Infrastructure

The most comprehensive selection of recording
equipment in the world

FAT HEAD RIBBON

| SONIC
Shop online and take C l [{C LI S

advantage of frequent

buyer benefits. 6_!7-_606-0360
www.soniccircus.com
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MARKETPLACE

Synergy S6C24XL
Force 12 MP —

Force 36 MF

prctured with aptional
solid mahogany “cheeks”

Force 24 MF

P O. Box 1792 Sausalito, CA 94966
800.332.3393 415.332.3392 FAX 415.332.2607 OM13DL

www.omnifrax.com info@omnirax.com

The Industry Leader in Studio Furniture

= sy ‘ RUPERT NEVE DE6IGNS CHANDLEL LIMItED % ctigicdesign

CHANDLAR Lt I ' stw . .
Ay RAL L g TORGNTO

FPrRo Ao
Caanda s homess anlmetion of Arelog amd Dggresl Aadas Ll llate R

s, KORBY AUDZ0 TECHNLOGIES 30 SRR

tascam > {1

"o o Wl , www.stevesproaudio.com
v info@stevesproaudio.com
514-878-1014 416-999-8483

audiotechnica  5CHO T [TIW YAMAHA RODE Smm o IO e
Ut certain deaker agrecments net all praduces aveteltic & W baarions

peperciynamie ]l Evars| [EECEND
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MARKETPLACE

-Steve Albint

TRUE CLASS A MICROPHONE & INSTRUMENT AMPUFIER

Anew API™ 500 Series compatible * Mini/TT Patchbay

preamplifier module specially ‘ to DB25
blended for those with too
much fat in their diet! * All Normals & Grounds

are Reconfigurable
US distribution

i by Atlas Pro Audio . u
mbeguffgoﬂcdmg‘g Toll free 866-235-0953 audio accessories=72\,
www.atlasproaudio.com audio-line=

visit www.buzzaudio.com to find your nearest drug store Audio Accessaries, Inc. * 603/446-3335 - www.patchbays.com

Over 75 brands of NEW gear!!!!

Microphones - Preamps - A/D/A converters
Studio Speakers - Compressors - EQs

Featured Atlas Pro Audio Brands:

AEA Mics & Pres

(5 g T :
500 series API"™ compatible

preamps trom Buzz Audio Mojave Audio tube MA-200
. & Old School Audio signed Davic [ fics)

www.AtlasProAudio.com \
US Toll Free 1.866.235.0953 NOSHIPPING!!

The new Buzz Audio ESSENCE
Open until Midnight - 7 days EST s toneioior

& Old School Audio 500 series racks
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The IBP puts you IN PHASE

when the polarity button won t

Little Labs

1bp anstog phase alignmaent tool

The IBP Analog Phase
Alignment Tool @Iy

* Real-time all analog phase adjust
sweepable between 0° and 180°

No more compromising mic
placement due to phase problems

+4dB XLR balanced in and out

Internal re-amplifier and super
quality xfrmr isolated direct box

Rack mountable 4 to a 1U space

an1 6860 « SO0 642 0084
- * £ 5 AW e L J

\VVAVVEV VAN N ttlelab

HE SHOOTS,
YOU SCORE

WIN A SCHOLARSHIP TO LEARN
SOUND DESIGN AT VFS.

www.vfs.com/score

190 MIX, October 2006 » wwnw.mixonline.com

MARKETPLACE

Your band.
On a giant poster.

Just $199

Come on, you know
you want them.
Now Disc Makers
makes it affordable.
Get 300 huge

18" x 24" full-color
posters for just
$199 when you
place a new

CD replstion "’,’* WAN JAMES
if you order in = TBACKTO 0 THE WIND | =

2006, you get
60 extra CDs, free.

Call 1-866-677-7912 or
visit www.discmakers.com/mix

O DISC MAKERS

Vancouver Film School
2oth Anniversary Celebration

VFS is turning 20. To celebrate, we're
awarding $1 million in scholarships to
the best, the brightest, and the most
passionate aspiring artists.

Sound Design is a one year program at VFS that
concentrates on composing sound for film, television,
and the Internet, including soundtracks, scores, and
D) sets. VFS Sound Design has the highest rate of
post-grad employment among competing schools in
the industry.

All students who apply for the 2007 terms will be
awarded a scholarship until the money runs out.

i

Vancouver Film School
Where Results Matter




CLASSIFIEDS

MIXCIassiﬁed Ads are the easiest and most economical means 1o reach a buyer for your product or service. The classified
pages of Mix supply our readers with a valuable shopping marketplace. We suggest you buy wisely; mail-orderconsumers B Qass p" 060 2 ms?
have rights, and sellers must comply with the Federal Trade Commission, as well as various state laws. Mix shall not be
liable for the contents of advertisements. For complete information on prices and deadlines, call (800) 544.5530

Acoustic Products

(“ ]
SIEEN
58 Nonatuck St., Northanupton, MA 01062

Info: (413) S84-7944 Fun: (413) 584-2377

RDER: 800-583-7174

"After adding seven Manc 2l )
bass response in my masteryig RonImn)
smoothed out measurably and SVEYY
C "‘.’; 95 iy,
the sweet spot b gEOIE
—Bob Katz, Digt*/ OO
* Hushfoam ¢« R.P.G. D

Sonex * Sound Quilt » Mot

wwwisilentsource. cum “Take a Spn’n’hap,
infogsilentsource.cein and call me in the
QUALITY « PRICED RIGHT « INTEGRITY mo"‘h‘g_"
De. Tony

Only $599! Call MSR to
fill your prescription.
Learn why REALTRAPS has fast become the most sought*aftSrbean 800 497 2087

treating pro recording studios and listening rooms. Please Jur e WWW.msr-inc.com

for a wealth of product information, demo videos, and some
www.mixonline.com

explanations of room acoustics you'll find anywhere.
www. SoundSuckers.com

866-732-5872
Be Professional, Buy the Best!
Sound Isolation Booths

Custom Projects Soundproofing Products
& Free Advice Toll Free 1-888-833-1554 (or) 541-947-2602

DON'T WAIT TO PLACE
YOUR AD IN THIS SECTION! ' e

For more information, oom
SOUNO ISOLATION ENCLOSURES
please contact the MIX

Classified Department. Celebrating over 16 years of

. ; isper!
800-54 4_5531 reducing sound to a Whisper!
Recording, Broadcasting, Practicing

VOCAL BOOTH

Vocal, Practice and Broadcast Booths

416-885-4318

B\ ACOUSTIC|
ljegggonsulting

Products

|~.sOundcontrolroom...
toll free 866-788-1238
| S——

e M s RPG AcousTicTooLs
AcousticsFirst’| [eldnthbhblsmn
Fe. 888-765-2900 L ieaiaahal emoniaar [
Full product line for sound

control and noise elimination,
Web: http/Amww.acousticsfirst com

VocalBooth.com

MODULAR SOUND REDUCTION SYSTEMS
:
‘ ‘ - I
.
{

Listen to your dreams.
Foltow your heart.
Don't ever stop.

Simple Assembly
(Steel Framing)

Various colors
available

MDL 1021268
(85X105)

Cost Effective - £ -
——— 19 Sizes and 2 Lcvels of Isolation Available

- Calvin Mann d THINK Vocal, Practice & . :
in PEACE. Broadcast Boollg J Tl New! SoundWave Deflection System

Attenuation cases keep your PC gear : -

QUIET and COOL

541 "330'6045 Multl‘gl:'gisgigart\ssi\éagilable WWW SElearconusit;iEs.VCOm
510-655-3440
o om

{Change paraliel walls to non-paralie!)
Immediate Shipping!
www.whisperroom.com
Seulx ) Acoustics [ PRPNNGa, 423-585-5831

WWW.VOCALBOOTH COM
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Macintosh and

ProTools Consulting Sweet\Nater

6) Oakbog | music technology directg -
e e g | Ais a customer, Sweetwater's*"

service hiew me away. Now I'm
on the team!”

Cases/Covers ' - — Brandon McSwain, Sweetwater Sales Engineer

UNDER (‘0\’]‘ R
Custom Covers and Bag
Speaker Cabinets / L‘onsoles

286 Washington St. #2 Malden MA 02148
info@oakbog.com 617-480-6436
www.oakbog.com

E\lﬂl’ wonder what it would be

Anything!
www.undercovernyc.com 3
o servnaercocrt B | gan more al Sweetwaters | S‘a::‘vlfsf‘n";'é’:!e;"f
Online Career Genter. R
HG'“SWG Weh

« The Company «The Perks Video: '

\ « The Cufture - Current Openings Step inside the doors and

SEMINARS ON OEMAND get an in-depth look at

Audio production seminars on demand * The Community Sweetwater
are an exciting new medium for experi-

e Visit: www.Sweetwater.com/ Careers
call: 1-800-222-47100 Jett McDonald x-1052

Design & Installation Equipment For Sale

( a N JOSEPHSON ENGINEERING
CJUSED TSI 301-607-6607 C700A

Two-capsule condenser microphone

Specializing in audio/video/acoustic design Variable pattem
i H H For vocals, spat and far-field pickup.

& installation for studios and sound systems
\_ www.audiodesignsolutions.com ) .iosephwn‘ccm[

{ buzzaudio |

the future of
great recordings 1

| visit www.buzzaudio.com to begin... |

DON'T WAIT TO PLACE YOUR AD IN THE CLASSIFIED SECTION! For

details, contact the MIX Classified Department at (800) 544-5530. @V' ntagek| ng

Equipment Financing

* $100,000 Tax Write-Off in 2006
* $99 Payments For The First 6 Months
Specializing in Audlo-Video Visit Our Web Site
No Financials Required
New & Used Equipment

New Businesses
(With Clean Personal Credlt)

More high end, boutique audio manufacturers have given their
exclusive trust to Vintage King than any other dealer.
.Shouldn’t you?

Call: 800 626 LFCI
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CLASSIFIEDS

VT-2 Vacuum Tube Mic Preamp
www.dwfearn.com

ADL 670

D.W. FEARN

"ANTHONY DEMARIA LABS B8

STEREO MASTERING TUBE LIMITER
SERVICE/REPAIR-FAIRCHILD 670
‘ 845-255-4695
WWW.ANTHONYDEMARIALABS.COM

CLASSIC MICS '
FROM RUSSIA |

VINTAGE TUBE & FET
Telefunken, NEUMANN

| AKG, LOMO, OKTAVA, etc.
] TEL/FAX: 011-7-095-250-4200

Bt&V“

MUsIC STORE

TORONTO(416)593-8888
OTTAWA(613)789-1131
MONTREAL(514)878-2216

www.stevesmusic.com

OUR USED GEAR
IS ALWAYS SPECIAL

Providing safe used
equipment sales for 15 years.

Portable Iso-Booths

M

- "‘ www‘ftedhangorg‘&m

800.888.6360
clearsonic.com

We can help sell
your used gear, too!

Those Cheerful Folks at H.T.I.C.S.

(LEARSONIC

(610)865-9151 ¢ Fax(610)758-9999
E-mail: HTICS@aol.com

www.hticsproaudio.com

so|nd p[Jre

GEAR PRICES ADVICE
www.soundpure.com
sales@soundpure.com

THE MIC SHOP
TUBE MICROPHONES
BOUGHT/SOLD/SERVICED
Mic Power Supplies & Cables
Bill Bradley: (615) 595-1717
Fax: (615) 595-1718
www.micshop.com

toil free 888.528.9703

__VINTECH AUDIO |
CLASS A MIC PREAMPS MADE WITH |

4 NIC
| CIRCUS

NEVE™ 1272 COMPONENTS |
www.vintech-audio.com
|_call toll free:_ 1_-877-4_-mic-_pre

617.696.9360
soniccircus.com

BAE REPRO 1272 PREAMPS with D.I.

$II39 Single wips 31859 Two channel w/ps

BAE REPRO 1073 $2550 Single w/ps
Q0 ”
54900 for 2 channel 1073 w/ps

oo |

14300 Hortense Strect + Sherman Oaks, CA 91423
818 784+2046 FAX 818 784+0750

www brentaverill.com

Brest Averill

E N TERPRISES

| E-mail: aeg210268@mtu-net.ru
www,valvemics.webzone.ru/

888-629-5960

‘Our new PC1 ProClip holds

sheet music in place

W ed'
L ~

- "

o
g

P
The outlet for the finest new & pre-owned

recording e%ﬂt anywhere.

www.odysseyprosound.com

1-800-249-1821
Phone: (978) 744-2001 _ Fax: (978) 744-7224

sweetyetstudio?
StudioSuite 8

Studio Management Software,
wwwi.studiosuite com
See ourad in MarketPlace

FOR SALE: API LEGACY CONSOLE

Now THIS is mixing ‘outside the box”! Has recorded
many fine albums. Excellent Condition, Ready to Rock!
API Legacy #15 Custom built for Bearsville Studios

All-Discrete / 32 Main w. EQ & Pre / 24 Monitor /
94 inputs on mix / Flying Faders / built-in patchbay
Details & photos : www.bearsvillestudios.com/API.html]
Asking $138K, serious offers only please.

For All Your Pro Audio Needs

N,
Nashville Audnkoﬁoun L

Connection = NE‘"TE <
Professional Audio Broker wEBS'

SSL ¢* Neve ¢ Trident %

www.nashvilleaudio.com 615.847.3798
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Introducing the Vintech X73i!
We put this piece head to head with vintage

Neve 1073's at this year's AES show. It is 100%
guaranteed to meet your expectations and is an
incredible value. List price $1595 Special $1375

The Vintech X73
Custom hand wired concentric style switches
with goid plated pins. Swiss made military grade
attenuator switch. List price $1995 Special $1795

The Model 473

-877-4-IMMIC-PRE ww.vintech-audlo.com

digimusician.com

..the ultimate Music & Audio technology store

~with maximum EURO service at minimum EURO's!

“RENTALS AND SERVICE”

Providing The Pro Audio Industry with:
— ™ Rentals - Pro Audio Rentals
DESIGN - Systems - Pro-Tools Rentals
* Remote Recording Services
@ A& W > Service Center - Pro Audio Repairs
A U D | O *TransFer House - Multi-Format

Transfers

818.843.6555 www.dfxaudio.com 800.441.4415

B gear racks and more
™ Modular, stackable

oak furniture

Factory direct since 1984
Per Madsen Design
Free brochure (mention Mix)

Learn the Art of Recording

AT |

Studio Furniture
800.315.0878 £REE,

]

WESY  Audio Recording
"d Technology Institute
ORLANDO, FLORIDA

+ Extensive Hands-On Training

+ Music, SFX Design, Audio Post

* Low Student/Teacher Ratio

* Placement Assistance

* Financing to Qualified Applicants
* Accredited by ACCSCT

'OOOARGOSY"

argosyconsole.com

OMINIRAX  500.332.3583
FAX 418.332.2607

www.omnirax.com

416.332.3392

— STEPHANIE VILLA

THE ORIGINAL [IIP®em

Studio Furniture
30th Anniversary

FEATURING |
RACKMDUNT YOUR G5 - WWW.ISD-BOX.COM

m3
: Analog/Digital

888-543-ARTI * audiocareer.com

by world class engineers

’ * TRAIN AT HOME
Easy Home-Study practical training in
Multi-track Recording. Join our successful

you

Control}{24

console desk
888-765-4499

194 MIX, October 2006  www.mixonline.com

OROER TOLL-FREE: 886.580.9188
@ soum Constirucsion  Suppy e




DRT Mastering

You will have the fat, slkammirv

major-label sound that sells discs.
Or the work is free...

Custom gear. 1st-class results. Free broch

800-884-2576 wew drimastering.com

MIXING & MASTERING

Services

002.5028

Records Tapes CD Services

'.I.onel
RECORDS

MASTERING

Guaranteed to give you
that “Big Label” sound.

=] m $ 47 Complete

wAlbum Deal!
1-800-692- 1210

Locaed in New “ork  Serving t'e e 1080
WWW. musnchouxemaSIermG com

ol vl i

BAI G CAFSEET
MASTERING
Absolute Guaranteed
Results or....You Pay

Nothing! Your Mixes to

Finished CD...$495
eflecting ou deas Since 85'

Get a FREE Catalog [

1.800.409.8513
www.lonelyrecords.com

| National Price Guarantee

GRAPHIC DESIGN, MASTERING, POSTERS,
DVD, CARDBOARD, BARCODES AND MORE.

500 PRESSED
Retail Ready CDs

5799

WGITAL

OMAIN * Mastering
CD Manufacturing
Baoklet Printing
Graphic Design

Unsurpassed mastering quality

by Bob Katz
CD Mastering is an art

The Definitive, Award-Winning

CD Mastering Website

http://www.digido.com

(800) 344-4361 in Ortando

1000 Store Ready CDs $899

Subscribe to
Mix online at
www.mixonline.com

Lowest Price Period!
cd audio - cd rom - dvd replication
hic design * prepress
bqrr]::nﬂtmg * packaging
www.ballmedia.com #

888.256.3472 M.

INCLUDES 100
FULL COLOR POSTERS

1000 Bulk CDs 3¢

Your 1-stop shop for CD, AUDIO & VIDEO cassette projects!

www.TrackmasterAV.com
Toll Free® 888 374-8877

In addition to great CD manufacturing
we assist with complete music delivery:

Digital downloading * Digital radio servicing
Online sales & distribution * Retail fulfiliment

Serving all genres of music, throughout North America.

Call us to find out how we can help you
sell your music without selling out!

Music
MANUFACTURING
SERVICES

Toronto 800-667-4237 Nashville 800-909-7568
New York 800-293-2075

musicmanufacturing.com
" independent musi. \

WWW. ourmusmoncd com
R $ 300 FULL

NEED CDs ? THE CHOICEIS CRYSTALCLEAR

DISC AND TRPE
CHECK OUT OUR CURRENT SPECIALS!

1000 CDs « $999 (ownmmeramineoy 1000 DVDs «
$599 500 DVDs

$ 1499 (COMPLETE RETAIL READY)
$ 999 (COMPLETE RETAIL READY)

1-800-880-0073

1000 PROMO CD PACK -

WWW.CRYSTALCLEARCDS.COM -

-~ ~ (D&DVWD
‘( ¢ ). Replication Enter No
P & Duplication I
rogressive !
Media&Music  and much more!

www.progressivecds.com
Toll Free: (800)421-8273
THERE'S A REASON WE'VE BEEN HERE 28 YEARS!

SONG CONTEST

wwwbillboardsongcontest.com
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Build Your Intel-Powered MOTU Studio

Run Digital Performer S and the rest

of your Universal Binary MOTU studio

on Apple’s new Intel-Xeon Quad Core
Mac Pro Tower for unprecedented

e —

virtual studio power and performance. 3
R
Meet . Running at speeds up to 3GHz, Mac Pro not anly completes ,l‘ne Mac tmnsmou e 3
to Intel processars but delivers advanced performance, expansionar qudm_l wgluatlon s
for your MOTU studio. The Mac Pra's 63-hit Dual-Core Intel ) \-

— in double dual-core “gquad” cnnhgmﬂmn -

computers on the planet. At 3GHz, the 'M'ac Pro runs up to 2x faster than
G5 Quad, aftowing you to run an astonisking number of and | '--_ .
togagher with a wide array of third-party instruments and'plw,&dlfdm.lol Rralmas - %

_\_"q‘c_-_ s

of irdrnal hard drive storage for massive track ceunts ta'll-ub-toJ&GB of RAM for - %
optidl virtual instrument performance. Connect. 18 = via three-PCI s
Expré slots, four Firewire ports and five USB2 pnrts Ynur MOTU Studio is now faster
then g
g
5 OO
h‘ A : 3
- L\ = R0
1 3 L) X
X
» RS
n R
3 A
A .
] [ ,IU
Bus powered Firewire 1/O
Y\ [silesh The uftra convenient MOTU connects quickly to your Intel Mac Pro or Machook
E B X and instantly delivers 10 inputs and 14 outputs, including two mic / line / instrument
o inputs with pristine preamps. Mix and match condenser and dynamic mics with
e —:ﬂ""” - individual 48V phantom power, 20 dB pad and Precision Digital Trim™. The UltraLite
. i - TGaavere it - is the only interface of its kind to offer complete seven-segment front panel metering
S — oy w= for all inputs, pius full front-panel LCD programming. The LCD also gives you full
= === O cni23438l! A access to the UltraLite’s 8x20 CueMix DSP mixer, which can also be controtled from
[exvd €4 j%;- ,.,..": = the convenient CueMix Console software for PC and Mac. The UltraLite is a sturdy all-
wic g™ UItra Bt azornd interface with ASIO, WOM, Wave, GSIF, Core Audio, and Core MIDI drivers
L B ot ‘-P " x ‘¥ RRE and support for all popular Macintosh and PC audio software. Mix and match
% et _b‘ .‘~‘." }.\ ~{\( % ‘;Q‘  the Iutuj.ne with other. MOTU interfaces as your studio needs grow.
-~~'~'-*~'-~ . " e E—
A‘u‘..v‘\‘<..s"\~’~*~"‘ : : - i= —
- B -
A T
a S Nc

_"’-’P -
o
the
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«wm 24 State- oi the-art sound processors, Waves Gotd Bundle is a compre!

audio processing too!s for DP5. Now fully compatible with the new Intet-Based Mac

is higger and better than ever, including IR-L Convolution Reverb,
Waves Tune LT, Doubler, and RenAxx. IR-L Convolution Reverb: The world’s best rooms
at your fiagertips. Grand Ole Opry. Svdhey Opera House. Birdland. Trinity Church. Want

sound of these and many other renowned spaces and hardware devices in your hands.
Waves Tene LT: Advanced dynamic pitch correction with formant correction, natural vibrato
deteciion, MID! and ReWire compatibility, and ultra-powerful real-time editing capabilities.
Doubier: Fat tracks with richness and texture. RenAxx: The ultimate compressor for guitar.
For tracking, mixing, and mastering, the Gold Bundle is an ideal DP5 companion.

to record in the world's greatest venues? Now you can. IR-L puts the meticulously captured

The MOTU experts at Sweetwater can put together the perfect intel DP5 rig for ycu.
We'll help you sefect the right components to build a system that seamlessly
integrates into your workflow, and we can even install, configure and test the

entire system for you, Why shop anywhere else?




©2006 Sweetwater, Inc.

Legendary drummers

SubmersibleMusic delivers access to tweive world-class drummers,
such as Terry Bozio, Matt Sorum, Sly Dunbar and Zoro, The perfecttool for
songwriters and composers who need drums quickly in a multitude of styles.
Features include an Audio.and MIDI librarian (quickly find that perfect groove),
“GrooveSets” (for easier songwriting), MIDI instrument (loaded with each drummers’
MID! drumkis) and the “Gabrielizer”(groove generator). Simply drag-and-drap
from Drumcore to your Digital Performer 5 tracks or Clippings window.

Advanced waveform editing

Your DP mastering and processing lab awaits you: BIAS delivers award
winning editing and sound design tools, plus the world’s very best native mastering
solution for Mac 0S X. With advanced playlisting. Superb firal-stage processing.
Disc burning. Plus PQ subcodes, DDP export (optional add on), and other 100%
Redbook-compliant features. Need even more power? Cheek out our Peak Pro
XT & bundle with over $1,000 worth of additional tools, including our acclaimed
SoundSoap Pro, SoundSoap 2 (nolse reduction and restoration), Sqweez-3 & 5
(linear phase multiband compression/ limiter/upward expander), Reveal (precision
analysis suite), PitchCraft (super natural pitch correction/ transformation), Repli-
Q (linear phase EQ maiching), SuperFreq (4,6,8, & 10 band parametric EQ) and
GateEx (advanced noise gate with downward expander) — all at an amazing
price. So, when you're ready to master, Peak Pro 5 has everything you need. It's
the perfect complement — and finishing touch — to Digital Performer 5.

Exquisite grand pianos

Synthogy's set a soaring new standard for virtual pianos. Now, you can expand
Ivory’s three-piano repertoire with the [ | .t.,,a16G8,

12 velocity masterpiece of exquisite playability. Load up the ltalian Grand, and vory
becomes far and away the most powerful virtual piano for Digital Performer 5.
Once you lay your hands on Ivory, you'll agree with the pros at Sweetwater:

“Ivory isn't just a virtual Instrument.... it's an experience.”
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Universal plug-in control

As a Universal Sound Platform, Native Insluments operates not only as a
plug-in within Digital Performer but also as an instrument host applicatlon. It allows
you to integrate all your VST- and Audio Uinits-based software instruments andeffects
into a single, unified interface. KORE provides greatly increased control, overview
and ease of use in all creative situations. Both Native instrument’s own range of
instruments and etfects as wel: as third-party products are supported. The seamless
integration with KORE's advanced hardware controlier gives hands-on contral with
unprecedented analog feel, finafly tuming today’s software synthesizers and ssmplers
from applications into true instruments.
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Build Your Intel-Powered MOTU Studio
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Advanced compact controller

3 *-'“ﬂ Digital Performer 5 gives you unprecedented controf over your MIDI and audio tracks. And
) B s s i what better way to take advantage of this hands-on control than the new M-Audio | 3,
which kicks off the more advanced Axiom line of MIDI controllers. Built around an ever:more
rugged chassis, the Axiom 25 includes 25 semi-weighted velocity-sensitive keys with assignable
aftertouch, eight MIDI trigger pads, six reassignable transpoit buttons, 20 non-volatilz memory

focations and more. And if you need more keys and controller optians, the 49-key

and the 61-key complete the new line. Don’t fet the compact size of the Axiom

. 25 fool qu This advanced 25 -key USB. mohlle 'VlIDI contmher Ieatures both:semi-
= |

.
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Rich Lexicon reverbs with plug-in convenience
Lexicon is noted for reverbs, and now the new and a unique USB connection and AU plug-in interface that 4-channel surround algorithms that dovetail perfectly

dual stereo/surround reverb processors bring lets you control and save your MX400 reverh seftings with Digital Performer’s state-of-the-art surround
that classic Lexicon sound to your MDTU deskiop studio, directly frem within your Digital Performer projects, just mixing. A 4-in, 4-out design, the MX400 series offer
without the taxing CPU overhead associated with high- like your other plug-ins, while offloading the intensive pro connectivity through XLR balanced I/0 (MX400XL},
end software-only reverb plug-ins. The new single- reverh processing the MX400 hardware. Featuring a wide or TRS 1/0 (MX400). Both products also offer . In any
rackspace, 4-in, 4-out MX400 combines an intuitive front- array of rich, complex reverb algorithms, delays, application, the MX400 series products provide

panel design with Lexiccn’s “Hardware Plug-in” technology, effects and dbx dynamics, the MX400 series also offers versatility and sound that is unmistakably Lexicon.
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Control room monitoring

The PreSonus is the missing link between your MOTU complete studio communication solution with built-in condenser ; ﬁ \
recording intertace, tudio monitors, input sources and the artist. talkback microphone, MUTE, DiM, two separate headphone outputs s - S—
Faaturing 5 sets of stzreo inputs (3 anatog and 2 digital with 192kHz plus a cue output to enhance the creative process. A fast-acting 30 -
D/A conversion}, the Cemral Station atiows you ¥ switch between 3 segment LED is alsa supplied for flawless visuat metering of fevels 20 000

] ite m. ntalmng apurely hath in dBu and dBfs mod2. Communicate with the artist via talkback. u

3% Send a headphone mix toithe artist while fistening to the main mix in
inctuding op amps, a ) hy\i - -ihe controt room and more. The CentraliStation brings all of your inputs >
noise and distortion, enabling you tmh‘eal your mixes. more Ie\ar?ykA 2 'ﬁ'nd u@puts,togemer towark in  harmony to enhance the creative [+] -
and minimize ea fatigue. In addition, the Ceniral Station !hatgre§ 3. \gmmigahw;nugc puqductmn -
FVT AT ~~”\\\\, - : -

ppe—

g === Power conditioning
= Alarge-scale MOTU-based multitrack studio is nét onfy a finely-tuned

.‘ 0 R ol . instrument, it's an investment. Protect that investment — and get the best
L ! J L L i -“‘!ﬁ w l U L) 3 pessible performance from it — with the Monster and
= — . Many so-called “power conditioners™ only protect against
random power surges andj/or voltage spikes. But AC power line noise and
noise from other components is an equaliy harmful and constant threat to
your gear's performance. To prevent this, Monster's patented

-
g @ filter circuitry (U.S. Pat. No. 6,473,510 B1) provides separate noise isolation

filtered outlets for digital, analog and high-current audio components. The
l ”~ ' | Ya

e

result is high quality sound that's free from hums, buzzes and other power
o (o) line artifacts, revealing all of the rich harmonics and tone in your recordings.
Get Allthe Performance You Paid For™. Get Monster Pro/Power.
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Automated mixing & control Accurate monitoring

tmagine the feeling of touch-sensitive, autemated Penny & Giles faders under your hands, and The Mackie are considered some of the most loved
the fine-tuned twist of a V-Pot™ between your fingers. You adjust plug-in settings, automate filter and frusted nearfield studio monitors of all time, and with good reason. These award-
sweeps in real-lime, and trim individual track levels. Your hands fly over respomsive controis, winning bi-amplified monitors offer a performance that rivals monitors costing two or
perfecting your mix — free from the solitary confinement of your mouse. Mackie Control delivers three times their price. Namely, a stereo field that's wide, deep and incredibly detailed.
allthis in an expandable, compact, desktop-style design forged by the combined talents of Mackie Low frequencies that are no more or less than what you've recorded. High and mid-
manufacturing and the MOTU Digital Performer engineering team. Maciie brings range frequencies that are clean and articulated. Plus the sweetest of sweet spots.
large-console, Studio A prowess to your Digital Performer deskiop studio, with a wide range of Whether it's the 6-inch HR-624, 8-inch HR-824 or dual 6-inch 626, there's an HR Series
customized controf features that go welt beyond mixing. its like putting your hards on OP itself, monitor that will telfyou the tnath, the whole truth, and nothing but the truth,

A The MOTU/Intel experts
" ;’én it commestto building your irtel-based MOTU recording system, nobedy
» does it betier than Sweetwater. Whether you're building a simple portabie

recording rig with an UltraLite and a new MacBook or a 200 track Authorized Reseller
powerhouse D:gital Performer-studio centered around the {atest Quad Mac
Pro tower, Sweetwater can help you sefect the perfect components for your Ly
MOTU system, from the specific MOTU audio interface mode), to control
surfaces and hart drives, to plug-ins and studio monitors. Even better, we
can install, configure, test and ship a turnkey system straight to your door
— all you'll need to do is plug in the system and start making music. Why
shop anywhere else? Call the experls at today!

www.sweetwater.com (800) | 222-4700

d Radio Histo

FREE

SPEADY FEOAX DELICERY
MOST OROERS SHIP SAME DAY

©2006 Sweetwater, Inc.




Legend Among Legends

[(F AL

A producer, a showman, a modern P.T. Barnum, Bill Graham was a promoter with a heart, organizing
countless benefit concerts while helping to launch the careers of many of the biggest names in music.
Graham, who died in 1991, is captured here in his office at the famed Fillmore Auditorium in 1968.

200 MIX. Oclober 2006 www . mixonline com

PHOTOGRAPH BY GENE ANTHONY 1908 BILL GRAHAM ARCHIVES 1LC AND AVAILABLE AT WWW WOLFSANGSVAULT COM
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What's better than 2 or 4 mic inputs?
How about 8 mic inputs in one rack space,
complete with a five-segment level meter,
phantom power switch, 20 dB pad switch
and trim knob right on the front panel
for each input. Now add two banks of
ADAT optical digital I/O for eight more
channels — even at 88.2 or 96 kHz.
Top it off with main outputs and MIDI
1/0, and you've got the 8pre, a FireWire
audio interface that turns your Mac or
PC into a complete studio that can record
your entire band. Already have an
interface or mixer with optical connectors?
Connect the 8pre via ADAT optical to
add 8 mic inputs to your existing rig and
seamlessly integrate 8 more inputs into

your current mixing environment.

Introducing

MIC / INSTRUMENT INPUTS © 28-00F BSKHZ ANALOG






