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Master DVD today,
HD media tomorrow.

Dolby® Media Producer

See Dolby Media Producer at NAB 2006
LVCC, South Hall, Upper Level
Booth SU2923, April 24-27

Introducing comprehensive software
mastering fools for DVD, HD DVD,
Blu-ray Disc, and beyond.

Dolby®Media 2roducer is the definitive suite of
professional tools for mastering audio content
for all of today’s packaged media anc future
formats as well. This software suite comprises
three sepa-ate applications that alsowork
seamlessly together. It is built for Mac 0S®X,
version 10.4 and up.

Dolby Media Encoder

Professicnal non-real-time software

encoder that encodes Dolby Digital Plus,

Dolby Digital, Dolby TrueHD, and MLP Lossless™
formats. Includes three Media Encoder Clients,
enabling operators to set up and submit jobs
locally or over.a network to a centralized

server. Features an intuitive interface for job
preparation and project level management,

and also includes a preview playback decoder.

Dolby Media Decoder

Professionzl reference decoder provices
decoding and monitoring of Dolby Digital Plus,
Dolby Digital, Dolby TrueHD, and MLP Lossless
formats. Supports consumer listening modes
including Dolby Pro Logic®, Dolby Pro Logic i,
Dolby Digital Surround EX™, and

Dolby Headphone formats. Optimizedto run
locally on a single computer. Transport control
provides for audio-to-video synchronization.

Dolby Media Tools

Invaluable utility program saves time and
money on audio file preparation by enabling the
repair and update of previously encoded disc
files without reencoding. Features include meta-
data editing, file trimming, timecode striping,
and file concztenation. Dolby Media Tools

is optimized torun locally on a single computer.

For additional information and a demo
of the Dolby Media Producer products
contact your Dolby dealer or visit
www.dolby.com.

DODoLeyY]

Dolby, Pro Logic, and thedouble-D symbol are registered trademarks
of Do by Laborateries.ML> Lossless and Surround EX are trademarks
of Dorby Laborateries #az OS is a trademark of Apple Computer, rc.
®© 2006 Dolby Laborateries, Inc. All rights reserved. 505116903(17107
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Revolutionary

Introducing the LSR4300 Series Studio Monitors,
revolutionary technology designed for your workspace
with computer recording in mind. The next-generction
automated version of JBL's RMC Room Mode Correction
technology and built-in analyzer, automatically calibrate
each speaker to ensure accurate response at the mix
position, in any work environment. The 4300 series is the
first studio monitor that incorporates the Harman HiQnet™
network protocol, enabling system-wide intelligence and
synchronized control of alf 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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inside the box

From the maker of the world’s first digital audio product, and whose legendary reverbs are found in
the world’s best studios, comes the world’s first stand-alone reverb that's also a hardware plug-in:
the MX200 Dual Reverb/Effects Processor.

All the control and automation you want from a software plug-in, with the uncompromising quality you
expect in a dedicated hardware box from Lexicon®.

Make the connection, and start thinking inside the box.

C .; Mac

exicon

A Harman Intemational Company



They’ve given their lives to music.
We owe them something in return...
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J The Coaliion o End Bad Sound
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Aviom’s Prol6 B a~erif | :
Monitor Mixing System o (i

Mixing for in-ears requires
a lot of personal attention...

..0r Persona
On the Kylie Minogue tour I'm running in-ear systems from
A-1611 Personal Mixers and have yet to get a complaint. The

headphone amp sounds exceptionally clean, with plenty of
headroom. The band finds it extremely easy.

— Rod Matheson, mix engineer for the Kylie Minogue tour

Even the best engineers can’t give a whole band unlimited personal
attention. Yet as more and more performers switch to in-ears and need
more precisely controlled monitcr content, more personal attention is
exactly what they want.

With Aviom's Prot6 Monitor Mixing System, everyone in the band can
get the accurate, fully customized mix they need. And they don't have
to rely on you for every little tweak. This meansthey get better monitor
mixes in less time. And you get to focus your undivided attention where
it belongs-—making a great mix.

Come see us at NAB
Booth #CW10505

Learn more about Aviom’s solutions c
for live sound at www.Aviom.ecom AV’OM




Like, say, 1,300 watts
of clean, integrated power.

Introducing Mackie’s SAz High-Definition Active Loudspeakers.

Everyyear,millionsof of musicians andaudiences L - and tuning by the world-renowned EAW loudspeaker
are exposed to bad sound. Whether the PA P | engineering team, these loudspeakers translate
system is weak, under-powered, muddy R ; music exactly as you intend — louder, cleaner and
and/or distorted, bad sound translates into : ' ' » , more conveniently thananythinginMackie history.

Not to mention making the competitions
foudspeakers sound, well... bad.

an unpleasant experience for ali involved.
But it doesn't have to be this way.

Custom neadymium drivers: just ane of

5 o Want to learn more? Visit our website at
countless new features in Mackie's

Introducing Mackie's new top-of-the-line

SAz Series of High-Definition / High-Output revolutionary SAz Series, www.endbadsound.org. Or visit your Mackie
Active Loudspeakers. With bi- and tri-amplified dealer and ask to audition an SAz Series loudspeaker
designs up to 1,300 watts, high-precision neodymium drivers, for yourself. Together, we can end bad sound.

g

W The Coalition o End Bad Sound — soverrrovoser MACKIE.
AN
; Help spread the word! Go to endbadsound.org to find out what you can do.

Worid Radio nisiory
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SOUND-FOR-PICTURE SPECIAL

The decade-old buzzword in television is “high definition” Whether that
encompasses the pipeline for digital transmission, recording live-for-TV
productions or bringing a station into the surround-capable realm, post
engineers, composers, facility owners and networks are finally ready to take
advantage of more audio channels and higher-resolution streams. And just
in the nick of time.

PAGE 48

34 Satellite Radio
XM and Sirius. One has the numbers, the other has Howard Stern. But
both satellite radio channels have recently beefed up production capacity,
with new facilities, new gear and a real push toward live events and original
music programming.

40 Hi-Def Backbone
Given the FCC's 2009 “turn-off” date for analog terrestrial television, any
upgraded or new broadcast/post facility needs a technical infrastructure
that will allow for transferring and distributing digital data throughout every
step of a station’s audio chain.

48 Essentials for Going Surround-A Studio Checklist
If you're looking to bring your facility into the surround age, much of the gear
that has taken root in your space won't have to be put into storage. But there
are a few pieces that you'll need to get on the surround bandwagon.

PAGH TS 54 Recording Live Music for TV
With all the demand for programming to fill 500 channels, live music is
making a huge resurgence on television. From 32 years of Austin City Limits
to Live From the World Music Cafe to the explosion on iN DEMAND,

recording engineers are getting the most out of their tracks.
On the over: The Neve
DFC 2 on Warner Bros.
brand-new Stage 9 is
helmed by re-recording
mixers John Reitz, David
Campbell and Gregg
Rudloff, now working
on Poseidon. Photo:
Benny Chan. Inset
Photo: Courtesy Cirque
du Soleil.

70 Spotting for Episodics
For years, scoring music for TV was a stripped-down version of the art and
process used on a theatrical feature. Although the same attention to detail
is still needed, newer gear allows TV composers to create the “unseen ac-
tors” in their bedroom studios.

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

(Volume 30, Number 4) is ©2006 by PRISM Business Media, 9800 Metcalf Ave., Overland Park, KS 66212. Mix (ISSN 0164-9957) is published monthly, One-year (12 issues) subscription is $35. Canada
is $40. All other inferrational is $50. POSTMASTER: Send address changes to Mix, PO, Box 638, Mt. Morris, IL 61054. Periodicals Postage Paid at Shawnee Mission, KS and at additional mailing offices.
This publication may ot be reproduced or quoted in whole or in part by printed or electronic means without written permission of the publishers. Printed in the USA. Canadion GST #129597951; Canada
Post Publications Mail Agreement #40597023. Canada return address: DP Global Mail, 4960-2 Walker Rd., Windsor, ON N9A 6J5.
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THE PERFECT MATCH
_

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 Cardloid Headband

\//
W
S
N
For more information contact DPA Microphones, Inc., Lyons, CO 80540, Ph.: 303 823 8878 |

info-usa@dpamicrophones.com www.dpamicrophones.com MICROPHONES
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Buying gear is about more than getting a box. It's about getting a SOLUTION that will help you produce f
“You exceeded my music faster, easier, and beFter than pefore. Sweetwater of(ers unparalleled knowledge, experience, and
service to ensure you're buying a solution to your needs, not just another box.

expectations of what a
company can and will . Here’s how Sweetwater is providing solutions to musicians,
do for its customers. | «*+* engineers, and producers everywhere:

am sure you have orders
for large studios, but

my purchase seemed
equally important, * Immense in-stock inventory ready to ship to your door.
Sweetwater will be my
first recommendation
for pro audio gear.” * In-house service and repair for all products we carry.

* Knowledgeabie, highly trained Sales Engineers with real-world experience
personally consult on your gear purchases.

e Free technical support with any purchase.

—Derek Bristow * Fast free shipping for most items.

* Massive website with thousands of pages of tips, tricks, product information, and support.

Amazing prices and unmatched customer service.

200
RETAILER”
OF THE VEAR

T - —

1 m rrrm =

1 —\"--.

Native
Power Pack

¢ o0 .'

TO FIND OUT MORE, CALL SWEETWATER TODAY

(800) 222-4700

www.sweetwater.com



Idea Factories

Iittle bit of all of us died last week. | went by Mike Quinn’s Electronics in Oakland,

Calif., and saw the "“Closed—Out of Business” sign in the window. Sure, there
are plenty of other electronics parts sources, locally and through catalogs or Websites,
but this one was different.

Born out of a creaky metal quonset hut near the Oakland Airport, this San Francisco
Bay Area fixture served the inventor/hobbyist/experimenter for decades with a seemingly
endless supply of electronic junk. A power supply from this, a main board from that,
whole units, pieced-together prototypes, and more cables, components and semi-de-
scribable stuff than you could imagine—all with price tags leaving the buyer with no
reason not to bring home an assortment of treasures to clutter that garage/workshop.

But beyond serving as a cheap-parts source, places like Quinn’s offer inspiration.
A couple of years ago, after the last day of NSCA Orlando, | visited Skycraft Surplus
(a similar outlet in nearby Winter Park), and sure enough, about half the manufactur
ers from the show were there—including innovators such as John Meyer and Hartley
Peavey—sifting through its offerings.

At one time, just about every town had a “by-the-pound” surpius joint, but like
drive-in theaters and full-service gas stations, these are a dying breed. Now I'm not
overly nostalgic about the “good old days,” because there’s not much fun in going back
to a 1970s-era ¥-inch reel-to-reel multitrack and small mixer setup that cost more than
today’s 24-track, disk-based recording rig. Driven largely by micro-electronics, today’s
world is a much different place; it's pretty hard to salvage the “good” capacitors off a
four-layer surface-mount board, and even minor mods to such gear are nearly impos-
sible. With this in mind, the parts store becomes a metaphor—much like the inventor’s
workbench——and just one piece in the formation of an idea.

We live in a hybrid hardware/software world, driven by incremental changes, with
few real breakthroughs. Today, the clock ticks toward the FCC-mandated digital televi-
sion changeover, but aside from more programs and improved sound/picture, will DTV
create a real revolution? Probably nothing like the stir caused by the first commercial
radio and TV broadcasts, which caused entire families to huddle in their living rooms,
mesmerized by the sounds and pictures beamed into their homes from afar. The talking
motion picture of 1926 not only forever changed the medium, but brought the need to
create large, high-fidelity playback systems—the birth of modern sound reinforcement.

As a more recent example, consider Apple’s iPod—it’s a cool, personal playback
system, but so was Sony’s Walkman. But combined with Internet music distribution,
the portable MP3 player becomes a true revolution. In pro audio, true innovations are
few and far between. The capabilities of today’s recording workstations are lightyears
beyond those of tape multitracks, but the evolution of the DAW now goes back nearly
a quarter-century—hardly an overnight success.

Walking around this month’s NAB show, there will be much that will awe and in-
spire. But the surest bet in Las Vegas? The next Thomas Edison will more likely be writing
code into a keyboard than tinkering at a workbench.
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Music production doesn’'t have to be a series of compromises. Technology has advanced the art
of recording significantly, but some production tools still limit you with outdated audio quality and
non-intuitive workflow. Sure, you can get the job done, but is it fast, is it enjoyable, and what's the quality
of your finished product?

SONAR 5 presents an inspiring creative environment without sacrificing editing precision or audio mix
fidelity. In fact SONAR 5’s 64-bit double precision engine offers unmatched headroom without the
summing bus limitations found in 32-bit or 48-bit DAWS.

Bring your studio tools into the 21st century with SONAR 5, available at fine music retailers worldwide.
For more information visit www.cakewalk.com/SONAR.

cakewalk
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The pro solution for
challenging live and on-location
applications, the H D -P 2 records at
up to 192kHz/24-bit resolution to
Compact Flash media. Audio files are
instantly available to your DAW
through the built-in FireWire connec-
tion. There are 2 XLR mic pres and a
built-in mic for interview situations, an
instant re-take feature, and a time code
input for syncing with external devices.
This is no consumer-grade recorder
masquerading as a pro unit—it’s a true
high-definition stereo recorder for anyone
who needs the best possible recording,
wherever the work takes you.

Al STy fubact to change svithout noti e £2005 TASCAM a dision of TEAC America, Inc
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» Records at up to 192kHz/24-bit resolution to
Compact Flash media

» 2 XIR mic inputs with 48V phantom power

> Broadcast WAVE files instantly available to DAW
via FireWire connection

» Time code input for synchronization and time-
stamping audio files

* Supports pull-up & pull-down sample rates

» Records for up to 5 hours using AA batteries

» Ergonomic, rugged design for easy use

TASCAM (»

www.tascam.com




Letters to Mix

IVIOXGS

STORAGE

SICENTHIN
CLASSICS

BIG SCREEN]

DON'T GIVE YOUR DRIVES

THE DEEP FREEZE

| was just reading the December 2005 issue
article by George Petersen, “Safeguarding Sonic
Treasures,” and had to write. On the first page,
he mentions a suggestion by Steve Smith of put-
ting drives in “the fridge” for safe storage. i think
this suggestion should be retracted: Your readers
risk total data loss by doing this, depending on
how they interpret the suggestion.

| have worked in the storage industry for 20
years or so, and now work as an engineer in the
external storage group of a major manufacturer.
Drives that fail after being stored for a period of
time without use usually fail as a result of one
of the heads sticking to the media surface. The
media surfaces of more recent drives are specially
coated and/or textured to help prevent this. |
don’t have the experience to know whether this
is still an issue, but if | were to resort to storing my
HDD as a means of data protection and my data
was critical to my business survival, | would use
2.5-inch HDDs rather than 3.5-inch—and not
in the fridge! These [HDDs] typically have ramp
loading: The heads are retracted and lifted off
the media by a ramp structure. They also have a
much higher shock tolerance because the media
cannot be damaged by physical contact of the
heads and media in handling.

Putting the drive in the fridge is basically cre-
ating a worst-case environmental test for a drive.
By rapidly taking a drive from a low-temperature
environment to a higher-temperature one, you
will get condensation on everything inside. You
then spin the drive up and the heads will hit this
condensation, lose flying height and damage the
media and/or head(s). This would be true of 2.5-
inch or 3.5-inch drives. The thermal stress itself is
enough to cause physical changes in mechanical
components and electrical connections.

RAID is a difficult subject to briefly cover,
but this is the best solution for those situations
where data is this critical. Run the drives con-
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tinually in the RAID solution, which manages
itself if a drive goes down. Take out the bad
drive, replace it and move on.

Drives are shock-sensitive, ESD-sensitive and
chemically sensitive, so find an ESD bag to put
your drive in or wrap it in aluminum foil first. Do
not drop on the table from any height. Silicone
and some common solvents or adhesives can
damage the media. Seal the drive in something
that will not have these chemicals.

Do not put your drives in the fridge with the
milk and bacon, or worse yet—ice cream!

Barry Klein

Barry,

First of all, Steve Smith never recommended stor-
ing drives in the freezer, but mentioned the “drive
freeze” as a poor-man’s last-minute means of
resuscitating a stuck hard drive. As Smith relates
in the article, a non-responsive drive should be
turned over 10 a data recovery professionai, but
not everybody has thousands to spend on such
services. Of course, the best remedy is to make
sure your important sessions are backed up on
different media—optical and magnetic—stored
in several locations. —George Petersen

MONEY TALKS—

IN AUDIO SPEAK, THAT IS

Thanks so much for hitting the mark in your
“From the Editor" (December 2005). Poor choices
often kill a project; dead before it breathes. | am
often hired to remix projects that were recorded
at "budget” studios with inexperienced record-
ists (not really engineers at all). Trying to fix these
projects at the mix stage is really not a wise use of
financial resources. The recording process does
not start at the “fix it in the mix stage”; there
really is no such stage.

Clients are better off working at facilities with
engineers who invest themselves in the project,
whether they are house engineers or freelancers.
As engineers, our names are on the projects—we
must best represent the music we are hired to
record/mix, as well as our own beliefs and integ-
rity. And as you say, with the current state of the
industry, deals on studio time at great rooms are
out there if you look.

George Walker Petit

Freelance engineer/producer

www.petitjiazz.com

GREEN ROOM THEORIES

I've heard that theater Green Rooms are green
("Live Mix News," January 2006) because early
theatrical lighting was gas light; gas lights cast
a yellow-green glow. Having green in dressing

rooms helped get makeup right. The green cast
was supposed to be hard to get people to look
“right” onstage.

| saw this on a BBC show called Connections
five, 10 years ago. | often work in theater and en-
joy finding out where all the weird nomenclature
and traditions come from.

Andrew

Ottawa, Ontario

I've mostly heard this term in live theater. There

the origin seems well known. Yes, the Green

Room is where the actors wait for their entrances,

but it is also where they get paid (the green).
Peter Kurland

A PLEA FOR HUMAN-MADE MUSIC

Paul D. Lehrman?’s article “Marketing to Myself”
("Insider Audio,” February 2006) was an amaz-
ing summary of the condition of the recording
studio and the marketplace today. For us “oider
analog-grown” studio owners, his comments on
the so-called liberation of digital, freedom of the
Internet and the end of studios as we know them
rang like the hook in a song with more than one
chord or drum machine rhythm.

Our first studio in Chicago was in the lower
level of a coach house. We pushed out a beat-
up truck, locked the bullet-ridden garage door
and became a 4-track facility, with a 3440, some
beat-up Olson electronic mics and a window air
conditioner. That was 1978.

For the next 20 years, we grew, [got] better
mics, a 9-foot grand and made lots of jazz and
blues CDs. But around me, the music industry
shrank: fewer bands, no income for analog tape
charges, the influx of rich yuppies that make big
money and raise taxes.

As the equipment presented more freedom,
the little 4-track studio became an ancient sys-
tem. So we have moved again, this time to rooms
with windows, away from the "death quiet” of
digital. We still use digital, especially since | never
cut off one of my fingers with a razor blade on
a late-night ¥2-inch edit. Only now we wait for a
new generation of musicians that actually play
and compose with humans and dreams. And
that is after 28 years. We don't need higher sam-
pling rates; we need higher forms of music.

Bradley Parker-Sparrow

Partner, Sparrow Sound Design

Partner, Southport Records

Send Feedback to Mix
mixeditorial@primediabusiness.com
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PROFESSIONAL AUDIO NEWS AND EVENTS

MURRAY ALLEN, 1930-2006

He worked with big bands and small ensembles; played clarinet

and recorded raucous guitar; headed up small, tight-knit TV audio

crews and large, film-style videogame teams. In a music and recording career
that spanned 50-plus years, Murray Allen saw and heard it all. He passed away
January 19 in his San Francisco home. He was 75 years old.

Born and raised in Chicago, Allen was playing piano by age 6 and clarinet
by 8. When he was 13, he was being paid to play music, though his academic
interests leaned toward physics. At 16, he fronted his own band with a regular
gig at the Morraine Hotel in Chicago; after high school, he enrolled at the
Illinois Institute of Technology. Those two threads—music and science—would
remain in balance throughout his life, the former tapping his creative side, the
latter making him one of the recording industry’s foremost problem-solvers.

As a player, he performed with the likes of Glenn Miller, Frank Sinatra, Perry
Como and Stevie Wonder. As an engineer, he recorded Ramsey Lewis, Stan Kenton,

“He was always contemporary no matter how many years he spent
in our business. He always pushed himself and everyone around
him to explore new frontiers, always striving for excellence. He was
also a committed volunteer, having spent many years contributing
his time and talent to the Recording Academy and SPARS, among
others. Every time I saw Murray, I learned something new.”
—Leslie Ann Jones, Skywalker Sound

Steve Allen, Duke Ellington and hundreds of others. In the early 1970s, he became
president of Universal Recording in Chicago and brought in a string of major
recording and post-production projects during the next decade and a half. At its
peak, Universal employed just over 400 people. Imagine that in today’s climate.

Allen led many other audio lives during the years: president of SPARS,
director of the groundbreaking audio in the Grammy telecasts, head of audio
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for leading videogame designer Electronic Arts. As one Mix writer said, “Murray
never looked for ways to make what e did look good; Murray looked for ways
to make any project the best it could be.” That's a fitting tribute to anyone
who worked a life in audio.

With assistance from SPARS, a few thoughts on Murray Allen:

“Murray had forgotten more about the recording industry than a lot of people
who are in it today know. Somehow I can hear Murray saying to God, “You
can't record a choir that way; here, let me show you how.” Murray Allen: good
musician, good recordist, great guy. —Mike King, Audio Recording Unlimited

“Murray Allen was a true Recording Man. He and I loved to
do record dates. Murray was a fantastic flautist, clarinetist
and high-caliber musician. He was also a businessman to
the core. Murray made a very positive footprint on the
industry that we love so much.” —Bruce Swedien

“Murray was responsible for one of the happiest days of my life when he offered me
my first job in recording at Universal Recording in 1975. The pro audio community
has felt a large drop-out with the loss of Murray Allen.” —Bob Bennett

“I recall early contacts with Murray when he hosted our students as interns
and entry-tevel employees at Universal Recording and at EA, and his continued
contributions to conferences, conventions, seminars and workshops for the
AES. He was always available, and genuinely concerned with the training and
development of qualified students.” —Roy Pritts, University of Colorado at Denver

“Murray had an appreciation for great things, without compromise, and respect

for those who ‘got it done! I'll never forget my last visit to EA. I noticed a
trumpet on Murray's table. Being a trumpet player, I asked about it.
He told me that he played the lead on Tequila! Murray's legend lives
on in more ways than one.” —Phil Wagner, SSL president

“T interviewed Muray for his position at EA. I instantly knew he was the
right man for the job; what I didn't know was how much I would come
to love and respect him as a person, friend and even as a ‘second father!
He was always the first one in the office, doing side gigs and constantly
traveling the world. It seemed like most people half his age also had half
his energy. “ —0on Veca, audio development director, Electronic Arts

“A pioneer, a true pro and a class act. I have fond memories of our

conversations over the years, unique insights peppered with war stories

and a scamp’s sense of humor. He will be greatly missed.” —David
Schwartz, Mix co-founder

“We lost a great friend in Murray. Besides being extremely skilled in the art,
science and business of recording, he was a gifted storyteller. I will miss the ‘good
old days’ of having a drink with Murray and talking about life in and out of the
recording business.” —Steve Lawson, Friendly Voice



BUCHANEK JOINS CUPS 'N STRINGS

Sabrina Buchanek has joined Cups ‘N Strings
Studios (Santa Monica, Calif.) as re-recording
mixer and sound editor. Her impressive Llist
of credits includes feature films (Species, The
Fantasticks) and TV specials (Inside Look: Down
From the Mountain, Run for Cover, Dial H for
Hitchcock). In several television series, such
as The Crusaders and For Better or For Worse,
she has handled all aspects of post-production
sound, including editing, sound design and
mixing music, dialog and effects. As a music
recording engineer and mixer, she has worked
with Fleetwood Mac, Robert Palmer, Missing
Persons, and Jimmy Jam and Terry Lewis, among
many others.

A graduate of Indiana University with a
degree in Recording and Audio Reinforcement,

Buchanek received the Promax Muse Gold and
Silver Awards, Aurora Platinum and Gold Awards,
Omni Silver and Bronze, and AXIEM Silver Awards
for her work or promos and trailers, including
Hannibal, Gone in 60 Seconds, Ace Ventura: Pet
Detective and X-Men.

COMPILED BY SARAH BENZULY

GO BACK INTIME

Take a cruise
down  memory
lane to those
great hits that
have appeared
in Mixs “Classic
Tracks” column,
such as “Papa
Was a Rolling
Stone,”  “Only
the Lonely” and “London Calling.” Retive —
through the producer’s and engineer’s eyes—
how these classic tracks began as just a single
artistic idea to become a smash hit. Mix's
senior editor, Blair Jackson, picks 30-plus of
the best recording stories and presents them
in Classic Tracks. Mixbooks, www.mixonline
.com/mixbookshelf.

~ STUDIO WATCH: TIME FOR AN UPGRADE

RI/SOS KEEPS IT FLOWING

Right Track/Sound on Sound (http://righttrackrecording.com) has completed renovating Studio A at its
main 168 West 48th St. location. The project follows the refurbishing of Studio C. (See February 2006
“Current.”) One of four music recording studios at the facility, Studio A boasts Sound on Sound's 72-
input SSL 9000 J Series console and a full complement of outboard gear. The studio has been rewired,

and its large control room now has new work areas, ‘ncluding a Pro Tools quiet bay to abate noise from
the system’s computer and hard drives. Audio engineer Cynthia Daniels was first in with two recording sessions for New York Confidential Big Band's new album.
Hip hop artist Jim Jones was next to book time to mix his new CD for Koch Records. Now, hard rock group Red Jump Suit Apparatus has moved in to mix their new

release for Virgin Records.

WM ENHANCED BY MW

Phoenix-based artist/producer Wade Martin's new
state-of-the art project studio, WM Studios (www.
wmstudios.tv), was outfitted by MW Audio, which
developed a quote for a Pro Tools-based facility
within the 14x16-foot control room that links to a
15x15 tracking room and companion vocal booth.

“The company didn't steer me wrong,” Martin
said of his experience working with MW Audio. "The
equipment that [MW Audio general manager] Jimmy
Church and his team supplied for my new studio is
perfect for this multifunctional environment, where I
handle everything from archiving to mixdown."”

The equipment package includes an Apple G5
PowerMac running Digidesign Pro Tools|HD3 Version
7 with a Digidesign Control|24 control surface.
Monitoring includes ADAM Audio P11a, Event PS6,
Genelec 7070A and M-Audio SBX units. Recent projects
completed at the new facility include a solo album,
How Did You Know, which was tracked at Martin's Las
Vegas facility.

TEKSERVE SERVES UP TECH UPGRADE

Alice’s Restaurant owner Mark Plati (www.markplati.net) decided that his New York City-based
facility needed a tech upgrade when his Mac G4 blew a tire, his SCSI II drives were aging and
renning on 05 9 was causing compatibility issues. Plati—an engineer, producer and musician for
David Bowie for seven years—turned to Tekserve's Chris Payne (head of the company’s pro audio
department) and Derek Davis (senior pro audio technician) to complete the job.

“l needed an entirely new computer music setup,
which meant a CPU, a Pro Tools|HD mix system, audio
interfaces, cabling, HD storage, 0S X plug-ins—the
works,” said Plati, who also used his new system at
Electric Lady Studios. “I also wanted to upgrade Logic
Audio to 7.1 and get some additional goodies I'd always
wanted. I wanted a system that would last and not
become outdated in six months. I'd been resisting such
a jump, and [Tekserve] made it completely painless.
There was a bit of a learning curve involved with the
new system, further complicated by the fact that I had
to begin doing sessions on it immediately, and they
helped me through that, as well.”
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GRANT MAXWELL, 1939-2006

WAS HE OR WASN'T HE?

NEWS |

Re-recording mixer Grant Maxwell died in
Hackensack, N.J., in early January after
an eight-month battle with leukemia.
Maxwell began his audio career at
Regent Sound Studios (New York City)
more than 25 years ago. In 1984, he
joined the newly established audio post-
production facility Sync Sound, also in
New York City. During the next 21 years,
Maxwell contributed his mixing talents
to numerous projects, garnering him three Emmy Awards and five Cinema
Audio Society Award nominations.

His list of credits includes feature films, documentaries, TV series/
specials and music concerts, including the Tom Fontana-created 0z,
Homicide: Life on the Street, the CBS documentary 9/11, Peter Jennings
Reporting, Barbara Walters specials and Stephen King's The Stand.

Maxwell is survived by his wife, Dorothea, and sons Dan and Greg. The
family is grateful for donations to the Leukemia and Lymphoma Society and
the Susan G. Komen Breast Cancer Foundation, in memory of Grant Maxwell.

11TH ANNUAL MIX L.A. OPEN

It looks like another sell-out year as a record number of companies have
already signed on to take part in the 11th Annual Mix L.A. Open. Presented
by the Mix Foundation for Excellence in Audio, the tournament is set
for Monday, June 12, 2006, at the Malibu Country Club. Proceeds will
benefit the House Ear Institute’s Sound Partners program (www.hei
.org) and L.A.-based Sound Art (www.soundartla.org).

The Mix L.A. Open is a “best-ball” tournament that attracts golfers
of all levels. Registration and a continental breakfast begin at 8 a.m.,
with the shotgun start at 10 a.m. The awards dinner and silent auction
are scheduled for 3:30 p.m. Space is limited, so golfers should make their

reservations early. For information about sponsorships or entry fees, go to
http://mixfoundation.org/LAopen/LAopen.html or call Karen Dunn at 925/939-6149.

Numerous appointments at APT (Belfast, Ireland):
Gregory Massey, CT0; Stephen Wray, licensing
business manager; Chris Clotworthy and David
Trainor, senior DSP engineers; Hartmut Foerster,
WorldNet Oslo audio codec product manager; Guy
Gampell, Asian sales manager; and Indigon, exclusive
distributor in South Korea...Bob Muniz joins EAW's
(Whitinsville, MA) engineering team as senior electrical
engineer...LOUD Technologies (Woodinville, WA)
appointed Doug White to the new position of VP for the MI brand group
(Alvarez, Ampeg, Crate, Crate Audio and TAPCO)...New market manager,
recording products for Lexicon (Salt Lake City) is Jeff Phillips...Chris
Latzelsberger is now heading product management responsibilities for
all of Telex Communications’ (Burnsville, MN) RTS products, while Mark
Gubser assumes the same responsibilities for the company’s Audiocom

Bob Muniz
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Producer Don  Was
stopped by  Selah
Recording (Detroit) in
early February to work
on his upcoming album,
Was Not Was, which is
slated for release late
this year. Engineer
Dylan  Koski-Budabin
helped man the Pro
Tools 5.1 system

The studio also

recently hosted Grammy-
artist/
producer Mario Winans,
who was in working on
his sophomore project
for

Bros.

nominated

Bad

From left: studio owner Doreonne Stramler,
Dylan Koski-Budabin (seated} and Don Was

Boy/Warner

MIX FOUNDATION
SCHOLARSHIP OFFERED

Applications for the 2006 TEC Awards

Scholarship Grant are currently being

accepted. The scholarship grant(s) is offered

to students in audio education programs.

Recipients are selected by the board of

directors of the Mix Foundation for Excellence
in Audio and are announced at the annuat TEC
Awards ceremony. For more information, go to
http://mixfoundation.org/hearing.htm{ or call
Karen Dunn at 925/939-6149.

product line. In other company news, Telex sales representative Vision2
Marketing (Nashville) added Edward Frebowitz and Jessie Taylor to
its sales team...Craig Paller has been named VP of worldwide sales for
BSS Audio (Sandy, UT)...Based out of Cerwin-Vega's Chatsworth, CA,
headquarters is Kim Comeux, national sales manager...Martin Audio’s
(Kitchener, Ontario) new national sales manager is Irv Weisman...New
distribution deals: AXI (Rockland, MA) appointed Heavy Moon Inc.
(Tokyo) to distribute the Reso Audiotronics product line in Japan; Brauner
Microphones (Rees, Germany) is outsourcing all international distribution
and sales activities to S.E.A. Vertrieb & Consulting GmbH; GC Pro (NYC)
is Euphonix’s (Palo Alto, CA) primary U.S. sales channel for the new MC
Media Application Controller; Linear Acoustics (Lancaster, PA) named
Sonotechnique (Toronto) as its distribution channel for Canada; and
Summit Audio (Watsonville, CA) is the sole distributor of Bricasti Design
Products (Medford, MA) in the U.S.
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DIGIDESIGN ICON

Over 1,000 systems installed worldwide . Fully modular, state-of-the-art console control . Seamless Avid interoperability . 192 kHz sample-
rate support . Industry’s finest plug-in options . Automatic Delay Compensation . Integrated video and delivery . Total session recall

Mike Shipley Studio
Hollywood, CA

“With ICON,S automation and complete

recall, | have the flexibility to work on one mix
then switch to another, picking it up exactly where
I left off—something | couldn’t do in any other
system. And it’s not just ease of use that does it
for me—the plug-ins are fantastic and the sound
quality is superb—there is absolutely nothing
missing in it!”

Mike Shipley
Mix Engineer (Nickelback, Michele Branch, Shania Twain,
Maroon 5, Green Day, Tom Petty, Aerosmith)

For more information on
Digidesign" ICON, please
visit digidesign.com.

£2006 Avid Technology. Inc. All rights reserved. Avid and Digi ign are either or of Avid
Technology, inc. in the United States and/or other countries. All other trademarks are the property of their respective hoiders.
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Go beyond the printed page and log on to
www.mixonline.com to get extra photos, text
and sounds on these select articles:
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Expanded Live Sound

Get more road notes from the engineers behind
the boards at these top-selling shows: The Cult,
Lucinda Williams and Fort Minor. Also check out
what Williams used on her last outing in 2004.

Cirque du Soleil

Browse through our expanded gallery or the
Cirque du Soleil phenomenon KA, including
photos from the spectacular performance and
those of the engineers behind the music.

Field Test:
Yamaha HS50M
Mix reviewer Michael
Cooper also took
out the Yamaha
HS80M, the HS50M's
big brother, for a
spin. What did he
discover?

Need more NAB
mOEE news and products?
NAB!

NEW THIS YEAR
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CURRENT

BURNLOUNGE THRIVES ON COMMUNITY SPIRIT
A community-powered digital music service that
allows users to sell music to friends, BurnLounge
is currently offering a public beta of its consumer
version. The service provides fans with proprietary
software and an expansive catalog of music
(provided by Loudeye) from major (EMI Music,
Sony BMG, Universal, Warner Music Group) and
independent recerd labels, as well as unsigned
artists, giving users the ability to create and
operate their own digital music stores.

BurnLounge also features a community chat
function called BonFire, which lets users communicate with friencs on AOL Instant Messenger,
Yahoo Instant Messenger, MSN Messenger or ICQ. “We are thrilled to launch a service that
enables music fans to have their own online ‘corner record store’ and promote the music they
love,” said Ryan Dadd, co-founder/president/C00 of BurnLounge. “BurnLotnge allows a fan t3
have a fully functioning download store without knowing anything about site design, credit
card processing or licensing. All they need to know is what music they love and then tell their
friends about it.”

Visit www.burnlounge.com for monthly/yearly pricing structures.

STRONGROOM PURCHASES AIR STUDIOS

Richard Boote, owner and managing director of Strangroom (www.
strongroom.com) recording studios, has purchased AIR Studios
(www.airstudios.com), the world-class recording facilities established
and chaired by legendary Beatles producer Sir George Martin, from
Chrysalis Gragup PLC and Pioneer GB Limited.
Martin, chairman of AIR Studios, said, “What I love about AIR is
that as well as being a great studio, it has a well-deserved reputation
for friendliness and efficiency. People who record here always want
to come back. I am very happy that we are now asseciated with
Strongroom, a company that shares our ideals and our dedication to
recording high-quality music. I am confident that Richard will continue  Sir George Martin (left] and Rich-
to promote and develop AIR as a world-class recording facility.” ard Boote inside AIR’s Lyndhurst
According to Boote, “Clients will benefit from an expanded and  Hell cantral room
more varied pool of technological knowledge and experience, a wider
choice of studios and access to a much broader range of state-of-the-art audio and video post-production
facilities.” For example, AIR's post clients will have access to packages including Strongroom’s offline and
online HD video post facilities, while Strongroom’s clients will be able to use AIR’s Lyndhurst Hall studio for
orchestral and large-scale acoustic recordings.

CORRECTION

In the January 2006 “Orchestral Recording” article, the

caption for Allen Sides incorrectly says that he is leaning

over a Captitol custom API console. The console (a

custom Delcon) is at Ocean Way Recording’s Studio B.
Mix regrets the error.




Visionary:.

'm Saul Walker.
In the late 60's 1 co-founded API.

Pack rhcn, we had a 51mP|ej>|an: ‘
build the best sounc‘lnng audio gear,
use suPcrlor comPoncnts,

and gve the Customer rhc l)est warrantq in the H)usinc-‘vs.

rour decades later. AP is still fathful to my vision.
The dcsnsns remam true to my orlginal carcuits,

I'don't own AP any more.

But I'm shill Proud of it
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ON THE COVER

Warner Bros. Sound Facility

By Larry Blake

disproportionate number of great
A sound jobs of the ‘70s and ‘80s

came not from the major studios
themselves, but from independent Holly-
wood facilities such as Todd-AQ and Samuel
Goldwyn Studios. In the early '80s, Warner
Bros. Studios purchased the Goldwyn lot,
and Warner Hollywood continued the tradi-
tion, with its flagship re-recording stages
A and D hosting dozens of notable mixes
during the past 25 years.

Knowing that Warner Bros. would walk
away from its lease in Hollywood at the end
of 2005 (the studio had sold the physi- p
cal facility in 1999), the Warner Bros.
post-production services department
in 2002 presented many replacement
options to management in terms of
size and location.

During the next three years, the
Warner Bros. staff—led by Norm Bar-
nett, senior VP post-production services;
Kevin Collier, director of engineering;
and Robert Winder, VP of operations—for-
mulated the design of a new facility on its
Burbank lot. The team was joined in 2004
by industry veteran Kim Waugh, who came
over from a long stint at Soundelux and
Ascent Media to become the VP of post-
production services.

While they did consider having one large
and one small stage, it soon became obvious
that a matched pair would be much easier to
book, with no client having to feel that they
had the “lesser” room.

The result was a 52,000-square-foot facil-
ity with two feature re-recording stages and
associated edit suites. Each stage contains a
client area that is lavish even by Hollywood
standards: complete kitchen and lounge
area with a 70-inch TV, private bathroom
and shower, and outdoor patio.

Also on the first floor is a spacious
ADR stage, the new home of mixer Tom
O'Connell. The ADR stage, control room
and Green Room are all larger than normal
to accommodate the talent and studio
“backfields” that have become the norm.
O'Connell’'s colleague next door at War-
ner Hollywood, renowned Foley artist John
Roesch, is moving to the Burbank lot, mak-
ing his new home on a freshly remodeled
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Foley stage this spring.

The second floor contains 14 DVD mas-
tering/compression suites, each of which
is on an independent slab with a floating
foundation. The separate machine room
contains a full rack of equipment for each
of the rooms, including nonlinear video play-
back, Pro Tools and legacy Sonic Solutions
NoNOISE systems connected via SonicNet.

immediately adjacent in the new build-
ing, although built to less-rigorous standards
than those required for sound post-produc-
tion, are the new offices and editorial suites
for Warner Bros. Pictures Feature Post-Pro-
duction Department. This 20,000-square-
foot area is structurally isolated from the
sound wing by a 9-inch seismic gap. Collier,
along with Bob Budd, Jim Deas, Tony Pilk-
ington and Chuck Garsha, headed the new
facility's technical design. Acoustic design
of all rooms in the buildings was by David
Schwind of Charles Salter & Associates (San
Francisco), while HLW International LLC was
responsible for the design.

The new re-recording stages (numbered
9 and 10 in the Warner Bros. family) are
both 64.5 feet long by 49 feet wide, with
ceiling height of 24 feet, a little bit larger
than the cubic volume of its previous flag-

BURBANK, CA

From left: VP of post-production services Kim Waugh; re-recording mixers John
Reitz, David Campbell, Gregg Rudloff; supervising sound editor Richard King;
re-recording mixer Ron Bartlett; senior VP of post-production services Norman
Barnett. Inset: director of engineering Kevin Collier.

ship re-recording stages 5 and 6. Ali four
rooms share the same basic console-to-
screen relationship.

The identical AMS Neve DFC Gemini con-
soles in each feature stage have 1,000 chan-
nel paths when running at 96k, effectively
four times the processing capabilities of its
previous DFCs. The Gemini consoles also
have full TFT metering with track routing,
panning, EQ and dynamics displays.

A StageTec Nexus router controls all
audio patching on the stages and through
the facility as MADI streams, including the
consoles and all Pro Tools systems. AES-to-
MADI conversion is by AMS Neve 960 boxes,
with the core of the system running at 96
kHz, regardless of the rate of the film.

Collier says that they did “substantial
homework” on the leap to 96 kHz. "We
wanted to be sure that real-time sample
rate conversion to and from 96k, from both
integer and non-integer sample rates, was
above reproach. | had to be able to say
without reservation that it would not affect
the audio in any way that you can hear. We
set up a recursive test, using tough material
like gongs and triangles, going back and
forth from 48 to 96 five times—simulating
five temp dubs. We then listened to it in real

PHOTOS: BOB BERESH



Stellar Sound-Boutique Build-Project Price

< (lassic Putnam 610 & flagship Precision‘llﬂ Mic Pre & DI- - < Gain, Level & Impedance selection for maximum tonal variety - - Portable, "Go-Anywhere" design. Hand-built in the USA.

.
. - D
B -
oFF No o 0
no 02 o

UNIVERSAL AUDIO

e T

N

S0L0/110

My Precisio
Fel ion e

Introducing the brand new SOL0/610™ and SOL0/110™ mic-pre & DI boxes from Universal Audio. All the UA heritage, tone and hand-built US-made quality you
ever dreamed of in a single-channel format, at a price every Project Studio can afford. Now its no longer a choice between the sound you covet and the gear you can realistically afford. UA designed
the SOLO series to be portable, functionally lean yet sonically mean, with the familiar solid build and audiophile components that define UA quality.

From desktop studio to stage, the SOL0/610 and SOLO/110 are the go-anywhere essential preamp & instrument DI. Choose either the all-tube SOLO/610 for that silky vintage warmth or the
SOLO/110 (from the mighty 8110) for lightning-fast transients, and sheer tonal versatility— ultra-clean to crunchy Class A. The SOLO series preamps will flatter the humblest to the most esoteric
microphones with their own signature sound. The best news of all is that UA's innovative engineering and meticulous manufacturing mean you don't have to make a choice: you can afford both!

B

UNIVERSAL AUDIO

anta Cruz.

wwuaudiocom analog ears | digital minds toll-free: 1-866-UAD-1176

Audio, Inc All nghts reserved Universal Audio, the Universal Augro logo. S0LO/610, SOLO/110. and “Analog Ears Digital Minds” are trademarks of registered trademarks of Universal Audio, Inc All features and specifications subject to change without notice.




ON THE COVER

time so we could A/B the tracks.”

All of the feature re-recording stages at
Warner Bros. currently have Christie CP-
2000-X "2k"” DLP Cinema digital projectors.
Video source for the stages is provided by
an HD player built from a Mac G5 with a
Kona video card and an application called
VirtualVTR. Each of the new stages has a Ki-
noton high-speed 35mm film projector, with
a third "floater” projector shared by the two
rooms for changeover screenings.

The other staple of old-school film re-
recording, 35mm mag film recorders and
dubbers, are nowhere to be found in the
new facility. While this is understandable,
perhaps more surprising is the absence of
the most recent (since 1998) standard play-
back and recorder: the Tascam MMR-8 re-
corder and its companion MMP-16 dubber.
In their place are eight Pro Tools|HD systems
on each stage: two as stem recorders, five
as playback dubbers and one that func-
tions as mixer plug-in processing. Additional
source Pro Tools systems can be located
in the six edit rooms that are dedicated to
each stage.

Mixing on the stages is to secondary,
internal hard drives on the Pro Tools re-
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cording systems. The stage recordist cre-
ates “flattened” files (single file per track)
using the Pro Tools AudioSuite Duplicate
feature at lunch and at the end of the day.
Having first copied the original files to the
server as a backup prior to flattening, the
files are deleted from the record session
and from the local disk drive, thus giving
reduced disk access times because now the
recorder contains only one file per track
instead of dozens due to constant punch-
ing in and out.

Also significant on the new re-recording
stages is the absence of removable SCSI hard
drives. Backing up to and restoring from
the Linux server is through the 10-gigabit
Ethernet network. “In the time it would
have taken to pull reel 4 out and put reel
S in [mounting local SCSI hard drives], we
can change everything via our network,”
Collier says. “It's an integral part of how
things work: If you get rid of moving things
manually, you have to be able to move them
electronically as fast.” Collier notes that they
regard the internal drives on the systems as
a "scratch pad.”

The current servers in the new building
have online storage exceeding 80 terabytes.

When Kim Waugh came to Warner Bros. in fall 2004, he discussed with his colleagues “that
they had to turn the ship around and mirror what the marketplace was looking for,” referring
to the move in some quarters of mixing virtually within Pro Tools.

Initially, Warner Bros. had ordered identical Gemini consoles for new stages 9 and 10, plus two
others for existing re-recording stages 5 and 6. However, a decision was made to configure Stage
6 with multiple Digidesign ICON D-Controls. They ended up with three positions, each with 32

faders, with a fourth system for stem
recording and monitoring. The routing
between the three systems uses a small
MADI router because engineering did
not want to be locked into a particu-
lar hardware relationship between the
three systems.

In revamping stage 6, Warner Bros.
became the first major studio facility
to equip a large, traditional re-record-
ing stage to virtual mixing. Waugh
notes that “we aren’t a market driver;
we are subject to the market that is
driven by the whole film sound com-
munity, and I based the decision on
looking at what people are asking for

:
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and need, particularly supervising sound editors who wish to stay with their track and carry
their vision of that track all the way through.”

The maiden voyage for the ICON stage was in July 2005 for George Clooney's Good Night,
and Good Luck and was soon followed by Terrence Malick's The New World. Most recent mixes
include Tony Goodwyn’s The Last Kiss and Chris Robinson’s ATL. —Larry Blake
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The network has a mirror server across the
Warner Bros. campus that backs up changes
only to the server every night. The entire
building has a 225kVA UPS, giving engi-
neering 20 minutes to perform an orderly
shutdown.

A key design feature of re-recording Stag-
es 9 and 10 is the location of the keyboards
and monitors for the Pro Tools systems in
the room. Collier and his crew developed
the idea of having them in semi-circles off to
each side of the console by simply drawing a
circle around the center mix position. Collier
feels that this design “puts everybody on a
more level field relative to the screen and
the console. The mixers and editors feel like
they're all participating.”

In addition to the six stations that flank
the sides of the console, each stage has two
edit rooms on the stage and four others im-
mediately behind. All Pro Tools systems—the
eight in the machine room, plus those in the
edit rooms—can be controlled at any station
by the Avocent 16-port KVM router on each
stage. Each location has a "mirror layer” so
that picture can be run on a second VGA
monitor. Picture source changes transpar-
ently when a new session is opened.

Warner Bros. was one of the first facili-
ties to have three-way speaker systems on
its mix stages, dating back to the mid-"90s
under the leadership of then-chief engineer
Claus Wiedemann. Continuing in that tradi-
tion, with an eye toward incremental refine-
ment, the new re-recording stages feature
three-way systems comprising McCauley
Sound AC588s on the low end, Community
M4s on mids and JBL 2446H compression
drivers on 2360A horns on the top. Ampli-
fication—some 19,000 watts—is via QSC
Powerlite 4.0 on low end and Bryston 4Bs
on mids and highs. Surrounds are two-way,
using standard JBL 8340 wedge-shaped
wall systems, paired with JBL dual 15-inch
low-end cabinets.

According to Waugh, “The new building
is essentially about three things: outstanding
talent, service and technology. Not only do
we have the most advanced hardware and
software in the business, but we support it
with exceptional talent and a comfortable,
creative work environment that focuses
on excellent client service.” Current fea-
tures mixing on re-recording Stages 9 and
10 are Wolfgang Petersen’s Poseidon and
Bryan Singer's Red Sun: Superman Returns.
Recently completed projects include Bryan
Barber's /dlewild and Neil Burger's The /-
lusionist. |

Larry Blake is Mix's film sound editor.
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THE FAST LANE |

BY STEPHEN ST.CROIX

The Classics, Part 2

Flying the “Friendly” Skies

(Eds. note: This month, we chronicle another classic
St.Croix adventure. Here, from May 1994, a journey be-
gins at a seismically challenged tradeshow and continues
with an altercation at 30,000 feet.]

I usually live in Maryland. There were several earthquakes
in Pennsylvania, so I thought I would go to the West
Coast. Besides, NAMM was coming up soon, and there
was way too much ice in Maryland for me and the Harley.
Ha. Silly me.

So I went to NAMM again. The world’s first Trembling
Trade Show: The first convention to be a ride. A hands-on
text of CD player tracking ability or the effectiveness of
some new mic mount’s LF isolation in a real-world situa-
tion: the Earthquake NAMM.

Okay. NAMM. Stream-of-consciousness report: Nobody
was too thrilled with the subwoofer demos; too much like
the real thing. There was one Japanese guy all alone in a
booth in the basement selling guitar picks he had invented.
His English was quite sparse, and I don’t think NAMM was
quite as he had envisioned it. He kept putting these exotic
litle black-chromed spring-steel picks out on the table for
people to see, but American people see things best in their
pockets, so they kept taking them. As he would leave his
booth to try to catch the latest NAMMster who'd stolen his
product, 30 more picks would go into the pocket of the
next guy to come along. No, this wasn't at all what the guy
thought it was going to be like.

There was another booth manned by guys in Swiss
mountain garb selling huge Alpine horns so you could
make your own cough drop commercials at home. They
seemed to have quite a following.

ART celebrated its 10th anniversary. THD showed a
power-absorbing product. I love this industry—first this
guy sells everybody real loud tube guitar amps, then he
comes back and sells them exotic boxes to suck up all that
power so they're not loud anymore. Now this separates
the men from the boys. These things look sort of like
motorcycle cylinder heads but come in crazed anodized
colors, so they were cool. Roland gave away functional
digital watches to everyone who walked in. The televi-
sion show Next Step was there taping, so the whole show
was declared cool. The Gemini booth was again staffed
by nuclear scientists.

Sennheiser’s NoiseGuard system. Toy Du Jour, to be
sure. Noise-canceling earphones. The future is here, and
it's in your ear. Thank you, Sennheiser, for making this one
of my nicest flights home.

My typical detailed technical review on this product
follows, but first a little history. Although at one time I
flew them everywhere, 1 basically refuse to fly America
West now because they are stupid. Well, okay, actually,
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technically speaking, they are totally ignorant, then they
are dumb. They have a total ban on CD players. Knee-jerk,
reactionary stupidity that I reject empirically. I got in a huge
fight with one of the attendants, then the co-pilot, then the
captain, then the local authorities upon landing—all over
this ridiculous rule. The ignorant stew said it was an FAA
ruling. 1 emphatically rejected that fabrication with suffi-
cient expedition and commitment to cause her to become
visibly alarmed. Good. 1 did it right. I told her to produce
the FAA book, and if it was in there in any form at all, no
matter how garbled, I would gladly remove the earphones,
turn off the CD player, take out the batteries, completely
disassemble and then destroy the machine, scratch and
break each of the 40 CDs I had with me, give up the music

" industry, ear up my pilot’s license (big deal, it hasn’t been

When | produced the CD player,
she found herself faced with the
dilelmma of knowing that | had

brought aboard an instrument of

unbridled death and destruction.

current since 1916) and perform ground crew service for
their planes free-of-charge for one full year, and I wouldn’t
even wear gloves in the winter!

Lucky for me, she was just another spaced lemming,
and there was, in fact, absolutely no mention of such a rul-
ing whatsoever in the pilot’s beautiful, black, leatherbound
FAA reference manual. Just blind luck? Well, maybe. On
the other hand, my FAA book has no mention of such a
ruling either. So then she sez (and I Jove it when this hap-
pens): “Okay, sir, it's the company policy.” Well, in the
words of Joe Pesky, “Okay, okay, wait a minute.” So [ sez:
“So it's not an FAA ruling, it’s only company policy, right?”
Stew sez: “It’s the same thing, si”” This, by the way, was
the last time she called me “sir.”

There was no warning on the ticket, no sign posted
anywhere in the boarding area or ticket counter area, no
mention of any of this in the preflight “How to Die in Case
of Trouble” speech—nothing. The flight attendant couldn’t
even figure out what those shiny little discs I had were;
it had taken another passenger's panic call to notify her
that there was such a dire technical threat aboard. Some
woman on the plane saw me and was so concerned at my
appearance (so far, this is actually kind of understandable)
that she took it upon herself, as sort of a public service, to
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scrutinize my every move. When I produced
the CD player, she found herself faced with
the horrible dilemma of somehow intrinsi-
cally knowing that I had brought aboard an
instrument of unbridled death and destruc-
tion, without having the education or street
knowledge to identify what it actually was.
You know: “Sony—Number One in terrorist
hardware.”

So she asked other passengers until she
found one who felt reasonably confident that
he knew what [ had somehow smuggled
aboard. He told her it was in fact a CD player,
and she found a little two-paragraph story in
the in-flight magazine about how all CD play-
ers instantly grow 44.1kHz digital umbilicals,
which, through some disgusting semi-sexual
coupling mutation, link with the aircraft’s
44,1k flight control data bus and instantly
blow the planes up. There usually isn't even
any organic tissue remaining—just one Dire
Straits CD, four AA cells, an aileron or two,
and a couple of nameplates that say Pratt &
Whitney, or maybe GE. Once the passenger
identified the weapon, she called the stew
and the rest is history.

Oh, did I mention that it is totally cool
with them if you use a 10-year-old por-
table PC that sprays digital artifacts out the
ports with enough broadband power to

and many more
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bleach the color out of your Levi’s?

So now I am flying United, the friendly
skies. (They are only stupid for 10 minutes
during take-off and landing.) [ am sitting on
the plane, and though all precautions have
been taken (seat 2D, which years of research
has shown to be the quietest), it's loud It's a
jet, so it’s loud. It’s always loud. I always have
to turn the CD player up so loud that I am
fatigued by the time I land just to overcome
the roar of a few thousand horsepower 20
feet away. And that doesn’t do anything for
dynamic range, so I land never having heard
the nuances, with a headache from the cre-
scendos (or was it the chicken?).

And now I fly with Sennheiser. As soon
as the 10-minute dumb period ends, I put on
the unassuming set of open, lightweight cans
that look like something from Deegp Space
Nine, plug them into a little box that looks
like it was made in 1949, turn on the little
bat handle switch from 1969 and am instantly
surrounded by a roaring, artificial sifence that 1
didn't expect to experience until at least 1999.
This thing works! Now it’s not a drop-to-your-
knees, try-to-clear-your-ears silence, but it is
a fairly broadband, 10dB improvement. The
noise reduction is midband, so hiss and rum-
ble remain. In fact, an interesting, subjective
reaction is that the extreme rumble of the jets

Aidad
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actually gets louder. Of course, it doesn't, but
the drop in midrange noise is so surprising
that I feel an increase in all remaining frequen-
cies—a perfect Mr. Wizard science demo.

Once I landed, I realized that the silence
was so much fun that I never even got around
to plugging in my famous Deadly Killer CD
player, so I can't tell you how the music was.
I can tell you, however, that you don’t want
1o put your hands over the earphones like
producers used to do in the 70s when they
wanted to impress somebody by showing that
they were “really listening closely.” The little
microphones that listen to the outside noise
are there, and the result is a dose of Hendrix
that just ain't the same as the real thing.

There is a sort of mildly distracting phase
shift at the edges, and a few other minor
artifacts exist, but the overall results are so
cool that you easily forgive them.

So the THD guy has a product that makes
guitar amps less loud, and Sennheiser has a
product that makes the world less loud. A
brave new world of Anti-Audio Products?
So now you know just how technical my
reviews are, |

Stephen St.Croix bas taken far too many
flights in bis life. Our bearts go out to the
flight attendants.




Hear the difference.

e

WAY .':DI

60 Plug-ins. 14 Bundles. 5 Hardware interfaces. The one and only Waves. |
r Sound Tor

www.waves.com S J

World Radio History



BY PAUL D. LEHRMAN

False Sense of Security
How Not to Get Caught in the Web

ne of the words on everybody’s lips these days is
O “security.” National, job, personal, data—security

of all kinds is the topic of countless conversations
and news stories. As was the case with Y2K, Africanized
killer bees and the horrors of copying LPs onto cassettes, a
great deal of the information flying around about threats to
our security is complete nonsense, but nonetheless, there
are some real dangers out there.

My local newspaper, for example, recently wrapped
bundles of papers going to dealers with “scrap” paper—
which happened to be printouts of subscribers’ credit
information. (Haven't you guys ever heard of a shredder?)
In the days after that leaked out (and the publisher’s sub-
sequent full-page apology), the paper had to field several
hundred thousand phone calls, and no one knows how
much damage might ensue from the incident. It’s hardly
a unique occurrence: Almost every week there’s a report
about some tape or disk or laptop containing personal in-
formation about thousands of people being misplaced by,
or stolen from, a bank or credit agency. Sometimes, these
breaches are the result of criminal intent, but they often
occur due to sheer stupidity.

Security is a serious issue to all of us in the recording
business, because in a number of ways, we're a tempting
target for thieves of all kinds. We've all heard stories of
low-level studio employees or band hangers-on e-mailing
MP3s of mixes to bootleggers; of break-ins by screwdriver-
and wire cutter—carrying thugs who leave behind empty
equipment racks; of studio personnel who forget to erase
the hard disks in a rented DAW; of masters that are put
into a taxicab and never seen again; and of late-night ses-
sions that turn into rounds of Grand Theft Microphone. We
need to keep reminding ourselves to keep the doors and
equipment cabinets locked, to keep our servers firewalled
and our wireless networks encrypted, to turn on the alarm
when we leave and to check the credit and credentials
of new clients, as well as new employees, lest things go
wrong in a session and we lose a lot more than just the
cost of the studio time.

In my humble opinion, though, one of the most serious
threats to our security these days—besides the RIAA and
the clowns in Washington—is the scumbags who have
figured out how to use the Internet to implement clever
scams against just plain folks like you and me. Con men
(and women), swindlers and bunco artists are as old as
civilization, but the Internet has made their jobs so much
more interesting, easier and more lucrative. The Internet is
still young and growing, and not everyone has developed
the kind of radar that serves you well when, for example,
a sleazebag on the street tries to sell you a Rolex from
inside his raincoat.

The Nigerian-dead-bank-manager-leaves-$15M-with-
no-heirs scam is so old and hairy it’s amazing it’s still
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going around, but I still get several of those a day, some
with amusing twists involving Christian missionaries and
Russian orphans. There are, of course, the ever-popular
penny stocks “due 1o increase 400 percent!” that you've
never heard of, and those urgent notices that someone
has tapped into your PayPal or VISA account and put a
second name on it—which are designed to get you to
contact the fraudster who sent you the notice and give
them your confidential information so that they can tap
into your account.

Many of these fall under the category of “phishing,”
which means (and even if they aren’t together any more,
I can’t imagine the band Phish being happy about this
coinage) using a phony but authentic-looking e-mail to
get you to disclose your presumably secure information
to someone who would very much like to use it to your
disadvantage. Some phishing scams are easy to spot and
some are not, but a great many of them can be identified if
you know where (and take the time) to look: Open up the
raw code of the message and look for an originating Web
address or a URL under a dick-on link, which is different
from the organization the message claims to be from. If
you find one, it’s a scam.

Considering that all Web domains are publicly regis-
tered and the names of the registrants are easily available,
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it's amazing that, even though some phishers
are quite skilled at covering their tracks, law
enforcement hasn't been able to track down
and prosecute more of these jerks—but
in fact, there have been very few charges
brought against these miscreants. I guess
some agencies figure it’s more important to
keep tabs on people wearing inflammatory
T-shirts.

The biggest Internet-related fraud prob-
lem in the country today, according to the
Federal Trade Commission, is online auction
fraud, with a typical loss per incident of more
than $1,100. This takes many forms: There’s
the tried-and-true “ship a brick instead of a
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The scamsters’ most potent weapon is what's called

“social engineering”: figuring out how to make suckers bite.

And no technology or law can protect us from our

own carelessness and gullibility.

computer” gambit; the phony “Xbox case
with nothing inside” ploy; and the “you pay
by cashier’s check and you never hear from
them again” trick.

Well, progress, as one great American
company used to boast, is our most impor-
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tant product (that was before they shifted the
bulk of their operations to financial services),
and there’s progress on the Internet fraud
front, as well. This month, I found out about
a new twist that combines a number of these
tactics and is aimed at an economic sector
that a great many of us belong to: equipment
buyers and sellers.

Here'’s how it works. You have a piece of
gear you want to sell at auction on eBay, so
you list it. You get a number of bidders, and
when the auction ends, you sell the item to
the highest bidder. But for quite some time
after the auction is over, the eBay IDs of the
other bidders, and the prices they bid, stay
up on eBay on your item’s page.

Now, eBay has a comprehensive set of
procedures for dealing with transactions that
don't work out for one reason or another.
One of these—which is also useful if you
have more than one of a certain item to
sell—is called Second-Chance Offer. If the
highest bidder’s transaction goes sour, this
gives you the option to sell to one of the
other bidders at the price that they bid rather
than the highest bid. For the seller, it's a good
backup, and for the buyer, it's a good deal
because he doesn’t have to pay any more
than he wanted.

The Second-Chance Offer is made

| through eBay’s Website. You go to a special

page and select which losing bidder you
want to make the offer to and how long you
want the offer to remain open, typically one
to three days. Then eBay generates a mes-
sage to the bidder, telling them the item is
available and how to purchase it from you.
The scam involves sending a phony
Second-Chance Offer message to the losing
bidders that Jooks like it comes from eBay,
but it doesn't. The message includes genu-
ine eBay graphics, complete with all sorts
of “seals of verification” and legitimate links
to other places on eBay’s site. It lays out all
sorts of procedures and policies that sound
reassuring and just complicated enough to
be true: how the transaction is “guaranteed,”
how the seller has a whole lot of money in a
“purchase-protection account” to make sure
the buyer doesn’t get ripped off and how

| the buyer has five days to examine the mer-
| chandise and can return it for a full refund

if he/she doesn't like it.
—CONTINUED ON PAGE 147
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Satellite

By David Weiss

here’s the spirit of radio? In-

stead of looking for invisible

wavelengths originating from
tall terrestrial towers, focus your eyes an
the skies. Train a high-powered telescope
in that direction, and you just may grab a
fleeting glimpse of the satellites that carry
the commercial-free music and adventur-
ous programming of SIRIUS and XM. Stock
prices at both companies may be pitching
up and down, but when it comes to the
operational philosophies and technology
driving their premium original content,
there’s no question about the direction: full
speed ahead.

For both satellite providers, the pres-
sure is on to prove to stockholders and
subscribers that they're on the cutting edge
of content development. Each has its maze
of production spaces for programming
and automating playlists for the seemingly

One of XM’s two Earth station antennas

\ SAveyLATE
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34 MIX, April 2006 « www.mixonline.com

endless number of stations. But in the past
year. each has also made significant moves
to offer original content, including live mu-
sic events and—well, we've all heard about
Howard Stern.

Accordingly. each company has beefed
up its production facilities to handle the
demands of live music and special-guest
“DJs.” SIRIUS added Stern’s new 2,400-
square-foot penthouse facility within its
New York City headquarters, along with
upgrades to the digital backbone. XM pur-
chased one of the industry’s leading remote
recording fkacilities, Effanel, and occupies
the newly designed recording facilities at
Jazz at Lincoln Center (New York City).

Although most visitors are aware only
of the live venues at Jazz at Lincoln Cen-
ter—including the highly versatile Rose
Theater, the brilliant Allen Room with its
50-foot glass wall overlooking Central Park
and Dizzy's Club Coca-Cola—there is a
hidden recording, mixing and production
paradise built inside the structure, con-
nected to all the rooms.

Three control sooms de-
signed by studio architect
John Storyk (of Walters Sto-
ryk Design Group) were in-
cluded in the center's design,
though the audio produc-
tion facilities were conceived
with no specific tenant in
mind. Instead, the plan was
to launch JALC and find the
right audio production entity
to occupy and manage the
contral rooms.

That tenant, as it turned
out, would be XM, which
in early 2005 had acquired
Randy Ezratty’s mobile pro-
duction powerhouse, Effanel
Music. Seeing as how Ezratty
and partner Joel Singer’s phi-
losophy has always been to

Soaring

XM AND SIRIUS BRING PRO AUDIO TO

DIGITAL RADIO

Rob Macomber in XM Productions-Effanel Music’s
Studio A, which includes Digidesign ICONs.

record and live-mix productions with
their L7, OSR and ob/u mobile units, and
then remix later on a matching system
for subsequent broadcast at a dedicated
studio, the prospect of taking things to the
next level at JALC's then-vacant control
rooms made perfect sense for all parties
involved. XM Productions-Effanel Music
would archive all of JALC’s performances
so that XM could broadcast many of them,
while still being free to work on any other
incoming work they wanted—from mobile
productions to 5.1 DVD projects.

Add it all up, and you've got a fulfilling
gig for the engineers who get to work at this
wide-ranging, fiber-interconnected facility.
“The uniqueness of being able to come to
work every day for the Mecca of jazz and all
styles of music is incredible,” confirms Rob
Macomber, chief engineer of XM Produc-
tions-Effanel Music, talking from the spa-
cious surroundings of the facility’s Studio
A. “There really isn't another 51 mixing
room like this in the city, and we have the
ability to record in these beautiful-sound-
ing. acoustically designed facilities that are
right in the middle of the art form. The



SIRIUS studios at company headquarters in Rockefeller Center (New York City}

fact that we're working with XM, pushing
this content to ali of its stations, makes the
scope here ail the more interesting ™

For those familiar with FEffanel, the
most naticeahle shift is @ move away from
an orientation around Neve Capricorn
consoles and toward total Digidesign Pro
Tools—with a twist. The faat that Ma-
comber puts his hands on a 48fader ICON
in Studio A, or on cither of two 32-fader
ICON integrated consoles in Studios B and
C, all provided by pro audio integrator
Tekserve (www.iekserve.com). is not so
unusual. However, XM Productions-Effanel
Music’s practice of simutaneously running
triple Pro Tools|HD systems during record-
ing sessions—one as a mixer and two as
recorders—miost assuredly is.

The approach feeds off the considerable
expertise that Macomber, who often serves
as a certified trainer for Digidesign, has
with Pro Tools. "When I started working
with Effanel, I brought in and solidified the
idea that Pro Tools could work not only as
a recorder, but as a mixing c¢avironment,”
Macomber explains. “The folklore out there
is that Pro Tools isn't stable and you can't

use it for live recarding, but Randy’s outlook
then is, ‘T'm going to make it work because
they said I couldnt—and it can.”™

At XM Productions-Effanel Music, all
live audio comes out of a MADI router into
two Pro Tools|HD recording sysiems (for
redundancy) and a mixer system. “The idea
of a separate mixer stems from the fact that
there’s certain things you can do in Pro
Tocls when the transport is not moving,”
says Macomber. “That way, in the mixer,
you'rc not pulling at all on the CPU. You're
doing less with z Pro Tools mix session like
that than working in Excel. In an environ-
ment where all the variables of software
and plug-ins can play a part in causing an
error of some sort, this ensures integrity
and stability.”

If the mix/record environment seems
well thought out, the signal path that the au-
dio takes to get there from any point of ori-
gin in JALC is just as careful. Starting with
a massive 110-plus microphone coilection
of BXK (now owned by DPA), Neumann,
Royer, Sanken, Schoeps, Telefunken and
mere, the sound captured in any of the live
venues then (ravels 10 a Radial transformer-

isolated splitter. From there, it heads toward
the mix and record Pro Tools systems, as
well as monitoring, if need be.

On the way to Pro Tools, the signal will
travel through some of the 96 channels of
Grace 802 remote-control preamps and/or
Millennia HV-8 preamps (soon to be up-
graded to ramote-control versions). Next
are Apogee AD-16X 16-channel 192kHz
A’D converters, clocked by an Apogee Big
Ben 192k master clock. Following that, the
now-digital signal goes into an RME ADI-
648 MADI-o-TOSLINK converter, which
allows easy transport of MADI streams of
the multiple channels over the 48 strancls of
fiber that connect all control rooms, pertor-
manee venues and rehearsal spaces 1o each
other within JALC. With all fiber leading
to a patch panel at the studios’ Technical
Operations Center (TOC), the MADI stream
hits an RME MADI bridge that routes every-
thing off to the three Pro Tools systems for
recording mixing.

Whether the audio has been recorded
at JALC or flown in from one of the Ef-
fanal trucks. it winds up on the facility’s
4.2-terabyte Studio Networks Solution SAN,
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SIRIUS’ control room, where programmers
manage ils fleet of three satellites

after which broadcast clients can walk
away with their final mix following
a simple transfer  a FireWire drive.
If the mix is destined for XM, then
it travels via Ethernet to XM's head-
quarters in Washington, D.C., before
being beamed up to the three Boeing
satellites in orbit around Earth.

“A lot of what they've done at
XM Productions-Effanel Music is
cutting-edge,” observes Chris Payne,
director of professional audio sales
for Tekserve; he also helped outfit
XM’s two performance studios and
12 production rooms in Washing-
ton. “They’re saying, ‘Now we want
people to be mixing more in the
desk.” They’re not investing in outboard
hardware so that they can work within the
computers, and that's where the industry is
going—if it’s not already there—with the
quality. Also, this way all of the facilities
are identical, so their engineers can go
from one room to the next and ¢reate one
environment, so to speak. It creates this
constant workflow.”

Payne anx] Tekserve are also intimately
familiar with the Coke to XM’s Pepsi, SIRIUS,
having warked on mubhiple facilities within
their world headquarters a few avenues away
from JALC in New York €ity's midtown. With
more than 12D original 24,7 radio stations to
manage, plus an in-house content juggernaut
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SIRIUS’ main broadcast studio at its New York headquarters

in Stern, a closer look at SIRIUS uncovers the
unique logistical and maintenance issues that
come with satellite radio.

“What distinguishes satellite radio from
traditional radio is its scalability,” points out
Jake Glanz, director of broadcast mainte-
nance and operations for SIRIUS. “Even the
big radio clusters tend to max out at a half-
dozen stations under one hood; we are 120
under one hood. Solutions that work on a
small scale don't often scale up so nicely. It’s
a whole world of possibilities, but you have
to look into the future more carefully so you
can sleep better without worrying about
your decisians. We currently have 37 studios
here, and you want them to be as multipur-

._‘!

XM's John Storyk-designed facilifies at Jazz
at Lincoln Center (New York City}

pose and as flexible as possible due
to the sheer volume of production that
takes place here on a daily basis.”

Although XM Productions-Effanel
Music seems to have multiple Pro
Tools HD racks everywhere but the
bathroom, Glanz makes no apolo-
gies for his multitude of Pro Tools LE
and Mix TDM systems, married to a
250-plus workstation system tied to-
gether with one of the largest Prophet
Systems automation networks in ex-
istence, connecting Manhattan via
point-to-point Tls to smaller facili-
ties in Houston, Memphis, Nasvhiile,
Cleveland and L.A.

“For radio-style production, re-
alistically, the powerful combination of
high-speed CPUs with upgraded host-based
technology means that the big decision
these days is, ‘Do you need the high-end
HD sysiems or can you just live in the
44.1/48k world and not make that jump?””
notes Glanz. “That decision is blurred with
the powerful LE-type systems. That format
is adequate and will be for some time. Al-
though there have been some very promis-
ing tests done at higher sampling rates—96k
production with higher bit-rate encoders for
instance—there’s a cost analysis that has
to be taken into account when considering
these upgrades. The host CPUs like G5s
have improved so much that it really blurs
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the need of going to a dedicated TDM sys-
tem for low track-usage production.”

Although Glanz didn't personally head
up the construction of Stern’s 2,400-square-
foot facility within SIRIUS’ headquarters,
he observes that the integration of the
“King of All Media” into the fold took some
troubleshooting. “Like everything else in
Manhattan, it boils down to a real estate
issue,” Glanz says. “The transition was full
of your typical building-inside-a-non-ideal-
office-building issues. However, it was
well-planned and executed on time. One
thing that’s not to be overlooked was the
fact that it had o0 be integrated with a TV
studio. In terms of complexity, that added
greater electrical AC load requirements for
the lighting system, as well as acoustic solu-
tions for noisy video gear.”

Although so many stations constantly
creating fresh content are a boon for the
subscriber, the dirty little secret behind
their production is the constantly fragment-
ing hard drives that the DJs and program
directors leave in their wake as they rush
forward. “You never have enough storage:
The bigger the trashcan you get, the more
they fill it with,” Glanz says bluntly. “So
there’s always a battle with the production
department 1o maintain themselves and
get their spinning disks cleaned up of stuff
they never use. We have migrated away
from local SCSIs almost universally and
have adopted FireWire on the local ma-
chines in the studios, although whatever’s
SAN-based is still Fiber Channel.

“As our facilities evolve, the drivers are
always reliable and compact in functional-
ity, aside from the obvious sound quality.
We don't have much margin for error when
it comes to studio down time.”

SIRIUS and XM are currently running
very different facilities, but the sense of ad
venture that comes with satellite production
is a common thread for the people involved.
“I'm definitely in my dream job,” Macomber
reflects. “We're marrying technology with
the arts in a user-friendly, creative environ-
menl, using state-of-the-art sysiems o do
high-definition archiving. This atmosphere is
conducive 10 everyone charging forward and
creating great musical productions.”

“I'm part of a very excellent broadcast
engineering team,” Glanz adds. “We're all
taking part in something that's never been
done before. But since we're reinventing
the wheel, the real challenge is simply hav-
ing enough hours in the day to come up
with solutions on a large scale.” |

Dauvid Weiss is Mix's New York editor.
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WHAT’'S IN YOUR AUDIO CHAIN?

By Mel Lambert

terrestrial television for U.S. consumers elicits a

sigh of relief from major networks and independent
broadcasters. There’s also a natural wave of optimism for
the equipment suppliers, who foresee a buoyant future
supplying audio and video hardware to those who will be
upgrading installations with standard- and high-definition
digital technologies.

Any upgraded or new broadcast/post facility needs a
technical infrastructure that will allow for transferring and
distributing digital data throughout the site. High-speed
servers, multiport routers and other distribution compo-
nents, using real-time delivery or on-demand streaming
via IP-based networks, are replacing balanced/unbalanced
audio cables. With data rates in the Gbit range, twisted-
pair copper is being replaced with co-ax, fiber and other
signal-distribution schemes, including various Ethernet-
based network topologies. Planning for future needs is an
essential part of a successful facility design.

T he FCC’s scheduled 2009 “turn-off” date for analog

MANY APPROACHES, FEW STANDARDS

Even with some 1,550 U.S. stations delivering SD and HD
programming, there’s no consensus regarding which digital
topology/delivery scheme makes the most sense; each has
its pluses and drawbacks. ABC’s DTV network provides af-
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filiates with a 2-channel MPEG (Dolby Pro Logic Lt-Rt) and
a 640Kbit/sec AC-3/Dolby Digital stream for HD 5.1-chan-
nel broadcasts using a “mezzanine” (a lossless/near-lossless
system inserted at the front end of the chain) compres-
sion system. To simplify plant timing, routing and storage
considerations, the CBS DTV network affiliates receive
Dolby E-encoded multichannel audio—5.1 surround and
stereo—oplus an additional 2-channel Lt-Rt AES-format pair
via a mezzanine compression scheme.

NBC’s DTV network delivers audio to its affiliates via
MPEG compression within a proprietary mezzanine com-
pression. Here, downstream stations receive up to eight
uncompressed PCM channels via four AES-format pairs
that comprise, at minimum, a stereo or Lt-Rt/Pro Logic
signal on the first pair and, if available, a 5.1-channel pro-
gram on the remaining three pairs. The Fox DTV network
affiliates get an AC-3/Dolby Digital signal at 448 kbps to
ensure full-time 5.1-channel audio feeds during prime-time
HD programming.

PBS distributes a standard 19.39MBit/sec ATSC trans-
port stream to its DTV-capable affiliates. Using this scheme,
any affiliate station equipped with a modulator, RF ampli-
fier and antenna can broadcast HD with 5.1 channels of
audio, but, as with Fox affiliates, inserting local program-
ming becomes complicated.
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Hi-Def Backbone

Of primary importance to facilities con-
templating the move to HDTV is the choice
of compressed or uncompressed audio and
whether to implement an embedded or
non-embedded scheme. The former nor-
mally involves the use of Dolby E encoding
or a similar scheme to squeeze eight chan-
nels (in Dolby’s case) into a standard AES-
format stereo pair and route it within the
plant like a normal digital signal. According
to Scott Griffin, VP of engineering at The
Systems Group, “That choice depends on
media preparation: If the network post-
produces its content and delivers it to other
in-house groups, Dolby E makes a lot of
sense to save data bandwidth and ensure
mixing/switching integrity.

“If the majority of material comes from
out-of-house,” Griffin continues, “it makes
more sense to remain uncompressed, deliv-
ering un-encoded audio channels to allow
flexible audio channel manipulation and
compatibility with diverse channel maps.
With increasing data bandwidth available
via server-based networks and other de-
livery mechanisms, data compression is
less of a concern. Emerging requirements
for multilingual Secondary Audio Program
[SAP] and Descriptive Video Service [DVS]
channels lend themselves better to un-en-
coded multichannel. An added bonus with

this approach is that encode/decode passes
are minimized.”

Media transfer can speed—or hinder—
workflow. System designers need to identify
where file transfers between high-capacity
servers can replace real-time streams, and
analyze areas in which non-real-time file
retrieval might work instead of real-time
data stream processing/mixing.

Point-to-point signal routing throughout
an HD-compliant facility can be stream-
lined using embedded audio schemes,
where up to 24-bit/48kHz uncompressed
PCM signals can be multiplexed with an
SDI or HD-SDI digital video signal. Such
transport schemes simplify cabling and
infrastructure, particularly when used with
high-capacity routers from brands such as
Grass Valley Group, NVISION, Miranda,
Utah Scientific, Quartz and Evertz that ac-
commodate high-bandwidth signals up to
15 GBits/sec. For added flexibility, differ-
ent models can handle on-the-fly embed-
ding or video signals with pre-embedded
audio, so broadcasters and post facilities
can mix and match digitized analog video/
audio with digital video and embedded
audio. Using fiber-optic connections, sys-
tem configurations can range from simple
point-to-point and point-to-multipoint to
large-scale video networks accommodat-

A Moutneul OF AGronUMS

Anyone delving into digital television (DTV)
technologies will surely be overwhelmed by
incessant strings of acronyms. Here are a few
that may help keep you on track.

AFP (Apple File Protocol): a method for
sharing data (files or applications) over an
AppleTalk network.

AOIP (Audio Over IP): a system for audio
file sharing/transport that converts analog
or digital audio into Ethernet packets for
distribution over a Local Area Network (LAN)
or Ethernet switches.

ATSC (Advanced Televisions Systems
Committee): an international, non-profit
organization developing voluntary standards
for digital television.

DTH (Direct to Home): program distribu-
tion to consumers via satellite downlink.

DVS (Descriptive Video Service): a service
that helps make television accessible to persons
with visual impairment using namative audio
files that accompany the programming.

EDTV (Enhanced Definition Television):
a system having a picture with at least 480
vertical scanning lines and 5.1 surround audio
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in the Dolby Digital format.

FTP (File Transfer Protocol): a data-
sharing protocol based on standard TCP/IP
Internet to move files from one computer
to another.

MADI (Multichannel Audio Digital Inter-
face): a professional standard for transmit-
ting up to 56 channels of digital audio data
over a single cable.

SAN (Storage Area Network): a network
or sub-network of shared storage devices such
as disks or disk arrays that are available to
any user on a server.

SAP (Second Audio Program): a broad-
cast or tape capable of carrying an al-
ternate audio track, typically used for a
second-language soundtrack.

SDI (Serial Digital Interface): a serial
digital video data stream having video and
four channels of audio.

SDTV (Standard Definition Television):
“old-school” television systems having less
than 480 vertical scan lines and at least
monaural audio—essentially the equivalent
of current NTSC TV.

ing multiple add/drop sites—often with
bidirectional data flow—for applications
such as studio-to-studio and studio-to-
transmitter links.

THE AOIP ALTERNATIVE

According to Griffin, [P-based topolo-
gies are becoming increasingly popular.
“WGBH, PBS’ flagship Boston station, may
be implementing an audio-over-IP [AOIP]
system, for example,” he says. The BBC
World newsroom is currently conceived
with 40 2-channel digital audio worksta-
tions that will ingest, stream and file-ex-
change audio data over an IP network.
Users will benefit from desktop AOIP ac-
cess to as many as 30 news-gathering feeds
via a plug-in media player front end and
file-management tools allowing clip inte-
gration into desktop edit sessions. Accord-
ing to Griffin, AOIP “involves a relatively
simple infrastructure,” with a simple physi-
cal layer and a complex virtual layer.

For larger network operations, a more
sophisticated topology will be required.
“NBC Universal is designed to route and
brand more than 30 channels of SD and HD-
SDI signals, while Viacom™—which owns
CBS Network, MTV, Showtime, Infinity
Broadcasting and other outlets—*handles 20
release channels in a single operations moni-
toring and control room,” Griffin points out.

FLEXIBILITY IS EVERYTHING

Remote trucks require flexible internal
communications and connectivity. “These
are further complicated with surround
sound,” says Griffin. A recently completed
remote truck for MTV Networks is a good
example of this enhanced flexibility. This
type of truck often includes an optical
transport layer for HD, linked through mul-
tiple routers using embedded audio within
both SDI and HD-SDI signals. “To further
simplify cabling, we are also looking at
optical connections for remote talent posi-
tions. This way, we can flexibly intercon-
nect three or four studios or control rooms
using easy-to-re-rig fiber links.”

Efficient and easy-to-understand moni-
toring systems for intelligently switching
between multiple sources of multichannel
playback at multiple operator positions is
essential. “Viacom, for example, has five
operators providing quality control for up
to 20 HD/SD channels and need to switch
multiple sources in varying combinations
to the monitor loudspeakers,” Griffin
notes. “We developed a system providing
multiple functions, including phase check,
mute, solo, 2-channel modes and fold
down of a 5.1-channel input to selected
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‘ Hi-Def Backbone

loudspeakers.”

An excellent example of an inter-
mixed audio infrastructure occurs at NBC
Universal’s New York studio complex in
Manhattan, which provides production
facilities for Saturday Night Live, offered
weekly in HDTV with 5.1 surround. “NBC’s
studio and plant distribution scheme cur-
rently uses two ways to move audio signals
back and forth within the digital domain,”
says Jim Starzynski, principal engineer at
NBC Universal Advanced Technology. “For
productions and distribution of high-defi-
nition signals within the NBC plant, audio
is transported on an HD-SDI plant-wide
router capable of 16 channels of embed-
ded audio.” Multiplexing is handled by
Miranda mux and demux equipment, with
installations currently outfitted to use eight
discrete channels—two complete audio
groups expandable to four groups or 16
channels. All signals are referenced to a
48kHz sample rate; resolution can be either
20 or 24 bits.

“Dolby E is used by our entertainment
and sports productions for multichannel
sound delivery and for live remotes from
the field,” Starzynski says. Dolby E deliv-
erables are decoded at plant entry, and
the discrete audio and metadata are multi-
plexed into HD-SDI for the plant router. All
internal plant multichannel sound distribu-
tion is discrete.

For SDI connections, NBC uses mul-
tiple plant routers capable of four discrete
digital channels—one SDI group—running
at 20-bit/48kHz. “SD and HD worlds are
connected via digital conversion tielines
between the routers,” says Starzynski.
HDTV multichannel sound is automatically
downmixed to 2-channel Lt-Rt for SD use.
“Second audio program and video-de-

as wireless and public safety services.

digitaltv.html.
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It's been a long time coming since the first HDTVs
were introduced (back in 1998), but the days of good
old analog TV are coming to an end. In December
2005, the Senate passed a bill that calts for televi-
sion broadcasters to cease analog broadcasts on
February 17, 2009, at which point, the broadcast
spectrum will be freed up for other purposes, such

The FCC also requires that all new television
receivers include the capability to receive digital
TV signals; by March 2007, all televisions are re-
quired to have built-in digital tuners. For more
information, visit www.fcc.gov/cgb/consumerfacts/

scriptive service are directly
mapped to the proper distri-
bution channel from HD to
SD, and vice versa. Down-
mixes and channel assign-
ments between formats are
accomplished with Miranda
XVP multiprocessors.”

To ensure sample-accurate
sync between video and au-
dio sources, NBC-Universal
New York uses redundant
sync-pulse generators, which
output multiple timing sig-
nals, the most critical being
2997Hz analog video color
black, which is distributed to
all plant areas, becoming the
ultimate reference for all equipment.

Most signals are carried around the
facility on precision co-ax cabling. “There
is no 110-ohm digital audio distribution,”
Starzynski stresses. “Fiber is used for long
runs from Rockefeller Plaza locations—like
The Today Show—into the 30 Rock plant.”
Sources originating in production studios
are routed through an audio/video control
room with an output that directly feeds SD
or HD routers.

For NBC-Universal, all HD studio out-
puts are discrete AES-format audio signals
embedded into an HD-SDI signal that feeds
the plant router. “Channel mapping is the
SMPTE standard of L, R, C, LFE, Ls and Rs
on channels 1 through 6,” says Starzynski.
“We have reserved channels 7 and 8 for
SAP and DVS. HD-SDI channels 9 and 10
have been reserved ultimately for Lt-Rt,
while stereo-only productions use channels
1 and 2. A Miranda cross-converter simul-
taneously generates a standard-definition
digital data stream from the HD production
format, with a metadata-enabled
aspect ratio control producing
a “center-cut” or “letterbox” 4:3
video image with a companion
downmixed 5.1-channel-to-Lt-Rt
audio for the SD audience.

“Everything for SNL is handled
in S5.1-channel,” stresses David
Lazecko, NBC-Universal's director
of studio engineering. “We pass
5.1-channel streams, along with
LRt and metadata, through an
HD router that handles 256x256
sources with 16 channels of em-
bedded audio. We use eight for
the show that pass to a hard disk
recorder. We also have a large
Apple SAN that handles our in-
terlinked Final Cut Pro systems
that are used to pre-produce and

NBC’s Studio 8H production control room in Rockefeller Center, New
York City. 8H is the home of Saturday Night Live, offered in HDTV.

edit the show [for syndication].” The SAN
handles uncompressed HD video and un-
compressed 24/96 audio; the pre-record
music systems run at 96 kHz for enhanced
audio quality, with files being down-sam-
pled for the live show. Hard disk recorders
or Sony HDCAM-SR video machines, both
of which accommodate multichannel audio
and VANC data, handle master recordings
for Saturday Night Live.

ASCENT MEDIA

A leading supplier of audio post services
for TV and film, Ascent Media operates 70
facilities in Southern California, New York,
London, Singapore and other locations. In
Los Angeles, Ascent Media Creative Sound
Services’ post sound houses—clustered
around Hollywood, Burbank and The
Westside—are interlinked via high-speed
data highways. “All media is delivered
from central or local servers,” advises Bill
Johnston, Ascent Media's senior VP of engi-
neering. “We do not work with tape much
anymore. Instead, we have placed a focus
on providing Gigabit IP-based networks
that can deliver audio and video files from
our Apple Xserve and Xserve RAID high-
performance servers.”

Ascent typically delivers files ahead of a
session to server drives at a target remixing
stage or pre-production area. Reasoning
that on-demand bandwidth between facili-
ties is still impractical, the company uses a
push-pull IP transport layer to transfer data
in near-real time. “Starting at let's say 8:15
a.m.,, we can deliver all of the sound and
picture elements for a complex mix session
well before 9 a.m.”

The primary backbone used by Ascent
to link regional production centers is based
on high-speed connections from Orbit Data
Technologies that are optimized for IP
transfers over long distances from Holly-
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Introducing Vienna Symphonic Library’s Virtual Instruments
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Three years ago the Vienna Symphonic Library redefined the sample library by introducing
the Performance Tool, bridging the gap between static samples and dynamic performances.
Now the next revolution is at hand. VIENNA INSTRUMENTS, the most powerful Virtual
Instruments on the market, embody intelligent Performance Algorithms into an easy-
to-use VST/AU plug-in to orchestrate an inconceivably vast array of samples. For the
first time hundreds of inspiring articulations can be combined in one Preset and
on a single MIDI track. Vienna's proprietary Performance Detection analyzes
intervals, repeated notes, patterns, and even speed in real-time and automatically
summons the appropriate articulation or nuance. If you never imagined a Virtual
Instrument could read your mind, think again. Never before has composing
been so natural, fast, and so much fun.
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Hi-Def Backbone

wood to New York and even London. “We
also use Digidesign Digi Delivery to send
encrypted material to our remote facilities
and to outside editorial rooms,” Johnston
says. “Our servers need to be highly secure,
so we provide broadband IP to the Internet
in selected ways; we use AFP [Apple File
Protocol], which is more secure for us than
conventional FTP-based transfers. We are
i " A also exploring QuickTime encryption tech-
A n al @ Y ﬁ(# g f OT Pr(ﬁ A dl O nologies, such as MovieLok from Gallery”
¥:1 \ g | A p J / u Also available are Fiber 270 connections
operating at 270 MBit/sec using dedicated

NGO matter How YO WE 1te it 1t l’f‘dﬂia switchers and fiber from SBC/Pacific Bell,
which Ascent uses to centralize its layback

TH !kT é 9,@ rp 0 rat ‘!() n rooms. For example, while posting Touch-
stone’s HD show Commander in Chief,

Johnston explains, “Executive producer
Steven Bochco likes to audition mixes in
real time at our [Westside] Lantana facility
while it’s being mixed in Burbank [Calif.].”

For routing real-time signals between
production areas, “We use MADI-format
routers if they're provided on the front end of
a digital console, but because we do not have
centralized machine rooms—everything is
operated locally from the dub stage or edito-
rial room—we needed large-format routers
like StageTec’s Nexus MADI-based router
that Fox Studios uses ahead of its DFC digital
consoles,” says Johnston. “Plain-vanilla TRS
patchbays and Elco connectors are as easy
to use, we find, and certainly more cost-ef-
fective than routers. Ascent has spent a lot of
money on its wiring infrastructure, using fi-
ber optic for the high-speed IP highways and
AES/EBU connections for stereo pairs, and
traditional analog patching where required.”

Server-based topologies can't keep ev-
erything online 24/7, so an efficient backup
and restore strategy is important. Blu-ray
media offers increasing capacity; current
23GB discs are expected to be superseded
by S0GB formats.

“A SOGB capacity nicely matches our
workflow, with an excellent cost-per-
GByte; its long-term viability looks very
good,” Johnston says. Also important is an
efficient and effective digital asset-manage-
ment strategy to ensure that material can be
tracked through final delivery. “Everything
must be cataloged,” Johnston concludes.

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

« post-production mixing and monitoring

- live voice, music, and sound effects recording Given that a “typical” production can re-
+ on-air broadcast quire 200 GB to 1 TB of audio files, includ-
And the results you should expect? Excellent sonic performance and a ing duplicates, labeling data is critical. “All
control surface that is both intuitive to use and complete in capability. file names should be human-readable, but

they cannot tell us everything about their
history and current status, which is why
system metadata is crucial.” |

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

‘chggmcigﬁs Skokie, ILUSA | Ph847-676-9177 | www.studio-tech.com Mel Lambert beads up Media&Marketing,

consulting service for audio firms.
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Apogee Quality, Apple Integration,
‘Absolute Simplicity.
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ensemble

Introducing Ensembile,
The first all digitally controlled, professional audio interface,
designed specifically for the Macintosh.

Ensemble features 36 channels of simultaneous audio, including 8 channels of Apogee's legendary A/D and D/A conversion,
4 transparent, digitally controlled 75db mic preamps, 8 channels of ADAT I/O, 2 channels of S/PDIF coax and optical 1/0O, and
FireWire connectivity to and from the computer. Ensemble also includes premium Apogee technologies such as "SoftLimit”,
“UV22HR", and "Intelliclock”. These technologies combined with converters that set the standard for the audio industry make
Ensemble an ideal choice for professionals seeking a high-definition, integrated solution that's incredibly easy to use.

Logic Pro7

/ I

‘ Final Cut Studio

the total package.

The sound quality and versatility of Ensemble, com-

- bined with your favorite Core Audio application pro-

®P ) > vides the most complete, FireWire-based digital au-
dio workstation available.

SOUND AMAZING

www.apogeedigital.com/ensemble

2006, Apogee Electronics Corp All Rights Reserved. All trademarks herein are property of their respective holders
Macintosh Logic Pro and Final Cut Pro are registered trademarks of Apple Computer




By George Petersen

X you've upgraded your DAW or con-
sole lately, then you've probably got
surround production on your mind—

or at least in your eventual plans. Other

than audio for feature films, advanced
games or network television programming,
the vast majority of the audio we hear is
still in stereo. However, surround—real
surround; not “rechanneled for 5.1” stuff—
is definitely the present (and certainly
the future) of music production, whether
youre working in LCRS, 5.1, 6.1 or more;

and in Dolby Surround, DVD-Video, DVD-

Audio, DTS, SACD or custom playback

systems for special-venue presentations,

thrill rides, etc.

Thankfully, many of the tools that we
need for surround production are identical
to the mono and stereo items that fill our
studio spaces. It's nice to know that we
can embark on our journey to multichan-
nel production without having to give up
our favorite mics, preamps and signal pro-
cessing. Even in a room that’s set up with
an analog multitrack and an older stereo
board, an engineer can do muitichan-
nel mixing by simply assigning channel

Dangerous Music Danger
Monitor ST and SR modular
monifor controller adapts to
stereo or surround.
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A STUDIO CHECKLIST

sources to the various output buses. While
it’s not as slick as working with X/Y pads
or joystick panners, your audience will
never hear the difference.

MIX FORMATS

Once your five (L/C/R/Ls/Rs) feeds are at
the output buses, just route those to your
storage format of choice. If you're not
maxed out on your system’s track count,
mixes can simply be recorded back to five
available tracks on your source multitrack.
This offers the advantage of storing mixes
with your multitrack master data (analog
or digital), offering a solution that’s both
easy and convenient. Of course, mix files
from your DAW can be easily archived to
DVD-R or hard disk.

If you need to have files in a dis-
crete, transportable audio format, options
abound. Equipped with eight channels—
enough to hold 5.1 discrete tracks and a
stereo mix—tape-based modular digital
multitracks, such as Alesis ADATs and
Tascam DA-88s, are a low-cost alternative.
Tascam’s (Www.tascam.com) latest gen-
eration in this category—its Hi-8mm, tape-
based DA-98HR and DS-D98—offer eight
tracks at 24-bit/48kHz, or four channels at
96 kHz with the possibility of interlocking
more decks for additional tracks. As a plus,

both decks also offer 2-channel 192kHz
recording, and the DS-D98 also doubles as
a DSD (Direct Stream Digital) 2-track.

Speaking of DSD, one high-resolution
option is mixing surround tracks to an 8-
channel DSD machine, such as the Genex
(www.genexaudio.com) GX9000. Housed
in a four-rackspace chassis, the GX9000
can record to DSD and 24-bit/192kHz
PCM digital. Rackmount hard disk PCM
multitracks (Tascam X-48/MMR-8, Mackie
HDR24/96, Alesis HD24, et al) offer an-
other storage avenue. The Fostex (www.
fostex.com) DV824 provides eight chan-
nels of 24-bit/48kHz recording (or four
channels at 96 kHz) in a two-rackspace
unit, storing audio data to DVD-RAM or
optional hard disk.

If you really want to go exotic, one
possibility is mixing to ATR Service Corp.’s
(www.atrservice.com) ATR-108C 2-inch an-
alog 8-tracks, with custom, discrete Class-A
electronics by Dave Hill. Phat and sweet!

HEARING IS EVERYTHING
You can’t mix without being able to hear
your tracks. You'll need monitors, of course.
Getting into all the possible combinations
and offerings in surround speakers for the
studio is well beyond the scope of this ar-
ticle, but for more information in this area,
see Mix’s report on new studio monitors
in the June 2005 issue, or visit www.mix-
guides.cam/studiomonitors for a wealth of
resources, articles and references.
Unfortunately, even if consoles can
handle surround mixes, most lack ad-
equate facilities for surround monitoring.
This problem is most prevalent when an
engineer is mixing “within the box” on
a computer-based DAW. And the task of
surround monitoring goes beyond merely
being able to turn down all those tracks
at once, Having fast push-button access to
track soloing and muting is an essential part
of the surround mix experience, espedally
when you're trying to isolate that odd noise



The Klein + Hummel PRO M 1012 comes with full bass management.

in the right rear channel or are perfecting
the level of center-panned elements.

There are a number of surround mon-
itoring packages that provide that quick
access as a standard feature—either via
a hardware controller and/or by way
of computer software under networked
control. Dynaudio Acoustics’ (www.dyn
audioacoustics.com) AIR Series offers
both an AIR Soft Mac/PC application
and a hard-wired mini desktop remote
to enable solo, mute, reference levels
and global (or individual) volume change
functions. Alesis (www.alesis.com) in-
cludes PC control software for use with its
ProActive 720 DSP and 820 DSP, and both
infrared and wired controllers for its mini
ProActive 5.1 system.

At NAMM, JBL (www.jblpro.com) an-
nounced the availability of a new Mac OS
X version app to go with its LSR4300 Se-
ries monitors, as well as Windows Control
Center software for adjusting levels, mute/
solo and input source select over Harman
HiQnet networking. All parameters of the
series’ Room Mode Correction acoustical
tweaking are also remotely controllable
either via the handheld wireless remote or
from a computer. Tannoy (www.tannoyna
.com) recently partnered with TC Elec-
tronic on its Ellipse iDP™ Series monitors,
which combine Dual-Concentric drivers
and SuperTweeters with onboard network-
ing and DSP control of acoustical align-
ment, bass management, solo/mute and
global level with preset memories that are
recallable using the iDP hardware remote
or PC-based control software.

MONITOR CONTROL—A LA CARTE
If your speaker system or console pro-
vides monitor control amenities, then
you're set. But for most of us, some sort
of outhoard controller is a necessity. For-
tunately, controller options abound for
surround applications.

Distributed by Sascom Marketing (www.

sascom.com), Adgil Designs’' The Director
is a programmable sysicm designed spe-
cifically for multichannel environments.
The Director can handle one main moni-
toring system with up to eight ouiput
channels and two aux stereo systems, and
switching for up to 30 input sources. Func-
tions include mute, dim, mono and solo
(all available from an external remote);
preset monitoring levels; variable levels;
and more. Rear panel plug-in cards in the
three-rackspace central “brain” allow for
system-expansion options in input routing,
matrix routing and bus amps/insert sends.
Three available remotes handle 7.1, 5.1,
LCRS or stereo speakers. An average 24x8
(1/O) system is approximately $5,825.

Now handled in the U.S. by AXI (www.
axidistribution.com). Audient’s ASP510
surround sound controller pairs a one-
rackspace “brain” with a compact, hard-
wired controller. Among this $2,995 unit’s
features are six preset monitor formats,
switching from three 5.1 and three stereo
sources, eight conscle inputs outputs (5.1,
plus 2-track), switckable encoder/decoder
inserts, level trims on its six speaker outs,
mutes, solo, user-definable reference and
dim level, guide track input and built-in
pink-noise generator.

Just unveiled at NAMM, Dangerous
Music’s Gvww.dangerousmusic.com) Dan-
gerous Monitor ST «nd SR modular moni-

The Fostex DV824 twe-rackspace unit stores audio
data to DVD-RAM or optional internal hard disk.

tor controller adapts to stereo or surround,
and features a stepped-attenuator volume
control, four input sources, three speaker
outputs, programmable input gain/output
level offsets, assignable sub output, mute/
solo functions and a stereo cue/talkback
system with onboard 40-watt power amp.
Its mocdlular approach lets users start with
the stereo ST unit ($2,199) and add the
$1,499 SR expansion module for full 5.1
capability later.

The m906 5.1 monitor system from
Grace Design (www.gracedesign.com)
goes beyond simple volume duties; it also
includes source switching for balanced and
unbalanced 5.1 inputs, 24-bit/192kHz AES-
3 stereo inputs (stereo and 5.1 multichan-
nel), 5.1 analog outs from the DACs, S/PDIF
RCA and optical S/PDIF inputs and word
clock/Super clock In/Thru. Also standard
are talkback mic switching, analog stereo
cue 1/O, two stereo analog control room
outs, headphone/cue outputs and solo/
mute/dim on any output. Included with
the $5,995 system is a full-function remote
that connects to the two-rackspace main
electronics for fingertip control.

Klein + Hummel's (www klein-hummel
.com) PRO M 1012 is a surround manage-
ment system with full bass management,
programmable downmix configurations,
volume control of up to 12 output channels
and more. Options for this $5,950 system
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are extensive, including transformer or elec-
tronically balanced 8-channel analog input
boards, four AES/EBU digital input boards,
a board with eight additional transformer-
less outputs and a parametric EQ module
for subwoofer or room equalization. The
system stores 80 onboard (plus 12 user-
defined) configurations accessible from the
front panel, optional hardwired or infrared
remotes or (included) Windows software.

The MultiMAX EX and EXR from Mar-
tinsound (www.martinsound.com) have 16
speaker outs so that the engineer can switch
multiple sets of stereo and surround moni-
tors to make A/B comparisons between
combinations of a mono speaker, stereo
monitors and two 7.1 systems, for example.
Sources can include four 8-channel inputs,
and options include the company’s Monitor
Max Stereo Monitor Controller, which adds
functions such as talkback and switching
from 10 stereo sources.

Tascam’s DS-M7.1 ($1,249) supports sur-
round formats from LCRS up to 7.1—includ-
ing 5.1 and 6.1 formats—with the ability to
downmix to mono or stereo from any sur-
round format to check mixes on a smaller
system. The unit has a detachable front panel
that doubles as a full-function remote. Other
features include 8-channel TDIF, AES/EBU
and ADAT connections to a stem recorder;
TDIF connections to console (AES/EBU
and ADAT optional); eight input and eight
output channels; AES/EBU digital inserts
for encoder monitoring (analog optional);
