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Passion that shows in your final product.

No matter what type of experience you're creating for your customers, you can count on Dolby to help you
get the reaction you want every time. From content creation to final delivery, we’re with you every step of
the way, helping you get the details just right so your end result is exceptional. Visit us at NAB, where
we’ll be showcasing the essential tools and technologies for everything from program creation to broadcast
transmission, highlighting our new DP600 Program Optimizer for file-based broadcast infrastructures.

We look forward to showing you all that we have to offer.

NAB2007, April 16~19, Las Vegas Convention Center,
Booth N2513 (now in the North Hall)
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www.dolby.com

DOLBY

Dolby and the double-D symbol are registered trademarks of Dolby Laboratories. © 2007 Dolby Laboratories, Inc. All rights reserved. S07/18014




Royer Labs R-122V (B

Vacuum Tube Ribbon Microphone s

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

“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 is
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-bit.
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. i 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
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FRANK FILIPETTI

Five-time GRAMMY® Award-winning engineer, - %
producer whose credits include projects with: . H

10,000 Maniacs
Barbra Streisand
Billy Joel

Carly Simon
Courtney Love
Elton John
Frank Zappa
James Taylor
John Waite

Kiss 31
Korn

Luciano Pavarotti
Luther Vandross
Mariah Carey
Ray Charles

Rod Stewart
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"When working in a recording environment, I've found it critical to 1. create an atmosphere that people find
comfortable and 2. make sure the listening environment, especially your speakers, are as good as you can get - so you
don't second-guess what you're hearing. When | first used the LSR6300s, | just loved what | was hearing and I've been
using them ever since. They’re smooth across the entire spectrum. | don't hear the speaker - just the music. Working in a

range of rooms in LA, London, and here in Manhattan, the ability fo tune the LSRs to the room is extremely useful. 1'm
really stoked about the new LSR4300 series especially the 6-inch model. The 4300s, with automated Room Mode
Correction, go one step further. | put the supplied calibration mic in the center of the room, push a button and the

speaker does all the work. It not only does it, it does it well and it does it right! The technology's
amazing - I'm blown away by it. | take my LSRs wherever | go."

Hear why award-winning engineer, producer, Frank Filipetti is blown away by the
LSR series studio monitors. Visit JBLPRO.com/LSR
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Duality - Studios Piccoto, Montreal

Magic happens... outside the box.

For three decades, the SSL 4000 and g9ooo Series
analogue consoles have been the first choice of recording
professionals. With our latest consele innovations, Duality
and AWS goo+, we deliver SSL analogue magic to your
studio DAW system. Record with SuperAnalogue™ Mic
pre's (and the new VHD Mic pre), use legendary E/G
Series EQ & Dynamics, sum your mix to an SSL
SuperAnalogue™ mix bus, use SSL's powerful automation
and recall your mix settings with Total Recall™.

Installed in 250 locations worldwide, the compact AWS
900+ offers 24 SuperAnalogue™ channels and established
new standards in console and workstation integration.
The large format Duality, availablein 48, 72 & 96 channel
frame sizes, adds even more workstation control and a
highly-evolved feature set including a dual signal path &
routing system enabling you to patch SSL analogue
channel processing directly into your rig.

To find out more about the new standards in music
consoles, visit www.solidstatelogic.com

AWS 900+

Sold through dealers

Duality

Sold directly by SSL

Oxford +44 (0)1865 842300 New York +1 212 315 1111 L0s Angeles +1 323 549 9090
Paris +33 (0)1 48 67 84 85 Milan +39 039 2328 094 Tokyo +81 (03 5474 1144

www.solidstatelogic.com

AWS goo+ - Geardox, UK

X-Rack - SSL SuperAnalogue magic in a rack
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For a more modest budget, X-Rack is a modular
system featuring SuperAnalogue™ processing
circuitry and Total Recall™.

Six modutes are now available making it possible
to configure X-Rack as a rackmounted mixer &
analogue summirg system, or as a standalone
processor for studio & live applications.

e Eight Input Summing Module
e Four Channel Input

* Master Bus

* Mic Amp

e Channel EQ

¢ Dynamics Module

X268

SUPERANALOGUE

Solid State Logic

SOUND || VISION




ing

Oppsv¢
Orpheus - the ultimate professional
firewire interface by Prism Sound
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Dual headphone outputs

Configurable multi-channel
monitoring with master level control

Two mic / line / instrument inputs
Two mic / line inputs
Four additional line inputs

Eight monitoring outputs
Concurrent ADAT or SPDIF 1/0

MIDI in and out/through

Plug n Play with
your PC or Mac to
unleash your
creativity

Complete with configurable monitoring for control room or foldback
Orpheus by Prism Sound is the professional’s choice

d
///JW%W/ Contact us now to arrange your demo

el www. prismsound.com

SHE +44 1223 424988 Email: sales@prismsound.com




UHF-R. DO MORE.

Wireless Workbench® Software
is includec. Experience it firsthand
at www.shure.com/scftware.

www.shure.com

it

More Productivity. More Reliability. More Control.

UHF-R®. Premier Wireless Technology.

Redefining wireless for the largest, most demanding applications.

UHF-R helps you master the comglexities of large-scale wireless installations with
greater efficiency, enhanced flexib:lity and complete control. With fast setup, robust
wideband performance, full PC system monitoring via Wireless Workbench Software
and Shure audio quality, UHF-R frees you to do even more in less time.

UHF-R ADVANCES

Advanced contrel | Shure’s Wireless Workbench Software, Ethernet and USB compatibility
give you comprehensive PC control and monitoring of large systems.

Unparalieled RF performance | Advanced Track Tuning shifts the RF filter along with the
selected frequency — maximizing isolation from interference and preserving signal integrity
with UHF-R'’s extended bandwidth. 2400 selectable frequencies across a 60MHz band,

up to 40 compatible systems per band.
Superior sound quality | Shure's patented Audio Reference Companding delivers crystal-clear
audio, far superior to conventional wireless. NEW KSM8 dual-diaphragm, handheld condenser
microphone for the critical capture of voice.
Intuitive usability | Fast automated setup saves you time and effort. UHF-R usability

innovations include networked automatic frequency selection, infrared transmitter sync and smart,
menu-driven Ssystem operation.

Road-tested durability | Rugged components ~ including a compact, lightweight bodypack -
withstand the abuses of the road and deliver consistently reliable performance.

SHURE

LEGENDARY
PERFORMANCE"™
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features

32 Wireless Issues
Wireless technology keeps improving, but recent FCC allocation actions,
smaller budgets and more complex multi-camera shoots make the job of the
production sound mixer for location TV shoots harder than ever. We talked
to a number of top audio pros about working in today's cluttered airwaves
and found both solutions and a lot of yet-unanswered questions.

38 Take It With You
The whole point of owning a laptop computer is being unencumbered by a
massive—and heavy—desktop system, but can portable hard drives and data
backup systems perform on a par with their larger cousins? Laptops still
have size and speed issues, so manufacturers are offering new products
and solutions to increase connectivity and performance.

46 Gearing Up for Summer Tours
It may be cold where you live, but sound reinforcement companies are
thinking warm and getting ready for the onslaught of riders for this year's
hot summer tours. From upgrades to packing the cable, Mix’s sound
reinforcement editor, Steve La Cerra, checks in with these providers to find
out what will make it in the truck pack.

52 Bay Area Sound
In our ongoing coverage of audio for videogames, Mix spotlights Northern
California-based Bay Area Sound, whose recent gaming credits include
CS/ and The Chronicles of Narnia.

On the Cover: MTV Net-
works’ Mobile Unit 8 has
been refurbished for 96k
production with a 56-fad-
er Lawo MC?66 console.
The truck also houses. Pro
Tools HD rigs with Apo-
gee X-Video cards and
Big Ben master clocks.
Photo: David Vespie. In-
set: Paule Saviano.
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We're working on a very important special May issue on |

hearing health and stress management, and we want to
hear from you! Tell us your tales and we'll put them in
Mix or on our Website. Let us know how you handle the ups and downs
of your audio job by e-mailing mixeditorial@mixonline.com.

TALKBACK

Check Qut Mix Online! hitp://www.mixonline.com

{Volume 31, Number 4) is ©2007 by Penton Media Inc., 9800 Melcalf Ave., Overland Park, KS 66212. Mix (ISSN 0164-9957) is published monthly. One-year {12 issues) subscription is $35. Canoda is
$40. All other international is $50. POSTMASTER: Send address changes to Mix, PO Box 15605, North Hollywood, CA 91615, Periodicals Postage Paid ot Shawnee Mission, KS and at additional mailing
offices. This publication may not be reproduced or quoted in whale or in part by printed or electronic 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 6JS.
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Maybe Chicken Little Was Right

he sky s falling—at least part of it is for wireless audio users, whether for broad-

cast, production sound, Broadway, concerts, sporting events or houses of wor-
ship, affecting mics, IFB, radio intercoms or in-ear monitoring. With the changeover
to DTV broadcasting in February 2009, our old pal analog television is going the way
of the rumble seat. Meanwhile some very large, well-financed players are looking at
picking up a lot of soon-to-be-unused frequencies for new uses, such as portable
Internet devices.

So what does any of this have to do with audio? Plenty. Because unlike CB radio and
maritime navigation, pro audio never had an official allotment of frequencies from the
FCC for wireless use. We rode on the coattails of broadcasters, first using unused VHF
TV frequencies and later mainly moving to the middle and upper UHF bands. Now here’s
the rub: DTV operates with more precision than analog TV channels, which require
large areas of “white space” padding around each frequency to avoid interference from
adjacent channels. And that white space offered a mostly safe haven for wireless audio
users. So with no white space requirement, DTV's arrival leaves a whole lot of ex-analog
TV spectra, which the FCC has proven more than willing to reallocate to deep-pocketed
companies such as Sprint Nextel, Verizon, AT&T/Cingular and others who see boom
times ahead for wireless Internet and mobile communications.

The situation caught the attention of Sens. John Kerry and John Sununu, who in-
troduced separate bills mandating that the FCC allocate the vacant spaces for wire-
less broadband. This is a good thing, with the potential of bridging Internet access
to rural areas, and perhaps even bringing new players to compete in the cable and
broadband markets. However, a few issues must be resolved. First, portable wireless
products are two-way devices, operating as both receivers for downloading data,
video, music. etc., and transmitting everything from e-mails and text messaging to
baby pictures. With this burgeoning market, moving slowly with adequate testing
to ensure that these devices don't interfere with existing products operating in the
white spaces (such as wireless microphones) is essential.

With that in mind, lllinois congressman Bobby Rush introduced H.R. 1320, “The
Interference Protection for Existing Television Band Devices Act of 2007.“ Rush’s
bill doesn’t seek to negate the Kerry and Sununu proposals, but would allow some
white space use for gear such as wireless mics, while asking the FCC to require in-
terference testing of portable broadband devices. H.R. 1320 is a balanced approach,
and audio pros should encourage their local representatives to support this bill. Get
involved. Jus: go to www.house.gov/writerep, enter your state and zip code and an
e-mail form pops up with your representative’s name. It couldn’t be easier.

The long-term effect of any frequency reallocation remains unsure. Will your wire-
less gear worx after the changeover? Maybe, maybe not. It may come down to losing
certain frequencies or having a shorter operating range, but at least the Rush bill gives
our industry and the general public the best shot at maintaining high-quality wireless
communications in the years to come,

George Petersen
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Sweetwater.com has been named one of s =c=" R ATO0

the top ten music technology INFORMATION

resources on the web. It contains thousands e twaters Ultimate
of pages of gear, reviews, buying guides, and Guide to Pro Tools -~ 2
helpful resources.

Our Sales Engineers are the most highly trained,
“hands-on" music technology experts in the industry,
and they're musicians and recording engineers,
sharing the same passion and interests as you.

Mixers to Microphones / Preamps to Plug-ins

There's a reason musicians, engineers, and producers are making Sweetwater their trusted
source for music technology: because buying gear is about more than getting a box.

E

NO INIMUM PURCHASE

14 E (800) 222-4700 ’ sweetwater.com
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SCHOEPS

Mikrofone

Finally... Your shotgun will sound like a Schoeps

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

(Innovation

Redefined

REDDING AUDID, Inc. 97 S Main St. #10
Newtown CT 06470 phone: 203. 270.1 808

www reddingaudio.com www.schoeps.de

The New I

Wunder Audio
CM7-GT. So
easy to get
into, it’s going
to move fast.

Vintage New-Old-
Stock Telefunken
Glass Tube with
remote pattern

switching $2,795 ‘

L3
|
g |
| o~
| tl NEW CM49 NEW CM50 M7 3 CM12

; @Wundel’ C?UOIEIO"' wunderaudio.com
e (512)338-6777

12 MIX, April 2007 » www.mixonline.com

WWW. MIXONLINE.COM

74 enton Media

Chief Excutive Officer John French jofin. french@penton.com
Chiet Finondol Officer Enc Lundberg enc lundbery@penton.com
Sr. Vice President, Admini b

penton.com

Vice President, Human Resources Kurt Nelson kurt nefson@penton.com
Chief Technology Officer Cinti Reding cind.reding@penton. com

Vice President, General Counsel Robert Feinberg robert feinberg@penton.com

Eric Jocobson eric i

SUBSCRIBER CUSTOMER SERVICE: To subscribe, change your oetress or check
on your current account status, ga to www.mixonline.com o7 dlick on “Customer
Service” for fostest service. Or, e-mail mix@espcomip.com, call folHree B66/
860-7087 or 818,/487-2020, or write to PO. Box 16886, N. Hollywood, (A 91606.

BACK ISSUES: Back issues ore availoble for 10 each by colling 80C/532-8190
o1 815/734-1216.

POSTMASTER: Serd address ehanges to Mix magazine, PO. Box 638, M1. Morris,
IL 61054.

PHOTOCOPIES: Authorization “o photocopy arficles for internal corporote, personal
of instructional use may bz ebtoined from the Copyright Clearance Center (CCC) ot
978/7508400. Obtoin further irformation of copyright.com.

REPRINTS: Contact FosteReprirts to puichase quality custom reprints o e-prins of
articles appearing in s pablicatian of 866,/436-8366 (219/879-8366 ouside the
US. and Conado). Instant seprints and permissions moy be purchosed directly from our
Website; look for the RS Copyright tag appended to the end of eoch orficle.

ARCHIVES AND MICROFORM: This mogczine is available fer reseorch
ond retrievol of selected orchived orticles from leading electronic detobases ond
online search services, including Factiva, LexisNexis ond ProQuest. For microform
ovailability, contact National Archive Publishing Compony ot 800,/521-0600 or
734/761-4700, or seatch the Seriols in Microform listings of nopubco.com.

PRIVACY POLICY: Your privacy is o piority to us. For a defailed policy stotement
obout privocy and information dissemination practices related to Penton Media Inc.
products, please visit our Website ut www.penton.com.

LIST RENTAL: Marie Briganti marie. biganti@walterkor infousa.com

MAILING LISTS: Penion Merlio Inc. mokes peitions of our moguzine
subscriber lists availobl2 to coretully selected componies thot effer products and
services directly relotec to the industries we caver. Subscribers who do not wish
to receive such mailings should contoct the Penton Media Inc. subsriber services
ot 800/532-8190 or 740/382-3322.

CORPORATE OFFICE: Penton Media Inc., 249 West 17th St., New York, NY,

www_penton.com.

NATIONAL  EDITORIAL, ADVERTISING AND BUSINESS OFFICES, 6400 Hollis
St., Suite 12, Emeryville, (A 94608; 510/653-3307; fox 510/653-5142;
Website: www.mixorline.com. *HOTOCOPY RIGHTS: Authorizotion to photocopy
items for intemal or personal use of specific dlients is gronted by Penton Media
Inc., provided that the hose fe: of U.S. $2.25 per copy, plus U.S. S00.00 per
page is paid directly to Copyright Clearance Center, 222 Rosewood Drive, Danvers,
MA 01923. The fee ccde for users of this Tronsactionol Reporfing Service is ISSN
0164-9957/2000 $2.25 + $00.00. For those organizations tat have been
gronted a photocopying license by (CC, o seporote system of payment hos been
orranged. Before pho*ocopying sems for educational clossroom use, plecse contact
(CC ot 978/750-8400.



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.

- _:- —
2 3 BEST SOUNDING
zj “'4"' » The most sonically advanced audio hardware interfaces combined
iy -'5;‘.,_ with the most advanced music creation and production tool

HIGHEST PERFORMANCE

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

GREATEST VALUE

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

I
SOUND AMAZING
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Letters to Mix

TRY THIS ON FOR SIZE

After reading your article on mixing drums
(“The Inside Track"} in the January 2007 issue,
I'd like to offer an additional technique to help
center the snare drum in the mix. Try using
an X/Y pair of microphones as overheads and
aim them at the center of the snare drum. (Il
usually bring this pair of mics in from the rear
of the kit and boomed over the drummer’s
head.) The mics will look off-center hanging
over the kit, but there are a couple of benefits:
The drummer’s head is usually centered on
the snare drum, so it's natural-sounding from
the player's perspective. It helps to avoid the
phase cancellations created when a lot of
microphones are used together.

A spot mic on the hi-hat usually isn't
needed, further reducing the number of mics
on the kit. Aiming the X/Y pair over the middle
of the snare drum moves the microphones
closer to the hi-hat so that it becomes more
prominent in the overhead drum mix. The
ride cymbal also tends to balance better in the
overall drum mix using this placement.

Dan Guerrie

THE “COMPLETE FAST LANE”

| have been a dedicated reader of Mix since
the 1980s, and | dways look forward to my
monthly issue, which | never fail to read
cover to cover. One of my favorite columns,
of course, was “The Fast Lane” by Stephen
St.Croix. | still look back at those articles and
often laugh aloud at his irreverence—and
sometimes his prescience. Are there any
plans to compile his writings into a book?

Michael “Fraz” Kirch

Many of Mix’s longtime readers have asked us
to publish Stephen St.Croix's “The Fast Lane”

14 MIX, April 2007  www.mixonline.com

columns in book form. We are presently com-
piling a selection of columns, along with many
of Steve’s personal photos and drawings, for
a collection to be published by MixBooks this
year. Watch for a formal announcement in Mix
and on www.mixonline.com. —Eds.

TILL THEN, HE’S STILL REMEMBERED
There are many moments in life when | think all
of us experience feelings about whether what
we do actually has some effect on others. | feel
compelled to write after the shock of the news
of the passing of Stephen St.Croix.

I have been an avid reader of Mix since
1985. Traditionally, after scanning the cover
and briefly looking at the “Table of Con-
tents,” I've always read Stephen’s articles
first. They truly have brought me tremendous
enjoyment and laughter at his humor, insight
and awareness by the poignancy of his view-
points and breadth of knowledge. He [always
helped me feel] that someone else perhaps
feels as | do, and has a voice and ability to
let these ideas be heard. He has truly been
an inspiration to me and, | am confident, to
many others.

it has been fascinating to me to grieve for
someone | have never met, yet feel so con-
nected to through his writing. There were so
many instances when | wanted to write to
him and say, "Yeah, you're right,” or, “Thanks
for bringing it up.” Sadly, now it is too late.
He has, as he stated in his last article, “been
writing personat letters to his friends,” and this
friend just wanted to send a long belated and
much overdue “Thank you, Stephen!”

Frank Prpic

Platinum Glass Productions

TO OVERLAP OR NOT OVERLAP?

I have a question for Bobby Frasier regarding
his October 2006 review of JBLs LSR 4328P.
You mention that overlap on the shelving
EQ bands would enable you to quiet down
the 1kHz range that seems a little forward.
The overlap seems like a good idea, but be-
cause the frequency range you want to drop
happens to be at the boundary between EQ
bands, could you not drop it, in effect by using
gain on both bands and setting the corners to
either side of 1 kHz?

Chris Dobson

Chris, you are absolutely correct. it will work
this way, but to get just a 1dB “drop” in rela-
tion to the 2dB boost you've entered, you
need to have your “corner frequencies” set

FEEDBACK

at about 667 Hz on the low shelf and 1.37
kHz on the high shelf. To get a 2dB drop,
the corners go out to about 354 Hz and 2.59
kHz, respectively, due to the nature of the
filter slopes (as witnessed on their software
graph), effecting quite a bit of territory
around 1 kHz. So, more correctly, | should
have requested a variable slope in future up-
dates for more of a notch effect. But again,
you are correct, sir! —Bobby Frasier

DO YOU HEAR IT?
Regarding Heather Johnson's piece “Sting
With Edin Karamazov” (December 2006
“Recording Notes”) about Sting’s new CD
of songs by John Dowland, | know the lute
produces a soft sound and is not easy to
record well. But the solution is definitely not
the gross compression that afflicts the sound
of this CD. Among all the folks who were in-
volved in the recording and mastering, didn’t
anyone notice the grotesque sound?

Doug Pomeroy

Pomeroy Audio

ACRONYM BUZZWORDS?

In reading the December 2006 Mix, | came
across the article on the Romus Studio in
Italy (“Sound for Picture™). it looks like a very
beautiful, well-designed space, and it prob-
ably sounds fantastic. However, my gripe is
with a new acronym | came across in the
article: "SAE,” which stands for “Stealth
Acoustic Environment.”

According to the article, the SAE technique
is based on military applications that enable
planes and ships to give low radar return.
According to designer Giuseppe Zappata, this
design “sculpted” the area around the sound
engineers’ listening point to trap the flow of
acoustic energy. | don't know how far behind
the technology is in Italy, but in the U.S., dur-
ing the past 20 or 25 years, most control room
designs have tried to minimize reflections at
the mix position. If Zappata really has a new
design breakthrough in reducing reflections
at the mix position, | would love to hear more
about it. But if SAE is just the new $0.50 (or
0.38 Euro) B.S. buzzword acronym for the
S.0.S., 1 would love to see this term packed
away with my “digital speaker cable.”

Kip Williams

Send Feedback to Mix
mixeditorial@mixonline.com




ENELEC”

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

With new technologies of DSP, GLM™ and AutoCal™
we have made our new DSP products powerful 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 digitel signal
processing in the new 8200 bi-amp monitars and
7200 subwoofers to achieve the next level of
resolution in accurate reference monitoring.
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GLM

The Genelec Loudspeakar Manage
software package provices all ne
connectivity for a comprehensiy
computer-to-8200/7200 serie
monitor interface. '
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AutoCe

automated callibration
are, AutoCal™, combines
ades of acoustic research along

ith our proprietary DSF and GLM™
network control. AutoCa. will
properly align and integrate each
and every 8200 and 7200 spezker
into any acoustic environment with
exceptional precision. it's ‘ike 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. Fcr more information
please visit our website.

www.genelecusa.com




MIKE CLARK, 1943-2001

Mike Clark, co-owner and manager of Southern Tracks Recording (Atlanta), died on February
1, 2007, after an eight-month battle with cancer. Clark was inducted into the Georgia Music
Hall of Fame in 1999 and is scheduled, posthumously, to become a 2007 Recording Academy
Honors Award recipient.

Clark’s affinity for all things music began in fifth grade, when he played drums as part of
his school’s band. In high school, classmate Tommy Roe and Clark formed their combo, Tommy
Roe and The Satins. In 1958, their single "I Got a Girl” was recorded at music publisher Bill
Lowery's studio, which at that time was an old schoolhouse equipped with a Gates Radio
console and a 2-track tape deck. Lowery pitched Roe’s song to Judd Phillips (brother of Sam
Phillips), and it became a regional hit for Memphis label Judd Records.

After graduation, Clark toured with Dick Clark's Caravan of Stars, which featured headliner
Sam Cooke, The Drifters, Little Eva and other top R&B acts. Back in Atlanta, the drummer
was in demand for many sessions, as well as being billed at top clubs—all the while still
touring with the likes of Roy Orbison and Ray Stevens. In 1966, Lowery asked Clark to work at
the Lowery Music Company, where he was soon promoted to national director of promotion;
at night, Clark was still behind the skins. Soon, Clark was producing records and, in 1979,
managing the old schoolhouse studio. When Atlanta’s rapid transit system, MARTA, acquired
the old schoolhouse property in 1983, Clark and Lowery picked up and moved to the current
northeast Atlanta site, now named Southern Tracks Recording.

MIX FOUNDATION UPDATE
SCHOLARSHIP WINNERS ANNOUNCED

Georgios Pesios

Michael Lunoe

Richard Chilcott

The 2006 TEC Awards announced the following recipients of its Scholarship Grants:

Richard Chilcott is a student at Ohio University and is pursuing a degree in Music
Production. He is currently working on a project in which the School of Music and the
School of Telecommunications will create a digital archive of performances from the
past 30 years. Michael Lunoe is working on a dual degree at University of Hartford:
a BS.E. in Acoustics and Music, and a Music degree in Percussion Performance.
After graduation, Lunoe plans to work as an acoustician, with a primary interest in
designing musical instruments, specifically percussion, and pro audio equipment.
Georgios Pesios is a junior at the City College of New York. He is working on a degree
on Music and Audio Technology.

Applications for the 2007 TEC Awards Scholarship Grant are currently being
accepted. The scholarship grant(s) is offered to students currently enrolled in audio
education programs. For more information, go to mixfoundation.org/hearing.html or
call Karen Dunn at 925/939-6149.

In other news, the 12th Annual Mix L.A. Open (Monday, May 14, 2007, at the
Malibu Country Club) has confirmed sponsors including Absolute Music, Acme Audio,
Audio-Technica, Harman Pro/JBL Professional, The Pass Studios, Record Plant, Shure,
Sound Design Corporation and Yamaha Corporation of America. A limited number of
playing spots and sponsorships are still available. Visit mixfoundation.org/la_open/
la_open.html for information.

The Mix Foundation also announced that $45,000 has been contributed to hearing
organizations and audio education programs. Nearly half of the amount will support
the Sound Partners campaign of the House Ear Institute to educate professionals
and music consumers about protecting their hearing in the music environment.
Funds were also donated to scholarships and student assistance programs of the AES
Education Foundation, SPARS, H.E.A.R., five existing endowment funds at colleges
and universities, Sound Art L.A. and three individual TEC Awards Scholarships. For
more information, visit www.mixfoundation.org.
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TOLLEN HEADS
SOUND ONE

New York City-based post-production facility
Sound One has a new managing director: Steven
Tollen. He will oversee day-to-day activities at the
facility, which recently hosted work for The Good
Shepherd, A Prairie Home Companion, Closer and
Match Point.



WINNERS CIRCLE

‘DREAMGIRLS’

TAKES OSCAR

Mike Minkler, Bob Beemer and Willie Burton
took home the Oscar for Sound Mixing for
their work on Dreamgirls. The team used the
Euphonix System 5-F dual-operator console at
the Todd-AQ West mixing stage to prepare Bill
Condon’s adaptation of the Broadway musical
for the big screen. From left: Minkler, sound
editor Richard Yawn and Beemer.

PHOTO: WIREIMAGE.COM/ROBERT MORA

YAMAHA TECH NOD

Yamaha Corporation recently receved a Technical
Grammy; pictured from left: Glenn Lorbecki, co-chair
of the Recording Academy's Producers & Engineers
Wing; Takuya Nakata, general manager, Pro Audio/
Digital Musical Instrument division (worldwide);
Mr. Doi, president, Yamaha Corporation of America;
Laurence Italia, VP/general manager, Yamaha
Commercial Audio Systems Inc.; and Terry Lewis,
senior VP, Yamaha Corporation of America.

MOVE

COMPILED BY SARAH BENZULY

Who: Rick McClendon, Tascam VP
Main  Respomsibilities:  build
strong relationships both inside
and outside of the company
while telling people why they
should care about our products,
marketing, strategy and goals.
Previous Lives:

® 2000-2003, Harman Music Group, director of
sales

® 1986-2000, Roland, district sales manager
My favorite experience while working in pro
audio was: watching as someone understands
what great audio sounds like for the first time;
and at the recent NAMM show, watching as our
dealers, consumers and reps took in our new
product, look and message.

The last great book I read was: Who Says
Elephants Can't Dance by Louis Gerstner—a
great story about business good and bad and
how to make a difference; A Long Way from
Home, [by] Tom Brokaw—a story about growing
up in America’s heartland and one of my favorite
stories about overcoming the odds; anyone can
be successful as long as you are persistent.

GREENE SCORES AT CAS

Television sound mixer Ed Greene received the Ginema Audio
Society's Career Achievement Award at the 43rd CAS Awards on
February 17, 2007, in Los Angeles. Greene also won the CAS
Award in 2003 for Outstanding Achievement in Sound Mixing
for Television-Non-Fiction, Variety or Music Series or Specials
for XIX Winter Olympics Opening Ceremony. Other winners include
Mike Minkler, Bob Beemer and Willie D. Burton for Dreamgirls;
Mark Linden, Tara A. Paul, Liam Lockhart and Harry Snodgrass
for Flight 93; R. Russell Smith, William Freesh and Geoffrey
Patterson for Deadwood: A Two-Headed Beast; Sound Devices
7441 Recorder (Production Technologies); and Digidesign Pro
Tools Version 7.2 (Post-Production Technologies). Log on to www.
cinemaaudiosociety.org/ for a full list of winners.

INDITEY A NEWS |

The one thing in my office most like my
personality is: TREO phone, it's a great
communication device. The value we bring is
the ability to communicate ideas and challenge
those around us.

Currently in my iPod: U2’s Achtung Baby, Van
Morrison’s Organic and Al Green.

When I'm not in the office, you can find me...
reading and listening, trying to figure out how to
make Tascam better. The Japanese have a word,
“kaizen,” which means continual, incremental
improvement. Business is very competitive
today, and if your business isn't getting better,
then it's getting worse or standing stilt (which
is the same), and for that there is simply no
excuse.

The Stanton Group (Stanton Magnetics, Cerw'n
Vega, KRK Systems; Hollywood, FL) named Timothy
Dorwart and Mike Quandt as CEO and president/
€00, respectively...Stephane Ecalle was promoted
to director of marketing for L-Acoustics (Oxnard,
CA)...Joining Lab X Technologies’ (Rochester, NY)
engineering staff is Stuart Wood...Filling in the newly
created position of director of business development at
Symetrix (Mountlake Terrace, WA) is Michael Worona;
in other news, Audio Geer (L.A.) is the company rep
for Southern California, southern Nevada and Arizona, and Audio Agent
(Bellevue, WA) in Latin America...Dawn Birr returns to Sennheiser (Old
Lyme, CN) as product manager for HHB and other professional products...

Marc Lopez

Yamaha (Buena Park, CA) news: Marc Lopez, marketing manager; David
Hatmaker and Chris Taylor, R&D managers; Chris Hinsoni, district manager; Lon
Brannies, consultant/AFC marketing manager; Christine Marceau, senior credit
manager; and Marianna Pellissier, customer service associate...Supporting
Audio-Technica’s (Stow, OH) Audio Solutions department is Chris Nighman...
New distribution deals: Kaysound Imports (Lachine, Quebec) is U.S. distributor
for Hiwatt (Chatsworth, CA); SLS Loudspeakers (Ozark, MO) appointed Seattle-
based First Choice Marketing Inc. (Seattle) as its Northwest rep/distributor;
HME (San Diego, CA) is represented in Italy and Portugal by Sisme (Ancona,
Italy); West L.A. Music/Westlake Audio (L.A.) now deals SSL (Oxford, UK) AWS
900+ /XLogic Range and Duende gear. Minnetonka, Minn.-based American Pro
Audio is also a new SSL dealer; and CME named Kaysound Imports (Champlain,
NY) for distribution in the U.S.
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_EXTRAS

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

1'* \'Ii,“/ -

ALl Access: Snow Patrol

WATCH: Check out this Mix exclusive video with
the show's front-of-nouse and menitor engimeers
discussing the gear for this year’s tour.

Recording Notes

LISTEN: Get audio clips for Ricky Skaggs and
Bruce Hornsby, Fountains of Wayre and Booker T.
& The MG's’ “Time Is Tight.”

Field Test: Cube-Tec

LISTEN: Reviewer Barry Rudolph takes you
through a recent -project’s restoration using
DeScratcher, DeBuzz, DeCrackler and Spectral
DeHiss Expert.

AN

NAB 2007

PLAY: Log on to mixonline.com/nab for tlogs,
podcasts, video, newsletters and new products—
all from the show floor.

CURRENT

NOTES FROM THE P&E WING

A LITTLE BREATHING ROOM FOR THE RECORD BIZ?
BY FRANK FILIPETTI

CD sales are down—way down. Digital downloads are up, but not
nearly enough to compensate. Media piracy is rampant. Old news,
right? It's been the music business scenario of the past decade (has
anything really changed since 1997?) except that CD sales, which
once topped $14 million (U.S.) a year, are now less than $10 billion.
So how have we handled this crisis? Not very well.

We're still releasing albums in the same 16-bit, 44.1kHz CD format
that was all the rage in 1982. And we still expect the consumer—who
is now accustomed to buying a $200-million-dollar budget movie on
DVD for $18.99—to drop $18.98 for an album that costs a thousandth
of that to make. Okay, the movie recouped some of that money before
its DVD release, but do we really think we're providing enough value
in a CD? Finally, rather than leading the way, we in the music industry
have let a computer company define our pricing and the structure of
the future of music distribution. And that computer company (as well
as consumers) has opted for convenience over quality.

But have we really given them a choice? Isn't there an alternative?
It's true: Many proposed solutions involve long-term paradigm shifts in production, marketing and
distribution. But here are two potential solutions that could provide some breathing space while those
longer-term answers are being implemented.

Idea #1: Phase out the outdated, resolution-challenged CD. Instead, release audio in a high-
resolution, hi-definition, 24-bit/96kHz format on DVD. Think about it: A track on a current audio CD is
hardly a step up in quality from a $0.99 MP3 download on your computer. But a hi-res DVD is not only a
serious step up in quality, but it’s also copy protected. Why not release all new titles on DVD—or Blu-ray
or HD-DVD, or any hi-res format—in 5.1 surround? Let’s relegate the 2-channel, 16-bit version to being
the digital download format for your iPod or Zune. Convenience. And for those who don't feel the need
to invest in 5.1 audio, the DVD stereo version would still be high-definition widescreen as compared to
the CD/MP3 standard def, 4x3—96k/24-bit vs. 44.1k/16-bit. Quality.

Current estimates indicate there are nearly 100 million DVD players in consumers’ homes. Whether
purchased for DVD-Video, DVD-Audio or as part of a gaming system, they all play some form of hi-res
surround audio. That's a much larger share of the market than when we first switched from vinyl to CD.
Gamers and movie-makers insist on surround sound. Why is music the only industry still stuck in stereo, a
format first introduced more than 60 years ago: Patti Page, black-and-white TV and AM radio. Television
detivery is moving from standard to hi-def. The movie industry is moving from DVD to hi-def DVD. Gamers
are moving from low-res 2-D gaming to hi-def 3-D. The music industry? We're enthusiastically embracing a
format that in recent tests has been found to be less satisfying than a 50-year-old analog cassette. The MP3
player, while portable and convenient, can best be described as the emotional equivalent of watching The
Lord of the Rings on VHS. Why are we the only entertainment format going backward in quality?

Idea #2: Instead of cutting the budget per song on a 15-song atbum, why not simply reduce the number
of songs? A 10-song atbum should cost 33 percent less than a 15-song atbum to make, with less stress on
the writers, producers and mixers. Let's not even discuss the fact that the last three to five songs on that
15-song atbum are more than likely filler anyway. Just because we can doesn’t mean we should!

It's imperative that we don't leave the task of music distribution to electronic hardware manufacturers
whose only interest is selling electronic hardware. The solutions I'm offering aren't the only ones out
there, but we need to stop living in the 1980s and start looking forward. If we don't, music delivery will
be left behind in the 20th century while the rest of entertainment lives in the 21st. ]

Four-time Grammy® Award-winner and Producers & Engineers Wing member Frank Filipetti numbers among his
clients James Taylor, KISS, Luciano Pavarotti, Courtney Love and Hole, Korn, Paul McCartney and Bob Dylan.
He also works on film soundtracks, Broadway cast albums, live concerts and television broadcasts.
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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




ON THE COVER

MTV Networks’ Mobile Unit 8

By Claire Hall

TV Networks managers and en-
gineers knew they had a tough
challenge in front of them. With

the 22nd Annual Stellar Awards gospel
show set for Saturday, January 13, 2007,
at the historic Grand Ole Opry House in
Nashville, the mobie audio truck scheduled
to record the broadcast was driven tag-team
style back to its Nashville base only a few
weeks before engineers were to complete a
technical refurbishment of the truck in time
for this prestigious awards show.

From its base in Nashville, and as a
frequent traveler to production locations
throughout the United States, this 48-foot
truck has been at the audio heart of hun-
dreds of broadcast concerts and television
music shows spanning the past 10 years. The
Neve Capricorn console at its center—the
first all-digital, large-format audio console
and a remarkable piece of technology for
its time—was beginning to show the stress
of constant travel. Therefore a decision was
made one year earlier to replace the console,
upgrade the video monitors to HD and move
toward 96kHz recording.

Greg Lankford, EIC for Mobile Unit 8,
describes the project as a unique experience:
“We used as much MTVN staff as possible to
meet the engineering deadline of January 8.
Stan 'Quack’ Dacus, audio mixer at MTVN,
was even tasked to cut and haul cables—ev-
eryone got involved. The challenge was not
just to finish the refurbishment and upgrade
on time, but also to be on location on Janu-
ary 10 for the rig and technical rehearsals.
So there was very little margin for error.”
The planning stage took three months, with
Lankford and MTVN project manager/audio
mixer Marc Repp hammering out the details.
Using as much of the existing infrastructure as
the new specification allowed not only saved
money, it also saved time.

“We decided tc use the existing ana-
log patch fields,” says Repp. “In the initial
construction of the truck in 1996, we had
configured the patch fields to terminate in DL
connectors, which then mated to DLs feeding
to and from the Neve console and other out-
board equipment. It was then a simple matter,
wherever possible, to build new DLs to feed
the new console, a 56-fader Lawo mc266. The
Lawo digital console proved to be a familiar
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operating surface—similar
to the Capricorn in many
ways, but with the added
bonus of being able to give
us lots of DSP paths at 96
kHz and a massive 512 DSP
paths at 48 kHz.

“This truck is now on-
ly one of a very few that
can handle such a large
amount of inputs and track
sends,” Repp adds. “l can
now change the whole
soundstage smoothly and
at speed, so for multiple
band shows, this is ideal. And what’s more,
the sound of this board is outstanding.” With
space saved, it was also possible to physically
change things around. The existing pair of
Pro Tools HD systems, for example, could
now be moved to the back of the truck. Each
was connected to the console VO interface
via separate AES cards. This one-to-one input
connectivity was preferred to a MADI style of
distribution, minimizing connections to addi-
tional conversion racks and providing a further
level of redundancy. A third AES card handles
another 64 tracks, if required.

“With the new console, we have a lot
more redundancy than we ever had before,”
says Lankford. “We decided to continue
this into other systems, especially in the
blackburst and word clock synchronization
system, as well as throughout the fiber-con-
nected VOs. We are extremery conscious
to make sure everything is held in sync to
prevent any chance of signal glitching due
to synchronization issues, and to protect
not only against equipment failure, but also
to minimize connector-cabling problems
due to on-the-road mechanical vibration or
through connector oxidation.”

Mobile Unit 8 uses two Apogee Big Ben
master digital clocks, each fitted with Apo-
gee’s X-Video card, which has a connection
for a video reference input and three video
reference outputs, in addition to the existing
six word clock outputs gen-locked to the in-
coming video. The video-reference inputs to
each of the Big Ben units are fed from a sepa-
rate video isolation DA, whose inputs receive
the external reference from the video produc-
tion truck or any other video-reference source.

NASHVILLE

At work in Mobile Unit 8 are, from left, Marc Repp and Ston “Quack”
Dacus fat console, respectively) and Greg Lankford at the Pro Tools rigs

A video-reference output from each of the
two X-Video cards then connects to a change-
over switch, whose output is connected to
a pair of video DAs to distribute gen-locked
blackburst to other equipment. In addition to
this arrangement, a word clock output from
each of the two master clock units connects
to a Rosendahl Nanoclock word clock server,
which provides up to 12 word clock outputs.
These outputs are then used to distribute
word clock throughout the truck.

To check for the presence of the external
reference source into the truck, Lankford
used an additional output from each of the
two video isolation DAs at the front of the
master clock units to feed an audible alarm
and signaling rack. This custom unit checks
for the absence of the video-reference signal
into the two master digital clocks: If one of
the input references is lost, an audible alarm
will inform the crew. The changeover switch
feeding the reference blackburst into the pair
of video blackburst DAs is manually switched
to receive the output of the second master
clock unit. “1 know we could have done this
many different ways,” says Lankford, “but
the method we finally chose is simple and
cost-effective.”

A second, smaller Lawo control surface
provides added redundancy; in the future,
this surface will be used as a separate
stand-alone mixer. “We all felt that put-
ting as much redundancy as possible into
the truck would be the best investment we
could make,” says Repp. [ ]

Claire Hall is a freelance marketing consul-
tant and broadcast engineer.
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The analog console for the digital world:

Solid State Logic AWS 900+

Mousing through your mix is
no way to make a hit record. But

in this DAW-based world, what other

choice do you have? Solution: the new

AWS 900+ Analogue Workstation System,
which offers the unique combination of a
compact, world-class analogue mixing console Solid State LOgiC
and a comprehensive DAW controller. Every inch a

'real SSL', the AWS 900+ is the answer for producing A WS 900+

exceptional results in today's digital environment. Analogue Workstation System

Make It Happen With GC Pro!

It's pretty simple: GC Pro offers the very best pro audio
products, at the excellent pricing you'd expect from tne
world's largest pro audio dealer. Then, we add world-class
service through local GC Pro Account Managers who deliver
the expertise and extraordinary service you deserve.

GC Pro has expert
Account Managers
in nearly every
territory of the
USA... contact

us today!

From rare/vintage gear to the most sophisticated audio
technology, we are your one-stop solution. Contact us
today for a perscnalized consultation.
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BY PAUL D. LEHRMAN

Smart QuickTime Tricks

Neat Things to Do With Apple’s (Almost) Free Multimedia Technology

‘goo.ocoot?;:; -,
SE S [l p (>

ILLUSTRATION: GORDON STUDER

Thut’s a nine-letter word for “the greatest thing
since sliced bread™? Well, even if you don't
like sliced bread all that much (I always

think it’s fresher when you cut it yourself), when it
comes 10 doing audio for video, the answer has got to
be “QuickTime.” If youwve used QuickTime extensively
in your work, then you know what I'm talking about,
but if you haven't, well, you should. And even if you're
already a fan, I'll bet there are a few things you could
learn about it.

QuickTime is Apple’s format for audio and video. Al-
though it was born in Cupertino, Calif, it is multiplatform.
And by that I mean not only can it be used on both Macs
and Windows PCs, but it can also deal with just about any
file format you throw at it—often straight out of its virtual
bax and sometimes with the aid of a helper or two. It can
input, output, convert, extract and even cedit in a huge
variety of ways. It’s free, at least in its basic form, and best
of all, unlike so many new media formats, it is designed
to encourage file exchange, not to thwart it.

If you're doing audio for video, QuickTime has made
it so you barely need your video hardware anymore. Just

www.mixonline.com

about every audio workstation program out there—from
Pro Tools to ACID to Sibelius—supports QuickTime
playback inside the application. Consequently, synchro-
nizing audio and video—once the subject of countless
articles, books, online forums and heated argument—is
now almost a total non-issue, and there has grown up
a whole generation of lucky studio cats who have never
heard a blast of SMPTE timecode frying their tweeters. |
still own a few analog video decks, but they are basically
gathering dust these days as the only time I find I need
them is when T have to digitize some old material.

The free QuickTime Player software that came with
your Mac (or that you can download for your PC) is fun,
but it is merely the mild-mannered secret identity of a
much more powerful program: QuickTime Pro. They
are the same program, but the free version is crippled.
To un-cripple it, you simply need to purchase a serial
number from Apple, which will set you back all of $30,
for either the Mac or Windows version. If you already
own Final Cut Pro, there’s no need to bother; you already
have your QT Pro serial number.

What's the difference? While QuickTime Player is a neat
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little program for playing cute little movies,
QuickTime Pro is a true Swiss army Kknife
for video and audio manipulation. For one
thing, it lets you record video directly from a
DV source, so if all you want to do is digitize
video to use in your DAW, you don't have to
go through the time-consuming export or
share routines required when youre using
iMovie, Final Cut, Premiere or other more so-
phisticated programs. You can load, save and
convert files in a zillion different formats,
including AV, iPod and FLC (Flash video for
animations), and you can extract audio tracks
in our industry’s favorite uncompressed
audio formats: AIFF and WAV. You can also
grab stills from a movie and save them as
JPEGs or uncompressed PICTs. And you can
also edit video in a fairly limited but, espe-
cially if you're in a hurry, pretty useful way.

The editing capabilities are your basic
trimming and splicing. Extracting a por-
tion of a video clip or stringing multiple
clips together is a snap. It's hard to get
frame-accurate edit points because frame
numbers aren’t displayed, but you can get
fairly close using the little pointer-thingies
at the bottom of the screen and counting
how many times vou hit the arrow keys
after the seconds turn over.

The best part, however, is that you can

Whatever codec and frame rate you choose, the

audio and video will stay in sync so your

other-side-of-the-world director doesn’t have to guess

how your sound locks to his picture.

add an audio track to an existing clip in sec-
onds. With your video clip open, open the
audio file within QuickTime Player, select
the whole thing and then go to the video
window and pull down “Add to Movie™—not
Paste. This will create a new audio track in
parallel with the video file, which you can
confirm by looking at the Movie Properties
window (command-]). Save the file and
you're done. For this to work perfectly, be
sure that the video and the audio start at
exactly the same place—if they don't, then
you'll have to pad the beginning of which-
ever track starts earlier with silence or blank
video. You don't need to be concerned about
whether the files are the same length.

If, on the other hand, you want the files
to finish together, or you want the audio
to end at some other specific time, then
instead of using “Add to Movie,” first select

the part of the video track you want the
audio to match and then pull down “Add to
Selection and Scale.” The audio will shrink
or stretch accordingly. 1 wouldn't use the
time-shifting algorithm on a finished or-
chestral track, but for matching a voice-over
or a temp track to a clip, it's terrific.

This ability to add audio tracks to a video
isn’t limited to just one mono or stereo track:
You can layer as many discrete audio tracks
in a QuickTime file as you like and you can
turn them on and off at will. This is great
when you're working with temp music, dia-
log, effects tracks and other elements that
you need periodically during production,
but which may not be in the final mix. It also
means it's easy to do something in Quick-
Time Pro that you would otherwise need
Final Cut Pro for, and in the latter program,
you'd have to jump through a lot of hoops to

IF GROOVE TUBES MICROPHONES ARE PRO AUDIO'S
OUR SECRET KEEPERS AREN'T DOING A VERY GOOD JOB.
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accomplish this: You can have four, five, six
or more cliscrete, uncompressed and unen-
coded audio tracks in a movie playing back
at the same time and send that file o anyone
else without worrying about whether they
have the right software to play it.

Say you've mixed down your session in
Pro Tools to discrete surround or stems or
alternate language tracks. You can import
every one of those tracks into the QuickTime
video file and, if you're careful to set the
pointer at the beginning cach time, they will
lock perfectly. You or your client can retrieve
and remix your audio anywhere down the
line. Among other ugly situations this neatly
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avoids is the one in which you've encoded
your surround mix in one format, only to dis-
cover that whoever's going to broadcast the
film uses a different format and so they have
to decode it and re-encode it

a procedure,
as I outlined in my recent columns on sports
audio, that is fraught with danger.

I used this feature on a film of a mu-
seum installation 1 worked on, which 1
had recorded in Ambisonic surround. We
decoded the Ambisonic track into four
discrete AIFF tracks and 1 played it back
from a laptop with a multichannel audio
interface at the Ambisonic session at last
fall’s AES conference. It was glorious.
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QuickTime is also a great way to get
temp mixes and edits back and forth quick-
ly to a distant production house so they can
check out your tracks. When you've layered
your audio onto the QuickTime file, save it
using the lowest-quality video codec you
can get away with to create a nice small
file. You want as much of the audio quality
to come through as possible, but the only
purpose of the video is to act as a reference
for your audio. Whatever codec and frame
rate you choose, the audio and video will
stay in sync so your other-side-of-the-world
director doesn’t have to guess how your
sound locks to his picture. You can achieve
data-reduction ratios as high as 100:1, mak-
ing the files small enough to e-mail, or post
to a private server, or send them using a
service like www.yousendit.com.

If you work primarily with Windows
Media files and you're on a Mac, you have
two choices: You can download Microsoft’s
free Windows Media Player, which will play
the files, or you can get FlipdMac®s Win-
dows Media Components for QuickTime,
also free, from www.Flip4Mac.com. This
site also offers a bunch of utilities that cost
money, which I'm sure are useful if you're
working with Windows Media a lot, but if
you're just importing those files (as well as
AVI files made with Microsoft's MPEG-4
encoder) or you want to export your Quick-
Time files as Windows Media, the free
download, listed on the site as “Flip4Mac
WMV, is all you need.

If you need access to even more media
types, there’s an open-source package, also
free, called Perian (www.perian.org). Cur-
rently, this tiny package—the download file
is all of 948 kilobytes—supports AVI, FLV,
3ivX, DivX, 1.263, H.264, AAC, AC3 Audio
using A52Codec, MPEG-4 and a bunch of
others I've never even heard of.

If youre working with a video house
that uses an Avid system, importing its
video files into your audio workstation can
be a problem. Avids have an option to save
sessions as QuickTime files, but, in fact,
QuickTime Player on its own (and thus
the QT window in DAWSs) can't open those
files. One solution is to use Digidesign’s
pricey DigiTranslator, but unless you're
passing audio session files back and forth
as well, that's overkill. The neater solution?
Avid’s free “Meridien Codec,” download-
able from www.avid.com/onlineSupport/
supportcontent.asp?contentlD=3555. Drop
it into your QuickTime folder, and from
then on, Avid files will look like any other
movie. Just make sure you have plenty of
room on your disk because Avid files tend
to be a whole lot bigger than DV files
much as a gigabyte per minute.

as
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And how about importing commercial
DVDs? Now don't raise your eyebrows:
We're all professionals here, and we have
many reasons to want to do this that have
nothing to do with piracy. And it’s still true
that there’s nothing illegal about it if we're
using the files for private purposes (although
who knows when that might change). Well,
there’s a huge community of folks out there
who are tirelessly working to come up with
ways of overcoming the various copy-pro-
tection schemes that have come into use.
While perhaps some of their motivations are
not always pure, and they’re not exactly do-
ing it for our benefit, we can certainly take
advantage of their work.

Some utilities, like the rather blatantly
named MactheRipper, are designed to let
ordinary folks copy their DVD libraries, and
they don't easily convert DVDs to QuickTime
files, if they do it at all. But the lesser-known,
obscurely named HandBrake (and it has an
even more obscure icon, having something
to do with a pineapple) is a lot more flexible
and has the ability to extract DVD video and
audio in a number of file formats, includ-
ing MPEG-4, which QuickTime can handle
quite nicely, thank you. I've been using this
to make QuickTime files for my film-scoring
classes, and it works superbly. HandBrake is
a free, open-source program, and has a very
active and knowledgeable user community,
as well as really good online documentation
at http://handbrake. mOk.org.

And, finally, my new fave rave QuickTime
trick arises from the ability to put protected
iTunes files into an iMovie project. I'm not
sure of the reasoning, but Apple has made
this easy, and it has interesting ramifications.
Maybe it's 1o encourage iMovie fans to buy
iTunes inventory to use in their home mov-
ies. Regardless, all you need to do is open or
start a project and drag the sound file from
your desktop onto the project’s timeline. It
will show up as audio. Then “Share” the proj-
ect as a QuickTime file. Select “Expert Set-
tings” and look for the “Sound to...” options.
They will let you export the soundtrack as
AIFF or WAV, in the word length and bit rate
of your choice. And those file formats, of
course, are unprotected.

There’s plenty more to enjoy with Quick-
Time, including getting audio and video to
your iPod, your cell phone, your Blackberry
and no doubt other new media to come
(can you say iPhone?). For $30, QuickTime
Pro is an amazing tool. Get it and use this
remarkable technology to its fullest. |

Paul D. Lebrman is up to bis eyeballs in
new video and audio gear. His book, The
Insider Audio Bathroom Reader, is available
at wuww.mixbooks.com.
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Major Changes
Coming for the

Pro Wireless Industry

BY GEORGE PETERSEN

not-so-funny thing happened

on the way to this article. Last

fall. while we were planning

our issue topics for the 2007

vear, we felt that a piece with

wireless tips and techniques for location
sound recording would dovetail nicely with
this month’'s NAB theme. But while we
were doing our planning. there were some
changes aloot that were well-intentioned but
possibly devastating 1o wireless audio users.
The story starts a long time ago. Unlike
what was done for other wireless apps—nav-
igation, acronautics, amateur radio, CB, cell
phones, pagers, military, satellite, radio loca-
tion, police. public safety and even taxis—
the FCC never allocated any frequency band
for pro audio use. Pro wireless simply existed
by using unused broadcast chan-
nels or riding on the “white spac-
es"—casements used to prevent
interference between the 6Miz-
wide analog TV channcls. Digital
television (DTV) broadeasting is
more exacting than analog TV,
and channel frequencies can be
butted against cach other without
guard bands. And with no need
tor these white spaces (especially

after the February 2009 demise of

analog TV), it has been assumed
that these frequencies could be
reallocated to other uses.

BRING ON THE LEGISLATION

Currently, the FCC is considering  legisla-
tion with two separate new bills from John
Kerry (D-Mass) and John Sununu (R-N.H.),
which would allocate white spaces to wire-
less broadbund devices. The plan is to open
wireless Internet 1o vast new markets, espe-
cially in rural areas. “Instead of just talking
about it, we need to make affordable broad-
hand a reality everywhere,” says Kerry. The
problem is that both the Kerry and Sununu

bills recommend taking a huge swath of

frequencies ranging from 34 to 698 MHz. In
fact, this high-stakes game is already under
way, with the cash-strapped FCC raising

$13.7 billion last fall when plavers such as
T-Mobile, MetroPCS, Sprint Nextel. Verizon,
AT&T/Cingular and U.S. Cellular snapped up
spectra in the 1.710 10 1.755M1z and 2.110 to
2.155MHz bands.

“I's a real concern for our industry,”
savs Paul Gallo of the Professional Audio
Manufacturers Alliance (PAMA). & group
representing the interests of pro audio com-
panies. “The key point here is recognizing
the process: The government wants 1o move
ahead with wider applications for broad-
band, and you can't stop what is perceived
10 be good tor the country.”

After meetings with leaders in the pro
audio community, Representative Bobby L
Rush (D-HL) introduced H.R. 1320, The In-
terference Protection for Existing Television
Band Devices Act of 2007, which requires
unlicensed device manufacturers 1o demon-
strate that their products will not interfere
with existing while spaces products, includ-
ing wircless microphone systems.

Shure  president CEO Sandy  LaMantia
described the Rush bill as “an astute and
balinced approach to the so-called white
spaces debate in Washington, It promises
the continued development of new technolo-
gies without creating mass disruption in the
production of major entertainment, religious,
sports and news events.” The bill also sug-
gests portable (mobile) unlicensed  device
use of the white spaces, but only after the
fixed devices operate for three years without
causing interterence. In addition, portable
device manufacturers must assure nonin-
terference from their devices with thorough
engineering analysis, design and testing,

“Our meetings with Rush have  been
about protecting legitimate pro audio wire-
less users, rather than trying 1o stop the ex
pansion of wireless broadband,” adds Gallo.
“This proposed legislation is the one that
the audio industry could live with and we're
encouraging people to support his bill.”

CHANGES AFOOT
Fven it the Rush bill passes, however, the
net effect will be a loss of frequencies. “At



best, the industry’s going to be severely
limited by the amount of available spectrum
and that’s going to change the way we do
business,” predicts John Coffey of Coffey
Sound, a major supplier of gear to location
sound pros in Hollywood. “If you're doing
a reality show like The Apprentice, you may
be using 50 to 60 radios, but the odds of get-
ting 50 free frequencies that work together
will be somewhere between slim and none.
However, everybody looks at this situation
differently. Some aren't worried at all; others
think we're in deep trouble. I subscribe to
the theory that’s somewhere in the middle:
We'll be able to use some of the stuff all the
time, but we won't be able to use everything
all the time. And it will change as you move
from location to location.”

There may be some validity in that ap-
proach, says Karl Winkler of wireless manu-
facturer Lectrosonics. “We’ve made some
tests here where we scanned the entire spec-
trum and picked out a strong DTV broadcast
signal. Setting our [wireless mic] transmitter
to operate right in the middle of that, we
walked 50 to 60 feet away where it worked
fine and then started dropping out. So the
range may be diminished, but it’s not as

though it can't be used. We do have to fight
this and make sure the FCC understands
what the impact will be, because there will
be an impact: When you've got hundreds of
channels coordinated at major events like
the Grammy Awards or the Super Bowl,
this change will cut down on the number of
channels available. We know it's gonna hurt,
but as of today, we can't say how much.”

The reallocating and crowding of available
spectra will also bring changes in produc-
tion. “One thing I've noticed # users in the
field are reporting more problems these days,
especially in certain areas of town where
people just didn't have RF problems before.
Frequency coordination will become a new
job that we didn’t have to deal with so much
in the past,” Coffey predicts. “We'll have mo-
tion picture companies or event coordinators
sending people with scanners out on locations
the day or the week before an event, searching
for problems that could occur during the hours
they'll be shooting. We're going to be looking
at everything differently, with more contingen-
cies and backup issues to deal with.”

There are other concerns, adds Profes-
sional Wireless Systems’ founder and top
RF consultant, James Stoffo. “We've already

Among those meeting with the FCC in January 2007 to discuss pro audio’s concerns with upcoming
legislation were (L-R): Richard Fitzgerald, Sound Associates; Bob Rendon, PRG Audio; Representotive Bobby
L. Rush; Geoff Shearing, Masque Sound; Paul Gallo, PAMA; atforney Danielle Burt; and Shure’s Jeff Krull.

kissed away about 60 to 65 percent of what
we used to call the wireless mic bands to
DTV, public safety, LANs, mobile radio—it’s
all definitely gone in 2009. The saving grace
would be if the analog [TV] stations opened
up, but now wireless broadband over UHF
wants those frequencies. People in our in-
dustry who own multiple wireless systems
should be making noise about this. And let’s
now forget the need for wireless com units
backstage, which also impacts public safety.
Someone could get killed or maimed back-
stage because they couldn't hear a warning
about a moving set piece. This is an impor-
tant issue.”

However, there are rays of hope. “The
presentations to the FCC from just the Broad-
way community alone—where there are
400 wireless channels in use along a single
block of 46th Street in New York—brought
a fresh dimension of thinking to the govern-
ment,” Gallo reports. “Yet the pressures of
the broadband group are enormous—these
companies do more business in one day than
our industry does in one year.”

Coffey adds, “Wireless radio companies
need to be looking at other alternatives, such
as removable bands that go across more
spectrum spaces, and not just be in Block 21
but several blocks at one time. Even when
you're scanning for available frequencies,
they might be clear one moment and gone
the next. But technology always finds a way
to catch up, and hopefully the manufacturers
are working on ways to solve the problem
with new ideas.”

IN THE TRENCHES

While Congress, the FCC, big-money telcoms
and the pro audio community slug it out over
the future of wireless frequencies, life goes
on for tens of thousands of radio mic users
throughout the country. Wireless technology
keeps improving, but smaller budgets and
more complex multi-camera shots make the
job of the production sound mixer for loca-
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tion TV and film audio harder than ever. We
talked 10 two top audio practitioners about
working in today’s cluttered airwaves.

JOE FOGLIA (SCRUBS)

Joe Foglia began his audio career in more
traditional recording, as the co-founder of
the Artisan Recorders mobile unit, followed
by 10 years behind the board at Miami’s
Criteria Studios. Moving o 1ilm/TV work
on shows such as Miami Vice, he eventually
moved Westward. and has been the produc-
tion sound mixer on NBC's hit scries Scrubs
for six years.

Foglias sound cart is miles removed
from the simple Nuagra setup of a generation
back. “I'm using the new Sonosax SN-ST
mixer with its cight digital 1 Os connected
10 a4 Zaxcom Deva V" says Foglia, who is
ever-concerned about the need for backups.
“I record 10 four hard drives that 1 rotate
s0 that you don't put all your eggs in one
basket. Then we pump out a DVD in UDF
format. Parallel to that 1 run a 4-channel
Sound Devices 744T.

Production on Scriubs is anything but
typical. “Our praducer, Bill Lawrence [Spin
City], wanted a facility where he could

shoot, edit and do construction,” Foglia
continues. “On Scribs, we do everything in
an abandoned hospital, which is a four-story
building we've completely taken over. We
rarely go out on location and shoot mostly
within the hospital on the roof, first, second
and fourth floors, with the third floor used
mostly for production, makeup, hair, ward-
robe and dressing roo

Because the series is shot in a hospital,
the ceilings are low, which means the sets
lack the headroom that a soundstage would
provide. “It’s hard 0 boom anything or fol-
low a walk-and-talk,” laments Foglia, “but 1
had worked with ABC Sports and did a lot of
golf, where I learned a lot of RF tricks, like
using « balloon 1o raise R antennas over
the last nine holes of the course. On Scriihs,
we had to adapt, so 1 came up with the idea
of planting Lectrosonics 600 omnidirectional
antennas  throughout the  whole  hospital,
and I run them through a combiner, so iU's
all amplificd. The actors can walk the entire
length of the fourth tloor without dropouts.
That signal goes o the ‘A’ side of the diversity.
The ‘B side gets a sharkfin directional that’s
aimed at the main activity. We've never had
any dropouts whatsoever.”

Joe Foglia at his setup for Scrubs

When using wireless, antenna perfor
mance is everything. “My normal antenna
setup is an omnidirecticnal at one end and
an array of sharkfin-types on the boom
operator’s carl. That works pretty good for
the {diversity’s] ‘A and "B «ic
*an occasion, Tl pull out a PSC splitter

»s.” Foglia says.

combiner so | can run four antennas over a
large area if needed.

nna  addition—which
few people use because theyre expensive
[$1,000]—is the AS000CP dome antenna

My neweslt
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H A Harman international Company 2007 AKG Acoustics AKG s a registered trademark of AKG Acoustics GmbH, a Harman Intemational Industnes, tncorporated company
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from Sennheiser. It works really well when
I'm getting a lot of dropouts or problems
from a nearby RF transmitter. It's made of
Lexan and is made to hang straight out or
upside down facing downward. NBC uses a
bunch of them on the outdoor sets for The
Today Show and surround the set with those
facing inward. I heard they worked like a
dream, so [ bought two. Not only do they
provide long-distance pickup, but if you're
receiving hash on your sharkfin, you can
often get a clean track by switching to the
dome. It's made specifically for Sennheiser
wireless, but I've found it works on anything
450 MHz on up. It can also work as a trans-
mission antenna. I carry a lot of antennas
around, but this one’s my favorite.”

Other problems—even seemingly mun-
dane ones—require creative solutions. 1
encounter a lot of clothing noise when
doing walk-and-talks, especially with ac-
tors wearing clothes underneath doctors’
jackets,” Foglia explains. “So I took all their
stethoscopes, put a hole in the back of the
tube and ran a Sanken COS-11 [miniature
lavalier] down through each one with the
cable end exiting at the other end. We call
them ‘stethomics,’ and they sound great.”

« Two independent
receiver channels

+ Automatic frequency scanning

« Two balanced outputs,
independent audio
level controls

+ UHF reception
(996 frequencies
selectable/25 kHz steps)

The new 1800 Series
delivers more: crystal-clear
audio quality & the incredibly
versatile performance that
distinguish Audio-Technica
products around the world

www.audio-technica.com
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DEMAND MORE.

Audlo-Techmca s portable dual wireless solution.

professional wireless systems are dasugned for simultani
use of two microphones. Systems include plug-on and/or =
body-pack transmitters plus a compact dual receiver featuring:

* True Diversity operation

+ Tone Lock™ squelch
+ Headphone monitor output

Foglia has experienced increased RF
problems in the packed airwaves in down-
town Los Angeles and has found one pos-
sible answer. “What’s coming of age is the
internal recorder. Memory is getting cheap
and it's great to back up all your wireless
10 a card. It would be great if we could run
these all day, but a lot of actors don't want
to wear a pack if there’s a boom mic on
the shot. You're trying to do a backup, but
you're constantly explaining the concept. It’s
a tough trade-off.”

MATHEW PRICE (THE SOPRANOS)
Mathew Price has numerous Emmy and
C.AS. Award nominations (and a 2000
C.A.S. win) for his work on The Sopranos, a
show he's been with since its 1997 pilot. We
caught up with Price in late-February, as he
was working on the series’ final episoode.
Price’s recording chain includes a Zax-
com Deva IL “I love nonlinear recording,”
he says. “I never bought a DAT machine
because it didn’t make sense to have a linear
digital recorder once you're working in digi-
tal. I've been using a Nagra IV-S for backup,
but now that Quantegy has discontinued
analog tape, I'm looking to upgrade to either

the Sound Devices 744T or to the Deva V,
with my Deva Il as the backup.

“There's rarely a day when we don't use
radio mics on actors,” Price continues. “And
my boom op, Paul Koronkiewicz, is almost
always radio'd, mostly for convenience and
mobility. I've been using Audio Limited's
2000 Series for a while. I have up to eight
radio mics available, although I don't like to
wire people more than I have to. I'm still
mixed about the whole multitrack thing—a
lot of post-production people don't want to
have to sift through eight tracks of audio to
find what they need, although I can see the
advantages of it.

“I didn't get into this industry to be a
recordist—I really like mixing. And picture
editors don't have a lot of iso'd tracks; they're
working with your mono dialog mix when
they're doing the preliminary sound edit. Al-
though when the audio people start working
with it in post, it's nice for them to go back
later and pull up separate radio mics.”

Asked about his favorite lavaliers, I
mostly use Sonotrims. My utility/second
boom, Timothia Sellers, prefers them be-
cause they lie flat, are easy to hide and
have an open sound that blends well with

(dvaudio-technica.

always listening.



Mathew Price on location for The Sopranos

my Neumann KMR-81 shotguns. One of my
favorite mics is the Sanken CUB-01, the little
boundary mic. We use that everywhere, es-
pecially in cars or on tabletops. They don’t
sound quite like the Schoeps boundary, but
they cost a third as much and are so light
they’ll stick to anything with a bit of Topstick
double-sided tape.”

A big factor in effective wireless recep-
tion comes down to antenna placement and
getting it “as close as you can—or you can
outboard the antenna and run it up a pole
with a cable to get it closer to the actors.
I usually work with just dipole—bidirec-
tional—antennas,” Price explains. “I have a
little tree with four of these mounted—two
for each of my systems—and they work
pretty well. T'll use a directional sharkfin
antenna when needed. We're kind of lucky
with The Sopranos since most of it is shot in
New Jersey, so interference is kess of an issue
than when we wortk in Manhattan. Part of
the secret of antennas is keeping a line of
sight to the transmitters. These little things
can make a huge difference. The human
body will absorb a fair amaunt of RF, and
we sometimes do walk tests with transmit-
ters and they're fine until you put them on
somebody and lose part of your reception.”

Ironically, wireless mics are occasionally
the key to an interference-free take, says
Price. “We've shot a lot of scenes at the inter-
nationally known Bada Bing strip club and
i’s located next to a TV tower. We've found
that you can’t run boom cable there—even
with my five-wire Canare Quad cable, which
is about as good as you can get in terms of
reducing interference. In this location, any
mic cable acted as an antenna, but when we
go wireless, there’s no problem.”

At least for now, the analog vs. digital

wireless issue seems moot. “It’s all second-
ary to having something that works—how-
ever it works,” Price says. “The technology
has gotten fairly reliable, even in rough
situations. I have an older system, but most
people get by running very frequency-
agile systems, and within that range, you
can usually find something workable. My
eight systems are split evenly between two
diffferent [frequency] blocks, so if I have
problems on one, I can go to the other. |
did a scene last year near the Empire State
Building and it was rough—we had a lot of

radio mic hits. Here’s where that Zaxcom
recording wireless [TRX-901] would have
solved the problem. Being able to record
right on the transmitter is a phenomenal,
face-saving technology. It may be just the
answer. No one wants to ask for an extra
take due to RF problems and multitrack
won't necessarily save you there,

“For me, the biggest issue is the fre-
quency squeeze: It's a dire situation. We're
outnumbered and out-gunned.” |

George Petersen is Mix's executive editor.
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Tannoy Ellipse iDP™... Grammy-winning Tony Maserati’s monitor of choice

When outfitting his new Una Volta studio, Grammy-winning engineer Tony Maserati selected Ellipse iDP™

as his monitor of choice. Sought after for the speci
precise mixes. Mary o Re

alized treatment he gives a song, Tony is famous for his

“Detailing has become a much more critical part of the mixing process, and | also need a speaker
to give me accurate fow-end representation. Tannoy Ellipse monitors really help me dig deep into

the mix to get the right levels on every little thing.”
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BY GEORGE PETERSEN

In many ways, the laptop computer forms
the basis for the ideal recorder in the field
or studio. In terms of compact, powerful
design, the portable CPU has it all, with
horsepower rivaling the fastest desktop
machines, the convenience of a built-in
high-resolution screen, input devices (tab-
let, keybouard) and the versatility of AC
or battery powering. If a larger screen is
needed, then DVT or S-VGA graphics ports
can drive an outboard flat-panel display,
and USB ports support any number of tac-
tile external controllers: trackball, mouse,
MIDI keybourd, etc.

The main drawbacks to the laptop studio
are heat- and size-related limitations, such as
those inherent in the CPU. While typically
not as fast as their desk-bound cousins, new
laptops often surpass the performance of the
fastest machines from just a few years ago.
Another issuc is the laptop’s lack of expan-
sion slots, but recent products have brought
new levels of connectivity. Among these
are the Magma (www.magma.com) line of
ExpressCard slot-to-PCle card accessories;
Apogee’s  (www.apogeedigital.com)  Sym-
phony ExpressCard PCle card interface 10
its Rosetta and AD-16X/DA-106X converters;
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and Universal Audio’s (www.uaudio.com)
UAD-Xpander ExpressCard DSP system.

Beyond that, a new  generation of

FireWire-connected digital audio intertaces
are offered from any number of manufactur-
ers—PreSonus, MOTU, Focusrite, Digide-
sign, TC Electronic and M-Audio, to name
a few. Combined with modern, native-pro-
cessing DAW software, these have elevated
the laptop studio concept from simple con-
veyance 10 full-on powerhouse.

The Achilles Heel in laptop computers
remains the issue of hard disk capacity.
Due 1o size, heat and power draw (always
a consideration with battery-powered  de-
vices), most current laptops have 2.5-inch
internal drives ranging from 60 G 10 160
GB, with a few high-end machines fited
with onboard 200GB disks. And as we create
more complex, higher-resolution recording
projects, the need for more storage rises
exponentially.

One well-known axiom in audio produc-
tion is to store your audio data on a drive
other than the boot drive where the OS and
application software reside. The reality is that
production can be done on a single-drive
system. However, with the OS, applications,

Production Drive
Solutions for

On-the-Go Storage

plug-ins and virtual instruments running
simultaneously on the same disk, the seek
times for reading/writing data  becomes
progressively longer as the disk fills and the
project becomes more complicated, leading
to a reduced track count and/or reduced
reliability, so—particularly on a laptop—an
external drive is a must.

File sizes for typical single-song DAW ses-
sions are usually in the 1GB o 10GI range,
with 96kHz/24-bit 48-track work consum-
ing an average of about 1 GB/minute. A
full album project’s worth (i.e., a 60-minute
CD) could easily require 60 to 120 GB of
disk space and maybe more, depending on
complexity and the amount of unused takes,
edits, plug-ins, automation changes, virtual
instruments, ctc., stored with the project.
The bottom line? You're going 1o need some
auxiliary storage for serious audio work.
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POCKET FLASH

Portable storage exists in many forms. Com-
pact USB Flash drives—sometimes referred
to as “thumb” or “jump drives"—typically
range from 256 MB on up to the pricey
(82,800 or so) 64GB models. Mac, PC and
Linux-compatible, these offer a convenient
means of doing a sneaker-net move on
project files. Essentially, all are USB 2—com-
patible and simply plug into a USB port and
appear to you as another disk drive. The

The Victorinox Swiss Memory Knife provides vp to
2 GB of USB storage.

current draw for these varies with drive
capacity, so it's best to connect these directly
to a computer's USB port or hub rather than
use an unused USB socket on a keyboard
where power is limited.

One significant advantage of the USB
Flash drives is the fact that they're self-
contained and do not require a specialized
card reader or hardware with a card slot, as
do other forms of solid-state memory, such
as CompactFlash and Secure Digital (SD)

Buslink’s Pro2 puts 64 GB into o USB Flash drive.

cards, Memory Sticks and other variants.
On the plus side, all of these offer secure,
convenient short-term storage.

Used widely in digital photography and
gaming applications, memory cards are in-
creasingly showing up in pro audio devices,
particularly in 2-track field recorders. Prod-
ucts using these include M-Audio’s (www.
m-audio.com) MicroTrack 24/96 (Compact
Flash), Sony’s (www.sony.com/proaudio)
PCM-D1 (Memory Stick Pro) and the Zoom



M-Auvdio’s MicroTrock 24/96 recorder uses
Compact Flosh cords.

H4 (SD). Here, the removable media is a
bonus, as the media is easy to find (even at
drugstores) and the cost remains fairly af-
fordable due to the high use of such cards
in consumer applications. Meanwhile, a low-
cost card reader can be left at the studio,
allowing the recorder itself to be in the field,
equipped with a second card.

DISC APPROACH: CD-R, DVD-R, BD-R
Another low-cost, yet high-capacity storage
possibility is recordable disc. The stalwart
CD-R is great for storing mixes and making
reference copies for artists, clients and labels,
but with a maximum size around 700 MB, it
is unusable for archiving all but the simplest
multitrack projects. At 4.7 GB, the single-lay-
er recordable DVD uses discs that are easily
made for Mac/PC readability, with well-un-
der-a-dollar-per-disc pricing and ample room
for all but the most complex single-song files,
The burn rate can be painfully slow, even
at 8x or 10X, and the load-in (read: speed)
is hardly blazing, but the price is right, and
because you probably already have such a
drive in your computer, it provides a near-
universal backup solution.

Also on the DVD scene are double-layer
burners (internal and external versions) of-
fering 85 GB of storage and read/write
compatibility with standard single-layer DVD
media. More recently, we're beginning to see
Blu-ray burners that can store up to 50 GB
(or 25 GB as a single-layer disc) using a Blue-
Violet laser with a wavelength numerical
aperture that's approximately one-fifth that
of the red laser used in conventional DVDs,
The Blu-ray format is still in its infancy, so
drives aren't exactly commonplace, but in
terms of inexpensive high-density storage,
we're certainly getting a glimpse of the fu-
ture with Blu-ray recordable (BD-R).

OUR OLD FRIEND

However cool and convenient today’s write-
able disk media and solid-state storage may
be, such devices simply do not have the
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With 30 years of experience under our belt, we're ready to hit the road again. Introducing the
Tn Series of amplifiers from Yamaha. Stable 2 ohm drive capabilities make this series perfect for
pairing and touring with NEXO and other line array systems. Built with a sturdy exterior, removable
handles and easy airfilter maintenance, rigorous road conditions don’t stand in the way.
A 50% reduction in power consumption is realized with Yamaha's own EEEngine amp drive technology.
These guys are built strong to run ail night long. A five year warranty proves it.

The Tn Series of Amplifiers. Working hard so you don’t have to.

When you need help, time zones shouldn't matter. Yamaha provides coast to coast 24/7 QYAMAHA
technical support. With dedicated staff and regional service centers, assistance is around x>

the corner. If we can't fix it over the phone, we'll put a part or a person on the next plane out. CD
It's that simple.
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speed and throughput to handle real-time
workstation files in a live production envi-
ronment. And when dealing with high-reso-
lution, multitracked projects with dozens or
hundreds of edits, automation data, loop and
sample playback, our old friend the hard disk
still reigns supreme.

The performance king remains as drives
in the 3.5-inch form factor. These represent
the larger-capacity drives and are avail-
able in many varieties, with the fast 7,200,

Glyph Technologies offers a variety of hard drives
in padded transport cases.

10,000 and 15,000 rpm models offering the
ability to host very large audio sessions on
a single drive. Digidesign (www.digidesign
.com) gives a fairly conservative, estimated
Pro Tools track count of 32 tracks on a
single SCSI drive at 44.1/48 kHz; for a
96kHz session, this is divided by two (10 16
tracks). Of course, more drives spread out
means more tracks, and this spec maxes
out with 192 tracks at 44/48 kHz divided
among six drives. On 7,200 rpm FireWire
drives, the number of tracks drops to
(again, a conservative) 24 tracks at 44/48
kHz (halved at 96 kHz), although the total
number of FireWire drives supported goes
up to eight, for a total track count of 192
at 44/48 kHz.

For applications requiring a transport-
able drive, companies such as Glyph Tech-
nologies (www.glyphtech.com) and Avastor
(www.avastorcom) offer drives in stand-
alone enclosures with onboard—no  wall
wart—power supplics and padded transport
cases. I've always found it somewhat ironic
when drive suppliers tout the compactness
of their drive enclosures while ignoring the
fact that the drive requires an external power
supply. Adding to the issue, you must keep
track of the casy-to-leave-behind wall wart
when moving from studio to studio.

One way of sidestepping the power
supply issue is the relatively new genre of
bus-powered drives that draw operating
power directly from the USB or FireWire
connection. As 3.5-inch drives can draw a
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startup surge in the 075-amp range, bus-
powered models typically are the less-pow-
er-hungry 25-inch models. A major con-
cern—which hasn't really been addressed
on a manufacturer level—is the quality of
the power supplied from the FireWire or
USB port. In my experience, the ports can
vary greatly, particularly from “no-name”
generic, third-party PCI FireWire cards. At
the same time, Apple’s (www.apple.com) 6-
pin (FireWire 400) ports are rock-solid, and
what comes off a clone PC motherboard
can be anybody's guess.

As with other 4-pin FireWire connec-
tions, Sony VAIO i.LINK™ ports supply no
power at all. As a solution, Avastor includes a
“Vampire Cable” with its bus-powered drive.
The cable terminates in a “Y,” with a compact
FireWire drive connected to the i.LINK port
while a breakout cable connects to USB to
supply power to the drive.

Housed in stylish and compact enclo-
sures, the 25-inch drives represent the
ultimate in portability, but have a few draw-
backs. The maximum storage capacity of
25-inch drives is limited to a few models
in the 200GB range, while most are 60 GB
to 160 GB. Also, the less-expensive 2.5-inch
drives tend to be 4,200 and 5,400 rpm de-
signs. These lower rotational speeds have a
negative cffect on track count, especially in
an overdub situation where the drive has
to record and play simultaneously. Also,
when tracking direct to disk, such as when
making a live recording, a 4,200 rpm drive
might perform perfectly well. In such cases,
knowing exactly how a particular drive will
deliver becomes the great unknown, and
investing in a faster 7,200 drive for portable
applications is money well spent.

DRIVE TIME

Fortunately, the huge consumer and busi-
ness demands for  ever-smaller/faster,
cheaper drives continues to push quality
(and capacity) up and prices down. Bar-
gains abound, yet if we depend on disk
media to store and back up our creations,
is digging around to find the cheapest drive
on the Net really a smart solution? Some-
how, the same engineer who will spend
$2,000 (and weeks of research) before se-
lecting a high-end mic pre may grab some
cut-rate model.

In some ways, buying a drive is like
buying a parachute or a brake job, so
budgeting a little extra may make your
life casier down the line. With prices well
under the dollar-per-gigabyte mark, this
is one audio investment where you can
afford to splurge. |
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BY STEVE LA CERRA

t's a cold, gray, rainy winter day in
Fort Wayne, Ind., where I'm cur-
rently stopped for a Blue Oyster
Cult gig—the kind of day that sends
a chill through your bones. Summer is
almost four months away but it's not oo
soon to start thinking ahead to the three-
to four-month summer touring season.

Like Santa’s workshop, SR company

Sound Companies
Gear Up for

Summer Tours

warchouses are cranking away  with
hot solder, epoxy, paint and miles of
cable. The summer months are the most
demanding and busy time for sound re
inforcement companies that provide the
gear and personnel to lurge touring acts,
but these companics do not rest on their
laurels during the “off-season.”

As Clair Bros./Showco Texas execu
tive VP of sales, ML Procise 111 (who is
also a six-time TEC Awurd nominee). ex-
plains, “Forecasting as much as a year in
advance can save considerable amounts
of money and avoid what we refer 1o as
‘crisis management. In the fall of 20006,
we started, and continually update. the
company-wide sales forecast driving into
the new year witly a focus on equipment
and human resources required to service
our global client base. We concentrate
our efforts on ramping up during the
summer ‘peak  season’ months,  solv-
ing conflicts. and creating build and
purchase schedules. We have a very
strong staft in each of our global shops
to handle maintenance issues, updates

The High Tide Hits

and upgrades; that staff strengthens in
numbers during the summer months.
We also address these issues by trying 1o
deploy as many projects from the main
home oftice/shop 10 keep quality con-
trol under close observation. This goes
hand-in-hand with equipment update of,
for example, digital console software.”
While Procise cites digital consoles
as an example. many other sound com-
panies are pointing 10 these in-demand
boards as an integral detail ol their
forecasts. Jack Boessneck. executive VP
at Eighth Dav Sound (Highland Heights,
Ohio). "hasn’'t purchased an analog desk
in four years. We get requests for the
[Midas| XI14 and I have muliiple NLas
out now. but I won't buy uany more of

them.” Digital consoles facilitaie fes
tivills—most-often  seen  during  these
peak months—where muliiple bands

perform on the same stage. In the past,
there was a need for muliiple analog
desks to speed changcover between
performers, but digital desks eliminate
requirement,
scenes for cach band. "Sending out two

that providing  prebuilt
digital consoles is much ecasier than
four analog desks with muliiple paich-
reveals Paul Owen. VP
at Thunder Audio (Tavlor. Mich.). “The
prep time on an analog system is very
time-consuming. I find that if all of the
engineers are on the same puage’ and
we give them one digital console, then

ing harnesses,”

no one complains. If vou tell enginecrs
that it’s a [Yamahal PM3D, a DiGiCo D5
or Digidesign VENUE. they are more
than happy to bring their own kev [ic.,
memory stickl. You'll find on the festival

circuits—especially in Europe—that a
lot of engineers will walk in with their
key, whereas in an analog situation,
they’d be carrying a rack with effects.
gates, comps and cables.”

in some cases, a sound company will
ask for an engineer’s input list or mixer
configuration file well-betfore the sum-
mer festival months, enabling the desk
to be ready on-site.



Although digital desks are all the rage,
many engineers are still chasing the ana-
log sound. “I find a lot of engineers ask-
ing for boutique studio tube compressors
and preamps to make their digital console
sound analog,” says Frank Provenzano,
CEO of Pro Sho Sound Inc. (Stater Island,
N.Y.). “There’s a place for digital consoles
due to footprint, truck pack and sctup
time, but sonically, a Heritage 3000 is
superior. Maybe I'm just an analog guy in
a digital world.”

Albert Lecesse of Audio Analysts (Colo-
rado Springs, Colo.y agrees: “There is
always what I call the analog ‘money
channel” Whether for the lead singer or
the lead guitar player, there are always
one or two channels of premium studio-
level processing, like a Crane Song limiter
and Avalon mic pre. [n any case, we use
a multicable system that is pretty much
universal for our systems. What changes
is what is inside the rack—connection to
the console is via multipin. It's very quick
to get up and running. We have certain
prebuilt racks such as amp racks, drive
racks and even computer racks—we have
to be IT linformation technalogyl people,
100, nowadays. Then we have what I call
the ‘flexible stuff; like two Avalon pre's
with a Neve compressor inserted to a PM-
SD. That kind of gear gets examined on

the component level—the individual mic
pre or compressor is tested

then it gets
racked up with its multipin interconnect.
Then it's tested at the rack level by another
person and goes out to the loading dock
where we have a separate area called the
system test area. That is where we bring
all the effect racks, the amp racks, the
consoles, the snakes and hook them up to
one set of cabinets for stage-left, one set
for stage-right and one subwodafer. T don’t
hook up all 72 cabs to test the electronics.
[Laughs] We make sure that everything
works as it should, because when you
are doing onc-offs [such as in a festival
situation], you want t show up with pre-
programmed templates. Once that gear
has been tested, it can be packed into a
truck.”

“When we send a tour out, we send
spare cables, connectors, amps. driv-
ers—the whole nine yards,” stresses
Owen. “That makes it casier on the crew
who are out in the field with the system.
We have been using the Meyer MILO
line array, and it has built-in. modular
amplification, so you can easily swap
out an amp. Some people shy away from
powered monitors and line arrays, think-
ing, ‘What if you have a failure?' We have
been very fortunate in that we really
haven't had any failures during a show.”

A o
IR,

h

MAINTENANCE BEFORE

GETTING ON THE TRUCK

Maintenance and upgrades are at the top
of any sound company’s off-scasor to-do
list. Unfortunately, the workload doesn't
wait for refits. “Upgrades are always done
on a watched, controlled basis,” explains
Boessneck. “You can't just go ahead and
say, ‘Yeah, we're going to change all the
amp racks,” because they are never all
here, so we retrofit on a gradual rolling
basis. Gear comes back to the shop, we
retrofit it and run it back out.”

For Jon Monson, systems coordinator at
Rat Sound (Oxnard, Calif.), “Maintenance
is a constant process. We work hard all
year on this task. Every year, we make a
list of company-wide upgrades to perform
in December and January. We call it our
‘December List.” It involves less mainte-
nance and more upgrade or exchange. For
example, we have some cabinets still on
EP connectors and we're changing them
all to NL. This isn't really maintenance as
the cabinets with the EPs work fine, but
we want to standardize things. Unfortu-
nately, this is getting more challenging as
we have become busier year-round. We
also try to do inventory in those months
to reconcile what's in the computer with
what we actually have on hand, which is
also getting tougher when we have several
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large tours out over this period.”

In the touring world, gear that doesn’t
work is unacceptable, and everyone has
a routine for evaluating gear returned
from the road. “Once a year, all of our
chain motors get re-certified,” reveals
Lecesse. “I have a few guys on staff
who are CM haoist—trained. We keep a
meticulous recard of when they were
last tested. We do a load test every
year, look at the cable connectors and
s0 forth. Same thing with the rigging: If
a picce is bent or choked, we replace it
with new material. That concept goes
down the line even to mic stands, which
are almost consumables to us. They
get taken apart and put back together
constantly. Turning them over is a great
source of used gear for the local bands
here, and there's a little bit of recycling
involved. They look a little ratty for
me, but they are fine for a young bhand
starting up.

“Concurrently, 1 have two people
whose full-time job is basically to sweep,
buzz and rattle-test every single loud-
speaker when 1t comes back,” Lecesse
continues. “For microphones, [ built a
small booth about the size of a broom

closet. It has an EQ'd speaker on the
bottom and an $PL meter with a stan-
dard calibration mic. Then we have pre-
saved curves in [SIA] Smaart for various
microphones. When we need to test 27
{Shure] SM58s, we load the difference
trace, compare the response of the mi-
crophone to the standard curve and look
for gross frequency response changes.”

“Rather than wait for a new order
to be pulled and checked, we check all
outboard dynamics, effects, playback and
record equipment upon return from a
project,” Procise says. “After it’s checked,
it can be put on the shelf, ready for the
next project. When board groups are

Forecasting a year
in advance can save
money and avoid what

we refer to as ‘crisis
management.’
—ML Procise, Showco

assembled, those individual pieces are
checked with the entire console group
connected. We maintain a tremendous
amount of inventory of all types of equip-
ment and have sophisticated testing sys-
tems for mics, cabling, amps, speakers, et
cetera. We rely on road reports from staff
and independent engineers on equip-
ment performance. The only real mea-
sure of road-worthiness and application
is by the acceptance and specification by
the touring road engineers.”

Provenzano agrees, stating, “Al of our
production managers have a gig sheet that
they hand in at the end of their event with
necessary equipment or truck repairs that

We Are M Usec
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Nelly Furtado

There’s nothing more exciting than the magic of an electrifying performance—and nothing harder
to capture. 50 years ago, Sennheiser’s engineers designed their first bulletproof wireless systems
to grab that magic and transmit it with flawless fidelity. Today, top artists like Nelly Furtado insist
on Sennheiser wireless for the freedom to deliver their magic. Whether it’'s microphone or monitor
systems for broadcast, theater or stage, Sennheiser sets standards for wireless quality and sound.
www.sennheiserusa.com
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If all the engineers
are on the same page
and we g:ve them one

digital console, then no
one complains.
—Paul Owen, Thunder Audio

need 1o be made. This is checked first, so
any gear that is malfunctioning can be
red-flagged and sent 1o the bench before
it ends up on another event. We try (o
maintain good relationships with other
production companics in our arca and
even some of our clients, making it casy
to get gear in a pinch.”

Rat sound evaluates all of its loudspeak-
ers “with tone sweeps and noise, and for
polarity issues.” notes Monson. “Wedges are
also tested with voice, hecause problems
can pass all the other tests and only show
up when the monitor engineer starts talking
into the wedge—and that's the first thing a
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monitor engineer does on a one-oft or the
first clay ol a tour. In my opinion, you'd bet-
ter test your wedges in the shop with voice
to make sure there are no audible issues.
You dont get a second chance to make «
first impression.”

Boessneck tests Eighth Day’s loud-
speaker components “the minute  they
come back. Everything we have in our
inventory is tested and ready for the
road. It's the same with everything else,
even something as simple as cleaning the
amp racks. If it's been on the road for six
months, you'd better clean it out because
God knows what’s in there. [Laughs]
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LOAD IT UP

With increased fuel costs (which tvpi-
cally sky-rocket during the summer
months), one of the issues addressed by
Provenzano is the truck pack. "All of our
smaller speakers that in years past have
been in covers are now getting road
cases. Along with that, we are streamlin-
ing our case designs across the board so
that we can facilitate a better truck pack.
With everything in an ATA case. storage
at a lot of our events—especially corpo-
rates in hotel ballrooms—is becoming
an issue. We find that more often we
have 10 load out our ‘deads” back into
the truck, which costs us time, labor and
money. So streamlining our truck packs
is just another little way we can become
more cfficient as a company.”

Procise’s view of road work sums
it up well: “No matter what equipment
you're talking about, there is only one
topic of concern for a road compuny:
How to make it more road-worthy. It's 4
never-ending quest.” |

In addition to being Mix's sound reinforce-
ment editor. Steve La Cerra mixes front of
house for Blite Oyster Cult.

RE'S A NEW SHERIFT IN TOWN

The most wanted microphones - Heil Sound.

The first breakthrough in dynamic microphone
technology in over 25-years, Heil has the old
“standards” shaking in their boots. Assembled
in America, the HEIL PR Series uses a unique
combination of large diaphragm dynamic
elements with a proprietary neodymium motor,

to deliver unequaled performance over a wide

variety of applications. Join the ever-growing Heil

posse, and see what all the commotion is about
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BY BLAIR JACKSON

uring the past several years,

Marin County-based Bay Area

Sound has quietly grown to

! become one of the leading inde-

pendent game sound facilities in

Northern California, contributing to a wide

variety of projects by leading and smaller

companies, and bringing work to a talented

coterie of outside sound and dialog editors,

composers and others. Though the entity

known as Bay Area Sound (www.basound

.com) has been around since 2000, the roots

of its principals, Julian Kwasneski and Jared
Emerson-Johnson, go back much further.

Audio director Kwasneski got into game
audio through a slightly unorthodox route.
Though he was a musician from a young
age and a serious gamer since the era of
Pong and the first Atari systems, his first
job out of school was as a stock broker
for Merrill Lynch. “I did that for two years
and [ was miserable,” he says. “I got in
touch with Mooka Rennick of Prairie Sun
[Studios, in Cotati, Calif.], quit Merrill Lynch
and started waiting tables and bartending in
Calistoga while working for basically noth-
ing at Mooka's studio. I'd clean multitrack
heads and align tape decks and get coffee
for people. I loved it!”

Then, after a cousin got a job at George
Lucas’ Industrial Light & Magic, Kwasneski
landed in the voice department of another
company affiliated with the filmmaker:
LucasArts Entertainment, whose principal
raison d'etre seemed to be to turn out an
unending stream of Star Wars-based vid-
eogames. “It was immediately apparent I'd
stumbled into something very cool,” he says.
After a year as a dialog editor, he moved into
other sound editorial positions. “I worked

An Independent

Game Sound Company Changes

With the Industry

on every project LucasArts did from 95 to
2000,” he says. “It was a tremendous learn-
ing experience. We worked out some great
production systems at LucasArts—they were
really trying to advance the state of the art
[in game audio] there.

“We started doing Foley, and we would
score the noninteractive portions of the
game as if they were little films; all the while,
I was working with other friends of mine
who were at ILM making their own inde-
pendent films,” Kwasneski continues. “It was
the beginning of digital audio [in game post],
and we were doing live music recordings and
starting to cast big-name actors, and we re-
ally pushed that side of it. By about '98, we
really started to take it to the next level.”

Eventually, however, he got restless
and wanted a change of pace. That change
came in the form of a dot-com called Ibeam
Broadcasting, which was a sort of precursor
to YouTube, but evidently ahead of its time:
“It crashed and burned,” he says. From there,
Kwasneski joined forces with another for-
mer LucasArts game audio employee—Clint
Bajakian—in a company initially called CB
Studios, then The Sound Department and
finally Bay Area Sound. Bajakian left in 2003
to work for Sony’s game division.

At that point, Emerson-Johnson came
onboard. He has a music degree from Cor-
nell and a background in classical composi-
tion, conducting, violin and other aspects of
music. More than just the primary composer
in the company, Emerson-Johnson is also
now an experienced sound designer, re-
cordist and editor. Together, they've worked
on such titles as Sam & Max (Season One),
Alien Syndrome; CSI: 3 Dimensions of Mur-
der, Bone: The Great Cow Race and Out
From Boneville, The Chronicles of Narnia:
The Lion, the Witch and the Wardrobe; God
of War, Star Wars: Knights of the Old Repub-
lic—The Sith Lords, Republic Commando
and Apprentice to the Force; Psychonauts;

James Bond 007: Everything or Nothing; The

Lord of the Rings: The Return of the King; Rise
to Honor, Indiana Jones and the Emperor's
Tomb; The Bard'’s Tule, and Mercenaries.
“Right now,” Kwasneski says, “I'm work-
ing on a very intense Conan game [with
Nihilistic and THQ)] that has a lot of hand-to-




hand combat and a lot of rich ambiences
ally colorful creatures. There are so many
things in it that if you looked at it and you
spotted everything that could make sound,
you'd never finish and it wouldn't be right if
you did score it all—it would be a cacophony
of crap. In this job, you have to make the call
as to what’s going to serve the player and
the game experience the most. Hearing that
little cloth rustle probably isn't it, but hear-
ing these killer swishes and these big tips of
the weapons and the menacing roars—that’s
important. On a basic level [as a player], you
want to feel like you're interacting with the
world, so you do what needs to be done.”
Bay Arca Sound emphasizes original
recording for games mather than relying on
libraries “because you not only get the thing
you're recording perfect, but you can also
try to get the space it's in,” Kwasneski says.
“If you're recording something that occurs
15 virtual feet from the virtual camera [the
game’s POV, you record it that way if you
can; you don't record it really close and then
process it to sound like it's 15 feet away.”
Kwasneski also emphasizes that building
in variety and a certain randomness helps
make the game more interesting, so he likes
to provide as much material as possible. He
sings the praises of development tool FMOD,
a cross-platform audio engine he describes
as “the go-between between programmers
and game developers and the sound guys.
So, for example, if [an in-game instruction]
says, ‘dude kicks in door, there’s a sound

re-

Principals Julian Kwasneski (arms folded} and Jared Emerson-Johnson create sounds for games
ranging from Sam & Max (for left) o God of War [above),

tag for that and then, unbeknownst
to the player, what happens when
‘dude kicks door’ is [activated] in
the game. We have all this level of intricacy
and variation and we don't have to say to the
programmer, ‘Okay, I want you to pick one
of six of these, mix that with one of 10 of
these, take this and pitch it down a little and
vary the pitch a bit each time it happens.”
Instead, it is built into the game engine.

“Anything we’ve done recently, if you
go up and kick a door in and then you quit
the level and then go back and kick it again,
I don’t want it to ever sound the same, s0
we put enough different layers in that your
possibilities are close to infinite.” FMOD sup-
ports 13 different platforms, including Xbox
360, PlayStation 3 and Wii. Kwasneski notes
that the increased bandwidth available to
audio in the newer formats means that he’s
no longer having to deal as much with down-
sampling of effects and/or music “There’s no
converting to 22k now; it's all 44/16 or 48/18.
The bandwidth benefits everyone, including
the visual people: ‘Ooh, we can do this many
pixels now,’ and, ‘The frame rate is 1,000 fps.
You don’t have to think about whether you
can do something now. You're just limited
by your programming resources and your
creativity with it.”

Bay Area Sound is equipped with a Pro
Tools HD2 and several LE rigs, G3s and multi-
ple Genelec 1030A monitors, and has a vocal
booth, but Kwasneski also uses a number of
regional studios. “If I need to do a full dialog
session, we'll hire a studio that’s set up for it,
and I'll go there and direct theny,” he says.

When Kwasneski and I spoke, he and

Emerson-Johnson were busy doing produc-
tion on Episode 5 of the ongoing Sum & Max
online series, as well as working on a few
longer-term  projects. “Working on Sum &
Max is almost like working on a TV series,”
Kwasneski says, “because it's quite time-
consuming, it's a very tight schedule and
new ones keep coming up. We're constantly
improving it. Jared did an extensive jazz
score in which he hired a lot of live play-
ers, and it has been very well-received by
the fans. Despite the fact that the games are
downloadable titles—which can sometimes
mean limited bandwidth—we use pro voice
talent, record most of our own sounds and
produce live music scores.”

Talking to Kwasneski, one gets the sense
that he loves every aspect of his job—that
recording dialog for the ultra-realistic CS/
games is as fun and challenging as working
on sound for the cinematics of the Chronicles
of Narnia game. He had just completed work
on a fanciful tide called Alien Syndrome—an
update of a crude 1987 Sega arcade game
and there were other titles waiting for him
and Emerson-Johnson to dive into.

“I think that rather than me choosing
game audio, game audio chose me,” he says,
“because I always loved games and 1 always
paid attention to the sound, but it seemed
like one of those untouchable things. And
then all of a sudden there I was doing it and
working 100-hour weeks. Now we've got
our business and it’s « /ittle more manage-
able, but it’s doing something I really love
and care about.” |

Blair Jackson is a senior editor at Mix.
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BY MATT GALLAGHER

Vapor Trail Productions

Tom Zehnder Brings Home the Game Audio Projects

Us a relatively typical story: Musician lands day job

but spends most waking hours trying to book his

band. However, for Los Angeles—based composer
Tom Zchnder, the day job turned into a music career
that put him on the ground floor of the boom in game
audio production. Sixteen years later, he has a new
studio and zero regrets.

“I've watched the game audio biz completely blossom
10 be on a par with film,” he says. “I just rode that wave.
1 remember doing 7k/8-bit files, but the A-list game titles
now have huge budgets, just like big films.”

A singer, songwriter and guitarist since childhood,
Zehnder majored in music composition at UCLA and
graduaied summa cum laude in June 1991. Soon after,
he got a job as a pant-time program tester at Davidson &
Associates, a start-up developer of children’s educational
software. Looking ahead, the company eventually built
an in-house studio and asked Zehnder to take charge of
it. “I basically learned by doing,” he recalls. “1 didn't have
a lot of supervision. I was in a position of purchasing
gear, and it was great to spend someone clse’s dime. 1
was also doing independent band stff in real studios
and watching the engineers.”

By 2003, following some corporate acquisitions
and mergers, Zehnder was lead composer in the audio
department for Vivendi Universal Games, where  he
scored two titles that were honored in 2005 by the Game
Audio Network Guild: Van Helsing and Barbie—Princess
and the Pauper. Then, in June 2004, VUG climinated its
audio department as part of a cost-saving move. Zehnder
negotiated to buy the company’s studio equipment. “1 got
the entire sctup—stuff that 1 had hand-picked over 10
years—ifor really cheap,” Zehnder says. “1 paid more than a
liquidator would pay, but way less than retail. To top it off,
1 got to pay it off through work over a two-year period.”

Confident on his own, Zcehnder built Vapor Trail
Productions (Culver City, Calif;; www.vaportrailpro.
com), a one-room, 280-square-foot studio within a 482-
square-foot guesthouse on his propernty. He is currently
working on projects for Ubisoft and Ogilvy & Mather, as
well as two documentary films. He also scored music for
recent Disney DVD releases and Yahoo Web shows Snap
and Cheap 'n’ Easy.

In building his studio, Zchnder consulted Chris
Pelonis, who designed and built the studios at Davidson
and VUG. “1 had to build the room around the [custom]
desk,” Zehnder says. He paid meticulous attention to
acoustic treatment and isolation, constructing an isolated
machine closet and dividing the room into dead and
reverberant spaces. “l had to use lots of drywall and
soundboard, and design acoustic doors,” he says. “1
made sure I had big bass traps and hard surfaces, as well

www.mixonline.com

Tom Zehnd:

ted at his ¢
Trail Productions, his studio in Culver City, Calif.

-built workstation desk in Vapor

as [Fiberglas] foam. 1 ensured that there were no parallel
surfaces. 1 spent lots of money on the [twol dual-paned
Mylar windows.”

Vapor Trail has a dual-core 2GHz Mac G5 and Pro
Tools 11D3 system with one Digidesign 192 1/0 interface
and one DSP expansion card. A Compaq PC hosts
Tascam GigaStudio. “I use Pro Tools as the sequencer,
which really surprises other composers,” Zehnder says.
“But 1 just track everything. 1 get the performance out of
GigaStudio and then record that performance.”

Zehnder has outboard gear from TL Audio, Joemeck,
dbx, PreSonus, Lexicon and Studio Technologies, and mics
from RGBDE, beyerdynamic, Electro-Voice and Shure. For
monitaring, he relies on Tannoy System 1000 speakers,
a Tannoy PS350B active subwoofer and Audio-Technica
MMS337 multimedia speakers. He also has a Mackie HUI
MIDI control surface; his synths comprise a Kurzweil SP88,
Korg MS2000R, E-mu Orbit 3 and Roland M-GS64. Plus, he
owns a wealth of stringed and percussion instruments.

Tracking live performances is central to Zehnder's
production process, and he creates his own sample
libraries from scratch, often wiloring them for individual
projects. “It's funny that 1 go into digital but Jove that
human. breathing thing,” he says. “I find that people still
will come back to the sound of a live orchestra and a live
guitar. A film composer will say the best soundtracks are
the ones you don't hum; they Iprovidel the right emotion.
The underscore has to feel right, and often those feelings
are connected 10 a ‘real’ instrument. It always comes
down to your cars—that’s your biggest assct.”

Over the years, Zehnder has developed ways for
integrating his acoustic, perfformed compositions into the
nonlincar realm of computer games. “I sit with the game
designer and the producers and talk grand-scale about
the music and interface with the programmers to sce
what we can do. Every game is like a new venture.” B

Matt Gallagher is an assistant editor at Mix.
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Sounds of the Dead Updated for Modern Times

By Matt Hurwitz

ho knows what a ghost sounds

like? The old clichés of moans,

rattling chains and wind don’t
quite hold up in 2007—especially when
sound effects creators have to deal with
new sounds for 1 weekly TV series, as on
CBS’ hit show Ghost Whisperer.

“That’s the challenging thing about this
show,” says supervising sound editor Mark
Friedgen of Burbank, Calif -based Smart Post
Sound. “We sort of have a ‘ghost of the week,
so each week we have to ask ourselves,
‘What is this show's ghost going to sound
like?” They all need to be different.” Roberta
Doheny, who, along with Bob Edmondson,
mixes the show, agrees: “Every show has a
different ghost character, and that has to be
reflected in the mix, t0o.”

As with most series, the process begins
with creating a temip track by the show’s
picture and music editors (referred 1o
as the “Avid mix™). This includes cffects

From left: sound mixers Roberta Doheny and Robert
Edmondson, and sound editor Mork Friedgen
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Jennifer Love Hewitt (right] plays Melinda Gordon, who communicates with spirits in Ghost Whisperer.

Smart Post Sound has sent and anv from
libraries the picture editor has available.
Music editor Gordon Fordyce also
adds a fairly elaborate temp music
track—including music from previous
episodes and even nan-show-related
music—to  substitmte  for composer
Mark Snow’s forthcoming score.

Even at this earty stage, Smart Post
is sometimes called on to create a
ghost sound, particularly for a more
challenging spook. “I'll get a call from
the editor even while he’s in his very
first rough cut,” Friedgen notes, “and
he'll say, “You know, Mark, | need
a sound for this ghost. Maybe you
can come up with some ideas.” In
as litde as a half-hour. afier receiving
a QuickTime clip from the editorial
team, a sound will be developed,
which can be uploaded to Smart
Post's server for quick incorporation
into the temp track.

SPOTTING FEAR

On the Monday or Tuesday the week
before the mix, a spotting session is
held in the editorial office. typically
attended by executive producers lan
Sander and Kim Moscs, co-producer
Juanita Diana Feeney, the picture
editor, Friedgen and ADR editor/co-

supervisor Tim Terusa. In addition, composer
Snow may participate via telephone from
his stadio in the New England area.

Sander and Moses will elaborate on
the episode’s tone and, most importantly
for the sound team, about the nature of
the ghost. “In one show, for instance, the
general feeling about the ghost was cold,”
Friedgen explains. “So we'll have a lot of
icy, rattly kinds of sounds,” some of which
Snow will provide in his score. “We'll
look for those opportunities and discuss
them. some of which the producers will
like and some they won't. It's a give-and-
take process. We're deciding what a ghost
sounds like. You kind of have to sell it.”
The sound is often dependent on how the
ghost character died, Edmondson notes. “It
depends on whether they were in shock,
hit by lightning, et cetera.”

The series also contains some  visual
effects shots, which are often fairly complex.
“They come up with lots of interesting
visuals on this show and those need sound
to help suppornt the images they're trying
to get across in their storytelling,” Friedgen
explains.

Afier the spotting session, Friedgen and
Terusa return to Smart Post, where Terusa
will begin assembling a master ADR list to
cue each line. Friedgen's notes frosn the

—CONTINUED ON PAGE 60



The Venerable Music Program Leaps Into Hi-Def

By David John Farinella

hen PBS Sownidstage first hit
the air in 1974, the idea was

inspired
vision program that featured some of the
era’s best-known musicians performing

an hour-long tele-

their hits and some of their deep album
cuts. Bob Dylan, Arctha Franklin, Al
Green, Bonnie Raitt and Harry Chapin
were just some of the artists who lent
their talents. In fact, Soundstage made
Chicagos WTTW television station a
musical hotspot for 11 years.

The first incarnation of Sowndstage
went off the air in 1985, and it may have
remained in the mothballs it it weren'
for Joe Thomas, a music industry veleran
who had become cnamored with all
things hi-def and was looking for ideas.
As a Chicago native, Thomas grew up

with Soundstage and remembered how
much it influenced him as a youngster.
Five years ago. he approached WTTW
management  with an idea 10 hring
Sonundstage back and update its look and
sound. Today. it is broadcast in hi-det

a live sound company that has been in
operation in the Chicago area since 1973,
and the duo outfited the room with a
Mceyer PA. system that didn't overpower
the 400 or so audience members.

Thomas then made sure that the audio
was captured with enough accuracy and
fidelity 10 ensure a successful 5.1 mix.
Frank Pappalardo, who had worked
with Thomas at a number of Chicago-
land recording studios and has dozens of
engineering credits, stepped up to accept
that responsibility.  Pappalardo  works
out of 1D Roadie, a mobile recording
truck that is parked outside of the WITW
studios during the recording of each
show.

Pappalardo gets a split from  the
stage and records up to 94 channels of
audio into Pro Tools. He will ofien add
a handful of analog outhoard devices 10
the recording chain, including an LA-2A
and Avalon mic pre’s; more often than
not, he'll use various plug-ins to add
warmth to the track as it goes into the
digital domain. “A lot
of what I'm trying 10
do is make it sound
like it used to sound,”
he c¢xplains. “That’s
your chance 10 make
it sound good.”

As the band plays,
Pappalardo mixes the
show through a pair
of  Yamaha DM2000
consoles. “I'm trying 1o
do the best mix that |
can. IU's not a crucial
mix, but it is the mix
that the director is
hearing and what gets
printed to a couple

Director/producer Joe Thomas in the HD Roadie truck of the cameras, s0

with full 5.1 sound.

With an agreement in hand, Thomas'
first step was building out a studio,
pertformance  space at  WTTW  that
halanced intimacy and technology. The
director and producer wrned to T.C.
Furlong of T.C. I'urlong and Associates,

that when the video
editor begins 1o edit, he is not editing
to camera audio, he's editing 10 the mix
that 1 did,” he explains. “So it's certainly
listenable, but I'm not catching every
solo.”
In addition 1o the usual complement
—CONTINUEI) ON PAGE 65
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Tom Fleischman
Re-Recording Mixer Finds Niche in New York City Post House

By Gary Eskow

Manhattan native who has spent
his entire career in New York
City's audio post industry, Tom
Fleischman has seen the good times come
and go. According to Fleischman, whose
credits last year included Martin Scorsese’s
The Departed, David Frankel's The Devil
Wears Prada and Jonathan Demmc'’s Neil
Young: Heart of Gold, these are good times.

“Business is thriving in New York,”
says Fleischman. “The tax incentives of the
last several years have brought a lot more
production here. Filmmakers still want to
be based out of New York and the major
post companies are in good shape. [This
interview was conducted before Ascent
Media’s recent clasure of the famed Todd-
AO stage, though that move should bave
little real effect on Fleischman's work,
except that there's one fewer large dub
stage—FEds.] 1 see that trend continuing.
As far as the lingering effects of 9/11, other
than providing ideas for material in the
future, I don't think i’s going to have a
significant impact on us.”

Today, the lean and smiling Fleischman,
long a staple at the venerable Sound
One post-production facility, mixes on a
Euphonix System 5 console at Soundtrack
Film & Television in New York City. He is
still a first-call re-recording mixer for A-list
directors such as Scorsese, Demme, Spike
Lee and Ron Howard, and he's worked
magic on countless low-budget films for
first-time directors; he’s just in a different
home, which is proof-positive that the jobs
follow the talent.

The son of film editor Dede Allen and
Stephen Fleischman, a writer, producer
and director of television documentaries,
Tom Fleischman caught the film bug early
on. “lI grew up on the Upper West Side,
went to school in the area and spent my
spring and summer breaks apprenticing
for my mother on films like Bonnie and
Clyde and Racbhel, Rachel. 1 knew | wanted
to go into the film business, but 1 was
initially attracted to editing and directing,
not sound.”

After spending a few years at the NYU
School of the Arts, Fleischman dropped
out to pursue a career. “My early education
in the industry was fantastic,” he recalls.
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“Elisha Birnbaum had just come over from
Isracl and established a small effects house
[tmage Sound in the Brill Building. He had
a Nagra, a 2-track Scully and a couple of
16/35 recorders.

“Elisha also had boxes of Y-inch reels
of effects that he'd picked up at an auction
in Isracl,” he continues. “He had me listen
to them all and make lists of their contents.
Then he taught me how to cut and splice
the tpes so that all the car sounds were on
one reel, the birds on another and so forth.
When that work was complete, we had a
library and I knew where everything was.
Sound editors would come to the office
and I'd sit down with them and dub the
effects they needed onto 35mm mag tape.
By this time, Elisha was building a small
Foley room in the adjoining office and 1
did some carpentry work when | wasn’t
pulling effects. It was a great education.”

While working for Birnbaum, Fleischman
met Dick Vorisek, the most well-known
feature film re-recording mixer in New
York at the time, whose credits included
On the Waterfront, The Hustler and a slew
of New York-based films. With Birnbaum’s
blessing, he left Image Sound and moved
over o ‘Trans/Audio Inc., where Vorisek
was based.

“I started out doing transfers for editors,
and it was a full-time job,” he explains.
“During breaks, I'd sit in the back of his
room and watch Dick work. Eventually, [ got
to assist him and even execute little mixes.
Trans/Audio offered a program for film
students attending the three film schools in
New York: the NYU School of the Ants, the
School of Visual Arts and Columbia’s School
of Journalism, which had a film program.
On weekends, students would come into
the studio, and so would 1, to help mix their
work. It was great training, particularly since
I'ran into just about every possible problem
a sound mixer can encounter!

“Obviously, the technology we used back
then was quite rudimentary compared with
the tools we have available to us today,”
Fleischman continues. “Chris Newman, a
production mixer who we worked with,
ook a liking to me, and one day he asked
me to apply some EQ and noise suppression
to one of his tracks. It was all very basic; we

had some notch filiering and a Magnatech
be expander/gate. I'd pick up apes from
the lab at 7 am. and have two hours to
work on the studio’s console before the
real business rolled in. More great training;
between that work and the student mixes, |
wius starting (0 get comfortable mixing.”

Fleischman’s first commercial project as
a re-recording mixer was Errol Morris' 1980
documentary, Gates of Heaven. 1t was a film
about pet cemetery owners. Around this time
I also got to work on Barry Brown’s The War
at Home. Barry, who now edits Spike Lee’s
films, has also donce some meore directing
since this film was released in 1978.”

In 1985, Fleischman, who had by this time
established himself as one of the top sound
re-recording mixers in the industry, with a
credit list that included Melvin and Howard,
Reds (for which he received an Academy
Award nomination in 1981), Sifkwood and
After Hours, moved over to Sound One.
“Elisha, who had welcomed my exit from
his company years earlier, always said that
we would work together again. When Image
Sound made a deal w0 merge with Sound
One in 1985, the operation became much
larger, and I went to work there until joining
Soundtrack at the end of 2003.”

Soundtrack, with offices in New York and
Boston, has a long history in the television
side of the audio post industry. At the time
of Fleischman's hiring, Rob Cavicchio had
decided to steer the company into film and
was building a small stage on 22nd Street.
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Sound re-recording mixer Tom Fleischman worked on The Departed, which won Oscars this year for Best
Picture, Film Editing and Best Director.

Bob Chefalas was mixing HBO series Sex
and the City on this stage when Fleischman
came onboard.

“To be honest, I wasn't real happy with the
corporate setup at Sound One,” Fleischman
says, referring to the period following Ascent
Media’s purchase of the New York operation,
“so the move to Soundtrack came at a good
time for me. The room I mix in is small, but
i's the best-sounding room I've ever worked
out of. Our mixes translate well into all kinds
of theaters. Obviously, mixes sound different
in different rooms, but the balance is always
retained.

“We have two mixing rooms and both
usc the same Euphonix System 5 console,”
he adds. “The larger room has a dual
engine, which gives us twice the amount of
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