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Want to reach 100 million
television households?

Special savings on Dolby Pro Logic Il encoders and decoders

Produce your programs with Dolby® Pro Logic® Il. More than 30
percent of US households watch television with a Dolby surround
decoder. Worldwide, over 100 million home theaters are equipped
with Dolby Pro Logic/Pro Logic Il decoders. These viewers expect
to hear spectacular surround sound every time they tum on their
TV sets.

Dolby Pro Logic Il delivers the best matrix-surround experience
for stereo television services and consumer media, analog or
digital. And the programs are fully compatible for playback on
Dolby Surround Pro Logic, stereo, and mono systems—every TV
configuration available.

Now, we’re making it easier than ever to produce engrossing
Dolby Pro Logic Il programming, with limited-time special savings
plus an extraordinary upgrade offer on Dolby Pro Logic Il encoding
and decoding products.

www.dolby.com/events/PLII
Visit our Pro Logic Il webpage, www.dolby.com/events/PLII,

for full promotion details.*

(][boLBY|

* Offer valid for US and Canada customers only, and ends on May 31, 2004.

Dolby, Pro Logic, and the double-D symbol are registered trademarks of Dolby Laboratories, © 2004 Dolby Laboratories, Inc. All rights reserved. So4/15272
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SONARS

PRODUCER EDITION

Inspiration > Speed > Precision

In teday’s fast-paced production world, it's not enough to have all the features at
your fingertips. SONAR 3 offers a complete software-based production environment
that expands your creativity with fast, intuitive controls that capture and excite ycur
inspiration; and powerful, precision tools for true real-time editing. And SONAR 3
provides unparalleled customization, allowing you to fine-tune your studio to match
your workflow. Take your music to new heights with SONAR 3 today.

Completely redesigned Ul

Cutting edge mixing environment

Advanced MIDI routing & synth layering

Integrated per-channel EQ and assignable FX controls
Universal Bus Architecture

Smoother audio engine with gapless effects patching
ACID™ loop & MIDI Groove Clip support

DX, DXi, ReWire, VST, VSTi support

Integrate MiDI-compatible control surfaces
Import/export OMFI & Broadcast WAV

VSampler 3.0 DXi multi-format digital sampler
Ultrafunk Sonitus:fx audio effects suite

Lexicon Pantheon Reverb

ASIO & WDM compatibility

Multi-port MTC transmission

Confidence recording

Full plug-in delay compensation SONARS3

Multiprocessor optimization i
0
$719 MSRF %
|
S - \ u.l
lisic N
AT - 2 ‘v]’

Get more information & download the trial version at: http://www.SONAR3.com/mix
Or call 888.CAKEWALK (617.423.9004 outside the U.S.)




DIGIDESIGN ICON

INTEGRATED CONSOLE
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Introducing

the Digidesign  ICON —

an integrated console environment
featuring the all-new D-Control”
tactile worksurface, Pro Tools' | HD

Accel as its core DSP engine, and

1 25 modular HD audio interfaces for
analog and digital I/0. The first

truly integrated console solution

of its kind, the Digidesign ICON

environment empowers you to

accomplish every aspect of a

- = project — mixing, recording,
editing, and processing —
complete with integrated video
and delivery. ICON provides
unmatched control with a fully
y automated, completely recallable,

total production system.

For more information about the Digidesign ICON
integrated console, visit www.digidesign.com.

' diggicdlesign

3/04. Avid, D-Control, Digidesign and Pro Tools HD Accel are trademarks or registered trademarks of Avid Technology, Inc,
or 1ts subsidiaries or divisions. All other trademarks are the property of their respective holders.
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Adjustable Power Seat

Featuring unprecedented control over response at the mix position, JBL steps forward with the new LSR6300 Studio
Monitors, the first complete solution to tackle problems in the room. Our exclusive RMC™ Room Mode Correction
system, including a hand-held acoustic analyzer {shown above in your seat), accurately measures boundary-induced low
frequency modes so you can adjust the speaker’s 1/10th octave parametric equalizer and correct the problems in the
room. Designed from the ground up, the LSR6300’s deliver ultraflat response {+1/-1.5 dB), an exceptionally wide sweet
spot free of spatial anomalies and an incredibly accurate window on your mix. Shielded, mountable, and THX® pm3°®
approved, for stereo or multi-channel, music or post, the LSR6300’s truly put you in the power seat.

See your JBL Dealer today for a demo of this extraordinary new monitoring system.

LSR6300 Studio Monitors - Mix Without Boundaries.

Learn more about the power of the LSR6300 Studio Monitors at www.jblpro.com/LSR
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BROADCAST

We proudly present the new member of the mc® family: the mc?66.
It has been developed with over 30 years of experience and is equipped
with the finest technology you can purchase today.

Fitted with 48 + 8 (up to 64 + 8) faders, the mc'66's lightweight construction
is ideally suited for OB vans as well as studios. The matrix with 3072 mono
channels offers 192 fully equipped DSP channels at 96 kHz. The central control
section and the flexibly assignable channel strips allow intuitive operation.

Further features of the mc 66 are tne straightforward matrix and console
configuraZion, advanced audio-follows-video, parallel IT track summing as well
as converient console splitting that allows two users to work independently
at one console.

All these mew features, together with the proven architecture of the mc series,
come at a surprisingly modest price, making the mc 66 the ideal choice for all
future recuirements.

NETWORKING

SLOe
SYSTEMS

O AL - st Caemany 0% 2222 100000 www ivea e
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On the Cover: Console-
workstation interfaces, mix-
ing “inside the box,” remote
collaboration—there is no
“right” way to produce au-
dio today. This special is-
sue, “The New Means of
Production,” looks at new
technologies and ways of
working as they converge
to a common goal: creating
great music.
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the new means of production

The Changing Face of Record Production

Rather than booking entire projects in commercial studios, the chart-topping
producers interviewed here are investing in their own facilities and still
churning out hit records. Find out how.

DAWSs and Hybrid Mixing: Five Approaches

Everything from home projects to blockbuster films are being mixed entirely
in a computer-based environment. Mix takes a look at the pros and cons of
keeping your project “in the box!

The Console-Workstation Interface

Although workstations and consoles come from different worlds, we are
finally on the verge of true integration. Mix talks to DAW and console
manufacturers about the future of the all-in-one production environment.

Audio Preparation for DVD Authoring

JamSync's K. K. Proffitt highlights the finer points of covering your audio
assets for DVD releases, including understanding the specs, ensuring
crystal-clear communication with the authoring house and more.
Stereo and Surround Monitor Controllers

Is your workspace lacking a monitor control section? Need a way to
manage the volume? Check our guide to stand-alone monitor controllers.

New Production Pioneers

Strategic Surround Production at The Site
Rick Camp Travels With Beyoncé for a 5.1 DVD
Meredith Brooks Sets a New A&R Standard
Matthew Sweet at Home in Hollywood

Masterdisk’s Wireless Ties Built for Speed

Check Out Mix Onlinel http://www.mixonline.com

Mix (Volume 28, Number 6} is ©2004 by PRIMEDIA Business

azines & Media, 9800 Metcalf Ave., Overland Park, KS 66212. Mix (ISSN 0164-9957) is published manthly except semimonthly in Jon-

vary. One-year {13 issues) subscription is $52. Canada is $60. All other international is $110. POSTMASTER: Send address changes to Mix, PO. Box 1939, Marion, OH 43306. Periodicals Postoge Paid
at Shawnee Mission, KS and at additional mailing offices.This publication may not be reproduced ar quoted in whole ar in part by printed ar electronic means without written permission of the publishers.
Printed in the USA. Canodion GST #129597951; Canada Post Publications Mail Agreement #40597023. Canada return address: DP Global Mail, 4960-2 Walker Rd., Windsor, ON N9A 4JS.
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Is there any piece of equipment in your studio
that is more than 20 years old
and still the best?

The DPA 4006
is still the best microphone in its class.

In 1982, the 4006 was designed by Ole Brosted Sorensen, then a design engineer at Bruel & Kjaer,
now the Technical Director and Co-owner of DPA Microphones.

The omnidirectional condenser in its distinctive slim black livery was the first studio microphone to
be released by B&K, the first model in the celebrated 4000 Series. The technical innovation of the
4006, giving precise performance and natural-sounding clarity in a mic of outstanding stability in

any recording environment, has kept it a favorite among professional audio engineers.

For more information call 1.866.DPA.MICS or visit www.dpamicrophones.com.
DPA Microphones, Inc. info-usa@dpamicrophones.com JUST ADD TALENT
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FOR-QVER 30 YEARS LEXICON HAS BEEN IN
WORLD-CLASS
ORDING STUDIOS

NOW YOUR HOME CAN
BE ONE OF THEM

DESKTOP RECORDING STUDIO

Omega 8x4x2 USB 1/O mixer
Differentiating itself from standard computer
1/O boxes which are typically based on a
potch-bay paradigm, the Omega 8x4x2 USB
I/O mixer is bosed on a mixer poradigm and

includes input, output and mixing functions that support a variety of
tracking/monitoring applications while requiring no additional mixing hardware. The 1/O mixer is
pocked with professional features such as ultra-transparent, high resolution A/D converters,
extremely low-noise mic preomps with 48-volt phantom power and acfive balanced line level inputs.

Lexicon has taken a whole-system approach to desktop
recording. Omega Studio is an integrated computer
recording system that includes the Omega 8x4x2 USB
I/O mixer, Pro Tracks Plus 32-track recording software

and Pantheon world-class Lexicon reverb plug-in.

Omega Studio contains all of the components neces- MIDI and $/PDIF ports allow connection to a variety of digital equipment.
sary to transform your computer into a professional Pro Tracks™ Plus PC Recording Software
. : . Pro Tracks Plus is an easy-lo-use, comprehensive 32-trock recording 3

24-bit recordmg studio. suite that includes all the modules you'll need to track, edit, process, LS
sequence and mix your masterpiece. Not only does it include intuitive ‘ ngks

Whether you're working on your first demo or your non-linear editing, plug-in support, and acidized looping features, it o

] contains a full featured MIDI sequencer with outstanding event editing

fifth 9°|d record, Omega has the Pef{ormﬂnce to pro- and powerful automation features as well as soft synth support.

duce your masterpiece. BIAS Deck™ 3.5 SE Mac Recording Software
BIAS Deck 3.5 SE turns your Mac into a full-fledged recording

Maybe you don’t have the coin to record in the city of studio. Easily record up to 64 tracks, with full @D quality and then

) edit your work instantly, while always being able to revert ta your
Westminster on Abbey Road, but that's no reason your original recordings.
music shouldn’t sound like it. Pantheon™ Reverb Plug-in —

From the name synonymous with “world’s best reverb”, Lexicon brings
you Pantheon. With 35 factory presets, 6 reverb types and a simple
yet powerful user interface, Pantheon is an indispensable tool for your

Omega can do for your studio. recording studio.

exicons

Lexicon Pro 8760 So. Sandy Parkway, Sandy, Utah 84070 * Tel: (801) 568-7567 | Fax: (801) 568-7662 ¢ www.lexiconpro.com * www.protracksrecording.com

Visit your local Lexicon dealer today and see what

" A Harman International Company




FROM THE EDITOR

“The New Means of Production”

Last May, Mix presented “What Can Save the Music Industry,” a highly read and
talked-about themed issue that rocked the audio community. A year later, we're
doing it again, but rather than re-examine the changing label/distribution model, this time
we're focusing on “The New Means of Production.” Change is a constant in any tech-
nology-driven industry, whether you're talking about cellular communication, the Inter-
net, GPS navigation, medical scanners, electronic cinema, digital photography or DAWS,
and these days, digital is definitely the force behind the revolution.

Audio pros are no different than other techno-artisans, who after years of creating
with Linhofs and Leicas—or Panaflexes and Arriflexes—are a little reticent to give up their
analog tools for a box of chips, RAM modules and an endless smattering of storage for-
mats du jour. But the lure of digital is great: DSP file manipulations can transform the us-
able into the acceptable, whether Photoshopping a tattered photo back to life, Shrek-
king the image of a lovable ogre into the hearts of children or auto-tuning a single war-
bled note out of an otherwise flawless performance.

Audio capabilities were once defined by track capacities—24-track, 16-track, 8-
track—yet such terms are of little relevance in a world of virtual tracking, virtual consoles,
virtual instruments and plug-in equivalents of racks of hardware outboard gear, where
the limits on system capabilities may be simply a matter of CPU power/speed and RAM.

Should we plunge headfirst into the console-less/outboard-less world of total desk-
top production? There are many factors at play here and no one-size-fits-all solution for
everybody. Mouse mixing may work for some, but grabbing faders on a DAW controller
or traditional console remains most engineers’ preference, especially on more complex
projects. Many digital console manufacturers have responded with products having fad-
er banks/mutes/solos/sends that either tweak audio directly or send controller informa-
tion to a DAW. But in production, there are no set rules—one project is best served stay-
ing entirely within the workstation; the next date may be mixed using the console alone
or as a hybrid session combining the advantages of both conventional console/outboard
mixing fed from stems premixed on the DAW.

New technologies are changing the ways that we create, reproduce and distribute
music, and examining this topic required a multifaceted approach. Kevin Becka explores
production in “DAWSs and Hybrid Mixing.” Mel Lambert looks at the evolving con-
sole/DAW interface, asking whether the all-in-one workspace has finally arrived. Mau-
reen Droney chats with top producers about how commercial studios fit in with the
"Changing Face of Record Production.” Sarah Benzuly investigates the growing trend of
bands selling CDs of live shows—minutes after the last encore. And because PCs aren‘t
typically equipped with volume controls or talkback facilities, David Ogilvy checks out the
latest in outboard monitor controllers for stereo and surround DAW production.

Anyone who produces or engineers audio today is faced with some tough questions.
However, the revolution is an ongoing, evolving process, and hybrid, virtual or tradition-
al, what's most important is to create a production style that works best for you.

e

George Petersen
Editorial Director
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The New AKG D 3800 M. Two in one. Go from a hardwired mic to a wireless {

simply by removing the XLR modute and adding the TM40 module and the SR 3 /\
40 DIV diversity receiver. Either way, you're getting the best of both /
worlds. akgusa.com ¢ 615.620.3800

AS PASSIONATE AS YOU.
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The New ISA 430mxi
Producer Pack

When we designed the original ISA 430 Producer Pack we wanted to include all
the best features and circuits from the Focusrite ISA product family since 1985.
And so we did! However, in the past three years we have had a few more great
ideas. So the ISA 430 MKII is born. Have we forgotten anything? All we can
think to add is a cherry on top!

Principle feature set:

* Classic ISA transformer-coupled mic-pre; now with four switchable input impedances and
inductor-induced “air”. Extended version of the original ISA 110 EQ.

® Multi-format Compressor; a vintage optical circuit, as well as Focusrite’s transparent
VCA design.

* Unmatched flexibility with an incredible variety of insert points, “split” modes (for
separating modules), and variable signal path arrangements.

* Superb De-esser employing optical technology for transparency and lower distortion.
e ‘Listen’ feature for precise control over compression, gating, expansion and de-essing.
* Soft Limiter to sensitively avoid digital overload.

e Optional Stereo A/D 24-bit, 192kHz.

® More teatures than the original and at a great new price.

i
0 iotens Focusrite
‘t' digidesign

NORTH AMERICAN DISTRIBUTOR For a demo, call toll-free 1-866-FOCUSRITE
www.digidesign.com or visit www.focusrite.com for further information



FEEDBACK

Letters to Mix

AN APPLE WITHOUT BUGS

In the article “Taking the G5 Live!” by Kevin
Becka (February 2004), | think the author [may
have] encountered a bug with the G5’ front
FireWire port under the "Video, Too” section.
Becka says, “What didn’t work was when we
tried to take the QuickTime video out of the
second FireWire port to a DV cam, then out to
a second projector and screen onstage. When
doing so, we could get the video out to the DV
camera, but once we played the song and all
was in sync, it resulted in some serious
dropouts.”

If Becka was actually referring to the “sec-
ond FireWire port” as the front FireWire port
on the G5, then he should be aware that Ap-
ple has an internally documented issue with
the front FireWire port on Power Mac G5s. The
symptoms of the issue are that when a DV
video device is connected to the front FireWire
port, the video and audio playback/capture
suffers from severe dropouts and occassional
device disconnections. When the same device
is connected to the rear FireWire 400 port,
there are no problems at all. Apple support
says that this is a hot issue and has been esca-
lated to top-level engineers,

| experienced the same problem with a new
dual 2.0GHz G5 system when | connected a
Canon GL2 video camcorder to the front
FireWire port. The problem can be seen when
trying to capture video from the camcorder
into iMovie or Final Cut Pro 4.1.1. | took my
camcorder into an Apple Store to try capturing
on asingle 1.6GHz G5. Strangely enough, | did
not experience any problems with the front
FireWire port.

Some other G5 users have reported simi-
lar problems on the Apple Discussion forums.
[To visit Apple’s Discussion forum, go to
http://discussions.info.apple.com and choose
a tooic.—Eds.]

Tony Tang
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PLAYING THE GAME RIGHT

| just wanted to congratulate you and your col-
leagues at Mix magazine on a terrific job cover-
ing game audio in this month’s issue. Please pass
our thanks to the entire team. Fantastic work
and some great research on your part—you
guys really did your homework! Thank you.

Greg O'Connor-Read

MYSTERY MIC
in the January 2004 issue of Mix, the article
“Let It Be...Naked” states that The Beatles’ last
concert used the Neumann KMB84i for vocal
mics. They wouldn‘t have [had] a KM84i, as the
"i" stands for a U.S. export version of the mic
with an XLR connector instead of Tuchel. Those
are AKG (28s, which also offered a capsule ex-
tension rod. The available Neumann extension
rod was not nearly as long as some of the avail-
able AKG (28 extensions. You see the AKG
C28 in quite a few Beatles sessions from this
era. If you look at pictures from the rooftop
concert, the mic body is about twice as long as
a Neumann KM84.

Chad Shapiro

INTEGRATION FOR WHO?

| am sure that Mr. Jobs appreciates Mr. St.Croix’s
shrine in the corner of his living room. But be-
fore he nominates Mr. Jobs for some sort of No-
bel Prize, | have to wonder how many times Mr.
St.Croix has labored for untold hours over a
product on a PC, only to have it rejected by the
operating system when trying to import it? All
simply because the OS prefers its own propri-
etary format? As a person that regularly moves
between the two platforms, more than one
tastefully designed little plastic box has been
spared a horrible fate simply by the fact that a
sledgehammer wasn’t handy at the moment.
Maybe some more consideration should go into
Jobs’ King of Integration title?

As one local Apple sales representative told
me, “You just have to learn the little tricks to get
around it.” Tricks?! When | purchase a tool, |
shouldn’t have to learn any “tricks” to make it
do what it claims it can do. | think we can all
thank our lucky stars that auto manufacturers
don’t design their vehicles to run on only certain
brands of gasoline. (Although, | am sure they
have considered it.) Or how about a saw that
only cuts pine? An oven that only cooks certain
types of food? It's a marketing dead-end, no
matter how “tactilely beautiful” they may be.

Computer manufacturers remind me not of
Mercedes and Maseratis, but of adolescent-
minded 4x4 truck owners with the all-too-visi-

ble Bad Boy stickers on the rear windows per-
forming unsanitary acts on the logos of their
competitors. Computers are a tool and not a
lifestyle, no matter how clever the marketing
campaign, and they should serve the needs of
the people who use them. That will get them
the market share.
Curtis Enlow

A SCHEMATIC FROM THE PAST
Imagine my surprise when | opened to the
"Tech’s Files” (February 2004) and saw part of
my 1973 Omnipressor™ schematic (including
original handwriting) and my trick of limiting op
amp output with pin 8 discussed in detail—30
years later. The final touch: seeing Eventide’s ad
for the Legendary Legacy plug-ins of the same
1970s classics. A real blast from the past!
Eventide Clockworks started in the base-
ment of Sound Exchange, a small studio at 54th
Street and 8th Avenue. We worked with Richard
Factor and Tony Agnello on the early digital de-
lay lines, a bucket brigade Flanger and the In-
stant Phaser. Ah, yes, discrete analog design, in-
candescent pilot lights, handmade wiring
harnesses and TTL logic! What a time. It was the
beginning of a revolution in sound processing
and the transition to digital audio. How far we
have all traveled in the three decades since!
Jon Paul

AMP TO FIT

Paul Lehrman’s article “In a Silent Way” (March
2004) reminded me of Tony Bennett's per-
formance with pianist Ralph Sharon in Auck-
land a few years ago. Due to traffic problems,
my wife and | arrived at the venue—a large
acoustically challenged hall—slightly late.

We entered the auditorium a couple of
minutes into Mr. Bennett's opening number
and my immediate thought was that part of
the P.A. system had failed. After a few min-
utes, however, our ears adjusted to the low
volume and we were treated to a superb con-
cert where the P.A. system was—in the most
literal sense— merely “reinforcing” the true
sounds of the performers. The minimal
amount of amplification brought a wonder-
ful, emotional honesty and immediacy to the
performance.

lan G. Morris

Tonewright, New Zealand

Send Feedback to Mix
mixeditorial@primediabusiness.com
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STREISAND DEDICATES RENOVATED SONY SCORING STAGE

Sony Pictures Entertainment (Culver
City, Calif.) threw an elegant after-
noon soiree on February 9, 2004, to
celebrate the renaming of its recently
renovated scoring stage: the “Barbra
Streisand Scoring Stage.” The historic
and unchanged recording space, the
site of scores for Gone With the Wind,
The Wizord of 0z, Lowrence of Arobio
and many others, and the remodeled
control room (newly installed Neve
88R console) were bedecked with ar-

rays of Streisand’s favorite white gar- ¢

denias as Sony execs, staffers and a
few invited guests nibbled shrimp and
pastries, drank cocktails and mingled.

Standing on the stage where she
recorded some of her most celebrated

CRAS GRADS

WIRE MAGE

Pk

music, Streisand said, “It really is a
great honor to have this legendary
scoring stage named after me, espe-
cially when you consider all of the

TAKE HOME GRAMMYS

16 MIX, May 2004 «

Conservatory of Recording Arts
and Sciences (Tempe, Ariz.) grad-
uates Moka Nagatani and Darrell
Thorp have taken home 2004
Grammy Awards: Thorp for Best
Engineered Album, Non-Classical
with co-winner Nigel Godrich for
Radiohead’s Hoil to the Thief, and
Nagatani and Thorp for their work
on QutKast's Album of the Year,
Speokerboxxx/The Love Below.
After graduating from the
school in 1997, Thorp interned at
Track Record Studios in North

Darrell Thorp in front of the Neve
88R console in Studio D at Ocean
Way Hollywood

Hollywood and then moved to
Ocean Way Studios (Hollywood).
Nagatani graduated in 2002, af-
ter which she interned and was
subsequently hired at OQutKast's
Stankonia Studios in Atlanta. She
currently splits her time between
the U.S. and Japan.

According to Kirt Hamm, ad-
ministrator of the Conservatory,
“Having Darrell and Moka honored
with the industry’s top award 1s a
testament to their talent, work eth-
ic and their strong education.”

Moka Nagatani at the Pro Control
in Stankonia Studios’ (AtHanta)
Studio B

wiww.mixonline.com

amazing artists who have recorded
their music here. I'm grateful to Sony.”

The Scoring Stage’s new 96-in-
put Neve 88R console features a

stem matrix option and the first 88R
Scoring Panel, designed by Neve
with Sony Pictures,

-—Moureen Droney

POWERED UP IN NYC

Bob Power has been
busy in New York City
mixing Me'shell Ndegeo-
cello’s new Maverick €D,
Comfort Womon, at
Chung King Studios’
Gold Room. Power also
mixed tracks for Jon B.
(Dreamworks) at Sony
Music Studios; both ses-
sions utilized an SSL
9000 J console, Pro
Tools|HD and TDM, lots
of Power’s vintage Neve

Bob Power
with Me’shell
Ndegeocello

1073 and API 550 gear, and newer Pendulum tube compressors.

NINTH ANNUAL L.A. OPEN

The Ninth Annual Mix L.A.

Open charity golf tour-

nament, Monday, June

14, 2004, at the Malibu

Country Club, is filling

up. The event, presented

by the Mix Foundation for
Excellence in Audio, is a “best-
ball” tournament that attracts
golfers of all levels. Registra-
tion and a continental breakfast
begin at 8 a.m., with the shot-

gun start at 10 a.m.

The awards dinner

and silent auc-

tion are sched-

uled for 3:30 p.m.

For more infor-

mation about spon-

sorships and entry fees for

individuals or companies, visit

www.mixfoundation.org or con-

tact Karen Dunn at 925/939-6149
or Karen@tecawards.org.



GEAR LUST SATED AT THE VILLAGE

Village Recorders (West L.A.), Digi-
design and Focusrite hosted the U.S.
premiere of Focusrite's Liquid Channel
channel strip to a “who's who” of L.A.
engineers and producers on March 4 in
Studio D's control room. Focusrite’s
Chris Gooddie put Liquid Channel

COMPILED BY SARAH BENZULY

through its passes under actuat record-
ing conditions in front of small groups
of attendees and took questions from
David Reitzas, Dave Pensado, Mike C.
Ross, Dexter Simons, Rafa Sardina,
Dave Rideau and Roy Thomas Baker.
—Barry Rudolph

L-R: Simon Blackwood (Focusrite), Dino Virella (Focusrite], Benny Sanches
[Digidesign), Chandra Lynn [Digidesign), Chris Gooddie (Focusrite), Jerry
Antonelli [Digidesign) and Jeff Greenberg (The Village)

TASCAM CELEBRATES
23 YEARS OF PORTASTUDIO

In 1979, Tascam's
cassette-based 144
Portastudio helped
launch the home
recording boom, as
musicians could use
TEAC 4-track reel-
to-reel recorders to do their own
multitrack recording, including
record, overdub, EQ, bounce and
mixdown multiple tracks in one
portable box that weighed just 20
pounds. This year, Tascam intro-
duced the 2488 Portastudio (pic-

tured), which ex-
pands on the orig-
inal 144 by adding
24-bit/44.1kHz, a
built-in  36-input
mixer, a 64-voice
MIDI sound mod-
ule, digital effects, a 40GB hard
disk and USB 2.0 connectivity. For
the final mix, the built-in CD-RW
drive can record the 2-track master
mixdown, as well as back up the
hard drive and import/export .WAV
files. www.tascam.cam
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MASTERING “REVOLUTION"

Lorenz Vauck (pictured) is the man behind the
computer at XARC Mastering (Dresden, Ger-
many), where he provides low-cost, fast-turn-
around mastering services to an international
clientele. He founded XARC in 1999 after years
of working in sound for television broadcast.

Vauck runs XARC out of a home studio,
where he uses a proprietary system and listens
on KRK Expose monitors, but XARC's real home r /
is the Internet. Vauck receives and conveys
projects online and uses online chat to interact with clients. One of XARC's
most high-profile successes has been with the BAFTA-nominated score for
the game Republic: The Revolution. Vauck worked with veteran music com-
poser James Hannigan, who says that video game projects usually do not
allow time or money for music mastering. However, the music for Republic
was recorded in disparate locations, so Hannigan needed a mastering en-
gineer who could step in quickly and help bring cohesion without sacrific-
ing dynamics.

“I started receiving the first tracks around 5 p.m. and the last one at
around 9 p.m.,” Vauck says. “While James was mixing at Pinewood Studio
in London, he sent me the tracks. After a long night with James assisting
me in real time via ICQ, the master was finished for him to download at
around 7 in the morning!”

For more on XARC, visit www.xarcmastering.com.
—Barbara Schultz

MELTING CRAYONS T0 MAKE RECORDS

Since the age of 10, Shawn Borri has tried to duplicate the wax recording
techniques used by the North American Phonograph Co. founded by Thomas
Alva Edison in 1888, beginning with melting crayons around a roll of toilet
paper. Fast-forward 15 years: Sound engineer Borri has reopened the North
American Phonograph Co. (Freehold, N.Y.; http://members.tripod.com/~Edi-
son_1/) as a wax cylinder recording studio.

Using 1880s technology (recording horns and spring motors; no micro-
phones or electricity), tracks are recorded en wax and digitally transferred
using an Archeophone, a state-of-the-art digital cylinder player designed by
Henri Chamioux. The company also re-issues classic cylinders, some record-
ed a century or more ago, in their original cytinder form for $25 each.

Borri's recordings also appear under his Borri Records label, which
includes .moe’s Wormwood and Al Duvall's Hey Rube. Album proceeds

are donated to the Save
our Sounds Project, which
preserves original wax
cylinder recordings in the
Library of Congress, The
Smithsonian  Institute
and others.

“Acoustic sound record-
ing on the phonograph
gives a presence to the

A

Shawn Borri {left) works on a 1901 Edison
Trivmph Phonograph {using a 1898 Edison
recording head custom-modified by Borri),
while .moe guitarist Chuck Garvey plays.

recording that no other method can duplicate,” says Borri. “We invite any
recording artist to our studio for a free trial of this method to discover the
possibilities and potential.”

www.mixonline.com » May 2004, MIX 17




CURRENT

PORCUPINE STUDIOS
BRINGS IN GEORGE BENSON

Porcupine Studios (Chandler, Ariz., www.porcupinestudios.com) recently
hosted George Benson, who worked with producer Paul Brown on guitars
and vocals on his upcoming CD; Brown manned an Otari Status 80-in-
put console and raided the studio’s 80-plus mic closet. Co-owner John
Wroble has been busy working on the third season of Comedy Central's
hit series Crank Yankers, various audio and video projects with Johnny
Depp, Esteban’s live DVD recording, and various projects for GIA Publi-
cations and Metal Blade Records.

The studio’s birth was, ironically, caused by an economic downturn.
Wroble's field engineer day job at AT&T ended when he was laid off in
1994, allowing him to invest his time and energy—and money—to ex-
pand his project studio into a 1,400-square-foot recording space. Soon
after, Wroble met future co-owner Jeff Harris while both were doing a
remote recording for the Arizona Music Awards; soon after, Harris was
also laid off. The two began doing session work and with numerous proj-
ects coming in, Wroble and Harris moved to a larger location that now
houses three studios and a video edit bay.

PREAMPS IN PARADISE

—A MEETING OF THE MINDS
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Pictured from left: John Hall, Doug Fearn, Hutch Hutchinson, Oliver Archut,
Dan Kennedy, Lynn Fuston, George Massenburg, Dave Hill, Greg Gualtieri,
Geoff Daking and Grant Carpenter

What do you get when you bring to-
gether 10 leading preamp manufac-
turers, sit them down at a table and
let them loose? You get 3D Audio’s
panel discussion, held January 31,
2004, in Murfreesboro, Tenn. 3D
Audio’s Lynn Fuston brought to-
gether Geoff Daking, Doug Fearn
(DW Fearn), Greg Gualtieri (Pendu-
lum Audio), Dan Kennedy (Great
River), Dave Hill (Crane Song),
Grant Carpenter (Gordon Instru-
ments), Hutch Hutchinson (Manley
Labs), Oliver Archut (AMI), George
Massenburg (GML) and John Hall-
Langevin (Electrodyne, Quad 8) to
discuss mic pre topics such as trans-
formers, solid-state vs. tube, ICs vs.

op amps, parts availability and its
impact on designs, manufacturing
in the Pacific Rim (cost vs. quality)
and many others.

According to Fuston, it was ex-
citing to witness the amount of ca-
maraderie shown between these
otherwise competing manufacturers.
“These guys are competitors, but
there was an overriding sense of
brotherhood with the common goal
of making better-sounding records.”

The result of this preamp gath-
ering will be a two-part “time cap-
sule” video documenting the
roundtable and a bonus “preamp
comparison blowout” that will be
available at AES in San Francisco.

www.mixonline.com
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Jeff Harris, right, and John Wroble

Harris’ past gigs include engineering at The Village Recorder (Los An-
geles) for 15 years, where he worked on Supertramp's Breakfast in Amer-
ica and Fleetwood Mac’s Tusk.

F(YDITEY 1:3' NEWS |

Christine Schyvinck

Dr. James Andy Moorer, inventor of NoNoise -
restoration system and co-founder of Soric So-
lutions, has joined Sonic Studio’s (Plymouth,
MN) advisory staff...Former director of engi- .\
neering Domenic Buonincontri has been pro- | o : /

moted to general manager for Cerwin-Vega Domenic Buonincontri
(Simi Valley, CA) and KRK; in other company

news, Cerwin-Vega announced these appointments: Bill Bush, director
of engineering; John Devins, director of sales for pro audio; Richard
Kwasneski, director of sales for mobile audio; Derek Covin, sales ad-
ministration manager; and Jesse Walsh, director of marketing, while KRK
promoted Richard Ruse to director of worldwide sales...Shure (Niles, IL)
has promoted Christine Schyvinck to executive VP of operations, where
she will be responsible for global manufacturing, corporate quality, ma-
terials, and process and tool engineering...Event Electronics’ (Santa
Barbara, CA) David Hetrick was promoted to VP of sales...Filling in the
newly created position of Sennheiser Electronic Cor-
poration’s (Old Lyme, CT) business manager for the
guidePORT and Tourguide product lines is Dennis
Zembower; in Sennheiser Communications news, in-
dustry vet Dean Gonzalez was appointed to Western
regional sales manager, covering the U.S. territary
from North Dakota to all parts west, excluding
Texas...BSS Audio U.S. (Northridge, CA) brought an
Will Fraser as an applications engineer and product
specialist...Boston Skyline Studios (Boston) filled
the senior staff engineer seat with Rob Pemberton (former chief engi-
neer at Sound Station Seven Studios). Custom scoring company and pro-
duction music library MusicBox (Los Angeles) named Caitlin Hill director
of client services...In addition to opening a New York office (162 W. 21st
St., 4th Floor, New York, NY 10011, 212/242-1155), Non-Stop (Salt Lake
City) has added Ben Porter as East Coast regional manager.
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Must—Have erele55° ennheiser 3000 & 5000 Series
In Real Life, there are no second takes. That's why you need
Sennheiser 3000 and 5000 Series s stems and components. Our
benchmark products have garnered praise from every corner of the
industry and an Academy Award® for our wireless technology.
We've brou?ht you such innovations as the Neumann KK105
vocal capsule and the SK5012 - the world 's smallest professional
bodygack But more than that, Sennheiser gives you the best RF link
and the most durable, dependable gear on the planet. When your
life depends on reliable wireless, choose Sennheiser.

www.sennheiserusa.com
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Download Me a River

iRiver’s iHP-120 is a 20-gig (10- and 40-gig

models available) portable MP3 player that

allows users to record MP3s or uncom-

pressed .WAV filas through either an analog

line-in or a digital optical dne-in, as well as

2 built-in mic and FM tuner. The iHP-120

can be used for mobile recording; as a

portable hard drive to carcy sessions, sam-

ples, etc.; listening to the radio; cr as a portable dictaphone. The 120s
battery lasts 16 hours and comes with a wired remote, which has a four-
line LCD, a leather carrying case and more. www.iRiveramerica.com

by Sterbucks in 1999, Hear Music (www.hearmusic,com)
creates music programming and CDs for the company’s
stores worldwide and operates four rezail stores in Cal-
ifornia and Seattle.

Download to Cell to PC and Back Again
Vodafene Germany’s Vodafone Live! Music download
service uses Musicwave’s MODS (Music On-Demand Ser-
vice) to securely download

full-length music direct to mcbile handsets.

Users can browse and gurchase songs via the

handset through one-click billing systems:

Latte and a Song, Please

In mid-March, Starbucks launched

its first reta:l digital music service in

Santa Monica, Calit., that allows cof-

fee-drinkers to access its Hear Music

brand to buzn full-length CDs and

personalized compilations from

more than 20,0C0 albums and hun-

dreds of thousamds of tracks. The company said that it
will begin tc deploy this service to select stores. Acquired

SAE HOSTS
DEBUTANTE BALL

SAE Institute recently held a coming-out party for its new and expanded New
York City campus in the heart of Manhattan’s bustling Herald Square. The open
house revealed an attractive comprehensive facility designed to address the
fast-evolving needs of today's audio engineering students. A tour led by Udo
Hoppenworth, ditector of SAE N.Y., and Rudi Grieme, senior VP of SAE USA,
highlighted the scheol’s emphasis on advanced systems. In addition to the
two main studios that feature an SSL 40006+ and Neve 88R, and a Control 24
Surround Suite, the main floor offers Mac G5-equipped Pro Tools suites, iso-
lated and color-coordinated MIDI production suites and more—for a total of
33 studios/technology labs/personal workstations. The flowing layout and de-
sign lends itself to interaction between oms for studies ranging from sur-
round sound to DVD authoring, recording, mixing and beyond. —David Weiss
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Thirty seconds post-download, the song

automatically plays. Once playback is fin-

ished, the track is saved in the phone’s

memory. Consumers can retrieve the

tracks on their PCs via a secured music
storage vault. The user can also
track dowr.loaded songs via the
company’s site, www vodafone.com
(www.musicwave.com coming soon),
download new songs and send di-
rectly from PC to handset.

Rudi Grieme, senior VP of SAE USA (left}, and Udo Hoppenworth,
director of SAE N.Y.

CORRECTIONS

In the April 2004 “Table of Contents,” we mistakenly said that Widget Post
in L.A. took delivery of the first Digidesign ICON; Widget was slated to get
the first one in Los Angeles.

In “All Access: Barenaked Ladies” (February 2004), the keyboardist's
name is Kevin Hearn, not Kevin Heam. Also, the band's latest effort is Fvery-
thing to Everyone; the name of the tour was Peepshow.

The “Hearing Conversation Gets Financial Boaost” news piece in March
2004 “Current” incomectly stated the amount of the check; it was for
$25,000, not $23,000.

In the Ryan Adams recording piece (“Recording Notes.” March 2004),
other studios that Adams recorded at included Globe Studios (New York
City) and Cello Studios (L.A.).

Mix regrets these errors.

www.mixonline.com

Send Your “Current” News to Sarah Benzuly at sbenzuly@primediabusiness.com.



While the other guys were busy
adding switches and knobs,
we reinvented the whole thing.
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It's time to rethink your mixer. We did.

Introducing Onyx. the next gereration of

premium analog mixers from Mackie. Over

two vears in the making, Onyx mixers boast

all-new arcuitry, incredible sounding Onyx mic -

preamps. a built-ir. Talkback section, balanced | \S&

direct outs on every channel, and our own 'erkins %

EQ, which gives you the warm, musical sound of e
“British® EQ with a true hardware bypass. And if all e

our founding father, shows off a
that wasn't enough, Onyx mixess also sport a FireWre killer shirt... And the Onyx 1220.

170 option — making them superb multi-channel

audio interfaces tor your Mac or PC.

Put simply, Onyx is the compact mixer, reinvented.
PREMIUM ANALOG MIXERS

w/PERKINS EQ& FIREWIRE OPTION Visit your Mackie dealer to learn more.

¢ 800.258.6883 (Toll “ree withinU.S)
) 425.487.4333 (Outside U.5)) MM o
< info@mackie.com KlE.

www.mackie.com

World Radio History
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THE FAST LANE

Toy Time
For Bleeding-Edge Geeks (Us)

don’t either. And that’s the very reason why we all

need new toys—new mo’ better, mo’ powerful
toys—so we can play faster. Any toy that lets you get
in two hours of playtime for every hour of actual time
is worth twice as much as your current 1:1 toy, right?
Yeah, we need new toys.

When 1 think of all that time 1 spent playing as a
kid—maybe 10 years or so—I realize that I could have
grown up five years sooner if these newer, more pow-
erful toys had existed then...

But they do exist now. And they even make us more
powerful and creative as well.

This newest burst of audio tech is actually the result
of several converging advancements—some physical,
and some in the way people think and design.

While one rule of technology has always been
guaranteed, it is now a literal statement. Whatever
you have, the place that made it already has a newer,
much better one. Most manufacturers have already
built a working prototype of the next generation of
the toy you are going to pick up this week. They
know that the only sure way to keep a competitor
from rendering their product obsolete is 1o do it
themselves.

No doubt you've pretty much figured that out by
now. What's new is that the difference between what
you have and what they have can be profound, if not
shocking these days.

So. Let’s take a look at how we got here, and then
look at what a bunch of distorted people have accom-
plished in their quest to eliminate, well...people (by re-
placing them with distorted, ah, well...people).

By their very nature, developers clamber all over
themselves to outperform their own existing offerings.
But recently the rules have changed and made all of
this much more intense. As the world gets smaller, and
the providers of technologies for developing technol-
ogy make better and faster development tools, higher-
level development (the kind that radical little audio
companies do) becomes considerably less time-con-
suming and expensive.

Let’s take logic. 1 don’t mean you should steal Logic,
I mean let’s look at digital logic in general and the chips
that provide it. In the Stone Age, when a higher per-
centage of engineers were stoned than are now, life
seemed easy but was hard. We just didn’t know it, be-
cause, well...

Everybody had the same chips to work with. If
you wanted to make a delay line, you looked through
all the Motorola, National Semiconductor, Texas In-
strument, Crystal and AMD catalogs, found the parts

I don’t have a lot of extra time. My guess is that you
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BY STEPHEN ST.CROIX

that best fit your plans and tried them out. You de-
signed only what you could with exactly the same
parts that everybody else was using. Sort of like
NASCAR racing where all the cars are choked back
to the same power and all the ground effect trims
provide identical down-force. This keeps competi-
tion more equal, and thereby more interesting, not to
mention keeping 2,000 horsepower cars from flying
off the tracks into the witness stands at 400 mph
when their skirts fall off.

Anyway, the interesting audio companies found
clever ways to use these available parts to get specific
jobs done. They knew how to pick parts that could
work together the way they needed, and glued them

Whatever you have,
the place that made it
already has a newer,
much better one.
Most manufacturers have already
built a working prototype
of the next generation
of the toy you are going

to pick up this week.

together so that they sounded okay and didn’t catch on
fire in three months. Of course, their basic concept had
to be attractive, as well. A box that changes female vo-
cals into the sounds of a forklift backing up might have
a somewhat limited market, no matter how low its dis-
tortion and noise.

It was pretty easy to do relatively simple stuff like
delay lines, pitch changers, compressors and even re-
verbs, but that was it. You did not dare to even think
of more radical lower-level engineering, as it might re-
quire silicon design, and that was not for mere mortals.
No, that was only done at the top of Mount Olympus
by the Digital Deities themselves.

Well, folks, them days is long gone. Two significant
advancements have changed the way audio technolo-
gies are developed.

First, new families of programmable silicon chips
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rained down upon us awhile ago, allow-
ing anybody to actually program a tiny
black spider to do exactly what he wants.
This changed everything. Designers could
suddenly make just about anything hap-
pen the way they needed. The result?
They began to think differently. They
started going for what they wanted from
the beginning instead of adhering to the
standard paradigm of figuring out what
could be done with commercially avail-
able components. This is a fundamental
advancement: free creative thinking re-
placing thinking outside the box.

Now of course this boxless thinking
produced a mountain of stupid, ill-con-
ceived failures and left thousands of unre-
solved experiments littering previously
nonexistent conceptual paths. But it also
gave us hundreds of profound improve-
ments on existing technologies and, fi-
nally, handfuls of new, radical and some-
times scary technologies. New toys that do
more interesting things for dramatically
less money.

And 1 will be showcasing several of
these devices over the next few months.

The second advancement is merely
evolutionary, but impressive nonetheless.

Personal computers have become insanely
fast and powerful.

Within the virtual domain of software,
you can do anything you can think up—you
just have to think right and have enough
horsepower to pull it off. Software guys

tions—extreme code for the extremely
bold. They will immediately use every bit
of power that the hardware guys come up
with, and they’ll still scream for more.

TC-Helicon’s Lola and Leon are great
examples of this.

Within the virtual domain of software, you can do

anything you can think up—you just have to think right and

have enough horsepower to pull it off.

have always been adept at creative thinking
from the ground up. They just needed more
freakin’ power. More speed lets them exe-
cute more lines of code in the little slice of
time between each audio sample. There is
only one real question: How much work at
any given word length can be done in
1/44,100 or 1/96,000 of a second?

Today, anybody can get their hands on
a computer powerful enough to do things
that they wouldn’t have even pretended to
do a few years ago on Star Trek. Monster
PCs and floating-point math allow software
designers to push out in new freaky direc-

At this point, you should probably read
Paul Lehrman’s “Insider” column—in this
issue, following mine—for the background
and details of both the technology and the
commercial result. Maybe you should read
it now and then return here. You can look
at an ad or two on the way if you want,
but only cool stuff.

1 have both Lola and Leon, and yes,
they are basically impractical in the real
world with real-world deadlines. But they
are a fascinating glimpse into the future,
and if you have the patience, they offer an

—CONTINUED ON PAGE 150
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BY PAUL D. LEHRMAN

Ghosts in the Machine

Are Singers About to be Obsolete!?

HLUSTRATION: MIKE CRUZ

ow many Elvis clones does it take to change a
H lightbulb? None. We have machines for that
L. now. Remember when drummers were the butt
of that joke? It was after the first programmable drum ma-
chines came out. But they weren't alone for long. Soon,
bass players, horn players string ensembles and even key-
board players were being rendered obsolete by advances
in synthesis, sampling, control, DSP and Al technology.
Studio musicians adjusted and learned to use the new
tools, or else they stuck to playing weddings or got out
of the business entirely. But a few groups of traditional
music-makers managed to keep themselves working in
their old ways, hovering a safe distance above where
inanimate surrogates could threaten them. Among them
were virtuoso homn and string players and, of course,
singers.

This is not to say that singers have been totally ex-
empt from electronic competition. I used my first choral
sample on a session in 1977. It came from an optical
disk-reading device called a Vako Orchestron (if you
want to hear what it sounded like, check out www.
hollowsun.com/vintage/orchestron), and it was pretty

www.mixonline.com

startling in its realism, at least if I made sure to keep it
in the back of the mix. A few years ago, a cappella group
Take 6 did a marvelous disc of scat-syllable samples for
Kurzweil, and when these samples are used carefully,
they're good enough to be right up front. But real
singers singing real words have avoided being replaced
by electronics. So far.

Now, the end of vocalists’ immunity may be in sight.
Thanks to developments in several areas of audio tech-
nology, good singers may find themselves supplanted by
not-so-good ones, and all of them by some very clever
software. Interestingly, none of this stuff emerged from
the think tanks and labs that usually supply us with won-
drous new toys, like MIT, Stanford and IRCAM. It's re-
sulted from collaborations between companies and insti-
tutions in England, Japan, Denmark, Western Canada and
Spain. And a lot of it came about not from the demands
of high-end studios and post houses, but from that bas-
tard stepchild of the pro audio industry—karaoke. And
it’s all pretty cool, if not downright scary.

One of the consortia at the forefront of this is TC-
Helicon, a relatively new company combining the re-



FIREWIRE! Now the DM-24 is also a really big
DM-24 with IF-FW 1/0 card 24-input computer sound card.

Twenty-four inputs,
twenty-four outputs

plus MIDI for con-
HUI® control for Pro Tools®, trol and timing B .
Performer™ and Nuendo® , ; ol RS s
includes external control i data. All t}:m
of level, mutes, pans,track | a single
armirgand aux sends. FireWire® 8.
Powerful built-in auto- cable betwixt
maticn with LED ring
encccers for hands-on Ve computer
1DM-24 does Pro Tools® “analog” adjustments of and the DM-24
digital parameters. digital mixer.

Co-developed with -
— SaneWave™, the
FASEBIRE | TASCAMIF-FW I/C
© card includes two

The DM-24's pewerful
internal DSP frees ycur
computer CPU to run more  #
processor-intensive plug-

ins. (ZERSES e : FireWire 400 ports
l L— optional MU-24 meter bridge | plus MIDI In and
1 Out.

J e ~
. | e i ase e G
ok 5 "'éf‘ B
16 mic preamps, 16 balanced g el
/

; The DM-24'
mic/line inputs on XLR and =
1A

V2.1 software
adds over 20 new
features including
5.1surround pan-
ning and virtually
unlimited signal
routing.

TRS jacks and 16 inserts.

Studio-quality compresscr
and 4-band parametric EQ
on every channel. Gate/
Expanders on channels 1-16.

100mm touch-sensitive
motorized faders.

| Along with all the

: other way-cool fea-
1 DM-24 does Performer” 6o inout channelsduring— | {ures that make the
mixdown. :

o r— ! | DM-24 an incredible

» 3 internal processors with
reverb by TC Works™, spa- DAW controller.

tial effects by Tascam and Fireupademoata
mic/speaker modeling by TASCAM dealer or

Artares™ isit b site f
- 24-bit/96kHz compatible T

wita 32-bit floating point more info.

o e - ——

TE™ e =
1 DM-24 does Nuendo® internal processing
+ 24 TDIF and 8 ADAT chan- TEAC
nels, stereo S/PDIF and ; 5’\‘.
AES 1/0s come standard . Sowecth
©2003 TASCAM All Rights Reserved. All specifications are sunject to change without www 3 ,L. 3 3010
notice. HUI is a registered trad2mark of Mackiee Designs Inc.Pro Tools is a registered P, -~ . Doy
trademark of Avid Technology,Inc and its subsidiaries anv drvisions. Nuendo and Cubase ] . J
are registered trademarks of Steinbe=g Media Technologies AG. Digital Performer is a tasca m -
trademark of Mark of tae Unicorn. All other trademarks are property of their respective
holders. Lawyers are a traderark of why we have to put all *his fineprint into our ads. CONTRACTOR Lom DJ AND PERSONAL
., I Sl PRODUCER CREATIVITY
orld Radio Histpry




\ ACOUSTICAL

SOLUTIONS
INC.

» ABSORBERS
+ BARRIERS
» DIFFUSERS

Free Catalog
& Sample

800.782.5742

www.acousticalsolutions.com

28 MiX, May 2004 * www.mixonline.com

INSIDER AUDIO |

sources of the Danish TC Electronic and
Victoria, B.C.’s, own IVL Technologies. The
Danish partner started corporate life in
1976 with guitar stomp boxes, eventually
working its way up the audio food chain
to its current high-end lines, which include
the System 6000 reverb, Finalizer 96k mas-
tering processor and the PowerCore PC-
hosted audio system. The Canadian com-
pany dates from the early 1980s. From its
beginning, IVL Technologies led the field
in pitch-recognition technology, providing
the guts for products like the Ovation/
Takamine MIDI guitar systems. Though the
company has produced a few products un-
der its own name, most notably the IVL
Pitchrider, most of the output has found its

way into other companies’ products, like
Digitech (whose harmony generators are
based on IVL’s technology), Mackie, Korg,
dbx, TC Electronic and even Yamaha. And
they're big in Japan: Many high-end
karaoke rooms, in which the owners have
invested upward of $15,000 into their
sound systems, use IVL-based voice pro-
cessing to make the paying customers
sound far better than they are.

While TC-Helicon is not creating syn-
thetic singers, the company is quite intent on
improving the singers whom you happen to
have or turning them into other people—or
other creatures entirely, if that's what you
want. The company was born in 2000 when
the two firms decided to merge their paral-
lel paths in computer modeling: TC was
working on acoustic spaces while IVL was
working on the human voice. The results in-
clude voice-modifying software that runs on
TC’s hardware, and hardware dynamics and
reverb processors that also do pitch correc-
tion, timbral modification and harmoniza-
tion. And they're getting a lot of notice.

Kevin Alexander, an IVL veteran and
now managing director of the new com-
pany, sees two approaches to voice pro-
cessing. “One is to manipulate the voice to
enhance it and make it better, keeping it
natural-sounding so the listener doesn’t
know processing is happening,” he ex-
plains. “Most people who sing or speak like
their voice and their sound and don’t want
someone to change it, like a guitar player
doesn’t want to change into a tuba. The

other is to treat the voice as an instrument
and work toward creating new voices and
effects.

“It’s totally accepted that the voice can
be manipulated in ways other than EQ,
compression and slapping on some re-
verb,” he continues. “Pitch correction is
now a fact in most pop music, and it’s there
whether the singer really needs it or not.”
In fact, pitch correction is nothing new:
New England Digital’s synclaviers were fix-
ing famous divas’ mistakes in the late "80s,
and by the mid-"90s, Opcode Systems’ Stu-
dioVision had a slick pitch-to-MIDI-to-pitch
function that let you literally draw new
pitch contours onto a vocal line. But TC-
Helicon is putting a lot of effort into mak-

ing the process more transparent, both to
the engineer and to the listener.

“Two years ago, you couldn’t do this
much voice processing without it being au-
dible,” says Alexander. “Now there are artists
known for their ‘pure’ voice work, who are
actually getting pitch correction and model-
ing. Maybe they had a cold that day or they
don’t sound as good in the upper range. To
make it transparent takes some manual con-
trol using graphical edit. If you know what
key the tune is in, you can set the key and
scale, the attack time, correction window
and amount. They work 80 percent of the
time, but that means they don’t work 20 per-
cent of the time. We want to get them bet-
ter so they work almost 100 percent of the
time so the amount of input necessary goes
to zero.”

The key to effective correction and mod-
eling, Alexander says, is in the analysis of
the voice: “How do you break down the
voice into its elements? Pitch, formant struc-
ture, voiced versus unvoiced consonants.
With all of these, you can always go into
more detail. We separate the voice into those
components and process them all separately
and recombine them. The more you can
break it down, the better the modeling
sounds. And with better analysis, you have
more flexibility. So you are asking, what else
can you use pitch detection for to drive dy-
namics processing and EQ? What else can
you use detecting voiced and unvoiced
sounds for? What's important?

—CONTINUED ON PAGE 151
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NEW PRODUCTION

The Changing Face of

Record Production

By definition, a music producer is responsible for
getting the job done. Ensuring that happens is a
process that can encompass anything from creating
a proper vibe to complete track construction and
everything in between: managing the budget, choos-
ing songs and musicians, creating musical arrange-
ments, providing psychotherapy and general hand-
holding-—you name it. Every project is different, and
every producer has a different set of skills. But for
many years, for any project, at least one thing was
pretty much taken for granted: The record was go-
ing to be made in a commercial recording studio. For
a whole generation of producers and engineers who
grew up nurtured by the old-school recording studio
culture, that was a simple fact of life.

These days, of course, things are different. Driven
by technology and changes in the business climate,
the recording landscape has been cracked wide
open. The excesses of the '80s and '90s are long
gone, and studios can no longer afford the endless
cycle of “bigger, better and more.” Home studios
compete with the big boys and all kinds of people
are looking for new careers. Meanwhile, producers
determined to stay in the game are adapting and get-
ting creative about how and where they record.

Producers are redefining how the job gets done
and carving out a living doing what they love and
are good at. Here, Mix checks in with a few stalwarts
for some insights into the challenges of making
records now.

PRIVATE AND SELF-CONTAINED

A number of people recording today avow that a
commercial studio is completely unnecessary. Pro-
ducer/mixer Scott Humphrey, known for his work
with Rob Zombie, Monster Magnet and Ozzy Os-
bourne, among others, is one of them.

“The business is definitely changing,” he says,
speaking on the phone from the elaborate studio that
he’s constructed in a house in the Hollywood Hills,
“but I changed my style of working long ago. I
moved into my own space permanently about eight
years ago, because I wanted the convenience of al-
ways having things set up the way I want them.”

Humphrey’s studio takes up the whole 7,200-
square-foot house. The control room, equipped with
a G4-input SSL G Plus, is larger than you'll find in
many commercial studios. Nearby, dedicated drum
and guitar recording spaces are outfitted with every-

Where Does

The Commercial

Studio Fit In?

thing a rocker needs to sound huge.

Humphrey owns the building that houses the stu-
dio, but he chooses to live 45 minutes away. “It’s too
hard to unwind at the end of the day if you're living
in the same place you're working,” he comments.
“Sometimes, though, it can be an advantage to stay
there. I've gone through periods where I slept at the
studio and mixed in the middle of the night. That can
work out great, because 90 percent of the time, when
you're mixing, you don't really need anyone else
around.”

After starting out as a musician, Humphrey pro-
gressed to production and then added engineering
to his skill set. He notes that, these days, the line be-
tween who's doing what technical job tends to blur
depending on the session: The producer is, at any
given moment, the engineer and perhaps the Pro
Tools operator. “I don't necessarily want to do all of
the jobs, but I'm usually doing two of the three. En-
gineering came with producing. You can't really
know how to do one without the other. But there’s
more expected of you now. You have to be able to
wear as many hats as possible. Pro Tools used to be
a specialized area. Now, it’s just a requisite skill to
get to the next level. Sometimes you can't afford to
have a guitar tech, a drum tech, an assistant engineer
and an engineer. You may have to take on some of
those roles yourself. Even if you don't, you have to
know how to do them.”

Staying in one place for a whole project works
well for Humphrey, because, stylistically, he tends to
dispense with separate pre-production. Instead, he
prefers that bands learn the songs to be recorded
while in the studio, moving immediately to record-
ing while everything is fresh.

The social aspects often touted as a plus 10
recording at a commercial studio complex also find
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no favor with Humphrey, who cites the benefits of a private facility where
he doesn't have to deal with “people constantly coming in to visit.” He ad-
mits, however, that building and maintaining the kind of high-end studio
he owns isn’t easy, noting, “It’s a long-term commitment to add to your col-
lection of equipment as you can afford to, until you reach the point where
you're really happy and you have everything you need.”

THE INCREDIBLE SHRINKING STUDIO

Composer/producer Pete Scaturro also says that he has no need to use a
commercial studio. Currently, he’s even downsizing the physical space of
his own Venice, Calif., live/work studio compound. Scaturro began his ca-
reer as a musician and producer of alternative rock bands in the San Fran-
cisco Bay Area. Although he long ago transitioned into sound-for-picture—
that's his theme music you hear on ABC's The Practice—until recently, he
kept his hand in producing records for the likes of virtuoso guitarist
Buckethead. Lately, he’s making changes in direction.

“Big-album budgets, except for really major artists, have gone away,” he
states. “And the mid-level record has all but vanished. Since my experiences
with labels in the past were often negative, I don't think it's all that much
of a loss. I really believe that with the importance of visuals growing, it
doesn’t make much sense to work on anything that doesn't include them.”

As far as working style, Scaturro continues, “ My studio has definitely shrunk
and my job description has changed. In the past, I didn’t have to do so much
engineering; I'd leave that job to someone else. Now, I do everything from
making backups to labeling tapes—it's become a one-man show. With budg-
ets reduced, it's much more profitable if I don’t have to hire other people.”

Scaturro’s studio used to include a big live room and client amenities,
but, because he's using fewer musicians and taking advantage of FTP up-
loading for project review and approval, those things are no longer neces-
sary. “I have fewer and fewer people coming down to the studio,” he as-
serts. “I used to have a big live room and a pretty big control room. Now,
I'm going to basically just occupy half of the building, In constructing my
new studio, I'm not really thinking about the clients, who were my first con-
cern in the past!”

Another change Scaturro sees is in people’s expectations of how proj-
ects can change. “In the past, when you cut tracks in a more traditional stu-
dio, there was the big recording date,” he says. “Producers would come
down to the session, and there was a sense of that day being important and
that you weren't going to change things too much after the fact. Psycho-
logically, it was a different way of looking at things. Now, everything is—
supposedly—easy to change.”

LOCATION, LOCATION, LOCATION
Of course, plenty of people are still recording bands in studios. In musi-
cian/producer Dave Fridmann's case, the bands often make the trek to Tar-
box Road, the residential upstate New York facility he co-owns with his wife
Mary and experimental pop rockers the Flaming Lips.

Fridmann, in addition to his production work with bands such as Café
Tacuba, The Delgados and Sparklehorse, has been a longtime collaborator

Matt Wallace

Dave Fridmann
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The Changing Face
of Record Production

with both the Lips and the legendary Mercury
Rev. Tarbox came about, back in 1997, when
he wearied of leaving home and family to go
to work. “By the early '90s, it had become
pretty much up to me to decide where 1o
record most of the projects,” he recalls.
“There was no place within 150 miles of here
with facilities that were adequate for what 1
needed, so I'd just find the best, cheapest stu-
dio I could and go there. It became obvious
that I was bringing those places ‘X’ amount of
business per year, and that I could build and

make payments on a studio for less. Ulti-
mately, it was a matter of convenience and
quality of life. We don't really make money
with the studio, but it is self-sufficient.”

Fridmann made a conscious decision to
separate home and studio—by 10 miles. “I
used to work at a studio where the owner
lived across the street,” he says with a laugh.
“I'd call him at 3 a.m. when I couldn't find
a mic, and he'd come over and help me out.
Now 1 realize how inappropriate that was,
but I also know people would do to that to
me if | lived across the street!”

Those who use residential studios often
tout the camaraderie created during the
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recording process. Fridmann agrees that the
“cloistered environment” can foster creativ-
ity. “In a place that doesn't have a 9-t0-5
mentality,” he observes, “musicians can be
really relaxed. At the same time, they can re-
ally concentrate.”

No 9-10-5 can mean 24/7. Fridmann tries
to keep to a 12-hour day, and encourages
bandmembers to work on their own if they
want to go longer. “Most musicians know
Pro Tools now. Since it's nondestructive, I'll
save what I have, make a backup, set up the
mics and let them go ahead. It can be good
for them to feel no distance between them-
selves and the music and to spend all night
if they want. A lot of musicians do their best
work between 2 and 4 a.m.!”

On the occasions Fridmann leaves his
hometown to work, he looks for studios with
a lot of gear options and a lot of space. “I want
it to be an experience where everybody can
spread out and be comfortable, and where the
room sounds good. A lot of the great rooms
got eliminated. But to me, it's really the only
point of going to a big studio anymore.”

When he’s not at Tarbox, which is
equipped with an Otari Concept desk, Frid-
mann tends to choose 80 Series Neve consoles
for mixing. But, due to the ubiquitousness of
quality outboard preamps, he asserts that the
actual recording console, at least for tracking,
isn't of huge consequence anymore. “You end
up bringing in your own modules and creat-
ing a hybrid recording setup that couldn't pos-
sibly exist. The console itself is just the play-
back conduit. With Pro Tools, if you have a
decent mic and a Neve module, you can
record a lot of your material anywhere.

“What I see for the future,” he predicts, “is
the artist continuing to gain control of the
recording process. With a Pro Tools Mbox or
Digi 002, you can do a very good product in
your home. You can track drums and mix in
a big studio, and overdub at home until you're
blue in the face with a good mic and preamp.
As a producer, there’s a trust issue to having
clients do that, but we'll talk about it at length.
A lot of times, I'll literally set up the recording
chain at my studio, write down all the pa-
rameters and send them home with it.

“I guess, to some degree 1 saw the writing
on the wall with the movement toward resi-
dential and other alternative studios. Bands
typically seem to like coming out here and be-
ing away from distractions. At first, the labels
had some concern that we were so far away
from them, but over time, I've built up enough
trust with them; we've quelled their fears.”

MAKING IT WORK

Mau Wallace is another musician/producer
who's made quality-of-life changes in his
working style. Well-respected for a Platinum
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The Changing Face
of Record Production

track record that includes Faith No More, The
Replacements, Blues Traveler and Train,
among many others, Wallace is currently rid-
ing high with Maroon 5's Songs About Jane,
which, on the week we spoke, was Number
7 on the Billboard Hot 200.

Although some years ago he foreswore
studio ownership, Wallace has come around
again; currently, he maintains a personal studio
at the Sound City complex in Van Nuys, Calif.

Wallace has worked with budgets both
targe and small. A couple of years ago, the
decision to sign on for a spate of indie records
gave him a leg up on dealing with the chal-
lenges that are now prevalent in getting
records made. “The saving grace has been
putting together my own studio,” he says. “Six
years ago, I had one in the Ocean Way com-
plex. I loved the vibe and the creative aspects
of having a place set up and ready to go, but
1didn’t like having to run a facility. Ultimately,
1 sold off most of the gear and went back to
working in commercial studios.”

Wallace’s manager, Frank McDonough,
persuaded him to try again by emphasizing
the benefits: Money spent at outside studios
could be reapportioned to the project as a
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Built to a higher standard
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whole, helping to alleviate the time pres-
sure demanded by today’s lower budgets.
“When I had the studio before, we opened
it up to outside clients, leading to a lot more
complication,” Wallace explains. “The only
time my current studio works is if I'm there
or if I let friends use it. I've set up my gear
in what was a rehearsal space, so it’s sort
of like a giant living room. The lack of pres-
sure is the best thing: If a band is having a
bad day, they can go home and try again
tomorrow. Also, I can try to go home for a
couple of hours every night for the kids’
bath and bedtime. It means more driving,
but too many people in this business only
see their kids on Sundays. That doesn’t work
for me.”

For recent projects, Wallace tracked at
other studios, including Sound City and Bur-
bank, Calif.’s Third Stone, citing large live
rooms with vintage consoles, iso booths and
good headphone systems as the draw.

A recording tactic Wallace now employs,
for reasons of both creativity and efficiency,
is making sure that at least two people at any
given time are working. “I did a project a
while back where we always had three Pro
Tools rigs set up, so we could be doing vo-
cals, guitars and cleanups all at once,” he
comments. “It was great for the budget, and
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it was also much more exciting. 1 hate it
when the singer’s singing and the rest of the
band is twiddling their thumbs, watching the
producer or engineer in front of the Pro
Tools screen. This way, there’s a lot more
excitement and enthusiasm.

“I rely on Pro Tools, like any other pro-
ducer,” he continues. “But a lot of the fun has
been missing since it took over. These days,
1 always try to get the vibe of a bunch of mu-
sicians in a room doing their thing, playing
off of each other and having moments of bril-
liance. That’s what I'm looking for.”

THE BEST OF ALL WORLDS
Nashville-based producer/engineer Chuck
Ainlay has, for many years, collaborated with
singer/songwriter/guitarist Mark Knopfler on
Knopfler's recording projects. For the latest,
they recorded at a number of different places,
including the residential Shangri La Studios in
Malibu, Calif., BackStage Studios in Nashville
(in which Ainlay is a partner) and Knopfler's
home setup in England. Final mixing was also
scheduled to be done in England, the debut
project at Knopfler’s elaborate new multi-
room facility in London, which, when we
spoke, was nearing completion.

With a budget that allows for a wide
range of choices, how do you decide where

Thanks to all of our friends for he/prng us I l I O
celebrate ten years of audio excellence

For compléte product information, please visit us at
www.gracedesign.com or call 303.443.7454




to work? “The sound of the room is always
very important to me,” says Ainlay. “For this
project in particular, we didn’t want to over-
dub lots of instruments to make it sound full
and complete. We wanted the room sound to
help fill in the spaces in the music. One of
the reasons we chose Shangri La was its sonic
space; the sound of the recording room was
perfect for what we were doing. We put most
of the musicians in the same room and went
for leakage, trying to get the ambience
recorded on everybody as much as possible.

“Also,” he continues, “although I do carry a
lot of equipment with me, the microphones and
outboard available at a studio matter a lot to me.
Some of the songs we're doing had a '60s and
70s-ish vibe. Shangri 1a is a vintage kind of
place with an old API console, lots of great old
outboard and an immaculate collection of clas-
sic ribbon and tube mics. T used Shangri La’s
console for certain things, but in general, rather
than relying on a big board, 1 like to create a
signal path for each mic that gives me the par-
ticular sound 1 want. The console is mostly a
monitor playback desk.”

Ainlay suggests that the relaxed ambience
of the Malibu studio affected the music; the
ons-site living accommodations were also a
plus. “We wanted a place where everybody
could have their own space, but also hang
out and feel like we were a group,” he com-
ments. “It definitely helped with the energy
of the record 1o be in such a beautiful place.
There were a lot of remarks about how it did-
n't feel like we were working, and 1 think
that’s part of the reason we ended up getting
so many first takes. The ambience drew out
some wonderful performances.”

With basic tracks complete, a stop was
made in Nashville to add parts by local mu-
sicians. Then it was off to work at Knopfler's
London home workspace, which he and Ain-
lay both admit isn't really a studio, just “a liv-
ing room and bedroom where we do guitar
and vocal overdubs and comps.”

Knopfler's new facility, on the other
hand, is indeed state-of-the-art for both new
and vintage equipment. The Neve 88R stu-
dio, with iso rooms, variable acoustics and a
tracking space large enough to house a large
orchestra, is also equipped with Beatles-era
EMI consoles. “I always wanted a space
where a band could play in the room to-
gether. All of my favorite recordings are done
like that,” says Knopfler.

The B room features an API desk. Both
rooms, built with full-range 5.1 monitoring,
also have dual Studer A800 analog 16/24-track
recorders, and Pro Tools and Nuendo sys-
tems. Wait a2 minute—isn’t building a studio
like this flying in the face of all the other trends
we've been discussing here? “I'm always miles
behind everybody else,” Knopfler says with a

laugh. “Anybody with any sense is closing
their studio, and I'm just building one.”

Well, so much for trend analysis. What's
it all mean? These days, one size fits all does-
n't. Projects are being tailored to suit the
budget, the desired sound for the music and
the band’s personality. Whatever the budget
level, producers want the best they can af-
ford from both old and new technology. Cus-
tom setups have, in large pan, taken over,
with the individual signal path most impor-
tant in recording. There’s a desire for record-
ing environments that feel relaxed, but are,
in reality, highly productive.

It's not about the latest and the greatest
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UHF:

anymore, it's about what really works and
what will deliver the best results for the
money. Each project takes more thought to
work out what its individual requirements
are and where the budget is best spent.
There’s still a strong need for good-sounding
live recording spaces and proper control
rooms for mixing, albeit at the right price.
And contrary to how it may sometimes seem,
there’s still a need, perhaps more than ever,
for skilled and experienced engineers and
producers who know how to maximize a
budget and get the job done. ]

Maureen Droney is Mix’s Los Angeles editor.
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DAWSs and

Hybrid Mixing

NEW PRODUCTION |

Alert: The following may alter or validate your
views on audio production—or even make you
mad.

Let's start with a basic fact: Like any product-
maker, DAW manufacturers want your dollars.
Emagic, Digidesign, Steinberg, MOTU, Cukewalk,
BIAS and others regularly duke it out, raising the
bar for each other in the process. The hope is to
entice new users and keep old ones. Philosophies
vary from product to product, but apart from the
basic approach, they all offer—some insist—that
you can stay “inside the box” throughout your mix-
ing project.

For many users, this makes perfect sense. The
dizzying pace of software and operating system
upgrades, the ever-increasing speed of processors,
the variety of plug-ins and application’s ease of use
make all-in-computer—based mixing a more valid
way to work than ever before. Professional projects
ranging from band demos to Hollywood feature
films are all being produced entirely in the box. Al-
though many do choose this route, there are also
a lot of engineers who opt to take a more cross-
bred approach to mixing and production. The peo-
ple we spoke to for this article have adopted this
hybrid approach.

In our discussions about hybrid styles, a com-
mon thread encountered echoes the sentiments
heard from other engineers and Mix readers and
on audio Web forums—not everyone agrees with
manufacturer’s claims. Despite what a white paper,
spec sheet or an ad may say, a user's experience
in reference to track counts, the sound of the mix
bus, the ability to easily get around the interface,
latency and other DSP issues differs—sometimes
greatly—from the company line.

Those interviewed here have a variety of high-
end production tools, both analog and digital, at
their disposal and have based their gear choices on
listening tests, personal preferences and work
styles developed over long careers. Of course, they
all take advantage of the DAW's strong suits: edit-
ing, processing and accurate level manipulation of
audio. But where the DAW fits in the chain varies
from person to person and for differing reasons,
ranging from “I think it sounds better this way” to
objecting to a company’s basic design philosophy.
No matter what the opinion, it all makes for an in-
teresting read.

Five Engineers,
~ive Aplul oaches

STAYING IN THE BOX

Erik Zobler has worked as George Duke’s engineer
since the carly '80s. Most recently, he has mixed
for Everette Harp, Britney Spears and the group Im-
promp2. On many Duke projects through the
years, Zobler has worked with a combination of
linear and nonlincar digital recorders with various
consoles. However, when working with other
clients, Zobler relies almost entirely on his own Pro
Tools rig.

Zobler runs a six-card Pro Tools | HD system us-
ing a custom-made expansion chassis from Chris
Papastephanou at ChrisMix. The expander has four
slots for SCSI drives and seven PCI slots. For his
setup, Zobler needed to jump between old and
new Mac operating systems with minimal
headaches. To accomplish this, he uses two inter-
nal drives running off an ATTO card: one carrying
0S 9 and the other OS X. In addition to his single
192 I/0, which he prefers 1o clock using an Apogee
Big Ben, Zobler employs Lavry Engineering 4496
Blue converters. All of this runs off a Mac 733MHz
G4 with 1 Gigabyte of RAM.

Track counts have not been a problem for
Zobler, as he often goes well over 96 without a hic-
cup. And though he owns analog gear from Manley,
GML, Neve and more, for the most part, he stays in-
side the box, citing convenience as the motivator.

While working with Pro Tools, Zobler has per-
formed many listening tests, one of the most inter-
esting occurring when mixing a record for juzz gui-
tarist Doc Powell. He took three mixes to
mastering: one printed internally to Pro Tools, the
second sent out via the AES digital outs of his 192
1/0 to a Masterlink and the third through the Lavry
converters 10 an ATR-102 half-inch 2-track. After a
blind playback of the mixes for three engineers, in-
cluding mastering engineer Stephen Marcussen, they
all chose the internally printed mixes. “They all
sounded good, but my mixes sounded more like my
mixes coming back over Pro Tools,” Zobler says.



Although he relies heavily on “the box” when mixing, he still feels
that there’s room for improvement. “I just wish the summing sounded
better. While I think that HD summing has improved dramatically over
the previous version, it’s still not good enough.”

ANALOG/DIGITAL FUSION

Engineer Chuck Ainlay uses a combination of technologies in his pro-
duction style, holding on to his analog past and combining it with Nu-
endo. We caught up with him in London, where he was working on an
upcoming release for Mark Knopfler. The project was tracked to twin 16-
track Studers and then transferred to Nuendo at 96k for comping and
overdubs. Ainlay believes that given their druthers, most engineers who
have used analog in the past would use a combined approach similar to
his. “It's different for the kids who don’t know any better.,” Ainlay says.
“They will just make it sound good and will never miss the air and sweet-
ness of analog tape processing and summing.”

That said, Ainlay doesn't think “vintage” when it comes to computers.
His rig comprises a hot-rodded PC built by Racksaver that uses dual AMD
Opteron 64-bit processors, 4 Gigs of RAM, a built-in 800-Gig SATA raided
drive and a Studio Network Solutions fiber drive. I/O is provided by 24
channels of Mytek converters, 24 channels of Steinberg converters and
three Lynx AES 16 cards. A Lucid SSG 192 acts as the master clock.

Ainlay relies on Nuendo for editing, sequencing and even some mix-
ing. “My track counts generally exceed the 48-track output capabilities
of my machine, so some mixing is done internally,” he says. “Also, there
are times when it's more relevant to use the automation in Nuendo
rather than on the console. This way, I can get more precise or use it
to automate pans, especially when doing surround.” Ainlay processes a
lot of overall gain changes in Nuendo, keeping the console automation
tasks relatively simple. He sometimes prefers this method to riding
faders, which makes it hard to resist making a lot of moves. He finds
that processing gain changes in the box preserves the artist’s original
intent.

Ainlay uses a combination of analog and digital processing, relying
on plug-ins such as Wavemachine Labs’ Drumagog, Antares Auto-Tune
and other titles from Steinberg and Waves. He also uses a Mackie UAD-
1 card to access Universal Audio’s DreamVerb and Fairchild compressor
plug-ins. With his rig, DSP overhead is not a problem. “I was trying to
get it into trouble recently by piling on plug-ins while mixing a couple
of albums at 48k,” Ainlay says. “I couldn’t get the VST processor meter
to 30 percent.”

INCORPORATING OUTSIDE GEAR

Three-time Grammy nominee David Rideau is a Pro Tools power user
who has worked with the popular DAW in numerous ways, the common
theme being using a variety of analog outboard gear. His system com-
prises an HD3 system, two 192 1/O interfaces with analog output ex-
pansion cards and twin Glyph SCSI drives, all running on an 800MHz G4
with 1.25 Gigs of RAM.

BY KEVIN BECKA
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For his mix signal chain, Rideau
chooses not to use Pro Tools’ panning and
summing unless necessary. Instead, he
runs 16 analog outputs of his 192 1/0O di-
rectly into the Dangerous Music 2-Bus, and
then stereo out of the 2-Bus into a Waves
L2 hardware processor, a Tube-Tech SMC
2A and, lastly, into an Alesis MasterLink.
“I'm using the SMC 2A as a compressor and
to hold the tone of the song,” says Rideau.
“It tightens everything up overall and
makes it sound more open.”

On individual outputs, Rideau uses
various compressors to get what he calls
his “meat-and-potato” tracks (kick, snare,
overheads and percussion) out of the box
and into the 2-Bus. For instance, his 192
1/0 output 1 always carries the kick drum
sent through a dbx 165A compressor into
the 2-Bus. Output 2 is the snare, traveling
through another 1654, and outputs 3 and
4 carry his overheads and stereo percus-
sion through a Studio Electronics C2s
compressor on the way to the summing
box. Other important mix elements, such
as the lead vocal, bass and other lead in-
struments, ride on their own output di-
rectly to the 2-Bus.

Rideau also relies on a few outside re-
verbs for various duties. He uses the digi-
tal outputs of his 192 I/O to get in and out
of a TC Electronic System 6000 and a Lex-
icon PCM70 for other time-based tasks.
His battery of plug-ins includes the Waves
Diamond Bundle and IR-1 reverb,
Massenburg MDW EQ, various Sony plug-
ins and the McDSP filter bank.

Although Rideau often works without a
large-format console, he would almost al-

ways prefer to mix using one. However, he
finds the large-console room vs. the engi-
neer-owned Pro Tools suite to be a trade-
off: What you gain in studio toys, you lose
in time. “There’s nothing like being able to
ride each band of EQ all the way through
a lead vocal,” says Rideau. “But you sim-
ply don’t have the time to do that in the
studio.”

DAWS IN POST

Re-recording mixer John Ross has been an
early adopter and creator of many com-
puter-based audio innovations. He’s mixed

lithic” nature. Ross has been a Pro Tools
user for years (working five HD rigs), us-
ing it most recently to mix the film 7he
Butterfly Effect, which was mixed entirely
inside the box.

Over time, however, Ross became fas-
cinated with Nuendo, ASIO and VST be-
cause of their more open architecture. Ac-
cording to Ross, “In the beginning, we
used Pro Tools because it let us design our
own formats, use as many monitors as we
liked and create networks. Today, the Nu-
endo system is more along the lines of the
nonmonolithic system because of the use

Erik Zobler

Better-Sounding Bounces to Disk
In listening tests, Erik Zobler has
discovered that when bouncing to
disk in Pro Tools, his mixes sound
better when coming through
buses rather than through the in-
terface. To make this easier, he
duplicates the outputs of the in-
dividual tracks in his session to
two outputs of his interface that
go directly to his speakers, and
then to a pair of buses. To mult
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the outs, first choose your regular stereo pair of interface outputs from the channel’s out-
put selector. Then, holding the Control key, choose a second pair of output buses. (The Op-
tion key will force the output choices across all channels.) Both pairs are now active (de-
noted by the “+” sign before the name on each channel’s output window). When you bounce

to disk, choose the buses as the source.

both inside and outside the box and is al-
ways experimenting and improving his
production workflow. Ross was first at-
tracted to Pro Tools instead of the Syn-
clavier and Fairlight platforms because of
what he calls its comparatively “nonmono-
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Comping Inside Nuendo

By using Nuendo’s Events Editor,
Chuck Ainlay can quickly edit
multiple takes and create a comp
track. First, he records numerous
passes on the same track and
then uses the Object tool to se-
lect all of the tracks. Then, he
pulls down the Audio menu and
selects Events to Part to create
the Events track. Double-clicking

the track opens the Audio Parts Editor, placing all of the takes in different lanes, with the last
take at the bottom. The tracks can then be edited in sections and listened to using the Mute
tool. Once the best bits are found, he drags them down to the comp track, which always plays,
ignoring the tracks above. If the comp doesn’t feel right, it's easy to audition alternatives and

drag them down for an update.
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of host-based processing, which has be-
come very powerful.”

Ross just finished mixing De-Lovely, a
Cole Porter biopic, using three Nuendo
systems linked through MADI to a Eu-
phonix System 5 console. He likes using
the System 5 because it's easy to have a
large physical system that is designed to in-
terface with a lot of inputs and from which
you can run automation.

The Nuendo systems used for the De-
Lovely dub mix used three dual-processor
Athlon machines: one for dialog, one for
effects and the third for Foley and back-
grounds. Each machine had 1 Gig of RAM,
two 73-Gig SCSI 320 drives, Gigabit Ether-
net hooked up to a Gigabit Ethernet router
inside the rack and MADI cards for digital
I/0. A separate Athlon computer was used
for DV video playback and other systems
on the stage for editorial—all hooked up
through the same hub.

Although Ross lauded Nuendo for its
mixing and processing power, to him, the
networking capability was even more im-
portant. For example, editors could build
elements on the fly as the session was
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rolling, and then with Nuendo's built-in
networking protocol, they could sync the
stage playback and editorial systems and
port the elements directly to the System
5’s mix position in real time through
MADI.

For offline processing, Ross used various
VST and Nuendo plug-ins because he could
commit them to the sounds. The System 5
was used more for global sweetening. For
example, because the film was shot in the
UK, there was a lot of 50Hz-based hum to

deal with. Ross used Elemental Audio’s
Eqium plug-in to notch out the fundamen-
tal and any offending harmonics. Ross also
used Firium to match ambience for ADR.
(See his power tip on page 41.)

As for track counts, Ross finds Nuendo
a stellar performer. (He claims that predubs
and playbacks from De-Lovely would have
choked other workstations he’s used.) Of
course, track count is system-dependent,
but Ross’ point is, with nonmonolithic sys-
tems, the user decides how big the track
count needs to be and how much money
and effort they want to put into making
that system.

“ Maximum Control ”
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superb performance to weight ratio, only 94kg
acclaimed audio quality

durable and reliable

global support

“the band loves it, our monitor engineer loves it,
our production accountant loves it ”

Neil McDonald - Tour Manager, Stereophonics
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David Rideau

Offline De-Essing

Engineer David Rideau uses Pro Tools
volume editor and a Massenburg MDW EQ
to do offline de-essing. First, he views
the waveform on the Edit screen in Vol-

r |

ume mode and finds an offending “ess
in the track. Next, he precisely dips the |
volume by inserting a “v” over the sibi-
lant area. If this isn't enough reduction,
he'll then automate the gain on a band
of the MDW, choose the frequency and Q
that best reduces the sibilance, and
while viewing MDWs gain over the wave-
form, dip the frequency momentarily by

o

creating a "v" over the sibilance.

For Ross, it's a matter of being able to
keep up with the technology. Even though
his systems are only seven months old,
processor technology has already im-
proved significantly. “By leaving the world
of dedicated DSP, you can straddle Moore’s
Law more effectively,” says Ross. “The per-
formance that we're getting from the peo-
ple that are building systems for other pur-
poses is fantastic. We're just along for the
ride. Their resources [for R&D] go into the
hundreds of millions a year, whereas the
resources for the dedicated DSP compa-
nies is nowhere near that.”

MIXING LOGICALLY

Engineer/musician Robert Brock, who wrote
the Apple Pro Training Series book Logic 6:
Professional Music Creation and Audio Pro-
duction, splits his time and tasks between
Logic and Pro Tools. Brock’s rigs vary from
a G4 laptop up to a 1.25GHz G4, and he
generally gives Pro Tools the nod for final
mixdown duties. The reason he works this
way is because of basic design philosophy.
“Logic, DP and Cakewalk all grew up as mu-
sicians’ tools focusing on the sequencing
side,” says Brock, “whereas Pro Tools was
designed by and for engineers.” Although



Brock will do some mixing and even track-
ing in Logic, he finds some basic features
lacking for his needs. For instance, when
you create a stereo track in Pro Tools, you
get two panners: one for each channel. In
Logic, you only get a single balance control
when working in stereo. Another of Brock’s
Logic peeves is the way it addresses busing
for headphones. “Pro Tools is 2 much more
intuitive interface,” he says.

According to Brock, Logic shines in
getting ideas together as a writer and/or
arranger, including premixing. When mix-
ing in Logic, he uses many of its unique
features and plug-ins; for instance, Logic
allows him to display numerous automa-
tion parameters on the screen for the
same track. This also includes plug-in pa-
rameters. Brock also likes the included list
of plug-ins that comes with the new Logic
Pro package, which includes Emagic’s
convolution reverb, Space Designer.
“Space Designer is an excellent reverb,
and I think that Logic’s channel EQ is the
best-sounding I've heard from any DAW,”
he says.

Brock’s work method is to first start a

Y00k

[ CURYE ® _SCALE

NONE

STRONG

John Ross

Matching Set Ambience for ADR

Using Nuendo’s built-in sampling reverb
and Elemental Audio’s Firium plug-in, re-
recording mixer John Ross is able to very
accurately match and apply ambience
and EQ curves from the movie set to ADR
tracks.

First, Ross uses Nuendo’s built-in
sampling reverb to capture some of the
ambience created from the clapper used
on the set. Then, he brings in Firium’s
spectrum matching feature to “learn” the
harmonic content of his sampled source
track. Ross then saves the “learned” EQ
curve as a preset and applies it to the
ADR track with the sampled reverb cre-
ated from the clapper. The outcome? Very
believable ADR tracks.

track in Logic and do whatever EQ’ing and
processing he wants to get the basic tracks
together. After that, he’ll use Logic’s Freeze
function to port them over to Pro Tools.
Freeze lets you render a track with its plug-
ins as an audio file to save DSP, or to take
them to another application, much like
Bouncing to Disc in Pro Tools. As to how
Logic handles track counts and DSP allo-
cation, Brock has some strong feelings.
“Basically, with a 64-bit optimized version
of Logic and a dual-processor G5, it's sim-
ply awesome,” he says. (For more on Logic
and the G5, see “Taking the G5 Live” in the
February 2004 issue of Mix.)
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CONCLUSION

The “ant” of audio production has never
been more emphasized. Engineers choose
their colors and styles in the form of
recording formats, platforms, sample rates
and software. The one conclusion that you
can draw from these opinions, styles and
mixing techniques is that there is no single
solution in audio production. A computer
is a tool and just because you can use it to
do every task doesn’t mean you have to.
As for the varying means of production—
vive la difference. |

Kevin Becka is Mix’s technical editor.
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NEW PRODUCTION

The Console-
Workstation Interface

As mixers, our dream is an all-in-one system that al-
lows complete hi-directional control of workstation
and console functions in real time. And we know
mixing console functions can be achieved within a
workstation, but most workstations lack an assigna-
ble control surface for mixing. It's not surprising
when you remember that workstations and mixers
do not share a common heredity. Digital audio work-
stations (DAWSs) evolved from tape- and then disk-
based recorders, while mixers have grown in com-
plexity and operational depth as audio production
became increasingly complex. And because the un-
derlying technologies are radically different, it's no
surprise that there are few, if any, manufacturers of-
fering both types of products.

However, there are several ways in which a
DAW’s Mix Engine can be controlled while adjusting
channel levels, routing, pan, EQ, dynamics and other
parameters. The easiest way is to route playback out-
puts at a fixed level to an external analog/digital
mixer and then control the parameters there. Prob-
lem: We now have two sets of functions to deal with:
the workstation’s track assignments, built-in static
processing and plug-in values, plus the conventional
mix/EQ/dynamics automation data from the console.

The second technique might be to develop a
MIDI-based external controller that issues commands
to the workstation via standardized commands run-
ning at MIDI's relatively slow data rate. But we still
need to deal with the MIDI commands and the DAW
settings for full recall and reset. A good example of
this approach is Yamaha’s DM2000 Assignable Digi-
tal Console. As Marc Lopez, DM2000 product man-
ager, explains, “With the strong trend in using a DAW
for recording and mixing, most engineers feel they
still need tactile control 10 improve the computer-
centric workflow of a DAW. The DM2000 integrates
tightly with [DAW's} to create a complete production
and mixing environment.” External DAW control is
via multiport USB I/O, using a single MIDI port per
bank of eight channel faders. (Yamaha's 02R96,
DM1000 and 01V96 also support these protocols.)

“Extensive support for Digidesign’s Pro Tools pro-
vides full control of mixing and processing, as well
as transport/track-arming control and access to edit-
ing functions directly from the DM2000,” Lopez con-
tinues. “Advanced support for Steinberg’s Nuendo
DAW is also under development.” The Nuendo Vir-
tual Channe! Strip, available in the DM2000 Version

Is the All-INn-One

Workspace on

The Horizon?

2 software’s Advanced DAW Support feature, enables
users to control Nuendo and Cubase EQ, stereo and
surround panning, and aux sends from the DM2000's
Virtual Channel strip. These are controllable func-
tions that vary depending on the DAW software be-
ing used. Version 2 also offers surround panner con-
trol for Pro Tools.

And let’s not overlook Loud Technologies, whose
Mackie Control, HUI and Baby HUI systems provide
MIDI-based control of a number of popular DAWSs,
including MOTU Digital Performer, Steinberg Nu-
endo and Cubase, Soundscape (via Mixpander),
Digidesign Pro Tools and PT LE, Cakewalk Sonar,
Emagic Logic, Magix Samplitude and Sequoia 7,
Adobe Audition and RML Labs SAWSwdio. (The
firm's dXb and older d8b Digital Production Consoles
also feature Control and HUI modes to control Pro
Tools, Logic and many other DAW's.)

The new Tascam US-2400 Control Surface is also
pre-mapped for any DAW software that supports HUI
or Mackie Control protocols. The unit features 24
touch-sensitive moving faders, rotary encoders with
LEDs (remappable as 4-band EQ sections, for exam-
ple) and a joystick controller. Bank switching enables
access to 192 DAW channels. A transport section fea-
tures a jog shuttle wheel.

DAW COMMAND PROTOCOLS

The third scenario would be to develop a dedicated
set of commands that a DAW could recognize;
arrange for them to be sent at a sufficiently rapid rate
so that we can develop medium- and large-format
console topologies; and store all of the frame-accu-
rate settings within the DAW. Instant recall of every
parameter is now possible, along with the availabil-
ity of familiar designs of control surfaces. A number
of manufacturers, inctuding Euphonix and Fairlight,



BY MEL LAMBERT

are developing such capabilities and their motivation is pretty obvious: Eu-
phonix, like other makers of large-format digital consoles, has obviously
seen the writing on the wall—Big is Expensive. A great deal more func-
tionality is now available from DAWs based on commodity processors, and
the only serious drawback has been how to control all of this power.

Euphonix’s EuCon object-oriented Command Protocol allows a mixing
console to control third-party DAWSs, special-purpose DSP hardware and
software plug-ins. “Existing command-based interfaces were not up to the
task,” says Martin Kloiber, Euphonix executive VP of technology, “because
they were either too rigidly limited in their format or put too much pro-
gramming burden on the developer, or both.

“An object-oriented interface is a good choice because mixing consoles
and audio processors fit neatly into the object paradigm,” Kloiber contin-
ues. “Channels, buses, faders, knobs, meters and such are all easily com-
prehended as discrete objects. Also, consoles typically have a hierarchical
design that lends itself well to object modeling. For example, a console in-
cludes many replicated channels, each channel including a fader that has a
level control slider, mute switch and so on.”

EuCon is currently being used to control the Euphonix System 5 DSP
Engine from the S5's (and post/broadcast variants) assignable control sur-
faces and within the new MC Intelligent Application Controller. “The [Eu-
Con] architecture will allow several DAWSs to be controlled from a System 5
for film-dubbing applications,” offers Kloiber. “The operator will be able to
bring each individual track from any of the DAWs up on the System 5 con-
trol surface, as well as handle all audio patching between systems.” In ad-
dition to conventional fader, knob and switch commands, EuCon includes
instructions for DAW plug-ins and other functions relevant to edit functions.
A prototype of the MC Controller was shown at the New York AES Con-
vention last fall; production versions are expected to be unveiled at the up-
coming San Francisco Convention in October. “The MC is a DSP-less con-
sole,” Kloiber emphasizes. “All of the control takes place inside the
workstation. EuCon can also act as a hub to translate different protocols be-
tween different systems.”

Euphonix is closely working with Steinberg and other DAW manufac-
turers to enable full MC control. At recent trade shows, Euphonix demon-
strated work-in-progress with Nuendo and is in discussion with other DAW
makers. “Our philosophy is to enable users to utilize the best class of prod-
ucts in an integrated environment,” Kloiber stresses. “EuCon is ‘DAW-ag-
nostic’.” MC provides high-speed control of not only EuCon-aware applica-
tions, such as Nuendo, but also any PC application via keystroke commands.
The unit includes a 5.1 monitor section, twin trackballs, a QWERTY key-
board, eight programmable knobs, four moving faders and 56 programma-
ble LCD SmartSwitches.

“In March [2004], we released an SDK [Software Developers Toolkit,
a set of utilities that allows programmers to include high-level routines
into existing software applications),” Kloiber concludes. “The SDK will
reduce the time it takes for a DAW maker to add EuCon command to
six to eight weeks using the MC Controller’s physical controls. Pro-
grammers can use command sets already available [within the SDK] and
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translate them to the specific DAW.”

With a foot in both the digital control
console and DAW camps, Fairlight has an
inside track on connectivity, at least be-
tween its own products. Unveiled at last
fall's AES Convention, the Dream Con-
stellation large-format digital console now
offers control of external workstations via
the firm’s RAPID Protocol Sharing Initia-
tive. Dream Constellation is

playback, RAPID simply re-creates the
changes it detected during the original ses-
sion.” In this sense, RAPID is more like AAF
than EuCon, for example, in that it monitors
real-time changes in a project rather that the
commands it follows on a communications
channel.

LARGE-FORMAT DIGITAL CONSOLES

Across the Atlantic, a duo of UK-based con-
sole manufacturers has also given serious
thought to workstation control from a cen-
tral mix location. As Niall Feldman, Solid

SSL currently supports MIDI, USB and
RS422 serial data. “Our systems support
other protocols such as Ethernet,” Feld-
man adds, “and therefore, we have sev-
eral development options. We try to use
standardized protocols wherever possi-
ble, as this provides the greatest flexibil-
ity. At a professional level, Pro Tools is the
predominant DAW we encounter, though
we have many consoles that have inte-
grated Fairlight control. Emagic Logic is
also popular.”

As Mike Reddick, AMS Neve's editorial

powered by Fairlight's QDC
engine and a Binnacle control
surface that supports up to
144 channels, 48 buses and 32
mono multitrack buses. Ac-
cording to Fairlight CEO John
Lancken, “RAPID—Remote
Application Program Interface
for Dream—was developed
las] an open operating plat-
form that enables automation,
disk recording, editing, plug-
ins, SFX, video and all other
elements to be stored and
controlled from a single con-
trol surface.” Because RAPID
is already implemented across
the Dream product range, ex-
ternal PCs can be used as
clients with Fairlight products.
Video editing functions are

Editoriai
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also included.

Like EuCon, RAPID SDKs
are now available from
Fairlight. “Being a small API, compared to
something like Windows, [RAPID] is generic
and easy to implement,” Lancken adds.
“The SDK contains a document, sample
code and information on how to use the
APL.” Fairlight has also set up a Website that
supports three levels of implementation:
bronze, silver and gold. “Bronze-level im-
plementation covers transport only,”
Lancken says, “while silver handles trans-
port and mix functions, including dynamics.
Gold includes the silver-level functionality,
plus editing and automation. The forthcom-
ing platinum level will handle all of that,
plus plug-ins and video.”

Unlike EuCon, RAPID isn’t a control pro-
tocol. Instead, a dedicated PC gathers all of
the various data that comprises a complete
music or post project and allows the stored
data to reproduce the same time-dependent
environment. “This data will be DAW-spe-
cific, but once the software is implemented,
a ‘sniffer’ program detects the nature of data
being passed backward and forward and
stores changes,” Lancken continues. “Upon
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State Logic’s director of product manage-
ment, offers, “SSL has some history with de-
veloping integrated workstations and mix-
ing consoles; products such as Scenaria and
Omnimix pioneered this ‘third generation’
more than 10 years ago. Our experience in
that development path was that one editing
solution didn't fit all applications, and edit-
ing methods and platforms were a signifi-
cant product development challenge in
themselves.

“In both our XL 9000 and C200 con-
soles,” Feldman continues, “there is control
integration for DAW systems. In the C200,
there is also the ability to control DAW pro-
cessing/parameters from a central, assigna-
ble plasma display.” A large-format digital
console, Feldman reasons, “has more pro-
cessing horsepower and can therefore
process more complex algorithms on many
channels simultaneously. The processing
and performance aren’t being compromised
by the scale of what you're trying to do,
which is sometimes the case in a complex
DAW mix.”

Euphonix’s EuCon lets a console control third-party DAWs, DSP hardware and plug-ins.

products manager, points out, “From the
early '90s, [we] recognized the importance of
editor/mix integration. This was the thinking
behind the Logic 1, the world’s first inte-
grated editorial workstation. Even back then,
[the system featured an] integrated project
format allowing audio, EDL, console config-
uration and automation to be stored together
in one place.”

At the NAB 2004 Convention, AMS
Neve was scheduled to unveil the latest
element in its integrated solution. Work-
flow is the firm’s approach to post work
as it flows through a facility via a StarNet
network. “To this end,” Reddick says, “the
solution integrates editorial, mixing, DSP
processes [plug-ins], control by and of
third-party systems [via TCP/IP], network-
ing, secure storage and nonlinear picture
playback.” Workflow and StarNet enable
virtual object-oriented mixing, “allowing
any element of the project to be changed
at any stage, and for these changes to
be visible and accessible at any other,”
Reddick concludes.
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and MPA Gold™ from ART.
True Modern Day Classics.

A professional microphone tube preamplifier is defined by warmth,
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THE OTHER END OF THE TELESCOPE:
DAW MANUFACTURERS

If digital console manufacturers are actively
pursing the potential of controlling external
workstations, then what of the DAW mak-
ers? For example, Steinberg continues to
work with Euphonix to refine EuCon func-
tionality. But, according to Martin Stahl,
Steinberg’s project coordinator for post-pro-
duction, the firm offers MIDI- and USB-
based external control of Nuendo from such

devices as Yamaha DM2000 and 02R96 con-
soles, and has just released its own dedi-
cated control surface. Developed with Ger-
man company WK Audio, the USB-based ID
Controller enables real-time control of more
than 128 Nuendo playback channels. (The
target is 340 channels, according to Stahl.)
The ID control surface features 12 assigna-
ble faders and rotary controls, plus a sepa-
rate editor section with jog wheel.

In terms of EuCon-based controllers,
Steinberg senior product manager for pro
audio, Lars Baumann, explains that Nuendo
has basic connectivity available now, but
that a public release is not planned before

The Direct-Access Console
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Instant access Is essential in live situations. This is
exactly what the unique AURUS Direct-Access con

cept provides. Developed from scratch, the AURUS
Digital Audio Mixing System sets new standards in
the high-end digital audio market.

Features:
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more functions are added. “Upcoming ver-
sions of Nuendo will offer a new feature set
that we will open for control using our own
protocol—and be compatible with EuCon—
but will allow us to control our own des-
tiny,” he says. Currently under final devel-
opment is a Hardware Controller SDK that
will allow third-party vendors to develop
suitable solutions. “We decided to develop
our own protocol, as well as continuing to
support EuCon and MID], simply because
we don't want to [favor one manufacturer
over another],” says Baumann. “We are cur-
rently adapting to many brands of hardware
controllers, [but] would like to redirect this
effort to the manufacturers and keep our fo-
cus on the software. With the SDK, we can
develop a means of Nuendo control via Eth-
ernet, FireWire, USB or any other I/O that
maximizes Nuendo's user-friendliness.”

SADIE has experience in DAW/console
integration, having co-developed a system
four years ago with Soundtracs. But the ex-
perience was not too thrilling, as managing
director Joe Bull confesses. “Part of us won't
go there again,” he recalls. “Innovation can
be [troublesomel, because it is often difficult
to get a mixer manufacturer to completely
comprehend the intricacies of DAW tech-
nology. We had a great solution that re-
sponded very well, but then Soundtracs
went off on its own.”

Bull is quick to point out that current-
generation DAWSs offer powerful mixing
functionality: “It's a matter of developing a
means of controlling those capabilities,” he
rationalizes. “Mixing is a more linear func-
tion, and it takes focused design to appreci-
ate the differences. Our R&D department is
currently asking a number of pertinent ques-
tions, including ‘What do users want the sys-
tem to do? ‘What protocols are available?’
We have looked at EuCon, but if we go
down that route, what about rival manufac-
turers like SSL and AMS Neve? Are we paint-
ing ourselves into a comer?

“We have looked at integrating SADIE'’s
workstations with large-scale consoles,” Bull
concedes, “but most customers want a
choice of control surface for their chosen
DAW. If we lock into one solution, we may
compromise some features. And there may
be situations where we sell a DAW system
to a facility that is more familiar with a mixer
that we don't support. Personally, I'd like to
see the AES [organization] develop a stan-
dardized protocol between DAWs and as-
signable control surfaces,

“In reality, for smaller installations, we
currently support MIDI control from
Yamaha'’s DM2000 console or [Mackie] HUI
Series. But what do customers need [in terms
of mixing functionsl An SSL? A Euphonix?



need to destructively mix down.”

The leading DAW manufac-
turer—in terms of installed sys-
tems—is Digidesign, which has
developed a number of propri-
etary control surfaces for its Pro
Tools Series, ranging from the en-
try-level LE Music Production Sys-
tem through Pro Control and
Control | 24 to the new D-Control
Audio Worksurface. [See “Tech-
nology Spotlight,” Mix, April
2004] “Control surface solutions
complement rather than replace
the Pro Tools software inter-
face,” says David Gibbons, Digi-

Fairlight Dream console

Or maybe the [Sony] DMX-R100 or DM2000
[medium-format] console might represent a
larger market? What does the ‘average’ facil-
ity or studio want? That is the crucial part of
the equation. Is the market too small for bi-
partisan development? And music, broadcast
and post are looking for different solutions.”

Merging Technologies’ sales and mar-
keting manager Ken Barnsley also stresses
the importance in considering current-gen-
eration DAWs as combination editor/mix-
ers and not just editing stations. “Pyramix
with Version 5.0 software has a 128-chan-
nel digital console with assignable buses,
I/O aux sends, et cetera—a real live mix-
ing desk, it just doesn’t have any metal in
front of it,” he says. “We already support
MID], Ul and Yamaha protocols, but be-
lieve we must take this much further to a
multifaceted and multilayered control, pro-
tocol-specific Pyramix.”

The firm is currently developing an ad-
vanced protocol that will allow a digital con-
sole to control Pyramix and create additional
layers of mix capability even to smaller dig-
ital console configurations. Barnsley fore-
sees initial applications within film dubbing
and is in active discussion with three major
console manufacturers specifically for this
application. Recently, Merging Technologies
issued an SDK to the initial console makers
involved in the project.

Pyramix can internally mix up to 128
channels and offers up to 128 outputs.
“These can be configured as individual in-
ternal mix lavers with discrete outputs to
create single or multiple premix output lay-
ers,” Barnsley says. “In effect, Pyramix can
supply any number of discrete premix out-
puts from the same system or even multiple
systems, which is usually the case. If the
console has control over Pyramix’s virtual
mixer, I/O routing, processing functions and
each mix layer, the premix process can be
achieved from the console but without the

design’s marketing manager.

Stan Cotey, Digidesign’s senior
product manager for hardware, offers that
over time, workstations’ internal mixing ca-
pability has become an important addition.
“Often, the amount of power available for
mixing was in contention with the editing
features, graphical user interface updates,
OS overhead, et cetera,” he says.
“Digidesign’s offering during this time used
the same host computer for editing and au-
tomation, while offloading all of the inten-
sive audio processing to a built-in, high-
quality DSP hardware accelerator system.
This allowed integration between audio and
automation data, and the ability to save one
session file that contained all of the au-
tomation data, audio edits, routing, system
settings, et cetera.”

Perhaps an intermediate generation can
be thought of as involving data interchange
between systems, Cotey considers, “allow-
ing automation data from a console to be af-
fected by the editing done on a DAW [and]
also network interchange between two dif-
ferent DAWs. This led to the emergence of
widely adopted interchange standards for
groups of related files—like OMF and
AAF—but didn’t lead to a real-time control
parameter standard other than MIDI.” Cotey
allows that new standards may emerge over
time, possibly including EuCon.

“In most cases,” Cotey concludes, “sup-
porting these interactions comes at a great
cost to the alternative feature development
we would like to do within Pro Tools. When
we choose not to support something, it's
usually because the burden of maintaining
the support is too great, considering the de-
mands we are trying to meet from users for
other features. It's sensible for us to wait to
see if a new standard will be widely adopted
before moving to support it.”

Of course, Digidesign’s new ICON elim-
inates the need for a separate analog or dig-
ital console because every Pro Tools func-
tion—including plug-ins—can be mapped
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| The Console-
. Workstation Interface

to faders, knobs or switches on the control
surface via a high-speed Ethernet connec-
tion to the host Mix Engine. But there are
no plans to make the connection protocol
available to third-party developers. “Our
protocol remains proprietary,” Gibbons
stresses. “It is simply a matter of available
resources. Currently, we have a team of
four in-house developers that support our
plug-in program. If we tried to create and
publish a control surface protocol, we

would need an even larger team to provide
technical support to OEMs. While we un-
derstand the market’s needs, the amount of
resources we'd need to provide would not
be viable.”

MIDI still provides an easy-to-implement
control of Pro Tools functions from an ex-
ternal console or control surface, says Gib-
bons. “[MIDI] might not be the best solution
[in terms of speed and depth of control func-
tions], but it gets the job done. And it's an
open standard that everybody understands!”

All of which makes sense. Digidesign
is both burdened and blessed with its ac-
knowledged success. A large installed

WHAT MICS AND
INSTRUMENTS DREAM ABOUT

The Brick

Tube Microphone &
Instrument Preamplifier

e 3-tube preamp for stage or studio

 +55 dB gain for microphones;
+30 dB for instruments

e Perfect for DAW or traditional
analog recording

e Balanced 1/0 via custom xformers
* Rugged steel construction
* Only $499 US MSRP!

800-459-5687
www.groovetubes.com
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Variable Impedance
Preamplifier

 Variable impedance input multiplies
the performance potential of every mic

« Variable rise time offers five
styles of amplification

* All-tube, Class A design provides low
noise and flat bandwidth from 7Hz
to over 100kHz

* Precision gain control with ceramic
attenuators controlling ViPRE's
incredible 75dB of total gain!

GROOVE TUBES tuc
CUSTOM SHOP PRODUCTS

user base means that control surface de-
velopers, including makers of large-for-
mat consoles, are eager to tap into an ex-
isting market. However, for Digidesign to
spend the time and dollars to innovate or
accommodate a new protocol that pro-
vides access to every element of its pow-
erful mixing and processing engine makes
miserable commercial sense. Great to play
nice-guy, but are there better ways to
make friends and influence their key cus-
tomers? Yes, indeed.

Digidesign is not inattentive to the
control surface paradigm—witness the
new ICON and ongoing success of Pro-
Control and Control | 24. While ProControl
and Controll 24 may arguably lack all of
the bells and whistles of offerings from
SSL, AMS Neve or Euphonix, many music
and post users are using them day to day.
And several console manufacturers are ac-
tively considering protocol schemes like
EuCon and RAPID, which can add a level
of connectivity and system integration
that is needed by the growing breed of
audio engineers for whom the distinction
between editing and mixing seems arcane
and unacceptable.

A major unknown on the immediate
landscape remains Apple Computer, a com-
pany that cerainly possesses the resources
to develop a fully integrated solution and
one that will find immediate appeal to the
project studio, sound editorial and musician
user. Logic is a popular production tool and
could benefit from an Apple-developed con-
trol interface. It remains to be seen whether
Apple will consider this a viable proposi-
tion—and with sufficient ROI

One thing is certain: While Apple re-
mains pre-eminent at dominating its target
markets, and is winning hearts and minds
in the Windows community, Digidesign's
business model is now based on a closed
architecture that requires customers to
purchase proprietary Digidesign hardware
to run the firm’s software. In contrast, Ap-
ple is offering standard software with an
open plug-in architecture and an open
hardware interface, a paradigm also sup-
ported by Steinberg and other DAW mak-
ers. All of which opens the door for other
companies to develop solutions—includ-
ing full-capability console control sur-
faces—that plug into the Apple-innovated
hardware and operate within an Apple
software architecture. Truly, we live in in-
teresting times. |

Mel Lambert beads up MediaGMarketing
(www.mediaandmarketing.com), a full-
service consulting service for pro audio
firms and facilities.
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SHURE
It’s Your Sound®

“The KSM44 has amazing presence on
vocals. It's a great all-around condenser mic.”

-Eddie Kramer (Jimi Hendrix, Led Zeppelin,
v02)

Kiss, the Beatles,

“I found the KSM44 to have an excellent
natural quality with good presence and a
nice open top end. This mic is so smooth in
the midrange, even a banjo sounded good!”

-Joe Chiccarelli (Beck, U2, Elton John, ...)
“I tested the KSM44 on vocals, bass, guitar, and
drums, and haven’t stopped using it since. It’s
hard to describe, but there is an immediacy
to the KSM44 that is very appealing - sort of like

a dynamic mic, but more elegant.”
-Brad Wood (Smashing Pumpkins, Liz Phair, Better Than Ezra, ...)

For a mic with
such low self-noise,
it sure creales a lot of buzz.

1]
“The KSM44 is the quietest microphone I have

ever used, and one of the best sounding too."”
-Tom Jung (Pro: Audio Review, DMP Recosds, ...)

“As I compared the KSM44 to a mic ! consider to be
an old favorite, my ear immediately chose the KSM44.
Shure has a fantastic studio mic that I can use for critical

recordings - it’s going to become a standard, very fast.”
-Bil VornDick (Alison Krauss, Bela Fleck, Mark O’Connor, ..)

“My first impressions of the KSM44 were
warm, round, full - dare I say it? Fat!”
-Bob Ross (Recording Magazine)

“The KSM44 is a remarkable achievement. I am especially impressed
with the versatility of this microphone and have yet to find its limits.”
)

-Steve Albini (Nirvana, Page and Plarit, PJ Harvey,

‘I was given the KSM44 prototype early-on, not knowing its intended
purpose - so I tried it on everything. Guess what, it worked on everything!”

-Chuck Ainlay (Trisha Yearwood, Mark Knopfler, George Strait, ...}

The KSM44 multi-pattern studio condenser microphone has become quite the
conversation piece in studios around the world. Maybe that’s because its incredibly

low self-noise (7 dB) lets you record only what you want to hear. Or maybe it’s
the three polar patterns and the design of the externally biased dual-diaphragm
© 2002 Shure Incorporated

cartridge. Once you experience it for yourself, you'll be talking, too. To discover what
makes the KSM44 so buzzworthy, call 1-800-25-SHURE or visit www.shure.com.
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Sonic Vision Intact

NEW PRODUCTION

Keeping Your

A few months ago, I received a DVD from an engi-
neer who was looking for a job. He worked on a
prominent television show, so I assumed that the
DVD would reflect his excellent work. Indeed, the
video on the disc was beautiful, but when the disc
began to play, I had to dive for the master fader on
the monitoring console. The audio was highly com-
pressed and showed 10 full-scale sumples in less
than two seconds. I set the master fader to my ref-
erence level for DVD, so I felt as if I were inside an
exploding grenade for about two seconds. Fortu-
nately, I was near the console. After that experience,
I learned to never trust audio levels on DVDs. Like
Forrest Gump’s box of chocolates, you never know
what you're going to gel.

Although there are many emerging technolo-
gies that require audio preparation for publishing,
such as SACD, streaming audio, interactive games
and background “scenarios” for cell phone con-
versations, for this article, I'll concentrate on audio
for DVD-Video and DVD-Audio.

COVERING YOUR ASSETS

Unfortunately for audio, most DVD authoring
houses evolved from video post-production stu-
dios. This scenario presents a big problem for au-
dio as well as for audio engineers in the DVD
world because most authoring packages come
with audio encoders. Fairly good video editing
programs, such as Final Cut Pro, even incorpo-
rate rudimentary audio editing and mixing capa-
bility. DVD authors will say, “Just send me your
multichannel tracks and I'll make them work.”
Then they will call the audio engineer wondering
why the audio sounds distorted or (and this is 10
times worse) why the audio slips out of sync with
the video.

For this reason, today’s prudent, wise and
savvy audio engineer must learn how to prepare
the audio for a DVD release so that the authoring
house has less chance of ruining it. After all, who
gets the blame when the audio sounds bad on a
DVD? The authoring house? Not if the audio en-
gineer or recording studio is in the credit roll.
While all of the people around you may be talk-
ing about “repurposing assets,” it's best (o re-
member that saving your own is by far the most
important consideration—especially if you want
to stay employed.

Audio Preparation

For DVD Authoring

DVD-VIDEO,
OR SAY GOODBYE TO 44.1 KHZ
No matter how you feel about sample rate conversion,
if your wonderfully mastered oeuvre with its excellent
soundstage and “warmth with clarity” is a 44.1kHz file
or a Red Book CD, it will need to be upsampled to at
least 48 kliz for the DVD-V disc's PCM audio track.
Also, don't assume that authoring houses have an el-
egant sample rate converter with polyphase filters.
They may say “no problem” and then play your CD
from their sweaty Walkman after they finish jogging,
right out of its grimy RCA jacks and into the analog
ports of their ancient Avid. Because the Walkman only
listens to its internal clock, you'll soon receive a call.
“Hello? We sent you the QuickTime movie and you
said your audio matched the length, but it’s off by 15
frames toward the end of the clip.” By now, you
should know that “no problem” from an authoring
house is code for “I’s your problem if it doesn’t work.”
The answer to this dilemma is to learn not only the
audio specifications for DVD-V, but also common au-
thoring programs and their limitations, what the target
authoring house has and how to find the person who
handles the audio assets at the authoring house. Get
all of the information you can and always, always, a/-
ways label everything with as much information as
you can legibly squeeze onto the label. A “read-me”
doc is nice on a CD or DVD assets package, but never
assume that anyone will actually read it. If you are de-
livering assets via disc, then get white printable discs
and a CD printer and put the pertinent information on
the disc. Also, forget about those paper labels—put
them on a DVD-R and you may render the disc un-
readable. DVD players spin at a much higher rate than
CD players do, and unbalancing the disc with a paper
label is asking for trouble.

SOME SIMPLE DVD-V SPECS FOR AUDIO

DVD-Video discs can have up to eight streams of
Dolby Digital multichannel audio, MPEG-2 and
MPEG-1 multichannel audio, or linear PCM audio.



BY K.K. PROFFITT

The authoring house takes your audio and multiplexes (“muxes”) it with
MPEG-2-encoded video. The resulting files reside in the Video-TS folder on
the finished DVD-V. You'll often note an empty Audio-TS folder on a DVD-
V disc. On a DVD-A disc, this folder contains all of the disc’s information.
Unlike CD, which grew from an audio file format, DVD-V and DVD-A
evolved from the CD-ROM format and their file structures and directories
follow the Universal Disc Format, not Red Book audio.

Although MPEG-2 and MPEG-1 audio are “in the spec,” they are rarely
used. For NTSC, DVD-V discs must have one of the primary tracks (usually
Dolby Digital or PCM) as the first audio track. The remaining seven tracks
can be any of the three primary formats or one of the two optional formats:
DTS (Digital Theater Systems) and SDDS (Sony Dynamic Digital Systems).
SDDS, the Sony multichannel file format based on the ATRAC Mini-Disc, is
seldom used for DVD-V discs. DTS, a lossy format with a high bit rate, is
often used as the second audio track for DVD-V discs in which multichan-
nel audio quality is the primary concemn.

Multichannel PCM is specified for DVD-V, but decoder manufacturers
have declined to implement it and we've never seen a DVD-V disc authored
with multichannel PCM. People have authored DVD-V discs with stereo
96kHz/24-bit PCM, but the audio bit rate imposes severe restrictions on the
video performance.

All DVD-V audio formats support Karaoke mode. This comprises stereo
L and R channels, with optional melody (M) or guide (G) channels, and two
optional vocal channels (V1 and V2). Karaoke mode, however, is usually
only implemented for DVD-V players that offer special features for mixing
and microphone output. T'll save that discussion for another article, perhaps
after there has been a bit more research in the sushi bars—er, in the ap-
propriate audio environments.

An abbreviated chart on page 52 displays audio formats you may en-
counter if you are preparing audio assets for DVD-V. Audio engineers who
work in the DVD-V area know most of the chart by memory, because cal-
culating bit rates and data storage is par for the course when they try to
convince DVD-V authors to compress the video more so that the audio may
be compressed less. Similarly, when clients want to know why their assets
won't squeeze into a regular 4.7-gigabyte DVD, you can pull out the chart
and a calculator to show them the reason why they have to pay for the ex-
tra baggage with a DVD-9.

PCM AUDIO ASSETS FOR DVD-VIDEO

As stated earlier, although DVD-Video supports up to eight channels ac-
cording to the spec, I've never seen a DVD player that implements it, nor
have I seen a DVD-V disc with multichannel PCM. One manufacturer re-
ferred to it as a “non-spec” in a recent phone conversation, but I've seen
contributors to various Internet lists steadfastly maintain that because it is in
the spec, it must be possible. While waiting for this event, I'll focus on the
common formats for PCM on DVD-V: PCM stereo (or Dolby Surround ma-
trixed as Lt/Rt) at 48 kHz and 96 kHz at 16, 20 and 24 bits. Other matrixed
formats may also be used, such as SRS Circle Surround and Dolby Pro Logic
1I. The file format is still PCM; it's up to the target decoder to either recog-

The avthor preparing her DVD elements
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Keeping Your
Sonic Vision Intact

nize or be set 1o dematrix these PCM formats.

Delivery formats include DAT with time-
code. two tracks on an MDM tape (such as
tracks 7 and 8 on a DA-88 wpe, with discrete
multichannel on the first six tracks), and files
on CDs, DVDs, hard drives (FireWire and
SCSD), Jaz drives and even those USB key-
chain drives. You may also be asked 1o pro-
vide an fip area on your company’s Welbsite
for clients, or you can use a Web server hard-
ware device. such us Digidesign's Digideliv-
ery, that sends the client an e-mail with a
link to the client sofiware for installation and
then sends the encrypted data over the In-
ternet. Authoring houses generally prefer
WAV, Broadcast \WA\' or .AIFF, but some
may request SDII files.

This sounds simple enough, uniil you
start dealing with video synchronization. 1f
you have a DAW, I've found that the casiest
way to work is 1o request a QuickTime video
file for the work print. Ensure that the video
program stars exactly after two seconds of
video black and leaves two seconds of dligi-

tal black at the front of the audio file or tape.
I've had audio tiles that arrived sans time-
code hit lists and started “somewhere” in the
video intro. On one such disc. I had 1o search
through the video and audio 10 line up vo-
cal plosives with the vocals on the audio file.
I have a line item for that on the bills: “fix
audio synchronization.” If the audio and
video maich exactly (down 1o the audio
timecode subframe). it's much more cost-ef-
fective for the client.

Another quirk 1 encountered was diffi-
culty in making those “audiophile D\D-\""
discs. For one project. | made 96kHz 24-bit
AIFF files and found that Sonic DVD Fusion
refused 10 recognize them. It had been
happy with the 48kHz 16 bit AIFF files, so
in desperation, I decided to use Barbabatch
1o convert them 1o Sonic Solutions format.
This failed, too. Afier some investigation
(and sleepless nights), 1 had 1o have
96ki1z 24-bit tiles rendered in the Sonic So-
lutions 5.4 EDL format. You can hack the
files (sorry, T won't tell you how) or open
them up in a Sonic Solutions HID system and
save them in that format. There is also a util-
ity called Sonic Magic that will do this, which

DVD-Video Audio Formats

Format  Sample Rate Bit Depth
PCM 48, 96 kHz 16, 20, 24
Dolby 48 kHz 16, 20, 24
Digital

(AC-3)

DTS 48, 96 kHz 16, 20, 24
MPEG-2 48 kHz 16, 20
MPEG-1 48 kHz 16, 20
SDDS 48 kHz 16

is available from Sonic Studio LLC and Dark
Matter Digital. I downloaded it and it tried
1o open up Classic Mode on an OS 10.3.3
machine, but I haven't tested it yet. (I'll save
that for “downtime” days). It looks like a bet-
ter alternative than hacking files or pulling
favors from friends with SSHD rigs.

Other problems can happen when the
authoring house has a buggy software revi-
sion. I've run into this a few times: There's
a version of a midlevel Mac authoring pro-
gram that will import a 96kHz Broadcast
WAV file and then encode it at 48 kHz
(twice as long and half as fast)! Fortunately,
it worked fine with 96kHz .\IFF. There are
various DVD lists on the Internet and al-
though it can be exhausting, it's worthwhile
to join them and keep track of messages—
searching through file headers at 2 a.nmi. can
somelimes mean the difference between
keeping and losing a client.

DOLBY DIGITAL/AC3 ASSET DELIVERY
Dolby Digital files for DVD Video are usu-
ally delivered to the authoring house as .AC3
files. They can be encoded via sofiware en-
coders like Minnetonka Audio SurCode,

Channels  Bit Rates Typical Compression
1to 8 Up to 6.144 Mbps 48kHz, 16-bit stereo None
1to 6.1 64 to 448 kbps 192 kbps for stereo AC3 (lossy)
and 384 or
448 kbps for 5.1
1to 7.1 64 to 1,536 kbps 377 or 754 kbps DTS Coherent
for stereo Acoustics
and 754.5 or (lossy)
1,509.25 kbps for 5.1
1to 7.1 32 to 912 kbps seldom used MPEG (lossy)
constant and
variable bit rate
2 384 kbps seldom used MPEG (lossy)
5.1o0r7.1 Up to 1,289 kbps seldom used ATRAC (lossy)

DVD-Audio Formats

Format  Sample Rate Bit Depth

PCM 44.1, 48,
88.2, 96,
176.4, 192 kHz

16, 20, 24
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Channels

1to 6,

with up

to two
simultaneous
streams

Bit Rates

Up to 9.6 Mbps

Typical

5 or 5.1 channels
of 96kHz/24-bit
with MLP

Compression

Meridian Lossless
Packing (MLP)
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The most widely used program of its kind for professional
music creation and audio production is now more attractive
than ever before. The new Logic Pro 6 contains all Emagic's
superb plug-ins and software instruments, making it not only
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Universal Audio Smartcode Pro, Nuendo
Dolby Digital Encoder or Apple A-Pack (the
AC3 encoder included with DVD Studio
Pro). Dolby also provides a PC utility to cap-
ture the AC3 bitstream from its hardware de-
coders to make ACS3 files.

Not all encoders impiement all of Dolby's
AC3 features. Among the most notable miss-
ing features are timecode and RF overmod-
ulation protection. AC3 files with timecode
are rarely required, but 1 was thankful to
have an AC3 file with timecode (created
with Dolby’s capture software) when an au-
thoring house called up saying, “The audio
loses sync slowly with the video.” I was able
to take timecode hit-points from the video
EDL and prove that the AC3 file matched the
hit-points on the video delivered to me from
the video post house. Further investigation
revealed that the authoring house was run-
ning a revision of a high-end authoring sys-
tem that dropped video frames in preview.
My collective assets were safe.

The most hotly debated topics regarding
Dolby Digital center on audio levels. Threads
abound on the Internet with audio engineers
staunchly defending their right to break Dolby
Digital-encoding rules and Dolby representa-
tives countering that the encoding guidelines
are there for well-tested reasons. The best way
to deal with this is to get all of the informa-
tion from your client (for instance, find out
some DVDs that the client likes or would like
to sound like) and all of the information from
the authoring house about successes and fail-
ures that they've seen. After a while, you'll
learn when to use which settings.

For instance, if you're encoding for a
DVD that will be played on computers,
make sure RF overmodulation protection is
turned off. If your encoder doesn't allow for
this, then you need another AC3 encoder for
that project.

Also, if you go with Dolby’s suggestion
to set dial-norm (dialog normalization) to
-27, be aware that a track encoded using
DTS will sound 4 dB louder than the AC3
track. According to some, you should just tell
your client to tumn up the playback system
for the DTS track. If your client has cus-
tomers coming back who are complaining
that the DVD is “broken,” then you may want
to change dial-norm to -31, which means
“off” for dial-norm. Setting dial-norm re-
quires an in-depth knowledge of the Dolby
Digital encoder; for more information, read
one of the several articles at www.dolby.com.

Music purists would often rather have
compression set to none. If the end-user has

a decoder set to “heavy compression,” then
the music may be squashed anyway because
the decoder may override your setting.
Rarely will your AC3-encoded tracks be
exactly the same length as the original audio
tracks. They can be off by nearly a frame in
total length due to the difference in video
frames compared to AC3 frames. You should
have a few frames of video black and audio
black at the end of the program material so
that audio doesn't get truncated with a click.

ENCODING WITH DTS

If you're encoding using a software DTS en-
coder, then don't choose the .WAV file op-
tion, which is for making DTS CDs. It will
not work for DVD-V; instead, choose the
.CPT option.

Also, encourage the authoring house to
let you use the higher bit rate version of
DTS. Especially for multichannel, the sonic
improvement is clearly audible with respect
to the proper imaging of transients.

LEVELS

While most audio engineers who have
mixed multichannel for a while will stress
the importance of a calibrated mix room,
many DVD authors work in small, cramped
spaces with tiny computer speakers for
monitors. Even worse, talk about audio for
DVD on the Internet often centers on “How
high can the levels be without distortion?”

DVD-V levels seem to be climbing, too,
5o it's important to know what your client
expects before delivering the audio.

While experienced engineers will advo-
cate the standard -20 dBFS = 0 VU = +4 dBu
= 85 (or 79) dB SPL, those new to the trade
will mix with CD “compressed-to-the-max”
levels in mind. Notwithstanding the modern
movement to bring more dynamic range to
mixing, remember that AC3 will “fix” over-
load caused by overly high levels. When the
overload protector kicks in, it ain’t pretty.

Others suggest that discrete multichannel
should have peaks anywhere from -10 dBFS
to -6 dBFS. Some also say that DVD-V audio
levels should match those for broadcast, but
broadcast specs have been changing lately,
with some cable broadcasts showing much
higher levels than those in recent years.

Finally, music mixes for DVD-V may, in
fact, need to be encoded differently than pro-
grams with centerchannel dialog. The client
and the audience are the final arbiters of taste,
and experience in dealing with the public will
often trump other encoding factors.

DVD-AUDIO AUDIOPHILE ASSETS

Like DVD-V, DVD-A offers downmix capa-
bilities for playback systems that cannot re-
produce the max number of channels at the



highest bit rates. Downmix for DVD-A is
more elegant than downmix for DVD-V,
with coefficient tables to prevent overload
and assist in mixdown control. Of course,
hybrid dliscs offer the possibility of separate
stereo including backward compatibility
with DVD-V. Although DVD-A trails behind
DVD-V in market penetration, interest in the
format continues to grow. Lower-cost DVD-
A authoring programs that can import
Video-TS folders (such as Minnetonka Audio BBE SONIC MAXIMIZER
Chrome) are slated to be available by the X | - o
second quarter of 2004, , ‘ @

The WG-{ (the DVD Forum'’s working A o
DVD-Audio group) is also considering ratify- T
ing the DVD-A/CD “flipdisc,” a format tested
this spring in several U.S. cities. As I write this
in late March, the WG-4 has just chosen the
Advanced Audio Coding format as the low-
resolution codec for DVD-A's DVD-ROM
zone, satisfying the consumer need for a for-
mat that is suitable for solid-state and portable BBE
audio devices. Again, the engineer who Call 800-233-8346 x114 today for a dealer near you & get a FREE t-shirt.” [
wants to work with DVD-Audio needs to “While supplies (ast. m::n

know various encoding formats and the
[ ]
[
>

techniques required for the best end result.
Sound Inc.

The most transparent DI around is the only one equipped with
a BBE Sonic Maximizer for the ultimate in clarity and definition.
Don't just lay down tracks, Maximize them.

FQUIPPEL

§381 Production Drive » Huntington Beach, CA 92649 » 714-897-6766
Look for BBE High Definition Sound in TV and audio products from Sony,
Panasonic, JVC, Aiwa, Hitachi, Pioneer, Aipine and other fine manufacturers.

The one rule that most engineers follow
for DVD-A is to deliver five full-range chan-
nels sans LFE (unless there are musical

sound effects involved). Although most
modern DVD-A players have bass manage-
ment, some older systems do not, so if you
include an LFE, then include information
about its level setting in large type on the fi-
nal product. Then, the end-user will have a
means o a solution for fixing playback with
a strange bottom end.

PREPARING FOR THE FUTURE

Although the DVD Forum has announced
“provisional approval” of Microsoft's VC-9 for
the video portion of the HD-DVD specifica-
tion (in addition to the mandatory H.264 and
MPEG-2), the audio spec remains to be
sorted out. While Blu-Ray devices can now
be purchased, they are targeted at the home
market for recording HDTV.

Will future specifications for DVD-Audio
include 384 kHz to compete with the high
bit rate of DSD for SACD? Will we be in-
cluding highly compressed video for
portable devices?

The challenge for audio engineers will
be 1o know as much about audio codecs as
they do about mixing audio, as it is clear that
the complexity of these issues cannot be rel-
egated to the exclusive domain of those who
view audio encoding as a push-button af-
terthouglt to video. =

K. K. Proffitt is chief audio engirneer of Jam-
Sync, a Nashville facility specializing in
mudltichannel mixing and DVD authoring.
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- The Volume

NEW PRODUCTION

-

Pump Up

In the past decade or so, the studio environment has
changed radically, but one thing that’s remained con-
stant is the need for a hardware device 10 adjust track-
ing or playback levels. In the old days of stereo-only
production, a studio volume pot and a couple of push
buttons did the job, letting the engineer easily choose
from several playback sources, perhaps with a Moni-
tor Dim (attenuator) switch and a Sum button for
checking mono (phase) compatibility.

However, with surround mixing, DAW controllers
and the virtual (onscreen) mix environment, your
console’s monitor control section may be absent or
inadequate for the needs of modern production. To
address this situation, many companies now offer
stand-alone monitor controllers that range from sim-
ple passive volume pots to complex systems incor-
porating monitor control selection, multichannel bus
management and comprehensive talkback facilities.

So whether you're upgrading your “A” control
room to surround or starting a home studio, let's
look at what’s available in monitor controllers.

The 7800 Master Module from API (www .apiau-
dio.com) puts summing buses, monitor control (vol-
ume/dim/mute/mono) with multisource switching
(three 2-tracks, sends or the stereo bus), a stereo
master fader and 1alkback 'slate functions into a sin-
gle-rackspace unit. The unit is usable stand-alone as
a stereo monitor controller, or can be combined
with Model 7600 input modules to form a complete
console or workstation front end.

Adgil Designs (dist. by Sascom Marketing,
www.sascom.com) offers a controller called The
Director (MSRP: $4,950). Housed in a three-rack-
space chassis, this programmable, microprocessor-
controlled system can handle up 10 eight output
channels and 300-plus inputs. The most recent de-
velopment allows the unit to be configured with two
separate 7.1 speaker systems and a stereo pair se-
lectable from a remote (included). The Director can
monitor several sources simultaneously, so it can be
used as a line-level fixed 1:1 mixer for stems and sub-
mixes. There's an insertion point before the level
control for encoding/decoding mixes, and all access
is through standard DB-25 multichannel connectors.

The ASP 510 from Audient (www.audient.co.uk!
supports three 5.1 and three stereo sources and has
six speaker outputs, all on DB25 connectors. Com-
prising a single-rackspace main unit with a remote
controller, the ASP 510 (82,885 retail) includes an in-

Manage Your

Levels With Stereo

And Surround

Monitor Controllers

ternal pink-noise generator. Each speaker output has
a trim control, and eight record outputs are standard.
Also featured are user definable reference and dim
levels. This device communicates comfortably with
Dolby Surround, DTS and others, with an insert for
external encoding’decoding.

The Blue Sky (www.abluesky.com! Bass Man-
agement Controller addresses the need for 5.1 bass
management and volume control. Five XIR in-
puts/outputs are provided for the main channels, and
one XLR input for the LFE and two parallel XLR outs
for single or dual subwoofers. Except for a power
switch, all controls for the single-rackspace BMC are
located on a 6x8-inch remote with a large volume
knob (operating in 0.5dB steps) flanked by switches
for muting and preset reference level. MSRP is $725.

For surround sound volume control, the SR5.1 by
Coleman Audio (www .colemanaudio.com) has six
inputs and six outputs—all XLR. Muting and individ-
ual level control are available for each channel. No
VCAs are used in this single rackspace unit, and the
stepped attenuator tracks to 0.05dB precision
throughout its range. Also available is Coleman’s A B
5.1 Surround switcher, which is handy for compar-
ing 5.1 speaker systems. Three groups of six in-
puts/outputs (balanced TRS) can be connected as
one input to two outputs for comparing speakers, or
two inputs to one output for comparing mixes. The
A/B 5.1 is a passive unit without electronics in the
audio signal path. Switching is done via relays. The
A/B 5.1 retails at $595; the SR5.1 is $995.

Offering a discrete, Class-A audio path, the Avo-
cet studio controller from Crane Song (www.
cranesong.com) is a stereo unit with an upsampled,
jiter-reducing 1> A converter, three digital inputs,



three analog inputs and a headphone system with talkback provisions. Also
standard are dim, mute and mono functions, and a switch to select one of
three speaker outputs.

The Dangerous Music (www.dangerousmusic.com) Monitor LT is avail-
able in stereo or surround versions. Each has four pairs of inputs (the fourth
with variable gain), three sets of speaker outs and remote control. Also on-
board is a 4-input cue mixer with talkback, to power a dozen pairs of head-
phones. All connections are balanced. Details are still forthcoming as these
new units have yet to appear on the market. Slated for release this month,
the stereo Monitor LT should retail around $1,700; the surround version is
due in June or July. The company’s popular Dangerous Monitor also has a
surround version in the works. The stereo model (54,999 retail) features
three pairs of inputs, two sets of XLR speaker outs and remote control. Built-
in D/A conversion, digital routing and digital inputs with active thrus allow
the Dangerous Monitor to be used as a digital patchbay.

Retailing at $699, the SRM-80A from Furman Sound (www.furman
sound.com) allows you to route a stereo signal to three pairs of monitors
and four mixdown recorders. The single-rackspace box has an 80-segment
LED meter (average/peak-switchable), trims, a headphone output with level
control and buttons for dim and mono. Inputs/outputs are balanced TRS,
and four additional sets of RCA ins/outs are provided for mixdown
recorders. Its most unique feature is a pair of banana speaker inputs: One
power amp can be sent to two sets of passive speakers through the SRM-
80A. The optional SRM-RU remote control is $89.

Grace Design (www.gracedesign.com) celebrates its tenth anniversary
with the release of the m904 (stereo) and m906 (surround) monitor con-
trollers, two units designed to offer the same reproduction as its top-rated
mic preamps. The m906 features balanced/unbalanced analog 5.1 inputs,
multiple balanced stereo analog inputs and 24-bit/192kHz digital (AES3,
S/PDIF, ADAT and Toslink) 5.1 and stereo inputs. All I/O and audio is
handled by a two-rackspace rack; a compact remote provides control of
all functions. The m904 is similar but designed for stereo-only applica-
tions, with multiple analog and digital inputs and a fixed-level 5.1 DAC
output for direct digital transfers. All m904 controls are built into the front
panel, but an m904b remote/blank front panel brain model is also offered.
Standard are low-jitter s-Lock™ phase-lock loop word clock regeneration,
a built-in high-current audiophile headphone amp, and 100dB range main
and headphone level controls with 0.5dB step precision.

The LFE4 and LFE-5 Bass Management Controllers from M&K (www.
mkprofessional.com) take in five full-range XLR inputs and up to two LFE
XIR inputs and allow redirection of the bass content to one or more sub-
woofers. Any LFE input(s) to the other channels are combined at the proper
level, while providing an 80Hz highpass filter for the five main channels, an
8Hz lowpass filter for the subwoofer feed and a 125Hz lowpass filter for the
LFE channel. The $999 LFE-5 has all of the features of the $800 LFE4, plus
mutes for every channel and a 6-channel volume knob. Although the stan-
dard mixing level for film is 85 dB, some film houses turn down the left and
right surround outputs by 3 dB; M&K planned for this by including a -3dB
switch for the left and right surround channels in the LFE-5. Mixing to 7.1

BY DAVID OGILVY

Blve Sky Bass Management Controller

Grace Design m906

SPL Surround Monitor Controller
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formats can also be accommodated; contact
the factory for details,

Mackie (www.mackie.com) just released a
$385 monitor switching, source and commu-
nications box called the Big Knob. Besides its
level knob, controls include three buttons that
switch between three sets of studio monitors,
a built-in talkback mic, input source selection
of up to four different stereo sources and dual
headphone outputs. Additional switches in-
clude dim, mute and mono. Besides the trio
of stereo inputs, Big Knob has a dedicated
DAW mix input and a phono preamp.

Retailing at $3,195, Martinsound’s (www.
martinsound.com) MultiMAX EXR is a more
affordable and equally efficient combination
of its MultiMAX EX controller and remote.
Virtually all forms of surround sound are
supported, including IMAX, DTS-ES and
SDDS. The MultiMAX EX and EXR have 16
speaker outputs, allowing for switching be-
tween various combinations of surround
and stereo speakers. For example, two 7.1
systems, one set of stereo speakers and one
mono speaker can be compared. Four sep-
arate 8-channel inputs can be auditioned,
with additional inputs available if you
choose the Wide inputs as another source.
Multichannel connections are DB-25. Nu-
merous options are available, such as the
$1,995 Monitor Max Stereo Monitor Con-
troller, which adds a mic pre, talkback func-
tions and up to 10 2-channel inputs.

NHT-Pro’s (www.nhtpro.com) Passive
Volume Control (PVC) is an affordable
($150) volume control for mixerless DAW
and nonlinear video production environ-
ments. Stereo level adjustments can be made
from 0 to -40 dB, within 1 dB, and with
+0.5dB interchannel accuracy to -60 dB. The
PVC features balanced connections: Neutrik
combo XLR/TRS inputs and XLR outputs.

New from PreSonus (www.presonus
.com) is Central Station, a stereo device with
a remote, plus talkback and cue circuit func-
tions. It boasts three sets of analog stereo
inputs (TRS) and two sets of digital inputs:
one AES-S/PDIF, the other Toslink. These
allow users to compare earlier analog or
digital stereo mixes with workstation mixes
in progress. Each of the three sets of stereo
outs have passive trims, and all switches are
passive. Also standard is a 30-segment LED
L/R meter and great DAC specs. Future
plans include a switch that changes the unit
from stereo to surround. The Central Station
retails at $699; the remote is $199.

Offering a frequency response of 10 Hz
to 100 kHz, the SPL (www.spl-usa.com) Sur-
round Monitor Controller 2380 manages two
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surround and two stereo sources. Inputs are
via D-Sub and RCA jacks. Its %-inch balanced
speaker outs for stereo and surround are
controlled by a discrete potentiometer. A
slave output allows the stereo or surround
input signal to be routed directly to a record-
ing device. The slant-face desktop enclosure
is handcrafted in Germany and retails at
$769. The MTC 2381 Monitor and Talkback
Controller is the latest in the SPL line, and
can sit comfortably under a computer
screen, XLRs provide output to three pairs
of speakers, deriving signal from 12 inputs.
Talkback and cue functions are comple-
mented with a headphone out and a
footswitch jack for the talkback section.
Monitoring functions include mono, dim
and muting, and a slave output can route the
input signal to the SMC 2380.

Studio Technologies’ (www studio-tech
.com) StudioComm line includes the 68A
and 78, both single-rackspace units for
controlling multiple surround sources. The
68A allows for 16 balanced inputs, organ-
ized as two 5.1 and two stereo ins; and the
78 supports two 7.1 surround mixes, with
a total of 16 balanced inputs. Each has a
remote panel controller (models 69A and
79, respectively), which includes mute/
solo functions, input selection, level con-
trol and dim/mute buttons. The 79 also fea-
tures a 4-digit LED readout for level dis-
play. Both the 68A and 78 units present 16
trim pots on their front panels for calibra-
tion of input signals. Input and output con-
nections are 25-pin D-Subs. The G68A
(81,799 with 69A remote) handles one
stereo and one 5.1 surround set of speak-
ers. The 78 ($2,799 with 79 remote) man-
ages one 7.1 system, but can be reconfig-
ured for 5.1 ins/outs. Both units are
designed to integrate with recording and
film electronics, allowing automatic
switching of the StudioComm’s input
source whenever the recording system
changes between play and record.

The DS-M7.1 Digital Surround Monitor
Controller from Tascam (www.tascam.com)
is designed for 5.1, 6.1 and 7.1, as well as
stereo, mono or LCRS. Eight input channels,
eight output channels and 44.1/48/88.2/
96kHz operation make the $1,899 DS-M7.1
a versatile contender. Digital ins and outs for
the console and recorders vary from TDIF to
AES/EBU and ADAT optical. Also featured
are surround bass management, an insert for
external decoding, individual channel
mute/solo and a pink-noise generator. The
front panel of the 3U device detaches for
wired remote control. |

David Ogilyy engineers, produces and
teaches in the San Francisco Bay Area.



NEW!
Us-2400

The plug-and-play DAW controller
with 2.5 motorized faders per finger.

Now you car use your
mouse and keyboard for
what they’re good at...
interfacing with on-screen
graphical ‘nterfaces — arc
use the w-ce-body US-2400
for wrat it good at — mix-
ing and hands-on control.

Mute, Solo and

Select buttons on
®® every channel beat
& theheck out of try-

ing to mouse and
click on-screen icons.

/" Touch-sensitive
motorized faders
have 10-bit resolu-
tion — FOUR times

finer than many competi-
tors’ control surfaces. You
get ultra-smooth, big-con-
sole-quality fades. Hit the
FUIP button amd the faders
can be used for writing
automated pan or aux send
moves while channel levels
remain accessible on the
LED rotary encoders.

LED ring
9 encoders give
6 yau hands-on

“analog” of
you DAW s pan and aux
sends. A special channel
strip moGe and meters
are provided for DAWs
that suppert these
functions.

With 24
hands-on
channel
faders, bank
switching is kept to a
minimum But for really
big projects, the US-2400
is ready to control up to
192 channeis!

» [ Footswitch

jack for punch-ins
» In/Out point buttons

» Mac® OSX and Win-
dows® XF compatible
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ty

» Adjusz DAW software
parameatars such as 4-
band EQ via the rotary

Twenty-five, 100mm
touch-sensitive, high-
resolution motorized
faders.

Twenty-four com-
plete channel strips
with rotary encoders

plus = - —

Mute, Solo
and Select buttons.

The new US-2400
is fully mapped for
instant use with any
DAW that supports
HUI® or Mackie®
Control protocols.

For more info on the
first DAW controller
with enough faders to
handle a typical record-
ing session without lots
of bankswitching, e-
mail us for a brochure at
tascamlit@teac.com or
visit a TASCAM dealer.
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Command.

56 inputs and 4 stereo returns, 24 mix outputs, 8 matrix
outputs, 96kHz 32-bit processing, 8 stereo effect processors,
12 graphic EQs, 4-band parametric EQ with dynamics and
delay on all inputs, 8 band parametric EQ with dynamics and
delay on alf outputs, time code event automation, hundreds
of scenes, recallable head amps...

The newest evolution in Yamaha digital mixers. A fusion of PM1D'’s
core elements with the advances realized in DM2000 and
PM5000. But with a unique ability to control outboard DME
processors directly from the PM5D. True system integration.

One point of




Control.

24 channels of 1/0 in DME24, 64 channels of |/0 in DME64,
up to 10 of Yamaha's newest 96kHz DSP processors, new
software allows direct control of crossovers, EQ, and delays
from the PM5D digital mixing console, control va Ethernet,
CobraNet™ USB, RS232/422 or MIDI, four models of remote
control panels, cascade ports, GPI, Euroblock connectors...

The power of Yamaha digital technology harnessed into the
world of programmable black boxes. An intricate network of
DSP. Robust intuitive software. True integration of audio and
control with PM5D.

A processor that puts the console in

Yamaha Corporation of America  P.0. Box 6600, Buena Park, CA 90622:6600
For additional information, please call (714)522-9000 ¢ www.yamaha.com
©2004 Yamaha Corporation of Afferica.
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BY TOM KENNY

Microsoft Windows Media Audio 9

Multichannel Codec Options for Pro Production, Mass Distribution

Wo years ago at NAB, Microsoft had

I a relatively small booth tucked into

the very last row of the newly
opened South Hall, sharing space with Stein-
berg, M-Audio and a couple of video com-
panies. There wasn't a lot of foot traffic, but
there was considerable buzz throughout the
convention center about a Microsoft codec
that would deliver high-resolution 5.1 audio,
code-named “Corona.”

Last year, Microsoft moved up in the
South Hall and filled out a much larger
booth, again with partner companies, and
considerably more traffic. Corona was re-
christened Windows Media 9 Series, and
broadcasters and audio types alike filtered
through to figure out how this technology
might fit into their operations.

This year, Microsoft has quite simply
leaped into the forefront of technology de-
velopment for new-media production and
distribution.

It should come as no surprise that Mi-
crosoft would enter the professional video
and audio industries. The company has al-
ways focused its technologies high and low,
from enterprise solutions in the server rooms
of Fortune 500 companies to the giveaway
players found on millions of desktops
worldwide. In our world, this means pro-
viding the means for producing and encod-
ing high-resolution audio and video content,
along with mass distribution on physical me-
dia or over the Internet.

Most consumers and
professionals at this
point are familiar with
the download and
streaming capabilities of
the cross-platform Win-
dows Media Player. Far
fewer, however, are fa-
miliar with the range of
capabilities inherent in
the Windows Media 9
Series of codecs. And it
is here, in our tiny in-
dustry, that Microsoft is
making its push.

Actually, the compa-
ny began its push in
video a couple of years
ago, concentrating on
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T2: Extreme DVD has been re-released
with a second disc showcasing the
WMV HD—encoded film.
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The Windows Media 9 Series encoder offers both easy-to-use and advanced Wizard inferfaces.

digital cinema, digital dailies and high-def
video production. At the recent Sundance
Film Festival, five films were projected in the
Windows Media Video format. And film stu-
dios, recognizing the surge in LCD and plas-
ma displays for home theater, have piggy-
backed WMV HD discs, which can deliver up
to six times the resolution of conventional
MPEG-2-encoded DVDs, onto more than 16
dual-disc DVD titles (including Terminator 2
and Standing in the Shadows of Motown).

Despite the hype surrounding the brave
new world of digital delivery, Microsoft
still sees value in physi-
cal media. The DVD Fo-
rum recently named VC-
9, the underlying video
compression technology
used in the WMV.9
codec, as a mandatory
format on the next-gen-
eration HD-DVD de-
vices. And at the 2003
IBC show, Microsoft
made its video compres-
sion technology avail-
able as an open interna-
tional standard. Last
month at NAB, the com-
pany announced that
SMPTE has elevated VC-
9 to Committee Draft
status.

“We've found that the benefits Windows
Media 9 Series brings to pro video can be
even greater than for pro audio, simply be-
cause with HD video production, the de-
mands on the PC are so much higher than
they are with stereo or multichannel audio
production,” says Steve Sklepowich, director
of pro marketing, digital media division, at
Microsoft. “Clients can review HD-quality
video with 5.1 audio using WMA9 Pro with-
out having to purchase a $75k HD tape
deck. Then, producers have the ability to de-
liver high-def secure dailies, whether over a
network or via physical media, and expand
their reach to DVD, Web, digital signage or
digital projection. Video post-production
houses and broadcasters spend millions of
dollars today shuttling VHS tapes around for
client review. Windows Media 9 Series can
bring immediate and significant cost savings
to the production process.”

Cost savings, speed, efficient work-
flow—these are the mantras in today’s pro-
duction chain, whether for video or audio.
Files are shared on networks, shuttled to
FTP sites and reviewed in New York for
drive-time delivery in LA. FedEx is no
longer fast enough. Clients don't have time
to leave the office and approve the mix. And
a producer is working on three projects si-
multaneously. This is where Microsoft sees
opportunity. And as audio follows video, the
same rules apply.



Uncompromising Innovation.

‘Vegas' software for video and audio productioniis now considered the

standard to which othernon-linear editing procucts are held. The
Vegas+DVD Production Suite - which includes Sony” Vegas 5 and DVD
Architect™ 2 software - provides an unmatched, innovative set cf
professional production tools.

Sony's Vegas 5 software redefines workflow by providing an all-in-one
real-time solution for editing, multi-track recording, compositing, titling,
scoring and encoding. Its customizable interface allows users.to accomplish
a wider range of complex production requirements. Whether you're
off-lining 24p HDCAM proxy files or finishing your project in DV, Viegas
software delivers the ultimate in flexibility.

Sony's.DVD Architect 2 software delivers a complete, professional set of
DVD production tools that lets you develop dynamic menu-based DVDs

with subtitles, alternate audio tracks, end actions and more.

Created through imagination driven by uncompromising innovation.

No other media production suite is like it.
The Vegas+DVD Production Suite raises the bar with these new features:

New in Vegas 5

+ 3D motion and compositing

« Keyframable bezier masking

« Control surface support
Envelope automation recording
Auta-input record monitoring
Film-style 5.1 surrounc panning

+ Real-time A/V event reverse

« Med:a subclip creation

« Customizable keyboard mapping
Networked rendering

« And much more

New in DVD Architect 2
+ End actions
« Multiple audio tracks
« Subtitie support
« 24p DVD encoding
- Elementary stream import
« Project overview window
Real-time external monitor previews

« And much more

Uncompromising innovation for your unconventional creations.

(724
L AN+ SeBIN .50

Vegas+DVD

Profess; onalVideo, U
Videg, A dtoand DVD Creat on S

Production Suite
oftware

The Vegas+DVD Production Suite Includes:
-Vegas 5 software

- DVD Architect 2 software

- Dolby’ Digital AC-3 encoder

Also introducing the Sony Pictures Sound
Effects™ Series, a comprehensive, dynamic,
five-volume collection of sound effects
from the Sony Pictures studio archives.




Learn the Art of
Recording

Powerful - Practical - Professional

» World-class (yet affordable) education in Recording Engineering & Music Production
« Full-time, two month experience to chart your career and change your life

REC Recording Workshop

www.recordingworkshop.com « info@recw.com

AW o W gl 800-848-9900 « 740-663-1000 ousice us
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MEASURING THE DIFFERENCE

in Digital Audio Cable
Performance...

The critical link in digitat audio
interfacing, Gepco 110Q
twisted-pair and 754
coax feature exacting
impedance, bandwidth, and
attenuation specifications
to deliver low-jitter, minimal
pulse rounding, and
exceptional performance in
high-resolution, digrtal
audio systems,

CHARACTERISTIC
IMPEDANCE

e Precision 110 or 752 Impedance e

o 25MHz Bandwidth for 192kHz Sampling Rates - -
o Low-ditter e —

* Minimizes Fulse-Rounding
o Multi-pair Designs up to 24 Pairs e pv

= GEPCO

N T ERINATIONAL, INC

TRANSMITTING CLARITY

CUOEELLEEY  www.gepco.com  email: gepco@gepco.com
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The Windows Media 9 Series audio
codecs run the range of encoding options,
from WMA9 Voice for playback at 20 Kilobits
per second to WMA9 Lossless for archival
purposes, approaching 3:1 compression.
Most audio professionals would likely be
working with WMA Pro, which provides 5.1
or 7.1 capability, 24-bit/96kHz sampling, and
download or streaming delivery at anywhere
from 128 to 768 Kbps. It also supports one-
or two-pass constant bit-rate (CBR) and vari-
able bit-rate (VBR) encoding.

“For archival purposes, our Lossless codec
makes the most sense,” Sklepowich explains.
“128 Kbps is intended for the most con-
strained network delivery; 192 Kbps is well-
suited for streaming at decent quality or for
proxy review; 384 Kbps becomes suitable for
review or high-fidelity delivery such as home
theater or D-Cinema; and 768 Kbps is for
high-fidelity delivery and archival purposes.
But these are generalizations, and it’s going
to vary according to the material and encod-
ing parameters, such as VBR/CBR, single-pass
or two-pass and sampling rates. It’s really up
to the audio engineer to be the judge.”

Because security is a major concern,
whether for client approval or consumer
delivery, the WMA Series includes exten-
sive built-in digital rights management—
royalty-free.

One of the geniuses in Microsoft’s de-
velopment efforts, whether for consumer or
professional applications, is that they make
things easy on users. The WMA encoder is
already built into Steinberg Nuendo,
Digidesign Pro Tools and Adobe Audition.
M-Audio Delta 1010 and Echo Layla 24 cards
include drivers for capturing live or sourced
audio. Many more manufacturers are certain
to follow.

“Hopefully, software vendors will see
the value in this themselves,” Sklepowich
says. “There is no cost associated with li-
censing the Windows Media Encoder or the
Windows Format SDKs [software develop-
ment kits], so anyone is free to download
and implement them within their product.
And the Windows Media 9 Series licensing
is built into the cost of Windows, so when
you buy an application like Pro Tools or Nu-
endo based on Windows, Digidesign and
Steinberg do not pay use fees. When pro-
ducers deliver their Windows Media content
to PCs, again there are no additional fees.
And our licensing is flexible for non-Win-
dows platforms, as well.” (There have been
hints of third-party development for Linux
and Mac OS. Details for licensing are on the
Microsoft Website.)

There have been numerous efforts in re-
mote delivery and approval applications
during the past decade. EDnet burst onto the



scene in the early '90s with dedicated, se-
cure lines. But that proved prohibitively ex
pensive for all but top-end studio projects.
Liquid Audio and Rocket Network are two
companies that surfaced with relatively
short-lived efforts at remote collaboration

Sir George Martin at the Windows Media 9 Series launch

and delivery. And, of course, countless pro-
ducers have worked out their own means
for mix approval and file exchange. But no-
body has yet put together as comprehensive
and far-reaching a scheme as Microsoft.

“We see greal opportunity in two main
areas,” Sklepowich concludes. “First, for the
pro audio world, in addition to the client re
view and collaboration applications, WMA9
has become pervasive in the music service
arena. WMAY and WMA9 Pro can be used
today to market traditional new or existing
CD audio releases on the Web. We see
tremendous growth here.

“Secondly, we think there is a real op

»

portunity in delivering multichannel audio
using WMA Pro on DVD-ROM to comple:
ment the great HD video that we can get
with WMV HD. We've done a lot to advance
the HD experience today for consumers on
PCs. For example, WMV HD offers up to six
times the resolution of DVDs today
with up to 7.1 surround sound with
WMA Pro.

During the past couple of
decades, for a variety of reasons,
Microsoft has become the compa-
ny that everyone loves to hate. But
that shouldn’t diminish the compa-
ny's recent efforts in media pro-
duction technologies.

While the company has been
primarily concentrating on mass
delivery tor D-Cinema, broadcast
and home-theater applications, it
only takes a bit of imagination to
see the possibilities in production.
For post, sound designers in vari-
ous cities can shuttle elements for
approval by a supervisor in LA. In
the commercial world, the account exec can
approve a finished spot from an office in
Chicago or Minneapolis for national delivery
that day. Broadcasters and Webcasters can
move large files around a network without
hogging space and then deliver worldwide.
In muwsic, i's already happening among
high-end producers for mix approval, prob
ably more than Microsoft even knows. And
in the trenches, in the project studios and
home-based facilities across the country,
you can bet Windows Media 9 Series is be-
ing used in creative and interesting ways. ll

Tom Kenny is the editor of Mix.
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Studio Network Solutions’ Next-Gen Storage
Low-Cost Multi-User Access Via iSCI-Based Systems

ANs are storage for high rollers—or

are they? Storage Area Networks are

specialized storage systems that allow
multi-user access, as server-attached storage
does, but also provide high performance,
which SAS cannot. To overcome the adop-
tion barrier that the high cost of traditional
SANs impose, Studio Network Solutions has
introduced a new family of storage products
based on the recently adopted iSCSI proto-
cols instead of the more complex and cost-
ly Fibre Channel standard that the company
already supports. Its globalSAN™ iSCSI stor-
age solution uses the universal Internet Pro-
tocol (IP), upon which both the Internet and
Ethernet are based, to transport encapsulat-
ed SCSI commands. This encapsulation, or
packaging, allows IP-based storage to use
commodity infrastructure for rapid, cost-ef-
fective transport of block-level I/O data over
existing high-speed networks.

Unlike NAS, or network-attached stor-
age, which provides relatively sluggish per-
formance of only file-level data, iSCSI allows
for true block-level manipulation over LANS,
MANs and WANs (local, metropolitan and
wide-area networks). This means that, rather
than moving entire files from storage to a lo-
cal node or computer for processing and
then saving the modified file in its entirety
back to the NAS, iSCSI allows for reading
and writing inside of a file while it resides
on the remote storage device.

The iSCSI protocol takes into account the
myriad problems typically found in a local,
metropolitan or wide-area networked envi-
ronment. Trouble is, although Microsoft has
a Windows-native iSCSI initiator available for
download, Apple does not. So, Studio Net-
work Solutions had to build Mac OS X-na-
tive iSCSI initiator software and provide its
own iSCSI Host Bus Adapter—another piece
of the puzzle not available for Mac OS. The
company’s HBA is a multi-port PCI-X card
with support for link aggregation and jum-
bo frames, features that considerably im-
prove throughput.

With all of the low-level pieces in place,
the Studio Network Solutions development
team needed to provide a means for the end-
user to control the day-to-day operations of
his or her storage network. Because they al-
ready had full management and networked
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1SCSI globalSAN over LAN
15CSI globalSAN over WAN

Studio Network Solutions’ globalSAN systems are based on the iSCSI protocol, meaning an engineer in
New York and a producer in Los Angeles can work on the same file.

storage functionality in their existing SAN-
mp” software, they extended it to include the
necessary bits to interoperate with iSCSI, as
well. This means that Windows, Mac and
mixed or heterogeneous network clients can
all dynamically share both Fibre Channel and
iSCSI storage assets without compromise.
One of the problems with any network,
including storage-centric networks, is secu-
rity. The iSCSI standard provides for strong
encryption using the IPsec or IPsecure pro-
tocol for transmission of sensitive data over
unprotected networks. When asked what se-
curity issues an end-user should consider,
Eric Newbauer, director of operations for
SNS, provides some details: “An iSCSI-based
SAN can actually be configured to be quite
secure. The amount of security measures
that clients will realistically want to take [will)
depend upon whether they will be transfer-
ring data over their LAN or over the Inter-
net. If it’s the former and they want to keep
their data safe from the outside world, the
obvious answer would be to create a closed,
dedicated network or configure their firewall
to block access to the iSCSI ports from the
outside. For public networks—like the In-
ternet—they can set up a VPN using the
IPsec protocol.” IPsec’s strong encryption
employs the Advanced Encryption Standard,

the industry and government choice for mis-
sion-critical security.

Gary Holladay, SNS president and chief
systems designer, sums up the value of the
company’s globalSAN product line, stating,
“Most importantly, they offer performance
nearing that of Fibre Channel over multi-Gi-
gabit Ethernet. We'll certainly continue de-
veloping and supporting our line of A/V
SAN PRO Fibre Channel systems, but we be-
lieve there’s a substantial number of pro-
duction companies that simply don’t have
the budget and/or the need for a pure Fibre
Channel solution. For those that already
have a SAN or have been thinking about im-
plementing one, we've really opened up
their options. Support for iSCSI will now be
included with our existing SANmp volume
sharing software.

“This means that, in addition to concur-
rently supporting Mac and Windows on the
same network, the standard version enables
volume-level shared storage networking for
both FC and IP-based SANs,” he continued.
“For those that just need support for iSCSI,
they’ll have the option to use the new iSAN-
mp version of the software. The realm of
platforms and protocols that our software
supports enables us to accommodate practi-
cally any facility’s needs—large or small.” B
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54 Recording Vibes With ESE
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The dusk outside the Marin County, Calif., studio The Site
was magical, with deep reds, oranges and grays mixed with
clouds, mist from billowing coastal overcast drifting in and
redwood trees towering outside the tracking room windows.
Inside, Glen Moore, of the legendary acoustic fusion band
Oregon, was improvising his own magic on his 300-year-old
Klotz string bass. Its rich tonality filled the room, while an
impressive complement of precisely placed microphones
captured his performance. When I walked into the control
room, it sounded like Moore was in the middle of the Neve
console, and when I walked around the room, the bassist’s
position hadn't changed. Standing outside the array of Jean-
Marie Reynaud speakers were producer/engineers Cookie
Marenco and Jean-Claude Reynaud. After listening for a few
minutes, Marenco exclaimed, “No bad seats!” She was right.

What I listened to were the fruits of almost two years of

work, in which Marenco and Reynaud pursued a surround
production approach that would bring a sound to live per-
formance—oriented recordings that is intimate and expansive.
They call this trademarked technique ESE, or Extended
Sound Environment.

Marenco is no stranger 1o audiophile-level production
and engineering, having worked with some of the music
world’s most creative talents and consulted for a number of
innovative manufacturers. She also worked in A&R at Wind-
ham Hill, where five albums she produced earned Grammy
nominations. Her production credits include Winter’s Solstice
Vol. 2 (which went Gold), Ladysmith Black Mambazo, Paul
McCandless (of the band Oregon), Turtle Island String Quar
tet, Tony Furtado and Alex Di Grassi. As an engineer, she
has recorded many artists, including Mary Chapin Carpenter,
Praxis, the Charlie Haden’s Quartet West and Max Roach.

The odyssey that led Marenco’s sessions at The Site be-
gan a few years ago, afier she became frustrated by the
record industry’s puzzling acceptance of MP3 audio and
overly compressed recordings. She took a three-month break
10 figure out what would make her happy, and if she even
wanted 10 go back into the studio. “I knew that I had to go
back in with a partner,” says Marenco. “I needed somebody
who would motivate me to love music and sound again.”

A trip to attend a wedding in France changed things for
her. There, Marenco spotted some Schoeps microphones
used during the reception and was curious about who would
use such fine mics for such an application. That's when
Marenco encountered Reynaud. “I had learned a very clas-
sical kind of recording from great old-school engineers in
France, and it seemed that everything | had learned was
being thrown away by digital sound,” says Reynaud (whose
father manufactures the audiophile JM Reynaud speakers
in France).

Marenco immediately realized that she and Reynaud
shared many of the same feelings about audio. A few weeks
later, the two began checking out surround audio setups at
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Pictured: [top, L-R]): Glen Moore, Gareft Brennan, Felipe Neira, Rick
Clark; {middle, L-R): Allisan Black, Samantha Moore, Dawn Frank,
Rab Ickes; (bottom, L-R): Jerry Becker, Tany Furtada, Jean-Claude
Reynaud, Cookie Marenca, Kevin Scatt

the 2002 AES Convention and, by and large, were somewhat
disappointed by what they heard. They started to visualize
ways to make multichannel recording more natural and sat-
istying. They booked time at The Site in December 2002 and
began a series of surround recording experiments, aided by
the generous help of Sony, Millennia, Pass Labs, JM Reynaud
and Stephen Jarvis (who tent them an extensive collection
of Didrik deGeer microphones).

After trying many mic and speaker configurations, Sony’s
Gus Skinnas suggested that the ITU layout [see diagram]
might best-suit their goals. Not only did they utilize the TTU
setup for the listening environment, they also echoed it ex-
actly with microphone setups in the tracking space and in
19x13x17 live chamber. Additional close-miking was applied
for the musicians. The session proved to be enlightening,
and the team reconvened at The Site in December 2003.

“The ESE technique uses a combination of mic placement
in the tracking room that is an ITU configuration in front of
the mwusicians, in addition to close mic positions for a more
‘direct’ sound from the instrument. We find the combination
of close and room-miking more pleasing than using one and
not the other, as well as providing an alternative to surround
listening,” says Marenco. “Surround listening ofters only one
‘oplimum’ listening position: in the center of the five chan-
nels. Our technique is designed to have a three dimensional
approach to multichannel listening and offers the listener the
ability 1o listen outside the speaker circle and walk ‘through’
the speakers and in the center.

“The results are dependent on the quality of the micro
phones, speakers, preamps, speaker cable, recorder and ef-
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fects used,” Marenco continues. The team
recorded to 2-inch analog Studer A-800, with
Dolby SR at 15 ips. The 5.1 mixdown was to
a Sony Sonoma 1-bit DSD system; stereo
mixdown was to the Sonoma system and a
half-inch analog Studer A-80 with Dolby SR
at 15 ips. This chain was also used as backup
to the Sonoma system for 2-track editing.

The entire recording was done on The-
Site’s Neve 8078 console, which has 72 in-
puts and is modified for surround monitor-
ing and mixdown, important to the ESE
process. The signal was bused out to the
Sonoma with Ed Meitner converters,
recorded in DSD 1-bit and returned to the
console with a 6-channel monitor section to
Nelson Pass amps, which were wired with
JM Reynaud silver cable to Offrande JM Rey-
naud speakers (single-wired) and a JM Rey-
naud Furioso self-powered sub.

“Because of the delicate phase issues cre-
ated, we used one track for every mic used,”
says Marenco. “For our initial experiments,
we intentionally kept the ensembles to duos
and solo performances, with no option for
overdubs. This led to our choice of ex-
ceptional musicians capable of great live
performances and interactive dynamics.
The use of headphones is not an option at
this time.

“The choice of 1-bit recording and avoid-
ing the use of PCM digital also led us to not
use digital effects, instead choosing to use
the chamber for additional reverb,” Marenco
adds. “We miked the chamber in the ITU
configuration with two to four speakers
placed inside with individual sends from the
board. We used very minimal compression
on some of the direct mics on mixdown
only. However, we realized the issues [that
were] created with compression and only
used it sparingly—if at all.”

For the tracking sessions, Marenco and

The ITU configuration, which pits the engineer in
the optimum listening position for 5.1 recordings.
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Reynaud used five DPA or B&K 4003 mics
and the Millennia 8-channel HV-3D mic pre-
amp. All of the room mics were set facing
up about 45 degrees toward the outside
walls. Two DPA 4041s were used to close-
mike the guitars and were placed about
eight inches from the instrument pointing 45
degrees from the sound hole. Didrik deGeer
mics, paired with Neve preamps from the
console, were used for vocals and set about
24 inches from the singers. Only one DPA
4041 mic was used on guitars when a vocal
was also recorded. For dobro, two DPA
4011s in an X/Y configuration about 24
inches above the instrument were used. For
Moore’s acoustic bass, a DPA 4041 was
placed on top where the neck meets the
body of the bass and a Didrik deGeer mic
on bottom in front of the bridge, both mics
through Millennia preamps.

Subsequent mixdowns were done at The
Site and nearby Skywalker Sound; Sky-
walker mixdowns were done on their new
72-input Neve 88R surround console. The
80x60x30 scoring stage was used as the re-
verb chamber, and the ITU was enlarged 10
accommodate the larger space.

The feedback from the session players
was most rewarding. “The musicians said
that the recordings really sounded like them:
‘It was not the sound of a guitar. It was the
sound of my guitar. It wasn't the sound of a
voice. It is the sound of my voice,” says Rey-
naud.

Marenco enthusiastically agrees: “After
four albums producing Tony Furtado, he
came in and said, ‘Cookie, you finally got
my banjo sound! I thought, ‘Was this what
I had to do to get your banjo sound: seven
mics, a chamber and a 5.1 setup?” she says
with a laugh.

While the team was committed to the
concept of no compromise with the equip-
ment used, they were bound by the most

Jean-Claude Reynauvd and

Cookie Marenco in The

Site's control room.

important aspect of the undertaking—the
event’s emotional spirit. The striking inti-
macy and enveloping ambiences of the ESE
recordings were most interesting in that they
seemed to highlight the chemistry between
the players even more so than before.

“You are capturing that moment in time,
and that moment in time is about the vibe,”
Marenco says. “We tried putting great musi-
cians with each other who didn't have that
friendship from years and years of playing
together and it didn’t quite work. We real-
ized that they needed to be friends on a mu-
sical level, because our technique was going
to enhance that dynamic or lack of dynamic.
When it worked, it was an amazing experi-
ence to see it come to life.”

Encouraged by the team from Sony.
Marenco decided to create Blue Coast
Records; its first release will be a compila-
tion of these ESE recordings available in
SACD 5.1, SACD 2-track and CD-format hy-
brid disc in the fall of 2004. Marenco and
Reynaud plan to continue experimenting
with ESE and other innovative technologies
that bring the artist’s performances and vibe
into the listener’s home.

“Most people haven't heard this kind of
sound in so long that even when we bring
out our 2-track stereo mixes of these ses-
sions, people say, ‘Wow! It invites people to
listen,” Marenco concludes. “It seems that
people have stopped listening and are using
music like wallpaper. It's part of the reason
that the music industry is in a shambles. The
way that much of the music is recorded
now, it lacks emotion. The current fashion
is to be over-compressed and to hit every-
thing as loud as possible. It's horrible and
we don't want to support it any more. We
see ESE as an opportunity to bring back the
beauty of real sound—the sense of real emo-
tion—and that comes from dynamics and
great vibes.” ]
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Engineers tend to fall into two categories: live or studio. Oc-
casionally, a studio denizen goes on the road and vice versa,
but it’s the rare engineer who's at home in both situations.
Rick Camp is one of those individuals. With 22 years of ex-
perience, he’s hardly new i this, having worked with top
performers such as Farth, Wind & Fire, Madonna, Erykah
Badu, Burt Bacharach and Destiny’s Child, as well as recent
solo tours with DC’s Kelly Rowland and Beyoncé Knowles.

What's also unusual is that after mixing at front of house
for Beyoncé’s last tour, Camp immediately went back to his
Reel Tyme Recording studio in Southern California to mix
Beyoncé's concert DVD, which he recorded live at London’s
Wembley Arena and is slated for release this month.

These days, more and more live recordings are tracked
simply by printing every channel from the house console to
a strategically placed hard disk recorder or MDM rack. But
with this project, Camp had the luxury of working inside a
recording truck, which was provided by London’s Sanctuary
Mobiles. “We stored the 64-track show onto a Sony PCM-
3348 and a couple DA 88s for the crowd mics and spill over,”
Camp explains. Ironically, after months of mixing FOH tor
Beyonc¢ on tour, Camp turned over the house mixing du-
lies 10 someone else for these dates, but as he says, “It's
tough mixing a show with 64 inputs, but it's easier to do the
FOH mix than supervise the recording, and I needed to be
in the truck.”

After the show, the 64 tracks were transferred to 48kHz
Pro Tools session files so that Camp could mix the live DVD
at Reel Tyme. London-based Scarlet Productions was han-
dling all of the video editing, which brought up a minor
snag: “The whole thing was done in PAL, so I had to rent a
PAL-t0-NTSC converter to see the video.”

Once into the project, things went smoothly. Camp used
a hybrid mix that was parily done on his Sony DMX digital
console using some favorite outboard goadies—Avalons and
a Lexicon 480L—while the rest of the DVI) was mixed en-
tirely within Pro Tools with, as Camp describes, a “gang of
plug-ins: Focusrite, Waves stuff, 1176s, Puliecs and more.”
For surround monitoting, Camp relies on Genelecs: “I have
1031s all around with three 1092 subs. I've never had a prob-
lem with these translating 1o anywhere. I love 'em.”

After months of listening to Beyoncé live from the best
seat in the house, Camp had his mind set on how o ap-
proach the DVD mix. “FIl move with the picture some-
what, but the overall mix is from the front-of-house per-
spective that 'm used to from mixing her on the road. It’s
me sitting in the center with the crowd around me,” Camp
explains. “I've listened to lots of 5.1 concert mixes and
I don't agree with mixing the show from the perspective
of the artist onstage.” In addition to adding crowd am-
bience in the rear channels, Camp printed reverb and
some of the band into the surround channels. “This cre-
ates what you'd normally hear bouncing off the back wall,
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just like the house engineer's perspective in a live show.”

Camp began the production process “by creating a stereo
mix that 1 liked. I saved that stereo mix as another Pro Tools
session and changed all the pan pots to 5.1,” he explains. “I
then started moving things around, like the crowd and some
of the instruments 1o create e 5.1 mix. Going the other way
around-—starting in 5.1 and the doing steseo mixes—would
have been twice as hard.”

The project’s studio part was relatively simple as com-
pared to the logistical issues, but here, technology came to
the rescue. “1 finished the siereo mixes first. The finished
DVD is due out in a month [May 1, 2004), and with customs
delays and shipping, we didn't even have enough time to
FedEx the mixes,” Camp says. “I went to Universal Master-
ing in North Hollywood, toak my stereo Pro Tools mix with
timecode and sent it over Wham-Net, which is like a quad
T-1 phone transfer but very private and very secure. We first
‘Wham-Netted' the stereo mix so they could do the stereo
playbacks in London. Then they'll FedEx the picture 1o Sony
in New York for the final contorming and conversion to
NTSC and do the Dolby Digital encoding on the final 5.1
mixes thal 'm sending out tonight. The 5.1 mixes are deliv-
ered as a FireWire drive with mix files as Pro Tools session
files, along with a backup on DA-88 tapes.”

Camp has only positive things 1o say about working with
this year's multi-Grammy Award-winning sensation. “Mixing
Beyoncé is a pleasure because she’s a real singer and makes
it easy. There is hardly an overdub on th:s project—it's 95
percent live Beyoncé. In my 22 years of mixing, I've never
come across anyone who could deliver like she does: vo-
cally and her ability to do a show. I've seen this young
woman run across a 60-foot stage, hit every note and never
miss a thing. And that makes my job so much easier.” H

George Petersen is Mix’s editorial director.

p Travels With Beyoncé
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4V.Ier,_e_dith Brooks Redefines A&R

With the record industry seemingly more interested in fat
bottom lines than long-term career development, many
artists stopped grabbing at the “major-lubel record deal”
brass ring long ago and bhegan taking a more proactive role
in their business affairs. In addition to writing great songs
and playing them live, many take-charge artists, such as the
multifaceted artist songwriter producer Meredith Brooks,
also run their own labels, promote their own “product” and
operate their own studios with respectable profit.

For her 2000 release, Bad Bad One, the self-reliant Brooks
either wrote or co-wrote all 12 songs, played rhythm and lead
guitars, edited and programmed much of the album, and co-
produced and engineered with David Darling. Now, Brooks
has enough confidence in her technical abilities to go it alone.

“Now I pretty much don't even use an engineer,” says the
selt-taught Brooks, who works on a Pro Tools—equipped Ap-
ple Power Mac Gi and a Mackie HUI controller. She owns
minimal outboard gear (though she often rents Neve mod-
ules and LA-2As), but works with signal processors such as
Warp Factory and Filter Factory, a solid mic collection and,
as a reflection of her guitar-wielding beginnings, ample six-
strings and guitar amplifiers. “I don't do any direct or Amp
Farm,” she says. “That helps keep it real, because you can
get bogged down in the whole Pro Tools thing.”

Brooks also mixes both her own work and the tracks she
produces for other acts. “It’s actually blowing my mind, be-
cause the mixes sound great to me,” she says. “It’s really free-
ing that I don't have to wait for somebody to mix and then
be unhappy with it afterward. I can just noodle on it for a
couple of hours, let it sit and come back to it later.”

Brooks recently put her mixing, producing, engineering,
songwriting and guitar-playing skills to use with Bec Holl-
craft, a 14-year-old singer songwriter whom Brooks is de-
veloping. As the old music industry model crumbles, Brooks
sees ways for non-Britney-level artists to succeed. “I view
mysell as the new A&R,” she says. “I've gotten hundreds of
CDs [from new acts] over the past several months, and
they’re all looking for a way to get their music out there. Be-
cause | own my own studio, I'm able to keep my costs low,
so when I do find an anist, 1 can just go 10 one of the ma-
jors for a co-venture.”

In this respect, Brooks says that she’s okay with the ma-
chinery of the industry, even though, as we all know, it's got
1o change. “They're spending a million dollars on one
record, and that's not even for promo. There’s something se-
riously w«rong with all that! You can't keep that going,. Artists
have 1o sell millions of records for anybody to make money
off of those bloated budgets.”

Ironically, Brooks wrote and produced “Party Up” for
Platinum-selling starlet Hilary Duff's album, Metamorphosis,
and the album BareNaked from another TV star-turned-pop
singer, Jennifer Love Hewitt. Though Hewitt’s album was
mostly mixed at Can-Am Recorders in Tarzana, Calif., Brooks
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does almost all of her work these days at her own studio.
Even for recording drum tracks—which is when many proj-
ect studio~owning producer engineers venture to larger
commercial facilities—Brooks now stays in the home envi-
ronment. “I'm using a lot of drummers now—two in partic-
ular, Russ Miller and Dorian Crozier—who have their own
Pro Tools studios with drums set up, and I just bring the files
and we record there and it sounds great. For mixing, [big
studios] are still a great way to go, but I mixed my record at
Phil Kaffel's home studio, mixed and did additional record-
ing on two of Bec's songs at my friend Rob Daiker’s studio
and the rest here.”

While Brooks uses session musicians as often as possi-
ble, not every artist does, which hurts both the players and
the studios they work in. “I feel the worst for musicians who
don't have studio work,” Brooks says. “Some artists are in
there making records in the big studios, using [drummer]
Kenny Aronoff and the big boys, and that still works for them
and that’s great. But when you don’t have the budget or
you'd rather see that budget go to your next piece of gear,
why spend it on somebody else’s studio? You'll spend it on
your own.”

As an artist with the talent, skills and equipment to create
an album from start to finish entirely on her own, and one
who can play multiple roles for the acts that she produces,
Brooks keeps her calendar (and studio) booked with a vari-
ety of projects. Had she remained bound by the traditional
recording artist model, many of these opportunities might
have passed her by. “I've been able to transition and flow
and change,” she says. “If you can't, you're going to get stuck,
and then you're going to be out of work—unless you've got
an amazing fan base and can tour forever, if that's what you
want to do. Frankly, I don't want to. I'm not into living in a
bus forever. Even if it did have Pro Tools in it!” |

Heather Johnson is a Mix editorial assistant.



“l Switched”

Who: Michael Jay

Occupation: Composer / engineer / editor / studio consultant

Honors: VPA Monitor Award (Best Engineer); Emmy Award (Music Editing)

(As Engineer): Yes, Neil Young, Brian Eno, the FBI, Kodak

Clients: (As Composer): DTS, AT&T, Prudential, CBS Sports, PBS, E! Channel, Un|§y1 ‘
(As Studio Consultant): Don Davis (The Matrix trilogy); Trevor Rabin (Armageddon) I

Why He Switched to Studio Precision 8: |
“I was already a fan and long-time user of Event’s 20/20bas
monitors, having switched to their real-world musicality

in place of much pricier speakers. When | le

of the Studio Precisions, | leaped at the \ﬂ. l l ,
chance to have a bigger, clearer
version of a product that | already
trusted. But the differences go way .
beyond that. My first impression i -
of the Studio Precision’s amazing ———
imaging was confirmed in careful

tests against other major monitors.

And a recent 6.1 surround project -
confirmed the Studio Precision’s
faithfulness during test playbacks

. ranging from small mastering . ‘
rooms to four large film dubbing " -
stages. The most welcome S
surprise: No surprises.” S 1 e

Biamplified Direct Ffe'l'&mw”“ """" " gy [ I
Now Hear Everything
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BY CRAIG DALTON

Matthew Sweet: Happy at Home

NEW PRODUCTION |

| May 2004

Tucked away in the Hollywood Hills, surrounded by the
sites of countless hit movie location shoots, is the home
and personal studio of Matthew Sweet. Prolific crafter of
acclaimed and successful albums such as Girlfriend and
Altered Beast, along with being one-third of The Thorns,
Sweet's warm, distortion-drenched guitars, lyrical voice
and rock-pop songwriting talents have been a part of ra-
dio, film and concert tours since the mid-80s. Having
worked with top-level production vets such as Richard
Dashut (Fleetwood Mac), Brendan O'Brien (Aerosmith,
Train and Bruce Springsteen) and Fred Maher (Lou Reed,
Korn), Sweet now has all of the knowledge needed to cre-
ate new songs in his own Pro Tools| HD3-centered per-
sonal studio.

“I was always doing a lot of home recotding,” says Sweet.
“For me, it was kind of how I got into writing songs.” Sur-
rounded by a growing collection of '60s art (he and wife Lisa
are in the middle of writing a book on the subject), Sweet
has created an inspiring environment that perfectly fits his
musical history. With a great selection of vintage amps, orig-
inal Electro-Harmonix processors, classic keyboards and an
eclectic selection of guitars, there is no lack of unusual
equipment. Taking a look into the small room that houses
his drum setup, Sweet says that the lack of acoustic treat-
ment and angles of the room help him track some “crazy,
trashy drum sounds.” All other tracking is done (irectly in
the main room, which also houses his amps, keyboards and
recording gear.

Sweet uses an Apple G4 OS X for his HD system and a
Yamaha O2R for stereo playback through Event powered mon-
itors. “We used Pro Tools for a few mixing things on Girl-

Sfriend [1991], my first breakthrough record, even though it’s

thought of as a real analog record. We used it to sequence the
record and do little backward things; just the stereo |version]
was available then. HD made me think I could make a record
at home, and—even though it's funky because I engineered
it and everything—it would be viable.” Although Sweet often
uses plug-ins such as the McDSP Filter Bank (“I can't say
enough good things about it™), Chrome Tone and some of the
Boml Factory Pultec and Fairchilds, his basic technique also
involves Tube Tech, Neve 1066 and Ampex tube mixers in the
input signal chain for instruments. He adds, however, “The
beauty of Pro Tools is that you aren’t stuck with one sound
going in; you can change the plug-ins anytime.”

Sweet doesn't see the need for bringing in outside engi-
neers, but confides that most engineers would be aghast at
his setup, although it works best for him. He credits Maher
with helping him learn Pro Tools. Playing most of the instru-
ments himself, and using some longtime accomplices such as
guitatist Greg Leisz and drummer Ric Menck, Sweet doesn't
need to track using a lot of different inputs. “Mike Clark from
Southern Tracks [O’Brien’s Atlanta facility] has been incredibly
helpful to me,” he adds. Clark advised Sweet on what serious

wune.mixonline.com

gear to obtain and helped him choose some of his classic mics,
including a Neumann U49 that he uses for both drums and
vocals. Other microphones include a Lawson M5! for “all
kinds of things™ and a selection of various Shure and Sennheis-
ers. He records his guitars by miking amps and going direct
to get “that nice Lindsay Buckingham sound.”

Like Buckingham, Sweet prides himself on his self-
reliance; in fact, he views it as essential in the current musi-
cal climate. “The fact that you can do [production, market-
ing and distribution] yourself makes for more chance of
success. There is so much more out there that is not being
covered well by the majors. It feels like there is kind of a
critical mass of stuff waiting 1o happen.”

Although he's still able to go to the majors for new proj-
ects, Sweet is exploring different release routes for his two
completed personal studio projects. Kimi Ga Suki, which
he describes as a “love letter to Japan,” has been in limited
release there through a Japanese distributor and in the U.S.
on Amazon.conm. Also coming soon is Living Things, which
includes keyboard contributions from the legendary Van
Dyke Parks. Both of these new collections should be avail-
able in wider distribution this summer and perhaps sup
ported by a tour.

“In a way, for me, the art of doing music is really a lot
about the home demo studio,” Sweet offers. “Early on in my
career, and even in the middle of my career, friends who 1
know really well have always kind of liked my demos bet-
ter [than the finished albums]. Even with the successful
records, there's something about the demos; they’re just
more personal, they're a little more artistic. They just have
that ‘painter on his own’ kind of thing about them.” |

Craig Dalton is a Chicago-bused freelance writer. Contact
him at crdalton@sbcglobal net.
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With the New AES16, the Biggest Part of

Your Digi

You have invested a lot of time, money and commitment
into your digital audio system, with the best in digital
mixers, converters, digital audio workstations, software
and recorders. All you need now is the final piece to tie
the entire system together - the AESI6™ from Lynx
Studio Technology.

Working in single-wire mode, the AES|6 offers 16 channels of
24-bit AES/EBU /O at 192 kHz using Windows or Macintosh
computers. You can also use dual wire devices for eight I/O
channels. The AESIé's software controls its internal sixteen-
channel mixer, routing your signals just about anyway you can
think of with virtually no latency.

In addition to being the ultimate o -
digital audio router, the AESI6 iy W 2 L‘«.
features a new Lynx technology 7 - T Y3l ('?
SynchroLock™. Basically “jitter | o v}' %
control on steroids”, SynchroLock e | b N
provides extreme jitter tolerance Y | 2

at all inputs. By coupling statistical . v -
analysis with low-noise clock generation techniques,
SynchroLock extracts a very clean clock with 3000:1
jitter attenuation from AES signals affected by long cable lengths
and other noise sources. The clock outout of Synchrolock can
also be used as a very accurate word clock source for other
studio devices.

Need more than |6 channels? No problem. Up to four AESI6
cards can be installed in a single computer, for a total of 64

Swdic: shown is Sol RS SEREEN Tt Helhwood, Calforma ©2004 Lynx Studio Technology. Inc.

al Audio System May Be the Smallest

inputs and 64 outputs. You can also add 16 channels of ADAT
Lightpipe I/O with the optional LS-ADAT LStream card that
attaches to the AES|6.

The AES|6 was developed with your facility in mind. The
AESI6-XLR model with two six-foot cables and professional
XLR connectors may be the best option for you. For added
convenience , we offer optional twelve-foot cables with D-sub
connectors for Apogee, Benchmark, Yamaha, Mackie and other
top digital audio brands. Plus the AESi6’s PCI interface is
designed for either 5V or 3.3V signaling, making it totally
compatible with the new Macintosh G5 models.

Please visit our website at
www.lynxstudio.com to
learn more about how the
AES16 lets your computer
become the control center /

Ll Al N
of your digital audio system. _/./ / / S

Now that’s big news & STUDIO
in a small package. TECHNOLOGY

www.lynxstudio.com
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' Ties Built for Speed

“High-speed networking” ceased to be a buzz phrase some-
time during the end of the last millennium, but its signifi-
cance in pro audio is growing. There is an increasing need
for recording studios, mastering suites, post houses and DVD
producers to securely move media at speeds faster than DSL,
T1 or old-fashioned FedEx—and still keep costs down. For-
tunately, viable solutions to quickly move huge, uncom-
pressed audio and video files are emerging in the form of
wireless broadband networks, opening up new business
models in the process.

At Masterdisk (New York City), the difficulties to achieve
sufficient bandwidth were typical: Broadband solutions like
DSL and T1 are too slow, and no direct fiber connection is
coming to their building anytime soon. “So much of our
work is the kind that can’t be done fast enough at any price,”
mastering engineer Andy VanDette says. “On the production
side, all of the major labels have electronic delivery and there
are lots of international clients who are using that instead of
courier or FedEx to send me masters.”

Masterdisk had experienced the delays in trying to upload
a typical 600MB CD master or 11.5GB DVD project to a re-
mote server via T1, with throughput taking several hours. Sev-
eral years ago, the expected solution was fiber's huge band-
width capacity, but the logistics and costs of digging up streets
to connect buildings and businesses to the main fiber pipeline
(the dreaded “last mile”) proved prohibitive in most cases.

After a recent experimental collaboration with Rainbow
Broadband (www.rainbowbroadband.com), a new net-
working venture led by audio pioneer Russ Hamm, Master-
disk may have found an answer with a wireless broadband
network based on radio frequency (RF) transmission. ‘T've
seen networking as the next thing for quite a while,” Hamm
comments. “But it wasn’t until a year ago, when Pro
Tools |HD came in, tape started 1o really disappear and peo-
ple like Andy got into posting files to servers with FTP [file-
transfer protocol] that I thought the industry would actually
be able to interact over networks.”

To set up the test, Hamm needed another building in
Manhattan with a fiber connection and a clear line of sight
between that building and Masterdisk to establish the broad-
band wireless connection between the Motorola Canopy RF
transceivers set up at both locations. Hamm found his fiber
connection at One Penn Plaza, 12 blocks and four avenues
away from Masterdisk, and set his gear up on the 56th floor.
Operating in the license-free U-NII (Unlicensed National In-
formation Infrastructure) and ISM (Inclustrial Scientific and
Medial) bands at 2.4, 5.2 and 5.7 GHz, Hamm encrypted his
“Air-LinQ" signal with SSL (Secure Socket Layer) for security
and began beaming data from an antenna at One Penn Plaza
direct to another antenna that was connected to a laptop and
placed in the window of an office at Masterdisk.

The result was exactly what Rainbow expected and Mas-
terdisk had hoped for: a true broadband wireless connection

www.mixonline.com

BY DAVID WEISS

Masterdisk chief engineer Andy VanDette (left] and Rainbow Broad-
bond CEO Russ Hamm are enjoying a true broadband experience.

that took hours, not months, to set up and no messy con-
struction. “Streaming video is the ultimate test, and here we
downloaded a DVD MPEG-2 file from One Penn Plaza and
watched it live on a Windows Media 9 player,” says Hamm.
“We also did FTP transfers across the network. An uncom-
pressed WAV file of a four-minute Aretha Franklin song
came across in under 60 seconds.”

With the fiber on the One Penn Plaza side connected to
core networks like AT&T's, the mastered music or DVD files
that Masterdisk FTPs for client approval can be posted in a
“digital workspace” behind a secure firewall, where the data
is far less susceptible to loss or theft than if it was on physi-
cal media. “The radio link is extremely secure,” Hamm notes.
“The issue of security is really a psychological one. Many A&R
people who are concerned about it use online banking every
day and don’t think twice about that.”

In addition to being able to send finished, uncompressed
projects to existing clients at extreme speeds, Masterdisk be-
lieves that when this true high-speed networking is available
(it is in the testing phase now), it will become a new business
paradigm for their facilities that they call Remote Ears. By
quickly retrieving large audio files, VanDette can listen to a
producer’s posted file in his mastering suite and give imme-
diate feedback. “With Cubase guys not going to major studios
as much, mastering is more important than ever,” he explains.
“For a lot of my clients, the bass player in the band is pro-
ducing the record and they're open to suggestions. They just
send me the uncompressed audio, and that saves them the
FedEx cost for delivery. It allows me to sell more studio time
by charging my client to collaborate with him much sooner,
and it pays for whatever broadband service 1 would need.

“And whereas major labels used to order a separate mas-
ter for every territory where they’re doing record production,
they've learned that they can distribute the digital file set as
needed. This is saving money on both sides.’ |
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Don't you deserve more?

GC PRO

ACCOUNT MANAGERS

Southern California:

Donovan Stark
909.318.0285
donovan@gcpro.com

Hollywood:
Susan Wheeler
323.878.0660
susan@gcpro.com

Northern California:

Chris Lawrence
415.999.0045
chris@gcpro.com

Pacific Northwest:
Michael Gardner
206.953.8885
miichael@gcpro.com

Rocky Mountains:
Walt Beery
720.308.7011
walt@gcpro.com

Texas:

Adrian Peritore
512.632.0581
adrian@gcpro.com

Florida:

John Sawyer
954.629.6346
john@gcpro.com

Georgia:
Jason Block
678.641.0244
jason@gcpro.com

New York:
Blue Wilding
917.297.7675
blue@gcpro.com

New Jersey:
Steve Jacobson
201.294.5366
steve@gcpro.com

New England:
PK Pandey
508.341.3499
pk@gcpro.com

GC Pro thinks you do. After all, you're serious
about music recording, production, or live
sound. And perhaps your ideal scenario for
choosing a new DAW or mic preamp involves
more than ordering it off a web site, or dealing
with some anonymous salesperson on the
other side of the country.

That's where GC Pro can help. We give you
more than just the low prices you'd expect
from the world's largest pro audio retailer.
You also get extraordinary personalized service,
including the ability to evaluate professional
products in the comfort of your own studio.
And more, like our extensive expertise in all
aspects of music and audio, from project studios
to commercial recording, post production, live
sound and stage lighting.

Need more details? Check out our web site at
www.gcpro.com, or just contact one of our
Account Managers directly. You'll get a level of
service that's unsurpassed, and that may take
some getting used to. But it's okay — you
deserve it. Don't you?
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The 76th Annual Academy Awards

Pointing the Way Toward the Future of Broadcast

By Howard Massey

t's another crisp winter night in LA
Annie Lennox stands center stage at the
Kodak Theatre on Hollywood and
Highland, clad in jeans and faux fur and
singing “Into the West” from 7he Lord of the
Rings: The Return of the King, as if her very
life depended on it. Backstage and in the
orchestra pit, dozens of production crew-
members bustle about, setting up and adjust-
ing microphones, tending to the needs of the
talent and musicians, talking softly but
urgently into their RFPLs and cell phones.
Half a block away, Tommy Vicari sits
hunched over a Neve VRM console in
David Hewitt’s Remote Recording truck, fin-
gertips darting from fader to fader as he
deftly mixes the 55-piece orchestra accom-
panying Lennox. Behind him, Hewitt quiet-
ly moves between three Neve 961 subcars,
putting on and taking off headphones as he
makes minute adjustments to the string and
woodwind submixes. From a squawkbox
off to their left come the musings of an agi-
tated director, alternately cursing out cam-
eramen for missing their shots and cracking
bad jokes about the dress sense of selected
cast and crew.
In a TV satellite truck parked nearby,

Emcee Billy Crystal—heard in surround

80 MIX, May 2004  www.mixonline.com

Billy Crystal warms up the audience for the night’s performances, transmitted via high- and standard-def.

legendary broadcast mixer Ed Greene is in
the hot seat, though you'd never know it to
look at him. Seemingly unflappable, yet
deeply focused, he divides his attention
between two consoles: an analog Calrec
and a digital Mackie D8B, blending the sig-
nal from nearly 100 onstage mics and
numerous playback machines with Vicari's
orchestral mix. Issuing forth from the Meyer
Sound, KRK and JBL speakers surrounding
Greene is a lush 5.1 spread of the entire
melange.
And that’s just the rehearsal.

REPORTING FOR DUTY

It's common wisdom that it's big-budget
shows like the annual Academy Awards
that drive the broadcast industry forward.
This year's extravaganza was a major case
in point, transmitted simultaneously in
both high-definition and standard-def, with
two separate audio streams: a discrete
Dolby Digital-encoded 5.1 mix and a
Dolby Pro Logic ll-encoded signal, com-
plete with split surrounds. True, it was last
year's Grammy Awards show that first
broke the ice in that regard, but the
higher-profile Oscars not only boast a
longer pedigree, but also command a sig-
nificantly larger worldwide audience.

Despite the leap forward, much of the
production crew’s approach taken this year
was unchanged, thanks largely to the con-
sistency of personnel. (Hewitt has been
doing the show for the past 12 years; Vicari
and Greene for the past eight.) “The shift to
5.1 hasnt really affected my job,” says
Vicari, “because for me, it's all about the
music. 1 don’t worry about the technical
details. I just worry about getting the signal
from the players cleanly into the console
and mixing it so the listener can hear the
arrangement—hear all the elements the
composer had in mind. Mind you, it does
sound glorious in 5.1, having the image
wrap around you; it's inspiring to me.”

It's a broadcast trend that all three men
see as inevitable. “Surround sound is some-
thing that the public has embraced and
nobody’s going to go back,” Hewitt says.
“Actually, the whole surround phenomenon
is kind of amusing to me and to most
remote mixers, because our goal has always
been to re-create what you're hearing in a
concert. Trying to do that in stereo was
always very difficult, but we always miked
in surround, so to speak, to try and get the
feel of the live venue. So, essentially, I'm not
doing things a whole lot differently.”

Clearly, it's Greene's role that has been
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the most affected by the brave new world
of multichannel audio. “Things are get-
ting very complicated,” he reports. “For
this show, we actually generated four
separate mixes: a domestic 5.1 for HD, an
international 5.1 HD, a domestic SD-
encoded and an international SD-encod-
ed, with the international mixes exclud-
ing the show announcer and commercial
bumpers. That's pretty complicated stuff
for a program that's primarily a lectern
show. 1 dont want to minimize it, but
there's really just two lecterns and a cen-
ter mic, plus the orchestra pit and a lot of
film cues. The thing is, the Oscars are a
very high-profile show.”

Asked if he feels that production
requirements are getting /oo complex, he
responds with a laugh: “No, not so far,
anyway. But every show now presents a
whole new set of requirements. Certainly,
the 5.1 mix 1 put together for this year’s
Academy Awards was a lot more adven-
turous than the one I did last year.”

Remote Recording Services’ David Hewitt (I} and broadcast

mixer Ed Greene looking calm, cool and collected

“Is a ratchet,” Hewitt observes.
“Every year it goes up one click, and it
never goes back.”

Greene's enthusiasm for surround
sound is obvious. “I's a great new
palete, and I'm convinced it's here to
stay. DVDs are driving it, of course; it's
delightful to watch movies that way at

sound for picture

Befty Bonafassi fronts the jazzy rendition of “Belleville Rendez-Vous” from the film Triplets of

Belleville, alongs