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Introduc-

PAUL THEBERGE

Mixing Desk (Mixing Console)
A mixing desk (also referred to as a mixing console or

board) is an electronic device used to amplify, combine
and modify a variety of inputs - including microphones,
musical instruments and prerecorded sounds — and route
them to an external device, such as a tape recorder or
public-address system. Since the 1950s, mixing desks
have become a central component in multitrack record-
ing, broadcasting and live performance, and their desig.n
characteristics have become increasingly complex. It is
not unusual for a modern, professional recording con-
sole to handle as many as 48 simultaneous inputs and
24 outputs, and contain individual subsections devoted
to equalization, effects routing (for the addition of
reverb and other signal processing) and monitoring.
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Monitor
The term ‘monitor’ is used most often to refer to loud-
speaker systems used in live performance and in studio
recording. In performance, musicians use stage monitors
so that they can hear themselves; the loudspeakers, and
the mix fed to them, are entirely separate from the
speaker systems heard by the audience, In the recording
studio, specialized loudspeakers are used to evaluate
sound quality and musical balances, A mixing console
usually has a monitor section used to isolate sounds, to
add effects to them without altering the recording itself
and to feed them back to the performers 'piaying over-l
dubs. ‘To monitor’ is to listen over speakers or head-
phones for the purpose of evaluation or overdubbing,
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MP3

The convergence of digital media for mys;c Storag
manipulation with the Internet’s rise tq POPUlar; ar?d
the late 1990s created a fertile ground for th, digitatlyd‘m
tribution of music via the Internet, Mp3 becﬂme th.
most popular among several competing formats (Rea]e
Liquid Audio and Ogg Vorbis are among the COmpet" I
tors) for the digital storage and delivery of music, 4

Introduced in 1992, MP3, short for Mpgg Layer 1y
(itself an abbreviation for Moving Picture Experts Groy
I Audio Layer III), is a means of encoding ang decodiy,
audio in digital format. It allows for €xtreme Compres,
sion of audio files with little or no Perceptible o in
audio quality. The development of Mp3 meant thy
songs of three to four minutes’ duration could be com.
pressed to data files of 4 megabytes or less ang still retajp
near CD-quality sound. Consequently, with increaseg
bandwidth and transfer rates for Internet Connectiops,
the time required to download a SONg, Or even an entige
album, became reasonable for many Internet users,

The development of MP3 in conjunction with the
Internet’s rise in popularity quickly gained the attentiop
of the music industry when it became clear that ind;.
viduals could easily engage in copying audio CDs in Mp3
format and sharing them with friends or strangers on-
line. Many freeware, shareware and commercial MP3
players and ‘rippers’ (programs that encode CD audio to
MP3 format) have become available on the Intemet
Although not difficult to use, most require at least some
knowledge of computer audio systems. Portable MP3
players began to be marketed in 1998, but were not easy
to connect to most computers. In general, MP3, in its
earliest incarnation, was a format used mainly by college
students, computer enthusiasts and their friends.

Although methods for conducting secure electronic
commerce were quickly developed in the late 1990s, the
music industry was slow to adopt e-commerce and ceded
some turf to e-tailers like cdnow.com and Amazon.com
The industry initially focused instead on piracy of digil
music, and under the leadership of the Recording Indus

 try Association of America (RIAA) quickly reacted to the

potential threat from unauthorized downloading a0
uploading of copyrighted music. In 1998, the

formed a committee, the Secure Digital Music nitiative
(SDMI), composed of computer hardware and soff*

t

creating a means of disabling unauthorized MP3 <P




by the computer software lndustry
o m;;of; copy protection schemes are quickly
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; e major record companies ha
t N howe:::t',r;hce MP3 through suchpWeb siteC;
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ol dom.” By 2001, music industry-
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u:ff"d"&d it remained to be seen whether there would
: -iﬁ'@wéant commercial market for downloadable
..: gt signifi o file-sharing networks continued to
b E me:lmough the most popular one, Napster, lan-
1 Wi:'fmr a court-ordered shutdown, and many
3 qhed increasingly accustomed to free music
,@cf"“ fv::with apparent disregard for their own
: W";’; r labels persisted in focusing on creat-
W tion mechanisms, fighting file-sharing in
ﬂ Jobbying the US Congress for changes in copy-
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Multimedia

‘Multimedia’ is a term associated with computer-based
software that integrates audio and visual data to create a
semi-virtual world within which a particular theme or
subject is explored. The multimedia product emerged in
the early 1990s and proliferated from then on as a result
of a number of factors: the development of sufficiently
fast processors for home computers; the modification
and enhancement of CD players to allow fast transfer of
data using SCSI (small computer systems interface); the
introduction of video and audio ‘capture’ cards, allowing
sound and image to be imported and stored digitally;

such as A s Hypercard and Macromedia’s Dir-

Multimedia authoring software allows
and visual data to be integrated with
\phics, with increasing use of 3-D objects and




