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Dolby. Essential to evolving entertainment.

Our years of end-to-end broadcast experience make us an essential partner across the entire content
creation and delivery process. From traditional broadcast technologies to new innovations for optimizing
content delivery over HDTV, IPTV, digital radio, mobile services, and beyond, Dolby is there every step
of the way to help make good things great. Visit us at NAB and see how we can enhance your content
today—and tomorrow.

NAB 2008, April 14-17
Las Vegas Convention Center
North Hall, Booth N1814

X1 DOLBY.

dolby.com/nab
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“SSL 4000 Collection “The first time | tried V-Series | “'ve besn working on an

sounds great. | can make it | was blown away. When you put | original AP! console. and

sound nasty just like a real V-Comp on a vocal, it immediately ‘ | was amazed at how accurate
old SSL console.” saunds better. ” The API Collection plug-ins are.”

Tony Maserati Manny Marrequin Ol Narton

Producer / Mixing Engineer Mixing Engineer 'Producer

Black Eyed Peas, Jay-Z, Alicia Keys, Kanye West, Foo Fighters, The Pixies,
Beyonce, Christina Aguilera John Mayer, Rihanna Echo and the Bunnymen

Studio Classics Collection
Three legends. One box.
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Including: SSL 4000 Collection. V-Series. The API Collection. w

The ultimate console sounds — in the box Only from Waves.
WWW.waves.com WAVES
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Sound matters—that's why the MicroTrack™ recorder has become the only choice for audio professionals worldwide.
Now M-Audio has designed the MicroTrack Ii, featuring even higher audio fidelity, an extended input gain range, workflow
enhancements including faster file transfer rate, and more. A new standard from the people who set the standard, the
MicroTrack Il delivers what's most important—superior-quality recordings.
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“Fantastic- sounding
headphones Period!"

From the chief engineer at Capitol
Studios to multi-Grammy® winning
producers...everybody’s talking about
Audio-Technica’s new flagship ATH-M50
Professional Studio Monitor Headphones.

“A T has raisad the bar once again, this ime with the
new M-50 headphones, and this time they've raised
it quite a bit. Already these phones are by far the
faverite in our studio.”

George Massenburg
Grammy™-winning engineer & producer

“_it's the most exciting thing tc come along in years.
These are fantastic-sounding headphones, period.
There just isn’t anything better you can do for your artist
than to give them a pair of these.”

Frank Filipetti
Grammy”-winning mixer and producer

”| tned these phones on a few nnajor artists and they all
said, ‘WOW these are great.” We use these phones on
all our vocalists.”

Al Schmitt
Grammy”-winning recording engineer and producer

"Sir.ce | got my ATH-M50 headphones, | have actually
enjoyed mixirg and referencing with headphones.
My M50 headphones are ncw an integral part of
my process...they absoluteiy transiate with my
speakers, but most importantly, they translate to the
outskde world. "

Ed Cherney
Grammy "™ and TEC award-winning producerengineer

“Tre M50’s seem to be winning hands-dcwn. Everyone
that's heard them won't give them back.”

Tom Schium

Chief Engineer | Capitol Studios

@ audiotechnica.

www.audio-technica.com always llmnlng
Radio History




Reasons—m You
Should Only Buy

e Your Gear from

BL___Sweetwater:

Microphones

We've got an incredible
selection of some of
the best microphones
available for studio and
stage alike. You'll find
condensers, dynamics,
and ribbon models (plus
Sweetwater-exclusive
¥ mic packages and
* a wide range of mic
sccessories) from
manufacturers such as
Shure, Neumann, Royer,
Sennheiser, AKG, and

o many more!
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Studio Processors

At Sweetwater, you'll find exactly what you need to create some
of that elusive studio “magic,” thanks to our incredible selection
of processors. Our huge warehouse is stocked with great reverb,
delay, and multi-effects units from Eventide, Yamaha, Lexicon,
and TC Electronic, plus a host of others.

Lexicon PCM96
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Eventide tc electronic lexicon dbx ovaman (R)
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Toft Audio ATB-32

Mixers

The mixer is the nerve center of your operation, and we know you
want the best possible unit for your money. Our knowledgeable
Sales Engineers are here to help you find the one that's just

right for you. We carry an incredible range of mixers from

Allen & Heath, Mackie, Yamaha, and many, many more.

ALLENZHEATH MIACKIE. @ fudolsim TASCAM
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Preamps Avalon AD2022

There’s no more important item in your signal chain than a good
preamp — and we have a huge selection of them. Whether you
want to add “color” to your sound or seek pristine transparency,
Sweetwater has the preamp that's just right for you, from great
manufacturers such as Avalon, Focusrite, PreSonus, and Manley,
just to name a few.
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The Lowest | ADedicated, @ AReally  SweetCare®  The Best

Price  Knowledgeable Huge ~ Herefor  Shipping
Possible Staff ~ Selection - You24/7 Around

My Sales Engineer has been nothing short of amazing. He takes the time to answer all my
questions without rushing me. From free shipping and an excellent and informative website,

musicians cannot go wrong with Sweetwater. — Mark Stys
-
e 0 ection of bo 0 d
omp bined dio so d
d of yo 0 provid 0
atio 0 on tor yo dio. And did yo
0 build our o 0 0
DO de to 0 dio d
dio-0 d d per-q 0p on, top-g
OMpo dro olid b 0 or portab
g omp Or YO
g - ¢
}
; ]
r
e -
L
0 0 ' AUalo o
~ DO 0 =~
0 0 p—
of p d dio i v.,.—‘!(." ';:; 0 0 ‘*
onito ge o o —— 0 g b ™
g d sp Lo - — pProd on fro 0
d D YO ——— dio 0
D our roo => L omp dio d
b D g (/ pra \) [ '/ dig
or yo onito 0 3 - 0 0 Audio )
B ADA \ ') “-"f/ 0 ong 0 0 :
- d 0 ong \ = ‘_/ : d conso ontro 2 0 0
any o 0 choo —-— 7 ding Digidesig D
: g R DA d Eupho er's go
ou €O d g d or yo dio

1-800-222-4700

www.sweetwater.com

Worl

£

SO

- b g rarl) A x ek A
(7o 0] . 5
v
'

Musié Instruments & Pro Audio




On the Cover: Wildfire
Post, an independent film
mixfacilityinL.A., recently

installed an SSL C300HD §

digital console in one of
its four mix rooms. The
former Wilshire Stages
was recently purchased
by veteran mixers Leshe
Shatz and Chris David.
Photo: Ed Colver. Inset:
Pasphotography.
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HD Is Here!

The time has arrived, where the number of high-definition sets in living
rooms meets the number of programs being broadcast in HD. Now with all
the content available on the picture side and the format firmly entrenched
across the country, what's going on with audio?

New York’s Met In HD

The Metropolitan Opera is broadcasting its first-rate productions in HD and
surround on PBS; plus, its Metropolitan Opera: Live in HD Series presents
eight productions in select movie theaters worldwide.

The HD Transition: A Systems Approach

With broadcasters, networks and content producers gearing up for next
year's DTV changeover, now’s the time to look at the production chain as a
single unit, combining speed, flexibility and secure file handling/access.

Justin Timberlake: Live in Your Living Room

We get the high-tech story behind the broadcast of Justin Timberlake's
FutureSex/LoveShow concert at Madison Square Garden, where HBO re-
created the concert experience for viewers at home, in high-definition and
Dolby surround.

The 50th Annual Grammy Awards

Mix had an all-access pass to this year's Grammy Awards. For an exclusive
look at the production, check out the photos and interviews in this issue
and at mixonline.com/grammys.

features

Solid-State Mic Preamps

Engineers in all walks of production benefit from having high-quality out-
board preamps in their toolboxes. Check out what's available in solid-state
models—versatile transistor-based units that offer DAW-friendly features.

Live Sound System Controllers
System controllers—also known as drive processors—can help save time, ef-
fort and space by combining a rack’s worth of functionality into a single unit.

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

(Volume 32, Number 5) is ©2008 by Penton Media Inc., 9800 Mercalf Ave., Overland Park, KS 66212, Mix (ISSN 0164-9957) is published monthly with an extra issue in January. One-year (13 issues)

subscription is $35. Canada is $40. All ather international is $50. POSTMASTER: Send address changes to Mix, PO Box 15605, North Hollywood, CA 91615. Periodicals Pastage Paid at Shawnee Mission,
KS untrut additianal mailing affices. This publicatian may nat be reoroduced or quoted in whole or in part by printed or elecironic means without written permission af the publishers. Printed in the USA.
Conodian GST #129597951; Canadian Past Publications Mail agreement No. 40612608. Canada return address: BleuChip International, PO. Box 25542, London, ON NéC 6B2.
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Universal Audio: Making Music Sound Better Since 1957

1945: Milton T. "Bill" Putnam established Universal Recording in Chicago,
where he installed a prototype "610" censole. .

1947: The first million-selling record, "Peg 0" My Heart" by The
Harmonicats appeared on Bill's Vitacoustic ("Living Sound"} label.

1948 - 56: Bill engineered and/or produced Bing Crosby, Frank Sinatra, Nat King

Cole and countless others while pioneering inr.ovations suc% as the
control room, vocal booth, console, sends /returns, echo, artificial
reverberation ... even stereo recording and half-speed mastering.

Bill founded United Recording, and later United Westerr. Studios on
Sunset Boulevard in Holtywood, which are now the world-famous
Ocean Way and Cello.

Bill founded Universa! Audio, whose legendary products such as the
1176LN, LA-2A and LA-3A became synonymous with sound quality
and hitrecords.

Bill retired and sold UA (now UREI) to Harman International. His original
products became prized collectors items for almost two decades.

Universal Audio was revived by two of Bill's sons. Bill, Jr., and Jim
Putnam continue their father's legacy with hand-assembled
reissues based on Bill, Sr.'s, drawings, vintage components and
design secrets from his personal diaries.

A
N

Bill, Sr., was awarded a posthumous Technical Achievement
Grammy as the "Father of Modern Recording." =
UA continues the Putnam legacy of "making music sound tu
better." Its world-class hardware and software is designed
with passion in Scotts Valley, California, according to the
company motto: Analog Ears, Digital Minds.

Become part of this unique and illustrious recording UNIVERSAL AUDIO
heritage. Live, hear and experience the UA difference today. T4 Leveling Ampifier
Visit us on the web at www.uaudio.com, or subscribe to our free,
informative, online ‘zine, "The UA WebZine":
www.uaudio.com/subscribe
e T L T L L B
ing N iUEjversal ‘Audio; Inc: www.uaudio.com
| . | ey, 0 NI RO ¥N.30 .
~“Scotts Valley, California info@uaudio.com

~“Analog Ears, Digital Minds”~ 877-MY-UAUDIO TN “ ‘
| ,T_r_, e !‘»7_/"—("-/1': i_, LA ; -

B T O

22088 Unoversal Aucho, in. Alt nghis reszrved Unwversal Audio, the Un wiolegn, and Adafiay BB Diadal Minds e trademarks or regsstered! trademarks of Universal Audio, inc Al other trademarks propesty of ther respeutive holders




FROM THE EDITOR

A Guy We All Kind of Knew...

his is the part of the magazine where I'm supposed to comment on the lon-

gest-running overnight sensation in technology: HDTV. Or provide a rally cry to
the stragglers who have delayed their digital conversion and won't be ready for Febru-
ary 2009. Or wonder out loud what it means that major manufacturers have pulled
out of NAB. We're a technology magazine, and it's our sound-for-picture issue.

Instead, | keep thinking about a guy | met who worked in sound-for-picture. A
regular guy with considerable talent and an artist’s ear. The kind of guy we all know:
calm and compassionate, funny and warm, sincere and light, curious and committed.
A guy who seems to have career and life in balance. A guy who has found perspec-
tive. I'm talking about J. Paul Huntsman.

Paul passed away on February 21 at the age of 55, three years after discovering a
brain tumor. | knew he had been sick and had run into him on the Warner Bros. lot
less than a year ago, but the news still shocked me. Others surely knew him better,
but | did consider him a friend. We bonded over the course of a year back in 1997-'98,
during the making of The Thin Red Line, which he supervised and | wrote about.

I was somewhat obsessed with Terrence Malick’s return to filmmaking at the time.
I tracked Paul down a full nine months before the story was due, and he indulged my
endless questions and gave freely of his thoughts and impressions. We talked weekly.
Sometimes he would rave about a 45-minute DAT that “Salty” Brincat had sent from
Guadalcanal of the rain forest waking up at dawn. Or he would relate the many, many
talks he’d had with Malick about birds, the single note or “call” that Malick might want.
He talked about recording authentic WWII guns and made it sound both practical and
poetic. And he always talked about his crew.

Other times we'd talk about literature. Paul was an avid reader and turned me on
to Cormac McCarthy and Wallace Stegner, two of my favorites to this day. | scoured
Bay Area bookshops and finally found a first-edition Thin Red Line to send him once
the movie was out. | imagined Paul hearing the book as he read it.

Paul would have been tickled that a McCarthy book made it to Best Picture and won,
three days after his death. He would also have appreciated the spare Skip Lievsay/Carter
Burwell soundtrack, and called it “appropriate to the Plains.” He was an avid supporter
of digital technology (he loved his Fairlight!) and file interchange, and he worked for all
sound editors as a member of the Board of Governors for the Academy since 2003.

Paul taught me that we bring our everyday experience to our work, that they
can’t—and shouldn't—be separated. Paul heard good writing. And he heard the
world just as a matter of course. He loved to listen to [daho when he was out fly fish-
ing and could describe what a fast-moving creek and the snap of a line sounded like.
Then he brought all that to his tracks.

So as I walk around NAB and marvel at the technology that drives our world, Il
remember that it's people who drive technology. The poetry in J. Paul Huntsman’s
tracks was a reflection of the way he approached life. He had balance, he had per-
spective, and he had heart.

/(4,';/&4/.\ a D }(/

Thomas A.D. Kenny
Editorial Director
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JIMMY DOUGLASS

Multi-GRAMMY ™ Award-Winning Engineer, Producer whose credits include projects with:
Duran Duran  Joy-L  Justin Timberloke  Ludacris ~ Missy Elliott  Timbaland
Nelly Furtado ~ Rob Thomas  Foreigner  Aretha Franklin  The Rolling Stones

Amazing ears, extraordinary musicality and technological savvy
keep Jimmy Douglass first call among top praducers and artists.
| picked up a JBL LSR4300 5.1 surround system for my studio because
the speakers are extremely transparent, very very clear, and with RMC
tune - ability, everything is right in its place. They're a really great reference.”
Hear why world -renowned engineer, producer, Jimmy Douglass
relies on the sound and revolutionary technology in the award-winning
LSR series studio monitors.

METAlliance:
Look for the METAlionce * Certfication on selected JBL LSR Studio Monitors. L S R SERI ES

visit JBLPRO.com/LSR STUDIO MONITORS s

H A Harman International Company

World Radio History
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When you graduate from the Conservatory, you leave
with att the skills you need to 80 straight to work in the
recording industry. Now, with our Laptop program, you
can take the gear you need with you-
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Letters to Mix

GET IN SYNC!

I've just finished reading Paul Lehrman’s article
in the February 2008 issue ("Insider Audio:
Late for the Future”), and he is right on.

| produce TV commercials and was involved
in presentations when HD was just coming out.
One presentation was by the Sarnoff Commit-
tee; as | recall, it was at the 1996 or 1997 NAB
show. | raised this sync issue at that tame and
was told that sync would not be a problem
because all material would be coded similarly to
SMPTE timecode, so the audio would track with
the video. | guess it never happened. Besides,
with non-discrete frames in some of the video,
encoding it can take almost a half-second be-
fore you have the next discrete frame suitable
for a lockup reference—even if an intercoding
between audio and video was used.

I have been on my “soapbox” about this
issue for the past 10 years, but it seems that it
has only recently been getting some attention.
Lehrman hit it perfectly when he noted that
every element in the distribution chain helps
to create sync problems, and when you try and
trace a specific problem it's never really possible
to get to any specific source; many times, each
part of the chain compounds the problem—it
can be very cumulative.

It seems like groups such as NAB, SMPTE,
AES, etc., are all attempting to find a solu-
tion, but it is really difficult because of all of
the sources of the problem, each [of which is)
managed/monitored (with some luck) by dif-
ferent independent organizations.

A big issue is that out-of-sync [audio and
video] really can jeopardize the believability of
the message—a serious problem in commercial
advertising and political advertising, as well as
dramatic program presentations and newscasts.

Hopefully, someone will be able to figure
out a way to imitate nature and lock up mouth
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movement with vocal cords. Maybe if a few
program producers or advertisers refuse to pay
distributors for a product that is received out
of sync, there will be a concerted effort to fix
this problem.

Alan Lapides

HISTORY LESSONS

Mix continues to receive letters about "30 Peo-
ple Who Shaped Sound” in the October 2007
issue, which profiled producers, engineers and
musicians who significantly influenced the
pro audio industry or consistently stood out
among their peers during Mix’s first 30 years
of publication (1977-2007), as chosen by the
Mix editors.

In general, | agree with your choices. However,
I think there are at least two glaring omissions:
Les Paut and Tom Dowd.

Paul B. Robbins Ph.D.

| have a ton of respect for the names on this
list and no doubt it was difficult to narrow it
down to just 30 people. But without the influ-
ence of The Beatles and their pioneering spirit,
there are people on your list who might have
followed other career paths. And The Beatles
would not have reached the heights they
achieved without people like Geoff Emerick,
George Martin, et al.

Ron Howard

Sales engineer, Cloud Systems Inc.

You left off Brian Wilson, who forever changed
the way the recording studio was used with his
Pet Sounds and SMILE albums, and the single
"Good Vibrations.” And [although] the list is
certainly one of people who shaped sound,
I would argue that a few on that list shaped
sound for the worse.
Dale Boylen

TALKBACK

The January editions of the MixLine e-newslet-
ter asked readers who work in game audio
production after beginning their careers in
music and post-production to tell us why they
made the switch, as well as name the title of
the first videogame they worked on. Here are
two more responses that we received.

My first game title was Winter Olympic Chal-
lenge for PC and Sega Genesis in 1988, fol-
lowed soon after by Test Drive /l. | was trying
to break into film and TV scoring at the time,
but having a tough time because of all the

established players already in the field. It was
clear that the game world had a lot of growth
potential, and the machines would be continu-
ously improving. Plus, a background in both
computers and music was a big plus.

Now, | think games are definitely the place
to be because we're still writing the rules, still
advancing the art of it as the capabilities of the
machines improve each generation.

Alistair Hirst

OMNI Interactive Audio

| started playing and doing sound in the clubs
of New York City when | was 16. | moved on
to doing tour productions and did sound for
Air Supply, Princess Pang, Trixter and Joe Lynn
Turner, to name a few. In the late '80s, | started
concentrating on studio work, which brought
me into game audio.

My first major title was a multi-award-win-
ner called Awesome Animated Monster Maker.
I went on to do numerous kid games, including
CD remakes of board classics Operation, Chutes
and Ladders, and a couple of Tonka Trucks titles,
as well as Arthur, Barney and other stuff.

When | started doing sound design and
music for games, we were still figuring out
what file types were smallest and how to get
audio to play on a CD on underpowered Macs
and PCs. All of our file-compression applica-
tions were handwritten in-house by former
Apple Computer employees because there
wasn't anything out yet! Stereo was out of the
question, and at 8-bit audio the "fizzies” on
every sample became the biggest challenge,
using radical EQ settings (thank you, Waves!)
and audio compression to squeeze every
ounce of quality from the hours of hard work.
It was exciting, interesting and frustrating at
the same time.

The game world has grown way beyond
what any of us ever imagined. Now game
audio people are pulling in big bucks, getting
royalties and staging huge concert events.
Where it goes from here will be interesting.

Gene Porfido

We'd like to hear from

anyone who has worked
in Nashville. Tell us about your most mem-
orable Nashville session! And if you've |
worked in Nashville for several years, tell |
us about how the scene has changed. E-

| mail us at mixeditorial@mixonline.com.
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CURRENT PROFESSIONAL AUDIO NEWS AND EVENTS
- THEAUDIO GOODS FROM GDC 2008

The 2008 Game Developer’s Conference was at the Moscone
Center for the second year in a row, drawing record crowds
in excess of 18,000 people. This year was packed, and all
the bugs from last year's layout were ironed out. For in-
stance, the exhibit floor in 2007 was split, but this year
everyone was in the same room downstairs in the North
Hall, making it easy to get around the exhibits. Eye candy
abounds at GDC; there is never a shortage of dazzling visual
imagery to wrap your brain around. Of course, games are
only 50-percent visual (although you'd never guess by the
paucity of audio exhibitors at this show) and there were
some interesting aural exhibits around the floor, as well.

Audiokinetic showed its upcoming Wwise 2008.2 re-
lease, which features a motion-creation tool that allows
the game production team to adjust such properties as
volume, pitch or LPF to fine-tune the motion effect. Any
motion generated using Wwise Motion can be automati-
cally created and customized for all platforms, including
Windows, PlayStation3, Xbox 360 and Wii.

Other middleware companies were also on hand, with the folks from
FMGD bringing a new version. The latest upgrade, Version 4.12, brings a lot
of great new features to the table, including an interactive music engine,
the ability to change the output driver at runtime, and PlayStation3 sup-
port for DTS output, oscillators and spectrum analysis.

CRI Middleware’s newest employee, industry vet Thomas Miley, gave
demos of CRI Audio’s software synthesizer that supports multiple platforms.
It enables the exact same sound to be reproduced on all next-gen platforms
and allows in excess of 100 sounds (voices) to be played back simuitane-
ously on the PS3.

THX showed off its slick-looking, phase-correct desktop 2.1 speaker sys-
tem and Neural-THX surround technology that allows game developers to
encode 5.1 content and then decode the original 5.1 mix through a Neural-
THX Surround-enabled playback device.

Content providers Killer Tracks and Megatrax showed off vast collec-

TOWNHOUSE STUDIOS TO CLOSE

EQUIPMENT WILL BE SOLD AT AUCTION

By the time you read this, the Townhouse Studios (West London) will have
closed. At press time, parent company Sanctuary Group announced that the
facility would cease operations at the end of March 2008.

The Sam Toyashima-designed Townhouse was one of the top music stu-
dios in London from the time it was established by Richard Branson in 1979.
The facility was home to artists including Queen, Bob Oylan, Blur, Oasis,
Elton John, Placebo and many others. The first commercial studio in London
to offer an SSL console, The Townhouse also figured in the careers of dozens
of recording industry luminaries, such as Hugh Padgham, Mick Glossop, Tony
Platt and Nick Launay. The Townhouse changed hands twice: It was sold to
the EMI Group by Virgin Records in ‘92; the Sanctuary Group bought the
facility from EMI in 2002.

Studio gear will be auctioned off by pro audio company mjQ (www.mjq.

www.mixonline.com

tions of music that would seem to cater to any style, tempo or mood a game
might call for. Both their Websites offer an easy-to-use browse and audition
format, allowing you to check out their extensive catalogs.

Annosoft showed an impressive lip-syne tool that came in text-based,
textless or real-time versions. It worked uncannily in a number of lan-

guages. It promises easy integration into any C++ application and gives
the production team the ability to tune their application at any time for
recognition speed and accuracy and application footprint.

Of course, nightlife is part of any conference or convention, and GDC
was no different. The GANG Awards took place on Thursday, February 21,
while Tommy Tallarico’s Video Games Live! played to a sold-out crowd on
Friday night at the Nob Hill Masonic Center. The Mix crew attended the
Associated Production Music dinner at Annabelle’s, where a large group of
game composers, developers and press enjoyed the company of friends and
Bob Rice's hospitality.

Visit www.mixonline.com/ms/gdc08 for additional GDC 2008 coverage.

co.uk) in May. Sales will be con-
ducted online and at the studio,
and will probably include the facili-
ty's SSL consoles, as well as the Pro
Tools systems, vintage tube mics
and outboard, etc. A catalog will
be posted on mj(I's site in April.
In a Music Week article celebrating The Townhouse's silver anniversary
four years ago, producer Robin Millar said, “There are only a handful of truly
great studios in the world. Those studios have turned out not just the great
albums, but also the great engineers and producers. Townhouse is one of
them, and one of the very few facilities we would honestly recommend to
—8Barbara Schultz

Andy Rose worked on an Oasis DVD
in Townhouse Studio 1 in 2001.

our own clients.”



IN LOVING MEMORY

J. PAUL HUNTSMAN,
1953-2008

J. Paul Huntsman, a supervising
sound editor who worked on films
including The Thin Red Line, The Il-
lusionist and Starsky & Hutch, among
others, died at his home on February
21 from complications resulting from
a brain tumor.

Born in Idaho Fatls, Idaho, Hunts-
man graduated from the University of Utah and later spent two years in
Morocco with the Peace Corps. His first credited film in Hollywood was
Loving Couples in 1980, followed by Michael Mann’s Thief a year later. His
final credit was The Illusionist in 2006. Huntsman worked for many years
as a supervising sound editor at Todd-AO before moving over to Warnet
Bros., where he maintained a room until his passing.

Huntsman, an avid outdoorsman, represented the Sound Editoriat
Branch on the Board of Governors of the Academy of Motion Pictures Aris
& Sciences. The family asks that donations be made in his name to the
Brain Tumor Society (www.braintumorsociety.org).

* TANGERINE OPENS

New mastering facility
Tangerine  Mastering
(www.tangerinemas
tering.com) hosted a
welcome event in late
January. The Wee-
hawken, N.J.-based
facility is co-owned
by industry veter-
ans Gene Holder and
Roger Johansen (pic-
tured), with Andreas
K. Meyer (formerly of
Sony Mastering) serv-
ing as lead mastering
engineer.

Guests at the
gathering soaked up
the headroom of the buzzing warren in which Tangerine is located, a cre-
ative commune with 19-foot ceilings that is also home to the Neve room

HarariVille, Bar/None Records, college radio promotion company The Syn-
dicate and many others. The crowd and networking were great, bui the
real treat was the John Storyk-designed mastering studio, equipped with a
sometimes startling equipment list that contains what Johansen describes
as the “the best of analog and the best of digital.” For anyone who hasn't
yet been to Abbey Road, the highlight was seeing (and touching, with
permission!) the console’s EMI Mastering Chain, containing a TG 12412,
12413 and 12414.

—David Weiss

COMPILED BY SARAH BENZULY

ALLEN STRANGE,
1943-2008
Composer/performer Allen Strange
passed away on February 20. Con-
sidered a leading authority on
analog electronic music, his Elec-
tronic Music: Systems, Technigues
and Controls is still in demand as
a comprehensive work on analog
music synthesis.

In the late 1960s, Strange
and his wife, Patricia, founded
BIOME, a live electronic music
performance, and in 1976 the
Electric Weasel Ensemble with
synth designer Don Buchla. He

received two grants from the San Jose State University foundation (1969
and 1974) for research into electronic music, and in 1970 became profes-
sor of music and director of the electronic music studios at the university,
retiring from that position in 2002.

HELIOS' NEW HOME

Producer/mixer Clemens Schleiwies opened his new studio, The Private
Room (www.the-private-room.com). in Munich, Germany. The facility is
built a-ound a vintage 32-channel Helios console from the Hansa Studio
in Berlin, where David Bowie recorded such albums as Heroes, Low and
Lodger. Producer Tony Visconti and Bowie both signed the console when
the intensive refurbishment
was finished. The studio
also houses a vintage Neve
BCM-10 sidecar console,
Studer A800 and A820 tape
machines, and such vintage
goodies as Telefunken Ela-M
250 and 251 mics. Monitor-
ing is via Lipinski L-707.

www.mixonline.com o April 2008, MIX 17



_LISTEN...PLAY > _

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

LISTEN: “Field Test”: Akleton Live 7
Heard in our sketch, along with a couple of beats
played by imported REX files, are three of the in-
struments included in the Live 7 Suite.

LISTEN: pw
“Field Test": Pt %
Sony PCM-D50 '-' . p 3
Bany Rudolph dem- -
onstrates  this re-
corder with two clips
of guitarist Dean
Parks recorded with
the mics set to the
wdest, and then the
narrowest, position.

PLAY: NAB 2008

M#x brings you blogs, photos, video and much
more—straight from the NAB showfloor. Also
chack out the “New Products Guide” for hot prod-
ucts debuting at the show.

2001
NAB ' . Products
PLAY: 2008 Grammy Awards in HD
Our special tribute site to 50 years of Grammy
Awards includes videos of the production team,

photos taken backstage and in the broadcast
truck, and much more!

N

CURRENT

TEC SCHOLARSHIP WINNERS ANNOUNCED

The Mix Foundation for Excellence in Audio announced
the recipients of its 2007 TEC Awards Scholarship
Grants.

Carson Ritz is in his third year studying Audio Pro-
duction at Webster University in St. Louis. His first foray
into the audio world began as a kindergartener, when
he recorded raps into a 2-track recorder, and he hasn't
stopped since! With a GPA of 3.89, Ritz has excelled at
his studies while completing a large-scale recording/
producing project for a local St. Louis artist, handling
the audio responsibilities for a local video company and
other extracurricular activities. His dream? To become a
successful music producer, but as long as he can work
in audio for the rest of his life he'll be satisfied.

Golda McCormack is a student in the Clive Davis
Department of Recorded Music in the Tisch School of
the Arts at New York University. She is pursuing her
degree in Recorded Music with an emphasis on audio
engineering and music production. When McCormack
isn't working on studio projects, she keeps herself
busy as the co-president of the new Clive Davis De-
partment student-run record label, 194 Recordings.
Her long-term goal is to be able to work with musi-
cians who are interested in making a difference by
creating music that will educate and inspire people
throughout the world.

Applications for the 2008 TEC Awards Scholarship Grant are currently being accepted.

The scholarship grant(s) is offered to students currently enrolled

925/939-6149,

Carson Ritz

Golda McCormack

in audio education pro-
grams. For more information, go to mixfoundation.org/hearing.html or call Karen Dunn at

DON'T MISS THE 13TH ANNUAL MIX L.A. OPEN

The 13th Annual Mix L.A. Open, sponsored by Guitar Center Professional, is quickly filling up. The
May 12 event has confirmed sponsors including Absolute Music, Acme Audio, Harman Pro/JBL
Professional, The Pass Studios, Record Plant, Shure and Sound Design Corporation. The Best
Ball tournament promises more contests, more prizes and more fun than ever. A limited number
of playing spots and sponsorships are still available. Visit mixfoundation.org/la open/la_open
-htm for information or call Karen Dunn, tournament director, at 925/939-6149.

AFA Music Group’s ArtistForArtist digital
music label Website is now live at www.
afamusic.com, providing users with mu-
sic downloads, ringtones, merch and
memberships to it social network. The
company joins an ever-growing com-
munity of music online, with recent
reportings from the RIAA showing that
worldwide sales of downloaded singles
grew from $138 million in 2004 to $580
mitlion in 2006.
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Taxi Doll, one of the many artists you'll find

at afamusic.com






ON THE COVER LOS ANGELES

Wildfire Post-Production Studios

By Tom Kenny

eslie Shatz and Chris David can admit
L now that when they first floated the

idea of buying Wilshire Stages two
years ago, the industry response was less
than encouraging. It was more like, “Are you
nuts? Buying a facility in L.A.? In today's cut-
costs, consolidate-now economy?

They listened to the skeptics. They did
due diligence on the post-production mar-
ket. And in early 2007 they purchased the
four-mix-stage analog facility, renamed it
Wildfire Post-Production Studios and set
about updating the cosmetics and the tech-
nology backbone.

“It was a leap of faith,” Shatz recalls dur-
ing a break on the mix of Jeffrey Nachman-
off’s Traitor. “But we had good timing on
the price, and thankfully the writers’ strike
didn’t seem to affect the types of projects
we do. But we feel like we're in a market
that has properly adjusted, with room for an
independent facility and the freedom that
brings a filmmaker.”

To be fair, Shatz and David brought a lot
of those filmmakers with them. Between the
two of them, they have a combined 60 years
of experience in film sound, most of it as re-
recording mixers. Shatz logged many years
in the San Francisco Bay Area, going back to
Apocalypse Now, Rumble Fish, Ghost and
Dracula, among many others. David, who
has run a recording studio in Bristol, England,
as a side job for 30 years, counts Legends of
the Fall (for which he received an Academy
Award nomination), Clueless, Donnie Darko,
Alexander and many others among his films.
They've worked on big-budget and quirky,
comedy and action. They are owner/opera-
tors, and that might just prove to be their
biggest advantage.

“We both had done a fair amount of
work on these stages in their previous ex-
istence,” says David, who has assumed the
role of president and runs the business and
technology ends of the operation. (Shatz is
technically the senior VP and handles sales,
marketing and “vibe.”) “They needed some
updating, but we both saw the possibilities.
One of the first things we did was take the
Series Twelve out of the C Stage and put in
an SSL C300HD ([pictured on this month’s
cover]. We know that it's going against the
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mainstream here in town,
but it's a straight-up digital
console with great sound,
and it's a workstation con-
trol surface. We work very
much in both worlds, es-
pecially Leslie.”

Shatz, an Academy
Award-nominated sound
designer and mixer, con-
stantly moves back and
forth from console to con-
trol, typically honing the
dialog in Pro Tools, mixing
music on the board and
employing a combo of
the two on effects. He
bounces from an upstairs 5.1 sound design
room, to premixing on the SSL, to finalizing
on the Harrisons in the A or B stage. The first
week, he did not like the SSL.

“l hated it!” he says with a laugh.
“And now | love it! | just did the final for
Gomorra on it. We just had to get up and
running. It's very simple once you embrace
the Master section. You can centrol such a
large number of channels when you're one-
man mixing, and having the automated Pro
Tools software is just great. I'm using the
Waves C4 for noise reduction and compres-
sion, their de-esser, [and] the Roger Nichols
Uniquel-izer is great for notches. | feel com-
pletely confident when | trim parameters
and work the dialog.”

The other major facility improvement, in
addition to the more hang-friendly cosmet-
ics of the common areas, was the addition of
digital intermediate on the B stage through
a partnership with Hollywood Intermediate.
The scan-effect-color grading process, used
on films big and small, typically takes place
at the same time as the final mix. Producers
who are not on a lot can end up spending
a lot of down time driving from sound to
picture and back again.

“We put Barco DP90P 2k projectors in
the A and B stages,” David explains. "We
originally thought of converting our ADR
room to DI, but then we came up with the
idea of making a dual-purpose mix room
out of B. We now have one of the largest
DI rooms in town, and in 15 minutes we

Chris David [left) and
i leslie Shatz at the 551
C300HD board

can switch from sound to picture and the
producer can walk back and forth without
leaving the building.”

It's a good thing they didn’t take down
the ADR room, as mixer Eric Thompson
“has been going gangbusters,” Shatz says.
“Rambo was really the first film to take ad-
vantage of all the rooms. We did the sound
design, the editorial, the DI, premix, ADR,
final mix. All of the rooms working. And
Sylvester spent a lot of time just hanging at
the facility. So it was comfortable, and the
vibe was right.”

Shatz and David have put together a
team that includes Thompson, business
manager Dan Medina and director of busi-
ness development Diana Blake. The final
piece of the puzzle will be to one day re-
place the analog Harrisons in A and B, but
Shatz and David are taking “baby steps,” as
Shatz says, and for now there seems to be a
few filmmakers who still love that warmth.

So today they can breathe a little easier.
They've had a year of steady work, punc-
tuated by a few high-profile projects (I'm
Not There, John Rambo, Juno), and they're
booked through 2008 with a slate that
includes the highly anticipated Harvey Milk
film by Gus Van Sant.

“As a mixer, | like the variety,” Shatz says.
“And as an owner, | like that we have all five
rooms working. We're looking forward to a
good year.” |

Tom Kenny is Mix’s editorial director.



RELIABLE. DURABLE. FLEXIBLE.

The SM57 microphone’s outstanding performance, legendary reliability and diversity of application make
this “workhorse” the choice of performers, producers, and sound engineers worldwide.

Ideal for live performance or studio recording, the Shure SM57 features a bright, clean sound, contoured
frequency response and is exceptional for musical instrument pickup and vocals. Visit shure.com to find

out more.
SHURE

www.shure.com LEGENDARY
© 2008 Shure Incorporated PERFORMANCE™




BY PAUL D. LEHRMAN

The Emperor’s New Sampling Rate

Are CDs Actually Good Enough?

he arguments about sampling rates and word

lengths in digital audio are long over with, aren't

they? I mean, no less a personage than James A.
“Andy” Moorer—former director of Stanford’s CCRMA,
codounder of Sonic Solutions, recipient of a Lifetime
Achievement Award from the AES and now senior sci-
entist at Adobe—wrote the following in an unpublished
(but oft-quoted) paper a dozen years ago: “Let us start
with observations that are largely beyond question. These
observations are not a subject of debate, but they beg fur-
ther discussion: Ninety-six-kHz audio universally sounds
better than 48- or 44.1kHz audio” (his emphasis). The
great unwashed consumer base hasn’t caught on to this
because we're still waiting for that new medium to come
along that will prove it to them and begin a long overdue
renaissance in high-end audio, right?

Well, SACD and DVD-A have been on the scene for
some time, but haven’t made much of a splash in the con-
sumer market. Direct Stream Digital (DSD) is being used
quite a bit as a recording format in high-end classical and
jazz circles; Telarc’s doing everything in DSD these days.
However, the problems of editing, processing and mixing
recordings in DSD have never been solved well enough
for the format to be adopted by the pop music world. Yet
no matter how good they sound at the mastering level,
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the truth remains: The vast majority of DSD recordings are
still delivered to the public on ordinary CDs.

According to a remarkable new study, however, the
failure of new audio formats—at least the ones that claim
superiority thanks to higher sample rates—to suceeed
commercially may in reality be meaningless The study ba-
sically says that (with apologies to Firesign Theatre) every-
thing you, I, Moorer and everyone else know about how
much better high-sample-rate audio sounds is wrong,

The study was published in this past September’s

Journal of the Audio Engineering Society nunder the title

“Audibility of a CD-Standard A/D/A Loop Inserted Into
High-Resolution Audio Playback.” The study blew me
away for a number of reasons. One is that it was almost
identical to a study I proposed some years ago at the
school where I was teaching, but it never got pasi the
proposal stage. Second, the two authors of the study, Da-
vid Moran and Brad Meyer, happen to be people whom
Pve known for several decades (we were all part of the
crew covering audio and other technologies at The Beston
Phoenix when 1 was starting out as a writer), but I had
litle idea what they were up to these days.

The main reason it knocked the wind out of me was its
conclusions. It was designed to show whether real people,
with good ears, can hear any differences between “high-

COARRENW/DREAMSTIME.COM



21UX

interactive pen display

The Cintig 21UX interactive pen display
combines the advantages of a large-format
LLCD monitor with the control, comfort, and
productivity of Wacom’s most sophisticated
patented, cordless, battery-free pen technology.
With a 21.3" display, the Cintiq 21UX delivers
a highly sensitive pen-on-screen experience
and a generous work area for controlling the
cursor in your favorite applications.

Adding a Cintig 21UX to your digital audio
workstation is one of the easiest ways to speed
up your workflow. Because working with
a pen directly on the screen allows you to
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take advantage of your natural hand-eye
coordination, you can qu:.ckly and easily
control sophisticated software interfaces
for music and post production. Controlling
faders and sliders in your favorite audio
applicaticn has never been easier than
using the nen directly on the screen. Wacom's
patented electromagnetic pen technology
ensures that you are getting the highest
level of pen precision on the market today.

Works with Mac OS or Windows operating
systems, alone or in multiple-monitor
environments.

For more information, visit:
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resolution” audio and the 44.1kHz/16-bit CD
standard. And the answer Moran and Meyer
came up with, after hundreds of trials with
dozens of subjects using four different top-
tier systems playing a wide variety of music,
is, “No, they can't.”

THE TRIAL
The experiment was wonderfully simple:
The authors set up a double-blind com-
parison system in which one position played
high-end SACDs and DVD-As through state-
of-the-art preamps, power amps and speak-
ers. At the other position, the output from
the SACD player was first passed through the
AD/DA converters of an HHB CD recorder
and then through the same signal chain.
The levels of the two sides were matched
to within 0.1 dB, with the amplifier doing
the matching in series with the CD recorder
so no one could claim that it degraded the
SACD signal. The test subjects used an “A/B/
X” comparator to switch the signals, meaning
that in some of the tests, when the subjects
hit the Change button they didn't know if the
signal actually changed.

There were G0 subjects, almost all of
whom were people who know how to listen
to recorded music: recording professionals,

Introducing ADA...

nonprofessional audiophiles and college
students in a well-regarded recording pro-
gram. In all, there were 554 trials during a
period of a year. The experiment was done
on four different systems, all employing
high-end components and all in very quiet
rooms designed for listening in both private
homes and pro facilities. All subjects were
given brief hearing tests to determine their
response to signals above 15 kHz. That
data, as well as the subject’s gender and
professional experience, was tabulated with
the results.

MAY | HAVE THE ENVELOPE, PLEASE?
The number of times out of 554 that the lis-
teners correctly identified which system was
which was 276, or 49.82 percent—exactly
the same thing that would have happened if
they had based their responses on flipping
a coin. Audiophiles and working engineers
did slightly better, or 52.7-percent correct,
while those who could hear above 15 kHz
actually did worse, or 45.3 percent. Women,
who were involved in less than 10 percent
of the trials, did relatively poorly, getting just
37.5-percent right.

So how did the audio community re-
spond to this? Meyer tells me that he got a
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lot of “thank you” and “it’s about time” re-
sponses. He also says that the article passed
through the journal's rigorous review pro-
cess without any argument. But some loud
screams were heard from various members
in the audio-tweak community, and a num-
ber of heated and sometimes nasty flame
wars erupted on several audio forums within
hours of the article’s release—many of them
started by people who hadn't bothered to
read it first.

Most of the objections were based on the
fact that the authors didn't include in their
paper the list of equipment and recordings
that they used. Meyer explains that parnt of
that reason was to keep the article from get-
ting too long. But anyone familiar with the
type of debate that often occurs in tweak
circles knows that had the authors been
specific about the components, they would
have immediately been attacked on the basis
that their equipment was, of course, inferior
to what they should have used, and so, of
course no one would hear any difference.

In fact, Meyer and Moran posted all the
information about the signal chains and the
source material within a couple of weeks
of the article’s publication on the Website
of the Boston Audio Society, a venerable
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37-year-old, independent non-profit orga-
nization, in which both authors have long
been aciive. The equipment list included
amplifiers  from high-end manufacturers
like Adcom, Carver, Sim Audio and Stage
Accompany, and speakers from Snell and
Bag End, as well as the oft-worshipped
Quad ESL-989 electrostatics, which  are
supposed to have usable response up to
23 kHz—which is, of course, above the
Nyquist frequency of the HHB recorder's
converters. The subjects listened to discs
that covered a wide range of material and
included classical instrumental, choral, jazz,

yne

Pure
Inspiration

rock and pop, from audiophile labels like
Mobile Fidelity, Telurc and Chesky.

So the objectors really didn't have much
1o object 1o. But if you think about it, the
exact equipment list is largely irrelevant. If
you assume the cquipment. the listening
environment and the listeners’ critical facul-
ties are all at least good, then what's most
amazing about their findings is that the re
sults were always the same, no matter what
equipment they used or who was listening
to it or what they were listening to. Not one
listener. under any circumstances, could
consisiently distinguish between high-reso

I
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lution audio that was passed through the
44.1kHz/16-bit CD “bottleneck” and audio
that wasn't.

Does this someone else
couldn't do a similar experiment and end up
with different results? Not at all—and Meyer
and Moran are uiging others to do just that.
After all, this is what the scientific method is

mean  that

all about: If your experiment comes up with
a cenain result. then by publishing it you
are inviting the rest of the world 1o copy (or
expand on) what you've done and (o see if
their results agree or disagree with yours. 1
would love to see this experiment duplicated
often, and T would be delighted 1o see some
one come up with different results.

WHAT’S GOIN’ ON?

But wait a minute—haven't we all heard
the superiority of high-sumple-rate audio?
Leaving the wweak-heuds aside, there are
a huge number ol people in this field for
whom | have real respecti—Moorer among
them—who have experienced high-sample-
rale audio 10 sound more “spacious” or
“detailed” or "enveloping.” You might even
be one of them.

As it happens, I'm not, which is not 1o say
I think everyone else is full of beans; I've just
never experienced it in an environment that
I feel was controlled enough for me to be
comfortuble making that kind of judgment.
Its not that I'm lazy: As Meyer and Moran
realized. setting up a test that could really
be considered objective is not trivial. Even
it I were the sole subject of the test, I'd still
want lots of time. muliiple music sources,
incontrovertibly great equipment, an excel
lent level-matching system and a very quiet
(and consistent) room.

I have had one experience that came
close to this, but the result was inconclusive.
At the press roll-out a dozen years ago of
DSD at Sony's stuclios in New York. a group
of audio writers got a demonstration of how
the new system compared with a 20-bit PCM
digital stream, as well as with a direct analog
feed from a live band in the studio. 1 could
hear some differences. Yet how to describe
them—or whether I would hear them again
in another time and place—I couldn tell
you. I did. however. mention a preference
at the session for the way instrument decays
sounded in PCM, 10 which David Smith
(RLP) replied, “We've heard that from oth
ers. In fact, you'd be very fatered il you
knew who else said that same thing.” What
the significance of that was. I guess I'll never
know, but it dicin’t seem 1o get in the way of
DSD ending up with plenty of fans among
the recording community

But something is causing people to say



they are hearing differences. If a double-
blind test can't confirm those differences,
then what's going on? For one possible
reason, let's go back to Moorer’s paper
that 1 quoted earlier (called “New Audio
Formats: A Time of Change and a Time of
Opportunity,” which can be found on his
Website, www.jamminpower.com). Later in
the paper, Moorer noted that humans can
distinguish time delays—when they involve
the difference between their two ears—of
15 ms or less. Do the math, and you can see
that while the sampling interval at 48 kHz
is longer than 15 ps, the sampling interval
at 96 kHz is shorter. Therefore, he says, we
prefer higher sampling rates because “prob-
ably [my emphasis] some kind of time-do-
main resolution between the left- and right-
ear signals is more accurately preserved at
96 kHz." It's an interesting starting point
for a discussion, but to my knowledge it’s
never gotten past that point—as a theory, it
has never been expanded upon or tested.
And judging from the results of Meyer and
Moran's experiment, it doesn’t seem to be
a factor.

Some folks think it's all simply wishful
thinking on everybody’s part: The system
costs more and has better specs; therefore,
we make ourselves believe it sounds bet-
ter. There’s something to that reasoning.
Humans are a notoriously imperfect lot
and tend 1o see and hear what we want
to hear. Another very plausible reason is
something that the authors discovered in
their research. Despite the fact that no
one could hear the difference in playback
systems, they reported that “virtually all of
the SACD and DVD-A recordings sounded
better than most CDs—sometimes much
better.” As it wasn't the technology itself
that was responsible for this, what was?
The authors’ conclusion is because they are
simply engineered better. Because high-end
recordings are a niche market, “Engineers
and producers are being given the freedom
to produce recordings that sound as good
as they can make them, without having
to compress or equalize the signal to suit
lesser systems and casual listening condi-
tions. These recordings seem to have been
made with great care and manifest affection
by engineers trying to please themselves
and their peers.”

WAIT, THERE’S MORE!

But there's one more reason worth exam-
ining, among whose proponents is Ethan
Winer—a musician, engineer, studio owner,
manufacturer and iconoclast who's been
in the recording business for some 40
years—who is definitely of the “show-me”

school of audio theory and is an outspo-
ken critic of “subjectivism”—that school of
thought that encourages people to discuss
the performance of audio components and
systems using vaguely definable and often
irrelevant adjectives instead of hard data.
Winer’s company, RealTraps, manufactures
modestly priced acoustic treatment products
for studios, so it's not surprising that he con-
tends that anomalies caused by the listening
space and our place in it far outweigh any
possible subtleties we might be picking up
when we change sample rates.

In an article on his Website (www.
ethanwiner.com), Winer points out that in a
typical room, moving one’s head or listen-
ing position as little as four inches can result
in huge changes in the frequency-response
curves one is hearing. What could be a 10dB
dip in one spot at one frequency could
be a 6dB boost a couple of inches away.
These wide variations are caused primarily
by comb-filtering effects from the speakers
and from the various reflections bouncing
around the room, which are present no
matter how well the room is acoustically
treated. Winer blames this phenomenon
for most of the unquantifiable differences
people report hearing when they are testing
high-end gear.

He writes, “I am convinced that comb
filtering is at the root of people reporting
a change in the sound of cables and elec-
tronics, even when no significant change
is likely. If someone listens to their system
using one pair of cables, then gets up and
switches cables and sits down again, the
frequency response heard is sure to be very
different because it's impossible to sit down
again in exactly the same place. So the sound
really did change, but probably not because
the cables sound different!”

The test subjects in the Meyer/Moran
experiment didn't get up and move around,
and so the fact that they couldn't discern any
differences in the two signal paths fits nicely
into Winer's theory. In fact, his response
when 1 sent him the article was, “Nothing in
here surprises me.”

Am I sure that Winer is right? No, al-
though [ think he’s onto something, the way
[ think Moorer’s thoughts about microscopic
phase differences may be important in some
way we haven't yet figured out. But [ am de-
lighted to read Meyer and Moran’s paper for
two reasons: It confirms something I've long
suspected and it throws down the gauntlet
for further research to be done. |

Paul D. Lebrman doesn't have much fre-
quency response above 10 kHz, but consid-
ers bimself more aware than ever.
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New York's

Met
In HD

BY GARY ESKOW

oloratura performances might

not have changed much since

Mozart’s time, but the opera ex-

perience itself is certainly going
through a profound sea change. Techno-
logical advances have allowed operas to
be broadcast on PBS and other outlets in
high def and surround, and this season the
Metropolitan Opera is also showing eight
of its productions live in theaters across the
world in HD. It's the latest and boldest step
in what has been a long evolution for opera
on television,

For more than 25 years, Jay David Saks
has been involved in the tech end of the
Met's broadcasts, first as engineer, then
audio producer. Once an aspiring conduc-
tor, Saks got involved in producing clas-
sical and Broadway cast albums (and has
earned nine Grammy Awards in the pro-
cess) while working with the Met on the
side; when the company’s musical director,
James Levine, became dissatisfied with the
quality of the Met's famous Saturday radio

Sync Sound’s Ken Hahn (right) and the Met’s Jay David Saks

Opera Hits

A High Note
With High-Tech
Broadcasts

broadcasts, he brought in Saks to handle
music production. Untrained as an engi-
neer, Saks developed his technique as a
mixer under fire. “I decided that 1 wanted
to mix live myself rather than work with
an engineer at the board,” he says. “At
that time, there was no post-production at
all.” Saks mixes from a permanent control
room at the Met with a large window that
provides a clear view of the entire stage.
“This is extremely useful for opera, where
singers constantly move about the stage.

“I used to mix a lot of my recordings
back in the 1980s; and even today, when
I'm working in post with Ken Hahn at Sync
Sound, I function as a co-mixer,” he adds.
The Met records dress rehearsals and the
live broadcasts of all its HD transmissions,
and repurposes material culled from these
performances for later television replay on
PBS and DVD release.

“We do post-production on all of the
HD shows, and the audio work is executed
at Sync Sound, my home away from home

for the last 20 or 25 years,” Saks says. “The
original HD shows themselves are live.
Whatever happens—missed notes, mix or
video mistakes, warts and all—that's how
it goes out. When we’re working in post,
though, we have options. If the soprano
missed a high C but nailed it in rehearsal,
we'll insert the good take to fix the spot.”
At the most recent AES show, Saks and
several Met engineers looked for a digital
console to replace their aging Studer board.
“Recall was never that critical to our process

Met Opera general manager Peter Gelb (right) looks on in the control room




A scene from Gounod’s Roméo et Juliette, one of many Metropolitan Opera performances broadcast in HD

when we were simply broadcasting live on
Sawurdays. These days, we have multiple pro-
ductions alternating at the same time. We're
constantly jugghng; sometimes we'll rehearse
a show two weeks before its production. And
as time goes on, our productions have gotten
more and more complicated. Thev require
more microphones and other resources—in-
cluding reverb—and we find ourselves writ-
ing down dozens of notes, drowning in mil-
lions of tape strips telling us where the trims,
EQ and reverb settings are.”

Wait, did Saks just say that the Met uses
reverh in its broadeasts? What would Mozart
say? “Here’s the thing: For all those years be-
fore I got here.” Saks replies, “the broadcasts
sounded drv and constricted because the
house—while a comfortable listening envi-
ronment when vou're sitting there experi-
encing a production—yields a dry recorded
sound. I use fairly close-miking, along with
more distant miking, and without reverb the

sound is simplv not right and surprisingly
doesn’t sound the way it actually does live
From the beginning. I stanted using reverb,
even though we only had a spring chamber
in the early days!

“After the first scason or two. we gol a

digital reverb,” he continues. “We're currently
using a Lexicon 480L. I try to mnake reverb
sound like it isn't artificial. T also use compres
sion, filtering and EQ—anything to re-create
in someone’s mind the sense that they're
experiencing an excellent live perfornmnce.
The irony is. to do that 1 have 10 use these
processing taols!

“There’s a big difference between re-
cording an apera and an orchestral concert.
When one records an orchestra in a concert
hall, you're able to pretty much place micro-
phones wherever you need to. But opera is a
visual art, so [ don't have the freedom to hang
a tree or place micraphones on stands where
they'd be in full view of audiences hoth in
the opera house and in HD. As u result, all of
my miking #s either too close to the orchestra
or 100 far away from them, and usually not
in ideal locations. Same goes for the singers.
If I were making a recording of an opera, I'd
mike completely differently.”

Surround sound has had no impact on
the Met’s live radio broadcasts. “We're still
working in stereo,” Saks says. “However,
for HD transmissions [ can't handle both
stereo and 5.1 simultaneously, and the Met
doesn’t want someone clse doing a separate

surround nux. Our live sterea mix signal
is fed to a truck sitting out on Amsterdam
Avenue. The guys in the truck use Dolby to
up-convert to a 5.1 stream. Prior to our first
HD transmisison last season, [ went down to
Dolby with samples of Met stereo broadcast
recordings, and we very carefully set the
parameters that would work best. We then
went over to Digital Cinema, Sync Sound’s
cinema studio, to verify the quality of the
signal. Ken Hunold, a Dolby employee, sits
in the truck on Amsterdam and checks the
up-conversion in real time. Ken brings the
converter box, and our production mixer,
Tom Holmes, sits with him. In preparation
of the post work to come, we use David
Hewitt’s multitrack truck. David records
everything to Pro Tools.”

Once the elements of a show—including
intermission interviews, PBS fund pitches
and other ancillary material, in addition
to the mulitrack—have been assembled,
Saks moves over to Sync Sound. “I start out
editing with John Bowen fixing music and
performance errors and making inserts. We
might spend just a day on a show, or could
go up to three on this part of the process.
Then [ move over to another room to work
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New York's Met in HD

with Ken. Over the years, the Met’s pro-
ductions have become more complicated,
and I'll know that there are spots that need
additional work. Ken and 1 often work for
three or four days together.

“Once the stereo mix is completed,
we’ll make a real discrete 5.1 mix, not an
up-converted one, mostly for DVD release,
PBS broadcast and archival purposes. On
occasion though, we will just up-convert
the stereo version. The technical complex-
ity of the production’s recording is a factor.
We always ask ourselves if a 5.1 mix built
from the stems and tracks will really yield
a product superior to an up-conversion, If
we're convinced that it's worth the time,
we'll go ahead and make the 5.1 ourselves.
As far as the theatrical broadcasts, 1 have to
say that we've gotten great response to the
up-conversion, even from audio pros.”

Delays are an unavoidable part of the
live-transmission process. The task of mini-
mizing any disjunction between the audio
and video streams falls to Mark Schubin,
who holds the title of engineer in charge,
Media Department at the Met.

“There are several issues to consider,”
says Schubin. “The first is not transmission-

related; it's based on the way theaters are
constructed. Every loudspeaker you see in
a theater carries surround material; the left,
center and right speakers are all behind the
screen. In a theater, the audience hears the
bulk of the surround sound coming from
in front of them. In the home, the majority
of the surround information comes from
speakers in the rear. Jay has to construct
his 5.1 post mixes keeping this distinction
in mind.

“Time delays are interesting from two
standpoints. First is absolute time delay itself.
We distribute our surround sound via AC3
encoding. AC3 has a significant delay on the
order of six television frames for the encoder
and one more for the decoder. That would
be an absolute nightmare were it not for the
fact that video encoding and decoding takes
even longer! We can dial in the specific delay
we want for the audio, and to make sure that
everyone gets it right we do extensive lip
synching prior to a show so that the theaters
can adjust the audio and video streams. For
two hours we send out signals.

“The second issue is a bit trickier. It in-
volves the way human beings establish an
audio perspective. The speed of sound is
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roughly 1,100 feet per second. At that rate,
37 feet is one television frame in the U.S.,
more or less. If a singer is standing 37 feet
back from the lip of the stage, where Jay has
established his microphones, the singer’s
sound will, therefore, be one frame late. In
a theater, someone might be sitting 37 feet
from the screen as well, adding another
frame of delay.

“This isn’t necessarily a problem, though—
at least not yet. In television, a lot depends
on what the director is doing. If he or she is
showing a wide shot, no sweat—the audi-
ence expects the sound to be delayed. If a
close up is being presented, however, there
can be a problem: I'm seeing a big face and
my brain says that it should be accompanied
by immediate sound. We get the occasional
complaint that lip sync has changed during
the transmission of a show. That hasn't hap-
pened; there’s really just been the introduc-
tion of an acoustic perception issue. There’s
not much we can do, though, and by and
large the audiences have been happy with
the link we've created between the audio and
video that we deliver.” |

Gary Eskow is a Mix contributing writer.
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MAKING
The HD

TRANSITION

With the Coming
DTV Changeover,
Facilities Take @
Systems Approach
To Upgrades

Main control room at WWE TV Production;
phato at right shows ane of WWE TV's new HD-
equipped production trucks.

t's a safe bet that every broadcaster,

network and facility manager across

America has February 17 circled in red

on their 2009 calendars. And as that
D-Day approaches for the mandated analog-
to-digital television transition, there’s a lot of
retrofitting, rebuilding and renovation going
on. That part is hardly news to folks in the
industry—the confusion that kicks in that day
among average Joe/Jill consumers will be the
real scary pant, but that's another story.

In addition to offering the improved reso-
lution, channel selection and full-on surround
capabilities that DTV provides to end-users,
the upcoming changeover gives broadcast-
ers and content producers a good excuse t©
upgrade their facilities. The key here is not
simply a transmitter revamp, but examining
every aspect of the production/transmission
chain. And this extends not only to cameras,
monitors, switchers and mixers, but also to
the system’s entire backbone—routers, serv-
ers, storage, archives, hubs, communications,
acoustics, lighting, floor plans, etc.

We spoke to integrators from three facili-
ties in the process of their HD/DTV upgrade.
All embrace the bump to higher-resolution
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BY GEORGE PETERSEN

HD programming, but they also see this as a
chance to provide more ergonomic workflows
with the added benefit of greater reliability
and faster production. These facilities—the
Trinity Broadcast Network, World Wrestling
Entertainment and WGBH Boston—serve
highly divergent audiences, but all share a
common zeal for production excellence. Ana-
log or digital, some things never change.

TRINITY BROADCASTING NETWORK
Based in Southern California, TV Magic is a
broadcast and A/V systems integrator and
engineering company founded neardy two
decades ago. TV Magic has completed some
200 projects during that time, ranging from the
CBS Studio Center production truck to a full
HD production infrastructure for the Crystal
Cathedral Ministries’ Hour of Power program.
Featured on more than 5,000 televi-
sion stations, 33 satellites, the Intemet and
thousands of cable systems, the Trinity
Broadcasting Network (TBN) is the world’s
largest Christian TV network. Two years ago,
TBN asked TV Magic to design a flexible,
automated master control system supporting
five DTV channels, and install that system
across 32 of the network’s affiliate stations
throughout the United States. Having com
pleted that, TV Magic is now implementing
a full redesign of TBN's facility operations
center in Tustin, Calif. That complex has
five studios and does audio sweetening and
post-production, but “the audio control is
about 20 years old—all analog—and limited
as to what it can do,” says TV Magic design
engineer Craig Claytor.




Audio control at TBN’s Costa Mesa facility

“We designed a new state-of-the-art fa-
cility for TBN in Costa Mesa [near Tustin]
that's all HD.” he continues. "It also has a
huge live audience facility that's also all-HD,
with an SSL C200 in it. They've pretty much
standardized on that mixer and put them into
their facilities in New York and Dallas. So es-
sentially we're doing the same thing in Tustin,
bringing that facility up to date.”

Still under construction, the Tustin facility
is slated 10 be completed in early summer
2008 and is expected to mirror many of the
approaches that were successful in other TBN
installs. The acoustician is Carl Yancha (who
also did the Costa Mesa facility), and sur-
round monitoring is via Klein & Hummel.

With a variety of programming and proj-
ect necds, one of TBN's considerations was
versatility. “We're using the SSL's Stage Boxes
in the studios as a fiber interface into the
mainframe so they can put two Stage Boxes
into cach of the swdios. with 48 mics from
each—up to 96 mic feeds total, plus about
40 returns and GPI for control.” Claytor ex-
plains. “They're mounted in roll-around cases
s0 they can easily be moved from studio to
studio. For redundancy, there's copper wir-
ing as a backup. as well as a smaller Yamaha
DM2000 mixer. in a second control room.
which is used for simultaneous shows in two
dilferent studios or to serve as a backup.”

Both rooms are fed from a router. “We use
a lot of MADI interfacing to feed the AES 'EBBU
back and forth within the facility. MADI is
nice, handling 64 channels on a single cable.
In a large, stretched-out facility where the
cable conduits are already mostly full, MADI

allows us to do things we couldnt do other-
wise.” says Claytor. In terms of longer-distance
file exchanges, “We also have a DigiDelivery
system for moving Pro Tools files from facility
to facility. With studios in New York, Atlanta,
Nashville, Dallas, Costa Mesa and Tustin,
there will be a lot of file transfers.”

With TV Magic's proven track record, there
are always nuances and lessons 1o be learned.
“One thing that's heen an issue in all facilities
is maintaining lip-sync with the video,” Clay-
tor continues. “Whenever you process the
video or route it to a different machine, you
stand a chance of losing sync. Multiple delays
often occur in video equipment, so it's abso-
lutely necessary to have an audio delay line
with each piece of video gear, every time we
up- or down-convert. It's less of a prablem
with embedded audio, especially when the
metadata is there. as well.”

There are other less-obvious. but siill
important aspects to maintaining As\" syn-
chronization. “All the video monitors in the
audio studios have to be HD-capable.” Clay-
tor warns, “When viewing an analog monitor
that's been down-converted, you could be
seeing a lip-sync issue that's not really there.
with two or three frimes of delay. A lot of
thought needs to be put info that process.”

WORLD WRESTLING ENTERTAINMENT
For nearly a quarter-century. World Wrestling
Entertainment (WWE) has attacted a tre-
mendous. global audience. WWE's tlagship
television programs include Afonday Night
RAW on the USA Network and SmackDou:
on UPN—both top-rated shows.

The company recently began a $20-mil-
lion transition to HD, including two new
state-of-the-art production trucks and HD
file-based workflow and systems upgrades to
its WWE TV Production facilities at its head-
quarters in Stamford. Conn. As part of the
transition, WWE signed a $12-million deal for
a Thomson server-based HD production ancl
distribution workflow that includes services
from Thomson, along with a Nesbit Systems
media asset-management (MAM) system.

“It's been a huge upgrade over the past
year,” says director of audio post-production
Chris Argento. a 13-year veteran at WWEL.
“We've secured a Grass Valley K2 server, and
our NLE (non-linear ediling) has gone to
the Grass \ailey Aurora sysiems. These are
complemented by Final Cut Pro. When we
moved to HD. we put in the K2 server. which
I believe is ane of the largest in the world.”

WWE's HD digital production system will
have 16 HD ingest channels and a minimum
capacity of 2,000 usable hours of HD with
15.000 hours of online disk base proxy stor-
age. The system is designed to support 200
named users and 50 simultuneous users, 20
full-resolution viewing seats and 36 full-fea-
tured multistream NLEs.

Unfortunately, with a constantly  busy
schedule, there simply isn't time to shut
down during renovations—certainly a prob-
fem shared by other facilities. “The HD video
has been an enormous upgrade, especially
considering the throughput we're keeping up
with every week from our two new trucks in
the field.” Argento adds.

But with all the atiention 10 HD picture,
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the audio side hasn't been ignored. “In terms
of audio, we're moving OMF files from the
Auroras and the Final Cut Pros. Right now,
we're working with proxy video in SD, but
we’ll be moving to HD once we upgrade our
Fairlight systems to the Crystal Core technol-
ogy. Currently, we're working on the QDC
machines, which have been rock-solid for
years, but Fairlight's Crystal Core has embed-
ded Picture Track, with full HD video right
on the audio timeline.”

Most of the audio flow at the WWE TV
Production complex involves audio post-

ing

drecord

prismsoun

i

_. 1

sweetening and sound editing for shows, and
sound design for what seems to be an unend-
ing string of promos and spot campaigns.
“We're working on Fairlights and mixing on
Euphonix System 5s—in fact, our third System
5 comes online in a couple weeks. They’re
great desks—the speed factor is awesome and
the automation is phenomenal. It’s not a desk-
top, mixing-in-the-box setup, but it's worked
out pretty well,” says Argento. “In terms of
archiving effects, with Fairlight's AudioBase
it's been incredibly easy to keep track of ev-
erything. We also have an mSoft server, which

Oppevg
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keeps all our generic effects libraries—Soundl
Ideas, DigiFx and such. We do a lot of last-
minute promos right before airing, and it’s
easy to find what we need in a hurry.”

In terms of the transition to surround
sound, Argento is more concerned about
making it happen correctly rather than quick-
ly. “We're delivering in stereo now, but we've
been building up our crowd libraries in 5.1,
from hanging surround mics in the arenas. No
crowd sounds quite like a wrestling crowd!

“In the next six to eight months,” he adds,
“Im looking to take the program to full 5.1,
but now we're still doing stereo. We don't
have a set timetable or schedule for moving
to full 5.1 production. Digital TV does not
require 5.1, although it enables you to do
that. We want to make sure that when we
g0 10 5.1, it’s good and isn't just gratuitous so
we can say we have six channels. And we're
going to be less static than most other people
have done. We're not simply going to throw
ambience into the rear channels; ours will be
dynamic. When we do things here, we really
do it. We like to do things big.”

WGBH BOSTON

Having offered systems integration, design
and consultancy services to top-drawer cli-
ents such as Viacom, Saturday Night Live,
CNBC, CNN and Fox News over the past
two decades, New Jersey—based The Systems
Group was an excellent choice to handle
design of the all-new WGBH Foundation
production and post operations.

Completed this past October, the WGBH
project included at least six rooms equipped
for HD surround mixing and sound for HD
picture. With two audio control rooms in
the radio area and two audio post rooms,
two audio production control rooms for TV
and 30 to 40 Avid systems, it's hardly your
typical public broadcasting facility, according
to TSG’s VP of engineering and technology,
Scott Griffin, who leads TSG’s engineering
and consulting team.

“What they call ‘FM One’ is a full-scale,
large recording studio,” notes Griffin. “It's
based on an SSL C200 digital console. The
rooms are all acoustically designed by Jan-
son Design Group and the surround audio
throughout the plant is all Dolby-E-encoded.
Uncompressed audio between Avid-and-Avid
and Avid-to-Pro Tools is handled as OMF
files. In the radio environment, files are sent
to Broadcast Electronics’ AudioVAULT, with
trading of WAV and BWF files between the
two sides of the building, as well.”

As in any large facility, efficient file ex-
change is critical. “We migrated them to a
large Grass Valley K2 play-to-air server and
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__ MAKING The HDD TRANSITION

they have some legacy Grass Valley units
used for play-to-production,” Griffin says.
“Using universal interface modules, they are
actually moving video files from the indi-
vidual Avid suites into the recording/ produc-
tion server. There are also a number of Avid
Unity servers that different workgroups use.
and several stand-alone systems, where files
are simply sneaker-netted. We made sure
that every Avid workstation had a network
connection to a SAN or to the production
servers for FTP'ing files from the north post-
production building across fiber connections
to the south production building, which has
the TV Air and Radio Air rooms.”

Yet even with major upgrades, there are
still small snags that can crop up and wreak
havoc with the audio. “Even in some of the
newer DTV staiions. the surround environ-
ment in master control is iffy. Time and
time again, my guys are amazed that masier
switcher manufacturers aren’t putting more
control options into their monitoring sections,
s0 you could actually hear what's coming out
and what's coming off-air,” Griffin warns.

“I want to see what it sounds like in
surround or in stereo, or how it sounds in

Essential Broadcast Tools

£~ —
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Rodio control room A ot WGBH Boston hos on SSL C200 console.

mono,” he continues. ~All public broaccasters
have a wealth of surround and HD program-
ming, and there are many master control
rooms that aren't equipped to monitor prob-
lems like phase cancellation or indicate when
channels aren't where they're supposed to
be. Even if there's something as simple as a
phase flop, there's no way to tell.”

Another issue that needs more attention
is "the interface between the awtomation sys
tems and the traffic systems, and how things
are handled in the surround environment.”
Griffin adds. “This includes the whole inter-
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Compressor, Expander, Gate, Limiter, S/C EQ
and Warmth sections. Selectable re-dithering,

play of the BXF standard and how it would
handle switching between a 2.0 source on
one program segment and a surround source
on the next. Right now. weTe a year away
from everybody having DTV; will that sel-
top box be switching correctly to maich the
format of the program coming in? The BXF
standard is in development right now, and
a lot of the automation and traffic vendors
are developing on it, but the fruits of those
labors are yet 10 be fully realized.”

George Pelersenn is Mix's executive edilor.
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ustin

Live in
Your
Living Room

CAC, e N

Re-Creating a Concert in the Round in High-Def Surround

BY JANICE BROWN

astyear, Justin Timberlake worked

out a diverse repenoire 1o per

form along with the densely lay

cred songs on his latest album,

FutireSex/LoveSounds, live on tour. With

longtime collaborator and musical direcior

Kevin Antunes, Timberlake developed a

theater-in-the-round™ live production that

immersed his arena audiences in Funore
Sexsstyle surround sound. In Septem

HBO brought this concert into living rooms.

broadcasting Timberlake's August 16 New

York City Madison Square Garden show in

high-definition and Dolby Surround.

serlake ankd Antunes developed the

how as a surround sound

experience from the siart. “When I first met

with Justin to write this concert, he knew

wanted o do a theater-in-the-round
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show, one that brings the whole crowd
together as if they were coming into his
living room,” Antunes describes. “At that
point, we decided to set up the arena with
four designated speaker outputs and subs,
and design the show—with Andy Meyer at
front of house—to be mixed in surround
sound.”

Antunes programmed the show in
MOTU Digital Performer, incorporating
sounds from the atbum multitracks for out
put to samplers onstage, and developing
surround sound design elements inspired
by the stage setup and the show's strong
visual coment. The speaker arrays were
hung out over the four corners of the
stage and acted as the surrounds for An
nes’ sound design. “Right from the 1op
of the concert. at the start of the song 'Fu

langtime musical directar

tureSex/LoveSound,” you hear the words
future,
I'd cut up and assigned cach to speakers
one through four, and then sct 10 aliernate
between the different speakers
explains. *I put stutter and echo effects on
each word, and programmed the SMPTE
code with our lighting designer. so as it
would hit each speaker the crowd would

sex,” ‘love’ and ‘sound.’ which

Antunes

be lit up in that area

Throughout the show, Antunes’ sur
round sound design accented the inte
grated video and lighting design, and often
served to segue between songs to keep the
show’s nightclub pace. “At the end of one
song. there was this whole twisted, Salva
dor Dali-style grandfather clock ticking at
the song’s tempo and then slowing down,”
he explains. “Then, a kind of stopwatch

Kevin Antunes, Timberloke’s
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ticking counterclockwise around the arena,
one speaker at a time, and then the grandfa-
ther clock hitting each discrete speaker with
the lights by section again.”

In pre-tour rehearsals, Timberlake, An-
tunes and Meyer worked out the most ef-
fective spread for all of the show’s audio
stimulants, starting with Timberlake and his
11-piece band and backup singers. Meyer
mixed on a Digidesign VENUE with 96 in-
puts; a minimum of 86 inputs were going at
any given time. “During rehearsals and later
in soundcheck, Justin would sit with me,
and because it was a recallable console he’d
actually move the faders to show me what
he was feeling,” says Meyer. “Obviously, he
has the best understanding of the music,
but he also really gets how it represents in
the PA. He'd turn up a drum loop and turn
down the snare because he thought it felt
better, and it did. He knows what he hears
and what he wants, and he's always right
when he makes changes.”

Sealing the deal for an HBO special at
the outset of the tour, Timberlake saw the
opportunity to create a unique experience
for HDTV and DVD, pulling at-home view-
ers into the show by immersing them in
the rush and roar of the crowd, with the
dynamic sights and sounds in high defini-
tion. “The people at HBO believed in Justin’s
ability and his musical vision for this ‘in-the-
round’ live mix that we could re-create in
5.1 surround in the studio,” Antunes notes.
“HBO and the director, Marty Callner, were
totally behind him all the way. When Marty
saw what Andy was doing at FOH and when
they found out we were getting Jay Vicari
onboard, they had no doubts about it.”

It was an HBO concert reunion for
Timberlake, Antunes and Vicari, as well as
Callner and producer Randall Gladstein,
who'd all worked together on the 2000 HBO
broadcast of *NSYNC at MSG. An indepen-
dent audio engineer who mixes the musical
performances on Saturday Night Live, and
that of many a 5.1 awards-show broadcast
with the XM Productions/Effanel Music team,
Vicari tracked the FutureSex/LoveShow on
August 16 from Effanel's ICON-equipped
L7 truck outside the venue. With 102 tracks
traveling via fiber to dual Pro Tools HD6
rigs inside the truck, Vicari and co-pilot Joel
Singer got a live stereo mix going on the
ICON D-Control.

To suit the arena setup and capture the
audience and room in a way that would
translate in the 5.1 television mix, Vicari
notes, “We miked the whole arena to capture
that ‘in-the-round’ feeling. We set up audi-
ence mics at far-front, far-rear and two sets in
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XM/Effanel Studios’ chief engineer, Rob Macomber

the middle, halfway back from the stage.”

While the production moved to the Cana-
dian leg of the tour, Vicari brought the tracks
back to XM Productions/Effanel Music's
Studio A at Jazz at Lincoln Center (New York
City), and began assembling the 5.1 mix. After
a few days, Timberlake, Antunes and Meyer
flew back down between shows to work with
Vicari and co-mixer/editor Rob Macomber,
chief engineer at XM/Effanel Studios.

As with the live sound design, Timberlake
was extremely hands-on in the 5.1 mixing
process. “By the time I inherited this project,
everybody had a real good idea of what they
wanted to do,” says Vicari. “We were going
full-on 5.1, so I set up and pre-built every-
thing on the console so that we could make
anyone’s 5.1 ideas happen in a split-second.”
They mixed off of a 48-channel D-Control
on a Pro Tools HD6 Accel system, and moni-
tored on five ADAM S4A monitors with four
Sub10 subwoofers. A stereo mix was simulta-
neously created with 5.1 monitoring through
the Waves M360 Surround Mixdown.

The in-the-round arena show, with all of
its swirling effects and sound design, trans-
lated successfully to 5.1 surround, though the
process to get it there was far from seamless.
In total, this session spanned seven days,
three of which Vicari and Macomber spent
solo. “We did this as one long-form session
that was automated from beginning to end,”
says Macomber. “When Justin, Kevin and

Andy got here, we started at the beginning
and worked our way to the end over just a
few days.”

Having Timberlake, Meyer and Antunes in
the studio eliminated a lot of guesswork. Ma-
comber notes, “A lot of the mixing, in terms
of balances on particular songs, were really
driven by Justin because he knows what he
wants to hear and at what levels. Also, with
the complexity of this session and the time
limitations, it was invaluable to have Andy
Meyer there telling us what he'd been doing
and using on the VENUE. In a lot of cases, we
were able to get the exact same sounds us-
ing the same processors.” They used Meyer’s
settings in Line 6 Amp Farm on Timberlake’s
vocal on “Sexy Back," for example, and his
settings in Trillium Labs’ TL EveryPhase on his
vocal for “FutureSex/LoveSound.”

The ultimate success of the 5.1 mix for
HBO hinged on how close the team could
get to re-creating the “FutureSex/LoveShow”
experience for a living-room audience. “Our
goal was not to produce a pristine mix,” Vi-
cari points out. “And though the parts were
there through Kevin's arrangements, we
weren't trying to emulate the record, either.
We were taking a whole other step in trying
to visualize the experience of being in that
arena and then go with our gut in re—creating
that feeling for a 5.1 surround setting.”

For the most part, Antunes’ sound-design
elements transferred swimmingly. “The intro
had sounds sweeping through the entire
interior of the arena, and it did exactly the
same thing in the mix for television,” says
Vicari. “We were able to utilize those ‘sur-
round’ elements similarly throughout the
entire show mix.”

Timberlake insisted that the team take a
fresh approach on every song and, in general,
try all kinds of unconventional panning and
placement. Vicari expresses, “There is an
overall sound-design continuity to this show,
but after that there are no rules—different
elements come out in different places at dif-
ferent times. Justin was the main proponent
of us doing things so differently.” Macomber
recalls, “On ‘FutureSex/LoveSound,’ Justin sat
here and flew his vocal all around the room.
This particular live show setup, and the visu-
als, really opened the door for all kinds of
creativity,”

With bandmembers playing both live
instruments and sampled sounds, there were
so many elements to spread out across the
surround field, not to mention all of the
surround-oriented live show effects. Take
the synth section alone, says Macomber:
“There were three large keyboard rigs, each
of which held several synths that each gen-



erated five. six different sounds per song,
which allowed different placement for each
sound.” As creative as the 5.1 mix got,
however, Vicari kept a foundation locked
down 1o match the camera’s focal point,
Timberlake's vocal, bass and kick drum
anchored the mix pretty consistently in the
center channel.

Timberlake wanted the 5.1 surround mix
to include as much crowd noise as possible,
which presented the session’s biggest chal-
lenge. "Getling our audience mics and all
the panning aligned in the right location in
the room was very difficult since our audi-
ence mics were picking up the whole room
sound.” says Vicari. “1 would do passes of
just audience. trying to keep it consistent
as Justin moved out on the arm of the
stage into the audience. [ gave him the
most amount of audience without his vocal
sounding like it was drifiing off. and he'd
still want more.”

Mever adds. “We had 1o time-align the
audience mics with the actual mix so that
when we added audience, it didnt wash the
mix oul—it actually added greater definition
to what was going on in the Garden. In
those audience mics, you're hearing the P.A.

and the crowd and the
room. which, with the
right placement, makes
you feel just like you're
standing in the arena.”

Macomber configured
the mixes for delivery to
HBO. “We delivered 5.1
and stereo prints—24-bit,
48k WAV files of con-
tinuous show,” he notes.
“The show wasn't ed-
ited down in any way,
so there was really no
conforming to do on our
end. We mixed off of a
reference standard-defi-
nition video and printed
everything down to the
session, and delivered them time-stamped
audio files.” At Timberlake's request, aside
from broadcast compression. the audio was
untouched afier it left JALC Studios. “There
was absolutely no audio sweetening or
mastering done to the files,” says Macomber.
“Justin was really particular about this, and
the HBO producer was adamant about ad-
hering to his wishes.’

Front-of-house engineer Andy Meyer ot the Digidesign VENUE board

According to Antunes, following the HBO
broadcast there were accolades all-around.
“We all got e-mail from one of the big VPs
over at HBO telling us that this was one of
the best mixes they've ever heard for any of
their music specials—ever.” .

Jenice Brown is a freelance writer based in

\ew York City
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THE 50TH ANNUAL

Grammy Aw

BY TOM KENNY

ach year, the audio team for the annual Grammy® Awards telecast
looks 10 top itsell, to introduce at least one new wrinkle to improve
the viewer's audio experience. When high-clef picture raised its head
at the trn of the cemury, 5.1 sound came with it. When dual stages
became the norm and the number of acts reached more than 20, tag-team music
mixing was introcluced. When the time crunch became nearly unmanageable, a
mirror to the XM Productions: Eftanel L7 truck ensvironment was built on-site and
Digiclesign D-Command consoles Genelec monitor systems were installed.

This year, for the first time at the Grammys and 1he
[irst time on any show of this size/magnitude, only a
5.1 signal was sent from the Staples Center (LA.) ©
the satellite and down to CBS New York, where the
down-conversion to stereo was handled automatically.
An identical Dolby chain was built on-site. but only for
monitoring. There was no separaie “stereo mix.”

“We looked ahead to February 2009. when they
turn off the analog transmission lines in this country.”
explains Hank Neuberger, audio supervisor for the
telecast. “We see it coming. where statians will only
be passing 5.1 channels of audio around. it just makes
sense, and our friends at Dolby have macde it possible 1o do with conlidence.”

The core Grammy audio crew has been intact for a number of years now
and has won Emmys and TEC Awurds. The music mix was once again handled
by John Harris (his 16th Grammy Award show) and Eric Schilling (his fourth)
in the XM Productions Effanel L™ truck. operated by lead engineer Joel Singer.
Phil Ramone sat in the main NEP Supershooter and served as executive audio
producer (“I have a button that says ‘more bass. less bass™ he jokes). while
Ron Reaves again mixed front of house and Michael Abbott wrangled all audio
systems and personnel as audio coordinator. For A{ix’s tribute to the 50th an-
niversary—including production videos—uvisit mixonline.convgrammys. |

42 MIX, April 2008  www mixonline.com

A TV audio dream team. Front,
from left: Randy Ezratty, VP XM
Productions; Maureen Droney,
executive director, P&E Wing of
Recording Academy; Eric Schilling,
music mixer; Leslie Ann Jones,
Recording Academy, house sound
supervisor; Ron Reaves, front-
of-house engineer. Rear, from

left: Glenn Lorbecki, P&E Wing
co-chair; John Cossette, executive
producer; John Harris, music
mixer; Hank Neuberger, audio
supervisor; Rickey Minor, musical
director; and Phil Ramone,
broadcast supervisor.

Joel Singer, lead engineer of XM Studios, left, with music

mixers John Harris and Eric Schilling

Clockwise, from above
left: Michael Abbott,
audio coordinator;
David Bellamy of
Soundtronics, RF
coordinaior; Ron
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& | . Reaves, FOH; and

!‘ .

Klaus Landsberg of
KFL Audio, audience
mics
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Steve Osborne

BY BARBARA SCHULTZ

Happy Mondays Lead to Good Times

teve Osborne got into the audio
Sbusiness just in time to be “old

school.” He came up through the
ranks—all the way from tea boy to house
engineer—at Trident Studios (London) in
the '80s. As an engineer at Trident, he had
the opportunity to work with some of the
hottest producers in the business, includ-
ing Flood, who brought Osborne over to
Ireland to help record U2's Pop (1997). He
cut all of Paul Oakenfold’s productions to
analog tape for four years, including the
Happy Mondays’ seminal Pills 'n’ Thrills
and Bellyaches, which he co-produced.
By the time analog tape was on its way
out, Osbome was ready to become a
producer in his own right: one of a new
breed that would blend not only analog
with digital technologies, but also real in-
struments with synthesizers in a way that
supported a band sound.

In his production work, Osborne truly
lets the music be his guide. His break-
through was arguably via the band Starsailor, whose pro-
cessed vocals are layered with electric rock/pop instru-
ments. Osborne has also produced all of KT Tunstall’s
albums, bending her singer/songwriter sound to suit her
vision and her latest crop of songs. And it was Osborne’s
rhythmic, guitar-heavy production of New Order’s 2001
comeback album, Get Ready, that convinced guitarist
Keith Strickland of The B-52s that Osborne must produce
Funplex, the new wave
pioneers’ first studio al-
bum in 16 years. Osborne
says that Funplex is a “B-
52s album, but for now.
It’s a bit more raw, and 1|
think we’re a bit more up-
to-date with the beats.” It
makes for a striking com-
bination—an album that
is undeniably The B-52s,
but somehow even more
danceable and almost
punk; woven through it
are many of the sounds and techniques Osborne has
cultivated during more than 20 years in the studio.

Did you start out in the business as a musician?

The first thing I played was trombone, when I was about
6. Then [ got a guitar and spent a lot of time playing
that when I was 12. Then piano, then drums. My main
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instrument was trombone, but 1 got distracted by other
things. We also had an old reel-to-reel tape recorder. 1
had a bedroom full of instruments, and I used to mess
around all the time on different instruments.

Later, I got to be friends with some people at the local
university who had a [Tascam] Portastudio—the original
kind of cassette one. 1 borrowed that and learned how
to use it, and started recording bands at the university.
Then 1 had a friend who had an 8-track and we had a
little demo studio, and we would put stuff on 8-track.
That was when I was 19 or 20.

A few years later, I actually moved to London and had
one of those lucky breaks. I met a friend of a friend who
was going to get a job as a tea boy at Trident Studios, and
then he decided he didn’t want to do it. So I managed
to get myself an interview at Trident, which was actually
managed at the time by Ros Earls, who is my manager
now. She gave me a three-day trial as a tea boy.

How did you do?

[Laughs] I made a lot of tea, and I always made sure there
were biscuits, and I always made pots of tea rather than
cups of tea. I was keen, very keen. Then 1 worked my
way up to tape op.

Did you then go out freelance to get engineering jobs or
did you stay on staff at Trident?

Trident Studios actually got sold, and the people who
owned Trident when 1 joined kept another studio in Vic-
toria. They sold the Soho Studios, where I was a tape op,
but when they took me on in Victoria, they took me on
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as a house engineer because all the people
who had been engineers in Soho left; they
went freelance.

How did you get involved with Oakenfold?
I was in-house engineer at Trident for a
while, and then a production team came in
to do some remixes. I did a remix for them,
and they asked me to be their engineer. 1
worked with them for about a year doing
remixes, and through doing that I bumped
into Paul Oakenfold, who was looking
for an engineer to work with. The whole
house [music] thing was just starting to kick
off, and he was one of the pioneers in the

€

scene. I think the first thing we did together
was a remix of a cover of “Love to Love
You,” the Donna Summer song. When that
worked, we began a partnership.

What made that partnership successful?
What was great about that partnership was
that Paul was out there [in the clubs]. He
knew what was happening on the dance
floor. We could do mixes, and he would
take a copy that night and go out and play
it; get people’s reaction to it. I wasn't out
there clubbing; I was always working in the
studio. My expertise was doing the music
programming and engineering, and Paul
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would give it direction in terms of the club
culture and what was going on.

I've read that because of drug problems,
working with Happy Mondays might not
bave been so “bappy” What was it really
like working with them?

Loads of people say, “It must have been a
nightmare doing Pills 'n’ Thrills,” but actu-
ally we didn’t have any trouble doing that
album. We said, “This is how it's going to
work. We're going to start at 12 and finish
at 12 every day,” and that's how it worked.
They were very keen to do it.

It wasn't anything like the stories you
hear about the Yes Please album they did
with Tina Weymouth; that was a completely
different atmosphere from what we had. The
bad stories happened after Pills 'n’ Thrills,
when the press were on their backs and
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things weren't going well. When we were
doing Pills 'n’ Thrills, we'd already had a hit
with “Step On.” The vibe was really up; ev-
eryone was happy. I would tell [lead singer]
Shaun [Ryder] to come in by 5 or 6, and
he’d come in by 9 or 10, but you'd know
that. You'd know how to deal with him.
We'd say, “We're going to cut vocals every
day,” and he’d say he’s not feeling up to it.
But we'd say, “We'll just do a bit every day,”
and we did.

Why did you work on that album at
Capitol in LA. when you were all from
England?

The idea was they wanted to get away from
everybody—from dealers and friends. When
we did “Step On,” we had a fantastic vibe.
That is still one of the favorite sessions I've
ever done, but you always had gangs of
people coming down, and to make a whole
album like that would have been difficult.
What made you decide to break out on
Yyour own as a producer?

I'd worked with Paul [Oakenfold] for a few
years, doing club stuff and a lot of remixes.
But my background—much as I enjoy do-
ing club stuff—is in more guitar-based mu-
sic. Happy Mondays was perfect because
that was beats and guitars. And to me, that’s

the most important part of production: get-
ting the right groove, in whatever genre.
So working in dance music was great, but
I wanted to get into working with bands,
more guitar stuff. So I changed management
to Ros and said I wanted to move away
from so much dance mixing.
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for me, but I just thought she had something
special. I s