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Dolby Media Encoder

Now You Have a Choice

Dolby® Media Producer is the definitive
professional software suite for mastering
the audio files for all DVD and HD disc
formats. Now there are two versions.
Dolby Media Encoder includes three
Dolby Media Clients that allow multiple
operators to set up and submit jobs
locally or over a network to a centralized
facility server. Dolby Media Encoder SE
is the cost-effective choice for use on a
single computer. Both versions support
all Dolby technologies for packaged
media formats.

Choose the one that’s right for you. Dolby
Media Encoder and Dolby Media Encoder
SE are now shipping. Contact your Dolby
dealer for a demo and more details on all
Dolby Media Producer products.

OC]poLBY]

www.dolby.com

Dolby Media Encoder

Ideal for multiroom facilities

Dolby Media Encoder SE

Features
— Cost savings for individual users

Supports encoding of Dolby

Digital, Dolby Digital Plus, =

Dolby TrueHD, and MLP

Lossless™ technologies l

Compatible with Mac 0S® X, =

version 10.4.2 or later [

' i

Includes integral preview decoder n

Works with Dolby Media Decoder m

and Media Tools products

Allows queuing of multiple jobs m
for encoding

Optimized for use in multiroom 1
T ) [ |
facilities by multiple operators

Designed foruseona
single computer

Additional Media Encoder m
Clients available

Allows encoding multiple
codec types simultaneously on |
multiprocessor computers

Permits browser access from
any computer for administrative m
control of server jobs |

Dolby and the doubte-D symbol are d trad ks of Dolby Lab: ies. MLP Lossless is a trad k of Dolby Lab ies.
Mac 05 is a registered trademark of Apple Inc. © 2007 Dolby Laboratories, Inc. Al rights reserved. $07/17782/17839




All you need is Waves.

“There are lots of tools out there, “When it comes to sound,
but Waves are the processors Waves is synonymous
| turn to every day.” with excellence.”
c > ' e p—
Giles Martin Sir George Martin




THE SYMPHONY SYSTEM

The Symphony System combines Apogee’s legendary X-Series and Rosetta Series converters with Apple's
revolutionary Mac Pro and Logic Pro audio workstation using the 32-channel, Symphony PCl card.
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BEST SOUNDING

The most sonically advanced audio hardware interfaces combined
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with the most advanced music creation and production tool

HIGHEST PERFORMANCE

1.6 milliseconds at 96k and up to 192 simultaneous channels of audio

:ﬂ“ C| GREATEST VALUE

A fraction of the cost of popular card-based, DSP systems

SOUND AMAZING
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TAKEIT . -
PERSLNA

» When traditional monitors aren't cutting it

Aviom's Pro16™ Monitor Mixing System delivers better monitors than a
traditional monitor rig. It packs up easily for travel from gig to gig and
instantly recalls the ideal monitor mix for every musician at every show.
Set up is faster. Soundcheck goes smoother. Performances are tighter.

) » When performers still want “More Me”

Whether you're working with powered wedges, headphones or in-ear
\ monitors, the Aviom system solves on-stage monitoring issues by
\ providing easy, fingertip control of channel volume, grouping,
\ pan/stereo spread, and master volume. Performers can mix by
' themselves or work with an engineer to produce perfect mixes

"~ and get more control over what they hear on stage.

» When you want a better solution

“~ Don’t let lousy monitor mixes waste time
. and ruin gigs. To get the perfect monitor
’ mix every time, no matter who's playing
. or where, take it personal with the

v, Pro16 Monitor Mixing System.

» TAKE IT PERSONAL

Visit www.Aviom.com

P—

SEE US AT NSCA
BOOTH #865




PAUL SANDWEISS

Emmy€ Award-Winning mixer of:
American Idol®

American Music Awards® -
Billboard Music Awards®

Cher Farewell Tour Special
Emmy Awards® /

Genius: A Night for
Ray Charles Special

Grammy Awards®

Janet Jackson
All far You Special

When the mission is flawless mix-down of live music performances, the producers of America’s top rated TV shows call Paul
Sandweiss and his team at Sound Design Corporation. To make sure there are no surprises when he views the shows at home,
Paul relies on JBL LSR6300 Series Studio Monitors on the gig. “I work in a lot of environments and my monitoring set-up is
critical. Not only do the JBL LSRs get the job done, when clients come in, they love the sound. The LSRs have great low end,
warm midrange and airy sweet highs that allow me to put a litle more love on my mixes. | can mix sixteen hours a day with no
fatigue. The RMC™ Room Mode Correction is very helpful in situations where we have to get in quick and get going. It gets us
closer faster. We just got a set of the new LSR4300 series and the automated RMC makes set up really easy. It's about knowing
the mixes will translate, and the JBL LSRs work really well for us, on location and in our five control rooms at Sound Design.”

Hear why Emmy® Award-winning mixer Paul Sandweiss relies on the LSR Series Studio
Monitors. Visit www. JBLPRO.com/LSR

—— (_11/ 3 @ LSR SERIES _ﬁ.

‘ STUDIO MONITORS
‘| Q
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ADViS 1t

Theatres,
Houses of worship,

Concert halls.

Only one name makes

sense for them all. AKG.

AKG® Wireless Systems The WMS 40 PRO FLEXX and the WMS 400 are true professional wireless
systems that offer superior audio quality and wide dynamic range with low operating costs and easy
operation. With the WMS 400, up to 24 systems can be used together; the WMS 40 PRQ FLEXX is capable
of up to 9 simuttaneous channels. All WMS 400 and WMS 40 PRO FLEXX transmitters can be plugged into
the CU 400 charging station, which will charge two transmitters simultaneously without having to remove
the batteries. When it comes to class-leading audio quality, low operating costs and genuinely useful
features, AKG is the only choice.

Visit www.akg.com/us to find your nearest AKG distributor or dealer.

H A Harman International Company 3T A sty ARE 1 3 Ageterad eman 2 3G A -, 3 e » Believe In Your Passion




On the Cover: The San
Diego, Calif., mix room
designed by Chris Pelo-
nis for production of
PlayStation games, the
500-square-foot space
features Digidesign D-
Command, Pro Tools and
seven full-range Pelonis
Signature Series mains.
Photo: Ed Freeman.
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Game Audio Special
Developing sound for games used to be an exercise in sacrifice, whether
that meant composing within the often oppressive framework of 8-bit bleeps
and blips or handing off your carefully crafted sounds to a team of game
programmers who viewed audio as an afterthought. Well, we've come a long
way: Bigger production budgets, improved authoring tools and the rise of
powerhouse game platforms bring audio to the forefront of game development.
Our game audio supplement brings you the cutting edge of game audio
technology, from the latest creation tools and playback platforms to pros on
the frontlines of audio development for today's biggest titles. Our special
coverage begins on page 45:

» Behind the Scenes on Halo 3

* Round Table: Game Audio Integration
* Q&A With Soundelux’s Scott Gershin
* Next-Gen Game Platforms Compared
* On Tour With Video Games Live!

The Inside Track: Mixing Vocals

Mix's latest installment in “The Inside Track™ series by technical editor Kevin
Becka focuses on the centerpiece of many songs—the vocals. Step by step,
he walks through all of the processes that build upon each other to make
your track the best it can be.

Native DAWs

We know you're secretly doing a “Tim Allen” when you dream of more
power, more speed and less latency from your computer, especially when
you know you can boost those same capabilities in your DAW. Find out
what’s new in native processing.

Winter NAMM 2007 Wrap-Up

From the looks of it, the line between MI and pro continues to blur as more
developers go native, just one of the trends at this year's Winter NAMM
2007 show in sunny Anaheim, Calif. Check out our report on hot products
unveiled on the show floor. Missed the action? Go to mixonline.com/
wnamm to get podcasts, newsletters and video clips.

Check Out Mix Online! http:// ixanli

[Volume 31, Number 3) is ©2007 by PRISM Business Media, 9800 Metcalf Ave., Overland Park, KS 66212. Mix (ISSN 0164-9957) is published monthly. One-year (12 issues) subscriptian is $35. Canada
is $40. All other internatianal is $50. POSTMASTER: Send address changes to Mix, PO Box 15605, North Hallywood, CA 91615. Periadicals Pastoge Paid at Shawnee Missian, KS and ot additianal mailing
affices.This publicatian may not be reproduced ar quoted in whale ar in part by printed ar electronic means without written permissian af the publishers. Printed in the USA. Canadian GST #129597951;
Canada Past Publications Mail Agreement #40597023. Canada return address: DP Glabal Mail, 4960-2 Walker Rd., Windsor, ON N9A 6JS.

6 MIX, March 2007

www.mixonline.com



A new standard in location recording

A new standard has been added to the 4006 famil. The 4006-TL offers extended bass re-
sponse and higher sernitnvty. The precise reproduction, total transparency, high resolution and
natural sounding clarity of these microphones continue to make the 4006 family the best
microphones in their class.

Upgrade your 4006 to 4006-TL specification
4006 microphones can be upgraded to 4006L specification. Undertaker at the DPA factory,

the upgrade corsists of a new preamplifier, a Close-miking gnd, a calibration chart and a new

mic case. Vist www.dpamicrophonescom for full details.

MI CROPHDO

DPA Mxrophones, Inc. 2432 North Malrr Street, Sulte 200, Longmont, CO 80501, Ph 303 485 1025 =mul info-usa@dparmirophonescom www.dpamicrophones.com
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FROM THE EDITOR

You Gotta Keep ’Em Separated

t some point, the comparisons between films and games are inevitable. | re-

member my first exposure. It was a Variety ad for the James Bond film Tomor-
row Never Dies in 1997, featuring a huge headline that read: “Worldwide Box Office:
$175 million, Worldwide Game Sales: $350 million.” Of course, since then every
newspaper or magazine article about games mentions that the industry exceeds Hol-
lywood in total revenue, as if evidence that new media has eclipsed old. And all the
stories in the trades on game audio production seem to chart its rising sophistication,
as if it will someday "grow up” and catch up with Hollywood techniques.

To be sure, film sound and game sound have their similarities. Both disciplines
seek to capture the highest-quality sound at the root, often recording multichannel
24-bit in the field or on the stage. Both deal with dialog, music and effects in sup-
port of storytelling. And both focus an enormous amount of time and creativity on
the edit process, the early decision-making stage of post-production. But once the
sounds are ready for the final mix, the worlds diverge dramatically, mainly because
in game sound, there never is a "final” mix. As almost everyone associated with
games will tell you, “The player is the mixer.”

Imagine a film that containes more than 200,000 lines of dialog, as a recent
“shooter” game was rumored to have. Or if each bodyfall in a fight scene had
eight different thumps, depending on the "health” of the character. Or if the score
had to change seamlessly depending on which door the main character opened
in an octagoral room. The sheer amount of file management in a game project is
astounding; the number of options to be considered, mind-boggling. This feeling
of infinite possibility within a final mix embodies a whole new mindset from the
nonlinear sound designer/editor/mixer. The interactive audio engineer.

Today we have noted film composers like John Debney scoring Gods of War Il
PS3 game, and creative film sound designers like Charles Maynes lending his effects
expertise to game titles. Soundelux’s Scott Gershin, subject of this month’s Q&A, has
bridged the two worlds for nigh on two decades now, coming into game sound in
the 8-bit, 11kHz MIDI age and now spearheading a group within the Game Audio
Network Guild (www.audiogang.org) to develop technology standards and advo-
cate for quality sound.

Don't forget, film has an 80-year history of technologies and techniques. Film
has standards for playback and common formats. Videogame production is still in
its adolescence, working out the means to put tools (specifically, middleware) in the
hands of audio people and ever-more power in the game engines themselves. Large
facilities are being built to service game sound, and orchestras are being recorded
in Abbey Road for major titles.

Perhaps most important, there are upward of 160 million game consoles
throughout the world, and research has suggested that 40 percent of those are
hooked up to surround playback systems. Is there something there for the record
industry to take a look at?

TLZ"A.‘/\ -AD 6

Tom Kenny
Editorial Director
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Hear no hum'

Look for InGenius inputs
in your pro audio gear

>

Balanced Line Receiver ICs

Analog ICs for Pro Audio
www.thatcorp.com/mix2.html e mail mix2 thatcorp.com

The new StudioComm for Surround
Model 74 Central Controller and
companion Model 75 Control Console
support 5.1 surround and stereo source
monitoring along with a full-featured headphone
“talkback” cue system. Extensive resources allow the unique needs
of a wide range of facilities to be supported:

« post-production mixing and monitoring Bt o ot NSO
- live voice, music, and sound effects recording in Booth 1162
= on-air broadcast

And the results you should expect? Excellent sonic performance and a
control surface that is both intuitive to use and complete in capability.

To learn more, visit the Studio Technologies, Inc. website.

____STUDIO.
HNlOLOGlE§ Skokie, IL USA | Ph 847-676-9177 | www.studio-tech.com
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m9C)4 high fidelicy stereo rmonitor control &

The m904 is a remarkably

full featured stereo monitor
control. With breathtaking
audio performance that can
effortlessly reveal even the most
subtle sonic details, the m904
will empower you with surgical
control over your work.

Onboard ultra-precision D/A
converters ensure that digital
signals from DAW's are perfectly
rendered to analog, while

purist analog circuitry preserves
all signals with utmost care,
resulting in a picture perfect
presentation of the music.

The m904's full complement
of I/O can be completely user
calibrated, while intelligent
ergonomics ensure an effortless
work flow and the seamless
integration into any audio
production environment. For
complete details please call or
visit www.gracedesign.com.

‘

maultiple analog and 24bit/192kHz digital stereo inputs « balanced talkback microphone input e control up to 3 stereo speaker sets o total system level calibration  s-Lock ™ PLL
clock regeneration for ultra-low jitter and rock solid digital stability e precision speaker and heagphone level controls with a 100dB range in 0.5dB steps« audiophile headphone amplifier
circuitry » remote controllable via optional m904RCU (remote control unit) e available as m904b, with blank panel mainframe and m904RCU o five year warranty
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LESS STUDIO, MORE FAMILY TIME

| just read Rick Clark’s “Nashville Skyline”
in the December 2006 issue. | am one of
those who are blessed to dc what they
love and love the ones around me. Before
| got into the studio business more than 25
years ago, | had recorded at several studios
and observed that reany engineers nad lost
touch with their families. | determined that
no amount of success or failure was worth
that high a price.

Every project will take a certain number
of hours to produce. Planning those hours
with your family is as important as those
hours [spent] recordirg Sting or the Wauhob
Family.

Randy Bugg

Twelve Oaks Studios

MIXED-UP ALBUM CREDIT
| read of the passing of Stephen [St.Croix]
and am saddened by the rews. He was an
amazing man, and I'n so very glaa that |
knew him. In an article by Tom Kenny | “From
the Editor,” June 2006], it said, “He hosted
Stevie Wonder in his home for six months
during their work together on Songs in the
Key of Life.”

| just want to set the record straight about
Songs in the Key of Life. | was the engineer
on all of the sessions and can assure you
that we spent no time at Stephen’s house
and they didn‘t work together. Stephen did
spend time visiting with us at Crystal Sound
in Hollywood (of which | was an owner),
but he was never a collaborator, producer
or engineer. Howevet, we loved the Time
Modulator and used it on the album.

Eddie Germano of The Hit Factory told
everyone that the album was done there,
when in fact we spent only three months at

14 MIX, March 2007 «
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his studio out of the two-plus years of work
and only used one basic track recorded
there. The album was done at Crystal
Sound—recorded (except for the one basic
track), mixed and even mastered in our
mastering room.

It is amazing how many people say that
they engineered that album, but it was just
me and Gary Olazabal for the more than
two years of recording. It is simple enough
to look at the album credits to find out who
the engineers were. I'm just trying to ensure
that the history of this historic album isn‘t
tainted by false statements.

John PR Fischbach

Piety Street Recording

WHAT IS “ACCURATE”?

Kevin Becka writes in his “Field Test” of
Dave Royer’s new condenser mic (Mojave
MA200, December 2006), “I really like this
mic, but if you're looking for pristine repro-
duction of your selected source, look else-
where, because the one word that defines
[the Royer mic] is personality.”

Evaluators of high-quality professional
microphones keep trying to distinguish
between “accurate” mics and those with
"personality” (or “color,” or whatever at-
tribute they use to describe a type of pleas-
ant—but what they perceive to be not really
true—rendering of the sound source).

On the surface, that seems to be a
logical distinction: Here is a mic that
renders true, and there is a pleasant but
euphemistic mic that fudges a bit around
the edges. But if the "accurate”-type mic
were really that capable in representing
how we hear the sound source and capa-
ble of translating the timbral and spatial
detail, as well as emotional weight of the
performance, why would we even need a
“personality” mic?

My answer is because the accurate mic
introduces at least as many artifacts in its
representation of the sound source as the
personality mic. The difference between the
two approaches may simply be that the ac-
curate mic is splendid in performing for our
analytical mind, but its imperfections leave
aur emotional needs to connect with the
music wanting, whereas the personality mic
may not live up to certain measurable specs,
but may render the emotional core of the
performance intact.

Which mic’s imperfections and approxi-
mation of reality is preferable may simply

depend on your needs. If | need to analyze
the hall resonances created by the second
violinist’s foot tapping, Il grab the accurate
measurement mic. But for music recordings,
I"d prefer to feel the music and will demand
from a very good mic that it reconnects me
with the feeling | had when listening to a
good performance.

Klaus Heyne

German Masterworks

SPREAD THE TEACHING LOVE
| spent 32 years onstage as a performing
musician. in 1995, | retired from playing,
entered re-education and became an audio
engineer and owner of a sound company.
Since changing sides of the console, I've
learned so many things | wish | had known
as a musician that would have made me a
better performer—things like microphone
technique, monitor dynamics (where to
place your monitor for the type of vocal
mic you are using) and how to properly roll
cables to preserve their useful life.

| urge all my audio brothers and sisters
to be gentle teachers. Many musicians want
to know these things, but they just don't
know it yet because they are onstage. You
can be a real mentor to the musicians you
work with, and some of them may thank
you for it. If you reach one person, it is so
worth the effort.

Teri Hogan

Sound Services, Inc.

NOT SO SUPER SUPER BOWL

After watching this year’s Super Bowl half-
time show, my friends and | were very sur-
prised by the lacking quality of audio. We
expected nothing but top-notch quality for
this event. The biggest sports event of the
year and a major performer with Prince, yet
the audio was, to put it bluntly, lame.

What really bothered myself and my
friends was that it didnt improve at all
through the whole of the performance. It
seems odd that the last several Super Bow!
halftime performances have had sub-par
audio mixes. Where was the quality that our
industry is capable of?

Come on, we can do better than this.

Bob Spangler

Send Feedback to Mix
mixeditorial@mixonline.com




GENELEC"

Built on the solid foundation of the 8000 MDE™
and 7000 LSE™ series products, Genelec
introduces the new 8200 and 7200 DSP series
monitors. They are a measure of our continued
commitment to customers who rely on the purity
of sound reproduction

With new technologies >f DSP, GLM™ and AutoCal™
we have made our new DSP products pawerful and
easy to use, with the innate ability to adapt to your
environment. And they do it uncompromisingly,
accurately and quickly.

Genelec has utilized sophisticated digital signal
processing in the new 8200 bi-amp monitors and
7200 subwoofers to achieve the next level of
resolution in accurate reference monitorng.

GLM

The Genelec Loudspeaker Manage
software package provides ali
connectivity for a comprehensi
computer-to-8200/7200 series
monitor interface.

GLM™ includes:

- Control of 30 louds
on standard CAT

- Eight section EQ

- Level, Distanc
Vertical A

- Compe
deiay f

- Custo

- Solo

GENELEC
8200A 100006

&

AutoCs
'S automated calibration
e, AutoCal™, combines
ecades of acoustic research along
with our proprietary DSP and GLM™
network control. AutoCal will
properly align and integrate each
and every 8200 anc 7200 speaker
into any acoustic ervironment with
exceptional precision. It's like having
a Genelec acoustic product specialist
on hand any time you wish — and more.

Digital monitoring systems are not

new, yet none have realized the real
potential, until now. For more informat on
please visit our website.

www.genelecusa.com




CURRENT PROFESSIONAL AUDIO NEWS AND EVENTS
LEARNING HERE FOR ALL
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The worlds of pre¢ audio and consumer
electronics were bridged at Avatar Studios
(New York City) in December, when Bongiovi
Acoustics unveilea the Digital Power
Station car radio. Demonstrated by Tony
Bongiovi in Studio A, the patent-pending,
JVC-manufactured technology made a very
impressive debut.

The Digital Power Station, embedded
in a computer chip, is the first of a new
generation of digital audio signal processors
that can be programmed to reproduce studio-
quality sound in virtually any audio device.
Using a combination of filters, EQ and gain
amplification, it achieves total linear control
over the entire auaio spectrum, allowing
frequency-specific amplification to achieve
desired results in the playback environment.

—David Weiss

MIX, March 2007

e mixonline.com

Bringing Web-based music
instruction to underserved youth,
Berklee College of Music’s City
Music Network (www.berklee.edu/
community/citymusic.html) has
expanded from its Boston base to
include Seattle (Experience Music
Project), Washington, D.C. (eSharp
Music), Los Angeles (A Place
Called Home and Sound Art) and
Philadelphia (Mount Airy Cultural
Center); additional locations are in
the works. Technology partner Apple
Inc. is providing server support and
access to its iTunes University. NAMM
is also working with the outreach
program by providing musical
instruments and equipment.

The school, which is investing
$1 million in startup costs, plans
to raise $10 million to support
scholarships.

Kicking off the City Music Network,
Ashley Rodriguez (left] and the 10-
piece Berklee City Music All-Stars
perform in the Hilton lobby at Winter
NAMM.

Tony Bongiovi announces the Digital Power Station

car radio

FAIRLIGHT RAISES $100K
FOR WITNESS

After two years of searching, finding
and signing, a Fairlight CMI keyboard,
autographed by 44 artists, received a
winning bid of $100,000 at the WITNESS
Focus for Change benefit dinner and concert
in New York City on December 11, 2006.
Proceeds from the winning bid will be
dedicated to WITNESS, an independent non-
profitorganization dedicated toempowering
individuals to use video technology to
expose human rights violations around
the world.

“The generosity of 44 Fairlight users
to sign the CMI keyboard speaks to the
importance of bringing human rights
violations to the surface,” said John
Lancken, CEO of Fairlight.

LA OPEN
MOVEST0 MAY

Scheduled a month earlier than last year, the
12th Annual Mix L.A. Open is set for Monday,
May 14, 2007, at the Malibu Country Club.
Proceeds will benefit hearing health and
audio education programs, including the
House Ear Institute’s Sound Partners program
(www.hei.org/education/soundpartners/
sp.htm) and L.A.-based Sound Art (www.
soundartla.org).

Hosted by honorary chairman E&d
Cherney, the tournament’s registration and
a continental breakfast begin at 8 a.m.,
with the shotgun start at 10 a.m. The awards
dinner and silent auction are scheduled for
3:30 p.m. Forinformation about sponsorships
or entry fees, go to www.mixfoundation.org
or call Karen Dunn at 925/939-6149.
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Working for Disc Makers (Pennsauken, NJ) for the past 20 years, Tony Van Veen
is the company’s new president...Phil French has been promoted to president/C00
of Glyph Technologies (Ithaca, NY), assuming responsibility for both U.S. and
European entities; the latter of which was recently opened in Germany. There,
Martin Richert will handle sales and Stefan Leihsa will oversee production and
technical support...New CTO at Ascent Media Group (Santa Monica, CA) is José
Royo; he previously served as senior VP, digital services...Harman Pro Group
(Northridge, CA) brought back Michael MacDonald as executive VP, marketing...As
part of the expansion and restructuring of Universal Audio’s (Santa Cruz, CA)
engineering group, Brent Elder has been brought in as VP of that division...Responsible for sales in
Canada, Mexico, Central and South Americas, and the Caribbean is Adinaldo (Adi) Neves, director
of sales, intercontinental, for JBL Professional (Northridge, CA)...Megatrax Production Music
(North Hollywood) hired Dennis Pontillano as director of division development...New national sales
manager at AKG Acoustics (Northridge, CA) is Dino Virella, who previously owned VirellaPro Sales
and Marketing...New production supervisor for Sonic Pool’s (Hollywood) Pool Cues Music division is
Grace Anthony...A seven-year employee at Walters-Storyk Design Group (NYC), Romina Larregina
has been named senior project manager.

o 3! o

Who: Matt Grippo, Manhattan Producers Alliance general director/CEO
Main Responsibility: ensuring our members are getting the most
out of the organization by connecting individuals and supporting
entrepreneurial activity.

Previous Lives:

® 2004-2006: M.B.A. at London Business School; consultation work

® 2002-2004: software architect and engineer at Net Your Work/Workday
® 2000-2002: software architect/engineer at ePropose

» 1997-2000: software architect/engineer at Peoplesoft

Tony Van Veen

My favorite drumming experience was...opening for Maceo Parker in Santa Cruz and San Jose,
Calif. Holding down a Monday night with my quartet/quintet at the Jazz Gathering in San Francisco.
Headlining a Halloween gig with my jazz/hip hop band dressed as a metal head and getting mistaken
for the drummer of Napalm Death by the opening band!

The last great book I read was...Bait and Switch: The (Futile) Pursuit of the American Dream by
Barbara Ehrenreich.

Currently in my CD changer: Betty Davis, They Say I'm Different; BoyJazz, In the (ity Tonight;
Chick Corea, Now He Sings, Now He Sobs; Grippo, Circuits; John Coltrane, Live at Birdland; Louis
Jordan, Let the Good Times Roll; Me'Shell NdegéOcello, Comfort Woman; Sly & The Family Stone,
fresh; Squarepusher, Hard Normal Daddy and Feed Me Weird Things; and Steve Coleman & The Five
Elements, Def Trance Beat.

When I'm not in the office, you can find me...running around the Central Park Reservoir, searching
for jazz in Lower Manhattan or wandering aimlessly around Manhattan.

 CORRECTIONS

L e ————
Link MADI HD (January 2007 it
“Tools of the Trade”) is priced at $3,595, not $4,995.

In “Joan Osborne Explores Her Country Roots” (“Recording Notes,” January 2007), engineer Neal
Cappellino was erroneously referred to as having been an assistant engineer. His role with producer

Steve Buckingham has always been in a primary engineering capacity.
Mix regrets the errors.

MIX WEB

Go beyond the printed page and log on to
www.mixonline.com to get extra photos, text
and sounds o0n these select articles:

-

GAME SOUND SPECIAL!

Follow Mix's expanded coverage on audio for
videogames. with these online-only features
Education—How are Students Being Prepped
for This Burgeoning Field; “Survival Guide”
to the Game Devslopers Conference; and an
interview with George Sanger.

Field Test: Trinnov SRP Surround

Recording Platform

LISTEN: “heck out this DTS 5.1-encoded file of
a solo organ recording using the Trinnov SRP
Surround Recording Platform.

“Video Games Live!”

WATCH: Feruse an extended gallery of behind-
the-scenes photos of the Video Games Live!
show in Fhoenix.

L &

Recording Notes
LISTEN: Audio clips from Stephen Marley,
Daniel Ho and Chubby Checker’s “The Twist.”
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Sony Computer Entertainment America

By Tom Kenny

out and played the House of Blues. Or the

art-house videographer submitted a high-
def buddy film to Sundance and won. The
world of videogame sound, still the province
of renegades and tweakers, innovators and
futurist electronics heads, is growing up.
Next-gen engines are in place. Dolby True HD
7.1 sound is a reality. And facilities are being
built. In a big way

Electronic Arts in Vancouver and the
San Francisco Bay Area. Bungie in Kirkland,
Wash. Midway in San Diego and Chicago.
Technicolor Interactive in L.A. And now Sony
Computer Entertainment America presents
a model for the new means of interactive
audio production.

“They're doing film, animation, motion
capture, music, effects, dialog—only in a
much more complex way, so their facilities
require even more attention than a film lot
would,” says facility designer Chris Pelonis.
“It's every aspect of entertainment pro-
duction you can imagine piled into one
product.”

That product now includes PlayStation 3
and its burgeoning number of titles. But the
facilities were built on the backs of PlaySta-
tion 2, the most successful of the game
engines.

“We were already seeing on PS2 games
that with the volume of content, we clearly
needed more engineers and more space,”
says SCEA’s Buzz Burrowes, director, tools,
technology and services group, and a former
Record Plant assistant who cut his code teeth
troubleshooting GML automation systems.
“If you took the number of hours for linear
cinematic sequences in a typical game end-
to-end and figure out the time, you're talking
six to seven feature films of audio post. Then
we hear that the next generation is going
to be high-def, 1080p, Dolby True HD. We
thought it made sense to have an investment
in the future.”

The initial facility upgrade plan that Bur-
rowes turned over to Dave Murrant, sound
design manager, called for adding a few
more edit cubes and another mix room and
live space/Foley room. Work began, but
then shifted direction once the high-quality
foundation of PS3 became known and 10-

I t's as if the garage band suddenly stepped
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While a whole lot of people contribute to the planning and execution of a facility this size, the

Sony brain trust revolved around, | to r, Chuck Doud, director of music; Buzz Burrawes, directar,

taals, technalagy & services group; and Dave Murrant,

year-old sister facilities in Foster City (south
of San Francisco) found open space. Mur-
rant and Burrowes had a lunch with Pelonis,
and soon after, the project began evolving
and mutating into more rooms, a deeper
acoustic integrity and a need for flexible,
accurate spaces.

“"We cover so many disciplines, but it's
not like we can build a room for each one,”
says Murrant. “We need the Foley room to
accommodate music. The mix room needs
to do Foley or dialog or music. It wasn't a
surprise. It was a requirement from the start
that an editor could walk from room to room
with confidence that it's true. That's why the
Pods are standardized.”

The 180-square-foot Pods (read: edit/mix
rooms) actually form the nexus in Sony’s new
model: the multipurpose space. The two
new mix rooms are full-range 7.1, the Foley
room is loud and dead-quiet at the same
time, but the 20 full-range, D-Control/Pro
Tools—equipped 5.1 Pods, split between
Foster City and San Diego and constructed
at roughly the same time, form the seal in
the edit/mix connection.

After the team pushed the concept, Pelo-

d design g

nis built a full-range 5.1 mockup as proof of
concept, then asked about speakers. Pelonis
already builds a line of Dual-Concentric 15
mains through Tannoy, the Pelonis Signa-
ture Series. He proposed that Sony, looking
to standardize for the Pods, give him a crack
at a more near-field approach.

“They gave me the opportunity to design
the speakers I've been wanting to design,”
Pelonis says. “I set up shop in the mockup
Pod and developed the electronics and the
passive crossover. We spent hundreds of
hours to get it right, and Sony was gracious
to let me work there.”

After a listening test, Burrowes, Murrant
and music director Chuck Doud out of Foster
City ordered more than 100 of the new 10-
inch 110Ps for the Pods (with 12-inch subs)
and two sets of seven PS215A active double
15s (with a 16Hz 3dB down-point) for the
mix rooms. Additionally, 18-inch subs take
the bottom down to 5 Hz.

“We thought a lot before we put in a
whole bunch of 5.1 Pods,” Burrowes recalls.
“This is not the traditional approach. We
could have put in a bunch of stereo rooms,
but then you look at the number of titles we



Royer Labs R-122V [l

Vacuum Tube Ribbon Microphone FE— -
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PN
The R-122V is the world’s first tube ribbon microphone. Originally -
designed as a benchmark to test our groundbreaking active ribbon P ER -
mics against, the R-122V delivers unparalleled richness, depth and R
detail, especially in the midrange frequencies. From demanding classi- FER W
cal applications to vocals, high SPL sound sources (guitars, brass, P W
drums) to whisper quiet room ambience, the R-122V provides a musi- R =
cal experience you'll have to hear to believe. 2

“I've reviewed quite a few ribbons, and this one has some serious chops on
acoustic and electric guitars, percussion, piano and especially on vocals. | heard
it used on two male vocalists and in both situations it enhanced the track, sat
nicely in the mix without compression and captured a decent amount of top end.
In most situations, surprisingly, the usual woof associated with close miking fs
reduced, while providing a silky and uncharacteristically extended top end.

‘The pair (of R-122V's) excelled when placed about 1 foot above the hammers of

a Yamaha C5 piano. It was simply luscious when put on a raging guitar amp and

then a Leslie cabinet, producing a rich bottom end, smooth top and great grind
when the Leslie was pumping at full throttle.

‘This mic will have legs as long as you own it. "

Mix, July 2006, by Kevin Becka

“Where the R-122V really excels is in its midrange depth and detail. It's interest-

ing because, in one way, the mic sounds identical to its phantom-powered

counterpart (the 122) but, in another way, it's totally different. I'd describe it almost

like the difference between a 16-bit, 44.1 kHz recording compared to a 24-bi,
88.2 kHz recording.

‘On electric guitar. ...it sounded astounding. The bottom end was tight and
punchy, the mids were present and dynamic and the top end sparkled.

‘On another session, this time at my studio, | used the R-122Vs as overheads. In

this case | used my GML 8200 EQ to add some sparkle on the top end and the

result was wonderful. The kit sound was natural and full. The mic worked equally
well capturing tambourine, shaker and finger cymbals.

‘I don't think there has ever been a ribbon mic that | would purchase solely for

vocals. That has changed with the R-122V. | had wonderful results using this

microphone on both male and female vocals. The mic has the ability to capture

high frequencies without any harshness or distortion and it especially shines on
female vocals.”

Pro Audio Review, January 2007, by Russ Long

Lo,

/
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put out a year, and we are always mixing. We
try to convince our young guys that they're
mixing when they have a microphone buried
in the tailpipe of a car. We always have to
be mixing.”

The Pods were an evolutionary develop-
ment, but from the beginning, the Sony team
knew they wanted a powerful mix rcom and
a versatile live/Foley room. The mix room
(on the cover), based around D-Control and
Pro Tools, is 450 square feet of full-range
7.1/5.1 sound. After some initial hesitation,
most everyone who has been in the room
has switched to the mains for everyday edit-
ing/mixing.

“You don't get fatigued because the
system is very phase-accurate,” Pelonis says.
“All of the time information arrives at you
correctly. When you have mid and high fre-
quencies arriving at a different time than the
lows, your brain has to fix that. That's where
fatigue comes from. Then, of course, distor-
tion is also fatiguing because your ears and
brain and body don't like to be bombarded.
I've tried to mitigate phase distortion and
harmonic distortion as much as possible in
my speakers.”

As it's shaken out in the first few months
online, the San Diego mix facility, with its
15-foot ceiling, is handling a majority of
dialog and effects, wrile the Foster City mix
room, with its 9-foot ceiling (due primarily
to HVAC considerations), concentrates on

dialog and music. By all ac-
counts, the tracks moving
between the two trans-
late seamlessly. Burrowes
and Murrant describe the
rooms as “true.”

Following the San Diego
visit, Mix visited the Foster
City facilities, home base
for Burrowes and Doud,
who had just returned
from recording a 74-piece
orchestra at Abbey Road,
with score by John Debney,
for the PS3 title Lair. Five
years ago, Doud, a leading
authority in music devel-
opment for games, was
constantly asked about li-
censing tracks from new
and established acts. To-
day, he is more apt to
talk about Decca Trees,
ensemble cues and adap-
tive scores.

“The interesting thing
about videogames,” Doud
says, “is that it's a lot more difficuit to score
a game than it is a film. You have to ad-
dress it from a compositional level, fiom an
implementing level and from a production
level. We've been working with hybrids
of a sort lately. We'll go to an orchestral

The Foley/live room was designed to handle everything from the softest breath to a rock ‘n’ rofl
band or car doors being beaten by 2x4s. “Dave Murrant constantly pushed for the highest standards
throughout the whole facility from day one,” Pelonis says. “That's what the Foley room is about. He

wanted a big, girthy sound while maintaining efficiency and intelligibility at the same time.” This was

)

trated by a Pelonis parlor trick, whereby he kept repeating a whisper as he walked bock-

ward some 30 feet to the opposite corner, without a noticeable loss of articulation or perceived level.
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Eoch of the 20 5.1 Pods is a THX-certified mix room. “The LCR
speakers are flush-mounted,” Pelonis says, “but it's in the mid-
field rather than the typicol near-field fashion for these types of
rooms. They’re my new passive 10-inch speakers. The idea was
to create really articulate environments for these guys so they
could move from room to room with accurate translation, even
if they come from Foster City to San Diego, or from any of the
Pods to the mix room.”

composer for thematic elements, and ther
we'll go to a couple electronic guys and
give them the multitracks, so what goes
into the game is a hybrid. We end up inno-
vating musically by bringing in some really
interesting, fresh mixes to make it work
We might nave two-and-a-half hours of
musi¢ playing, and we need to figure out
how it willl make musical sense through any
transition the player might make. You have
to anticipate every possible move, and it has
to make musical sense.”

A lot of fine folks pushed, prodded and
fought for the new facility, others contrib-
utea stellar work. The complex cablefwir-
ing management system was designed and
implemented by Matt Levine of Bug Id
Productiors. Construction in San Diego by
Johnson and Jennings; Foster City, SC Build-
ers. And facilities director Chris Castagno of
Sony helped make the whole implementa-
tion possible.

"“The people we tend to hire have passion
for their work,” Murrant concludes. “With

> out the talent and the environment to work

in, you won't get the quality in the game.
These guys do some crazy hours when the
dev team is driving them, and they have to
have an environment that is true, where they
can make good decisions. If we can grow that
talent, we'll get better games.” |

Tom Kenny is Mix’s editorial director.

PHOTO: ED FREEMAN



You know what they say
about Allen Sides’ legendary
Ocean Way Monitor Systems...

“The Ocean Way Monitor Systems
are the best speakers in LIFE!!!”

- Bruce Swedien

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

- Leslie Ann Jones

“Qcean Way Recording’s accurate and
expansive monitoring systems are equally
impressive in every room.”

- Jack Joseph Puig

“The monitors Allen built for my private
studio, which we used to mix the last

Foo Fighters album, let me hear my music
the way [ want, very loud and very clear”

- Dave Grohl

“Allen and I 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.”

- George Massenburg

GC Pro has expert
Account Managers

in nearly every territory
of the USA... contact
us today!

Well, now you know. The amazing monitors
enjoyed by the world’s most respected mixers are
now available, custom designed specifically for your
studio by Allen Sides, exclusively through GC Pro.
Want to put some Ocean Way in your room?
Contact your loca!l GC Pro Account Manager for
more information or to schedule a private demo.

K = 500-935-MYGC

N

V¥ = www.gcpro.com

PRO

Www.gcpro.com




BY PAUL D. LEHRMAN

The Noise in the Box

Audio for Videogames, Part 2

n last month's discussion about game audio, I fo-

cused on the challenges of making soundtracks for

PC-based games. But PCs, of course, are only part
of the story. “The PC used to be capable of so much
more than the original Nintendo and the other early
consoles, but that gap is smaller now,” says producer
and audio supervisor Mike Verrette of Ironlore Enter-
tainment, a mid-sized developer in Massachusetts. Mi-
crosoft itself has recognized this reality: “They shifted
to the Xbox, supporting the console market at the ex-
pense of the PC market,” Verrette says. “For one thing,
it's faster to play: You just buy the disc and pop it in.
On a PC, it can take up to 25 minutes to install a game
since along with everything else, you have to down-
load new drivers for the sound and graphics cards. So
maybe by Tuesday you're playing the game you bought
on Saturday. But now they’re trying to revitalize the PC
game market. There's a new game initiative in Vista for
auto-loading and auto-installing game software.”

Whichever way Microsoft swings, however, the com-
pany has heavy competition from powerful new formats:
Sony’s PlayStation 3 and Nintendo’s Wii. And there’s a new
thrust among game developers to make their products
multiplatform-capable. Because the cost of developing
many games is now well up into six figures, it makes
economic sense to have them sellable in as many markets
as possible. There are obvious economies in this strategy:
Different platforms can use the same art, the same code
base and the same music. But there are plenty of head-
aches, too.

For comiposers, sound designers and audio producers,
each platform offers its own challenges. As for the dedi-
cated consoles, the most important difference between
them and 2 PC is that all of the data for a console game
comes off ¢f a CD- or DVD-ROM with its relatively slow ac-
cess time, whereas on a PC, it gets preloaded onto a much
faster hard disk. Thercfore, streaming speed becomes a
real issue. “In a typical game, the sound designer usually
gets five to 10 percent of the system resources,” explains
Jason Booth, a designer at Harmonix, the MIT Media Lab
spin-off that makes the Guitar Hero Series, and which was
recently bought by MTV for $175 million. “On PlayStation
2, you have two megs of RAM for audio. All of the sound
for wherever you are in the game has to reside in that
memory. Sometimes you have to leave room in there for
a streaming buffer, but you also have to worry about the
speed of the disc spin. Data on the outside of the disc
reads faster than data on the inside, so you have to take
that into account—data for loading a new level might be
on the inside, while data used during run-time is placed
on the outside. A common technique is to load in the
sound effects ahead of time and stream the music. But,
of course, you have to be okay with the rest of the team
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with that: They can’t be loading textures at the same time
you're streaming music. So everyone has to work together
and play nice.”

“The trend is toward never loading at all,” says Ver-
rette. “You want to never force the player to watch a load
screen. We're not there yet, but some games are doing it
better than others.”

On the plus side, however, says Verrette, “At least with
the console, you know that everyone’s got the same box.
You have the same sound and graphics hardware. And

If you're developing games for
all three consoles, you can’t use
tools from the console companies
since they don’'t work on the others.
You have to build your own.

—Jason Booth

piracy is less of an issue—it’s a closed architecture, which
makes it harder to get in and crack the copy protection.
It’s also not a standard DVD format, so to pirate a game,
someone would have to write the software to create the
disk images.”

The tools for developing soundtracks are still very
much computer-based. “You build the sounds in Pro
Tools,” says Alexander Brandon, the audio director for
Midway Home Entertainment, and who writes the “Audio-
Next” column for Mix, “and all the tools for integrating the
sounds into the game are on a PC. You test what you're
doing by ‘baking’ a build of the game and making a simu-
lation of it. Ideally, you want to hear what it sounds like
in the console itsclf, and with an Xbox, you can stream in
the sound over Ethernet.”

Because every game engine handles audio differently,
developers have to work with a different set of tools for
cach platform. PlayStation 2, for example, uses a toolset
called SCREAM. “Everyone has something for their hard-
ware,” says Booth, “but if you're developing games for
all three consoles, you can't use tools from the console
companies since they don't work on the others. You have
to build your own.”

“For example, within Microsoft,” adds Brandon, “the
Xbox has a different set of ‘filters’ [DSP functions] from
Windows, and the data is organized differently for the hard-
ware. Even the audio compression format is different: Xbox
uses XMA, which is its own version of Windows Media.”
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A number of enterprising companies,
many of whom are game developers them-
selves, offer cross-platform tool sets derived
from their own in-house development. Id
Software, makers of Quake, sells its en-
gine to developers working in Windows,
Mac and Linux, while Criterion Software’s
RenderWare suite and Epic Games’ Unreal
engine can generate code for both PCs and
consoles. An audio-only tool set, now in its
third iteration, is available from Canadian
company Audiokinetic. Its WaveWorks In-
teractive Sound Engine (Wwise, see “Tech-
nology Spotlight” in October 2006 issue of
Mix) started out as a” PC/Xbox system, and
the company recently added PlayStation 3
compatibility.

Wwise offers a slew of helpful tools for
game sound design, including prioritization
systems that keep track of how many layers
are available at any particular moment; multi-
listener support for split-screen multiplayer
games; linking reverb settings with particular
areas in the game and allowing up to four
such environments to exist simultaneously
for smooth transitions (I wish some of the
software reverbs in my DAW would do that?);
allowing the designer to decide whether ef-
fects will be added in real time or rendered
to help manage CPU power; ducking inau-
dible voices without forcing them to restart
their loops; and a clever Occlusion/Obstruc-
tion feature that changes sounds’ apparent
relative positions using volume and lowpass
filtering.

“About 60 percent of developers use
middleware engines,” says Brandon. “The
complexities of the systems, in terms of
graphics and Al have increased tenfold over
the last generation, and that makes it much
more difficult to roll your own engines. And
the engines have a long way to go in terms of
stabilization, the way that the audio industry
is settled on Pro Tools and Nuendo.”

“Usually, the engines get customized for
each game,” notes Booth. “The interesting
part of the job is designing the systems for
what they're going to do and how you're
going to use them. Features like being able
to mix layers of sound in real time are built
on top of the API [Application Programming
Interface]. You build an abstraction layer that
writes to the API and interfaces to whatever
sound engine you have. If you do that well,
then to the sound designer there are no
real differences among the platforms. But
in some cases, there are features that one
console has—but not the others—so you
have to ask, ‘Do we spend time on this since
it only works on one platform, and only that
part of our user base will see it? Do we go
for the lowest common denominator or for
the best features?’

“There’s a long learning curve for working
with new systems, and it's rare to find a com-
pany that has a really well-developed sound
toolkit,” Booth continues. “If a development
team is 30 guys, the sound staff is one or two.
Sound often gets the shaft: Designers have
to work with text files and arcane interfaces.
So part of the sound designer’s job is to fight,
and say, ‘My work would go a lot faster if I
could have better tools.”

On the other hand, there is some prog-
ress in raising awareness of the role of sound,
both in the game and in the development
process. “The companies are learning the
lesson about finalizing the script before
they finish the music,” says Brandon. “Since
people are now using live orchestras and big
Hollywood actors, it’s gotten very expensive
to do anything over”

The best part is that the quality of game
sound is better than ever. “We're in a gratify-
ing time when you can use 16-bit samples
and do DSP on the fly,” says Booth. Brandon
adds, “I's much more possible to have the
equivalent DSP power of a last-generation
Pro Tools rig running on a black box along-
side your game.”

Occasionally, though, in an odd way, that
high quality might work against a company,
especially one that's been around for a
while. “Games are about invoking Pavlov-
ian responses in the players,” says Booth.
“You're creating signals and getting people
to react to them. You're showing people a
pattern and asking them to break it to win.
If you change a sound from one version to
another—even if it’s better—people may not
like it since they've built a reaction to the
original sound.

“In Asheron’s Call 1,” which Booth helped
design for his former employer, Turbine
Entertainment, “when you pushed a button,
it made the character more powerful. That’s
the main reward in a role-playing game. But
the original sound was 8-bit, and when we
did Asheron’s Call 2, we re-created it all in
16-bit and couldn't find the original source.
We spent about a week re-creating that
sound for the second version, trying to make
it better. But everyone was so keyed in to the
old sound that they objected to any changes,
and we had to go back and carefully re-cre-
ate the original sound at a higher quality.”

Game development has become one of
the hottest fields to get into for young art-
ists, musicians and sound designers, not just
because it can be creative or because of the
potential money and fame (at least within
the gamer community), but also for the sheer
intellectual challenge. “It's complex stuff, and
frankly I think that’s what attracts people to
this industry,” says Booth, who studied music
production at Berklee College. “People that
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like working under constraints can engender
great creativity. When T was working with
multitrack tape, my 8-tracks always sounded
better than my 24-tracks. With the smaller
format, I had to make decisions earlier—I
was forced to make choices and take risks.”

Like any young and exploding indus-
try—think office software in the mid-'80s or
Internet portals in the late-"90s—there is a
tremendous amount of human energy going
into game development these days and that
creates problems. Like the “Microserfs” of
decades past, engineers and designers are
being asked to work long hours on projects
over extended timelines, and there is a hu-
man cost. “Is not like any other industry
I've worked in,” says Verrette. “In TV post, a
long project was a week. Now, projects take
years. There are some real horror stories. We
interviewed someone for a job here who had
been working 12-hour days, seven days a
week, for 28 days.

“Part of it is the generation: The average
age is 25 or 26, and a lot of these people
have never worked anywhere else,” Verrette
continues. “You have a culture of people
who have unstructured days working in a
creative environment. We have guys who in-
sist they like to work that way—T work best
through the weekend.” The perception for a
lot of younger people is that this is the price
you pay for working in the game industry:
“This is cool and this is what I want to do." It
doesn’t make it right, but it's how it is.

“It's simple to get very behind on a
project it you're not focused. People don't
schedule themselves very well at the begin-
ning and end up working 12 to 16 hours at
the end. We're still trying to put in place bet-
ter project management to avoid that. There
aren’t very many common practices yet. And

technology moves so fast that every project is
different. You can't specify the right pipeline
to produce widget A because the pipeline
changes on cach project.”

Established strategies from other indus-
tries often don’t apply to deadline issues in
the game-development world. “The  pub-
lisher's solution to the problem may not be
the same as the developer’s solution,” says
Verrette. “If you want to make the schedule
shorter, throwing more money and more
people at it may not solve the problem,
because those people may be sitting around
not doing anything, while the key people
end up working much harder.”

“The model of the game industry is start-
up-centric,” says Booth. “Its hard to predict
how long things are going to take. You have
1o build it, see what's wrong with it, change
it and keep iterating on it. It's very casy for
the schedule o get behind and then we have
to crunch. Over the years, that's been baked

into the industry. Companies that are not
well managed have to constantly crunch to
get the game done, because if they get oo
far behind, they'll go out of business. Other
companies that aren’t under that pressure
sometimes adopt this, as well. But if you
sustain a crunch for a long time, more than
a week or 0, you burn out your employees
and they become uscless employees. Tt
generates lots of bad will, then people stop
caring and the games end up being not as
good. [Tol people who find themselves in
situations like that, I say they should get out.
They're hurting their own creativity.”

Companies that don’t carefully manage
their human assets can end up paying a
price. In tate 2004, the wife of an engineer
at Electronic Arts posted to a blog a long,
detailed complaint about how the long hours
her spouse was working, and the stress he
was working under, were ruining their fam-
ily life. The post triggered a huge outpouring
of sympathy from the community—as well
as a couple of lawsuits, which Electronic Arts
settled this past April for $15 million.

“At Harmonix, we'll crunch around once
a year, for a week or two,” says Booth.
“Management views this as a mistake in
scheduling, that it shouldn’t be happening,
and they take great effort to make people
feel comfortable. They bring in food, mas-
seuses—they try to make people feel like
they're being taken care of” At Verrette's
company, lronlore, “We try to anticipate.
We implement crunch periods early on in
the project, consistently picking up stack as
it goes along, so at the end we don’t have a
huge, long crunch.

“I's a real problem when you've got an
industry that’s doubling in size cevery few
years,” Booth continues. “How do you keep
this growth going and keep yourselves in
check so you treat your employees well?”

And there’s another result of this huge
growth that may ultimately be even more
disturbing, “A friecnd of mine who's a game
designer used 10 be the lead singer of a
band,” says Brandon, “and he's always telling
me horror stories about the record industry.
He likes the game industry much better. He
says people tell you the truth and are forth-
coming. But the more money that goes [into
the] industry, the more commercialism is
involved. Something’s beginning to change:
There’s more money, and there are also now
A&R people.” L

Pawd Lehrman prefers games where  you
move around a lot and take a shower afier-
ward. His book. The Insider Audio Bathroom
Reader, is published by Thomson Course IR
and is available from www.mixbooks.com,
insideraudio.com and the usual suspects.
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% well-mixed and -sung lyric is the emotional center-
- piece of any song. But because of the complexity
(of pitch, tone, nuance and lyrics, vocals need the
' most massaging when it comes to the mix. Getting
. Wavocalin shape is like peeling an onion: Once you
get past the first layer, there’s always another to tackle.
Our mantra here is “making magic is incremental”; no
single technique will give you that “Eureka” moment. To
really make your vocal track shine, know what to expect
from each process that you layer on and, if you’re not get-
ting the results you need, how to move on to the next.

MAKIN’ A LIST

For starters, although you can do some basic vocal editing,
tuning and comping while the rest of the song is finished,
mixing vocals to a fine degree should be done after the
rest of the track is in order. That said, start by solo’ing your
vocal and checking it at a fair volum
some editing and tuning, there may be an errant click, pop
or other ugliness that has escaped your dragnet.

You may want to bring the creative team in to talk about
the vocal’s direction. Should the vocal be out front? Are
you hearing dry, medium or wet ambience? The mix often
dictates direction, but it’s still 2 good idea to get an idea of
what others on the team are thinking.

LOCATION, LOCATION, LOCATION

Ultimately, placement of the vocal in the mix is the key
to making it shine. This doesn't just involve adjusting the
level of the vocal; it also involves consistency in tone. For
instance, when the singer goes up to a higher register, does
the vocal become strident? If so, add this to your list of
fixes. Conversely, when the vocal drops in register and vol-
ume, is the tone muddy and the words hard to understand?
If so, you've just added to your list again. Next, listen for
uniformity in dynamics. Compression can tame the wild
fluctuations of a vocal. However, a single application of
compression may not do the job; getting the vocal to be
heard above the other instruments and remain consistent
in tone and feel without crushing it might require several
steps. The point here is not to squash the life out of a
performance, but merely to get it to where it is intelligible
while giving the listener the best experience possible.
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" MIRIng vocals

f,s _TRANSFORMING YOUR TRACK,
"ONE SMALL STEP AT A TIME

BY KEVIN BECKA

How about pops, clicks, mouth noises and other prob-
lems with the voice and recording? What about noise floor?
If this was a home recording, was the washing machine
running down the hall? Don't laugh—it’s possible. Listen to
your entire vocal track solo'ed at high volume and you'll be
able to hear all kinds of sins. Getting the flaws out of the way
without “hearing” the technology (for example, excessive
compression, bad EQ choices, etc.) is key to a tasty mix.

TONING uUP

Although you can certainly work in any class of hardware
or software, I've illustrated my examples with worksta-
tions and plug-ins. A DAW will allow you to address
and automate a number of tools that can help you shape
your tone to perfection. A good place 10 start mixing
the track is to find a general EQ that works overall, one
that improves intelligibility, removes any overbearing low
frequencies and enhances overall presence in relation to
the rest of the track. When shaping up the vocal with EQ,
listen in context with the rest of the instruments: EQ’ing
in the dark is an invitation to overdo it.

1 like to start by setting up a 4-band EQ on my track. You
can add openness, presence and intelligibility by creating a
high shelf anywhere from 5- up to 12 kHz. If more presence
is needed, try adding a peak EQ in the 3 to 6kHz range,
or taking away 1 kHz or adding a little bit of 2 kHz (the
main frequency range where the voice resides). Boosting a
bit of 200 to 350 Hz will add warmth and fullness, but too
much will make your track muddy. These techniques differ
from singer to singer and depend on gender. Once you are
confident, train your ear by first listening to the vocal solo'ed
while you add EQ and then listen to it within the mix.

Once you perform an initial pass of EQ, you can then
concentrate on tweaking specific problem areas. For in-
stance, the verse may sound good but the chorus EQ might
not work. First, be sure your frequency adjustments sound
appropriate at various gain levels. If the singer goes up in
range for the chorus—say, into a falsetto—and the track
becomes too strident, then you may want to back off the
gain on your high shelf for this section. You might also try
this technique at the ends of phrases. Riding the gain of your
plug-in from the beginning to the end of the song using this
band may be just the ticket for fixing these problems.

ILLUSTRATION: CHUCK DAHMER






What
“Inside the Box”
Really Means

NEW DUAL, QUAD PROCESSORS

8Y DAVID WEISS

PLACE NATIVE PROCESSING FRONT AND CENTER

t a recent Grammy Sound Table

cvent in Anaheim, Calif, coincid-

ing with the NAMM convention,
the four producer panelists were asked what
seemed like a throwaway question about
important technology advances and how
they fit into their workflow. 1larvey Mason
Jr. of The Underdogs chimed in right away:
The new Intel Magcs, he said. This whole new
generation of dual and now quad processors.
Carmen Rizzo concurred: “The speed is just
amazing, and for my live work, the latency is
disappearing.” The other two panelists nod-
ded their heads and Ehc panel moved on.

But that simple answer actually spoke
volumes about the new means of produc-
tion. Just a few short years ago, off-loaded
host processing was all the rage as a way
of freeing up the core CPU to run software
without choking the machine. Now, mul-
tiple processors in a single Mac or PC have
increased processing power and decreased
latency. And for a producer like Mason, who
averages about a song a day, the speed has
absolutely increased his productivity.

These advancements are certainly a boon
for music producers, but for developers, they
can be a double-edged sword: Yes, there is
greater potential to take their software to an
even higher level, but there is also great pres-
sure from the audio community to do that as
soon as possible.

“The more you can do natively, the more
you want to do that Way, so users are push-
ing the limits further,” notes Jason Davies of
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BIAS. “With more CPU power available, we
are able to offer much higher-quality real-
time and offline sample rate conversion and
more powerful native DSP processing than
ever before”

At the heart of the current wave of na-
tive progress is multicore multiprocessors—
which combine two or more independent
processors into a single package—from
companies such as AMD and Intel, the iatter
of which is currently shipping its Core Duo,
Core 2 Duo and Xeon dual-core processors.,
Intel also recently introduced a4 quad-core
processor, the Core 2 Extreme QG6700, which
runs at a speed of 2,66 GHz with 8 MB of 1.2
cache. The advantage of these processors is
that they allow the signal between different
chips to travel a shorter distance, meaning
that the signal does not degenerate as much.
therefore allowing more data to be sent at
the same period of time. They are also morc
power-efticient and take up less space.

“The number of effects and synths you
can use at any given time is dependent on
the processing power of the machine,” says
Michael Toover, executive VP of products
and development for Cakewalk. “The upside
is that the faster the processor, the more
you can do. The downside is that it’s not a
fixed, guaranteed amount—it depends on
the project size, content and whatever else
you are asking the PC to do at the same
time. Depending on the software, different
systems will let you know more gracefully
than others.

“In the early days of using PCs [Mac or
PCl, users would exceed the CPU power
pretty quickly,” he continues. “Today, the
average user can create great-sounding pro-
ductions without being hindered by the
CPU's capmbilitics. With the introduction
of the multicore, multichip systems, there
will be litnits, but the limits are so high
that few people will be hindered by them.
For example, SONAR 6 on 64-bit multicore
and dual-processor Intel-based workstation
platforms enables outstanding performance
for digital audio professionals with improved
processing performance and access to eight
or more GB of RAM. This will allow musi-
cians to process more of their projects in
memory with less data caching to and from
their hard drive. Audio and video processes
can also perform closer to real time with less
latency, which is critical for both audio per-
formance and mixing. And probably most
important, the additional access to RAM will
tnable musicians to use larger, more realistic
sample content in their virtual instruments,
which will result in richer, fuller, more real-
istic-sounding music productions.”

So what are the disadvantages of multi-
core? For end-users, there seem to be very
few, but for software developers, it means
that they have to go back to the lab to ensure
their apps are taking full advantage. “The
speed of CPUs directly affects the kinds of
innovation we can build into our software,”
says Hart Shafer, senior product manager for
Adobe Audio. “Some years ago, the advan-
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NATIVE DAWS, AT A GLANCE

PROOUCT/WEBSITE

PLATFORM

Mac: G3 or faster, 05 10.2.8; G5 or
Intel Mac, 10.4 x or fater.

PLUG-IN
FORMATS

Audio Unit VST

Version 6 combines multitrack recording and performance-oriented sequencing, along with QuickTime

Ableton Live § (www.ableton.com) i ] uniimited (effects and instru- video support a pro multisample fibrary, customizable instruments/etlects racks, multicore support,
Z'C'.a\sﬁ{:rldows 2000/XP: 1.5GHz CPU ments) enhanced project management tools and improved MIDI control.
f PC: 800MHz or higher CPU; Windows q Two-track editor with FFT analysis, phase metering, restoralion tools (de-clipper/de-crackler/de-
Acon Acoustica 4 (www aconas.com) 2000/XPNVista d VST, Direct clicker), integrated RIAA preamp emulator and more.
- PC: Pentium 4, Windows XP with - ) Record, mix, edit and master digital audio files with powerful tools that bring flexibility and controt to
Adobe Audition 2 {www.adobe.core) Service Pack 2 or equivalent unlimited DirectX, VST your desktop studio. Easily create music, produce radio spots and restore imperfect recordings.
Mac: G4 (dual proc. recommended), Supports Apogee Ensemble Firewire I/0 and Pro Tools HD7 DAE. Support for stereo ReWire objects
Apple Logic Pro 7.2 {www.apple.com) | G5or Intel Core Duo. 0S 10.4.3 up to 255 stereo | Audio Units and multichannel Audio Units instruments, and can play AAC and Apple Lossless compressed files.
or later Logic Node apps require G5 or Intel Core Duo and Gigabit Ethernet
Audio Units, VST Supports up to 32-bit/10MHz, five plug-in inserts and integrated Vbox effect routing, graphical/tist
BIAS Peak Pro 5.21 Mac: G4, G5 or Intel Mac; 0S 10.3.9 or 2 (stereo) (etlects and 'inslru- view playlist, automated batch processing, support for SMDI samplers, includes more than 25 effect
(www.bias-inc.com) 10.4.3 or higher ments) plug-ins. Also available in LE version and in XT Bundle with Peak Pro, SoundSoap Pro, SoundSoap 2,
Master Perfection Suite and more.
Cakewalk SONAR 6 PC- Pentium 4 1.3GHz or AMD First Native 64-bit and Windows Vista-supported DAW. SONAR 6.2 supports Windows Vista in both
(www,cakewalk com) Athlon XP 1500 or better with Win XP unlimited DX, DXi, VST, VST 32- and 64-bit modes 64-bit mode requires Pentium 4 2 8GHz or AMD Athlon 64 2800 (o better)
. ’ (minimum for 32-bit mode) with Win XP/x64. SONAR LE version widely distnibuted with third-party hardware.
Mackie Tracktion 3 Ultimate Bund.e :ﬁh’xﬂ:';’(’: or Athlon 1GH or highes unlimited VST VSTi. Pro- A 64-bit—capable production system with thousands of loops, samples, effects and virlual instruments,
(wwwmackie.com) Mac: G4 (1(§Hz or higher), G5, Intel (depends on viefa ' direct MP3 file import/export and the ability to create MIDI (and audio) loops as clips. Also oftered as
. : M ac.OS 10.480r higher S host CPU) Ry Traktion Project Bundle with fewer sounds at less cost.
Features include MID! drum/controller editor; Vintage Effects Suite PRO; VST Waves shell support:
Magix Samplitude V9 PC: 1.5GHz or higher CPU running 999 (stereo/ DirectX_ VST tempo maps for VSTI, ReWire and VST effects; 5.1 panning; multichannel EQ and dynamics; convolu-
(www.synthax com) Win 2000 or XP mono/MIDI) ' tion-based, real-time room simulation; and fow-latency Hybrid Audio Engine with 24-bit/192kHz
support.
) ) . This mutti-user, network-capable DAW offers most of the updates from Samplitude, but adds multichan-
Magix Sequoia V. 8 ;l?n ;'S&Hélo);;"gher CPU running 999 (stereo/ DirectX, VST ne! format support (configurable up to 12 channels), 48-track mixe, pitch-shift editing, pitch correction,
9 . mono/MIDI) . Robota Pro 8 analog synth, low-latency Hybrid Audio Engine, restoration tools, Amphibia tube channel
strip, VariVerb Pro reverb and SampleTank LE with 250MB sounds.
Merging Techologies Pyramix Na'we ) The Native Media Bundle is an enhanced version adding surround mixing, eight record/playback 1/0,
(www.merging.com) PC. Windows XP Al DirectX, VST DSP effects, 64 to 192kHz operation and more.
MAS, Audio Units,
Mac: G4/500MHz with 0S 10.4.4 unlimited VST with third- Version includes six new instrument plug-ins, a meter bridge feature, new editing tools and input
MOTU Digitai Performer 5.11 (minimumy); dual-processor G4/G5 or (depends on party wrapper; TOM, | monitoring modes, clip-based volume automation and more. For film/TV composers, Digital
{www.motu.com) any Intei Mac (preferred) hos;l) CPU) HTDM, RTAS and Performer 5 can superimpose streamers/punches/flutiers on a QuickTime movie for collaborating with
AudioSuite (with PT music editors and prepping for soundstage scoring sessions.
hardware)
72 mono/stereo " . o
AML SAWStudio V. 4 PC: Pentium If 450MHz or higher with | tracks. 24 Proprietary, DireciX Recent_ enhancemgnls include a Hot Track Solo mpde, the ability 1o host VST plug ins in any folder on
(wiw.sawsiudio com) Win NT/2000/XP stereo oulput and VST any drive, a function for automatically compensating for the latency of VST plug-ins and a bypass of
’ ’ racks p the auto-comp feature SAWStudiol.ite and SAWStudioBasic are also offered
Mac: G4 1GHz or better with 0S 10.4 unlimited New technologies include VST3 and ASIO 3, new synth engines, Yamaha hardware integration and
Steinberg Cubase 4 PC: Pentium or Athlon with 1.4GHz audio/MIDI (de- controt room routing. Features inciude 34 new 64-bit plug-ins, new VST instruments, tnstrument
VST2,VST3
(www.steinberg.net) or better CPU; Win XP {(Home or pends on host ! tracks, track presets, configurable channel strip, mixer and notation enhancements, advanced real-time
Professional} CPU) transpose and drag-and-drop inserts. LE version widely distributed with hardware from many sources
Mac: G5 with 0S 10.4 supports up 10 Includes a control room busing/monitoring system for creating separate mixes for headphones,
Steinberg Nuendo 3.2 PC: Intel or AMD 2GHz CPU minimum; | 192 physical QOirectX. VST control room and up to four studios, plus foldback and external audio source handling. Nuendo 3.2
Win XP (Home or Professional) 1/0s also enhances suppori for Euphonix MC and System-5 MC control surfaces.
R ; Offering high-res stereo/multichannel audio editing, mastering, CD/DVD burning and CD or DVD-Au-
Steinberg WaveLab 6 g,cb;f;"g?fm;?; mg'n:et)?m stereo or DirectX_ VST dio production, WaveLab 6 adds 120 new features, including Spectrum Editor, integration of outboard
9 Profession al). surround ' eftects and hardware remotes, loudness-corrected SmartBypass, DIRAC time stretch and pitch-shift
technology, and Bob Katz's K-System melering.
Sonic Studio soundBlade Mac: 1GHz CPU with 0S 10 3.9; This stereo production app features instant PQ creation, CD “refs™ and DDP file set delivery and op-

{www.sonicstudio.com}

faster CPU and 0S 10.4.3 (or newer)
recommended

410 16 tracks

VST, Audio Units

lional restoration tools including NoNOISE, ptus Sonic Studio’s EFM™ and 4-point editing capabilities
with the SSE™ real-time audio engine and optional, hardware-accelerated DSP

unlimited DirectX, VSTi soft This loop-based music creator now offers full DAW pertormance with 24-bit/192kHz audm support
Sony ACID Pro 6 PC: 1GHz CPU (1.2GHz if using video) | audio/MIDI (de- | synth, VST effects, and MIDI editing. Features inctude on-the-fly punch-in overdubs; VST p ; drum
(www.sonymediasofiware.com) and Windows 2000 (SP4) or XP pends on host ReWire mixer and map editing; Mackie Contro) Universal support; real-time pitch and lempo maiching; 20-plus real-time
CPU) device support OirectX effects; and 5.1 mixing
PC- 500MHz or faster CPU; Windows ; g Version 8 of this 2-track editor/restoration package adds ASIO driver support, batch conversion and
Sany Sound Forge 8 2000, XP (Home o Professional) 2 DirectX VSTASID 1 oy architect 5.2 sottware
36 MIX. March 2007 o www.mixonline.com



From valve warmth to transistor trash.

It may look like just another knob, but our VHD (Variable Harmonic Drive)
preamp is far from a traditional linear gain control - it’s more like a time-
machine of overdrive characteristics.

As you turn the knob clockwise, the Variable Harmonic Drive circuit (patent
applied for) introduces a blendable mix of 2nd or 3rd harmonic distortion to
your source material, taking it from gentle valve-style warmth through to
trashy transistor-esque grunge. It's a new world of overdriven possiblities.

VHD is already warming up audio in the Alpha Channel, the E Signature
Channel and Duality, our latest large format analogue music console,

so the chances are, you've already heard it.

™

Variable Harmonic Drive

Solid State Logic

www.solid-state-logic.com SOUND || visioN
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1 7th KOREA INTERNATIONAL BROADCAST
AUDIO & LIGHTING EQUIPMENT SHOW

COAL A

S Ministry of Information and Communication, Korean Broadcasting System(KBS), Munhwa Broadcasting Corporation(MBC), SBS
Educational Broadcasting System(EBS), Music Industry Association of Korea, Korea Video Association
Electronics and Telecommunications Research Institute, Korean Cable TV Association

o ZZ 5:Korea E & Ex Inc., The Korean Broadcast Engineers & Technicians Association www. kobashow.com
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tage was with host processing because the ' v Ia 0 “e
chips were function-built to handle audio

processing. Now, however, native applica-

tions like Adobe Audition are reaping the

benefits of billions of dollars spent by the

likes of Intel and AMD, allowing us to dream

up features that weren't possible before. cEm
“There are two main benefits to the user:

cost and ease,” Shafer adds. “As computer me muenw Amm 3

prices continue to fall, it is most often less

expensive to buy a standard computer and mnning mluﬂo“ mr

just add software than it is to buy and use

dedicated hardware. Just as important as the Insisig sunnresﬂon
lower cost is the ease of entry. New users ' e

are generally much more comfortable buy-
ing a standard Dell and running with it than
worrying about configuring multiple pieces
of hardware.”

At Rain Recording, which builds the Ele-
ment line of DAWS, taking maximum advan-
tage of today’s native processing power calls
for a holistic approach to the entire machine.
“The philosophy is one of balanced technol-
ogy,” explains Bill Paschick, president of
Rain Recording U.S. “Many people thought
for a long time, ‘If I have the fastest proces-
sor, I'll be the fastest” But that’s not true. If
the hard drive is two years older, for exam-
ple, it won't be able to suck the information
off the processor fast enough.”

“Not until the last couple of years, when
components started to get more balanced,
were we able 1o unlock the power of true
multicore,” adds Robin Vincent, president
of Rain Recording UK. “There had to be a
convergence of peripheral component vi-
ability so they would all work in harmony.
The software people had to write instruction
sets for the dual-core processors, but they
also had to say, “What about drive speeds?
What about buffer sizes?” The bottom line
is that with the Core 2 Duo, there is now
a 40-percent increase in processing power
at the hardware level, pre-OS. That means,
forget Windows XP, forget the operating
system-—we now have a 40-percent increase
in how the computer thinks.”

On the Mac side, the combination of
Intel multicore processors and evolution of
hardware has had an equally big impact on

those machines’ ability to make the most of S ,77 ARTR ACK

native processing. With the Xeon chip now
! 72 PATHX

available within the Mac architecture, the G5
has already gone the way of the dinosaur.

“We worked really hard to make native
processing and music production work on a
d.ual-core. system for some time,” :says Alec » W E CONNETCT
Little, senior product manager, music and au-
dio marketing for Apple Inc. “We believe we
have arrived now, and as a by-product, we

MPATHX.coMm

(316)262-8788
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Waldorf Edition

Softsynth Three-Pack

Three of the most famous softsynths of all time are once again available —
this time for a fraction of their original price. It's Waldorf’s way of saying
“we’re back...and boy, have we got great things in store for you!”

o =2* PPG Wave 2.V Synth
e Attack Percussion Synth
e D-Pole Multimode Filter

See the next generation of advanced
Waldorf hardware synthesizers at
www.qtecdesigns.com

Exclusive U.S. Distribution by

Mac/PC I E ;

VST/AU estimated street price v DESIGNS
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Today’s PA system requirements demand superior
sound to accompany advanced lightig and staging
techniques. Trust Lectrosonics and their Venue
Modular Receiver to deliver the sound, with rack
solld RF performance.

Really Means "

Raise Your
Wireless

The Venue UHF system operates with Digital Hybrid

have also been able to arrive at a portable so-
lution with the MacBook Pro. The top-of-the-
line Mac Pro [tower] has two dual-core Xeon
processors, but there are other elements that
make it compelling for audio: huge. 16GB

Standards

Wireless™ transmitters, and a variety of analog
transmitters. The recelver uses a host assembly
that includes:
* Six channels in a single rack space
* Buijit-in antenna multicoupler
» Computer interface included with USB
and RS-232 ports

+ Compandorless Digital Hybrid Wireless™

apacity ¢ internal hard drive:
RAM capacity and four internal hard drives LECTROSONICS - s
Sl
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