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DOQLBY

SOUND OF DVD

Dolby is proud to be part of the DVD-Audio (DVD-A) format. MLP Lossless and Dolby Digital
used in the DVD-A specification allow music lovers to enjoy master-quality recordings at
home while providing compatibility with every DVD-Video player and DVD-equipped
computer worldwide. MLP Lossless packs DVD-A discs with the highest-quality sampling and
bit rates on stereo and multichannel PCM tracks. Dolby Digital 5.1-channel audio added to

the video region of a DVD-A disc allows consumers to play DVD-A discs on their DVD-Video systems.

For more information on our DVD-A technologies and our cost-eftective DVD mastering

solution, please visit our website.
www.dolby.com/pro

O Dolby

BREAKING SOUND BARRIERS

Dolby Laboratories, Inc. ® 100 Potrero Avenue, San Francisco, CA 94103-4813 » Telephone 415-558-0200 » Fax 415-863-1373
Wootton Bassett » Wiltshire » SN4 8QJ England ¢ Telephone (44) 1793-842100 ¢ Fax (44) 1793-842101 ¢ www.dolby.com

Dolby and the double-D symbol are registered trademarks of Dolby Laboratories. MLP Lossless is a trademark of Dolby Lahoratories. © 2001 Dolby Laboratories. Ine. S01/13804
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The Eastwood Scoring Stage At
Warner Bros.

New York

The 32:8 film scoring monitor
Fha212315 1111

section delivers the flexibility of 1001
printing a score te upwards of 16~ NoMinee
Todd AO tracks for final mixing at the dubbing stage
Los Angeles
+1(1)323 463 4444

- Dynamic range that comfortably exceeds the specifications of 24-bit analogue to digital converters
o - Bandwidth that extends nearly two octaves beyond a 96kHz digital recorder

LLyT) o q o - q o -
811015 5474 1144 - Surreund-sound monitoring options for sophisticated multi-channel applications

No wonder the SL 3000 is the definitive film scoring corsole

Solid State Logic

Paris
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+39039 2328 094

T SEE US AT AES BOOTH #418
Dronte
1:1)925 6537792
Singapore
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NEW MDR24/%

Non-linear 24-track / 24-hit hard disk recorder

$1999° INTRO PRICE
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Introducing the newest member of the Mackie hard disk recorder family!

NEW MDR24/96

B Plug-and-play recording

® 20Gb internal recording drive plus
pull-out bay for removable M90

hard disks and Mackie Media
Project ORB™' drives

B 24 Tracks and 192 Virtual Tracks
for up te 100 minutes of continu-
ous recording @ 48kHz

8 24 channels of 24-bit, 48kHz
analog I/0 included!

® Full Meter Bridge

B Transport Controls, Track Arm
buttons, Locate and Loop

B 100 BaseT Ethernet port

B 3.5 inch drive bay for
importing tempo maps and
. software apgraces
B Sync to SMPTE, MIDI,
and Word Clock & Video
blackburst
® Non-destructive cut,
copy and paste editing
with 999 Un-Do’s
& Perfect ADAT® or DA-88 replace-
ment for heme or preject record-
ing on a budget

reg Mackie's goal has always
heen to deliver professional
creative tools at reasonable prices.
The new MDR24/96
is our price-busting
commitment to nonlin-
ear hard disk recording.
Ready 1o go right out of

g Options.

paste editing with 999 Un-Do levels
using the MDR24/96’s front panel
controls.

N Run it alone with
any analog or digital
mixer. Slave it to the
remte4s  HDR24/96 Recorder/

tabove), Remuvte 24. 3
1190 2060 Recoraing rice. ditor and Remote

the box with 24 channels of  Project 2.25% Removabie Drive. 48 controller and

analog 1/0, the MDR24/%6’s
familiar tape recorder style
controls and simple operation will
have you tracking and mixing down
in no time.

Affordabie, removable recording
and backup drives make saving and
sloring projects a breeze.

The MDR24/% is a non-linear,
non-destructive recorder. That
means you can punch-in “over” a
section of a song as many times as
you want without erasing it — and
then choose the take you like best
later. Non-linear recorders also use
drive space more efficiently than
linear or “tape mode” hard disk
recorders.

You can do basic cut, copy and

Digital 10 {standerd Pigital .
§aBus cards) ADAT*/-0jF, Serub hard drives

Optreal and AEYEBU.

like tape for precise
editing. Or install MDR24/%6’s in your
‘B’ and ‘C’ rooms and edit projects
on an HDR24/96 in the ‘A’ room.
Check out the new MDR24/96 at
your Mackie dealer today. =
* Suggested U.S. street price. Your
price may vary. This is a limited time,

introductory price and will go up.
Act now!

800.898.32(1 - www.mackie.com
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Happy Birthday to us where brands come and go at the blink ¢ an eye.

But we're not growing old - far from it. We're
Who would have thought that the Tantalum alloy seventy-five years young and our efforts Eontinue,
generating new and groundbreaking id‘: that bring

advancements to the science of loudspeaker design

rectifier Guy Fountain designed in 1926 would
lend its name to one of the audio industries lead-

. . " _
ing loudspeaker designers and manufacturers? and application. Designs that stand the test of time

While rectifiers are no longer part of our portfolio and meet the demanding needs of indust

the legacy of creativity that marked those early

days persists. ~— TANNOY

As you may notice, 2001 marks our seventy-fifth O THOSEe BRC F"how

birthday - quite a unique landmark in an industry Tannoy/TGI North America Inc. * 335

BN Suite 1 e« Kitchener, Ontario, Canada y2M 5E1
Phone: (519) 745-1158 ¢ Fax: (519) 743-2364
WY ":/7 Dealer order hotline: (Fax) 1-800-525-7081
\'4 ~r/ Literature hotline: Iitplease@tgina.com &e-mail:

@ inquiries@tgina.com « Web site: www.fannoy.com
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features

46 The AES31 Standard
by Mel Lambert
The digital revolution has brought a dizzying assortment of data-storage formats
and media choices. AES31 provides technical specs that allow disk drives,
digital audio media and Edit Decision Lists to be transferred between systems.

60 Scratching Out an Empire

PAGE 272 by Dan Daley

As part of our expanded New York coverage, our East Coast editor talks to
some of the city's hottest urban music producers. Also, Gary Eskow talks
to Kenny Gonzalez and Louie Vega, the force behind Masters at Work.

72 Building Your Own Website
by Paul D. Lehrman
Want to establish your own Website but don't know how to get started?
The Webmaster for mixonline.com makes it easy.

82 The Musician as Engineer
by Gary Eskow
Decreased demand for live players and the proliferation of affordable
technology have prompted many artists to add engineering to their repertoire.
These performers play, track, mix, edit and create sounds for their clients.

92 Frank Filipetti and Right Track Studios
by Paul Verna
After helping make Right Track Studios the powerhouse that it is,
independent producer/engineer Frank Filipetti has invested in his own room,
adding a Westside presence to Simon Andrews’ colossal Manhattan facility
(on this month's cover).

118 Understanding Phase
by Bob McCarthy
Part 1 of a series that attempts to demystify phase response, showing how
changing phase response over frequency affects the sonics of a single
speaker, and the way the speakers interact with each other and with a room.

On the Cover: Designed in
conjunction with architect
Dennis Janson, Right Track
Recording's new orchestral
facdity, which will be engi
neer Frank Filipetti's new
home, features a 96-in SSL
9000 J and Genelec moni-
toring. For more, see page
92. Photo: Dave King. Inset
photo: Steve Jennings.

126 Setting Up the SAN at NRG
by Philip De Lancie
What a difference a network makes: Advanced Audio Rentals of North
Hollywood installed a Fibre Channel Storage Area Network linking Pro Tools
systems within NRG Recording's North Hollywood studios.

Check Out Mix Oniinel http://www.mixonline.com
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If you have

The Perfect Pro Tools" Companion:

f you're one of the thousands of people that rely on

computer-based Digital Audio Workstations (DAWSs)

for recording and editing music and audio, here’s
something you need to know. The TASCAM MX-2424
was specifically designed to work with — not against —
your DAW system. Here's how.

Time-Stamped Sound Designer It and
Broadcast Wave Audio File Formats

The MX-2424 offers your choice of two native audio file
formats: Sound Designer Il on HFS/HFS+ Macintosh-formatted
drives, and FAT-32 Broadcast Wave on PC disks. Why did we
choose SDII and Broadcast Wave? Because they support
time stamping, giving you a fast, convenient way of trans-
ferring audio into your Pro Tools or other DAW system.
While other formats can be exported and imported to and

Using its native Sound
Designer I and
Broadcast Wave audio
files, you can send
audio to and from Pro
Tools with sample-
ccurate time stamp-
ing. If the kazoo solo
started at 3:12 in your
original recording, it

will still be there when you open the session in your DAW
system... not at the start of the song.

from a DAW, the MX-2424's time-stamped files will appear
in the exact location in which they were originally recorded,
with sample accuracy. Started your guitar solo two minutes,
twelve seconds into your tune? That's where it will stay
when you bring it into Pro Tools. Other hard disk recorders
may force you to spend hours aligning each track to its
approximate original location.

Hot-Swappable SCSI Drives

Since the MX-2424 records to reliable, robust SCSI drives,
there’s another advantage: hot swapping. Unlike IDE drives,
you don’'t have to shut down your recorder or computer
every time you need to exchange SCSI drives...just pop in
the drive, mount it and keep on working. SCSI is a time-
tested, professional hard disk format that ensures the
highest degree of compatibility with all DAW systems.

You don’t have to go through a lengthy process of
converting files to get them between the MX-2424 and Pro
Tools. Just record onto a removable SCSI drive with your
MX-2424, then pop it into your Mac or PC. Your DAW system
will open the files just as if they'd been originally recorded on
the computer.

MX-2424 24-TRACK 24-BIT HARD DISK RECORDER/EDITOR




...you need one of these.

TASCAM

The Portable Solution

Lugging your entire computer, keyboard, monitor and mouse
to gigs for live sound recording isnt the most convenient way
to record. Same goes if you work at multip e studio locations.
But the MX-2424 is a sturdy, reliable recorder that fits in a
four-space rack and goes where you go. Leave your computer
in the studio where it belongs, and let the MX-2424 be your
mobile recording solution.

Feels Like A Tape Deck

One thing that computer recording leaves to oe desired is the
classic feel of a tape recorder. With the MX-2424, the
transport controls, jog/shuttle wheel and editing buttons give
you a familiar environment for doing your hest work without
being forced to mouse through your tracking session

Superb Audio Quality

While the power of nonlinear editing is a huge creative
advantage of harc disk recorcing, the sonic fidelity ot your
DAW may not satisfy your highest expectations. With
professional-quality 24-bit converters, audio pros have found
the MX-2424 and its IFFAN24 24-channel analog irterface
module perfect for everything from audiophile classical and
jazz recording to scoring featute films.

TASCAM

a whole world of recording

X-2424

if You Don’t Have Pro Tools...

wed llAAM ) L Glfmeer

MX-View: Waveform Editing
for the MX-2424

if you don‘t have a DAW system, the MX-2424 offers
a high-powered editing interface of its own:
MX-View™ waveform editing software. Running in
native Mac and Windows versions and connected via
a fast 100Mb Ethernet interface, MX-View offers
sophisticated, sample-level waveform editing. You
can drag and drop on the fly, repair clicks and pops
with the pencil tool, get onscreen metering for up to
six MX-2424s, edit across multiple machines, manage
virtual tracks and much more. Included at no cost
with every MX-2424.

Ail copyrights are the property of their respective holders
For all the details on the MX-2424 go to
www.mx2424.com

24-TRACK 24-BIT HARD DiSK RECORDER/EDITOR MX-2424




FROM THE EDITOR
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How Ironic

WOrking in audio can be tricky, especially when you're with a client who knows
just enough about technology—or “art”"—to be dangerous. And when you're
dealing with a group of people—either mixing with a whole band present (each need-
ing to be a /ittle louder) or doing commercial spots with the “help” of six agency peo-
ple—the role of the engineer requires a major dose of diplomacy. The irony of it all
occurs when clients demand the finest engineers available and then tell them how
to mix.

A well-known film mixer in the Bay Area tells a story about how, in the midst
of the films-being-too-loud craze of the mid-'90s, a director kept asking him to push
the levels on the music track. Not only did that upset the balance of the scene, but it
bordered on dangerous. So he played it back at a slightly higher level, but didn‘t print
the changes. On subsequent playbacks, the director loved it.

I once got a call to do a FOH mix for a folk-rock show at the Berkeley Com-
munity Theater. The sound company that hired me sent a Renkus-Heinz SMART Sys-
tem—a fairly compact rig, yet with plenty of oomph for a mostly acoustic show in
this 3,000-seat venue. During setup, one of the band’s managers started screaming
that the system was too small. Unfortunately, this was the company’s loudest system,
so one of our techs went back to the shop to get some empty JBL “W" boxes: We
put two on either side of the stage, stacked the SMART cabinets on top and fired it
up. The manager was impressed, saying, “That's exactly what | wanted.” Sometimes,
creativity involves more than just pushing faders.

I'm not advocating deception. But when you hire talent, sometimes you have
to accept, and learn from, the expertise that you hired. And sometimes it's the re-
sponsibility of the engineer to educate the client. It isn't always easy to correct those
who sign the checks, but that's where diplomacy enters the creative equation. Record-
ing is a service industry, where the customer is always right, so if we mix to please
clients and they later determine that the mixes sound bad, the result may be the cus-
tomer bad-mouthing the engineer or studio. However, there should be no surprises
here: The audio business has always been laden with ironies of all sorts, from the vin-
tage LA-2A compressor next to the bells-and-whistles Nuendo rack, to the engineer
who’s loading TR-707 kick drum sounds into a 24-bit/96kHz system.

For some real audio ironies, you may not have to look any further than an AES
show. Besides the obvious examples, such as tube gear in a digital world, I'm always
impressed by the number of young engineers—often spike-haired kids—who pack in-
to a recording forum featuring revered masters such as Phil Ramone or Bruce Swedi-
en and soak up every word.

On the show floor, it's hard to spot the major players by appearance alone.
Woe to the console rep who bypasses the shabbily dressed fellow—possibly a hot
new producer—in favor of the guy in the suit, who may simply be an accountant/au-
dio hobbyist on his lunch hour. So, who's more likely to plunk down $500,000 for a
big digital board? Audio may be filled with ironies, but there can be no assumptions.

I like that.

See you at AES!
George Petersen
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Did you realize that Genelec offers more

Finland - . q .

whereall  monitaring solutions for your multi-
Genelec's

aremade  Channel surround needs than any other

professional foudspeaker company in the
world? It’s good to have a lot of choices: four differ-
ent main soffit-mounted systems, three tri-amp
systems, four hi-amps, and three subwoofers. All
fourteen feature line level crossovers, room response
controls, direct-coupled amplifiers and protection
circuitry. All come with more than 20 years of active
monitoring expertise and the intrinsic quality that
will make you feel confident about your work again.
Perhaps 2ven passtonate.
When L.A’s busy Los Angeles School of Film

recently renovazed their main dubbing stage, they

Los Angeles Film School, Hollywood, (A

selected Genelec monitors to satisfy the diverse
needs of a teaching institution’s audio post-prod-
uction instructors and students. For main L-C-R
monitoring, they chose an array of our 1038AC's -
industry renowned for their high-output, dynamic
headroom, sonic accuracy, and precise, stable imag-
ing. For additional surround monitors, Model 1031A’s
were selected. €ach active system is a superiative
audio solution designed and manufactured by ¢
professional monitor company with more real-world,
multi-channel surround expertise than anyone else.
Audition a Genelec 5.1 system. Listen to your
ears - and your peers. Because if you're making sound
decisions for your facility, it's as good a time as any

to make your sound as brilliant as your vision.

GENELEC

ACTIVE

MONITORING

The Whole Truth and Nothing But The Truth™

Genelec Inc., 7 Tech Circle, Natick, MA 01760 508/652-0900 Fax: 508/652-0909 www.genelec.com
Genelec Y, Olv:tie 5 FIN-74100 Itsabni, Finlanc +358 17-83881 Fax:+358 17-812267
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THE PRICE OF FIBER
As someone who does network consult-
ing, I found the June issue very good and
worthwhile as a general background for
clients who are not familiar with network-
ing. However, I find the assertion by Ed
Bacorn [of Glyph Technologies] that “Eth-
ernet is very high overhead™ and so is slow
to be silly. The calculation of checksums
and breaking up messages into segments
is typically done on the NIC cand and pres-
ents no overhead to the host computer.
Ethernet is slow because it is designed as
a shared media network and has to wait
to see if someone else wants to talk before
transmitting. The problem with LANs as a
storage device is that they are optimized
to share information in relatively limited
volumes. NFS does allow sharing files over
a LAN, but it is not high performance nor
does it support isochronious traffic such as
video or audio well. This is why SANs
were invented—to allow sharing of stor-
age and bulk files, rather than information.
STK and EMC. among other vendors,
have hybrid proctucts that transmit meta-
data and thumbnails over a LAN, and bulk
over a SAN. These are in the early days of
development and so are very expensive.
The other inaceuracy is that “fiber costs
an arm and a leg.” We are not baying gaso-
line here. A well-installed fiber plant costs
about the same as a cat 5 cable plant in-
stalled, according to the cat 5 specs. Yes,
switches are costly now, but they are not
necessary unless we are talking about
work groups requiring more than about
five workstations accessing the SAN si-
multaneously. tHopefully, they will go the
way of Ethernet switches and fall in price
by a factor of 10 over the next two years.)
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I find myself puzzled by the statement
“...you get a sustained 25 MB per sec-
ond...” With a Fibre Channel-arbitrated
loop, you will get whatever the sustained
throughput of the disk is, and you can
multiplex several disk accesses onto the
loop at up to the available Fibre Channel
bandwidth (either 100 or 200 MB per sec-
ond). Also, there is no reason to mess with
SCSI drives and SCSI to Fibre Channel in-
terfaces when there is no premium for na-
tive Fibre Channel drives. (See Seagate’s
Website, www.seagate.com, or any drive
dealer, www.dirtcheapdrives.com.)

Gerald Robinson

Viet e-mail

TAKING TIME TO TEACH
I was happy to see that Mick Guzauski was
nominated for a TEC Award. While there
are many other people who could write
about his extraordinary talent as a mix en-
gineer for widely diverse musical styles, 1
wanted to take a moment to nominate him
as a helluva guy. I recently contacted Mick
totally out of the blue and asked if he
could help a group of high school students
who were in my music technology class.
Not only did he respond, but he offered
us what has to be a very precious com-
modity: his time. I don’t think my students
will soon forget his generosity, and I know
I won't forget our visit.

Michael Groarke

New York, N.Y.

FUNNY YOU SHOULD MENTION IT
It's quite funny to read in the last “Feed-
back” (August 2001) a letter from Andrew
Hamilton about the idea of running,
maybe someday in the future, a Pro Tools
MixPlus on a laptop. . .(with the adjunction
of a Magma PCI expansion unit). That's
exactly what I was already doing some
years ago, and am still doing now, but
with a Soundscape workstation (first a
SSHDR1-Plus unit, now an R.Ed), just by
connecting it on the printer port of my big,
big, powertul, 4-year-old, 133MHz note-
book PC! It's still running on Win95 and
equipped with a 1.2GB (very slow) drive
and a whopping 32 MB of RAM! What do
you think of 32 tracks of 24-bit digital au-
dio plus onboard mixing?

Just add the converters, which 1 did,
and this is the setup I use on a regular ba-
sis for all my orchestral, choir and big band

waow . mixonline.com

recordings...and mixes! So, unlike Andrea
and Leonard Hospidor wrote in their July
“Field Test” of the Soundscape R.Ed, this
system really doesn't use the power of the
CPU, or the RAM, or the drives, and this is
not like Pro Tools!

A last word: Don't be afraid to use it
“live.” My system never crashed in more
than seven years of (ab)use. Never. In fact,
I even use it sometimes live as a source of
(multitrack) audio and for mixing! Inter-
ested? Just check the Soundscape site:
www.soundscape-digital.com.

Luc Henrion

Beta-tester for Soundscape

Belginm

ACOUSTICAL CORRECTIONS

Thank you for covering Iflbruck’s SONEX
products in the recent acoustical materials
guide (June 2001). The article unfortu-
nately contains errors and misleading in-

NN

3
3

formation that give your readers an incor-
rect impression of Hbruck products and
their benefits.

The article does not include the im-
portant point that all SONEX panels are
available in Willtec foam, which is Class
1 fire-rated for flame spread and smoke
density. SONEX panels are available in a
wide range of designs and thicknesses,
including SONEXone, SONEXclassic and
SONEXvalueline. SONEXclassic is not a
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polyurethane version of SONEXone,
which the article states.

SONEX panels are also available in
polyurethane for use where fire codes
permit, Standard panel (not roll) sizes of
SONEX Panels measure 24x48 inches (not
24x28 inches or 64-square-foot roll).

Mary Jones

Public Relations Account Manager

Minneapolis, Minn,

INTELLECTUAL PROPERTY:

THE EDUCATOR’S VIEW

While Mr. Lehrman’s article (“Insider Au-
dio,” October 2000) made some fine
points about Napster and the Internet, I
have to agree with Ms, Waldman’s posi-
tion (“Feedback,” December 2000) that
the songwriter is the one who stands to
be hurt most by sites like Napster, which
do not pay royalties for the use of music.

Iam in the unique position of being not
only a songwriter and record producer, but
I am also a music business educator at
Queenshorough College, in Bayside, N.Y.,

I see first-hand how difficult it is to
convince young students—who are
stucdying music business, no less—that
taking intellectual property without ask-
ing, whether it be via sampling or down-
loading prerecorded music, is theft.

My latest tactic, which seems to get the
point across best, is to ask one of my stu-
dents to give me the keys to their car. At
first they are incredulous, then they ask
why. I respond that I want to use it and
claim “fair use.” It's out there in the lot, so
I should be able to use it as I see fit.

When they cry, “But that’s my prop-
erty,” I then respond, “Exactly, just the
way a song is someone’s property.” If 1
am not entitled to use your house, car or
guitar without your permission, then
why should I be allowed to use your
song without permission?

The marvelous technology that has
made it better for all creative artists has al-
so fostered a form of disrespect for the in-
tellectual property rights of others. The
Napster/Internet debate is not just an “us
vs. the big guys issue,” but an intellectual
property issue. It is crucial that the whole
story be told and that young (and old)
users of the Internet be conditioned to re-
spond to song theft the same way they
would respond to having their lunch
money taken from them.

Robert Porembski

Faculty, Queensborough Community

College

Bayside, N.Y.
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PUTTING IT SIMPLY

I don’t understand why it is so difficult
to understand a simple fact: If con-
sumers don’t pay for recorded music,
then the business of music recording
will disappear.

Songwriters, producers, musicians,
studio owners (like myself), technicians
all will have to start working on some-
thing different from music recording.

And by the way, Mix magazine will
also disappear, unless you just focus
on sound-for-picture...until Napster or
some other company becomes a “movie-
sharing” system over high-speed Inter-
net access.

Alberto Tarantini

Digisound SRL.

Buenos Aires, Argentina

THE SMELL OF ANALOG TAPE

IN THE MORNING

I just read your articles on Mix Online
on analog tape tutorials. It brought
back many wonderful memories. I start-
ed working with professional analog
tapes back when I was a student at Van-
derbilt in Nashville in 1969. I got to use
the venerable old Ampex 2-track %-inch
machines, see the introduction of the 8-
track Scully and Ampex recorders, and
watch it grow into 16- and 24-track 2-
inch behemoths. I work as an engineer
in an industry where I do acoustics and
sound work, as well as instrumentation
and data acquisition, and I have spent
many an hour on Honeywell 101 FM in-
strumentation analog machines inside
Marine Corps AAVs and Landing Craft
Air Cushion vehicles, recording instru-
mentation values for dynamic study of
the machines.

Today, I use digital flying head ma-
chines to record events and find these ma-
chines as “finicky” in their own way as the
old-style analog decks. The articles
brought back many memories about learn-
ing, and being a trainee on recorders, cal-
ibrating and cleaning and troubleshooting
them. The articles were well done, and I
thoroughly enjoyed reading them,

Blake Van Hoy

Oak Ridge, Tenn.

SLIPPED UNDER OUR RADAR

I would like to comment on and clarify
some concerns about the “Got RADAR
II?” sidebar article on page 146 of the
May issue of Mix. You state that iZ Tech-
nology Corporation is offering free
downloads of software Version 2.50 for

the RADAR II. Because Otari is the ex-
clusive distributor of the RADAR II (a
fact that is not mentioned in your arti-
cle), and because Otari warrantees all of
the RADAR products it sells, we also test
all software versions extensively before
approving them for use in RADAR II
recorders. It is also standard practice that
a warrantee for a product becomes void
if the purchaser modifies the equipment
in a way that is not approved by the sell-
er of the product. This applies to the
Otari RADAR II, as use of nonapproved
software constitutes an unauthorized
modification and is in violation of the
terms and conditions of the warrantee
that Otari offers.

Additionally, I would like to have it
understood that Otari deliberately chose
not to approve the software Version 2.50,
as submitted to us by iZ Technology, be-
cause our tests found that, though it did
provide a few new features and some mi-
nor bug fixes, it contained new bugs and
was potentially less stable than the soft-
ware Version 2.20 that Otari currently
distributes free-of-charge to RADAR II
customers. Otari has spent 36 years serv-
ing the pro audio industry, and we take
our commitment to our customers very
seriously. It is out of respect for our
many customers that we wish to clarify
these issues.

Chris Steinwand

Otari Corporation

REPEAT WHEN NECESSARY
I want to say thank you to Paul Lehrman
for an entertaining and substantive read
in last month’s “Insider Audio.” It would
appear that the signal processing youth at
consoles today have not only stopped lis-
tening to what's around them...they also
have a dangerous and blithe contempt for
all that has gone before in technology
and art. What's the old “saw” “He who
ignores history is doomed to repeat the
folly of the past.” Again, thanks for shar-
ing your story. I'll be watching for your
by-line in the future.

Ron Rolland

Fine Audio Recording Services

Lake Forest, 1.

Send Feedback to Mix via e-mail
mixeditorial@intertec.com
or write to Mix
G400 Hollis Street, Suite 12
Emeryville, CA 94608
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The Yamaha AW4416 is all the scudio ycu need to single-handzdly. record mix:and master a multi-platinum CD. This digital asdio
pewerhouse comes fully equipped with 3very feature, specification and extra yau coutd possibly want, including many crucia. items
our competition inexplicably left out. And it’s alt integratad witn the signaiure style, performance and inncvation that’s put Yamaha
digital cear in a class v itself. Once again, Yamaha gives you mare for [3ss.

NO DATA COMPRESSION - THE AwW4416 delivers fuli-fidelity INSERT 1/0 — Patch your analog 323ar 01to any track to augment
24-bit or 16-bit audio al the time on all 16 tracks tre A\V4416's capabilities

.WAV FILE FDRMAT - Files are stored in standard .wav EXPANDABILITY - Dual card slots let you add analog and cigita
formiat tor ultimate compatibility and import/export ease 1/2 options. Apogee  converters or the new WAVES® multi-effects
processor cerd

SONIC FOUNDRY® SOFTWARE SUITE — Acid, Sound Forge
and Siren Xpress' are included for comprehensive editing YAMAHA CD BURNER ON-BOARD — CD mastenng and backup are

) ) i always available and easily accessible
D2R LEVEL DIGITAL MiXER - Motorized fader automation

accomganies an interr.al digital patchbay, providing infinite DEDICATED METER BRIDGE - It's not a pricey option, it’s included

routing options . . A
MAXIMUM PORTABILITY — The AN4416 is small and light

STUDID-GRADE EFFECTS - Yamaha Icaded the AW4416 with enough to carry on location in our nevr hardshell case*
dedicated 4-band parametric EQ and dynarrics on all chaanels,

plus two aatchable multi-effects processors AFFORDABILITY — Get all this power for only $2,999**

©YAMAHA

CREATING KANDO “OGETHER !

For literaturs. call {800) 937-7171 ext. 627, visit wayvs yamaha.cem/arcaudio or v xw: AW4116 comy *Case 1s optional * *Estimate 1 treet prire
© 2001 Yamaha Corpora:on of Amenica. P1o Autho Products. P.0. Box 6600, Buena Park, CA 90622. ll rights reserved! Yamana 1 a “eqistered trodemark oftYamaha Corporation. Al trademark:, are the propary of their respectve sompanes




CURRENT

COMPANY'’S FIRST FORAY INTO

AUDIO SAMPLING SOFTWARE

At the Summer NAMM show, Tascam announced that it had acquired the
stock of Texas-based NemeSys Music Technology Inc. for an undisclosed
amount. Neme5ys, known for GigaSampler and GigaStudio, its popular
software-tiased sampling and music production tools for the PC platform,

is now distributed under the Tascam brand name.

Tascam also announced that it has signed the principal software engi-
neers and previous owners of NemeSys to a long-term employment agree-
ment in order to ensure continuing development of the “Giga”” platform.

"We are tremendously excited by the possibilities inherent in Tascam'’s
acquisition of NemeSys," said TEAC VP Gene Joly."We're certain that the
addition of Tascam'’s distribution and marketing strength will allow these
amazing tools to be even more broadly embraced by musicians and au-
dio professionals around the world."

The newly expanded Tascam line will now feature all of NemeSys' cur-
rent products, including GigaStudio 160, GigaStudio 96, GigaSampler 64,
GigaSampler LE and NemeSys' sound libraries.

For more information, visit www.tascam.com.

MACKIE ASSUMES SOUNDSCAPE DISTRIBUTION

Mackie Designs will assume worldwide distribution and marketing activities
for Sydec-developed products under the Soundscape brand name. Sydec
was acquired by Mackie earlier this year. This ends a distribution agreement
between Mackie and Soundscape Digital Technologies, the UK-based com-
pany that has been marketing and distributing Sydec products under the
Soundscape name since 1993.

"By bringing the marketing and distribution of Sydec’s Soundscape
products under the Mackie umbrella, Soundscape dealers and end-users
will beneftt from Mackie’s commitment to customer support and product
innovation,” said James Engen, president and CEO of Mackie Designs.

For more, visit wwwmackie.com.

DOORS TO OPEN IN 2003

A new museum, dedicated solelv to audio, will rise
in Camden, NJ. The Museum of Sound Record-
ing president Dan Gaydos and project director
Berard Fax anmounced that they have signed a
contract with Coopers Ferry Development As-
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sociation of Camden to revitalize the waterfront
with the museum/theme park.

The contract allows for the design and con-
siruction of “SoundWave—The International
Museum of Recorded Sound and Entertain-
mert Center;" aided by a $56 million planned

riard

appropriation from the Delaware River Port
Authority, the state of New Jersey and other
sources.

“The Museum of Sound Recording and
Coopers Ferry Development Association have
been working in parallel for three to four years
before being aware of each other's progress,” said
Gaydos. “Camden is a perfectly appropriate area
to establish a museum and theme park, since
Camden is where recording and record-making
truly become a part of the socioeconomic and
cultural fabric of America’* Camden is home to
The Victor Talking Machine Company, The RCA
Victory Company and RCA Corporation.

The museum/theme park will showcase the
history and presence of RCA in Camden. The
three main areas of interest, according to Gay-
dos, are: SoundStages, depicting how recording
has changed society and history, SoundLabs,
demonstrating the nature of acoustics, sound,
noise, music and recording; and SoundScapes,
showing the interplay between human percep-

tion and sound environments.




CHRIS VRENNA AND U2
Grammy-winning producer/engineer Chris Vrenna
(NIN, Smashing Pumpkins) was tapped by U2 to
remix and re-cut the song “Elevation” for the Tomb
Raider soundtrack. The band took a break from
touring last summer and flew out to Enterprise
Studios in Burbank, Calif. Engineer Paul Leary over-
saw the tracking.
“} started some of the stuff at home,” Vrenna explained, “and then they
flew in, and we re-cut all of the instruments In Fro
Tools. | worked on the mix the following day, and
they came in that night to give their feedback. It
worked out really well.”
Vrenna, who records under the name Tweaker,
also released his long-awaited debut album The
Attraction to All Things Uncertain last September
on Six Degrees Records.

DOJ PROBES ONLINE MUSIC DEALS

The Justice Department, which oversees antitrust law, has started a pre-

liminary investigation into two Intermet ventures: pressplay, backed by
Sony Music Entertainment and Universal Music Group, and MusicNet, backed by
EM|, BMG and AOL Time Warner. The probe will examine potential anti-competi-
tive problems posed by the rival ventures' soon-to-be-released paid subscription mu-
sic plans. US. lawmakers have also raised questions about whether the two Internet
services will harm competition because the five record labels currently involved rep-
resent about 80% of copyrighted music.

Representatives from the Justice Department and the five labels did not com-
ment on the investigation.

Legislators are also exploring the issue of music sales onfine. Representatives Rick
Boucher (D-Va)) and Christopher B. Cannon, (R-Utah) introduced legislation that
would require companies when they license music for sale to one Internet site to
make the music available to other sites under the same terms, thus allowing an in-
die start-up access to the same music as, say, pressplay, at the same price.

Denon Electronics—200!| marks the 90th anniversary for Denon and its
parent company, Nippon Columbia Co. Ltd.; www.deldenon.com
BGW——Celebrates 30 years of manufacturing amplifiers; www.bgw.com
Harrison—A Silver anniversary for this Nashville-based console maker:
www.harrisonconsoles.com
Westlake Audio—Designing loudspeakers for 30 years, www.westlakeaudio.com
HHB-—25 years making digital audio equipment and recording media; www.hhb

usa.com

Olsen Audio Group—The company’s WindTech™ Windscreen division is cele-
brating 25 years of operation; www.olsenaudio.com

Rane Corporation—In the signal processing field for 20 years; www.rane.com
ATR Service Company—Manufacturing Ampex analog mastering recorders for
10 years; www.atrservice.com

World Radio History

Business development profes-
sional David Ward has been ap-
pointed to president and COO
of iZ Tecknology (Burnaby,
British Columbia)...Working for
Maxell Corporation of America
{Fair Lawn, NJ} since 1981,
Toru {Tom) Yamakawa has
been named president of the
company...With an extensive
background in broadcast engi-
neering, Scott Barella joins the
Burst Group (Englewood, CO) as VP and chief engineer...Paul
Stubblebine Mastering (San Francisco) welcomed music in-
dustry vet Michael Romanowski as its new mastering engi-
neer...The American Federation of Musicians (New York City)
elected Tom Lee as president and Florence Nelson as secre-
tary/treasuner...Co-founder Bob Lasiewicz returns to PBl Media
LLC (Los Angeles) as director of ShowBiz Expo Group...Kent,
England-based PM Components has been appointed primary
worldwide distributor for Svetlana’s (St. Petersburg, Russia)
glass and ceramic vacuum tubes. PM Components has set up
a dedicated company, PM of America Inc., to handle sales and
servicing in North America...Soundcraft USA named Scott
Wunschel to serve as Western regional sales manager for all
states west of the Mississippi River...E&E Exaorts {lrvine, CA)
has been tapped to handie distribution of SRS Labs’ (Santa Ana,
CA) patented SRS Pro 220 Sound Retrieval System to the over-
seas pro audio and music marketplaces...EMTEC Pro Media
(Valencia, CA) added Chris Piccione, Northeastern sales man-
ager, and Mark Homsby, Southeastern sales manager, to its
sales staff...Crown Audio (Elkhart, IN) alsc rounded out its sales
force with the additions of Jonathan Parker, Eastern regional
sales manager, and Loren Robinson, Western regional sales
manager. In other Crown news, Bob Lichty has transitioned in-
to the music industry market manager position...Patrick Wool-
cocks joined Clear-Com Intercom Systems (Emeryville, CA) as
director of sales for Europe, the Middle East and Africa. He will
be based out of Southampton, UK...Network Pro Marketing has
moved to: 2250 East Imperial Highway, Suite 220, El Segundo,

CA 90245; 310/648-6677; fax 310/648-6678...Julia Frodahl joins
Wax Music & Sound Design (New York City) as director of mar-

keting and sales...The new marketing director over at Crest Au- l

dio (Paramus, NJ) is William (Bill) McGrane...Tascam honored
representative Innovative Audio (Waterford, M) with the award
for overall territory sales growth, while Joseph P Mazzeo As-
sociates (Rochester, NY) received the award for overall sales |
growth for the Tascam Cable Up! produc! line.
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; ON THE MOVE

Who Fred Guarino
Position: President, SPARS; owner.Tiki Recording Studios (Glen Cove, N.Y),
Main Responsibilities: “To work with the Board of Directors and execu-
tive director [at SPARS]. My goal is for us to carry out the many new prod-
ucts, services and ideas that we have planned, while maintaining our focus
on networking”
Previous Lives: Owner of Tiki Recording Studios, 1978 to present
I first became involved with SPARS..."In 1989, | was involved with the
SPARS board and president Bruce Merley in exploring a local Long Island
presence for SPARS. | attended my first SPARS Biztech Conference at
UCLA in 1991, 1 came back from that conference with valuable business
information, espeically since it was during a recession.”
My most memorable moment with SPARS was..." Besides the numerous
casual discussions with so many bright SPARS studio owners and managers,
the many cool studio tours | have been invited on, and the fun SPARS out-
ings and conferences (like the time we rented Liberty Island and the Stat-
ue of Liberty). it was when president Paul Christensen called me up and
said, "We need some good people to serve. and | want you! After that pa-
i triotic Uncle Sam-type speech, | was on the board of directors."
| Owning a studio has helped with my responsibilities/commitments with
SPARS because..."l have learned a lot about diplomacy, balancing art and
8l business, meeting deadlines, sacrifice, long- and short-term planning, sur-
vival and camaraderie. Running your own business is tough. | often say,
‘There's a price for freedom, but | would do it all over again.”
My first concert was..."Black Sabbath in 197 1. Guess it was the cool thing to
do when you were 14 years old!"
Currently in my CD changer..."Old stuff like Am-
brosia. Tubes, Toy Matinee, Collective Soul, Sting and
Shawn Colvin.”
The last great movie | saw...’
a boater”
When I'm not in the studio, you'll catch
me..."Cruising and relaxing on my boat with my wife
and dog”

‘The Perfect Storm—I'm

Frampton Comes Alive!
SV g
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October 2-October 15. October 16-November 5.

Produced and arranged by Peter Framp-
ton. Engineers: (live) Ray Thompson, Chris
Kimsey and Eddie Kramer. Studios: Win-
terland (San Francisco}, Marin Civic Cen-
ter (San Rafael, CA, Island Music Center
{Commack, NY), State University of New
York (Plottsburgh, NY}, Wally Heider's
Mobile Recording Truck (CA) and Fedca
Recording Truck (NY).
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Produced by Stevie Wonder. Engineers:
John Fischbach and Gary Olazabal.
Assistant engineers: Dave Henson, Howie
Lindeman, Cris Morris, Steve Smith and
Rick Smith. Mostering: Andrew Berliner
and Jeff Sanders at Crystal industries Inc.
{Hollywood). Studios: Hit Factory (NYC)
and Record Plant (Los Angeles and
Sausalito, CA).

www.mixonline.com

THE FLAMING LIPS

Known the world over for their '93
hit “She Don't Use Jelly;’ the Flaming
Lips have retumed to the studio to
work on the follow up to their criti-
cally acclaimed '99 release The Soft
Bulletin. The band, who consist of
Wayne Coyen, Mike Ivins and Steven
Drozd, are camped out at Tarbox
Road Studio in upstate New York
and producing the effort themselves.
lvins is also sharing the engineering
duties with studio owner Dave
Fridmann. The as-yet-untitled re-
lease is slated for release sometime next year.

www.OnTourWithShure.com: Shure Incorporated has launched
a new online magazine that gives users a backstage pass to to-
day's hottest acts and engineers. The site includes Web-cnly artist
interviews and photos, technical and gear-related advice, contests
and an archive of articles that have appeared in ther On JTour With
Shure magazine.

www.toaelectronics.com: TOA has updated i-s Wabsite with such
new features as the “Technical Library," where users now have easy
access to spec sheets, product manuals (for both current and dis-
continued products), CAD drawings, engineering soecs and East
loudspeaker data. Users can also download video animations of
the H Series Interior Design speakers, as well as [DACsys 2000
control software for the new DP-0206 modular DSP
www.themusiclink.net: The Music Link Corporation has released
its eCatalog, an electronic version of its Counter Cazalag, available
in PDF format The eCatalog is a guide to the entire product line,
including Johnson guitars and amps, Palatino strings and wind in-
struments, CODA drums, and AXL guitars and amps.

MIX LOOKS BACK

In anticipation of Mix's 25th anniversary next year, we wart to begin
looking back at where we started. Here are the Nurnber One albums
and singles from Billbeard, October 1977, the month of Mix's debut,
with special props to the engineers, producers and studios whe make
the magic.

DEBBY BOONE

YOU LIGHT UP MY LFE"3

October 10-October 15—"Star Wars
Theme/Cantina Band.” Arranged by
Meco.

October 15— "You Light Up My Life.”
Produced by Joe Brooks.

World Radio History
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EXPANDING YOUR MIND

Caling all sound designers and video editors. Through
the collaboration of Mindshare Ventures and Future Me-
dia Concepts, with cooperation from Avid and
Digidesign, the first Avid World and Pro Tools Confer-
ence will be held October 7-10, 2001, at the New York-
er Hotel. The four-day event will include a two-day ex-
po, educational classes, keynote speeches from Mark
Goldblatt (left; and She'kspere tright), and networking events, The seminars and sessions will
cover editirg and designing tips and techniques for users of Media Composer, Symphony,
Avid|DS, Xpress DV, Unity, and AvidProNet Review and Approval. There will also be a sepa-
rate Pro Tools track.
For regisuation infarmation, contact Mindshare Ventures at 212/645-8140 or visit
www.avidworldeast.cem.

FLICKERSTICK

Fresk from their win onVHI's Bands on the Run, Flickerstick stopped in at The Zone in Nor-
cross, Ga The band was in re-cutung their independent debut Welcoming Home the Astronauts,
which is slated for release on Epic records. The band worked with studio owner/engineer Bil-
ly Hume and producer Rick Beato.

"They're really nice guys 1o work with!" Hume said."They sort of got portrayed on that
show as this bunch of crazy guys, and they kind of are. [Laughs.] But when it's time to work,
they really get down o it. They're all extremely talented, and it was a great experience.”

WHEN HOOSIERS COME TO NASHVILLE ..

They meet in a pickup truck At
the recent Summer NAMM
show, Sony hosted a party at
Denny Purcell's Georgetown
Masters. Purcell grabbed a few
basses from his extensive collec-
tion and formed a band, The
Lownotes, on the spot. Across
the front, L to R, Nash-villains
Dan Daley and Rick Clark, both
Mix contributors; producer/engi-
neer and former Hoosier Chuck
Ainlay; and Nash-villain producer
Norbert Putnam. In back, former
Hoosier Purcell and former
Hoosier Tom Kenny, Mix editor;
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THE FAST LANE

FUN, FUN, FuN

‘TIL HER DADDY TOOK THE T-BIRD AWAY

s I go through life, working in
this industry and writing this

column, I occasionally come
across little gems that make life eas-
ier or just more fun. Sometimes I sim-
ply mention them in the body of that
month’s column, but this month, I
thought I would devote an entire col-
umn on some of these items that im-
prove my life.

I will limit the scope to items that
cost less than $10,000 each. Further,
as a sign of respect to my readers and
editors, I will attempt to assure that
at least half these items are in some
way related to audio.

So, without any further ado (and
without my usual five-paragraph set-
up), we begin.

Oh, wait. I guess we don’t begin
quite yet, as there are a couple of
points I want to cover. First, while
some of these items may be brand-
new and unknown to you, others
may not be. In fact, some may be
years old, but still valuable and so
useful that I can’t pass them up. Sec-
ond, as I am apparently mellowing
somewhat, I find that I am now able
to enjoy toys that may not be 24-bit
perfect, or may not have a 150dB dy-
namic range. For example, I must, in
all fairness, warn you that I now ac-
tually listen to an occasional 192kHz
MP3. Not with both ears, of course,
but sometimes, while I'm setting the
idle jet on my straight-pipe Harley, 1
might listen to a tune or two with one
ear when no one’s looking.

Please note that this admission is
in no way an endorsement of lossy
data compression! Nor am I stating
that I think MP3 or today’s typical dig-
ital television is good enough. Once
you have experienced either data
stream in its honest, uncompressed
mode, you are forever cursed with the
awareness that today’s compression
significantly damages music and
video.

I'am just admitting that I have dis-
covered what the kids today know—
portability is so much fun that, under
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certain masking conditions, you just
might go for it. In fact, to quantify
this, let me take a few lines of ink to
list times that I can enjoy compressed
entertainment:

¢ during or immediately after
flying.

* any time up to four hours after
an afternoon on the firing range.

¢ while tuning engines at the drag

FireWire circuitry. Buy these. Use
them. Be happy. If you break one,
call Maxtor and they will send you
another one with no questions
asked. I actually did break one two
days ago and called them, just to
check this out. A replacement is on
the way. I have also heard from
many other Maxtor users that their
service policy is superb.

I have this twisted belief that one way

to keep from slipping into a rut

is to get different pieces of gear

that influence your creative process.

strip or race track, after the first race.
¢ while actively splashing around
in the pool, or riding in a convertible
(over 50 mph) or on any loud bike
over 38 mph.
Now we begin:

MAXTOR

Yeah, that's it, just Maxtor. Lotsa big,
fast drive for not lotsa money. For a
couple of years now, I have been
getting out of the control room and
popping down to CompUSA to pick
up a drive whenever I run out of
space. While 'm somewhat disap-
pointed that I can’t buy these drives
at my local 711 (yer), I am happy
with the fact that I can go to my clos-
est CompUSA and in minutes get a
very fast, quiet 80- or 100-gig ATA
drive when I'm feeling a bit digitally
claustrophobic.

Additionally, Maxtor has had a
line of FireWire drives for some time
now. They come in creamy little
translucent boxes with no fans and
almost no noise. Until recently,
these were 5,400 rpm only. But
now, they have added a new series
of 7,200 rpm drives with even faster

BY STEPHEN ST.CROIX
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I love these drives. I use them ex-
clusively for my DAWSs, and I realized
a week ago that I have, over the past
years, replaced every internal drive
in every one of my computers with
a Maxtor by now.

ROXIO AND ROLL

Both Toast and Jam have been around
for a long, long time. Personally, as a
kid I always preferred English
muffins, but when Toast first came
out, I gave it a try. In the beginning,
it was a bit squirrelly and certainly,
um, interesting. But the people were
nice and the idea was great, so I stuck
with it. Then Adaptec made signifi-
cant improvements over time, and fi-
nally added Jam.

Now Adaptec has a dedicated di-
vision called Roxio, which is respon-
sible for both Toast and Jam. While
the new Jam isn’t shipping quite yet,
the new Toast is, and I must say it’s
even slicker, easier and more power-
ful than before. Toast has to be the
bargain of the century. I think, at this
point, I probably use it every single
day. When one considers how the
price of CD-R media has dropped and
how reliable the new bumers are, it’s
very attractive to simply put any new-
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ly created data on a backup CD at the end
of every day and shove it on a shelf.

Not to mention burning audio dailies
or even making MP3 CDs for your kids or
for your moments of deafatude.

LET’S DANTZ THE NIGHT AWAY,

THEN STOP AND GET A BIG MAC
Dantz Retrospect is the mandatory back-
up program for Macs, but as of this writ-
ing, it can’t see the internal burners on my
new machines, so I am using Toast for
backup as well, even though that is not
what it is meant for.

As is obvious by now, I am a Mac guy.
I know this puts me in the minority, and
I generally don’t say too much about this
in my column, because I know that all
you PC guys out there will just get glazed
eyes and stop reading. But this time there
are things I must say. Apple has, amaz-
ingly, done a few things so correctly this
year that I simply cannot suppress the
urge to share these new technologies
with you.

If you have ever given even the slight-
est thought to leaving the dark side and
picking up a Mac, but the price/perform-
ance ratio scared you back into the shad-
ows—or if you are a current Mac user

Omnis.

Looking in the right direction?

B
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DPA Microphones / TGl North America Inc.
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who carries around a 9-pound notebook
in a world of 6.5-pound PC notebooks just
for the privilege of being right—then your
ship has come in. And, like all good ships,
it is a pristine glistening white.

Go to CompUSA or your local Apple
store, walk right by the ambitious but
underdeveloped lame Ti book for 50
grand, or whatever it costs, and proceed
directly to the closest iBook and touch it.
Open it. Look at the screen. Type a little.
Pick it up.

For a grand-and-a-half, you can have
an incredibly fast, impressively powerful,
4.9-pound laptop with every feature you
would ever need (and the best DVD play-
er on the planet) that is so small, it fits
sideways in half of my old laptop carry-
ing case. This thing is just...Right.

I am currently sitting out by the pool
dictating this column into an iBook on my
lap using IBM ViaVoice. It is fast enough
that I see what 'm saying while I say it (a
new experience for me—I'm used to wait-
ing up to 30 seconds to see what I say).
Oh, wait. I just checked my stocks using
Apple’s optional Airport wireless LAN.
The profound wave of depression that
washed over me as my 10 little symbols
came up red is almost totally offset by the
geeky joy that m experiencing while lis-
tening to music from the iMac in my
house 200 feet away.

No, it’s not just that Pm listening to the
music, i’s that 'm actually picking the
songs I want to hear on my laptop’s
screen, and controlling the iTunes play-
er in the house on the wireless LAN,
while the music is being transmitted back
to me again. And this brings me to my
next item...

MAKOTO NAGATA, AKOO KIMA

For 99 bucks, a company called Akoo will
send you something called a Kima. And
while I would not exactly master through
this thing, it is serious fun. You get two lit-
tle alien-looking devices, one you hook to
your computer (or any stereo audio
source) and the other you plop down
wherever you happen to be, even if that's
hundreds of teet away. The first box trans-
mits the music at some dangerously high
frequency to the second box. The second
box then has stereo output jacks for hard
wiring to an audio system, and a re-trans-
mitter that allows any FM radio to receive
the music at 88.1 or 88.3.

Serious geek fun. I have my iMac set
up as an MP3 Jukebox with well over
5,000 songs inside (come on now, I used
the finest codec and ripped from my CDs
at the highest quality, yada, yada), and I

—CONTINUED ON PAGE 314
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f you were around during the bad

old days of the first computerized

music and digital audio tools, say
10 to 15 years ago, then perhaps you
remember, or perhaps you've merci-
fully forgotten, some “features” you
were forced to deal with:

¢ Loss and/or corruption of files.

¢ Loss of sync at odd and unpre-
dictable moments. Momentary drop-
outs and digital “clicks” at random
times.

e Programs that crashed just when
you finished a complicated session,
but before you saved.

e Programs that wouldn't save.

* Programs that wouldn’t quit.

e Clumsy modal programs that
made you switch gears entirely when
you went from assembling to editing,
or vice versa.
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¢ Blind signal-processing func-
tions, in which you had no idea what
a process sounded like until after you
executed it

* Processing functions that
refused to do anything.

* Processing functions with fixed,
and useless, parameters.

¢ Non-undoable functions.

¢ Functions that took enormous
amounts of time, but were uninter-
ruptible.

e File-compatibility issues among
different programs,

¢ File-compatibility issues among
different versions of the sanmie pro-
gram.

e Lousy technical support.

¢ No technical support.

BY PAUL D. LEHRMAN
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¢ Undocumented features, and
documented features that didn’t exist.

e Documentation that’s just plain
wrong.

¢ And that perennial favorite:
blanket denial on the part of the de-
velopers that there was anything
amiss.

Aren't you glad that we've gone
beyond all of this—well, most of it?
Well, don’t count your chickens quite
yet, because there’s a whole new
world that's becoming more and
more important in the work that a lot
of us do. In this world, each of these
problems is back and in force, and
ready to bite us on the behind. 1
know, because thanks to these new
tools, it has taken me nine months to
get a project done that should have
taken about six weeks. But before
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you panic, let me tell you P'm not talking
about audio: I'm talking about video.
Specifically, Digital Video, aka DV.

If youre not familiar with DV (which
I assume means you live on the Outer He-
brides without a satellite dish), it has tak-
en over the low- and medium-budget
video production markets even faster and
more dramatically than digital audio
workstations did in our part of the uni-
verse. Those $2,500 broadcast-quality
camcorders, $8.00 60-minute tapes and
editing decks the size of a Happy Meal
have revolutionized the industry. Done

right, the quality can be fantastic; P'm told
that a producer at WGBH, my local PBS
station, did some tests when it first came
out and found such litde visible difference
between DV and their standard format,
BetaSP, that he recommended their pro-
ducers adopt it. Computer editing systems
that use the format work on the actual
digital video data, not pointers to spots on
a tape, or temporarily converted or
transcoded analog video. So there is no
generation loss anywhere in the chain,
and there’s no distinction between online
and offline editing. Interfacing various de-
vices—cameras, decks, editors, video
cards—is trivial, thanks to the near-uni-
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At first glance all powered monitors may look
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versal adoption of FireWire in the format.

There are various versions of DV
(mini-DV, DVCAM, DigiBeta, etc.), but
they are almost all plug-compatible, and
the format can accommodate different
resolutions, color spaces and aspect ra-
tios, so in its higher-end incarnations, it’s
a perfect medium for producing HDTV.
Like 24-bit audio, you need the right con-
verters and more storage space to handle
the higher-resolution formats, but the
technology is basically the same as the
cheap stuff.

Whatever resolution you work at, you
will need gobs and gobs of storage to do

Those $2,500
broadcast-quality

wuulyvfdersl $ 8.00
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and editing decks

f 1
Happy Meal have
revolutionized the

industry. Done right, the

quality can be fantastic.

a project of any length, but now that we
have $150 (and falling) 60-gigabyte (and
growing) removable hard drives, that's
not really an issue. Perhaps best of all, the
same way that software plug-ins have for-
ever changed the way we process audio
(even if more and more plug-ins are em-
ulating hardware processors of yore), in
the DV world, if a software engineer can
dream up some way to modify a picture
or a scene, then it can be done.

MAC-BORN, PC-BRED
My friend and colleague Howard Woolf, a
longtime photographer and filmmaker,
has been very excited about DV for a
while. He considers it the first video
medium that comes anywhere near film
in its quatlity and flexibility, and it is avail-
able at a very small fraction of the cost.
Woolf works both in the administration
and in the Multimedia Arts department at
Tufts University, where he teaches cours-
es in digital video production and is fac-
ulty adviser to the school’s closed-circuit
—CONTINUED ON PAGE 308
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It does more than burn. It sizzles.

Introducing the new Korg D1600 Digital Recording Studio, the most
complete and affordable solution for home and project recording. This
16-track digital recorder packs recording, mixing and final CD mastering
into a professional quality all-in-one unit. With even more features and
capabilities, the D1600 has everything for your music-making needs.

The D1600 comes with a massive 20 GB hard drive for more recording
time and less worry about running out of time or space. And thanks to
its unique user-swappable design you can easily change drives from
session to session using standard IDE mechanisms. The D1600 supports
the largest drives possible, so say goodbye to making backups and
clearing your drive for the next project. Simply swap it!

When it comes time to master or backup a project to CD you'll appreciate
the D1600's internal CD-RW drive bay. (The Korg model CDRW-2 and
many ATAPI-compatible devices can be used.) No cables. No additional
power supplies. You can even record audio directly from the internal
CD-RW drive. Try doing that with an external unit!

The effects power of the D1600 really shines when recording and mixing.
Have up to eight Insert effects configured any way you like, plus two
Master and one Final effect. It's like having a professionai rack of high-
quality effects processors with everything from reverbs and delays to
compressors, limiters and EQs. Plus, our special REMS™ models of
mics, guitar amps and speaker cabinets.

With its user-friendly TouchView graphic display and intuitive operating
system, the D1600 is just begging to be touched. Lay your hands on it
and let your creativity take over. Once you heat things up, there's no
telling what you'll be abie to burn.
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THE MIX INTERVIEW

Roy HALEE

INCIDENTS, ACCIDENTS, MIRACLES AND WONDERS...
AND A CAREER WORTHY OF THE TEC HALL OF FAME

ike it or not, the great New
York engineer/producer Roy
£ | Halee will forever be linked
with Paul Simon and Art Garfunkel;
he recorded every album Simon &
Garfunkel made, co-producing a
couple of them, and did many of Si-
mon’s solo records and Garfunkel’s
acclaimed first album. That's quite a
body of work right there—sales in
the millions, and honors including
Grammys and a number of other
awards. But during the course of
more than 40 years in the recording
business, Halee has amassed many
other credits, too, covering a broad
range of musical styles, and it is for
his entire career that he has been
named this year’s recipient of the
coveted TEC Hall of Fame award.
Did you know, for example, that
Halee worked with The Yardbirds?
That he engineered the classic "60s
jam disc Super Session? That he
recorded and produced great albums
for *70s funksters Rufus? It’s a hellu-
va resume, stretching from the early
'60s to the present, and including

t
T
{

such name artists as Peaches & Herb,
Chad & Jeremy, Moby Grape, The
Cyrcle, The Byrds, Barbra Streisand,
Blood Sweat & Tears, Edie Brickell,
Neil Diamond, Journey, Willie Nel-
son, John Klemmer, Boz Scaggs, Lau-
ra Nyro, Ladysmith Black Mambazo,
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The Roches, Mark Almond and
many, many others. He's one of the
guys the term “golden ears” was in-
vented to describe, a master engi-
neer with impeccable taste and an
encyclopedic knowledge of both
musical and technical matters.

We caught up with Roy Halee
this summer at his Florida home...

How did you get your start in the
business? And are you from New
York?
Yes, | grew up on Long Island. How
I got my start is 1 worked for CBS
Television. 1 started at the bhottom
there, pushing cameras and booms
around in the late '50s.
Were you tecbnically inclined?
Not really. 1 was studying to be a
classical trumpet player and 1 got
pretty far in that, but at some point 1
sort of gravitated over toward broad-

BY BLAIR JACKSON

wiww.mixonline.com

TET VER TR
e L FTT OB T
T Ay

-y Y YIRTVIITYY
T etaey
TR T IRE Y
HEREF ™ VT ey

L B ' "y “Er »

casting and got in at CBS. I graduat-
ed up in CBS Television to being a
straight  audio man—doing the
Goodson-Todman game shows and
other things. 1 did The $64,000 Ques-
tion for a while. which was the Num-
ber One-rated show for a long time.
It was all live, so I got broken in pret-
ty well.

Then 1 got caught in a union lay-
off because all the shows were
moving out to Hollywood. 1 never
would've left CBS Television had 1
not been laid off. But when it hap-
pened, I went right across the street
to Columbia Records and ended up
in an editing cubicle for about a
year-and-a-half.

What did that involve?

Just editing tape—classical, pop,
you name it. I did a lot of classical
editing.

Is this sterev by this point?

Stereo, and some mono. It was a lot
of editing 3-track master tapes, work-
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ing with the various producers.
Who were some of those Columbia pro-
ducers you worked with in that era [ear-
Iy "60s]?
Oh geez, there were so many—everyone
who was on staff at Columbia at the time.
Al Kascha, who went on to win Academy
Awards, Tom Wilson, Bob Johnston, Teo
Macero, who 1 did some jazz stuff
with.. John McLure, Thomas
Shepard and Paul Meyers, they
all did classical. You had to ed-
it everything. [ got a tremen-
dous amount of experience ed-
iting tape. Plus, you would al-
so mix down tapes from 3-
track to stereo and mono to be
mastered.
I assume this was all on the la-
bel's custom-buiilt consoles.
Correct. In those days, Colum-
bia did everything in-house—
the consoles and studios and
editing rooms. We had a vast
amount of editing cubicles—I
couldn’t guess how many we
had. And mastering rooms, too.
So 1 was a year-and-a-half
doing that, to the point where |
was going crazy being cooped
up in that editing room, and
quite frankly, I threatened to
leave. 1 lined up a couple of
jobs outside—I wanted to get
into the studio; I thought of my-
self as a studio guy. They said,
“No, you're not going any-
where. We'll put you in the stu-
dio.” So they put me in the stu-
dio, and I started doing sessions
almost immecdliately.
Do you remember your first session?
I very much indeed remember my first
session: It was Bob Dylan, “Like a Rolling
Stone.”
Woue!
“Wow” is right. I didn’t know what the hell
I was doing. But I ended up doing that al-
bum Highway 61 Revisited], and that
evolved into my doing Simon & Gar-
funkel and the Lovin’ Spoonful and a cou-
ple of dates with The Yardbirds. And then
interspersed with that was all the pop stuft
that Columbia had at the time. They sent
me down to the Bon Soir nightclub and 1
did Barbra Sueisand’s first session.
I'm intrigued by the thought of you being
thrown into a session with Bob Dylan. 1
mean, bere you are, you've been in tele-
vision and then doing editing for a while,
and, all of a sudden, you're in a room
with this strange guy and what turned
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out to be a revolutionary sound. . It st
bave been pretty jarring for you, no?

It was. [ was nervous, to say the least.

I gatber there was sort of an unedsy re-
lationship between some of the mid-"60s
groups and the recording world, which
was so conservative on many levels. How
did you bridge the gap?

It was tough, no question about it. I think
I was able to do it successfully because 1
enjoyed the rock and pop stuff so much.

I found it really creative, because on those
records you could sort of stretch what you
knew and come up with all kinds of
sounds and mic techniques. Whereas with
the classical stuff, it was pretty straight-
ahead: “This mic goes here, this mic goes
here, this mic goes here; that's the way we
do it It was more like television in that
it was very schooled and orderly. But 1
liked that Dylan would say, “Hey, I want
to do my vocal over here by the drums.”
Okay, well, how am I going to do that?
That became a challenge. So there was a
lot of experimentation, and not everything
worked out every time, of course, but that
attitude was good, and [ think it helped
nwe in later years.

Had you been schooled at all about, say,
what was bappening over at Atlantic
with Tom Dowd and Abmet Ertegun?
Certainly we were aware of what they
were doing, but, quite honestly, 1 didn't

pay that much attention to it because [
wias oo busy doing my own thing. I had
a lot of outside clients coming in who had
heard about this young guy who would
try anything and they wanted to work
with me. I brought in a lot of younger acts
who previously wouldn’t have thought of
recording for Columbia, which was con-
sicdered sort of square at the time.

Well, it was Mitch Miller’s label after all.
That's right. Actually, Mitch Miller's the
one who brought me in. I nev-
er actually worked with him.
But he was a great, great musi-
cian.

Was it bard to switch back and
Jorth between, say, the Lovin’
Spoonful and a big pop ses-
sion?

No, 1 can’t say it was. One
might be a little more challeng-
ing than another. You go into
the studio with a 70-piece or-
chestra and youre doing it
live—that was a helluva chal-
lenge. You couldn't spend two
hours getting a drum sound,
obviously. You had to get it
right away. But then a group
like the Lovin’ Spoonful was
challenging in its own way.
You're working to really cap-
ture the sound of the group,
and that’s not always easy. I re-
ally liked them. John Sebastian
was really great to work with.
They got a little crazy some-
times, but they were a lot of
fun. To cut a record like “Sum-
mer in the City,” and watch it
g0 up to Number One and sit
there for weeks—that was a
ball; it was really thrilling.

I imagine that in the pre-Revolver days,
bands pretty inuch let the engineers and
producers call the shots in termms of bow
the records should sound...

That's right. We were mostly doing live
tracks, maybe overdub a few things, and
then put vocals on. But we'd experiment,
too. Like on “Summer in the City” that ex-
plosion is from putting a mic in a garbage
can that we had in the studio and bang-
ing it.

Did the bighly experimental approach of
George Martin affect you the way it did
SO many engineers and producers?

No, not really. Like [ said, I had my own
thing going.

But it certainly affected musicians and
pProducers in terms of making them
aware of the potential of the recording
studio.

That's true. As you said, I think it affected
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some producers quite a bit. [ worked with
a guy out in LA, who loved to imitate
everything The Beatles were doing—Gary
Usher. He loved to copy them. “Here, lis-
ten to this record, Roy,” and it would be
some phasing thing; no big deal. Actually,
[ used a lot of that on Simon & Garfunkel.
At what point did you book up with them
originally?

Well, I was there tor the audition. Then
Columbia signed them, and Artie said,
“Can’t we have the engineer we had on
the audition? We really like him.” And 1
ended up doing all their sessions; every
one.

Can you talk a little about their evolution
in the studio? A record like “The Sounds of
Silence” bad a pretty distinct sound, but
that’s very different, obviously, than what
we later bear on Bookends or Bridge Over
Troubled Water.

Well, “Sounds of Silence” was originally
the audition, and then [producer] Tom
Wilson and I went in the studio and over-
dubbed the studio musicians, and it came
out as a single and it was a big hit. After
that, we brought the same musicians in
the studio and went on from there on the
album.

How much control did Paul Simon bave
at that point over the music and arrange-
ments and all?

Total. Or just about total. Artie was more
into the vocal backgrounds, the pretty
harmonies, etc. But Paul was the writer,
and he really had a vision for what he
thought we should do. still, he would
bounce ideas off of us; he’d come into the
studio and say, “What do you think of
this?” and he'd play something, and Artie
would say what he thought, and I'd say
what I thought, and we'd go from there.

Was theirs the typical story of each record
taking longer than the previous one? An
album like Bridge Over Troubled Water
bas so many styles on it; it must’ve been
barder to pull off in the studio.

Well, it also didn't help that Artie went oft
and did a movie [Carnal Knowledgdl, so
that sidetracked us a bit. Also, Paul is not
the fastest writer in the world, He wasn't
one of those guys who could just grind it
out—boom, boom, boom—Ilike he did
more in later years. But, yes, that record
did take a long time. Isn't it that way with
all successful groups? I think that's normal.
What was the separation between pro-
ducer and engineer in those days.

Total. Although it wasn’t with me; not at
all. The engineer was the engineer; the
producer was the producer. The produc-
er called the shots in the studio. He was
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Roy Halee with Laure Nyro

running the session, and the engineer
followed along. He was considered a
good engineer if he didn’t get in the way.
I was fortunate in that they drew me in
more musically; they picked my brain
more—"What do you think?” “What kind
of sound would go well with thar? What
texture might go well with tha?” “Well,
how ahout a piccolo trumpet and a tuba
in a church on that?” So we'd go and do
that, like we did on “The Boxer.” We
went into the chapel at Columibia Uni-
versity o overdub a piccolo trumpet ancl
a tuba.

So that's not something that was planned
way in advance.

No, we were always experimenting with
ditferent combinations, different sounds
And you know, all the Paul Simon ses-
sions were “head dates”; none of them
were wranged. You go in and pick the
brains of the best musicians in the world.
You don't put a chart in front of a Hal
Blaine or a Larry Knechtel. You let them
do what they do—draw on that.

Yon did Blood Sweat & Tears’ classic sec-
ond album, which { always thought was
a sort of left-field success, because born
bands weren’t exactly bot at the time...
That's true, though I always thought it was

very commercial-sounding music. Of

course, I had no idea it would be that kind
of success. Horns on a rock 'n’ roll record?
It was almost unheard of. But the tunes
were strong enovgh. And they had a great
singer {David Clayton Thomas].

Did you keep an ear an pop radio at the
time? Racdio in the late '60s was so eclec-

tic, it must’ve been bard to make dany gen-
erdalities about what was “bot”

I listened all the time. You'd hear what
was making it and what wasn’t. I can’t say
I changed anything I was doing because
of what I was hearing, but it was impor-
tant 10 know what was out there. So,
yeah, I listened...and then ¥d go home
and listen to classical music to clear my
head. You've gotta have that. man, or you
busn out.

Were your bosses at Columbia comfort-
able with all the sonic experimentation
JYou were into?

Up toa point. You know, I really wanted
more tracks, and for Columbi to invest in
an 8-track machine or, later, 16-track, it
didn’t just involve me—it involvedl studios
in Hollywood and Nashville, because they
wanted their studios to be the same every-
where. It was a big investment any time
they wanted to make a change.

You were instrumental in serting up
some of the other Columbiea facilities,
weren’t you?

Well, they gave me my own studio in San
Francisco. Clive Davis basically told me |
could buikd the studio and do whatever 1
wanted out there.

But badn't you been in LA. right before
that?

Yes, but that studio was there already. 1
did @ lot of recording in LA, with Paul and
Artie [Simon and Garfunkel]. T cut The
Byrds there, too.

And that studio was like the one in New
York, equipment-wise?

Right; it was Columbia equipment. Which
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some of the groups were not particularly
crazy about, to be very honest. You know,
groups are very fickle about studios. But
Paul Revere & The Raiders always worked
in the big Columbia studio [in Holly-
wood]. The Byrds did most of their ses-
sions there, I liked working out there, but
the union was a little strangling.

How so?

Creatively. If you wanted to do something
really strange with a lot of machines, they
didn’t like it. If I had four or five tape ma-
chines running with echoes and reverbs—
because you didn't have digital delays in
those days, of course—I'd line 'em up in
the hallway of the studio, and the union
didn't like that. “What do you need all
those machines for?”

So did CBS want to open the San Fran-
cisco studio because at the time it seemed
like it bad an important music scene?
Yes, they wanted to get more active in the
business there. Janis Joplin was there at
the time. Santana. There were a {ot of acts
there; it was flourishing, and Columbia
wanted to get involved in it. What hap-
pened, though, is that I ended up bring-
ing a lot of my own acts in there. I brought
in Blood, Sweat & Tears, and we cut a lot
of Paul Simon'’s first album there. Then Art
Garfunkel came out and we did a lot of
his album there.

When there was the transition from Si-
mon & Garfunkel to Paul doing bis solo
material, was there much of a difference
in the way be worked in the studio?
Well, he wanted to do that first album in
a sparse, almost homemade way; almost
like a demo. No big arrangements or big
flourishes; just straight ahead, his voice
way out front.

But then with bis next album, There Goes
Rhymin’Simon, it was back to the big pro-
ductions.

Right, that was very arranged. Phil Ra-
mone produced that one.

When [Simon’s] Graceland came out in
19806, obviously there was a lot of talk
about “world music” and all that, but the
Sfact is, be's always been into different
world music strains, whetber it was the
Peruvian “El Condor Pasa’ or the various
Latin and Caribbean things be did— “Ce-
cilia”"Me & Julio”

That's absolutely true. It's because he’s al-
ways looking for something different.

So did the San Francisco studio bave
the same equipment as the otber CBS
studios?

Yes, for the most part. It had the same cus-
tom console. It had a lot of good tube
electronics—like the old RCA compres-

36 MIX, October 2001 e

www.mixonline.com

sor/limiters, which were really good-
sounding units. And we had the old Pul-
tecs and the UREI 1176s. And, of course,
the microphone selection was out of this
world. Today, you can't even get half of
those microphones. I must've had 10
M49s and 10 U67s, KM84s, AKG C-12s for
classical work. What a wealth of micro-
phones!

What finally bappened in San Francisco?
You left in the mid-"70s...

I eventually got really tired of it, because
I had to keep bringing musicians in from
LA. I tried using Bay Area players. I
brought in San Francisco Symphony play-
ers a few times. And there were a few
horn players. I brought in Jerry Garcia a
couple of times, which was nice. But Hal
[Blaine] was down in L.A., and so many
of the regular musicians I liked to use

You do whatever
you have to do
to get it on tape.
That’s always been

my feeling.

were down there, and then I got involved
with Albert Hammond and 1 was spend-
ing more time there than in San Francis-
co, so I figured I'd go back down there. [
just couldn’t find the musicians I needed
to help me.

How did you feel about tbe physical
change in studios during the '70s? The
rooms became deader; there was a move
away from live tracking in favor of build-
ing layer by layer from the drums and
bass up...

I didn't like it. I like ambience and I like
to cut a good live track with a band. I've
gone into the studio with producers and
heard them say, “Hey, thats leaking!
That's leaking!” And I say, “That’s right, I
like that! Listen to the overall sound!” If
you don't have the leakage, the sound
suffers. You have to have some ambience.
Of course, sometimes you can't, and ob-
viously you've got to overdub, but even
there I'll do whatever I can to get some
ambience happening. So, going into these
dead rooms and putting all these guys in
their little cubicles...I didn't like it at all. [
liked studios where you could do both—
like the old Mediasound in New York. It
was a very live room, but you could dead-
en it if you wanted to for some reason.
But did you do it?

No, I didn't. It was very challenging, for
instance, doing Graceland in Africa, be-
cause [ had to isolate these guys so that
we could cut up the tape, take instru-
ments out that we didn’t want, replace
them with other instruments. Yet I want-
ed them all close so they had eye and ear
contact without headphones. So how do
you do that without building all these lit-
tle houses?

What did you do?

I'd have to show you. It's complicated. [
could write a book on the technical side
of making Gracelund. Briefly, though. it
was mic placement, person placement
and a few goboes You'd be surprised
what you can do in a room that’s fairly
dead, without any baffling, if vou do a
sensible setup. Musicians love to have eye
contact. I've found that the drummer al-
ways needed phones, but other mwsicians
really didn't need them and didn’t want
them, because nine out of 10 times the
headphone feed is had.

Did you build the rbytbm tracks and
spend endless bours on drums sounds?
Oh, sure. You do whatever you have to
do to get it on tape. That's always been
my feeling.

So vou wowuldn't bave recommended
against working that way?

No. It's in the nawre of being experi-
mental. [ go to a studio in Africa, I see
what I've got or what I can get, and |
think, “What do [ need to do to get this
on tape?” So 1 go out and listen to each
musician and hear what’s happening in
the room overall and between each of
the players and then work up a strategy
to get that on tape. That's my job! If [
don't figure that out, we're going to get
back to New York and we're not going
to have anything useable.

You work whichever way waoirks for
the group. If a band is roaring in the stu-
dio [live], you can’t throw up your hands
and yell, “Help! Let’s overdub all this!”
You just gotta do it.

How were the Rufus records done? Was
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that a band playing togetber?

I think so; pretty much. But let me give
you an example of something they liked
to do, and I went right along with it be-
cause that's what they wanted to do and
it was my job to get it on the tape. They
liked to put the drummer in the studio,
put the bass, guitar and keyboard in the
control room and cut a track. Their man-
ager would come in and say, “What the
hell are you doing? We’re spending $900
a day for the studio, and you're not using
it?” “Yeah, but we're getting it down on
tape, and it sounds pretty damn good.” 1
would've preferred it out in the studio,
sure. But we tried it the other way and
they liked it and we still had fun doing it.
Those were good records.

Did editing 24- or even 48-track tape in
later years involve the same sort of skill
set ds 3-track in the old days?

Pretty much, 1 guess. Editing 3-track
classical tapes was very, very difficult.
Finding the spot in a sustained string
section where they might change a
note...you scrub the tape and you don’t
hear it immediately. So to have the tech-
nique to hear that and then cut the tape
and make the change—that was very
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operating modes.
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tricky to do. Some of the editors there
were amazing; they never made mis-
takes. Now, editing digitally seems like
a piece of cake.

Though you prefer the sound of analog,
right?

Oh, yes. Sometimes we would do a com-

I didn’t like going
in the studio
for 24 hours straight,
because | thought
your ears were gone;

I knew mine were.

bination of digital and analog. When we
went down to Brazil to work on [Paul Si-
mon’s Rhythm of the Saints] we cut it ana-
log and digitally, and then I could com-
pare the two.

You did both at the same time?

Right. I wanted to capture the analog
sound because 1 think it’s far superior; |
feel there's no comparison. But I had to

do the digital for editing purposes. 1
couldn’t have done either of those records
[Rhytbm or Graceland) without it; where
I was going 10 generations to do my ed-
iting. Then in the end I mixed it down to
half-inch analog at 30 ips, which is a
sound I like.

Of course, all this is before a lot of im-
provements in digital processing, and be-
fore things like SACD and even upsam-
pling normal compact discs, which does
improve the sound.

You've also produced a number of great
records through the years, while remain-
ing an engineer principally. Do you re-
member what your first credited produc-
tion was?

I think it must've been with Simon &
Garfunkel. I remember at one point
there was talk of Lovin’ Spoonful doing
a record with me, and of John Sebastian
doing one, but I think in the end their
manager decided that Erik Jacobsen had
done a good job with them so let's not
make waves. But I did Simon & Gar-
funkel, and Blood Sweat & Tears, Laura
Nyro...

I see you produced Journeys’s first record.
I actually signed them! I thought that band
was unbelievable! [Guitarist] Neal Schon
really knocked my socks off. What a play-
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Michael, Luciano Pavarotti, Paul Simon, and
Barbra Streisand.

I liot Schemer, studio engineer extraordi-
NAIRC, 15 N0 SIranger o suceess cither. huving
worked with some of the mostlistened-to
artists ever recorded: Phil Collins, The Eagles,
Heetwood Mac, John Fogerly. Steely Dan
and Sting, justto name a few.
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Together. Phil and Elliol have merged their
amazing talents on projects with Natalie Cole.
Arctha brankling Billy Joel and Frank Sinatra.

To ;|uur;|lcl_v capture the essence ol anarlist,
they rely on T Senes microphones. "The
lirst time Lused the 40 Series. Thnew that A-T
was on lo something, special.” says Phil.

B
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out the bestin any pcrlornmnu while d|\\ll\’s

rumumng true o the source.” '
[

Take atip from these music industry legends

and try 40 Series microphones on vour nexl

session. Whoknows? Youmightjustbe muking

musical history — like they have.
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audio-technica

Audio-Technica LS. ne. | 1221 Commercee Drive. Stow. 01144224 | 330.686.2600 | Fax: 330.686.07 19 | F-mail: pro@alus.com | wivw audio-technica.com

Special thanks to Capilol Studios. Hollvwood. €A
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[ THE MIX INTERVIEW

er! And Aynsley Dunbar was a fantastic
drummer, of course. They didn't have the
vocalist (Steve Perry) yet. But they could
really play, and their material was good,
and they had this craziness and drive 1
thought was really magnetic.

Did you bave trouble making the transi-
tion from being purely an engineer to be-
ing a producer, listening for musical
things, etc.?

A little, yes. And I would always lean to-
ward the sound. But I didn't have any
problem dealing with musicians on their
level, telling them to do something again

if there was an intonation problem. “Oh
yeah, where?” And then you better know
what you're talking about.

I gained a lot of confidence from the
people 1 worked with that 1 really knew
what T was talking about. Like when I
would do vocals with Paul or Artie or both
of them, they would really listen to what
I would say. And I helped them enor-
mously with pitch problems.

At some point, Columbia stopped using
their custom consoles and started buying
commercial consoles. Did you bave input
into the types of gear they bought?

I was out of that loop. I think I was an in-
dependent by then. You know, those

Studio Condenser Microphones
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consoles might not have been the clean-
est consoles in the world or have the
greatest transient response in the world,
but they were the most reliable consoles
in the world. They never, ever broke
down. And the reason for that is that in
New York—and Hollywood, too—if
you've got a hundred musicians in the stu-
dio, you can't have a breakdown of the
console. It's too expensive. So they really
cared about maintenance—the mainte-
nance crew would come in each morning
and run a check, and then those consoles
would just go and go, for 24 hours straight
if you needed them to; no problems. That
was important to them.

What bappened after the change?

You start having breakdowns. I did a lot
of sessions at Mediasound in New York
with their Neve board, and I liked the
sound a lot, but the damn thing was
breaking down constantly, and that
would drive me crazy because 1 was
used to not having that problem. You're
in the middle of something that's really
great, and then you have to stop because
you've got a breakdown—that drove me
up the wall. It used to happen at the Hit
Factory once in a while, too, in the mid-
dle of the night. And I'd go nuts. “Look,
Roy, you've got to cool it. Forget it. That's
life.” So, I learned to deal with it. You
take a break, walk around the block,
whatever,

Was it bard branching out to other stu-
dios after you left CBS?

Well, I didn't that much. One time 1 had
Cat Stevens come out and he wanted to
work at Sunset Sound, and I said, “No, I
think T'll work here [at CBSL.” T was very,
very spoiled.

Is that studio gone?

No, it’s part of CBS Television studios. Of
course, the [CBS] studio in New York that
I loved and worked in all the time was
sold to A&R—that was Phil Ramone’s
place—and has since been torn down,
and I think there's a school there now.
What a shame; that was a great studio.
So, what became your favorite studios in
New York?

That one. Then Media, which was in an
old church on 57th Street and now is a
disco or something. Then I found the Hit
Factory and pretty much did all my work
there for many years. That worked out
great for me.

Did you feel part of a New York recording
community? Did you bobnob with Phil
Ramone and others?

Not really. I mean, I hung out with Phil a
bit because I worked at A&R a lot. I've al-
ways been very friendly with Phil.

Were there times you felt like you bad to



Brittle is for MUESy not aUICAIO

Does your audio sound brittle and hard? Now Empirical Labs has TWO great toys to make tracks jump
with excitement, and help take that “plastic” edge off of your digital multitracks and masters.

Since its debut in 1995, the Distressor has become a workhorse, both in the studio and on the road.
With it's easy to use classic knee compression and exclusive harmonic generation capabilities, it has found
its way onto thousands of major records, from artists as diverse as Pavorotti to Nine Inch Nails.

Now Empirical Labs Introduces the Fatso (Full Analog Tape Simulator & Optimizer — get it?) With a soft
clip harmonic generator, a high frequency saturator to soften the treble, a transformer for tape head emula-
tion ... plus some basic kick-butt compression... the Fatso is an arsenal of tools designed to bring back the
sweet high end and low frequency warmth you loved on your classic old punchy analog tape recordings.

So save the brittle hard stuff for your sweet tooth, and count on Empirical Labs to sweeten your day
— and your music — with its “Swiss Army knife”, session-saver processors: the Distressor and the new Fatso.

Distressor ~ -

Distressor Model EL-8 and EL-8X

Classic Knee Sound ¢ Programmable Analog Distortion/Warmth ¢ Eight Unique Curves
including 10:1 Opto Ratio & the famous “Nuke” mode * new British Mode & Stereo Image Link

Full Analog Tape Simulator and Optimizer
Harmonic Generator & Soft Clipper ¢ Transformer & Tape Head Emulation
High Frequency Saturation (warmth!) e Classic Knee Compression ¢ 5.1 Surround Linking
SEE US AT AES BOOTH #1357

To find out who's Distressed and who’s Fat, check out www.empiricallabs.com or call to arrange a demo.

’»fb Empirical Labs AV =

Turning the World on its Ear DISTRIBUTION

1170 Greenwood Lake Turnpike, Ringwood, NJ 07456
tel (973) 728-2425 o fax (973) 728-2931 » email eli@wavedistribution.com



" Sound Absorbers
"N Sound Barriers
N Sound Diffusors

ALPHASORB FABRIC-WRAPPED WALL PANELS
SONEX FOAM

FREE Catalog & Sample
(800) 782-5742

www.acousticalsolutions.com

= e Sh
Pilchner Schoustal
International Inc.
416-868-0809
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step away from recording to keep from
burning out?

Yes. I always enjoyed my time off. And 1
didn’t like going in the studio for 24 hours
straight, because 1 thought your ears were
gone; 1 knew mine were. I knew damn
well that we'd come back the next day
and do whatever we'd done near the end
all over again. Like I said, I liked going
home and listening to some good classi-
cal music to clear my ears out.

Did you ever get back to doing classical
music?

A bit, yeah. But as you know, you get
pegged in this business. For a while I got
pegged as the guy who makes good horn
records, because of Blood, Sweat & Tears.
And I got pegged as the guy who does
these sweet, soft, beautiful records with
Simon & Garfunkel.

There’s something in the temperament of
the great engineers that allou's you to
work with egotistical and demanding
people. What is it? It's more than toler-
ance. It must be a certain empathy, know-
ing what the artist is going through. ..

I'd call it respect. It is a certain amount of
knowing what the artist is going through;
that's very well put. Understanding the
pressures on them. You're there to help in
every way you can, providing the guy or
gal isn't acting like a complete jerk. I've
seen Phil [Ramone] in situations at A&R
that the average guy would crack under,
and he'd sail right through it.

What do you think of the elevation of en-
gineers to what could loosely be called
star status? It was such an anonymous
profession for so long...

I think it's great. Gosh, at Columbia I
must've done a thousand albums that 1
never got credit for. Years ago, they did-
n't give credit. Like, do you know who the
engineer was who did all the Tony Ben-
nett albums or all those great early Sina-
tra records, and the Johnny Mathis
records, or all the Mitch Miller records;
every single one? It was the same guy:
Frank Laico. One of the best. A great en-
gineer, and nobody knows him, because
he didn't get credit.

What was the last project you worked on?
I was a consultant on Paul Simon’s Broad-
way show, The Capeman, a few years
ago. But if something interesting came
along right now, I'd jump right in with
both feet. At this point, it would have to
be something I'm really enthusiastic
about. But I'd love to get a nice, hot proj-
ect right now., ]

Blair Jackson is Mix's senior editor.
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Brainteaser: Which 10-year old technology
leader offers audio professionals more real-
world audio production solutions than any
other digital audio workstation company
in the world? That's right! SADiE.
Whether your facility’s workflow requires
the raw power of the SADiE 2496 or
ARTEMIS™ systems, the affordable RADIA,”
and now - SACD & DVD-A Direct authoring
solutions - there’s a sophisticated, field-
proven SADiE Mastering System for your
most critical production work. There simply
isn't a mastering or sound restoration task a
SADIE can't accomplish - better. And faster.

SADIE Inc., 2218 MetroCenter Blvd., Nashville, T 37228 Tel

All our systems offer the feature-rich, intuitive
interface of the new SADiE4 software system.
SADiE systems have proven their worth
with literally thousands of customers world-
wide - working day-in, night-out - across
dozens of demanding high-end user applica-
tions. Our reputatior: for the highest sound
quality, as well as exemplary feature sets
and plug-ins (like the acclaimed restoration
tools from CEDAR"™), is equalled only by our
renowned, no-nonsense customer support.
Let us show you the essential tools for
mastering your art. And how a SADIE
Workstation makes serious work, serious fun.
Q43D
Master The Art”

In full-color at Crescent Moon Studios, Miami, Florida
The Sadie 24%96 Workstation.

: 615.327.1140 Fax: 615.327.2699 www.sadie.com Wc-ld Headquarters: SADIiE UK, Tel: +44 (0)1353.648.888 Fax: +44 (0)1353.648.867
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Any analog or digital input—
24/96 mic/line/instrument,
ADAT optical, S/PDIF, or USB-
can provide the source for an
audio channel. Mix and match
source signals with total
freedom—you can even mix
signals with different sample
rates. And since we know
you've got lots of gear waiting
for a home to plug into, we
developed our unique muiti-
input electronically buffered
channels, each of which can
accept up to three analog
input signals. Have three stereo
synths? Plug 'em all into
channels five and six. (We like to
use channels seven and eight
for plugging in multiple outboard
effects processors. Shazaam.)

Whether you're making tracks
with your computer or doing a
solo gig, a little EQ can go a
long way toward giving your
sound a pro edge. Each EZbus
channel gives you super
responsive, totally musical
EQ—four bands worth, with
high and low shelving plus two
fully-parametric bands. Of

course, you can go overboard if

you like, but be warned—the
EZbus’s exclusive AudioAlert™
system will let you know if you
exceed maximum digital levels
and point you to the offending
channels. (Hey, you don't have
to correct the problem—it's
your right to make offensive
sounds—so long as you don't
stitl live at home

Store and recall up to 32
fully-programmable mixes.
Create instantly recallable
setups for solo recording into
your computer, for multitracking
with your MDM, for capturing
your band’s live performance.
or for just about any spec-
ialized audio application you
can think of. Recall them on
the fly from the front panel, via
foot switch, or using MID)
program change commands.
Into really sophisticated
dynamic mixes? Alt EZbus
parameters are controllable
via MIDI, so you can create
fully automated mixes simply
by recording your mix moves
into your sequencer.

Realtime dynamics processing
on every channel means
never having to worry about
clipping that perfect vocal
take. Make your synths
breathe with the Expander.
Tame your, ahem, vintage
(okay . . . old) gear with the
Noise Gate. And since the
full complement of dynamics
processing is also available
on the Main Mix bus, you
can give your final masters
a smooth, polished sound.

What could be easier than hot-
plugging the EZbus into your
computer's USB port and
getting your musical ideas
recorded fast? No PCl cards to
install. No IRQs to configure.
No DMA channels to mess
with. Just plug it in and go.
(Sorry, you still have to provide
the creativity. But we’ll make
sure that when inspiration
does strike, the hardware won't
get in the way.)

Computer Audio Recording Interface
Software Control Surface ,
Stand-Alone Digital Mixer ¥ 4

Because it's really (really) EZ to use.

Because it makes getting precision 24-bit audio into

(and out of) your computer a no-brainer.

Because you get to control your MIDI/audio sequencing

software with its hardware controls.

Because it comes complete with presets for controlling said software.

Because you can slip it into a gig bag and run your whole live show with it.
Because it lets you do amazingly sophisticated audio processing with zero hassle.
Because it's got a ton of gozintas and gozoutas, and you've gotta ton of things that
need gettininta and gettinouta.

far ahead of her time, having predicted the breakup of the Beatles, the birth (and death) of disco,
and hanging onto her vinyl collection because she had a feeling that “some day people will use records
and turntables differently than the way we do today”

I»ams Because an audio path is a bus, and the EZbus has a ton of ‘em. Fully programmable ones, at that.
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A single button-push is all it
takes to instantly transform
the EZbus from an Audio
Recording Interface into a
Controt Surface. Then operate
your favorite MIDt and audio
software using the EZbus's
hardware controls—even scrub
audio tracks with the data
wheel! (Software dependent.)
Customize the controls with
you own command set. or use
the convenient factory
presets—support for major
softhare programs is included
(Did we mention the abilty to
set and recall locate points?)

When is a Return more

than a Return? When it's an
EZbus Return, of course.

In keeping with the EZbus
design philasophy of ultra
flexible audio routing. the
four Returns can accept
audio from any EZbus
analog or digital source.
Those signals are then
automatically touted to the
Main Mix bus. So i addition
to theuwr traditional roles as
effects Returns. the EZbus
Returns provide you with four
extra inputs to call on
whenever you need them

Want to create a separate
control room mix? Need a
stage monitor mix that's
different from the one you're
sending to the front-of-house
console? Looking for a true
four-bus setup for mutitrack
recording? The EZbus lets vou
route any signal from any
source—analog or digital—-to
tle Main or Aiternate (or
boih) Mix buses. with ful
control over ievel. bus
assignment. and 'n the case
of the Main M, EQ and
dynamics p1ocess ng

Two inde pnnden! S PDIF
0.10uis? Stop the madness!
But of course tnere are tno—
sou'll need.one to handle
signals routed to vour new
digital effecis processor
and one for sending the fu
mix to vour trusty old DAT
recorder. (He,. analog
dienards. dor’'t worr,~the
Au out jacks ate perfecil,
fine for routing 24-bit 96kHz
signals to your esoter.c
rastering gear. The Senrd
yacks are as ~ell. \Ye're not
aoout to te'i you which ores
10 use.)

Wth four Sends. each con
figurable pre- or post-facer.
10U can easily create mon
and headphone mixes. pati:
nto your outpoard effects. a*¢
ore. Sends can be routec
analog or digital outputs—e
10 USB—so interfacing with ail
ur gear. oid or new. 1S a snap

You've just played your best
grg ever. Thank goodness ths
performance was captured
on our MDM by routing the
mndwidual EZbus channe
outputs 10 it v:a B single
optical cable. All you need t
do no# s mix the trachs to
stereo {using the EZbus.
raturally) and burn a CD to
self at your next show! (Yes.
the optica: outputs can also
be used for Send and Mix

s gnals. What. ;ou th'nk se’

mit ;0u now?)

L4l
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Only $849 msre (We’re not even charging for the smile it will bring to your face.

World Radio History




AES31

Eliminating the File-Exchange Conundrum

By Mel Lambert

Analog was easy. A reel of 2-inch 24-track tape  AES31: THE FOUR INGREDIENTS

could be played back in virtually any studio or post = AES31-1 is concerned with phbysical data trans-
facility, anywhere in the world. However, these port, how files can be moved from one system to
days the situation is far more confusing, Since man-  another—either via removable media or (later) a

ufacturers of disk-based recording systems devel- high-speed network. Basically, AES31-1 specifies a
oped their proprietary approaches to speed and transport compatible with Microsoft’s FAT32 struc-
flexibility, we are now faced with an array of data-  tures, although, for copyright reasons, it doesn’t ac-

storage formats and media choices. And, if our aim  tually name Microsoft or quote its proprietary spec-
is to integrate digital recorders and workstations  ifications.

from a number of different vendors—and there are ~ « AES31-2 focuses on andio Sile format, how the
compelling reasons why we might want to do  data in BWF or Broadcast Wave chunks should be
that—how can we eliminate this Tower of Babel? arranged on the removable media or packaged for

The most likely solution is in the form of AES31.  network transfer.

For several years, the Audio Engineering Society ~ ¢AES31-3 describes a simple project structure, us-
Standards Committee (AESSC) Working Group on  inga sample-accurate Audio Decision List, or ADL.
Audio-File Transfer and Exchange, under the chair- e The more complex AES31-4 object-oriented proj-
manship of Mark Yonge, digital product manager at  ect stricture could use an extensible object model
SSL’s UK corporate headquarters, has been refining  capable of describing a much wider range of pa-

the various elements of what has emerged as a vi-  rameters for applications where the costs of sig-
able technique for transferring sound files and proj-  nificant additional complexity can be justified.
ect data from one workstation or recorder to an-  (More on this later.)

other. The Working Group’s initial task was to fa-

cilitate audio interchange in production and post- Stages 1 and 3 have been published as stan-

production (with or without synchronized picture);  dards, with stage 2 anticipated shortly.
distribution and archiving formats are being con-
sidered separately. AES31 provides a set of techni- GOALS AND IDEALS
cal specifications that, when implemented in a  The committee’s primary criteria in forming the
workstation, allow disk drives, digital audio media standard, Yonge stresses, were simplicity, reliabili-
and Edit Decision Lists to be transferred from one  ty and competence: “We wanted to develop as
AES31-compliant workstation system to another. simple a file standard as possible, based on FAT32
“The AESSC Working Group was set up in re-  and Broadcast Wave, and a simple project struc-
action to the audio industry asking for simple proj-  ture to allow exchange of edited material.” FAT32
ect interchange,” says Yonge. “We had seen what  is a more flexible and robust extension to Mi-
was happening with OMF, but thought that some-  crosoft’s FAT (File Allocation Table) that supports
thing simpler might also have a place in the data-  drives of up to 2 Terabytes, and uses space more
exchange landscape. So we developed a four-tier efficiently because of its smaller cluster size. It is
approach to the problem.” These four independ-  also implemented on the majority of Mac, Unix
ent stages form a series of scalable modules with  and Windows platforms and is inherently simple
interchange options, to produce a multipart stan-  enough to be used in embedded systems.
dard. Applications range from the simple inter- BWF is a standard developed in part by the Eu-
change of a single sound file to complex projects  ropean Broadcasting Union (EBU) based on con-
involving fine editing of many source sounds. “The  ventional IBM/Microsoft RIFF/Wave audio files. An
interchange method needs to be flexible enough  additional header chunk defines the format of the
to support all these needs at a level of complexi-  audio data, and includes a description of the sound
ty appropriate for the task,” says Yonge. sequence, the name of the originator, a reference

46 MIX, Qctober 2001 « www.mixonline.com
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Whatever you want in a recording,
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You'll always need the best

That's why Abbey Road have equipped their new
Digidesign™ Pro-Tools™ rig with 48 channels of
A/D and D/A conversion by Prism Sound.
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Drean ADAE

Prism Media Products Limited
William James House,
Cawley Road, Cambridge.
CB4 OWX. UK.

Tel: +44 (0)1223 424988
Fax: +44 (0)1223 425023

sales@prismsound.com

MONITOR
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Pre Post
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Prism Media Products Inc. y N\
21 Pine Street, /
Rockaway, NJ.
07866. USA.

Tel: 1-973 983 9577
Fax: 1-973 983 9588

www.prismsound.com

Pra Tools and Digidesign are registered trademarks of Digidesign, o division of Avid Technolagy Inc.
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The Dream ADA-8:

¢ Integrated, modular audio A/D and
D/A system
o Sampling rates from 32k to 96k
including 44.1k and 48k standards
® Built-in 4-curve Prism Sound SNS
noise-shaping
© Two digital 1/0 slots for AES 1/0
PLUS direct Workstation Interface
or other digital format
o B-channel peak metering
switchable between record/play
o Separate stereo monitor output
on digital and analogue ports
* Mix to the monitor output from
selected channels on record or
replay paths
o Simultaneous 2-path operation
{e.g. A/D and D/A)
o 1-wire and 2-wire AES operation
and format conversion at 96k
sampling
o Exploit existing 16-bit MDM's for
24/96 projects with built-in MR-X  bit
mapping (compatible with Prism Sound
MR-2024T)

" M last the ultimate

8 channel converter

by Prism delivers

exaclly what Abbey

Road needs. This is a

quality box and amazingly

versofile. | use the ADA-8 both as a

stand alone converter — excellent for surround mixing, and
racked-up for hard disk recording. Pro-Tools has never sounded
50 good! The ADA-8 has a stunning sound and is my first choice
converter be it for pop mixing or orchestral recording.”

Peter Cobbin - Senior Engineer/Mixer
Abbey Raad Studios




AES 31

of the originator, the origination and time,
plus a time reference. In essence, BWF
time-stamps each audio file with its prop-
er location in a project and adds useful
identification information: The format-in-
dependent time reference is a 64-

know precisely where the data is located
and how to play out the elements in per-
fect synchronism.” The AES31-3 ADL con-
tains information about what files are to
be played at which location in the time-
line. It specifies the frame rate and time
base; the film frame (A, B, C or D for 4-
perd) and whether the time base is drop
or non-drop (NTSC-only; PAL video runs
at a fixed 25 fps rate). Also included in

each other’s formats—is that it only needs
to be done once. An “anything-to-any-
thing” solution can be extremely complex
and costly to manage; AES31 compatibil-
ity is intended to reduce such effort.

ON THE ROAD TO A SOLUTION

With a growing number of manufacturers

already embracing FAT32 file structures

and BWF data formats, we are beginning
to see a road to file exchange

bit number representing the first
sample in the file as sample count
since midnight, and can be used
with any timecode or picture
frame-rate and with any current
or future sampling rate. For sim-
ple review, a BWF can be played
on any system capable of playing
a Wave file.

“AES31's ADL was modeled
on conventional Edit Decision
Lists,” Yonge continues, “but
with sample-accurate granularity
or precision compared with that
offered by PAL/NTSC video syn-
chronization. And we wanted to

Timecode character format (TCF)

Timecode Sample
r {required) I count
r (optional)

Minutes Frames

OO 00 : OO 00/ 1234

=] |

between platforms, even if
they don't—as of yet—in-
clude full AES31 compatibili-
ty for project data. For exam-
ple, several firms, including
Fairlight, SADIE and Wave-
Frame, offer the ability to
save BWF data to FAT32-
compliant removable media,
while Digidesign Pro Tools
5.1 will directly import BWF
files and their timestamps in-
to a session. If, for example,
a Fairlight MFX3 user saves a

-

aa png frequency

nchcator

BWF file with timestamp to a

compatible drive, like a Jaz

include specific parameters for
multiple audio channels, cross-
tades, level automation and oth-
er important values.”

Brooks Harris, vice-chairman of AESSC
$C-06-01, and president of Brooks Harris
Film & Tape, New York, is a genius at sort-
ing out EDLs and ADLs. “Aside from be-
ing ‘human readable’ and easily under-
stood, AES31-3 is based on two important
parameters: sample accuracy and file lo-

cators. We need to label in/out points of

the component audio files in H:M:S:F and
sample count.”

AES31-3 uses a form of universal re-
source locator for accessing files on any
platform or network. This includes the “file”
(URL scheme designator), followed by the
“host” name, the names of the local disk
volume, directory, subdirectories, and then
the file name with a WAV extension; all
branches in the sequence are separated by
conventional forward-slashes used in fa-
miliar http:// and fip:// addresses.

In terms of timing accuracy, Harris
spent a long while developing highly ac-
curate algorithms that can mathematically
accommodate any time base for the
source and destination projects. “AES31 is
the first set of analytic definitions that
could be agreed upon by manufacturers
to control data interchange,” he says. “We
have developed a technique for accurate-
ly defining the precise location of each
sample of audio data, by combining con-
ventional timecode data with a frame rate
that lets the receiving DAW, for example,
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A vital element of AES31' timing capabilities is the high-precision time
stamping used in the ADL.

each BWF sample are the central sample
rate—32, 44.1, 48, 88.2 and 96 kHz—and
one of five pull-up/down ratios, to pro-
vide multiple, unambiguous combina-
tions that allow the project to be re-as-
sembled in perfect sync.

AES31-4 is currently undefined except
for its intent, but could be based, Harris
says, upon current deliberations by the in-
dustry consortium that is promulgating
Advanced Authoring Format, or AAF. Be-
cause AAF is intended to function as a
multimedia file format that enables content
creators to easily exchange digital media
and metadata across platforms, and be-
tween systems and applications, it will in-
clude complex project structures that en-
able sample-accurate editing of multiple
sources. The AAF Association’s member-
ship includes Avid, BBC, CNN, Discreet,
Fox, Grass Valley Group, Liberty Livewire,
Microsoft, Omneon, Panasonic, Philips
Pinnacle, Quantel, Sony and Warner Bros.

“Because AAF is being developed by a
consortium and not a standards body,”
Harris explains, “it can have a wider
scope. But the AES standards working
group has an active liaison project with
the AAF Association. AAF could be a ‘su-
per set’ of AES31, with many common el-
ements.” Harris chairs this liaison group.

One of the main reasons DAW manu-
facturers cite for adopting an open stan-
dard—rather than attempting to emulate

cartridge, the file can be im-
ported into Pro Tools. The
editor can use Pro Tools’
Spot function to quickly place the file at
the correct timecode location.

As Andrew Brent, Fairlight USA’s inter-
national technical director, explains: “We
currently support, in Version 15.6 and be-
yond, BWF import/export, and from 16.5
on we will be supporting FAT32 disk-file
format. Our remaining development is the
interpretation and creation of AES31 ADL."

In terms of the future, Brent feels that
AES31 should be kept simple. “There is a
lot of discussion about adding object-ori-
ented events to the ADL. But the current
ADL is a text-based, readable format. Any
code developed to support complex al-
gorithms such as real-time EQ, with the
corresponding DSP code, or dynamic lev-
el and crossfades, or the ability to create
1 ‘Takes Layered' environment on one
track, will create an ADL that will explode
in size. The best use of AES31 is a simple
interchange of raw audio between these
systems.”

Howard Schwanz, president of New
York's Howard Schwartz Recording, feels
that “AES31 has a long way to go. The in-
stalled base for OMF is so huge that the
switch will be slow. Even if the format may
be better, it isn't easier 1o totally switch
away from OMF. We install whatever our
clients request, after the second or third
asking. OMF and Pro Tools were the first
really significant technical requests coming
from clients, not other facilities. 1 am sure
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AES 31: Compliance of Popular Systems

Company Product AES31 Compliant? ETA? Verified?
AKAI DD8plus MO Demonstration version supports FAT16, not FAT32; Tested with SADIE products
Broadcast Wave Audio, TCF and ADL are implemented:
both real-time read/write or import/export
AMS Neve  Audiofile SC  Under Development Q.3 2001 compatability
Import/Export plug-in pack with AudioFile SC2.1
Digidesign Pro Tools Not Yet TBA
Supports native BWF files for both Mac and Windows platforms
Natively record/play/edit and import/export BWF. SDIl and .AIFF
Digital Audio OMR8 recorder Yes - = SADIE and others
Research
SoundStation  Under Development TBA
STORM
DSP Media  AVtransfer ~ Under Development Early August 2001
Some aspects of the AES31 spec are ambiguous—
such as multichannel support
E-mu/Ensoniq PARIS Not at this time;
second priority to mLAN/FireWire support
Euphonix TransferStation ~ Yes; but it does not render crossfades; does not read .AIFF files SADIE products
R-1 multitrack ~ Under Development Six to 12 months
Fairlight MFX3 and DAD  Not Yet Six Months
Supports BWF import/export and FAT32 file format Using System Service Module
Fostex DV-40 recorder  Not Yet ‘New product to be introduced
at AES New York 2001
Genex GX-8500 Yes, with limited crossfaders  Has discovered some holes in  Limited testing with
MO recorder AES31 ADL spec that are SADIE
being addressed
iZ Technology RADAR24 Not Yet Within three months
digital multitrack
Mackie HDR 24/96 Not Yet; Still undecided; may be
multitrack implemented in HDR 24/96 and
future recording systems
Merging Pyramix Virtual ~ Not Yet ~ AES New York 2001
Technologies ~ Studios Same implementation will be
available for WaveFrame
Frameworks/DX
Otari New Product  Not Yet TBA
Sonic Sonic Solutions ~ Not Yet Undetermined Some testing with
Solutions HD, Creator Currently support mono/stereo interleaved .AIFF/ WAV files Euphonix and SADIE
and Fusion
Soundscape  Soundscape Not Yet Full support expected by
R.Ed and BTW import/export supported for some time; end 2001/early 2002
SSHDR1-Plus plus other formats for text-based audio projects
Steinberg  Nuendo Not Yet ’ Q. 3/4 2001
Studio Audio  SADIE Yes AKAI, DAR and
digital others
equipment
Tascam MMR-8 dubber Not Yet Depends on availability of .
MX-2424 engineering cycle
multitrack
WaveFrame ~ Waveframe 7 Not Yet AES New York 2001
Frameworks/DX
Zaxcom DEVA hard disc ~ Yes - WaveFrame,
recorder Fairlight, AKAI DD8,
Tascam MMR-8
80 MIX, Ociober 2001 o www.nixonline.com




©2001 JBL, Inc

i
= ;-:ng"’

v il o sl = i
B | EE MR
P = (8 ] f
SO
- E — — =8 W, T

| i

Theater

...by night

A JBL Synthesis® home theater is your everyday ticket to the true
excitement of home cinema, from the company that has forever
been synonymous with movie sound and is the industry’s leading
manufacturer of professional theater components. Now the hottest
movie theater seats in town are the ones in your home,

uBL. I N N

Call IBL Synthesis at 888.593.3456 or visit www.jblsynthesis.com

H A Harman Interational Company



AES 31

Avid, as has Microsoft, will do whatever
they can to preserve their dominance in
the file wars. Does AES31 work side by
side with OMF? Together? On top of; next
t0? A whole retraining must take place,
and for what gain?”

But Jay Palmer from Universal Studios’
post-production sound department—and
a guiding light behind Hollywood Tech-
nical Audio Commitiee’s efforts toward
file-format standardization—feels differ-
ently. “AES31 compliance is very impor-
tant. For TV editing and mixing of shows
done in-house [at Universall, native Pro
Tools is the usual choice. If the project
comes from outside, there are a variety of
ever-changing file formats. In these cases,
all bets are off as the new file revisions of
their platforms are not always supported
by our equipment. A simple AES31 export
would help solve this dilemma. The same
applies to feature-film editing and mixing.
There is a larger commitment to archiving
the elements, predub mixes, stem-master
mixes and print masters. Archiving in an
industry standard would be much more

beneficial in the long run.

“And for DVD mastering, when film AB
reels are conformed for continuous DVD
playout, prior to AC3 compression and
streaming, the files are non-compressed.
These become the new DVD non-com-
pressed audio masters, and will be used as
network TV needs them and for future for-
mats. It would be good to have a stan-
dardized format for this new archival mas-
ter. Archiving is all about maintenance of
the content owners’ intellectual proper-
ty—important stuff. You do not want to
archive to a proprietary, ever-changing file
format; we need an industry-recognized,
non-proprietary, AES-badged standard.”

In terms of what might be missing from
AES31, Palmer cites such issues as conver-
sion to/from disparate disk file systems, in-
cluding Mac HFS and HFS+, PC FATI16,
FAT32, Linux and BeOs. “The AES-31 for-
mat states ADL, BWF and FAT32. Period,”
he says. “Will folks have to drastically alter
their workflow habits to support the stan-
dard to the letter of its spec? Will program-
mers be able to imbed all of the disk utili-
ties necessary to implement the standard?

“While AAF builds upon OMF as its
container/EDL,” Palmer continues, “it is
controlled by the AAF Association, a trade
association with dues-paying members.

AAF is very all-encompassing; it has wide-
ranging standards descriptions for audio,
video and metadata containing a com-
plete edit history. But 2 main point of con-
tention for many manufacturers is that
they do not want to support a standard
that is wholly owned by another com-
petitor. OMF, for example, is owned by
Avid, and OpenTL by TimeLine Vista.
AES31 is a 100 percent truly-open stan-
dard that is relatively to implement.”

“Our industry is based on workflow of
projects and media through the produc-
tion chain,” adds Ron Franklin, president
of WaveFrame, and a member of AESSC
SC-06-01. “Anything that facilitates work-
flow is beneficial to both our customers
and our company. We believe AES31 will
prove to be a very important standard.
First, because it works. And second, be-
cause it is the only digital audio project-
file interchange scheme officially ratified
by a standards body that contributes to
ISO standards.”

WaveFrame systems can read and
write to various disk formats, including
FAT16, FAT32, NTFS, and Mac HFS and
HFS+. “OpenTL is the file format used in
the Tascam/TimeLine MX-2424 and MMR
dubbers,” says Franklin. “We have imple-
mented support for this in WaveFrame/7

B
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AES 31

since OpenTL is currently the only format
the MX-2424 supports; we wanted to pro-
vide our users with file and project com-
patibility with this machine.”

Andy Morris is president of Buzzy's Mu-
sic, an L.A.-based post and voice-over fa-
cility. “A user-defined, AES-developed,
non-proprietary standard will go a long
way to breaking down the industry’s data-
exchange log jam,” he says. “Currently, we
provide clients with BWF files from all our

Groove Tubes

VARIABLE IMPEDANCE INPUT

Custom-wound transformers load mics at
300, 600, 1200 or 2400 ohms. multiplying

MFX3+ systems. Contrast that technique
with using a tedious method of transfer-
ring eight tracks at a time to a DA-88, or
two tracks at a time to DAT—with or with-
out timecode—and later re-aligning these
multiple passes in the receiving DAW. It’s
a real-time process: to transfer 10 spots to
DAT, each 60 seconds long, would take
over four hours for upload and download.
Oh, and did I forget to mention that the
client is not willing to pay for all that waste-
ful transfer time? AES31 can handle that in
a matter of minutes; it’s a no-brainer.”

Jim DeFilippis is VP of television engi-
neering for Fox Studios’ New Technology
Group, and heads up a task force for AAF.
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“We are working with the AES on defin-
ing the interoperability between AES31
and AAF. So far, we have determined that
AES31, while suitable for many audio post
applications, does not have the critical el-
ement that AAF seeks to provide: a com-
plete history of the file essence, including
all the post-production metadata.

“The goal of AAF is to allow post proj-
ects to flow from workstation to worksta-
tion and allow seamless transitions. AES31
stops short. Each time projects are trans-
ferred from workstation to workstation,
the critical metadata has to be re-done or
transferred via a different media (paper,
floppy disk, tape label). This is somewhat
inefficient and impedes the collaborative
effort between departments.”

SADIE’s managing director, Joe Bull, al-
so serves on AESSC SC-06-01, and says
that “without AES31, the audio industry
has to accept the ‘one-size-fits-all’ work-
station philosophy. It's like a carpenter
having only a hammer to fashion his cre-
ations; he needs a range of tools to
achieve the job. Similarly, synching dailies,
ADR, track laying, Foley, music editing,
mixing, etc., are best handled using the
most appropriate tools. AES31 implemen-
tation will allow the user to choose.

“With the first three parts of AES31 rat-
ified,” Bull says, “the only remaining part
is mix automation; we always recognized
that this was the trickiest part. So, rather
than delay any form of interchange until
every bell and whistle had been covered,
the AES31 Working Group decided that a
gradual approach would give the industry
a working toolbox, with the basics initial-
ly and expandable in the future, and pro-
vide the best route forward.”

SADIE is currently working to provide
the first level of Part 4, level and mute au-
tomation. “We are prototyping some
ideas, along with Brooks Harris and oth-
ers, to see what can be sensibly achieved
in a reasonable timescale,” says Bull. “In
the meantime, the industry has the basic
toolbox that at least puts the right bit of
audio in the right place in the EDL.”

Bull considers that AAF, on paper at
least, could provide everything that the in-
dustry needs. “However, until it’s ratified,
AAF provides absolutely nothing for any-
body,” he stresses. “There have been dis-
cussions that, to speed their deliberations,
AAF may adopt parts of AES31. Even
when they do finish and publish a com-
plete working standard, there may still be
problems. AAF is an object-oriented and
thereby a complex, structured product
handling everything from graphics, video,
audio, etc. This may be fine for a video
manufacturer with huge software re-
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AES 31

sources, but could be beyond the scope
of what audio-specific manufacturers can
afford to develop.”

CAN WE AGREE TO DISAGREE?

For several years, Digidesign has been us-
ing its open-standard Sound Designer/SDII
file format, with internal timing references,
plus a proprietary Session format. Many
workstation manufacturers have adopted
SDII, and Digidesign has supported native
BWF files for both Mac and Windows plat-
forms since the release of Pro Tools 5.1.
Pro Tools will natively record/play/edit
BWF, SDII and .AIFF; import BWF, SDII,
AIFF and, with conversion, MP3 plus
QuickTime; and export BWF, SDII, .AIFF,
and, with conversion, MP3, RealAudio plus
QuickTime.

“We're a very customer-driven compa-
ny,” notes Scott Dailey, Digidesign’s VP of
product marketing & business develop-
ment. “Thus far, the vast majority of our
customers have been asking us for other
important things. Based on this feedback,
we believe AES3] Level 4 is potentially
very exciting and important to Digidesign
and its customers, whereas Level 3 is prob-
ably not.”

Dailey says that Digidesign and its par-
ent, Avid Technology, have been deliver-
ing open, cross-application, cross-plat-
form media and metadata interchange for
several years, based on OMF. “OMF cur-
rently does everything AES31 Level 3
does, and more. It is mature, reliable tech-
nology, and thousands of post-production
professionals around the world rely on it
every day to get their work done. Further,
OMF has been adopted by essentially
every important company in post-produc-
tion audio, as well as most—if not all—of
the important film and video post com-
panies. Given OMF’s widespread adop-
tion by end-users, and its broad adoption
by manufacturers, AES31 Level 3 looks
like a lot of work for a big step sideways.”

It is important to note, Dailey says, that
no company can reliably support a wide
variety of interchange standards. “Our test
grid is staggering already, and supporting
a variety of legacy Pro Tools Session file
formats, plus EDL, OMF, AAF, OpenTL,
ADL, etc., is impractical. Digidesign must
pick and choose the highest impact stan-
dards. Our highest priorities right now are
OMF and AAF, because they encompass
all the capabilities of the other standards.
Not that AES31 isn’t valuable; it's just a

lower priority than other interchange for-
mats and general Pro Tools features cus-
tomers are clamoring for.

“One of the problems with AES31-3 is
that it deals only with audio,” Dailey con-
tinues. “At the NAB convention, we were
approached by senior representatives
from several of the world’s largest post fa-
cilities. They told us loudly and clearly
that we must not adopt anything that
deals only with audio. They need media-
management systems and workflows that
can handle video, graphics and other
sorts of data. Further, these same cus-
tomers—and many more—are asking for
richness of interchange that AES31-3 was
never intended to handle.

“FAT32 as the only supported file sys-
tem is not a very good choice for manu-
facturers who build systems based on the
Apple Macintosh,” he says. “Our engi-
neers have told me that FAT32 support is
not physically impossible, but that it
would require an amount of work that is
greatly disproportional to the limited in-
terest our customers have shown in AES31
Level 3 thus far. The other large unre-
solved issue is closure on AES31 Level 4.

“OMF, and its successor AAF, offer
nearly limitless opportunity for ‘rich’ in-
terchange and modernization of post-pro-
duction workflows,” says Dailey. “AAF is
essentially a third-generation update to
OMF, with a couple important improve-
ments: It is implemented as open-source,
and is being administered and developed
by an independent, non-profit trade asso-
ciation, and it incorporates several impor-
tant SMPTE metadata standards.

“OMF and AAF offer several interesting
possibilities for rich interchange that are not
addressed by AES31 Level 3,” Dailey adds,
“including ‘bread and butter’ functions such
as routing, volume and multichannel pan-
ning automation, and more advanced op-
erations such as hardware and software
plug-in processing parameters. Other com-
pelling possibilities include tracking and
management of historical metadata that
would define the series of processes ap-
plied to a piece of audio or other compo-
sitional data, thus providing a roadmap
from the original source material to the ma-
terial in its current state. Users could rebuild
a sound—or even an entire mix—from the
original elements, perhaps omitting or
changing certain processes that were ap-
plied somewhere along the way.” |

Mel Lambert founded Media&Marketing
more than a dozen years ago to provide
communications and consulting services
Jor pro audio firms and fucilities. More de-
tails at www.mel-lambert.com.
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Here's what the pros are
saying about A/V SAN:

“Ultimately, AV SAN offers us a higher level of flexibility
and performance...With over a dozen Pro Tools and Sonic
Solutions system:s operating 24/7, we need a system that is
as reliable as it is powerful.”

Rick Austin - Chief Audio Engineer

VidFilm International Digita?

H : “A/V SAN has offered me the ability to not think about
ShOWIng at ~ drives at all, so that | can totally focus on work. After { saw
AES Booth th?’fdemo, | knew that | had fo au}/e that kind of

performance. With the stability of this system my
#1104 efficiency has doubled."
Fred Paragano - Independent Recording Engineer
A| SO IOOk Amy Grant, Steven Curtis Chapman, Michael Crawford
4

for various " “i have beenlpunishing my system 14. hours a day while
producing a live record for Michael W. Smith. The 70

Pa rtner bOOth 5 minute project kept one of my 73 gig drives nearly full all

connected the time and it never balked once. | was amazed!"

to the Tom Laune - Record Producer/Mix Engineer

A/V NET! Nashville, TN
"The day 1 said "Yes" to Studio Network Solutions A/V SAN
system was the day | said "No mare to SCS1 errors”. With
A/V SAN, my Pro Tools rig is rock solid reliable."
Matt Ruesmann - Songwriter/Producer
Avalon, Foint.of Grace, Cedarmont Kids Music

"Using the A\ SAN with multiple video editing platforms
has given me performance that isn‘t even possible on SCSI
RAID drives."

Saman (I\Aehrrazar - Razar Vision Productions
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significance, if any. What urban produc-
ers are looking for in an engineer, re-
gardiess of race, is the ability to translate
verbal descriptives into actual sounds
and moves. “[Engineering] in rap is dif-
ferent than it is in pop music,” Dawg
states. “I think the moves are more intri-
cate, you play with the beats more. You
have to have a real feel for the beats to

away from the creativity, I think. It’s hard
enough to be a player, producer and
writer all at the same time.”

Irv Gotti came up as a DJ, working
first in his neighborhood of Hollis,
Queens, inspired by, as he puts it, “sit-
ting there watching Run-DMC rule the
world.” He is also less interested in the
equipment than the music itself. Yet he
has spent a long time in studios in New
York, starting out on a Fostex 8-track
deck and a “bullshit” console, It was the
collaborative nature of New York rap

“You don’t have to know how to do
everything. You have to know how to
make beats and want to be a producer.
But you meet people who can play and
do engineering, and they took my pro-
duction to another level.”

That first record turned out to be Got-
ti's break when leading New York-area
urban radio station Hot 97 put it into
heavy rotation, after which it was picked
up by Blunt/TVT Records, which also
gave Goutti a production deal. He now al-
so has his own studio, The Crackhouse,

I definitely have to act more in the capacity of defining what sounds good
and ushat doesnt. The up-and-coming producers may not know udhat you
need to make a competitive record.

make the punches. You can't catch the
punch if you can't catch the beat.”

Adds Poyser, “Your job as a producer
is to know what you want to hear and to
be able to communicate it. In terms of
engineering, [ prefer to think about the
music more than the technology. There
are things I've learned about that, but get-
ting your hands too deep in that takes

that got Gotti—a nom de musique con-
ferred on him by rapper Jay-Z to com-
memorate the founding of Gotti’s pro-
duction company, Murder Inc.—into the
loop, so to speak. “My first artist was
Mike Geronimo, and I made that record
and produced it and pressed it myself,
and also did the video. My friends
helped me out on everything,” he says.

—MAYHEM

in Manhattan, and an office at Island/Def
Jam Records, which has a joint-venture
with Murder Inc. Gotti's discography in-
cludes tracks for Foxy Brown, DMX, Ja
Rule and Wu Tang Clan’s Of’ Dirty Bastard.

Having a personal studio has become
nearly essential in rap/hip hop, both for
artistic and economic reasons. As Gotti
puts it, “I did it 'cause I didn’t want to give
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all my money to [the commercial stu-
dios].” Bink Dawg agrees, adding, “We re-
alized that we could spend one-tenth and
send the P.O. to the label and the money
back in our pocket. It's a waste of mon-

ey sitting around doing beats in big stu-
dios.” Says Gotti, “Those studios also get
booked and you can’t get ir. Besides,
when | saw that there was a $300,000
[recording budget], I said to myself, ‘1 got-
ta do some recording.”

Still, all those we interviewed also
agree that top-tier studios are an impor-
tant component in urban records, mostly

Being a producer is just a start—what
=——— gy reallty want is to be known as the guy ———
wiha can brealk an artist.

Y

—BIITK OAWG
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for mixing on large automated consoles.
And, says Dawg, the personal studio isn’t
for everyone. “There are a lot of people
scared to take that step,” he says. “It can
be a big investment. Also, sometimes you
need to have three or four rooms going
at once, and the big studios can do that.”

Major commercial studios also can act
as a reference for audio quality, though
defining that in hip hop and rap is tricky,
because “grime” on the track is often a by-
product of the creative process itself,
where distortion and other artifacts can ac-
tually lend credibility to the finished song.
“You want a rap record that sounds as
clear as an R&B record but is still grimey,”
says Dawg. “A record shouldnt have to
suffer to sound street. It can sound good
and still come across as hard-core.”

Nonetheless, major record labels in
New York—which are not at all displeased
to see recording moving into the produc-
ers’ studios—have found themselves acting
in the role of quality arbiters, telling pro-
duc