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Bring all your viewers into the picture.
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Dolby Pro Logic ll: Surround Sound for Stereo Services

Surround sound’s not just for HDTV. Dolby® Pro Logic® Il delivers
compelling surround audio over stereo analog and digital services,
bringing impact and realism to the entire TV broadcast audience.

In fact, Dolby Pro Logic il has wide applications. Whether you’re
creating content for television, HD Radio, video games, or even CDs,
the DP563 Dolby Surround and Pro Logic Il Encoder gives you the
ability to easily generate and deliver five channels of exciting surround
sound. In remote TV broadcast applications, the DP563 is ideal for
simultaneously creating the surround mix for an analog service from
the same discrete 5.1-channel mix that feeds the HD encoder.

Increasingly, many popular shows are broadcasting with Dolby
Pro Logic Il. Isn’t it time to broadcast your programs in the same high-
quality surround sound to all your viewers?

O([boLBY]

www.dolby.com/tvaudio

Dolby, Pro Logic, and the double-D symbm! are registered trademarks of
Dolby Laboratories. All other trademarks remain the property of their respective
owners. © 2005 Dolby Laboratories, Inc All rights reserved. S05/16642
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Selected programs now airing in
DOlby Pro LOgiC I where available):

TV series and specials

“24” (FOX); 48th Annual Grammy® Awards
(CBS); The 78th Academy Awards® (ABC);
American Idol (FOX); Austin City Limits
(PBS); Crossing Jordan (NBC); Desperate
Housewives (ABC); Las Vegas (NBC);

Law & Order (NBC); Law & Order: Criminal
Intent (NBC); Law & Order: SVU (NBC);
Monday Night Football (ABC); Monk (USA);
NASCAR on FOX; NBA on TNT; NFL on (BS;
NFL on FOX; Six Feet Under (HBO)

Additional sports programming

Comcast Sports Network
(selected Phillies, Orisles, and Sixers games)

NBA TV
(NBA, WNBA, and original programming)

WGN Chicago
(Cubs, Sox, Bulls home games)

YES Network
(Yankees games)
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AUDIO FIRST

Aviom’s Pro64 Digital Audio Network

Sometimes It Tukes A Revolution.

Aviom’s world-class designers have created a
groundbreaking audio networking technology -

a revolutionary solution that delivers exceptional
audio fidelity and enhanced network performance.

Ethernet-based approaches are inherently prone to
jitter, wander, and latency accumulation. A-Net Pro64

addresses these problems at the system level,
managing these and other fundamental networking
issues - always keeping your Audio First.

Whether you need a simple digital snake or you're
moving and managing thousands of audio channels,
it's time to align your high standards with the best
technology available ...

The A-Net Pro64 Digital Audio Network.

REVOLUTION.

For White Papers on High Fidelity Audio Networking
and Streaming Audio please wvisit:

www.Aviom.com
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Beauty is more
than skin deep.

First impressions can be misleading.

A On the surface, many microphones appear

The heart and soul:

The capsule is the heart of
any microphone. The NT2-A is
built around the same capsule
used in the internationally
awarded K2 tube microphone.

A solid foundation:

" The computer designed and
~ modeled non-resonant
substructure is precision
machined using the latest
automated systems.

The art of electronics:
Audiophile grade surface mount
technology as used in only the
finest and most expensive
studio microphones.

reeeeee
Bigddd

~ ‘ to be the same, it's only when you look
}’ deeper you see the truth!

The New NT2-A, represents

a major technological
advancement over the legend
that started a revolution, the NT2:
a studio microphone that sold in
the hundreds of thousands, and
is the tone behind countless
recording hits.

When you decide to invest in a
studio microphone, look a little
deeper than what is on the
surface and you will see that
RODE stands alone.

No other microphone delivers

the same combination of sound
quality, engineering excellence,
and true value for money.

.the true sound of beauty

www.rodemic.com

RODE
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Revolutionary

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

LSR

www.blpro.com

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

H A Harman International Company
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(rooves. Solos.
Sometimes the music

goes to magical places.

When that happens, make

AKG WMS4000 | Galactic is known forbeing r;\usicallg adventurous with its funk/fusion style.
That's why AKG offers products like the WMS 4000. A wireless mic system for vocals or instruments
that's simply unrivaled for audio quality and reliability. It captures those unexpected moments with very
expected clarity. When the music is going places, make sure your equipment is worthy of the journey.

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

US: (615) 620-3800 / Austria: (+43 1) 86 654-0/ Germany: (+49 89) 8716-0

M A Harman International Company  AKG is a registered trademark of AKG Acoustics GmbH, a Harman International bndustnes, Incorporated company

World Radio History




You'll start
hearing things

E-MU Systems and legendary
amplifier/speaker designer Jun
Makino have designed the new
PM5 Precision Monitor from the
ground up to reveal every detail of
your mix. At $249.99* the PM5 offers
superior imaging, hi-end transient
detail and articulate bass with
features rivaling compact nearfield

monitors over twice the price.

Custom 40W/40W bi-amplified power section withlaiscrete Class-A input stage, MOSFET output stages,
active crossover and overload protection

World-class neodymium and glass fiber drivers offer linear frequency response from 67Hz to 20kHz (+2.5dB)

Premium cabinet features radiused edges, flow-optimized port and one inch thick front baffle

Experience a new level of detail and clarity with E-MU's
PM5 Precision Monitor - you’ll start hearing things.

* gsiimated street price monitors soid individually

U0 g (000 -
TS www.emu.com 888037201372 — E'MU

2005 E MU Systems, Inc. E-MU is a registered trademark of E-MU Systems, Inc. in the US and other countries. All other brand names are the property of their respective owners
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features

34 The Big Squeeze
Admit it: Albums are louder today than ever before. And we're not just talk-
ing peaks here—pressure from all sides to “make it louder” has a serious
effect on a mix's volume nuances. Have we truly reached the “death of dy-

namics"? We asked those closest to the issue—mastering engineers Hank
LAGE 42 Williams, Bob Katz, Stephen Marcussen, Bob Olhsson, Joe Lambert and
Doug Sax—and their answers may surprise you.

42 Safeguarding Sonic Treasures
Audio storage used to be so simple: Pack up those reels and store them
in a cool, dry place. (Worry about baking the tape later.) With today's rapid
succession of file formats and hardware protocols, combined with shrinking
budgets, safely storing our work is much more complex. George Petersen
talks to everyone from Grammy-winning engineers to space-age archival
professionals to find out how to preserve your work for posterity.

46 TEC Awards Photo Wrap-Up
This year’s Technical Excellence & Creativity Awards hosted industry greats
Arif Mardin (being inducted into the Hall of Fame)—who was brought on-
stage by Atlantic Records founder Ahmet Ertegun and treated to an emo-
tional rendition of “Through the Fire” performed by Chaka Khan—and David
Byrne, as well as those who were involved in the best audio products and
projects of the year. Peruse this year's photo spread of the highlights from
the show, which benefits hearing health and awareness.

50 The Sound of Silents
It seems a bit ironic that a silent movie would have sound. But for these
classic film re-issues, composers and scoring mixers are put to the test—
providing all of the music for a film, whether it be compiling from existing
music or creating a complete score.

On the Cover: Doug
Sax's new The Master-
ing Lab (Ojai, Calif.) is
surround-ready, com-
plete with a custom-
ized ATC 5.1-channel
monitoring system and
a custom-built, trans-
formerless tube con-
sole. Photo: Edward
Colver.

Check Out Mix Online! htip://www.rr i m

[Volume 29, Number 13} is ©2005 by PRIMEDIA Business Magazines & Medio, 9800 Metcalf Ave., Overland Park, KS 66212. Mix (ISSN 0164-9957) is published monthly. One-year (12 issues) sub-
scription is $35. Canada is $40. All other internationol is $50. POSTMASTER Send address changes to Mix, PO. Box 638, Mt. Morris, IL 61054, Periodicols Postage Poid at Shawnee Mission, KS ond at

itional mailing offices.This publi may not be duced or quoted in whole or in part by printed or electronic means without written permission of the publishers. Printed in the USA. Conadion
GST #129597951; Canada Past Publicatians Mail Agmmon' #40597023. Canoda retum address: DP Global Mail, 4960-2 Wolker Rd., Windsor, ON N9A 4.5,
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The DPA 3521 stereo kit. Two DPA 4021 compact cardioid microphones
matched within 2 dB on frequency response, sensitivity and self noise.
Supplied in a robust carrying case with an XY/ORTF holder, two goose-
neck mounts and two magnet bases, the DPA 3521 is designed for low
profile mounting inside pianos. Its also the perfect stereo pair for drums,
horn and string sections and choirs, and a spot pair for acoustic ensembles.

The DPA 3521 stereo kit - the perfect partner for your instruments.

TEC Award Nominee
4088 Cardioid Headband

W7/
N
&N
For more information contact DPA Microphones, Inc., Lyons, CO 80540, Ph.: 303 823 8878 /Il\\

info-usa@dpamicrophones.com www.dpamicrophones.com MI CROPHUONES
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A MARKER TO LABEL YOUR DISCS?

THAT'S LIKE WEARING A CONCERT T-SHIRT
TO A CLIENT PRESENTATION.

MAKE YOUR BUSINESS LOOK BETTER. Do disc publishing right. Bo it
affordably. With the Rimage 20001, you can design, burn and print directly
to CDs and DVDs. And since it's from the world leader in disc publishing, you
can be sure it's easy to instal! and fully network-capable. Whether you need

ane disc, or a hundred, the image 2000i will be there to handle the task. —
F32 RIMAGE 2000

CREATE. BURN. PRINT.

To give your discs a sharp, professional image call 1-800-482-3327 for a Rimage dealer near you, or visit www.rimage.com/2000i.
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FROM THE EDITOR

You Better Shop Around

his week, | listened to some of the worst tracks I've heard in years. It was a

standard (guitars/bass/drums/vox) rock project that any pro could have mixed
in his/her sleep. | was aghast at this lifeless, mushy mix—and so was my buddy
Walter, who, as a friend of the band, brought the FireWire drive containing the
tracks by my studio. Certainly, a new mix could fix everything—or at least ease
some of the pain.

The story began months ago, with the band hearing some decent mixes from
a guy’s bedroom studio; he offered to do the album for about $2,000, paid part
in cash and part with the band buying a plug-in suite he needed. This was the first
of many clues indicating that something wasn’t right, but as recording novices, the
band didn‘t pick up on these until it was too late. Another clue? The drum miking
employed novel methods such as placing the “overhead” mics low and pointing
toward the edge of the cymbals. There was no ping, but plenty of a strange phasing
effect as the cymbal wash moved above and below the capsules’ axis. The peak
levels on the DAW tracks varied from -40 dB to beyond-clipped square waves. The
miked guitars were mush, the bass indistinct and the singer had intonation problems
that were never recut. Things can sometimes be fixed in the mix, but working on
these tracks was nearly impossible.

Unfortunately, the band felt that the problem stemmed from them not having
enough money and got what they paid for. Not so! This well-rehearsed band with a
tight drummer could have gone into any number of smaller studios, spent a couple
days tracking, a couple days mixing and have a great result. Well after the fact, the band
found out the demo tracks the engineer played for them were from a band that mixed
themselves and went direct on everything except for the drums, which were cut at a
demo service where a hot studio drummer plays/records tracks for your songs.

| should emphasize that this is not an indictment of project studios, but of
incompetent people who—having bought some gear—think they know how to use
it. The lesson here is to shop around. Business is slow in the studio industry, creating
a buyer's market—sometimes a $150/hour room can go for $80 or a $100/hour
room for $40, depending on demand. If you're on a budget, most studio owners
are glad to work with you. If you're flexible about time, then ask if there’s a slow
time—maybe a late-night session when you can get a better rate. A producer | know
gets insanely low lockout rates to track at high-end studios by booking the week
between Christmas and New Year's—traditionally slow times in some industries.

A little creativity and a few phone calls can really pay off. But once those hot
tracks are mixed, make sure your budget includes some dough for real mastering.
Sure there are plenty of mastering gizmos and plug-ins out there, but there’s also
a reason why top artists turn to the golden ears of a pro mastering engineer to
give their releases that major-label sound. And after all the time, effort and money
you've spent on your project, doesn’t your work deserve it?

/ﬁao?a /ZZJ -——

George Petersen
Editorial Director
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NEW!
Award-Winning Audio

Unbeatable Value

|
ros everywhere know that ,
the Studio Precision 8 has 0 ‘e

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

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

Precision6 4
Biamplified Direct Field Monitor System [ I

P.O. Box 4189 - Santa Barbara, CA 93140 - Voice: 805-586-7777 - Fax: 805-£66-7771 - Email: info@eventl.com « Web: www.eventl.com [ l [ [: I H l] N | [: S
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SCHOEPS

Mikrofone

Finally... Your shotgun will sound like a Schoeps

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

|nnovatio‘r:?

Redefined

REDDING AUDID, Inc. 97 S. Main St. #10
Newtown CT 068470 phone: 203. 270.1808

www.reddingaudio.com www.schoeps.de

Here’s something new to get ee

AMPED

about.

Introducing our new PS8R, a biamplified,
stand alone, nearfietd monitor that's sure to
turn the audio industry on its ear. Quincy
Jones, Sting, Santana and Neil Young have
already discovered how our patent pending
ribbon technology delivers unequatled
clarity and definition. Hear what they hear.
The pure sound of SLS.

POWERED BY

8IGMA DELTA AMPLIFIER
TECHNOLOGY

www.slsloudspeakers.com

SUPERIOR

$TENING SYSTEMS

UDIO CLARITY REDEFINED
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B  Built-in Add-On Effects — Modeled Compressors, EQs,
Tape Saturation, Reverbs

B Remote Control Support from DM1000, DM2000 and 02R96

B Automatic Gain Adjustment for systems with shared inputs

A steady diet of hardware and software upgrades are required to sustain
a digital console like the PM1D. We follow up on the PM5000 mic preamp

upgrade cards with the new V2 software.
B Load and Save Filter for enhanced backup/restoring of mix

V2 is a major upgrade based on ideas we got froimn you. One of the best el

things about a digital console is that it can evolve, but it requires . . .
g g “ B Enhanced Event List for time code-synchronized or manually-

a company with the expertise, resources, commitment and longevity to sequenced shows

sustain it through its lifetime. a Wand [Buch¥mGTa!

The mad scientists at Yamaha stay up late in the lab every night cocking For detailed information on PM1DV2, visit our website at www.yamahaca.com
up something new so your PM1D will constantly be fed with the latest

/ \ ) CO Yamaha Corporation of America
| P.O. Box 6600, Buena Park, CA 90622-6600
- CommrEr g 2006 Yanah Cetyoraion of Ameriv

World Radio History

and greatest Yamaha technologies.

>N




Letters to Mix

MARDIN MEMORIES

Great interview with legendary genius Arif
Mardin ["Mix Interview,” October 2005]! He
and his brother helped shape much of the mu-
sic | listened to while growing up in New York
City. His special mention of Tom Dowd showed
the respect for another genius | once had the
pleasure of spending a brilliant afternoon with
in Miami, listening to him tell of days and
nights recording with the Mardin brothers.

Al lrizarry

GOLDEN EARS

INTO THE GOLDEN YEARS

As an audio engineer invoived in the research
and development of technology for deaf and
hard-of-hearing people, I'm always delighted
to see the pro sound and recording industry
address the important topic of hearing loss.
In the July [2005] issue of [“Insider Audio”],
the author recounts a discussion with his
audiologist about the value of equalizing
sound to compensate for hearing loss. Unfor-
tunately, the conclusions are both confusing
and misleading. Perhaps the problem is that
audiologists and audio engineers do not speak
the same language.

The audiologist [Dr. Chris Halpin] is quoted
as stating, “In sensory hearing loss from age
or exposure to noise, the apparent loudness
does not shift with thresholds. You just lose the
quiet tones.” Naturally, the audiologist is think-
ing about pure tone audiometric testing. Audio
engineers think about the full spectrum of
musical sound. if the mixing engineer/producer
has a hearing loss of 60 dB at 8 kHz in both
ears, then histher mix will probably reflect this.
If left alone to do the mix, relying on listening
to a monitor system that is more or less “flat,”
it could very well turn out to be an overly
“bright” mix. So, is there value in correcting a
sound system to fit the listener/mixers’ hearing
capabilities? | think so.

| invite all readers past the age of 40 to
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equalize a good pair of headphones for a per-
ceived flat response from 20 to 15k Hz. { use a
Ys-octave stereo EQ and an old mix reference
test CD with V5-octave test tones. Doing one ear
at time, start at 1 kHz, setting a comfortable
level. Go through all the tones and adjust the
corresponding EQ adjustment for approximate
equal loudness relative to 1 kHz. Don‘t be sur-
prised if you run out of adjusting room at the
high frequencies!

Play a CD of which you are very familiar.
Switching the EQ in and out is a very revealing
experience! The subtle high-end sounds of trian-
gles, cymbal brushes, tambourines, xylophones
and other acoustic instruments emerge from the
mix in proper balance.

There is so much that we do not know
about sound and perception. There are “deaf”
musicians such as Evelyn Glennie who seem
to function quite well by “feeling” the music.
There are also theories that suggest the neural
pathways that carry high-frequency informa-
tion in the ear-brain connection atrophy when
they are no longer being used by those of
us who have high-frequency hearing losses.
Check out Dr. Alfred Tomatis (www.tomatis.
com) and his research that shows the ear to
be responsible for so much more than just
hearing. For myself, | notice feeling energized
after an “equalized listening session,” sort of
like stepping out of a steamy shower into a
cool, dry room.

As the population of audio pros ages and
continues to work in this field, the subject of
hearing loss and what can be done to [prevent
it when possible and assist those who are af-
fected by it] will become increasingly critical.
| hope that Mix will continue to cover this
subject, along with helpful bits for the younger
generation on how they can protect what they
have—while they still have it!

Norman Lederman

Oval Window Audio

Nederland, Colo.

TIP FROM AN AVALON INSIDER

I'd like to point out one inaccuracy in the “All
Access” report on The Roots’ San Francisco show
in the August 2005 issue.

The Grand Ballroom, currently operated
by Another Planet Entertainment, was not the
historic Avalon Ballroom. The Grand is in the
Regency Center, which was originally built as
a Masonic Lodge facility. The room now called
The Grand was from the late ‘60s, a movie the-
ater called The Regency. Its entrance was on
Van Ness Avenue. The Avalon, whose entrance
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was around the corner on Sutter Street, was,
after its days as the Family Dog’s dance palace,
also converted to cinema use and dubbed
the Regency Il during its 30 years or so as a
movie theater. This is probably the source of
the confusion.

The room now called The Grand was still in
use as a meeting place by the Masonic Order in
the '60s and, except for one Mothers of Inven-
tion/Lenny Bruce show produced by Bill Graham,
was not used as a rock venue during the Fillmore/
Avalon era.

Lee Brenkman

Avalon Ballroom sound guy, 1968-'69

CLASSIC TOTO
Thanks for the article on Toto's “Africa” in the
August 2005 “Classic Tracks.” It's awesome to
read such an informative piece on such a great
band. It's too bad that they don’t get the press
or the recognition they deserve, especially in this
country. Having been a fan since 1978 (at the
ripe old age of 10), | just recently had a chance
to see the band in concert for the first time a
couple of months ago. They didn't disappoint
after all these years of waiting to see them.

One minor glitch in your article is that the
picture you showed of them wasn't the lineup
of the band at the time of that record. Joseph
Williams and Mike Porcaro weren't in the band
then. | encourage anybody out there to check
out the SACD 5.1 mix of Toto /V!

Rob Mount

SANS ESATA
Jason Scott Alexander’s “The Audio Pipeline”
[October 2005] was a valuable survey of digital
audio interconnects, but he omitted External
Serial ATA, or eSATA, which essentially adds
more robust cables and connectors to the
SATA spec and allows cable lengths of up to
2 meters.

eSATA would enable things like my hypo-
thetical “invisible” desktop computer: Picture a
Mac Mini, but with the hard drive located in the
power supply brick on the floor. The remaining
components could be packed into an enclosure
slim enough to be attached to the back of a
flat-screen monitor via Velcro™, completely out
of sight.

Rob Lewis

Shared Media Licensing Inc.

Send Feedback to Mix
mixeditorial@primediabusiness.com
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Genelec, the benchmark in active reference monitoring, offers the K 8000 Se ri eS /:'

most complete line of active reference monitors for professional -
audio, no matter what type of audio you are producing.

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

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

Contact us for system specification and a demonstration using 3
the complete range of Genelec 7000 and 8000 Series monitoring %h«
solutions in your room. "NNER
Genelec
8050A

www.genelecusa.com

International inquiries: Genelec Oy, Olvitie 5, FIN-74100; lisalmi, Finland ®
T +358-17-83881, F +358-17-812267 Email genelec @ genelec.com

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

In China: T +86 10 8580 2180, F +86 10 8580 2181 Email genelec.china@geneiec.com



CURRENT PROFESSIONAL AUDIO NEWS AND EVENTS
rTHE PASS FINALLY HOSTS GRAND OPENING

Producer/mixer Dave Way and Jamie Way (former Larrabee East studio manager),
along with investors Diana Richardson, Tony Richardson and Brent Spiner, have
purchased Larrabee East and renamed it The Pass (L.A.). (See “L.A. Grapevine,”
May 2005 for more information.) Although the studio “officially” opened in April,

recent renovations to the mix room and lounges pushed the grand opening party

to September 16. Since
BE COUNTED!

taking over the studio,
@ PAMA

The Pass has hosted

such artists as the

Rolling Stones, India.

Arie, Rosanne Cash,

Switchfoot, Wolfmother

and Van Hunt, as well

as producer/engineers PAMA TO RELEASE INDUSTRY SALES STATS
The Professional Audio Manufacturers Alliance
(www.pamalliance.org) will launch a “State
of the Industry Worldwide Pro Audio Sales
Statistical Survey.” Manufacturers (PAMA
members and non-members) interested in
participating should contact Paul Gallo at

Bill Bottrell, Dave
Sardy, Matt Wallace,
pgallo@pamalliance.org or at 212/696-1799.

Dave Bianco, Mark
Trombino, Nick Launay,
Pat McCarthy and Rob
Schnapf. Visit the
studio online at www.
thepassstudios.com.

SHURE'S NEW PLC A LISTENING PLAYHOUSE

Shure has added to its 6,500-square-foot, o
two-story Technology Annex with the new '
Performance Listening Center (PLC), designed
by Russ Berger Design Group. The PLC will aid in
Shure’s research, design, product development
and competitive analysis efforts.

Large enough to accommodate a small
band, a full drum kit and a baby grand
piano, the evaluation studio’s main room is .
bordered by an iso booth and a control room The evaluation studio can hold a small band,
housing recording and playback gear, as well a fol drum kit and a baby grand piano.
as the engineer's and producer's desks.

Rather than employing a traditional

PHOTO: MASIKA SWAIN

The Pass owners, from left: Jamie Way, Dave Way, Loree McBride, Brent Spiner,
Diana Richardson and Tony Richardson. Kneeling: friend Michael Domn

The control room houses a por-
table rolling rack full of software
and hardware goodies, as well
as ATC SCM 50 ASL monitors.

as three ATE SCM 100 ASL active monitors, a

16 MIX, December 2005

mixing surtace, the control room incorporates
Sony Vegas 6, Sound Forge 8, Steinberg
Nuendo 2.1 and Wavelab 5 software;
recording hardware includes Prism Sound
ADA-8Xr 8-channel D/A converters with
FireWire and two Grace Designs m802 8-
channel mic pre’s with remote control—all
residing in a portable rolling rack. Monitoring
is via ATC SCM 50 ASL active enclosures and a
Grace Designs m906 5.1 contraller.

The critical listening room boasts tiered
seating for 14 and a bamboo fleor, as well

Carillon Audio Systems computer and 192kHz
multichannel AES/EBU interface capabilities
from Lynx Studio Technology.

Chicaga-based Krueck & Sexton Architects
guided the PLC's implementation. From Shure,
Ken Platz, acoustical engineering manager,
and Jason Milo, mechanical CAD system
administrator, oversaw the design and
installation of all technical infrastructure,
with additional guidance provided by the
company’s Jim Furst, Mark Gilbert, Jon
Halverson, Yuri Shulman and Glen Brown.
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From left: Meyer Sound’s John and Helen Meyer
and LCS’ John McMahon

MEYER SOUND ACQUIRES LCS

On November 1, Meyer Sound announced that
it has acquired LCS, which manufactures VRAS,
CueConsole, CueStation, Matrix3, SpaceMap and
WildTracks. The two companies began working
together on the development of Meyer Sound’s
Galileo loudspeaker management system. “A
strong relationship was created with LCS through
the development of Galileo,” commented John
Meyer, president/CEO of Meyer Sound, “and I
look forward to leveraging their technologies
to give users the same high level of quality and
functionality in digital products as we have in
everything Meyer Sound makes.”

LCS’ CEO, John McMahon, plans to combine LCS' technologies with Meyer Sound’s marketing and manu-
facturing capabilities: “Meyer Sound's excellent reputation and profile in audio will enable us to provide
innovative products to broader markets and continue pushing the state of the art forward in new ways.”

LCS will remain in its Sierra Madre, Calif., and Vernon, B.C., offices with all 18 employees remaining
onboard; McMahon and LCS senior VP Steve Ellison will continue to promote LCS' line of products.

The Mix Foundation for Excellence in
Audio has announced that the 2005
TEC Awards Scholarship Grant “as
been awarded to Jeanne Montalvo.
The Georgia State University senior

is studying music recording technology.
Montalvo's future plans inctude going to schoolin
Barcelona and receiving a certification/diploma

TEC SCHOLARSHIP WINNER ANNOUNCED

in live sound and then working in Europe.

“I am driven by a passion that becomes
more and more obvious to me every day,”
Montalvo said. “It is never work when one is
living his or her dream.”

For more information about the TEC
Awards Scholarship Grant, please go to
www.mixfoundation.org.

COMPILED BY SARAH BENZULY

» MOVE | ——

Who: Brad Vosburg, owner/operator, Fox
Mountain Productions (Nashville)

Main Responsibilities: recording, editing and
mixing. Any open days I have are used to
maintain the equipment and play catch-up on
paperwork.

Previous Lives:

® 2002-2005, freelance audio mixer

* 2001-2002, Digidesign L.A. product
specialist

How I plan to include my recently acquired
Pro Tools Expert Operator certificate is...as
another useful selling point when talking to
potential clients.

I knew I was in the right industry when... I
worked on my first album project when I was
14. Remember vinyl?

The last great movie I saw
know about
great, but the last movie I
rented was Super Size Me.
I'm preparing all my meals
at home from now on!
Currently in my CD changer:
an indie-label debut album I just finished
mixing for the band Dime Store Thieves,
Mos Defs The New Danger, a Paul McCartney
compilation that recreates his set list at
Madison Square Garden, Foo Fighters' In Your
Honor and The Grays' Ro Sham Bo.

When I'm not in the office, you can find
me...working on my cooking skills in the
kitchen.

was...don't

JONESING FOR A PROJECT STUDIO UPGRADE

Composer/sound designer Jeffrey Allan Jones brought in MW Audio to supply
production equipment and acoustic treatment products (Auralex ELITE B24
Fiberglas Pro Panels) to his new Hollywood project room, Alan Audio Works
(Lakewood, Calif.; www.alanaudioworks.com). The studio comprises a 350-
square-foot mix room with 5.1 monitoring linked to a voice-over booth
and two tracking rooms. Also brought in were high-end mics (Neumann,

AKG, Sennheiser), pre's (Avalon Designs)
and monitor systems (Genelec 10304, 7060),
which augment his existing Pro Tools|HD3
DAW and accessories.

One of the first works completed in the
facility was a complete sound design and
mix for Disaster, director Roy Wood's new
claymation feature film produced by Dream
Entertainment. “The live tracking rooms and
vocal booths sound great,” said Jones.

Jeffrey Allan Jones
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IF | WERE STRANDED ON A PRIVATE ISLAND....

Michael McDonald’s Private Island
Trax (www.privateislandtrax.com), a
multi-room facility in Hollywood that
is celebrating its 20th anniversary,
has been expanded with a 1,200-
square-foot 5.1 film mixing theater.
The new room is based around Pro
Tools, Control|24 and Bag End TA5000
speaker systems for the high and
midrange L/C/R channels and two Bag
End S18E 18-inch sub systems.

In recent months, McDonald has
mixed six feature-length films using
the Bag Ends; the latest completed

project was remixing the music scores of 130 classic films for 20th Century Fox. “My clients are all very
pleased,” McDonald said. “The speakers project well and translate perfecty in theatrical mix settings.”

In other studio news, McDonald brought in a brood of kittens who were born at his home and raised
at the studio by the interns, managers and engineers. All of the “fuzzy little music lovers” were adopted
by clients, except two, whom McDonald named “woofer” and “tweeter.” Awww...

JET-SETTING PRO AUDIO TIPS

NEWS

Audio Analysts
(Colorado  Springs,
C0) appointed Robert
“Bob” Langlois
to VP of worship
design...Former
senior VP/technology
: merchandise manager
Ryhaan Williams for Guitar Center

Gene Joly joins
Musician’s Friend (Medford, OR) as senior
VP of merchandising...Anders Uggelberg is
now leading Alcons Audio’s (Netherlands)
cinema market development...Based out of
Euphonix’s (Palo Alto, CA) New York office,
John Mozzi is the company’s new director
of sales, Eastern U.S. region...Ryhaan
Williams, former project manager and client
relations manager for Venue Services Group,
joined Gepco (Des Plaines, IL) as Eastern
regional sales manager...Sennheiser (Old
Lyme, CT) appointed Patrick 0’Neal, Western
regional market development manager, and
Marke Burgstahler, Northern California/
northern Nevada sales representative...
Supporting  Audio-Technica’s  (Stow,
OH) Audio Solutions department is Todd
Campbell, audio solutions specialist; the
company also named JAM/Erikson Audio
(Quebec) for Canadian distribution...
Nichole Ortiz joined L-Acoustics (Oxnard,
CA) as the company’s sales and marketing
coordinator...New distribution deals: HHB is
Millennia Media’s (Placerville, CA) exclusive
UK distributor; Telex Communications Pro
Audio Group (Burnsville, MN) appointed
Left Coast Marketing (Redmond, WA) as new
Pacific Northwest sales reps; representing
Shure (Niles, IL) in Michigan is Audio Biz
nc. (Lakemoor, IL); and MI7 (Malmoe,
Sweden) will distribute, support and market

18

Standing, from left: Rob Arthur, John Pefia, Danny Wilensky, Steve Dubin, David Rideau, Alan
Pasqua, Billy Ward, David Garfield, Paul Nowinsky, Chad Wackerman, Billy Cross (RMC), Kim
Richey, Paul Brown, Paul Jacobs, Brandon Fields and Steve Hodge. Seated, from left: Jack Petruz-
zelli, Glen Burtnik, Ann Klein, Lenny Castro, Ellis Wagner Johansen (RMC), Flemming Ostermann
{RMC) and Kevin Becka

A group of 20 U.S. engineers, producers and musicians were recently invited
to teach a group of 130 students at the Danish Rhythmic Music Conservatory
(RMC) in Copenhagen, Denmark. The weeklong event gave college-age Danish
musicians and engineers a unique look into the performance, production and
recording of American music. It culminated in a standing room-only concert
that was part of Copenhagen’s Culture Night, a yearly event where museums,
concert halls, schools and other venues throughout the city are open until
midnight. All evening, the public is free to drop in on any venue to sample
the best art and culture the city has to offer.
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DTS’ (Agoura Hills, CA) surround encoding
products in Norway, Denmark, Finland,
Belgium, Luxembourg, Portugal and Spain.

The RMC event was broken into three segments. The band segment had
one of the American musicians guiding one of 15 Danish bands through
arrangements of various songs. The engineering segment involved
the recording and production of two songs—from start to finish—by
engineers David Rideau and Steve Hodge, and producers Steven Dubin and
Paul Brown. Engineer and Mix technical editor Kevin Becka, who taught
a surround recording workshop, headed the last segment. TC Electronic,
Tube-Tech and DPA Microphones, all Danish companies, supplied special
gear for the event.



Break Free

Now you have a choice

SYSTEN\j']VlC

Integrated DAW Controller

Simultaneous Control of Control Multiple Applications & W/S
Nuendo System 5 Channel Strips
Pyramix MC Intelligent Application Controller
Pro Tools Open Architecture

Logic Pro Record - Edit - Mix
Digital Performer Audio Post - Music - Video - Mastering
Final Cut Studio Affordable

-

= Fuphoni;




CURRENT

GIVE THE CONSUMERS WHAT THEY WANT

Just after the AES show doors. closed, Microsoft and Real Networks
announced that RealNatworks has settled its antitrust case against
Microsoft (filed in Decemer 2003) and the two companies have created
a partnership to create rore choices for the consumer in the digital music
and games industry. Included in the partnership is Microsoft's promotion
and marketing support of RealNetwerk's
Rhapsody digital music subscription service
on MSN properties (as weil as prorote use of
Windows Media technologies with Rhapsody
to Go) and offering RealNetworks' digital
games through MSN Gares and Xbox Live
Arcade for Xbox 360. In doing this, Micresoft
will pay Real $301 million in cash.znd provide
services during the next 18 months to suppert
the product developmen:, distsibution and
promotional activities.

Meanwhile, another player has joined
the field: MusicGiants Network, which offers
high-definition digital recordings from EMI Music, Sony BMG Music
Entertainment, Universal Music Group and Warner Music Group. Downloads
are priced at $1.29 each (as compared to Rhapsody's $0.49 and iTunes’
$0.99 each) and are offered in Windows Media Audio Lossless format
(1,200 kbps). To start, users must have a FC running Windows XP or device
that supports Windows Media Audio Lossless and Windows Media DEM,
register online, download (or via CD-ROM) MusicGiants' Network software
and open an accourt by paying the $50 annual fee. MusicGiants will then

CHUNG KING BRINGS IN PROTOOLS

BMUSGIAN

credit the customer’s account with $50 for music purchases.

Looks Lke competition against Apple’s reign in the digital music
domain :s Feating up—although Apple, whicq owns 80 percent of the
market, is making continual strides in the marketplace.

The next day, Apple announced iTunes 6, which adds more than 2,000
music videos and six short films from Pixar Arimation Studios for $1.99
each. Also, the company inked a deal with
Disney, whereby current and past episodes
of Desperate Eousewives, Lost, Night Stalker,
Thar'’s So Raven and The Suite Life of Zack
& Cody will be available through the music
jukebo< and online music store for $1.99
each. Customers can purchase and download
these shows from iTunes the day after they
air on TV, watch them on a Mac or PC and
aute-symc them to the iPod. iTunes 6 is
available as a free download at www.apple
.com/izunes.

While competition in the digital music
domair. is becoming fiercer, the underlying key to:success is giving consumers
what they want. Cas in point—the first Platinum commercial download:
Gwen Stefani's “Holladack Girl.” The track will also soon cross the 1 million
mark im rirgtone sales.

Accoreing to Jimmy lovine, chairman of Interscope Gefen A&M
(Stefani’s lzbel), “The music industry is changing, and this is a major
sign that digital cownloading has reached the mass market and
becomz a very significant business.”

€000c0otoca

NEFF PLANTS POST WORK

Home to scores of Platinum inch Cinema displays) through GC

recordings by the likes of Jenniter
Lopez, Justin Timberlake and will.
i.am, among many others, Chung
King Studios (New York City, www.
chungkingstudios.com) purchased
three fully loaded Digidesign Pro
Tools|HD systems (includirg several
new Apple G5 computers and 23-
)

Pro. The gear will be installed in
three of the studio’s five main
recording and mixing studios.
In addition, founder/owner/CEQ
John King is planning to build an
additional five to six demo rooms
for his newly formed Chung King
Records.

John Neff (left) and assistant
engineer Mike Boden. Not
pictured: assistant engineer
Andrew Freed

San Francisca Bay Area-based

lives of people living under foreign
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From left: Chung King studio manager Glenn Swan, John King, facility
coordinator Darren Barfleft and operations manager Joe Demby.
Not pictured: head rechnician Billy Cameron

wuw . nrixonline.com

audio engineer/film mixer John

Neff recently completed a mix of
Michael Frarti's new documentary
film, I Know I'm Not Alone, at The
Plant Studio’s The Garden Studio in
Sausalito, Calif. The film looks at the

military occupation, specifically in
Iraq, Palestine and Israel. Neff mixed
using Pro Tools|HD and numerous
Waves plug-ins. The film's mix stems
were monitored and folded down in
the studio’s SSL 8096 console.
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ON THE COVER

The Mastering Lab

By Heather Johnson

rammy-winning mastering engineer
G and audio pioneer Doug Sax looks

out onto very different vistas these
days. From his new 5.1-equipped Mastering
Lab studio in Ojai, Calif., windows to the
outside reveal the Topa Topa Mountains, pink
skies at sunset and two horses grazing across
the street. Much different than the Toyota
dealership across the street from his success-
ful Hollywood facility, which he’s owned for
38 years. Inside, his original two-room facility,
which is still running full-throttle, looks like
most mastering houses: An engineer sits at
a mastering desk with equipment in front of,
below and maybe behind him, with speakers
1o each side and out front. But at the Master-
ing Lab-Ojai, Sax and guests listen to surround
and stereo mixes unencumbered, with no
console or computer screen blocking the way
of their eyes and ears.

“In surround, you have much more listen-
ing to do than in 2-channel, and for me, |
have to hear [a track] through,” says Sax. “I
found that | was doing a couple of changes
and then a lot of listening. That’s when | got
the idea of, "Why have anything in front of
you?’ When you wark in this room, there’s
nothing between you and the speakers—any
of the speakers. It makes the sound ex-
tremely clear, and what you want to do with
that sound becomes more obvious. ”

Sax listens on a customized ATC SCM150A
5.1-channel monitor system, comprising five
ATC SCM150A loudspeakers and an ATC
15-inch subwoofer installed in the front wall.
“The front three speakers are not free-stand-
ing, they’re soffit-mounted. But the soffit is
not the full height of the room. We came up
with this half-wall. It really works because
the room feels large and the speakers are
really allowed to do what they do.”

Sax had multiple reasons for opening a
second facility,. He wanted a dedicated sur-
round room, but not in L.A. because he and
his family had plans to relocate. After a few
visits, they settled on (and in) the small artistic
community of Ojai, which is situated 75 miles
north from the original Mastering Lab—close
enough for his L.A. clients to attend a session
or for Sax to commute to work with clients
such as Ed Cherney, whose schedules don’t
always allow for the 90-minute drive. Plus, he
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The Mastering Lab offers unobstructed listening from this spot. Inset: Doug Sax

knew that to create the best possible surround
environment, he had to build from the ground
up. “A 2-channe! room madified for surround
is not good. But a room built from scratch to
optimize surround monitoring can also serve
as a perfectly wonderful 2-channel room.”

Sax—with experience building rooms at
MG Studios and at a site on Big Bear Lake, as
well as serving as part of the original Mastering
Lab design team in 1968—teamed up with Los
Angeles—based designer Rick Ruggieri to build
his new single-ended facility. Like the original,
most of the Mastering Lab-Ojai's equipment
is custom-built, including the transformerless
tube console, complete with big knobs re-
sembling the custom boards of the early ‘60s.
EQs and other outboard equipment are also
handcrafted, save for a GML Digital EQ that,
admittedly, has not been modified!

The desk ana console reside behind the
head engineer’s chair, while the controls
for the SADIE DSD 8 workstation sit on the
opposite side of the desk. The IBM-based
SADIE computer resides in the machine room
together with power supplies for all of the
tube equipment. The two-person setup puts
Sax in the driver's seat, where he can flip
around after listening to a track and make
adjustments on the console, while another
engineer mans the SADIE, which would be
used to record Sax's modifications. The SADIE
Series 5 offers full editing and mastering of

www.mixonline.com

64fs DSD signals and incorporates authoring
facilities for SACD. So while the Mastering
Lab can accommodate pretty much any
format on the market, Sax keeps his eye
on surround. “Right now, surround is very
quiet,” he says. “But we all expect it to
slowly pick up, even though the industry has
done everything they can to kill it by having
competing formats.”

Getting a project done correctly is what
gave the Mastering Lab its edge in the days
of the LP and keeps the studio on top in an
era of CD, DVD, SACD and myriad other
mediums. “When | started, everyone said,
‘Why do | need you? | just wrn my tape into
Capitol or Columbia and | leave.” And | said,
‘Because we can do it better and we can fix
things.” And when we opened our doors in
‘68, nobody gave a damn because they really
didn’t know what we did. But by 1971, you
couldn’t get into the Mastering Lab. It was
booked 24 hours a day.”

Now, in the days of basement home stu-
dios equipped with mastering plug-ins and
effects systems, studios such as the Mastering
Lab still have to answer the ‘why do | need
you' question. But for those willing to turn
their good-sounding project into a great one,
Ojai's only a short drive (or FedEx slip or file
download) away. [ |

Heather Jobnson is a Mix assistant editor.
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The Old Three-Way

Learning to Use Judgment

two-part column. I hate two-part columns. 1 despise
two-part TV shows. Hell, I don't even like two-part
epoxy. But sometimes there is so much to say that to cram
it into a single column would require the elimination of all
adjectives and verbs. So I choose, reluctantly, to use com-
plete sentences and hope that you will bear with me.
And so we begin.
There are three ways to buy things. I don't mean retail,
Internet or from your cousin Joe who just got out again. |
mean three basic attitudes, three approaches.

Filst, I feel it is only fair to warn you that this is a

ONE IS THE LONELIEST NUMBER
First, the easiest—you just buy the best. This is certainly
the simplest, as it requires minimum judgment and spe-
cific education about the product you are buying. Life was
pretty easy for Thurston Howell 111 before the three-hour
tour in spite of his comic naiveté. He was rich enough to
buy the best, and rich enough to pay others to tell him
what that was.

All that is required is that you ask your rich friends what
brand of yacht, car, TV or amp they like the most, and you
get one. All it takes is bucks. Easy.

A SIDE NOTE FROM THE OTHER SIDE...

I spent my life doing the absolute best I could—Dbest en-
gineering, performing, surfing, welding, whatever—for a
reason. My companies make the best products possible for
the same reason. And this may not be what you think.

Certainly 1 appreciate quality, and I want my stuff to be
as pure and solid as possible. It's a personal thing—some
might say ego.

But there is another core reason why 1do this. It is easy.
T don't have to spend time guessing what compromises
I can get away with to save money on parts or make a
cheaper chassis. I don't have to evaluate lower-priced ca-
pacitors to see if anyone can hear the difference or if they
fail sooner. 1 just find and use the best of the best.

So if my designs are correct and significantly superior,
and the quality of the components are maxed out, and
failure margins are insanely high, manufacturing yields
are great, field failures are minimized and sales? Well, 1
guarantee you that the easiest sale in the world is hyper-
high-end stuff. This stuff sells itself, as there is nothing else
to compete with the best.

From speed boats to sushi, the best is easy to under-
stand. It's just a little hard to pay for. But. . .the world is full of
those who can and even more who can't but do anyway.,

AT LEAST IN STEERAGE, YOU GOT FRIENDS
Then there is the last way, and the second easiest. Buy
the bottom of the line, the cheapest thing that gets the job
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BY STEPHEN ST.CROIX

done. Pretty easy, as price is by far the dominant factor
in your choice. You know it won't be the coolest, fastest,
brightest or loudest, but it will be the smallest cash outlay
possible. All it takes is price shopping, a bit of research on
reliability and luck. And hope that it doesn't break when
you get it home.

This is certainly not an invalid path—finances may

| don’t have to spend time guessing
what compromises | can get away
with to save money on parts or make
a cheaper chassis. | don’t have to
evaluate lower-priced capacitors...|
just find and use the best of the best.

simply dictate it. It's just that it’s a bit more dangerous
as performance and quality deception climbs heavily as
price drops. Online user opinions are essential if you
play here.

AH, MOR—THE PATH MOST TAKEN

And that leaves the middle way. This is by far the most
complicated purchasing position. It takes a huge amount
of research and understanding to make the best decision
on this road. You must discover the entire range of product
available. You must have a very clear picture of how you
plan to use it and what you want from it. It also takes a
good understanding of price ranges and how they have
shifted historically. And last and probably most impor-
tantly, it takes a clear understanding of compromise, the
most adult thing most of us are called on to do.

Personally, I have always preferred the two extremes.
I am more comfortable there and have been most happy
with purchases made there,

Why buy some super-crappy MP3 player when 1 can
get a real iPod for one-third more? I mean, it's a toy, right?
Personally, 1 have a well-developed, obnoxious elitist at-
titude when it comes to truly elective purchases. If I can't
afford the toy 1 really want, 1 generally don't buy any lesser
version; 1 just stay away and get some totally different kind
of toy that costs less.

In A/V, I generally get the best because I can easily
hear and see the difference. Now, don't get me wrong,
the “best” is often not the most expensive. Take plasmas.
I buy commercial panels, slabs of glass with no bells or
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whistles at all, as opposed to fancy hand-pol-
ished lacquer consumer versions with tuners,
speakers and stands—none of which I use.
I pay exactly half as much, and the picture
is identical, if not better. For my applica-
tion.. The Best.

I drive a tiny Subaru WRX station wagon.
I love it. I live out in the deep woods, need

-wheel drive and room to bring home iPods
and plasmas, and like 1o go fast. The Subaru
is amazingly fun to drive, wicked fast, climbs
ice walls and looks just like every other
Subaru out here.

I have added certain personal touches, as
I enjoy doing that sort of thing. It is the car
that got all that Dynamat Extreme discussed
in some past column [February 2003], the
audio and nav systems from hell and some,
uh, engine mods.

But still, it is without a doubt the most
performance and fun for the absolute least
amount of money that 1 could find. Pretty
easy decision.

It is only fair to own up to an automo-
tive dark side, as well, I suppose. I am also
in possession of automotive technology that
clearly represents the other extreme, in the
one-off custom class and in, well, just ex-
treme class. Specific toys that exist for the sole
purpose of experimenting with the feeling of

the maximum something on earth—speed,
power, comfort, whatever. But see? I am most
comfortable at either end (or both).

AND NOW FOR SOMETHING
COMPLETELY DIFFERENT

Somewhere along the line, between get-
ting smashed by a tree, crushed by a truck
and drinking beer on French beaches, I got
married.

1 voluntarily signed up to have another
person in the house full time, a person with
equal input on subjects such as maximum
allowable speaker and screen size.

Now luckily for all, she is a hard-core
techie who actually beat me the first time my
bike went up against hers. Yeah, yeah...be-
fore I get “dear wuss” letters, keep in mind
she had a crotch-rocket and I had a Harley.
She went fast; 1 looked cool and scared in-
nocent citizens. We can't lose sight of what’s
really important here.

Soon the time came to plop a screen,
seven speakers and four subs into a totally
glass living room. Mmmm. | found myself
faced with a new situation. Of course I
needed proper sound, but neither of us were
willing to go the full-tilt super-geek approach
and brick up all that glass and add 40 inches
of acoustic treatment to each wall.

Nope. The time had most definitely come
in my life to learn to, uh...c-, co-, conmpro-
mise. Oh, that is so hard to say!

It wasn't just the wife. It wasn't just the
glass. I guess it was the two of them together
that put me here. Or maybe I just grew up a
little. Wait, let me think...No, that's not it.

And so I began a yearlong quest to find
the gear for the job. Gear that did 90 per-
cent of what I want while being 90-percent
invisible. No hideaway doors or other stupid
tricks—this gear all sits out in the open on
a naked wood floor in the sun, along with
the cats.

Next month, I will report on how my
first brush with compromise (uh—sti/l hard
to say) went, what gear ended up here and
why.

I will tell you that now is an amazing time
to compromise! 1 discovered two new audio
technologies, one of which 1 have been
wanting for years. I even replaced certain
studio gear with gear I discovered during
this quest. And this parting thought—my
last DVD player cost $2,500. The one I just
got cost $199 and eats it alive. Ch-, ch-, ch-,
compromise. All the details next month. W

Life gets ever more complex even as it
simplifies.
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The Masters Come Alive

New Recordings From Very Old Musicians

ILLUSTRATION: DAVE REINBOLD

"7 7 hat is the point of restoring a historical music
\X/ recording? Is it to re-create the recording ses-

/ sion so we can hear the original instruments,
the room in which they were recorded and everything that
their sound passed through, good and bad, in the signal
chain? Or is it simply to listen to the music?

Amazing things are now possible in audio restoration,
and we have techniques to remove noise, room resonanc-
es, frequency anomalies and distortion that no one could
have dreamed of 25 years ago. But what if we could take
away all of the circumstances and equipment surrounding
the music and have the actual performers—ignoring the
faci that they've been dead for decades—play in front of
us on real musical instruments?

That’s the goal of pianist-turned-computer-scientist-
turned-musical-researcher John Q. Walker and his crew at
Zenph Studios. And at one level, they seern to have accom-
plished that goal. They've also managed to achieve, in a
limited but important way, one of computer music’s Holiest
of Grails: polyphonic pitch extraction. But their process is
not going to show up as a plug-in any time soon.

Simply, Walker's group of scientists, programmers and
musicians is analyzing piano recordings of many different

www.mixonkine.com

vintages, translating them into MIDI files and reproducing
them on a high-tech player piano: a Yamaha Disklavier
Pro concert grand. But in the process, they are redefining
audio analysis, extending the limits of what a player piano
can do and even expanding the meaning of MIDIL.

Their work has been getting a lot of ink in the trade
and popular press, but while the coverage has concen-
trated on the “miraculous” aspects of the process —“Art
Tatum comes alive in your living room!"—the nuts and
bolts, and the truly innovative engineering processes
he’s put together, have been largely passed over Much
of the reason for this is that the technology is very spe-
cialized and very complicated. And some of it is due
to “hand-waving” on the pan of Walker: that academic
practice of diverting the audience’s attention when you
don’t want to—or can't—describe a process or solve an
equation. But that’s understandable as a lot of hi#s con-
cepts are patent-pending.

In fact. Walker is a talkative and truly amiable fellow
as I discovered when I sat down with him and a Diskla-
vier Pro grand piano in a relatively quiet downstairs
demo room at the recent AES conference. Seeing as how
I know MIDI, I know something about piano repertoire
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and I happen to know a lot about Diskla-
viers, [ was his perfect audience. I learned
a lot about what his team has been doing,
and I was impressed.

Walker grew up in Texas and Illinois,
and started playing the piano at age five.
He got a college degree in piano perfor-
mance, and one of his teachers was Ruth
Slenczynska, who had been one of only
two students of the legendary composer/
pianist Sergey Rachmaninov. But he also
got a math degree, and then went on to
a Ph.D. in computer science and went
to work for IBM. Some 17 years later, he
founded a company that made tools for

‘-ar - -

measuring network performance. When
that company was sold to a larger firm, he
had the freedom to go back and work on
music again.

But he wasn't interested in performing;
rather, he wanted to apply his computer
skills to historical performances, and Zenph
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was born. As for the name, “It’s the German
word for mustard,” he explains, “although
they spell it ‘senf’ Our previous company
spent a lot of time trying to find a name and
went through 400 or 500 of them. Zenph
was a leftover, and since we already had the
domain name, we just went with it.”

He summarizes his work with a one-sen-
tence question: What would it take to hear
Rachmaninov, who died in 1943, play again?
Part of the pianist’s legacy is preserved in
recordings that are plagued with all of the
problems of early records. There are also
performances that are preserved on player
piano rolls, which the pianist made using
one of the “reproducing pianos"—player
pianos that let a pianist record music in real
time, as opposed to making rolls with man-
ual punches—that were popular in the early
part of the 20th century. But player piano
rolls, even reproducing ones, says Walker,
“don’t have enough bits. If you have three
holes in a row that are the same note, they’re
played identically. A real pianist never plays
two notes the same way.” Early reproducing
pianos also lacked subtlety when it came to
dynamics; they specified a limited number
of dynamic levels, and having simultaneous
notes sounding at different dynamics was
impossible.

We now have player pianos that can be
controlled with far more accuracy and sub-
tlety such as Yamaha's Disklaviers, which use
an internal computer and a complex array of
high-precision servos, sensors and solenoids
to operate the keys, hammers, dampers and
pedals. But most of the Disklavier line still
isn’t up to the task that Walker had in mind.
“We had to wait until the hardware got
good enough,” he says. “The answer was
the Disklavier Pro. It has 10 times the preci-
sion of the other Disklavier models. Every
note-on has 10 velocity bits, not seven. Every
note-off has 10 bits, too, and that’s important
for articulation sense, which is how you pull
your finger off at the end.”

The Disklaviers are MIDI instruments,
but even with its sub-millisecond accuracy
and 127 velocity and volume levels, MIDI
can't handle everything the Disklavier is
capable of. So Disklaviers use something
Yamaha calls “high-resolution MIDI,” which
Walker figured out uses non-registered pa-
rameter numbers—which are undefined

—CONTINUED ON PAGE 137
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usic mixes have always been defined by the release

format. Back in the days of vinyl, physical limita-

tions forced artists and engineers to weigh issues

such as volume and EQ against track length. Later,

cassette brought along its own advantages (and
limitations), but digital really rocked the production world.
When CD came along, engineers rejoiced in its increased
dynamic range and reduced noise floor; it seemed the sky
was the limit...

Actually, 0 dBfs was the limit. And unlike forgiving analog,
there was no wiggle room. Yet over time, musical peaks, and
then average volume, crept closer and closer to that limit, in
time exhibiting squashed dynamics, increased clipping and
flat-topped waveforms—a new “wall of sound,” so to speak.

There’s no denying that music is louder today than ever
before. And the people closest to this issue, those in the
trenches, are mastering engineers. It would be easy for them
to throw up their hands in frustration, chalking up their
woes to radio-obsessed record labels, a new production aes-
thetic or even a larger movement catering to an iPod-centric
population with no concept of dynamic range or even active
listening. But the truth is, if you ask 10 mastering engineers
about the state of affairs, you would get 10 different answers.
Not all music is loud. Not everyone equates loudness with
dynamic range, and certainly not everyone thinks louder
is bad. The one common denominator is most feel that the
loudness argument is played out and it’s time to move on, to
get beyond the “death of dynamics” rant and create the best
mixes they can within a new sonic framework.

THE HISTORY OF HOT

“I've been at this a long time and this loudness war is noth-
ing new. It’s been going on probably since dirt, and it’s not
going to change,” says MasterMix’s Hank Williams, who—in
three decades of mastering projects from Platinum artists Tim
McGraw, Reba McEntire and Toby Keith to indie projects—cer-
tainly sees the big picture when it comes to the Nashville
country scene and mastering in general.

The long-standing loudness issue is a given, but the prob-
lem has grown out of control in recent years, say many engi-
neers. Bob Katz, who's been recording since the early '70s and
mastering out of his own facility, Digital Domain (Altamonte
Springs, Fla.) since 1990, quantifies what he sees as a crisis:
“There’s a 12 to 14dB apparent loudness difference between
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Black Sabbath, produced in 1977 or so and transferred to com-
pact disc in the early '80s, and the Black Eyed Peas’ ‘Let’s Get It
Started,” he says. “The difference between the loudest records
and even the reasonably well-mastered records became so
great that [ can’t even make a reasonably loud ‘normal’ record
without people complaining that it’s too low.”

Katz, who has worked with a full range of rock, pop,
classical and jazz artists—including 150 records for the audio-
phile Chesky label, where he once served as technical direc-
tor—paints a grim picture. “About three weeks ago, a very
well-known jazz pianist, with a trio of some of the finest jazz
musicians on the planet, said that he loved his master, but, ‘Jt’s
not as loud as some of the more recent things, so I'm will-
ing to sacrifice its sound to make it a little more competitive,
loudness-wise.’ I'm thinking, ‘It has come to this? Why would
you have to be the least bit concerned about a jazz recording
being “competitively loud"?’ I've heard that even some classical
musicians are beginning ‘loudness envy.”

Though most engineers acknowledge that today’s music is
louder, they don' live in constant fear of squeezing the mix.
“That’s the gig, you gotta rise to the occasion,” says Stephen
Marcussen, head of Marcussen Mastering in Hollywood. “If it’s
difficult, it's difficult. It's part of what we do. I have no problem
if somebody comes in and makes an aggressive record; I quite
enjoy it. But you're talking to a guy who's been accused of
making records too loud.” Marcussen—whose resume spans
Stevie Wonder’s 1980 Platinum album Hotter Than July to
recent work with the Rolling Stones, Wolfmother, Audioslave,
Gillian Welch and Jaguares—says some artists are even asking
for lower volume. “Artists have come in and said, ‘Okay, make
my record as loud as you can; now, turn it down 3 dB,’ which
I thought was a nice, refreshing change in my world.”

Nashville mastering engineer Bob Olhsson, who's been
around since the Motown days, agrees that most would like to
see average levels go down. “There are brave souls,” he says.
“There’s an Alan Jackson record out right now (What I Do)
that's about 8 dB below average, and I think it sounds way
better, especially streamed or as an MP3 file or something.”

Williams, who mastered that Jackson release, says he’s
fortunate to work with established, involved artists. “Alan
ackson] has some very specific things that he does and does
not want done to his records, and I can tell you from my
standpoint, those records do not suffer on the radio from being
lower in level. It doesn’t happen. So the answer to the question



Mastering Engineers
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is, what’s the point of this dynamic range war?”

Marcussen admits that engineers who voice frustration
about the lack of dynamics make a valid point, but stresses
that, ultimately, the client drives the master. “So it would be
great for me to take a hard-line approach, but that’s not the
reality,” he says. “The reality is that the guy I'm working with
wants to be competitive in today’s world, so I think you have to
respect the fact that there is good in having loud CDs. [ didn't
say it was all good, but there is good.”
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HOW DID WE GET HERE?

Various factors have contributed to music’s increasing loudness,
but many point to our arguably most popular listening environ-
ment as the biggest culprit. Recently, noted mastering engineer
Doug Sax—in an AES talk entitled “Whatever Happened to
Dynamic Range and Why?”—put the problem succinctly: “The
biggest virtue of the LP record—and why dynamic range is
gone—is that it could not be played in the car”

With our cars (and increasingly our iPods) serving as our
main listening environment, nobody will deny that music is
suffering in its surroundings. But how much blame is legitimate
here? “You couldn’t play LPs in the car; you listened at home
and you had a pretty good stereo system, and you could enjoy
the dynamic range of the recording,” says Katz. “In the car,
there’s too much noise. But the dynamic range of many musi-
cal recordings has been reduced far beyond what is necessary
to make it work in the car, so that particular reason or excuse
has long passed. The fact that people are listening less critically
than they used to is definitely a contributing factor.”

The issue is sometimes compounded by lack of experi-
ence on the mixing side. Joe Lambert is a mastering engineer
at Trutone in New York; he regularly masters all genres of
music, from Kanye West to Ted Nugent to Stephen Sondheim.
He collaborates with both seasoned and newer mixing en-
gineers—and hears a difference. “Before, you had 10 guys
mixing records and 10 guys mastering records, and they all
worked for record labels; everything was very controlled,
very well-organized,” he says. “And then all of a sudden, you
could buy your own CD burner. People started recording at
home and they just didn't keep up with professionally mixed
and mastered productions. But they cant hear why. They
don’'t know that it’s not just levels; they don't know that it’s
the proper balance between the highs and lows, the dynamic
range—a combination of all these things. That's what makes




the art of mastering what it is.”

Katz adds that up-and-coming engineers
often emulate squashed masters, which per-
petuates the issue. “The easiest thing for any
mastering engineer to do is make the master
just a little bit louder than the mix,” he says.
“When you combine that with mixing en-
gineers more frequently emulating finished
masters, it becomes a vicious circle.”

TOO MANY COOKS

The pressure to “make it louder” comes from
all sides. “Motown was notorious for cutting
some of the hottest 45s in the industry,”
says Olhsson, who cut his teeth mastering
hits like “Signed, Sealed, Delivered.” “Why
do that? It all comes down to a bunch of
people listening to five records, and four
of them are gonna go into the wastebasket.
Well, an artist, a manager, an A&R person or
anybody who happens to be hanging out in
that circumstance is going to quickly notice
that something that is at a lower level is at
a pretty big disadvantage. So there's great
paranoia that drives the level thing.”

Placing all the blame entirely on the
record labels, however, would be missing
the big picture. “Here in Nashville, with my
major-label clientele, the labels are not really
driving loudness wars or dynamic range,”
says Williams. “Now there are producers and
engineers who might request that of me, but
it doesn't come from the label.”

And mastering engineers aren't the only
ones feeling the squeeze. “It’'s a chain of
events that happens,” says Lambert. “There’s
pressure on the mix engineers now because
when they mix the song, they give it to the
client and the client doesn’t understand why
it doesn't sound as loud as Mariah Carey’s
record or Aerosmith’s record or whatever
band they listen to. And part of the reason
is because it's not mastered.”

Genre and production aesthetics also
play a part in shaping—but don't categorical-
ly define—dynamics. Marcussen approaches
each project on a case-by-case basis, but says
that different genres can sometimes call for
a particular approach to dynamics. “With
dance music, for example, when you are
in a club, it's beneficial to have a louder
CD. It’'s more exciting, youre not sitting
there scrutinizing the sound; it's more of a
gut feeling rather than an intellectual com-
prehension of somebody’s work. So I think
there are genres of music where it’s appro-
priate to make screamingly loud records.”

Olhsson stresses that, to a certain degree,
the nature of the source materials dictates
how loud the music can get. “That’s how
we got into all this digital stuff—with the in-
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troduction of samplers and electronic music
that didn't have the kind of peak values that
acoustically sourced music has.”

Katz agrees. “A sampled drum set just
doesn't have the transient response of a real
drum set, nor does it have the impact that a
real drummer has when he hits something
loudly to his own musical feel. That also
contributes to the highly compressed feel
of the recording.”

Lambert, who's mastered punk rock
and musicals in the same week, says that
overall, he applies the same philosophical
approach regardless of style. “The goal is
to make it easy for the average person to
enjoy, to make it magical-sounding, It really
doesn’t matter to me if it’s a metal song or
an opera. It’s about listening to the ele-
ments and saying, ‘What's going to make
this track come alive?””

Ultimately, mastering is a service indus-
try, which requires balancing sonic ideas

with artist needs. “My vision is my client’s
vision,” says Williams. “I'm not here to put
every record into the same bucket. That
would be Dante’s 12th Circle of Hell if I were
here to make every record sound exactly the
same and have the same dynamic footprint
or EQ footprint or whatever. Fortunately, I've
got clients that all have different takes on
how things should be done.”

“At Motown, we took getting songs on
the air very, very seriously,” says Olhsson.
“On one level, we wanted them to be
good; on another level, we wanted them
to be listenable, and we definitely did not
want somebody else’s record to leap out
of the speakers as compared to ours. So
i's compromising: You have to take all the
factors, including experience, and put it in
the context of the current market for that
specific genre of music.”

Olhsson learned early on to benchmark
himself against the competition. “I make sure

Tne New Wall oF Sound?

A VERY UNSCIENTIFIC LOOK AT THE EVOLUTION OF DYNAMICS

We compared waveform views of random Billboard hits from 1985 and 2005 for a representative
glance at how dynamic range has evolved during the past 20 years. Top: from 1985, Whitney
Houston’s “How Will I Know?” Bottom, one of this year's biggest chart-toppers.
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that I'm familiar with what my recordings are
going to be compared to, and I try and put
myself on a conservative but still effective
side of that” he says. “I don't want to just
knee-jerk and turn stuff way up when there's
no reason on earth for it to be that way.”

EVOLVING WITH THE TIMES

When asked if they're mastering differently
in the context of smaller dynamic range,
engineers are philosophical. “I think it's an
evolution of where I started, going back to
7-inch 45s, when it was significant that they
were louder,” says Marcussen. “I think when
you're raised in that environment, you keep
your competitive edge and take it to the next
level, whether it's CDs or MP3.”

Lambert says that in addition to setting
his console VU meters at -6 instead of 0,
he hasn't made a lot of permanent conces-
sions. “There’s nothing that I do just to make
a record louder,” he says. “Everything I do
is to make the record sound as good as I
can—giving the client what they want while
letting them know if I think we are going
too far in volume and actually damaging the
song.” Having a beautifully equipped mas-
tering room doesn't hurt, either, he admits,

but he’s never bought any specific tools to
make a record louder. “I'm sure that there are
people out there who find {those tools] use-
ful, but anytime I see the word ‘Max,’ I know
it's not for me,” he says with a laugh.

That said, engineers can still employ a few
tricks to boost the mix. “Downward compres-
sors can take the snap out of the transients,
but upward compressors, or parallel com-
pressors, can retain the transients more,” says
Katz. “Another technique is to use several
processors in a row and not push any one
of them. If you start with a tube compressor
or an optical compressor, or a combination
of the two that has a very slow, gradual
average response, you can raise the average
level without losing too much of the snap.”
Katz also advocates the judicious use of more
intelligent peak limiters. He describes these
maneuvers, however, as reluctant damage
control. “None of this would be necessary if
this were 1992. In other words, we're pissing
in the water to make it better”

OPTIMIZING SOURCE MIXES

There are a few ways mixing engineers
can help preserve dynamic range at the
mix stage. “Some people think it’s a great

idea to mix and get it all the way to what
I'd call a ‘mastered level’ in their mix, and
if that works for them and they can present
the mastering facility with a good-sounding
tape or file, I have no problem with that,”
says Marcussen. “People seem to find their
own level of comfort in working; maybe it's
a little dark, maybe it's a little bright—those
types of things can be compensated for at
the mastering level” That said, it's some-
times helpful to get a glimpse of what the
client sees as the “faux final product.” “Do
I end up using their hyped one? Usually
not,” Marcussen says. “But it’s helpful to
use it as a guideline to see what the clients
are looking for and how they want to take
their product into the real world.”

Olhsson adds that the louder the lead
vocal could be, the louder the record would
seem, effectively. “Some prefer to send
over alternate mixes with a lead vocal up
or down a little; I'd prefer to have them do
it maybe no more than a half dB up or a
half dB down,” he explains. “When you put
the peak limiting on, sometimes that will
change the vocal’s position a little bit and
you can nudge it up.”

Lambert asks the mixing engineers he
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analogue heart

Sitence is golden: At the start of the
signal flow a specially custom-wound
cheke is employed to ensure optimum
rejection of common mode noise with
zero colcuration of the signal.

Isolation is key: Every effort is made to
ensure that the analogue signal remains
unaffected oy digital signals within the
Liquid Charinel. The analogue and
conwersion circuits are isolated within a
steel shell, while the digital section of the
conversion circuitry is further enclosed
within a second coated steel shel. To
improve isofat'on still further, each of the
cireuits is powered by its own discrete
power supply.

Flexibility: To physically mirror the
impedance of the pre-amp oeing
emutated, The Liquid Channel features a

unique matrix of resistors and capacitors.

THELIQUIDCHANNEL

compressor in history

Before any digital processing occurs within
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to the quality of the analogue signal as it flows
through the most elaborate and powerful analogue
pre-amp ever designed.
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input impedance of the original.

utilising a zero-crossing detector to
prevent Zipper noise as you switch
through gain settings.

Precision: The analogue pre-amp
features fully switched gain ta allow total
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D-A converters (AKM 5394 and 4395
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story {witt its total recall happy ending).
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works with to not use any limiting, but sug-
gests an alternative. “Don’t do anything just
to make the record louder,” he offers. “But
once youre done with the mixes, if you
want, run them through an L2 or some other
type of limiter and just make them a little
louder and give that master to the client.”
Katz prefers that mixing enginecers pass
on mastering processing—especially peak
limiting—and avoid clipping. “The rest is
up to you aesthetically, but remember that
dynamics are what make a recording lively,
and if youre not sweating bullets when

you're mixing, you're probably over-com-
pressing. What that means, of course, is you
should have to ride faders.”

Williams advises mix engineers to keep
perspective. “Here’s a great example of what
I don't want: When a mix comes in and nev-
er falls below -4 dBfs, and you call the mixer
and say, ‘Man, the client is asking me to do
some things in mastering and my hands are
tied because of the dynamic range situation.
Could you ease up on that and give me some
more versions?’ And he says, ‘Then my mix
will fall apart.” Well, if your mix is going to

Introducing the
Groove Tubes Glory Comp

THE GLORY COMP

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

The Power Plant: Seven Groove Tubes offer
tremendous output power driving a custom
wound and robust output transformer.

Variable tube transconductance is the ability
of a tube to change the signal fevel flowing
through it on command. Unlike most "all tube"
compressors made today, the Glory Comp uses
actual variable gain tubes for its dynamics
processing... not Opto devices, FETs or Op amps.

. A dosely matched pair of spedally selected and
1 spectacularly linear Groove Tubes handle
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...it's almost un-Fair!

www.groovetubes.com

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

But the proof is in the listening. When your
chance arrives, you'll witness the most invisible,
diabolically flexible and inherently musical
compressor available anywhere, at any price,
Plus, you can actually afford a Glory Comp,
since it costs about $27,000 less than the
most famous vintage example of variable
tube transconductance technology...
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fall apart, did you really even have one to
begin with?” Williams stresses that this type
of situation is generally the exception, “be-
cause the guys here in town are still mixing
great records. And they allow the mastering
houses the real estate to work with.”

THE MUSIC STILL RULES

Ultimately, the quality of the music defines
success, and the mix is a big part of that.
“There are some people in the industry
who know how to structure a mix with
smaller dynamic range and still come out
with a great-sounding record,” says Wil-
liams. “My philosophy has always been the
better it sounds, the better it sounds,” adds
Marcussen. “So if somebody comes in with
a beautiful-sounding tape, whether it goes
through the Internet or not, the better it
sounds to begin with, the better it sounds
in the end.”

“The latest Tool record, Lateralus[2001],
is not that loud,” says Lambert. “But you
know what? Nobody cares. It didn't affect
sales of the record, it sounds awesome and,
as a fan, you're going to listen to it for years,
Some records will work really loud; others
wear on you: They sound great the first two
times, but then you just stop listening be-
cause they fatigue your ear. I know that and
the engineers know that, but the consumer
doesn’t know why they're not listening to
those records anymore.”

Marcussen counters, “I don’t want to be
averse or buck my peers, but I don't see it
as a problem. [ see abuses of loudness as a
problem, when the artifacts of loudness are
unpleasant distortions that take away from
the listening experience. But a really rocking,
loud, well-mastered CD is great. It’s fun, it’s
competitive, the music translates, the band
gets its point across, the people involved
with making the record are happy. What’s
bad about that?”

Sax summed up the mastering engineer’s
perspective in his AES speech: “If you pro-
cess the music to win a shoot-out, the ques-
tion I want you to think about is, would you
like to listen to this yourself, for your own
pleasure, in five years? And you'll find a lot
of times that you won't, and that’s a very sad
state because maybe the music that’s brought
to you before you stood on it, before you
competed with it, you liked and you could
listen to it. And it was your hands that made
it maybe not so listenable. Nobody else is
going to hear that artist, ever, Mo mm—
except for your signature that’s
on that”

Sarab Jones is Mix’s features editor.



OVER SAI Y B
4 QWEOC ;'10, (S

SEE IT FROM THE OTHER SIDE

JClﬁ' training for a career in the audio industry
 INSTITUTE 1_877_27_AUDIO WWWoSAE.EDU

J. [Qﬁ? *
o NS: n-D SCHOQ!

AMS-NEVE — OFFTCIAL TRAININ

”!) BPL.;‘S‘ ‘M_

New York City 944-9 93 Broadway, 9

Los Angeles 656 et Blve e 100, Los Ang 90028

Miami [EIER: 9 6051 West Dixie Hig
Nashville [ 848 e NO

Every new student enrolling in our Audio Technology Program at SAE

Institute in the LS receives their own Apple iBook, 1Pod Shuftle, and
g Pro Tools LE digital recording system!

— e bt whthon s ahibae Lot mill resttictio= 2
Py 28 Ty World Radio History s




ong, long ago, in a simpler place
and time, audio “storage” meant
finding a dark, dry, cool place to
park those 2-inch and Y%-inch tape
boxes after a project was released. Backups
were of little concern, as an analog “safety
copy” was a compromised duplicate with
increased noise. With the advent of digital
recorders in the early '80s, clone tapes of
digital multitrack sessions became a reality
and older masters could be archived to a
“safe” medium with no generational loss.

However, some 20 years after those
first digital multitracks appeared, dealing
with masters is no picnic. Over time,
many beloved analog tapes fell victim
to “sticky-shed syndrome,” making
them unplayable unless heated
to 135 degrees or so for several
hours. Although this was hardly
a cure, if conditions were right,
it might provide for a least one
playback—this time, hopefully
to a safer, archiveable medium.
Now, those long-discontinued
digital multitracks provide a
new quirk: Finding a working
vintage digital playback
machine is difficult—ask
anyone who requires a 3M 32-
track or Akai A-DAM deck.

The rise of disk-based recording
systems simplifies creating backup copies,
especially with plummeting media costs
and affordable, high-capacity hard disks. Yet
we're hardly out of the woods. As the wheels
of progress turn, formats/media from just a
few years back may have vanished. Drives
for yesterday’s removable media—whether
Bernoulli or Jaz drives or 5.25/35-inch
floppies—are scarce. Even the venerable
SCSI port—the standard for so long—has
nearly disappeared from today’s computers.

With endless storage options and
file formats for modern DAWs, archiving
multitrack master tapes for future playback
is a complex issue, compounded by rapid
changes in storage media and the fragile
nature of data that is stored on such
systems. Dropping an analog tape to the
floor may result in a bent reel flange, while
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SAFEGUARDING

the same action with a hard drive spells
disaster. Disk failures are subject to the “not
if, but when” rule, making data backups an
essential part of audio production.

“The problem is huge,” says Maureen
Droney, the new head of the Recording
Academy’s Producers &  Engineers
Wing. A forward-thinking committee of
audio-minded P&E members—headed
by co-chairs Kyle Lehning and George
Massenburg—began drafting “The Delivery

Recommendations for Master Recordings.

~ %

This exhaustive 27-page document
(available at www.grammy.com/pe_wing)
offers advice for short- and long-term master
storage. Suggestions include the need to store
DAW recordings as consolidated/flattened
(no gaps between track segments) individual
tracks in the Broadcast WAV file format at
24-bit (or higher) resolution and sample rate
at/above the master recording, Following
this procedure, a multitrack project could be
reassembled—regardless of the software or
DAW program used on the original.

Yet even with such guidelines available,
proper storage and backup in the music
industry is often elusive. We spoke to a
number of industry pros with expertise in
differing aspects of the storage issue. As one
might expect, this led to some answers—
and more questions.

www.mixonline.com
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DISKS AND DATA

“Hard disks have become the new tape,”
says Steve Smith, an industry veteran who
is now the president of Avastor, a company
that markets data storage solutions to the
audio and video industries. Despite being a
supplier of high-performance drives, Smith
is realistic about disk technology: “There’s
no middle ground. When a hard disk doesn't
work, it really doesn't work. Drive failures are
rare, but the alternative to not backing up in
those cases is a drive data recovery service.
Those guys are good at what they do, but
often the price starts around $2,000 for one

drive. It's not as cheap as baking a tape.”
Ironically, like baking tapes, damaged
drives have their own folk-style remedies.
Long-term storage of a hard drive
is not recommended unless the
drive is “exercised” on a regular
basis. “Almost everyone I've talked
to who archives drives has said
that after two or three years of
sitting without spinning, some
.‘ drives will tend not to spin.
There's a possible cheap fix for
this,” Smith explains, “which is the opposite
of baking a tape: You freeze a drive that
won't spin up and then spin it up while it's
cold—right out of the freezer. I haven't tried
it, but the Internet is full of stories of those

who have tried it with complete success.
“Most of the labels we've been working
with are using a combination of FireWire
400- or 800Mbps drives. The most popular
capacity being 160 GB, but lately, 250 GB
has become almost as popular. Now we're
selling lots of the new S00GB single drives.
For longer-term storage, some people use
data tape for archiving, mostly 8mm AIT and
VXA [Exabyte] in audio. In very long-term
storage, tape is still the way to go, but with
AIT2 and VXA only having capacities from
30 to 80 GB per tape, backing up to tape can

be time-consuming.”

Smith does offer some practical advice:
“I recommend reformatting a drive anytime
you begin a project on a drive that's new, one
you're unsure about or when you're reusing a
drive.” Less well-known is the “misnomer of
‘plug-and-play’ or ‘hot-swappable’ drives with
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Striking the perfect balance between passion and precision, SONAR 5 shatters the limitations found

in ordinary digital audio workstations. Offering a complete spectrum of creative technologies,

SONAR 5 inspires your artistic expression. These technologies are fully integrated within a cutting

edge engineering and mixing environment to transform your musical dreams into professional

finished productions. [ For 35 years, Intel Corporation has developed technology enabling the

computer and Internet revolution. SONAR 5 Producer Edition combined with the power and superior

performance provided by Intel-based workstations gives you the perfect solution for composing,

recording, editing, mixing and remixing music productions, and for providing voice over, score,

sound design, and post audio for film, TV, video, commercials, and games. With open support

for industry standard technologies and hardware, the scalability of a native processing system, and

virtually unlimited software capabilities, SONAR 5 Producer Edition on an Intel-powered workstation

represents the definitive audio production environment.
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WHETHER "M WORKING ON A HORROR SOUNDTRACK OR SPLICING VOCALEDITS TO THE NTH DEGREE IN A
REMIX; CAKEWALK PRODUCTS HAVE ALWAYS BEEN MY FAVORITE SOFTWARE FOR MUSIC PRODUCTION-AND
SONAR 5 ISTHE BEST YET. | LOVE HOW THE INTERFACE IS SIMPLE AND STRAIGHTFORWARD AND ENABLES ME
TO QUICKLY GO FROM CONCEPT TO COMPLETION, INCLUDING NOTATION!

MuSsIcian's

SONAR 5 was designed to allow you to quickly bring your inspiration to life, continuing Cakewalk’s
reputation of providing feature rich products that retain their elegance in ease of use. And to satisfy
the musician inside, we include a spectrum of creative technologies, looping tools, and responsive
instruments. As a result you will find that SONAR works with your creativity, rather than against it.

Customized to Work the Way That You Do

Each musician has their own way of setting up a project, and creating music. That's why we made
SONAR completely customizable—from recording options, custom keystrokes and layouts, to color
control of the interface. Version 5 adds Track Templates to save and recall all aspects of a sound or
track set up including: mix, effects, and instrument virtual settings. This is just one way that SONAR
saves you time and allows you to get to the music faster.

Blend Loops—Tight and in Key

SONAR 5 offers the most comprehensive loop construction and composition toolset of any DAW.
Build beds of backing tracks and textures by clicking and dragging ACID™ -format audio loops
and MIDI Groove Clips that match the tempo and key of your projects. SONAR includes per-slice
envelope control of gain, pitch, and pan, to take any audio loop and make it perfectly blend —in
time, in key, and sonically with your projects.
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Sample This

SONAR 5 Producer Edition comes stocked with
3 versatile samplers and over 700 MB of sample
content. RXP™ REX player—tempo-syncing
drum machine and groove box. SFZ SoundFont
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Loop Construction

[ [ WHAT | LOVE ABOUT SONAR ISTHAT IT'S A SELF CONTAINED STUDIO, WITH THE
RECORDING AND LOOPING TOOLS, INSTRUMENTS AND EFFECTS, EDITING AND
MIXING CAPABILITIES, | HAVE EVERYTHING | NEED TO FULLY REALIZE MY IDEAS,
EVEN WHEN I’'M ON THE ROAD. ’ J

DJ Johnny Juice Producer/Turntablist
Public Enemy, Rob Swift, Beastie Boys
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OVER THE PAST 9 YEARS | HAVE SPECIALIZED IN THE PRODUCTION OF 5.1 SURROUND PROJECTS. THE
SURROUND FUNCTIONS ON SONAR ARE LOGICAL AND EASY TO CREATE MIXES WITH. | FIND THE SOFTWARE
INTUITIVE AND | WAS IMPRESSED WITH ITS HIGH SONIC QUALITY AS WELL. IT'S NICE TO DISCOVER A PRODUGT
LIKE SONAR WHERE IT°S POSSIBLE TO GET HIGH END RESULTS AT SUCH A REASONABLE PRICE.

Oroducers

Create parfect vocals, get the ultimate reverb, mix in surround and stereo at the same time, keep
even your largest projects manageable...SONAR 5 Producer Edition offers precise editing, pristine
sound, and flexible mixing—all in a tightly integrated workspace.

Fast, Effective Editing

Nailing it on the figst pass doesn’t always happen, and artists expect to record numerous overdubs.
SONAR 5 offer tirffesaving comping and editing features for making fast, precise edits and
assembling master takes, including loop recording to Track Layers; multi-clip Nudge, Slip Edits,
and Fades; Clip Muting, Partial Clip Muting, and Auto-crop/Crossfade. In addition, editing audio and
MIDI is now integrated in one view making it easier to edit your tracks in-line with your project.

Perfect Vocal Tracks —Roland " V-Vocal™

Accomplish edits you never imagined possible with Roland” V-Vocal™ VariPhrase technology—a
producer’s dream for working with singers. Far beyond automatic pitch correction, with V-Vocal
you can control the tempo, pitch, dynamics, and phrasing of vocal tracks, and add harmonies and
vibrato in real time with virtually no degradation of sound quality.

A Wide Range of Effects

Choosing quality effects can polish a dull mix into a chart-topping hit. SONAR comes with some
of the finest reverbs and effects on the market today including the Sonitus:fx Suite, Perfect Space
64-bit Convolution Reverb, legendary Lexicon' Pantheon™ Reverbs (stereo and surrounid), and the
Sonitus Surround Compressor— perfect for 5.1 mixing.



The Best Mixing Environment — Hands Down
Simply stated, mixes created in SONAR 5 sound
better, whether you're working in stereo or
surround {over 30 configurations supported).
SONAR 5’s 64-bit double precision floating point
engine utilizes a true 64-bit end-to-end signal
path, delivering dramatic increases in dynamic
range and audio fidelity —breaking through plug-
in accuracy and summing bus limitations found
in 32-bit floating point applications. This engine
is the heart of a robust mixing environment that
also features flexible on-the-fly bussing, a dynamic
Console view, new free hand and tempo-sync'd
envelope automation shapes, quality effects,
configurable pan and meters, bus and synth
waveform preview, and ultra-high quality
POW-r™ Dithering.

Clip-based Effects

Ever want to use an effect on just one section

of a track? In edition to unlimited track and bus-
based effects, SONAR 5 now offers full-featured
FX bins and automation with automatic delay
compensation on any clip—copy effects from clip
to clip, clip to track, or track to track.

The Tools You Need To Manage Large-Scale Projects
These days, professional projects can easily reach
60, 80, or even more than 100 tracks. SONAR 5's
Track Folders and Navigator View allow you to
efficiently organize, manage, and navigate your
large scale projects, while providing the flexibility
for fast and in-depth editing. Large projects also
tax valuable CPU resources. Breakthrough CPU-
imposed limits with SONAR 5's superior Freeze for
tracks, effects, and synths.

Roland” V-Vocal™

Console View

Clip-based Effects and Editing

( [ INTHIS BUSINESS, WE DON'T CARE WHAT A PROGRAM SAYS IT DOES,
WE CARE HOW IT SOUNDS...AND LET ME TELL YOU SONAA SOUNDS
GREAT. IT'S THE ONLY PROGRAM WHERE | HAVE BEEN SATISFIED MIXING
INSIDE THE BOX. AND WITH THE EXTENDED DYNAMIC RANGE OFFERED BY
SONAR'S 64-BIT DOUBLE PRECISION ENGINE, MY MIXES ARE GOING TO

SOUND EVEN BETTER. ’ J
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Terry Howard Producer/Engineer
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Album of the Year, Record of the Year for

Ray Charles Genius Loves Company
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FROM EASY INTEGRATION WITH EXTERNAL HARDWARE, TO INTERNAL SUPPORT FOR THE BEST EFFECTS
AND SOFT SYNTHS, SONAR 5 HAS EVERYTHING | NEED AND MORE TO KEEP ME HAPPIER THAN EVER.

ornging it al

SONAR 5 seamlessly combines all of the professional music production technology you need,
along with flexible project delivery options in one integrated workstation, making it the heart
of your studio.

Audio Hardware
Use any Windows compatible audio device via ASIO or WDM—from your stock soundcard to high-
end ProTools | HD hardware.

DirectX, VST, MFX, and ReWire Effects and Synths

With open support for DirectX, VST, andl ReWire #ffocts and instruments, you can integrate plug-ins
from Native Instruments, Waves and other leading plug-in manufacturers; and ReWire clients like
Projectb, Live, or Reason. You can also take advantage of processing cards like the UAD-1 or
TC-Powercore.

Global Control Surface Support

SONAR's support for control surface hardware gives you hands-on control of your mix, audio
effects, and soft synths. Features dedicated support for control surfaces from CM Labs, EDIROL,
Mackie, Roland, TASCAM, and many others.



Video Scoring

SONAR 5 Producer Edition features both a video thumbnail track and window for
scoring video projects, you can also output video to 1394 FireWire devices for high
quality viewing with lower CPU and disk usage. Import/export QuickTime, MPEG,
Windows Media Video (with 5.1 audio), and AVI {with 5.1 audio) with control over
quality settings and codecs. Fit audio to picture using MPEX 3 times scaling.

For work with external video and hardware, SONAR offers frame-accurate

SMPTE sync with auto-detection of timecode, and multi-port transmission of

MTC and MIDI Sync.

Import and Export Audio at Any Bit Depth or Sampling Rate

SONAR 5 combines POW-r™ ultra-transparent dithering (digital-audio bit
reduction), support for any sampling rate (44.1, 88.2, 96, 192, 384 kHz, etc.), and
ultra-high-quality Windowed Sinc sample rate conversion, to give you the power
to import and export audio at any bit depth and sample rate, while preserving
pristine levels of audio fidelity.

Industry-Standard Delivery Options

Deliver your projects in industry-standard formats for final mastering, Internet
distribution and collaboration with Pro Tools, Nuendo, Digital Performer, or Logic
studios. Export buses and tracks into a composite mix down, or as individual files.
SONAR includes fast and configurable presets for frequently-used export settings,
and imports and exports industry standard formats including ACID™ -format WAV,
Broadcast WAV, OMFI, and many more. With open support for external command-
line encoders (Ogg Vorbis, etc.), SONAR 5 atlow