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Audition Dolby’'s new S5.1-channel content creation products for critical monitoring, loudness
measuremcnt, and time scaling at the 2002 AES Convention. Dolby will showcase advanced, multichannel

audio tools for DVD authoring, DTV programming, and game authoring.

For DVD authoring and DTV program production, the new Dolby® DP564 is the ultimate reference decoder
that ensures quality audio reaches all listeners. It supports all Dolby surround sound formats and includes
comprehensive monitoring tools. Advanced features include two AES-EBU inputs, an optical input, and an
Ethernet port for audio streaming. With a linear timecode (LTC) output, DVD facilities can now check A/V

syne between audio encoded in Dolby Digital and uncompressed video.

To learn more about these new tools, please visit our AES booth or our website.

www.dolby.com/pro

00 Dolby

DP564 Multichannel Audio Decoder BREAKING SOUND BARRIERS™

[X] Doty

AES Convention * October 5—8, 2002 - Booth #1501 South Hall, Los Angeles Convention Center

Dolby Laboratories. Inc. ¢ 100 Potrero Avenue © San Francisco, CA 94103-4813 o Telephone 415-558-0200 ¢ Fax 415-863-1373
Dolby and the double-1) symbol are registered trademarks of Delby Lab ies. Breaking Sound Barricrs is u trademark of Dolby Lab jes. © 2002 Dolby Lab jes. Ine. $02/14351




“An Inspired Working Environment”

Ray Bardani, Engireer / Mixer
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The new XL ot
The Hit Fadtory Studio 6 Y ———
— ) ” n S
The new Xi of
= The Hit factory Studic 7 XL Session Report
-, ‘( . 2 &
. : The first session on ane of two Solid State Logic XL 9000 K Series
SuperAnalogue™ consoles newly installed at New York's legendary
: Hit [Factory was BMG/RCA's massive 30 track (D callectian of No. 1 Elvis
e ce. songs 'Elvls 30 #1 Hits'. Engineer Roy Bardani and producer David Bendeth
e "# _— mixed songs from the original 19505-70s masters in stereo en the SL 9000 J Serfzs
— SuperAnalogue™ consoie, and then in surround cn the XL, 9000 K Series.
“From the mament sat in front of the XL 9000 K Series console, | was instantly impressed,”
reports Ray, whose credits include work with Prince, Miles Javis and Luther Vandross. “The senic
clurity lis amozieg with o tight low end and transparent high end. Also, the XL is built from the
graund up for surround mixing. The routing is very easy and the automation is lightning-fost.
Everything is so instantaaeous, the computzr does the job within what seems like a blink of an eye.
Working wth the on-board computer allows me easy access and flexibility to achieve the level of predision that
I look for when mixing. SSL has mode the Xt 9000 a predudion tool hat guarantees an inspired working
environment in the stucio. The 8echnology never gets in the way of the creative flow — and creafive flow is what
this industry is all about.” 9 0 0
Meanwhile the XL message confinues to spread world-vide with new installations at
: : KeSERIES

Larrabee West, LA ® Pacifique, ILA © Planet Kingdom, Tokyo ® Paragon, Nashville ® Pressure: Point, Chicago
Angel Mountain, Bethleaem, PA ® MG Sound, Vienna ® Plus XXX, Paris ® Mega, Paris © Sing Sing,

Melbourne ® Mix Room, LA ® Olympic Studios, London. S 0] I id St ate Logi C

Pure AUdIO Ex(eﬂence... Oxford +44 (011865 842300 New York +1 (11212315 1111 Los Angeles +1 {11323 463 4444
o Greater Bandwidth than 172kHz recorders Poris 437 (0)1 3460 4ob6 Milon +39 38 2326 094 Tokyo +81 (0)3 5474 1144

o Amazing Surraund Scund Capabilities wwuw.sclid-state-logic.com
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There is no greater miracle than
natural reproduction. At Tannoy, we're
obsessed with providing professional
studios with the most genuine, true and accurate
audio reproduction possible and after a considerable and
laborious gestation period, we are proud to announce
the arrival of the new Tannoy Ellipse Series reference, near-
field monitors. Proudly featuring Wideband™ technology, the
Tannoy Ellipse employs a pod-mounted SuperTweeter™ and

an 8 or 10" Dual Concentric™ drive unit that provides excep-

tional audio performance from mid
30 Hz to well over 50 kHz. Beneath our
uniquely shaped, laminated birch cabinet
are three channels of high current active amplifica-
tion “Free of dynamic robbing compression and limiting
circuits” and a feature set which ensures perfect integration into
any audio environment. When you're looking for truly accurate
reproduction and a distinct advantage, call your Tannoy profes-
sional dealer and ask about [ 1 == &

the future of monitoring.

| DUAL CONCENTRIC™ | «(GvisEEanc))>

TANNOY NORTH AMERICA INC. o PHONE: (519) 745-1158 « FAX:
LITERATURE HOTLINE: LITPLEASE@TGINA COM ¢ E-MAIL:
tannoye

{519) 745-23604 « DEALER ORDER HOTLINE:{FAX]

1-800-525.7081

INQUIRIES@TGINA.COM TANNOY.COM

com

e WEB SITE:

ELUPSE CAN BE FOUND EXCLUSIVELY IN THE FOLLOWING PRO AUDIO LOCATIONS THROUGH 2002 DALE ELECTRONICS 212-485.7407 o STRASSBURG & ASSOCIATES 2123159551 ¢ WASHINGTON PROFESSIONAL 3131-945.8808 ¢ SWEETWATER SOUND 260-432.8176

TOM LEE MUSIC 6044858471 o SAVED BY TECHNOLOGY 4169286434 » PELONIS SOUND B805-5630505 ¢ (EQ’S PRO AUDIO

5104652-1553 o MAC MIDI 615-742.5291 ¢ WESTIAKE AUDIO 805493484 ¢ WIND OVER THE EARTH 303443.9822



“This thirg is gorgeous!” ...This is the typical response when
audic professionals around the world first lay eyes on the ML
series consoles from Allen&Heath. And who can blame them?

Consider the simple, logical, easy to use and ultimately “‘amiliar
layout that's conspicuously void of annoying dual concentrics.
It gives the ML-5000 a walk-up-and-play feeling that you just
won't find in other consoles in this class.

Look Closely at Allen&leath innovations ke | !
along with the latest in VCA group implementation, mute group
automation and moni‘oring facilities that are second to none.
And all this is all available in a touring package desigred ard
built to take the rigors of the road like nothing else.

The ML 5000 has buitt in tc every mic channe! our finest mric pre
ever, a high performance discreet differential long tail pair
design with a 100 kHz bandwidth and very low noise. Quite
simply it redefines the term “sonic excellence”.

From the fit and finish, tc the obvious build quality, and the
meticulous attention to cetall throughous, there's just ro
quastion that world class doesn't begin to describe a consoe
that's, dare we say it?.. a work of art.

If you like what you see, let us know and we'l arange today
for you to audition the ML5000 with your authorized
Allen&Heath reseller. We're confident that you'll see (and hear)
that Allen&Heath’'s ML5000 really is a thing of beauty.
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features

30 Remixing Hotshots
Remixing has come a long way over the past decade, largely due to
advancements in music-making technology. But remixing requires its own
brand of production smarts and familiarity with the dance music movement.
Erik Hawkins sought out top remix producers—Brian Transeau (aka BT),
Dave Audé, and Chris Cox and Barry Harris of Thunderpuss—and asked
PAGE 42 them to share their insights.

42 Los Angeles Recording Studios
Survival of the Fittest
It's been a tough year for recording studios, what with the down economy,
record company dysfunction and consumers who feel that MP3 is “good
enough!’ It's no longer business as usual at the top, as Mix L.A. editor
Maureen Droney discovers; only the strong and the smart can survive. As

a testament to the world’s largest recording market, not one major studio

Cotwaliel Tawen

has closed its doors, and many have, in fact, expanded.

50 Workstation File-Format Interchange, Part 1
Avid Technology introduced the concept called Open Media Framework
Interchange (OMFI) in 1992 to facilitate moving complex audio/video
media and editing data between workstations. Ten years on, Ron Franklin
examines what works (and what doesn't) about OMFI.

82 Digital Audio Routers
Gone are the days of the self-contained studio. Now, multiroom facilities are
finding that they need to share resources, without rolling around racks or boards.
Gary Hall explores what you need to know before selecting a digital audio
signal-routing system for your professional studio.

90 The Great DAW Challenge
How Will It All Fit on a Single CPU?
The old debate was simple: digital vs. analog. But today, we have PC vs,
Mac, native vs, host-based, digital consoles vs. audio interfaces, hardware
samplers vs. GigaStudio, EXS24 and Halion, FireWire
vs. PCI. Ned Mann, the “Digital Doctor, looks at ways to \
set up a killer computer-based studio. >l

On the Cover: Studio A at
Larrabee West, the flagship
of the Mills* family-run facili-
ty in West Hollywood, took
delivery of the first SSL K
Series XL console. For
more, see page 20. Photo:
Ed Colver. Screen Photo:
Courtesy NASA. Inset Pho-
to: Gioria Waco.
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FROM THE EDITOR

AES 2002: Products and Technology

ew products can be wonderful, often offering improved audio in smaller, less-

expensive, lighter (or in the case of tube stuff, heavier) and more reliable pack-
ages. Unfortunately, in the increasingly complex pro audio environment, all of those
oh-so-cool products are pretty useless when applied without the right technology.

When Mix began 25 years ago, technology was much simpler, even quaint by to-
day’s standards. Recording meant analog. Pro applications used +4dBu balanced line
connections—XLR or barrier strip. Semipro gear rarely crossed the line into pro, where
the only unbalanced connections were the band’s instruments/amps. Garage 4- and
8-track studios used unbalanced -10dBV gear. Their main complication was a need
for lots of RCA to %-inch adapters.

These days, signals arrive in every conceivable form and format. In my studio, |
have MIDI and virtual instruments, and 32 channels of mic lines from a rack of pre-
amps routing to the console or directly to Pro Tools, ADAT or analog multitrack. Mix-
ing is either DAW-based, traditional console-style or a blend of both, storing to multi-
channel or stereo to MasterLink, CD-R, PT or 30 ips 2-track. Projects can involve a lot
of I/Os (wordclock, timecode, MIDI, AES/EBU, S/PDIF, Lightpipe, XLRs, RCAs, etc.) and
multiple formats—analog/digital tape, CD-R, CD-ROM, SD2, PT session, AC-3, DTS,
WAV, MP3 and more.

Even in a modest studio, the need for an infrastructure is paramount. There's no
point in investing in the best gear without a backbone of solid technology support-
ing it. A great performance can be ruined by something as simple as a bad cable or
a ground loop. This AES provides an excellent opportunity to check out the nonglitzy
technologies that might improve your life much more than yet another digital reverb
or tube mic. A few suggestions include: AC power conditioning; acoustical treat-
ments; quality cabling, from mic lines to snake and patching systems (and please get
correct AES and S/PDIF cabling!); data backup systems; audio networking; and signal
routers. To help you along, Gary Hall provides insights into routing technology on page
82, while on page 50, Ron Franklin begins a multipart article that will demystify the
subject of file-format interchange.

Also in this issue, we say farewell to two of the finest and best-loved profession-
als in our industry.

Just before press time, we were saddened to hear of the death of mastering engi-
neer Denny Purcell, who founded Nashville’s Georgetown Masters studio in 1985.
Denny was a warm, wonderful person who committed his life to the pursuit of audio
excellence, and devoted each and every day to the songs he was working on. Please
turn to page 14 for a tribute to our lost friend.

We were also saddened to hear of the death of producer Gus Dudgeon, best
known for his work with Eiton John. Mix's Rick Clark had carried on a nine-month di-
alog with Gus, talking with him just days before a car crash took his and his wife's
lives. His final interview is on page 98.

Don‘t forget, there’s more to all of this than just gear...

George Petersen
Editorial Director

—
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"I had been looking for mixers
for about the last three years,
trying to make the decision
whether or not to go digital or
try to look around for an

analog console. The Media 5I,
especially the 60-input version,
was exactly what | had been

looking for.”

Malcolm ‘ il ) -

Reel Sound Recoring ,_ st | TV
Austin, Texas 5 A R - s

7 ik s e o SR R

"The idea was to have the sonic
quality of AMEK but also have

st Ensure you get the best of both worlds

Tools so that | could get the

best of both analog and

dgel While your DAW can do all the editing you Various frame sizes up to 136 inputs on

George Petit, want, you know that to get the signals into it mixdown mean you're unlikely to run out of

Walkerecording Ltd. faithfully and with the best results the only inputs. Add Amek’s acclaimed Superirue™

WAL ALY answer is analogue. automation for smart mixing, integrated 7.1

monitoring and 5.1 format mixing capability

Media 51 features the with optional motorized joystick and you're
classiclally inspired ready to mix with the best.

Mr. Rupert Neve designed
Mic pre and EQ, so you
know you can rely on
them to bring your sounds
clearly into the digital

domain.
“The average project that walks
in here is over 40
tracks. We do a lot of R&B and ™ dit in tofal fid hat
hip hop, and vocal layering is en you can edit in total confidence tha
thick, and you've got sometimes you are working with the highest quality ' ‘
three or four low-end source signals, and that your final mix will
instruments that you have to T, ted
somehow blend in. So they have € Just what you wanted.
AMEK ™

Kevin Bomar US Headquarters

South Coast Recorders, Texas
1449 Donelson Pike
Nashvilie, TN 37217
Tel: (615) 360-0488
Toll Free: (888) 286-9358
Fax: (615) 360-0273
Email: amekusa@harman.com
London Nashville Tokyo Web: www.amek.com

+44 (0) 1707 665000 +1 (888) 286 9358 +81 3 5606 3101 H A Harman International Company




FEEDBACK

Letters to Mix

HOORAY, DOLLY
I have never been a big fan of Dolly Parton
("Mix Interview,” August 2002). | simply have
not been exposed to much of her music. But, |
will tell you this: | am a big fan of the woman.
Her words ring so true that they are music to
my soul.

Jeff Sherman

Santa Monica, Calif.

THE VOICE OF REASON

Paul Lehrman’s July 2002 “Insider Audio” col-
umn generated a lot of affirmative head-nod-
ding all around the audio industry. The letters
started arriving last month. Here are a couple
more that include advice on how to improve
your own reception.

RADIO? GO DIGITAL
I thought Paul Lehrman’s “Dumbing Down the
Dial” piece (“Insider Audio,” July 2002) was
great. | work at a Class-A commercial station
in Philadelphia. We put out 340 watts at 1,000
feet and have some of the same problems as
WUMB-—we are in the main antenna farm out-
side of Center City. Unfortunately, we have a
single Class-B, WMMR, on 93.3 atop 1 Liberty
Place in Center City. We don’t have very good
building penetration, and many of the new
generation of tuners are overloaded from
WMMR. We are the only commercial Class-A
.n the city, and we pretty much drop off the dial
in some areas. Grady Moates is actually the
chief engineer of our Boston stations. I'm go-
ing up to assist him with our syndicated morn-
ing show’s Boston broadcast later this month.
I just wanted to let you know about a very
good, inexpensive tuner. Blaupunkt’s DigiCeiver,
which is packaged in most of their higher-end
receivers. The lowest model with DigiCeiver is
the Heidelberg CD51 and costs around $300 in
stores. You can also usually find them new on
eBay for $199. Make up a nice wood box, put
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it on a decent PS, attach it to your roof antenna
and you’re in business. The audio is also fantas-
tic. I'm going with this setup in my house after
dealing with the same problems you've had. The
car stereo format will actually work out well be-
cause | can run the preamp outs directly to my
Mcintosh MC75s and play CDs, too! Adjusting
the station’s processing will hopefully get much
easier.

I'm fairly new to radio engineering. | was a
recording engineer before working here. | still
always try to catch your articles. They always
seem to really be on target with the new issues
that present themselves daily. Keep up the
great work.

Mike DePolo

Via e-mail

RADIO? GO OLD-FASHIONED

Paul Lehrman’s July "Insider Audio” article
struck a definite chord with me. I live in Van-
couver, BC, where there are two college radio
stations and one nonprofit community station;
these contribute 95% of the interesting music
and commentary on the air here. At work, our
staff couldn’t receive these stations on a dilap-
idated boombox, so | went looking for a good
tabletop radio. Lo and behold, it was very hard
to find a radio alone; almost everything except
the ultracheap units had multiple features
(CDs, etc.) that we didn't need. Even the tuners
in the expensive retail units looked like junk.

What | ended up doing was buying two
nice old tuners from a thrift shop (one an Akai
analog AT-K02, and another a digital unit with
LED displays), wiring in a %-inch stereo jack in
the back of each, buying two Altec Lansing
AVS200 computer speaker systems and plug-
ging them in. Voila! We got awesome recep-
tion, with cool old-school electronics. The total
cost? Fifteen to 20 dollars Canadian for each
tuner, and approximately $30 for each pair of
computer speakers. That’s about $50 here,
which probably equals $13.25 U.S.

And by the way, these computer speakers
sound better than any tabletop radio I've re-
cently listened to.

Monty Martin

Vancouver, BC

FYI RE: MBHO

Thank you for including the MBHO 440 and
603 microphone series in the “You Can Never
Have Enough Mics” feature in August 2002
Mix. The article mentions that MBHO is charg-
ing a surcharge for matched (stereo) pairs. This
is not true. Unlike most of our competition,

www.mixonline.com

MBHO does not charge any surcharge or fees
for matched pairs.

Marcus Demuth

MBHO U.S.

Brooklyn, N.Y.

| KNOW YOU, RIDER

In reference to Mark Frink’s Live Mix column,
“Your Tech Rider, Part 1” (July 2002 issue), |
have one thing to say to Mark Frink: Thank
you, thank you, thank you, thank you, thank
you, thank you, and, oh, by the way, did | say
thanks?

After working rental sound for festivals and
the like for way too many years, and most re-
cently as the technical director/FOH guy at a
PAC/road house, | have seen my share of riders
drawn on cocktail napkins, drawn with crayons,
prepared quite nicely but five years old, or pre-
pared in detail with all of the wrong names.
("Oh, he left two years ago.”) And then there’s
the road manager who tells me on the phone
when | advance the show that the band will be
happy with “whatever I've got,” but then when
he hits the door, he wants to know where his
10 wedges, two sidefills, whoppin’ drum box
and eight monitor mixes are.

If you ever have any questions on how to
prepare a rider, just take a look at the riders
prepared by touring Broadway shows. They are
sometimes 25 to 30 pages. The perfect rider/
plot lies somewhere between that and the
cocktail napkin. The advent of e-mail, PDFs and
such are slowly making my job easier, but only
when you road guys actually use these won-
derful tools.

Mark Goff

Technical director/FOH engineer

Ford Theater at The Honeywell Center

Wabash, Ind.

UNDERRATED? NO, A CLASSIC!
I'd like to thank you for your coverage of Neil
Finn. I've always thought him to be criminally un-
derrated, even though he’s been recording beau-
tiful music for more than 20 years. His new al-
bum is as excellent as anything he’s done—
thanks for giving us a glimpse at the creative
process behind it! How about a “Classic Track”
on his biggest song, ”"Don’t Dream It's Over”?
Tom Johnstone
Music student

Send Feedback to Mix
mixeditorial@primediabusiness.com




SURROUND

There is an undeniable satisfaction when you're
surrounded by those little things in life, like the right
refreshment, the right company, the right sound...

introducing the 1029.LSE™ PowerPak...the one
surround system that will convince you that good things
can be brewed into small packages.

Starting with the 7060A LSE™ subwoofer, which
serves as the cornerstone to the system with its full-
featured 6.1 bass manager, the PowerPak also includes
five award-winning 1029A compact active monitors.
Each system comes with our surrourid sound Setup
Guide and Genelec Acousti/Tape™ making installation
quick and precise.

This surprisingly compact system delivers heaithy
doses [29Hz to 20kHz] of accuracy, dynamics and
emotion in stereo or multichannel mode while saving
precious control room real estate.

Surround yourseif with satisfaction! Discover why
GENELEC continues to lead the way in active multi-
channel monitoring with the 1029.LSE™ PowerPak and
let your satisfaction get the best of you.

N GENELEC"

International inquiries: Genelec Oy, Olvitie 5, FIN-74100, lisalmi, Finland T +358-17-83881, F +358-17-812267
In the USA: Genelec Inc., 7 Tech Circle, Natick, MA 01760 T 508.652.0900, F 508.652.0909 Email: genelec.usa@genelec.com



GOLD STAR STUDIOS REBORN...ONLINE

FOUNDERS LAUNCH INTERACTIVE WEBSITE
Fifty years ago. Gold Star Studios was the place to be—an independent, rock
'n"roll studio in a sea of label-owned labs. Today, you can revisit the birth of the
modern recording studio at www.goldstarrecordingstudios.com, launched last
month by Gold Star founders David S. Gold and Stan Ross.

The Website includes Gold's and Ross' illustrated biography of the studio—
The Gold Star Album—and a
musical adaptation that, as of
press time, was in negotiations
with an unnamed Hollywood
production company. The site
will also host a feature where
Gold and Ross will respond to
users’ questions.

“The art of recording over
the past half-century has evolved
from a simple data storage and
retrieval system to a recognized
art form” said Gold."We were foriunate to be present at the dawning of that rev-
olution, and now through our Website, we want to enable others to necognlze their
potential as recording artists.’

Founded in 1950 by Gold
and Ross at Santa Monica
Boulevard and Vine Street in
Hollywood, it is well-known as
the home of Phil Spector’s fa-
mous “Wall of Sound,” which
showcased the studio’s custom-
designed recording technology
and echo chambers, as well as After o fmal session wnlh the Bee Gees’ Maurice
numerous groundbreaking and  Gibb, circa February 1984, Gold (left] and Ross
award-winning recordings. bid farewell ta Gold Star’s historic Studio B,

Gold Star Recording Studios, early 1950.

DREAMS DO COME TRUE

NAMM ANNOUNCES SUMMER SESSION

DREAM STUDIO WINNER

A “Dream Studio” was given away to Stephen Simmons, a singer/songwriter
from Antioch, Tenr., at this year's Summer NAMM.“Demos are a pain for strug-
gling musicians, so this equipment was better than cash for me!” Simmons said.
For more info on Stephen, visit www.stephensimmonsmusic.com.

Sponsored by Electronic
Musician, Mix and Remix mag-
azines, in tandem with NAMM,
the giveaway was valued at
$21,129 and included items
from ADK, Akai, AKG, Artist-
Pro, Behringer, Crown, dbx,
Electronic Musician, Electro-
Voice/Telex, Eventide, Fostex,
Hosa, |BL, Line 6, Marshall Elec-
tronics, The Martin Guitar
Company, Mix, Music Indus-
tries, Peavey, Peterson, Remix, Roland, Rolls Corp., Shure, Tascam, TC Electronic,
Technics, Ultimate Support and Yamaha,
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This month, thousands of
professionals who are in-
volved with designing enter-
tainment venues, architec-
tural lighting, sound design,
clubs, performance spaces
and themed environments
will gather at the Las Vegas Conference Center for the LDI
2002, October 18-20, 2002.

In addition to three days of exhibits with 400 companies
showcasing the latest in entertainment and architectural lighting,
pro audio, staging, rigging, pyrotechnics, lasers and special effects,
LDI 2002 features the LDlnstitute®, offering in-depth technical
training for entertainment design pros before the exhibit hall
and conference sessions open. A full slate of conferences,
workshops and tutorials are also planned. Sponsored by
Remix magazine, an all-new LDI addition for 2002 is the Club
Pavillion, which features lighting and sound product exhibits for
the dance club market.

As an added convenience, Tour Guide magazine's Tour Link
Show is co-located just outside LDI 2002, focusing on products
and services for the live entertainment industry, including trans-
portation and tour pass companies, production and business
managers, hotels, sound companies and staging firms,

Media sponsors for LDI 2002 include Lighting Dimensions,
Entertainment Design, Millimeter, Mix, Remix, Sound & Video Con-
tractor, Staging Rental Operations and Video Systems magazines,
as well as the Entertainment Services and Technology Associa-
tion (ESTA). For more, go to wwwidishow.com.

Last month, the CBC began to broadcast contin- |
uous natural soundscape recordings on its Galax-
ie pay-audio service channels. Eighteen of these
recordings were mixed on-site and in real time, |
thanks to a delivery system supplied and installed
by Wild Sanctuary. This digital audio system—dubbed ISS™ (Intel-
ligent Show System)—was designed to deliver high-quality audio
content nonredundantly; this installation is the first in pay-audio
service to feature this type of performance model.

“While the 1SS is a muttifunction show control system de-
signed for a variety of media delivery uses, this particular CBC ap-
plication is formatted to present natural soundscapes naturally,
and is programmed for related random occurences, just as events
occur in the wild," said Dr. Bernie Krause, president of Wild Sanc-
tuary.The non-repeating feature lends heightened realism to our
environmental recordings and provides a continually fresh and
highly genuine audio experience for the listener’’

For more, visit www.wildsanctuary.com.




Retouch™ your Mix

A serious mastering system needs serious audio
restoration tools. The highly successful
cooperation between the two leading developers
of these two disciplines, with over a decade of
experience, has culminated in the most powerful
mastering and restoration system available today.

The new SADIE V4.2 editing software for the
SADIE range of digital workstations offers the
sound engineer an awesome range of new tools
and displays, making audio editing faster and
more concise than ever before. In combination
with the implementation of such industry
standards as DDP, DDP to Network, Exabyte,
AES31 etc., SADIE users now benefit from the
world's most advanced and professional
mastering system, backed up by the availability
of regulat software upgrades at no-charge, plus
unrivalled customer support that the others can
only dream about.

Utilising SADIE V4.2 as the base platform,
CEDAR has developed a revolutionary tool to
remove unwanted acoustic events such as page
turns, creaking piano pedals or even car horns.

This development has culminated in the
remarkable new CEDAR Retouch™ for SADIE.

Retouch™ expands the renowned CEDAR for
SADIE range with a remarkable patented process
that is simply not available from any other
manufacturer.

By using an innovative spectrogram display, the
sound engineer can identify an unwanted sound
in time, frequency and amplitude. Once
identified, Retouch™ seamlessly replaces the
unwanted sound with material generated from
the surrounding signal.

In combination with the other legendary CEDAR
for SADIiE processes such as DeClick,
DeCrackle, DeThump and DeNoise, clicks up to
2000 samples and thumps up to 50 600 samples
or longer can be removed with no audible side
effects.

So if you are seeking innovation, reliability and

service combined with the integration of
powerful restoration tools, contact your local

SAD1H

MASTER THE ART™

SADIE dealer or office for further information and
to arrange a demonstration.

T

www.sadie.com

SADIE Inc. 475 Craighead Strext, Nashville TN 37204. Tet: 615 327 1840 Fax. 615 327 1699 » SADIE UK The Old School, Stretham Ely, Cambs. CBB 3LD. UK. Tel:+44 (0)1353 648 886 Fax:+44 (0)1353 648 867



For Mix’s 25th anniversary this year, we begin looking back at where
we started. Here are the Number One album and single from Bil-
board, October 1977, with special props to the engineers, producers
and studios whc make the magic.
> FETCDM Meco’s “Star Wars
Theme/Cantina Band.”
Producers: Harold
Wheeler, Pat Lawrence,
Meco Monardo, Tony
Harvey Hoffman. Studio
Richard Dashut. Studios: The Record
Plant (Sausalito, CA), Wally Heider Debby Boone’s “You
[Los Angeles), Criteria (Miami), Davien Light Up My Life.”
[North Hollywood), Producer’s Workshop Producer: Joe Brooks.
[Hollywood). Mastering: Ken Perry/ Studio information not
Capitol. available.

ON THE MOVE

Who: Dave Lebolt

What: VP, general manager at Digidesign
Main responsibilities: Overall manage-
ment of Digidesign division of Avid Tech-
nology, including strategy and operations.
Previous Lives:

* VF, product strategy, Digidesign

* director of product strategy, Digidesign

* ProTools product line manager, Digidesign
* Professional keyboardist/producer/
arranger/composer.

1988-1994, worked in advertising music and a prindpal partner in a music production
house

t really miss this from when | used to produce/arrange/compose...the notion of
finishing a project with a small set of collaborators. In 2 company like Digidesign, the teams are
larger, and the work is just “never done” when you have an evolving software “organism"” called
Pro Tools.

This one time, on tour...with Laurie Anderson in Caligiari, ltaly, we had the bad luck to
have a gig on the same date as the World Cup match. 't was a 2,000-seat theater; and Italy was
playing in the match.We played the gig to a rapt aucierce of three cleaning women who stared
blank-faced at us after each selection. (Projectors, music, animation—it was all going on).

My favorite synth is...Old favorites: my MiniMoog and MemoryMoog. New favorites:
Access Virus (plug-in and tabletop), alsa Native inscruments’ Reaktor and Absynth,

The last great movie | saw was...Stayed up late watching Orson Welles' A Touch of
Evil the other night on TV—the ultimate film noir classic.

Currently in my CD changer is...Gorillaz, Coldplay's Parachutes, Duke Ellington's 1958
Paris Concert, Norah Jones, Radiohead's Kid A, The Roots' Things Fall Apart, D) Shadow's new
release.

If 'm not in the office, you can usually catch me...Reading, working on music proj-
ects, hanging out with friends and family, and try:ng to catch some zzz's.
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PHOITE

Bringing with him 30 years of sen-
ior management expertise, Robert
A. McDonald joins Mackie’s
Woodinville, Wash.,-based office
as the new executive VP of engi-
neering and product develop-
ment...Shure (Niles, IL} opened a
new division to enhance and ex-
pand the company’s support sys-
tem, aptly titled Global Support
Services, which will cover product
distribution, product service, cus-
tomer service, customer credit and
applications engineering. VP Jim
Furst, former VP of international
operations, heads up this new di-
vision...Tampa-based  Phonic
America, a division of Phonic
Corp., welcomed Ken Fuente as its newly appointed
executive VP...Industry vet Allan Nichols has been
named sales director for Allen & Heath USA (Agoura
Hills, CA). He will be based out of Nashville...Martin
Seidl joins JBL Professional (Northridge, CA) as its
new director of European sales...Tackling all sales re-
sponsibilities for Meyer Sound (Berkeley, CA) west of
the Rockies will be Jim Sides. ..Based out of Highlands
Ranch, Colo., Charell Robinson will be working with
Sound Advance Systems Inc. (Santa Ana, CA) as the
new central region sales manager.

NAPSTER PERMANENTLY OFFLINE

A Delaware bankruptcy court de- ‘
nied the bankrupt Napster its $92 \
milion proposed sale to Bertels-

mann AG.

Chief Judge Peter |. Walsh of the US. Rank-
ruptcy Court in Wilmington refused to allow the
sale after Bertelsmann could not come up with

‘ enough evidence to show that its investment was
made in good faith and not as an equity stake in
Napster:
The online start-up has laid off most of its
staff—including co-founder Shawn Fanning.
Napster CFO Carolyn Jensen wilt stay onboard
to prepare a Chapter 7 bankruptcy fling to lig-
uidate the company’s assets.
‘ Bertelsmann would have provided about
| $10 million in cash to creditors, reports said. Ber-

telsmann said that it would forgive more than
| $85 million in other loans.



dbx Just Sounds

Sidechain Enable allows
for quick A/B selection of
the sound with or without

Tells you when the
zero-attack, dhx- exclu-

Link both channels with
True RMS Power

Better!

dbx’s patented 3-segment precision LED OverEasy®
indicator helps you precisely dial in just the right

: ] i dbx’s exclusive sive PeakStopPlus™ Summing. The propet amount of compression,
s'd“h:f' p roccs'smg. Al OverEasy® altows for limiter is working. way to achieve stereo
re-patching require faster attack times and compression. Patented peak-read-
higher compression ratios N ing meter allows
while still maintaining the 12-segment gain Over/Under LED's easy setting of opl-
:l:elusl(‘)lll] ;:mcteris(im of :fumon meter i‘ay;::::; mum input and out-
X B lows precision t levels.
dbx—the only choice when monilu‘:ing . vou're expanding put levels
your sound matters pression. or gating.

CNANNEL ONE

-
1066

CHANNEL TWO

Compressar.
{ mmrter Gate

Flexible expander/gate works over The Contour switch Monitor either Our patented switches Detented controls and Patented
270 dB range. is extremely useful ; . f soft-touch knobs assure PeakStopPlus™
input or output are designed to be easily R cakStopPlus
in keeping low fre- . N . : precision adjustments. ircuit intelli
H p 8 signals. seen in the light or the circuit intelli-
- . . . quencies from g dark gently tames sig-
5‘de°'h"“ Monitor Sd.m“’“ connects — «muffling” or independently set attack and Add make-up ain gl peaks
the s{dL‘Cham mu.rn signal to lh'c “punching” holes in ~ felease times or use Auto or match levels
}066 s output. This allows monitar- your sound. mode to get that classic dhx Adiusts from mild com over 240 dB
ing of any signal that is inserted into sound. Vary the Ratio to seleet anywhere | P Cange.

the sidechain loop to assist in setup.

from gentle down-ward expansion

sion to oo : 1 limiting,

10 gating,

Internal power supply with easily replaccable power cord.

NRTLC

AL

Heavy-duty steel chassis will take years of road use and abuse.

. . Conneet the unit hassle free Ensure si th integrity

Fnl'ly accessible fuse — using cither unbalanced ot w’;;lu;i;g: ;I (s; lolrl:fén Y pdd processing to detector path Servo-balanced Separate Convert semi- Precision balanced

you'li probably never need ) o ree o balanced Neurlk® ) (using the sidechain) for frequen-  outputsdriveup  sidechain send pro -10dBV sig- inputs reject hum

T Ty eutrik® XLR connectors. . X g 10 +22dB d X Py

¥ XLR cannectors. Cy-conscious compression/gat 0 u e ) nals to the dbx and noise in tough
ingspecial cffects. jacks—no special 1066’ profes- audio environments.

“insert sional +4dBu
Y<ables™ internal level
required.

dbx compressors have been the standard in signal processing for
over thirty years. After all, our processors are in daily use all around
the world with major touring companies, world class recording stu-
dios, radio and television broadcast facilities and anywhere else that
audio professionals ply their trade.

Why do the best ears in the business time and time again turn to
dbx for their processing needs! Maybe it's because we invented the
modern day compressor. Perhaps it's because we have over 30
patents to our credit. It could that our technology like OverEasy and
PeakStopPlus won't be found in any other compressor. However, we
think it's because dbx just sounds better.

It's no wonder that countless gold and platinum albums have used

dbx processing and that eight out of the top ten U.S. tours use dbx
each night because their sound is too valuable to trust to anyone
else. But don’t take our word for it,head on down to your local deal-

er today and hear for yourself why dbx just sounds better.

s industry-standards: 166X and 266X

dbx

PROFESSIONAL PRODUCTS
The Professional’s Choice in Signal Processing

For more information contact us at (801) 568-7660 Fax (801) 568-7662 * wwwidtspracom * 8760 S. Sandy Parkway, Sandy, UT 84070 USA

§ A Harman Intemational Company
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Larrabee Studios

By Maureen Droney

Larrabee Studios started out, literally, as
a "mom and pop” business when,
back in 1969, music producer Jackie Mills
and his wife, Dolores, purchased a two-
room, 16-track facility from songwriter Ger-
ry Goffin. Owned since the mid-'80s by their
son Kevin, Larrabee today is one of the
largest studios in Los Angeles, encompass-
ing seven studios spread over 30,000 square
feet in three locations.

It's a bit ironic that Kevin Mills ended up
as a studio owner; although he labored at
Larrabee’s front desk while in college, he was
originally determined to avoid the family
business. After graduating with a degree in
economics, he launched a career as a stock-
broker, but his fate took a turn in 1986 when
his parents put their studio on the market.
“I'd wanted nothing to do with the record
business,” he says with a laugh. “But when
my parents wanted to sell the studios, they
had no takers. | decided to take over, and we
agreed that I'd buy it from them.”

Once he became involved, Milis became a
hands-on owner and a passionate gear col-
lector. Over the years, he’s combined that
passion with a drive for excellence and a se-
ries of solid business decisions. Larrabee’s
long-standing relationship with SSL, which
began in 1979 with the purchase of one of
that manufacturer’s first consoles, started a
trend. A second SSL soon followed, and
Larrabee became known for top-of-the-line
mixing, cranking out innumerable hits
throughout the '80s. When the company ex-
panded north in 1990, adding a three-studio
complex on Lankershim Boulevard, it was no
surprise that SSLs were part of the equation.
The spacious North was capable of accom-
modating entire multiroom projects; among
them have been such high-profile sessions as
Michael Jackson’s Dangerous and History,
and Madonna’s Ray of Light and Evita.

In 1996, Larrabee became the first Los
Angeles studio to purchase an SSL 9000.
“SSL brought me and Dave Way—a client
whose opinion and judgment [ trusted—to
their headquarters in England to demo the
console,” Mills recalls. "We'd become
known for mixing in the ‘80s, but for North
in the '90s, we wanted to be more complete
and multifunctional. That made a 9000 the
best choice. People really liked the preamps
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and EQ, and its sound quality even
won over people who traditionally
liked older 80 Series Neves.”

Larrabee ended the '90s on a
high note; in 1999, after 12 months
of construction, North’s Studio 3, the
first ground-up 5.1 SSL 9000 J stu-
dio in Los Angeles, was completed.
Also in 1999, Mills acquired Andor-
ra Studios, a two-suite Neve 8078
tracking and mix facility. Now known
as Larrabee East, the complex has
been renovated and updated with
the assistance of head technician
Steve Anderson.

Growth continues at Larrabee: In
2000, a large atrium with extensive
lounge space added a new dimension
to North. With that project complete,
Mills turned his attention to the origi-
nal studios, which are housed in a des-
ignated historic building on Larrabee
and Santa Monica Boulevard in West
Hollywood. A 2002 renovation of
what is now called Larrabee West left
Studio B’s popular SSL 68-in E Series
desk in place, while Studio A became
home to Los Angeles’ first SSL 9000 K
Series XL console, pictured on this
month’s cover.

“Larrabee West, which is in an
old bank building, is clearly different archi-
tecturally from most studios,” Mills notes.
“It was time to freshen it up, so we redid
lounges, the entry area and, most impor-
tantly, Studio A. We wanted to take what
had been our flagship room in the ‘70s and
'80s and make it our best room, using every-
thing we've learned over the years. We con-
centrated first on the recording area, with
new wood floors, wall and ceiling treat-
ments, and antique stained-glass hanging
fixtures that provide a warmer feel. A's con-
trol room has always been popular, so we
didn’t want to rebuild it. We just improved
it—the acoustics, the wiring and updating
the outboard gear. The reviews have been
great: The good news is that clients who al-
ready liked A still do, while some people
who preferred other rooms of ours now also
really like A.”

According to Mills, the response to the K
Series desk has been unanimously positive.

Larrabee Studios owner Kevin Mills

“People love the J technology,” he states,
“and the channel strips on the K Series are
the same. It’s the J with a faster computer and
a lot of other improvements, like the flip-up
display, the new software and better band-
width. What's really great about the K—un-
like some other new-generation introductions
—is that it's been bulletproof. We haven't
had one minute of down time.”

Mills’ studios continue to turn out hits
from an industry Who's Who. All seven
Larrabee rooms now offer either Pro Tools
MIX Plus 888/Apogee 8000SE or HD systems
with all current plug-ins and multiple flat-
screen displays. In addition, a dedicated Pro
Tools technician has been added to the stu-
dios’ six full-time maintenance staff. “I try,
month by month and year by year, to provide
a better studio in terms of service and facil-
ties,” Mills concludes. “I'm always trying to
make Larrabee a better company than it was
six months ago.” ]

PHOTO. MAUREEN DRONEY
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Apple store, and I couldn't believe how
much they sucked. I mean they really
sucked.

Not only did they suck my brains out,
but I think they took a third of my lungs
and my left eye, as well. I had never real-
ized how little noise reduction the tiny
busters were doing below 150 Hz until I put
on the Bose. But that’s not all. The Bose did
substantially better noise removal across
the board. If I had to guess, which I do, as
there are no real specs to compare to, I'd
say the Bose removes roughly 1,000 dB
more noise. Yeah, that's about right. And
they have a nice, healthy bottom end to
boot. No more wimpy explosions.

But they are friggin’ buge! These full
closed-ear cans are so big that they won't
even fit in my laptop case’s side pouch. A
.40-caliber Glock, two sets of sunglasses,
three nice Cubans, a cell phone, an iPod,
10 DVDs, two Almond Joys and a banana
will fit in that pouch, but not these cans.
But Bose knows this, so they come with
all kinds of very nice accessories, includ-
ing two carrying cases—a very well-made
black hangman’s hood and an over-the-
top semirigid monster with two zippered
compartments and internal netted sub-

nAudiz';M3 TubeTracker
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compartments for included real-world
adapters. All for $300 American.

These are the best noise-canceling
cans around. You must decide if you have
room in your life for them. I made my de-
cision; they are on my head as I type.
www.bose.com.

The bass response is a
bit weak, so those tunes you
play to mask the remaining

roar of 4,000 horsepower
of open flame right
outside your window may

be a bit thin.

CHIEF PLASMA HANGER
This is not a lesser-known Chief who
Custer fought.

If you read my recent video columns,
then you know that I am now the owner

of a 50-inch Pioneer plasma display. (Okay,
maybe not just one anymore.) For six
months, the first display sat on a nice desk-
top stand from Pioneer. For all that time, 1
thought it would be cool if it floated on the
wall instead, so I searched for the right so-
lution. I finally came across the answer at
my local tweeze shop—an insane device
from Chief Manufacturing.

This double-articulated, scissor-extend-
ing mounting system bolts to the studs in
your wall and floats your 150-pound
plasma with effortless grace. This is a must-
buy for you plasma owners for two rea-
sons: First, it allows you to pull the display
away from the wall in any angle that you
want. You can pull it straight out almost a
meter, turn it left or right almost 90° from
the wall, or any combination. It also lets
you tilt it down and adjust it laterally.

With this mount, you can literally aim
your plasma anywhere in the room, and
when you push it back to the wall, it
docks the display about an inch closer
than most nonmovable wall mounts.

And the other reason you need this?
The sheer terror, the adrenaline rush you
get every damned time you pull $15k of

—CONTINUED ON PAGE 224
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We Don’t Need No Steenking Ethics!
Keeping Things Honest in Our Own Back Yard

ILLUSTRATION: MICHAEL MORGENSTERN

ne of the things I like the most about the
O pro audio business is that almost everybody

I know is in it because they want to be in
it. No one gets into pro audio—whether it's designing
and building tools, running a studio, mixing concerts
or even working 90 hours a week on original music—
because they think it's going to make them filthy rich.
Sure, it's possible (although not so easy these days) to
make a good living, but the material rewards at even
the highest levels in our industry pale compared to the
fortunes to be made in sectors like financial services,
energy or telecommunications. Well, at least there
were fortunes to be made in those sectors.

But because our sphere lacks the lure of obscene
amounts of lucre, we are not a particularly attractive
target for the pirates and thieves who've been romp-
ing through much of the rest of the business world re-
cently. Sure, we've got our screw-ups, our minor-
league ripoff artists and our occasional cowboys who
think the rules of business and commerce don’t apply

MIX, October 2002 » mww.mixonline.com

to them, but they tend to get shut down pretty quickly
before they can do too much damage. Even if they do
manage to wreak some havoc, the scale of their ef-
forts pales next to those captains of industry who have
been making off with billions, while tossing the life
savings and pension funds of thousands of stock-
holders and ex-employees into oblivion.

Which brings me to the issue of corporate ethics
and the pro audio industry. Do we have any? Do we
need any? What is “corporate ethics,” anyway?

To many ears, the term itself is an oxymaron, like
“military intelligence,” “airline food” or “creation sci-
ence.” Corporations don't have ethics. Unlike people,
who develop a complex set of morals based on fac-
tors like the welfare of the family and the group, the
need for meaningful work and self-expression, and
the need to eat, stay healthy, stay warm and repro-
duce, corporations are pretty simple entities. Because
they do not have any moral imperatives, they cannot
be immoral. Instead, they are amoral. They exist for
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one purpose: to maximize return for their
owners.

So, it's the owners who can be either
ethical or unethical. But who are the
owners of a company? Are they the board
of directors, the venture capitalists, the
managers of large mutual funds, the
proverbial stock-owning widows and or-
phans, or the employees who have been
paid off in stock options in lieu of realis-
tic salaries? And should the owners’ goal
be to run a growing company with po-
tential for healthy profits and dividends,
or to drive the stock price up as high as
possible, as quickly as possible? If every-
one involved can get rich by doing the lat-
ter, is that unethical?

The implosion of the high-tech sector,
and the energy, telecom and financial
services industries that followed (and the
others to come) can be attributed to a de-
cline in the personal ethics of the major
players, but only partly. After all, pirates
and thieves have been running commer-
cial enterprises since Biblical times and
before. Even among otherwise honorable
people, niceties like ethics tend to go by
the wayside when millions of would-be
entrepreneurs are chasing trillions in

Focusrite

seemingly unfettered venture capital,
which is as good a definition as any of the
past decade.

But this is nothing new. You may not
remember the Roaring 20s or the Teapot

Dome scandal, but your grandfather
might. Or think back to the Go-Go '80s.
Michael Milken, anyone? In fact, let’s go
back to the '80s and see where at least
part of our current troubles began. Over

-

S ()

the past 20 years, we have witnessed the
steady erosion of meaningful business
regulation, When powerful amoral forces
are at work, the rule of law is all that we,
as a society, have to keep ourselves from
descending into chaos. The Roosevelts,
Teddy and Franklin, recognized corpora-
tions’ tendencies to consolidate and abuse
their power, so they put into place meas-
ures—like antitrust laws and government-
operated service agencies—to curb them.
But since the 1980s, those efforts have
been methodically undermined by the
Congress and the presidents, both Re-
publican and Democrat. In the name of
the almighty free market, the U.S. gov-
ernment and several of its allies in Eu-
rope—who, given the right circum-
stances, could be bought and sold like
any other commodity—abandoned their
reponsibility to keep capitalism from go-
ing totally nuts.

Which is why hearing the present ad-
ministration in Washington talk about cor-
porate ethics (or “malfee-ance,” as George
Il insists on calling it) is about as absurd as
Bill Clinton preaching abstinence or Sad-
dam Hussein extolling religious tolerance.

—CONTINUED ON PAGE 245
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REMIXING

DANCE MUSIC PRODUCERS
SHARE THEIR SECRETS

By Erik Hawkins




HUOTSHOTS

he act of taking a song’s vocal tracks and putting them to a new arrangement that

targets the dance music market is a serious craft.Remixing has come a long way over

the past decade.This is due, in no small parz, to advancements in music-making tech-
nology, especially computers and software. In the past, only songs that were at, or near, a
dance tempo were good candidates for remixing.Today, the vocals from practically any song,
regardless of its original tempo, can be massaged and manipulated.

Remixes have become a staple of today’s music industry economy. They are now used
regularly to promote artists, even when an artist’s genre isn't dance. And, there is little doubt
that remixes are fueling dance music’s popularity.(Disco lives.) However, as with most disci-
plines, simply buying the latest remixing gear won't turn you into a hotshot remixer
overnight. Remixing requires its own brand of production smarts and familiarity with the
dance music movement.In order to uncover some of this know-how, Mix sought out several
of the industry’s top remix producers—Brian Traniseau (aka BT), Dave Audé, and Chris Cox
and Barry Harris of Thunderpuss—and asked them to share their insights.

FIRE STARTERS
All four remixers employ Macintosh G4 computers, a digital audio sequencing application,
and scftware for time-correcting vocal and instrument tracks. And, while G4s are used in the
studio, Apple’s Titanium Powerbooks are popular for composing on the road. BT also uses a
PC for additional sound-design duties, such as taking advantage of synthesis programs that
are only available for that platform. Audé does all of his recording and editing in Digidesign’s
Pro Tools, Cox and Harris depend on MOTU’s Digital Performer, and BT uses both Pro Tools
and Emagic’s Logic Audio.

“I work in Pro Tools, especially when I'm scoring film, in order to deliver stems in that for-
mat,” BT says. "But for my next album, | have actually written several songs completely in Pro

Tools. It's weird, because | don't usually do that; | mostly compose in Logic Audio.”
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Software synths are slowly making
their way into everyone’s arsenals. Cox
and Harris have even used Propeller-
head’s Reason on a few recent projects.
But at the same time, the consensus still
seems to be that hardware-based synths
sound the best. A cursory look around
each of the remixers’ studios shows that
they are well-stocked with Waldorf, Ac-
cess (like the Virus), Clavia (specifically,
the Nord Lead) and Roland equipment. As
Audé explains, “In terms of turning some-
thing on right now, twisting a few knobs
and getting a nice big, warm sound, key-
boards and sound modules are still the
way to go.”

Effects plug-ins get the thumbs up all
around. Audé and BT are heavily invested
in TDM plug-ins, and the Bomb Factory
and TC Works products are big favorites.
Cox and Harris also like the Bomb Fac-
tory plug-ins, but they use the MAS ver-
sions for compatibility with Digital Per-
former. “Bomb Factory plug-ins are a
must; the compressors and other effects
are wonderful,” Cox says, adding, “The
built-in Digital Performer plug-ins are re-
ally great. We haven't had to get into VST
wrappers because the plug-ins that come

Dave Audé: “In terms of turning something -{ !
on right now, twisting a few knobs and .
gelting a nice big, warm sound, keyboards
and sound modules are still the way to go.”

with Digital Performer are so strong. Au-
dio Ease plug-ins, like the Nautilis bundle,
are also cool.”

Mixing consoles are an interesting case
study with this group. Audé owns a
Mackie Digital 8-Bus but doesn't use it
much. BT has a console-less setup, using
Digidesign’s Pro Control to interface with
Pro Tools. Both Audé and BT record di-
rectly to Pro Tools through stand-alone
mic pre’s and Digidesign’s 888|24 inter-

[HE REMIRERS

Dave Audé

Cutting-edge recording artists like Paul Oakenfold, Christopher Lawrence, Cirrus, Superstar
DJ Keoki, DJ Feelgood, DJ Micro, DJ Dan, Doc Martin and Tall Paul have all done some of
their best work with the help of this multitalented producer/D)/remixer. His remixing cred-
its to date include superstar acts like the Barenaked Ladfes, Faith No More, Love & Rockets,
Orgy, A Tribe Called Quest, LeAnn Rimes and Madonna. He has also released several suc-
cessful DJ mix compilations and artist singles himself (for example, “Push That Thing,” avail-
able on Ministry of Sound'’s Millennium CD set).

BT (Brian Transeau)

BT has produced tracks for top recording artists like N'Sync, Britney Spears, Madonna and
Sarah Mclachlan, and his music can be heard in the hit movies Driven, The Fast and the Fu-
rious, Tomb Raider and Blade II. He has also released several critically acclaimed albums of
his own: ECSM (1997), Movement in Still Life (2000) and two best-selling sample CDs on East-
West. A brand-new artist release is due out in spring 2003.

Thunderpuss (Chris Cox & Barry Harris)

Some of the biggest superstars in the world have had their tracks remixed by Thunderpuss.
Cher, Madonna, Celine Dion, Whitney Houston, Eurythmics, Pet Shop Boys, J-Lo, Christina
Aguilera, Enrique Iglesias, Shakira, Donna Summer, Jennifer Holliday, Mary J. Blige and Am-
ber are just a handful of the acts whose tracks have been touched by this duo’s artistry. This
year, they also released a blistering CD called Barry Harris+Chris Cox Present: Thunderpuss
that is packed full of their most memorable dance floar hits.

faces. They even mix down directly to
hard disk, right off of the stereo bus of
their digital audio sequencer’s virtual
mixer. In contrast, Cox and Harris own
three Mackie analog 8-bus boards. They
keep mixes going in each room, zeroing
a board only after the mix has been ap-
proved and “signed off on,” Cox says. *We
use the Mackie 8-Bus consoles because
they sound great, we're very happy with
the results and we're fast on them. People
like the way our records sound, but
then they see haow we're doing it
and are horrified. It's pretty ghetto,
sort of a bedroom studio moved
into a bigger room. However, a lot
of the character of dance music is
a little rough around the edges;
we're not trying to make a jazz or
classical record here.”

REMIX KINDLING

These remixers are adamant that
before they accept a job, they must
like the material to be remixed. BT
explains, “I will only do a remix for
a band whose work I love, and 1
have to love the song and feel that
I can add something to it.” Harris
adds, “Some songs just weren't
written to be at a dance tempo.
Like the Nelly Furtado song, “Turn
Off the Light'—that’s a hook that’s
meant to be performed at that
tempo. Don't ruin it by changing
its tempo [sings the hook slowly
to demonstrate  his  pointl—that
sounds horrid to me. Changing a
hook like that messes with the in-
tegrity of the original song. Yes,
anything can be made to fit to any

32
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tempo, but we're artists and song-
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writers, as well, and we don’t want to rip
apart the foundation of original songs just
for the sake of putting something out at
128 bpm.”

Remix parts can arrive in a variety of
formats—DAT, 2-inch tape, audio CD—
but these remixers prefer a CD-R with
neatly trimmed and labeled audio files.
“I got a CD-R yesterday with nothing
written on it,” Audé explains, “just a
bunch of audio files that weren't labeled
or even trimmed. That means it’s going
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to take time to figure things out, to line
up all of the tracks and determine where
the vocals are supposed to go before 1
can get to work doing my thing. [ want
to hear the original tracks exactly how
they were intended. That's the best place
to start remixing from: right where the
artist left off.” He and BT particularly like
getting complete Pro Tools session files.
“This way, it's just set, I don't have to
convert anything,” BT says. “Every-
thing is right there. I can go through the
parts and use some guitars or maybe the
room mics from the drums. It's fun be-
cause there are a lot more elements
available.”
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CHANGING TEMPOS

After auditioning the original parts, the
song’s tempo must be determined in order
to have a starting point from which to de-
rive the remix’s tempo. Popular styles, like
house and trance, range from 120 to 140
bpm, though some genres, such as drum
n’ bass, can be as high as 170 bpm. If a
song is 112 bpm, a house remix is an easy
stretch, but if the song is 92 bpm, reaching
these tempos is more difficult. Audé de-
scribes his thought process behind choos-
ing a remix tempo: “I did this song last
week for Interscope that was 90 bpm. With
this tempo, I had two options: either go up
to 130 or down to 65 [because 65 is half of
130]. Since 90 to 130 is a difference of 40,
and 90 to 65 is a difference of 25, I chose
65. The less you have to time-compress or
expand a track, the better your final tracks
will sound. Now at 65 bpm, [ have the vo-
cals doing half-time to the 130 bpm beat.
That tempo is pretty much middle of the
road right now—most DJs will play it.”

VOCAL ACROBATICS

For time-correcting vocals, Audé swears
by Serato’s Pitch 'n Time, which he calls
“the best time-compression/expansion
plug available.” BT prefers a vintage
Steinberg Jones application called Time-
Bandit: “TimeBandit is an essential tool
for me when I'm doing a remix. Its al-
gorithm is exceptional for time-com-
pressing and stretching vocals—and in-
struments, too—up to tempo, which is
something that you will inevitably need
to do when you are remixing.” Cox and
Harris use a combination of hardware
and software. “We use Akai samplers for
time-compression/expansion of vocals,”
Cox explains. “Digital Performer's Pure
DSP algorithm is good for solo female
voices; that’s what it was designed to do,
but on a whole group and on male
voices, it gets a little shaky. The Akai
sounds much cleaner.”

“I can’t stand billy-goat vocals {an arti-
fact that occurs with held vibrato notes
when they are highly time-compressed],”
Harris says. “So we try to make the
processed vocals sound like they are the
original performance as best as we can.”
To do this, BT, Cox and Harris spend nu-
merous hours editing the vocals to fit the
remix. Cox says, “Very seldom do we ac-
tually get a vocal, throw it in time-com-
pression/expansion and then that’s the
one we use. Sometimes, there will be days
of editing. Sometimes, it’s not just the pro-
cessing but also a timing issue, like they
{the artists] sang it in a certain meter or a
with a particular feel and we need it to
be different. So, we'll cut it up syllable by
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syllable to get it in our groove. It's the
longest, most painstaking process of the
whole thing, and it's so important.”

In order to get rid of “billy goat” vocal
effects, BT, Cox and Harris comp together
the processed and unprocessed vocal
tracks. This allows them to create a seam-
less take that is free from time-compres-
sion (or expansion) artifacts. “A really
good trick on anything that is legato is to
drop in the actual phrase from the origi-
nal vocal,” BT explains. “What happens to
legato and vibrato phrases when they are
time-stretched is what makes the per-
formance sound fake. If you pair up the
original vocal with the time-stretched ver-
sion, whenever there is a held note—not
a succession of notes, but a flourish, a
legato phrase that has vibrato on it—take
it from the original and crossfade into it.
That's how you make a really natural-
sounding vocal comp.”

DANCE FLOOR DRAMA

Slick production tricks are an important
part to craft a happening remix. Tantaliz-
ing effects, dramatic breaks and interest-

ing segues help make a remix ex-
citing to hear and even more fun
on the dance floor. For example,
Audé describes one of his favorite
tricks: “I use a lot of filters, like the
Bomb Factory’s MoogerFooger
Lowpass plug is really nice. Insert
it right on a track like a drum loop.
Start with the stock setting and
turn the mix up to 10 so you're just
hearing the effect, none of the
original sound. What you get is a
really cool sound of just the enve-
lope of the filter. Mess with the
envelope a little bit, turn the reso-
nance until you hear just the peak-
resonance envelopes. It's a really
cool effect to put behind the
drums. A couple of projects com-
ing up that you can hear it on are
the Matt Gauss record out of England
called ‘Saved.” I'm also using it on a Laura
Derby song called ‘Carry Me.”

Cox and Harris are masters at creating
arrangements with dramatic builds. On
their remix of the Mary J. Blige tune “No
More Drama,” Cox notes, “We gave that
song a lot of drama. We actually did
tempo changes in ‘No More Drama’ and
‘Rainy Days’ [also by Bligel. Like Ja Rule’s
rap on ‘Rainy Dayz,” we tried putting it at

/7 TN
BT (Brian Transeau): “When you're doing a remix for club

play. make sure that everything in the entire mix is
shelved at 150 Hz. It makes for a clean-sounding mix.”

N

130 and it sounded ridiculous, so instead,
we put it around 115 and it still had a
groove. Then we bookended that with the
130 tribal-house anthem stuff. And I really
love where ‘No More Drama’ went. There
were actually three tempo changes. It
starts off as a tribal thing, breaks down to
a total hip hop record, then goes to this
big dramatic instrumental, Pink Floyd-es-
que middle section, then back into the big
tribal-house anthem. Not everything has
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REMIXING
HOTSHOTS

things: Either youll get a weird clash
melodically, or you get DJs who are riding
their turntable’s pitch slider to adjust a
record’s tempo. So, if you have a string
line, its pitch is going to start sliding
around, which may not sound pretty. By
having mainly percussion, with just a litde
vocal hook or effect, on a tune’s beginning
and end, you're giving the DJ what they
need to mix records, to beat-mix.”

What goes in between intro and outro
beats is more open to interpretation. “It’s
like classical music where you have a
theme, variation on the theme and a reca-
pitulation of the theme,” BT says. “House
music follows a similar structure: Start with
a beat, then introduce the vocal, go off
somewhere new, then usually in the mid-
dle of somewhere new youll have a
breakdown, then you come back with
something that’s the hook. Generally,
you'll have a rise, fall, rise further and level
out sort of structure. That's typically the
pattern my compositions follow.”

Because club mixes can be  quite
long—often averaging about eight min-
utes—some type of guide that maps out
the direction of your remix can be help-
ful. BT says, “Paul Van Dyk got me started
on something he’d been doing for years.
He draws a map of how he wants the
track to feel in terms of a build. It's drawn
as if you were looking at the side of a
mountain that’s been cut away; you can
see it rise in some parts and fall away in
other parts. For example, you can sce

Thunderpuss is Chris Cox and Barry Harris: “A
lot of the character of dance music is a little
rough around the edges; we're not trying to
make a jozz or classical record here.”

right on your map that bar 16 to 32 is
building, the line is going up, and then at
33 we drop, but we only drop this far. At
bar 33, you only want to take the inten-
sity down a little bit, meaning leave the
kick drum in but drop a bunch of the el-
ements out. It’s such a handy thing, a vi-
sual way of thinking.”

MIXDOWN

When mixing a tune down that's meant
for vinyl and club play, there are fre-
quency ranges that require kid gloves.
“For vinyl, it's mainly in the high end,
around the 6 to 8kHz range,” Cox ex-
plains. “If a turntable has old cartridges,
you can get a lot of sibilance in this range.
We try to be really careful in this fre-
quency range and even boost the mids up
a bit more to compensate. We're also care-
ful on the bass; we don’t put a lot of subs
in there. I'll roll some stuff off at 40 or 45
Hz; vinyl can take it, but when you play
it in the club, it’s going to sound like to-
tal mud.” BT elaborates on this point: “If
there’s one thing 1 can't stress enough,
when you're doing a remix for club play,
make sure that everything in the entire
mix, with the exception of the kick drum
and the bass line, is shelved at 150 Hz. It
makes for a clean-sounding mix. If you're
not doing this, your mix is going to sound
muddy.”

To premaster the mixdown, BT will
“use a combination of Digidesign’s
Maxim and TC Works MasterX. | like the
3-band over the 5-band for house music.
I'll play around with the compression
and limiting setting a bit, but don’t com-
press it too much because you want to
leave the mastering engineer room to
fidget about with it.”

“Leave the mastering engineer some
room to work,” Audé says. “Bounce down
to 16- and 24-bit files to give the engincer
options. I submit my final mixes on a Mac
file data CD-R but also provide an audio
CD for quick reference.”

BEST REMIXER

The general public may think that
remixes just sort of happen, but this is
obviously not the case. A good remix
takes talent and a lot of time, as these
four top remixers have attested. To hear
MP3 audio clips of remixes done by this
fearsome foursome, and to check out a
remixing tutorial created by yours truly,
visit www.mixonline.com. |

Visit Erik Hawkins’ fledgling record label
at www.muzicali.com, and check out bis
new virtual studio recording book, Stu-
dio-in-a-Box (Artist Pro/Hal Leonard).
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L.A. Music Studios Adapt to Change

ever an industry for the faint-hearted, music record-
N ing has been the recipient of multiple whammies

lately, such as general record company dysfunction,
competition from home studios and an overall trend among
the listening public to accept inferior sound as normal. For
music-recording facilities, it's just not business as usual any-
more. Only the strong and the smart can survive.

Although the past year has been undeniably difficult, there
have not been any major L.A. studio closings. In fact, a couple
of brand-new, ground-up facilities debuted in 2002, and two
classic studios of the "70s and '80s have recently reopened.

In 2000, Alan Kubicka, owner of numerous music and pro-
duction facilities under the Chicago Recording Company um-
brella, took over and reunited the original Kent Duncan/Carl
Yanchar/Tom Hidley-designed Kendun Recorders. Renamed
Glenwood Place, and with an acoustical update by Yanchar's
Wave:Space Inc. that’s garnered a 2002 TEC Award nomina-
tion, the new venture is aimed at the upper-echelon market.
After an extensive cosmetic renovation, the rooms were out-
fitted with an adventurous choice of new consoles: a Euphonix
System 5 and a “Rupert Neve” Amek 9098. In mid-2002, vet-
eran studio manager Kit Rebhun, who previously helmed
NRG, moved to take over Glenwood’s reins. Shortly after,
Mitch Berger, formerly with The Village, came onboard as
chief technical engineer.

Studio 3, Kendun’s large live tracking room, sports an SSL 9000
J Series console. And, as of September 1, a 64-input Neve 8068,
formerly at New York's Unique Recording, will replace Studio 2's
9098. The System 5 remains in Studio 1, a 5.1 surround suite that
has hosted projects for The Cartoon Network and music clients.

“Right now, the market wants tried-and-true,” Rebhun says of
the 9000 J addition. “People aren’t comfortable with new con-
soles, even if they're absolutely incredible, They don’t want to
sit down with a learning curve; there just isn't time for it.”

Plenty of live bands are still recording, and a lot of them are at
Hollywood'’s Cello Studios, open since 1999. With seven studios
housed in the “Western” part of what was Bill Putnam’s legendary
United Western Studios, the facility has become a haven for such
producers and engineers as Rick Rubin, Jim Scott, Bill Bottrell, Jer-
ry Finn, Joe McGrath, Pat Leonard and George Drakoulias.

Western was the site of such historic recordings as the Beach
Boys' Pet Sounds and Frank Sinatra’s “It Was a Very Good Year,”
so there was a lot to live up to. “Our first year was a battle,” ad-
mits studio manager Candace Stewart. “People were skeptical,
thinking that we’d alter the studios. But it was always our inten-
tion to keep the live rooms unchanged.”

Cello’s centerpiece is Studio 1, which can accommodate a 70-
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Above: Craig Huxley in The
Cabin at The Enterprise.
Right: Producer/engineer
Warren Riker (left), mixing at
Chalice Recording Studios’
Neve 88R, and owner Ben Too
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fited with a double
Neve 8078. Studio 2
houses a heavily mod-
ified Neve 8028, and
Studio 3, the “Pet Sounds room,” recently replaced its vintage
Neve 8078 with an Amek 9098, an experiment that’s proven more
successful at Cello than it was at Glenwood Place. “With the 56-
in Amek, we get 112 automated faders and the Rupert Neve
sound,” Stewart says.

It seems like every available space in Cello’s large complex is
being turned into a studio. Private rooms have been revamped,
creating an SSL 9000 J mix suite, as well as smaller API and Neve
overdub rooms. “I think people come to Cello for a number of
reasons,” Stewart says. “One of them is the sound of the rooms;
many of our clients are into the concept of ‘the room as instru-
ment.’ They also like our plates and live chambers, and we pro-
vide a large support staff. And we've got a chief engineer who
understands how to maintain vintage equipment and also has an
eye to the future.”

“This building—what Bill Putnam created here—is an in-
credible statement, with a heart and soul of its own,” adds chief
engineer and director of technical operations Gary Myerberg.

I




studio manager Candace Stewart.

“Our clients tend to be people who un-
derstand and appreciate traditional
recording. For example, Jim Scott, on
John Frusciante’s [of the Red Hot Chili
Peppers] record, brought in a Scully 2-
track. They're recording directly to that for
some songs, as well as to an old Scully 8-
track that I rescued. And, ultimately it will
go to Pro ToolsHD.”

Skip Saylor is also a proponent of the
multiroom solution; his Skip Saylor
Recording made a bold move this year, re-
opening the three-room Devonshire com-
plex that in the "70s and "80s hosted bands
from Nirvana and Ozzy Osbourne to
Whitney Houston and Roger Waters. Say-
lor, in business for 22 years with a suc-
cessful two-room Hollywood facility,
caught many by surprise with his decision
to expand during the current business cli-
mate. Now, in addition to his original
Larchmont Village location with its 80-in-
put SSL 9000 J mix room and SSL 4000 G-
Plus/Pro Tools| HD multipurpose studio,
Saylor Recording includes a large tracking
and mix room with an 80-in SSL G-Plus,
a Pro Tools suite with attached recording
space, and a third record and mix room
that houses a 96-input SSL MT.

“The recording business has definitely
changed,” Saylor states. “I wouldn’t want
to try to make a living from a one-room
facility. It's more efficient when you have
multiple rooms and can spread equip-
ment and costs among them—if you can
keep them booked, of course.

“The clients coming to me have lots of
different needs, and it helps to be flexible.
For example, our vintage Neve sidecar,
which is often used in the big tracking
room, was used in the MT room the oth-
er day when they were cutting drums. The
fact that I've got five distinctive rooms with
different equipment is working for me. Pro
Tools is great, but a 1073 into Pro Tools is
even better. Hip hop projects with real

Above: Glenwood Place’s studio manager Kit Rebhun.
Right: At the Rupert Neve Amek 9098 console in Studio
3 at Cello Studios are chief engineer Gary Myerberg and

drums, rock projects using
real strings—recording is
actually fun again.”

It seems like there’s al-
ways something new hap-
pening at The Enterprise
and The Enterprise-2, Craig
Huxley's sprawling Burbank

complex. In business since 1984, it now
comprises 12 rooms with a number of con-
soles, including three 101-input SSL 9000 |
Series, two Neve Capricomns and two Sony
DMX-R100s. The Enterprise has increased
its number of Pro Tools suites to four, com-
bining the systems with Focusrite con-
trollers. Busy mixer Dave Pensado keeps
the 9k in Studio C. “The Cabin.” occupied
by artists such as Christina Aguilera, Des-
tiny’s Child and Pink.

Recently, Huxley has noted an up-
swing in live recording, with major artists
choosing to use E-2's large 9k-fitted or-
chestra stage. “We've done projects for U2
and for Paul McCartney,” he says, “where
they did extensive recording with the
band and a string session playing at the
same time. Also, Britney Spears shot her
live video on Stage ]. We built that room
three years ago, but it's only been recent-
ly that I see this kind of recording grow-
ing in popularity.” Huxley also
confides plans to add yet another
large SSL room.

In Hollywood, Chalice Record-
ing Studios, the much-talked-about.
ground-up facility in the works for
the past three-and-a-half years, def-
initely deserves the plhrase “spared
no expense.” Stocked with a vast
collection of outboard equipment
and housing both an 84-input Neve
88R and a 96-input SSL 9000 J Se-
ries, Chalice was designed by Gary
Starr, studio bau:ton, Studio 440 and
George Augspurger under the
aupices of owner Ben Tao.

According to Tao. a self-de-
scribed “cosmopolitan  entrepre-

wiewe.mixonline.com

neur” who has an engineering back-
ground and whose family has been in the
hotel business, the goal is to provide stu-
dio clients with the kind of service that
guests expect in a luxury hotel. Chalice’s
individually decorated lounges are
equipped with Dolby Digital and DTS 5.1
surround sound and a DVD/VHS movie li-
brary along with PlayStation 2 and Xbox
games. A third editing room houses a
Yamaha DM2000 desk, Pro Tools HD3 and
super hi-fi Bowers & Wilkins Nautilus 802
speakers with Aragon amps.

Today, few studios share the philoso-
phy of treating their clients as if they were
guests at a fine hotel; the idea actually
originated with Record Plant back in 1968.
The Hollywood facility remains in LA.'s
upper strata, with four SSL rooms and a
recent cosmetic renovation

Record Plant president Rose Mann ex-
presses confidence in the future of com-
mercial studios. “Over the past 20 years,
we've learned to work with, not against,
home studios,” she comments. “Many of
our dlients just don't want to work at
someone’s home, no matter how good
that home studio may be. They appreciate
not only our equipment but our environ-
ment and the level of service that we of-
fer. We have a large staff, with very little
turnover, so there’s a familiarity factor that
helps make people comfortable. Al-
though, of course, we provide complete
privacy if someone wants it, many of our
clients appreciate the kind of networking
that can happen in a creative community
like Record Plant.”

Record Plant is now equipped with
four SSL consoles: two 9000 J Series and
two G Series. “I'm very happy with the
combination of boards that we have
now,” Mann continues. “Producers and
engineers seem split about 50/50 be-
tween 9ks and Gs, so it's working well to
have both.” |

Skip Saylor
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Sides, “I leased a garage

on Ocean Way in Santa
Monica Canyon, essentially as a hi-
fi demo room to show off the tri-
amplified theater speakers that [
was building. I did limited live-to-
2-track recordings as demo mate-
rial for my speakers and sold a lot

(( I n 1974,” remembers Allen

Celebrating 25 Years

of systems to musicians and industry types using my demo tapes.
By early 1977, I branched out and launched Ocean Way Record-
ing Studios there. [ installed the original Western Recorders Studio
1 tube console, an Ampex MM-1000 16-track recorder and began
serious studio operations. This came about primarily because, dur-
ing my speaker demos, people were often more interested in the
recordings [ was playing than the speakers. Before long, I had lots
of clients wanting me to make their recordings sound like my demo
tapes. S0, in some ways, Ocean Way became a real recording stu-
dio by accident.”

Since those carefree days 25 years ago, Ocean Way Studios has
grown intelligently and expansively; it is one of L.A.’s great record-
ing success stories, thanks in large part to the vision and persist-
ence of Sides. During the studio’s humble beginnings, he parlayed
his fascination with, and knowledge of, old recarding gear to equip
his burgeoning studios—first buying equipinent from Bill Putnam’s
United Western Studios
(Sides had been a runner
at Western Recorders in
'69) and then going into
business with Pumam,
helping him sell his UREI
equipment. The two of
them then went on a

Upper right: Quincy Janes leads an all-
star choir at Ocean Way’s Studio A.
Above: Bill Putnam aond Bing Crosby
Right: Ry Cooder and Allen Sides

circo 1996
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Ocean Way

By Blair Jackson

buying spree, plucking equipment from some 30 bankrupt and
closed-down studios, “which gave me an amazing opportunity to
cherry-pick great stuff for my studios,” Sides says. He amassed his
legendary mic collection in much the same way: Dan Alexander
went mic-foraging all over Europe for Sides.

As Sides’ client list and equipment stock grew. he eventually
moved his operation from Santa Monica to Hollywood, leasing
and renovating Studio B in the United building on Sunset Boule-
vard and later taking on Studio A, as well. In his new digs, Sides
attracted such diverse acts as Bette Midler, Kenny Loggins, Frank
Zappa, and a host of jazzers, from Count Basie to Chick Corea to
Sarah Vaughan. Studio A became one of the most popular string
rooms in town. Within a couple of years, Ocean Way had taken
over both the United and Western buildings. giving Sides the
biggest recording complex in town. And he wasn't done yet: In
1988, Sides bought and remodeled Record One in Sherman Oaks.
Bonnie Raitt, Don Henley and Wilson Phillips were early clients
there, and Quincy Jones and Michael Jackson kept Studio B busy
for several years. These days, Stucio A has an SSL 8000 G Series
console; B has an SSL 9000 J.

Today, Ocean Way and Record One continue to draw top acts
from every part of the music industry, from established titans
such as U2, Elvis Costello, Tom Petty, Whitnev Houston and the
Rolling Stones, to young turks like Green Day, the Goo Goo
Dalls, Beck, Alanis Mormisette, Eminem and No
Doubt. Certainly, having the hot engineer/mixer Jack
Joseph Puig ensconced for the past few years in
Ocean Way Studio A—with its unique 72-input Fo-
cusrite board—has increased that room’s profile
somewhat. But Sides. too, has continued to be an in-
demand engineer and producer—where he finds the
time to do that and keep his operation (which also
includes a studio consulting business. equipment
rentals and more) in smooth working order and tech-
nologically up to date is anybodv’s guess

“I can’t seem to help mvself,” he says. “I’s a pas-
sion, and I've got it bad.” ]
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recious few studios in L.A. (or anywhere else, for that
P matter) can boast that they've been around 40 years

and are under the same family ownership. Yet that
is the remarkable achievement of Hollywood's beloved Sun-
set Sound—founded in 1962 by Walt Disney's director of
recording, Tutti Camarata, and owned today by his son Paul.
Factor in that this year also marks the 20th anniversary of
Camarata’s ownership of Sunset’s “sister” studio, Sound Fac-
tory, and you've got a strong case for dubbing the Cama-
ratas the First Family of L.A. Recording.

In the early days of Sunset Sound, which was built on the
site of a one-time automotive repair shop, everything was
recorded in mono, and much of Camarata’s business came from
his former employer, Disney. Soundtrack work for such classic
films as Bambi, Mary Poppins and 101 Dalmations kept Cama-
rata and his small staff busy. But just as the rest of the record-
ing world embraced rock 'n’ roll in the post-Beatles age, Sun-
set found itself increasingly catering to that market, too, while

Suunset Sound and
Sound Factory

Family-Owned for 40 Years

continually modernizing the studio to accommodate the rapid
changes in technology in the late '60s and early '70s.

During most of the "70s, the studio was usually buzzing 24
hours a day, as LA’s emerging rock demi-gods churned out
smash album after smash album there, and Sunset remained a
magnet for film music work, as well. But truly, there’s never been
a period when Sunset hasn’t been one of the busiest studios in
town. The list of artists who have used the studio for tracking
and/or mixing through the years is staggering: Van Halen, Led
Zeppelin, Paul McCartney, the Bee Gees, Prince, Whitney Hous-
ton, the Beach Boys, Miles Davis, the Rolling Stones, Sam Cooke,
Janis Joplin, Elton John, Alanis Morissette, The Doors, Neil Young.
Bob Dylan, Tom Petty, Smashing Pumpkins, Sheryl Crow, The
Wiallflowers, Beck, Lauryn Hill—the list goes on and covers every

Upper right: A custom 48-in/48-monitor Neve 8080 console with Flying Faders is
the centerpiece of Sunset Sound'’s Studio 2.

Above: Van Halen in Studio 2, December 1978, working on Women and Children
First.
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By Blair Jackson

style of music imaginable.

Sunset Sound is justifiably famous for being musician- and en-
gineer-friendly—a comfortable place to work, with great-sound-
ing rooms and top-notch, well-mairtained equipment. Studio 1’s
control room has a custom discrete: console with Flying Faders
and API 550A EQ modules on every channel; Studio 2 houses a
Neve 8088; Studio 3 is based around an API DeMiieo custom
console, also with the APl modules. There are also plenty of top
microphones and a fine selection of outboard gear to keep en-
gineers coming back to Sunset. It's no wonder that so many mu-
sicians, producers and engineers sing the studio’s praises.

Though the neighboring Sound Factory has been under Ca-
marata control for the past two decades, its history actually goes
back further. It was originally built as a studio for Moonglow
Records in the '60s, but by 1969, it was bought by the famed
engineer/producer David Hassinger (Rolling Stones, Jeffer-
son Airplane, et al). With help from engineer Val Garay, Has-
singer turned it into one of the most papular rooms in town
during the '70s, when it hosted the likes of Linda Ronstadt,
Jackson Browne, Warren Zevon, Little Feat and many others,
By 1980, though, the studio was set to close when the Ca-
maratas stepped in and reopened the facility—which is just
a couple of minutes from Sunset Sound—in 1982. Here, some
of the draw is the wonderful-sounding API consoles that
grace the control rooms of A and B: they've helped attract
such diverse artists as Elvis Costello. Suzanne Vega, The Pre-
tenclers, Weezer, Red Hot Chili Peppers, James Taylor, Los
Lobos, Bonnie Raitt, X, The Bangles, Richard Thompson and
scores of other greats.

There are flashier rooms in LA than Sunset Sound and
Sound Factory, but few command the loyalty and respect of
these venerahle institutions. ]



Let it Rock and Roll.

Danny Saberlly /\

Producer’composer/musman/englneer Danny Saber s crednts include The Rollmg Stones, A 2
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Workstation

Interchange

BY RON FRANKLIN
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PART 1: OMFI IS DEAD AND DOING WELL

In the early days of digital audio workstations, the industry was captivated by the new-
found power and flexibility of these digital wonders. We were so amazed by all of the
cool things we could do that we didn't notice minor irritations,such as why my Studer
Dyaxis system couldn’t share a drive or swap files with someone else’s NED Post Pro.

However,as DAWs becanmk: more ubiquitous, the problem of moving a project from
one workstation or facility to another started to loom as a real barrier to effective work-
flow. Why not just patch my output to your input? Obviously, that could transfer the
audio tracks, but in the process, edit data and source information would be lost—
an unacceptable situation in editing-intensive areas such as audio post and music
production.

Standards organizations such as AES and SMPTE were aware that the issue existed.
but by nature, they moved slowly. Eventually, a workstation manufacturer made the
first serious attempt to move us out of this tower of digital babble. Avid Technology
introduced the concept calfed Open-Media Framework Interchange (OMFD) in 1992
to facilitate moving complex audio/video media and edit data between workstations.
The very first public presentation of OMFI to the professional audio community came
at the 1992 SPARS workstation “shoot-out” at Hollywood's Beverly Garland Hotel. The
presentation by Avid’s Mack Leathurby was met with a cautious and somewhat sus-
pect reception. After all, sage audiophiles reasoned, what does a company that makes
nonlinear video-editing systems know about audio?

As it turns out. the problem involved not so much audio, per se, but the matter of
creating an extensible data model for digital files that would allow 2 complete repre-
sentation of which media was used and how the media pieces related to each other
in time, encoding various parameters associated with the media. Computer-based ed-
iting systems did not have the same concerns as analog—or even digital

tape mi-
chines. PCs don’t care about settings such as nanoWebers per meter (the measure of
tape fluxivity)—everything is simply data. With a linear medium (tape), the relation-
ships among recorded elements are bound together by the linear medium itself. With
the computer, the organization of clements is completely dependent on an internal
database that describes the relationships. Every element that appears in the timeline
of an Edit Decision List (EDL) must be meticulously tracked in the computer filing sys-
tem, along with important parameters attached to those elements, such as fades, clip
levels. timecode stamp, source origin of each element and many others.

“The rumors of my death have been greatly exaggerated.”
—Mark Twain
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To be truly future-proof, the model
needed to be extensible so that new
data types and parameters could be
added over time without breaking pre-
vious implementations. Therefore, the
types of classic EDLs used by linear
video editors from CMX, Grass Valley,
Sony and others were insufficient to
deal with nonlinear computer-based ed-
itors. Rather than an ASCI text-based list
that made each of the EDL parameters
explicit, Avid’s OMFI used an object-ori-
ented approach with multiple levels of
indirection and “nested” relationships.
This makes it incredibly powerful and
extensible, but also incredibly slippery
and subject to multiple interpretations
and implementations. Therein lie both
the blessing and the curse of OMFI.

Now, 10 years into the life of OMFI,
let’s examine what works (and what
doesn’t) and try to gauge where this at-
tempt at forging a file-system Esperanto
is heading. To provide accurate accounts
of some of the issues that exist with
OMFI, I spoke directly to OMFI software
engineers and users—folks in the
trenches who grapple with these issues
directly.

WHY ISN'T OMFI A “STANDARD”?

If OMFI provides a way to move mate-
rial between workstations of different
manufacturers, then why hasn’t it been
adopted as a standard by organizations
like AES or SMPTE? This hasn't hap-
pened for several reasons, but a big one
has to do with a key component of
OMFI. The OMFI data structure uses a
“container format” called Bento, which
is the intellectual property of Apple
Computer, a company that has never
been keen on letting such intellectual
property be placed in the public domain
for use in a standard. This was a major
stumbling block when OMFI was inves-
tigated as a candidate for the basis of an
AES file-format interchange standard in
the mid-1990s. Standards must be based
on intellectual work that can be de-
scribed completely in the standard and
used by anyone. Apple would not allow
Bento to be included in this way in a
standard, thus eliminating OMFI as a
candidate for the AES. The eventual evo-
lution of the current AES31 standard for
file-format interchange will be discussed
in part two of this article, along with AAF
and OpenTL.
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FLAVORS OF OMFI

The import/export of OMFI projects re-
quires a good deal of software develop-
ment by the DAW manufacturer to trans-
late the workstation’s native format (every
DAW has a unique native format) into an
OMFI composition. Some systems only do
this one way (e.g., import only), because
a separate and serious software effort is
required to implement either import or
export.

The next issue that DAW manufactur-
ers and users must contend with is deter-
mining what “flavor” of OMFI is sup-
ported: OMFI 1 or OMFI 2. The original
OMFI was hammered out by Avid engi-
neers and then refined through a number
of annual conferences. These were spon-
sored by the OMF Developer’s Desk and

Standards must be
based on intellectual
work that can be
described
completely in the
standard and
used by anyone.

were open to interested parties from the
video and audio communities they
served. From these meetings, it became
clear that certain aspects of the original
approach needed improvement, so in
1996, OMFI went through a major change
resulting in OMFI 2. The earlier work was
then referred to as OMFI 1.

Brooks Harris, of Brooks Harris Film
and Tape, has created software for OMFI
translation in his own EDL Max program
(www.edlmax.com) and OMFI Develop-
ers Toolkit, as well as for other work-
station systems, including Sony's XPRI
editor. “OMFI 1 and OMFI 2 are different
enough to be considered separate for-
mats from the developer's point of view,”
Harris explains. “Many of the data struc-
tures [classes] are similar, but there are
important differences that make them in-
compatible. OMFI 2 introduced several
data-type changes and additions, includ-
ing an updated Bento container format.
The most difficult difference between
OMFI 1 and OMFI 2 is that the syntax
with which the structures are linked to-
gether is different. This requires a pro-
gram to select between two very differ-

ent logical flows to contend with both
formats.”

Of course, this can create real-world is-
sues for users who are offered a choice of
using OMFI 1 or OMFI 2 for import/ex-
port. It’s important to know the capabili-
ties of the target system before creating
the OMFI file in order to be sure that file
can be imported properly. David “Digby”
Richards is principal engineer for AV Me-
dia, a company offering a file-translation
utility called AV transfer (www.avtransfer
online.com). “The eary OMFl-enabled
applications written to work with OMFI
Version 1 cannot read or write OMFI Ver-
sion 2,” Richards notes. “And, as many
manufacturers concentrate only on OMFI
Version 2, they cannot read or write OMFI
Version 1 files.”

THE OMFI TOOLKIT BLUES

Most software engineers who spend time
huddled over a hot computer implement-
ing OMFI code for a DAW will give you an
earful on toolkit issues. When Avid’s OMFI
group released OMFI to developers, they
included a suite of software tools—the
OMFI Toolkit—to facilitate implementing
OMFI support in workstations. However,
even the most recent revisions of the
Toolkit have some issues and gotchas. Ad-
ditionally, some DAWSs implement certain
functions in ways that conflict with how
other workstations have approached the
same issues, leaving a minefield for the un-
wary engineer trying to produce a robust
OMFI implementation.

“As supplied by Avid, the OMFI
Toolkit is both a blessing and a curse for
developers. In many respects, it is brilliant
and ambitious, but it succumbs to its own
complexity,” says Harris. “It is intended to
provide a cross-platform development en-
vironment to simplify OMFI development,
and in some respects, it accomplishes this.
But nobody expects code of this com-
plexity to be bug-free, and it is not. With
sO many target development environ-
ments and platforms, together with the
complexity of edit projects, expressed as
OMFI, bugs can, and do, appear unex-
pectedly. These include memory leaks,
memory damage, run-away recursion,
stack overflows, incorrect calculations—
you name it.”

Ultan Henry of Dark Matter Digital
(www.darkmatterdigital.com) is an engi-
neer with wide experience implementing
OMFI utilities for Akai and for Dark Mat-
ter's own Media Magic program. “I've
found the problem with the toolkit is not
due so much to ‘bugs,’ but the fact that
many of the higher-level routines cannot
be used to read or write ‘real-world’ OMFI
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files,” he says. “Although these high-level
routines do actually conform to the OMFI
specification, they are not sufficient to
handle the way in which OMFI has
evolved and the manner in which the in-
dividual elements of OMFI are now be-
ing used. This is why I believe that the
expandability of OMFI has been one of
its weaknesses.”

The result? Most engineers use the
Toolkit as a starting point but add con-
siderable work on their own to create im-
port/export routines used in their pro-
grams. This can lead to variations in the
ability of a given implementation to work
with files made by another system.

Another engineer with considerable
OMEFI experience is Bill Claghorn of Dia-
quest (www.diaquest.com), who created
the OMFI import/export routines for the
WaveFrame DAW. “The real problem is
that OMFI importers expect a very re-
stricted and specific OMFI implementation.
An export must be targeted to the expec-
tations of the destination system. Con-
versely, every new version of every system
exports OMFI differently,” Claghormn ex-
plains. “Because OMFI is like a Tinker
toy™ connection between software ob-
jects, there are many combinations of
ways to assemble something. For exam-
ple, some systems attach gain to a clip.
Other systems attach gain to a sound.
Some systems even have many layers be-
tween a clip and a sound file with effects
in between. Handling all of this is rather
complicated.”

Claghorn goes on to say that “a proper
OMFI implementation will handle the
flexibility of various interpretations on im-
port and also handle the specific require-
ments for those particular targets on ex-
port. It's impossible to put a programmer
in a closed room with the OMFI Toolkit
and expect an import/export to work with
other systems. There are just too many un-
defined relationships in the Toolkit.”

The great variability of OMFI files has
even produced the ultimate absurdity in a
few isolated cases, with certain worksta-
tions seemingly incapable of importing
some of their own exported OMFI files!
Occasionally, even a manufacturer's own
software quality-assurance department
has a hard time with OMFI.

USING OMFI IN THE REAL WORLD
Lest I be accused of inventing bogeymen
where none exist, OMFI is used success-
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fully every day in many facilities. The key
seems to be identifying the particular de-
tails of how the export file should be cre-
ated so that it will match the capabilities
of the system that will be used to import
the file. To avoid some of the potential
problems, experienced sound supervi-
sors at facilities that use OMFI on a reg-
ular basis have come up with detailed
procedures for engineers and editors to
follow.

One rule of thumb: Find a method that
seems to work and don’t deviate from it—
in fact, make it into an exact formula and
put it in writing. A casual Internet search
at www.google.com turned up examples
of this from various facilities. Here’s how
some facilities formalize their OMFI pro-
cedures:

* Media City Sound (Studio City, Calif.)
—<lick on the item labeled “OMFI Info”:
www.mcsound.com.

e Audio Post and Picture (Burbank,
Calif )—visit their OMFI page: www.audio
postpicture.com/omf.html.

* Los Angeles Final Cut Pro Users
Group—check out instructions on getting
from FCP to Pro Tools using OMFL: www.
lafcpug.org/basic_omf_export.html.

One rule of thumb:

Find a method that

seems to work and
don’'t deviate from it.

I received some enlightening com-
ments on using OMFI in the real world of
feature film sound editorial from a sound
supervisor at a major Hollywood film stu-
dio (who asked to remain anonymous to
avoid the attention of the megaconglom-
erate’s nervous corporate lawyers). “OMFI
has met with mixed success in feature ed-
itorial. The degree of success usually de-
pends on coordinating the process with
picture editorial in advance of turnover to
sound editorial.”

One practical decision to be made
when creating OMFI export files is the
choice of using encapsulated media and
composition, or a composition referenc-
ing separate external media files. With en-
capsulated OMFI, one large file is gener-
ated that contains all of the OMFI media
files (the “ingredients”) together, as well
as the OMFI composition (the “recipe”).
Here, a composition referencing external
media is a collection of files with all of
their attendant path names and file or-

ganization. Each has its advantages and
disadvantages, but they are mutually ex-
clusive in implementation—if you make
an encapsulated export and bring it to a
workstation that only supports OMEFI
compositions with externally referenced
media, it won't work.

The Hollywood sound supervisor
noted how this issue comes into play: “If
we plan to go with OMFI during post, and
we are confident that original dailies have
been loaded, there are definite proce-
dures that must be followed to ensure
success. We have a procedure written out
that we give to the picture assistant for ex-
porting the OMFI list. Its highlights in-
clude exporting with media and making
the handles as long as possible. We defi-
nitely do not use the export option of con-
solidating media, as that gives just one
long audio file containing all of the takes.
It's impossible to retrieve anything spe-
cific from that option.”

One of the issues of real concern to
working editors is the fact that the
names of audio media files at the system
level use a unique file ID scheme that
can be confusing when trying to locate
a sound. The Hollywood sound super-
visor points out that “even with proper
loading of dailies and a successful ex-
port, there are still pitfalls in the process.
One of the main ones is that the OMFI
process changes all of the file names to
a computer-literate, user-irritant, hexa-
decimal scheme. Want to get an alter-
nate take for scene 21, take 5? While
the original file-naming procedure
might show this file as ‘21/5,” the OMFI
export process might call this ‘Audio_01
8903658FHJKLIOUYDDN’ or some such
nonsense that a human can’t possibly in-
terpret as ‘21/5." So, we go back to the
dailies for that alt take. Even if it might
already be loaded, you'd never find it
unless it appeared in the region names
list. To make matters worse, when—not
if—there are picture changes, an addi-
tional OMFI export will name the same
takes completely differently, so the dia-
log editor would not be able to refer-
ence the original files and would be
back to square one with the edit. For us,
this makes OMFI useful only for the first
export from picture. All changes after
that must be done from change notes.
Or, more commonly from the tried-and-
true cut-and-drag-'em-till-the-waveforms-
line-up method.”

HOW MANY BITS DO WE NEED?

Another issue mentioned by sound edi-
tors and software engineers alike is the
fact that the standard OMFI Toolkit only
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deals with 16-bit audio files. In the early
'90s, when OMFI was formulated, that
certainly was not a problem, but these
days, most every device in the signal
chain is capable of dealing with 24-bit
audio, so this seems a bit of a limitation.
Again, from our Hollywood sound su-
pervisor: “Another common OMFI prob-
lem is the bit depth of the audio files.
Avid is only capable of using 16-bit files,
so if the sessions are to be 24-bit—de-
sirable if the dailies are quality analog or
high-definition digital—then OMFI is out
of the question.”

AV Media’s David “Digby” Richards
points this out, as well: “The biggest item
missing from the OMFI Toolkit [as far as
audio is concerned] is the inability to read
and write 24-bit. There is no reason OMFI
files cannot contain 24-bit audio, and
about two lines of code added to the
OMFI Toolkit fixes this up pretty quick.
Our AV Transfer software can read and
write 24-bit OMFI files.”

DEGREE OF INDUSTRY SUPPORT
Though OMFI support is by no means
universal in the DAW industry, most of the
significant players, especially those with a
market share in audio post, support some
form of OMFI interchange. Market leader
Digidesign intends to offer continued
OMFI support. According to Digi’s prod-
uct manager Gordon Lyon, “OMFI is cur-
rently our main avenue for file and ses-
sion interchange with Avid and third-party
systems. It is realistic to assume that with
OMFI being the established standard for
interchange between Pro Tools, Avid,
Softimage and third-party products,
Digidesign will continue to broaden sup-
port for OMFI going forward, including
with our OS X migration. However, we
anticipate that the most enhanced func-
tionality in the future will come with in-
tegration and further development of AAF
interchange.”

THE FUTURE OF OMFI

Do we still need a means for exchang-
ing digital files between different pro-
prietary systems? The obvious answer is
that as long as there are indeed differ-
ent proprietary DAW systems in use at
production facilities around the world,
we will always need a way to do file-
format interchange. Even though the
workstation market has fewer players
these days, there are still enough differ-

ent systems to make this a necessity.

The follow-up question is, are there
better ways to do this than OMFI? Given
some of the problems and issues men-
tioned in this article, this is a very legiti-
mate question. Until all workstations are
made by the same company (not going to
happen), the need will be there, and it
isn't going away.

Based on interviews with OMFI engi-
neers and users, OMFI—despite its com-
plexities and dangers—still provides a
useful means to move complex edited
material between DAWSs. The watchwords
seem to be verify and codifyi—that is, for
most reliable results, find an exact method
that allows material to be reliably moved
between specific systems for a specific
purpose, and then write it up as a set of
procedures to be followed precisely.
Don't expect OMFI to just automatically
work between two different systems the
first time. Test it first to find the gotchas
and work-arounds ahead of time, and you
will minimize the risk of failing to inter-
change when the deadline (and the client)
are looming.

What’s next for OMFI? In a nutshell, it’s
here to stay, but it has no future. As one
indication of how far off the plate OMFI
has fallen at Avid is the fact that the for-
merly working link to the OMFI Website
at www.omfi.org now goes to a “404
error—not found” page on the Avid Web-
site. The fact is, OMFI has no future as an
ongoing, living project. There will be no
further development of OMFl—no bug
fixes, no extensions, no OMFI Version 3.
This hardly means that the effort to have
a working interchange technology for dig-
ital media is dead—it has simply grown
beyond OMFI.

In the past few years, a new effort to
expand the scope of what can be accom-
plished with complex, object-oriented file
interchange has been taken up by a con-
sortium of companies (including Avid,
Microsoft and others) through an initia-
tive called the Advanced Authoring For-
mat. So there is a way forward, and that
is part of the story for an upcoming is-
sue. OMFI is dead—Iong live file-format
interchange! |

Ron Franklin, the president of Ron
Franklin Associates (a digital media
and marketing consulting company),
has worked for more DAW manufactir-
ers than be cares to admit and did a stint
as a Hollywood sound editor in the early
years of DAWSs. His real passion these
days is guitar, songwriting and perform-
ing. His bome on the Web is at www.ron
Sfranklin.net.
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Geoff Emerick

BY MAUREEN DRONEY

The Beatles, the ’60s Sound Revolution, the Hall of Fame

he most revered pop music of all time is, in-

disputably, that made by The Beatles. Almost

40 years after they were recorded, their words
and melodies are still heard all over the world. Even
today, producers and musicians speak of Beatles
recordings with awe as they strive for some modicum
of the artistic and commercial success achieved by
those records. While many recent albums have quick-
ly become dated, The Beatles’ records still sound fresh,
current and desirable—as shown recently by the chart-
topping success of Beatles 1, the 2000 Apple/Capitol
Records compilation.

Now, think of The Beatles’ greatest later works:
“Strawberry Fields Forever,” “Penny Lane,” Revolver,
Sgt. Pepper, Abbey Road. Behind the console for all
of these milestones was this year's TEC Hall of Fame
inductee, Geoff Emerick, an engineer who truly has
never been accorded his due respect. The superb
songwriting of Lennon and McCartney and the bril-
liant polish of producer George Martin were, of
course, essential elements. But without Emerick’s
courage, vision and determination, these recordings
would have been lesser accomplishments. He
pushed the boundaries of recording, doing things
that other engineers had either never thought of or
never dared to try. He challenged hidebound tradi-
tions and rigid administrators, and created perfect
sounds, along the way developing groundbreaking
techniques that today’s engineers invariably take for
granted. Simply put, Geoff Emerick brought record
engineering into the mod-
ern era.

Since those long-ago
Beatle days, Emerick has
amassed a lengthy roster
of credits as both a pro-
ducer and an engineer.
He’s worked with The
Zombies, Badfinger, Super-
tramp, Tim Hardin, Ameri-
ca, Robin Trower, Jeff Beck
and Split Enz, as well as on
seminal albums for Elvis
Costello (the 1982 release
Imperial Bedroom and All
This Useless Beauty in 1996). He has also continued
to work with Paul McCartney and with Wings on
records including Band on the Run, Tug of War and
Flaming Pie.

But in an interview the summer before Emerick’s
TEC Hall of Fame induction, the talk was mostly
about The Beatles. Obviously, questions for Emerick
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could be endless. For more, you'll have to wait for
his book.

I guess my first question bas to be, “Why you?” How
did it bappen that you became The Beatles’ engineer?
Well, I'd started at EMI as a second engineer when I
was 16, right out of school. It was, actually, the same
month that The Beatles went in for their artist test. I
used to get on well with George Martin, so when 1
was an assistant, I used to do most of his sessions.
Norman Smith, who was The Beatles’ original engi-
neer, used to like working with me as well, and we
had a great relationship. He taught me some priceless
fundamentals that I've never forgotten.

From assisting, I was promoted to mastering—disc
cutting. The reason for that was, in those days, to
know mastering was to know what you could get on
the tape that could actually be transferred to the mas-
ter. Because, of course, if you overdid the bass end or
didn't get the phasing right when you were recording,
there were problems.

When The Beatles started, of course, things began
to move at a different pace. And then Norman, their
engineer, wanted to become a producer. He also
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wanted to carry on engineering The Bea-
tles, but EMI said, “No way.” As I'd been
second engineer on some of The Beatles’
sessions and got on well with George
Martin, it was decided to promote me to
engineer. [ was not quite 20, so everyone
was aghast at this.

How did it go at first?

Well, I was terrified. For one thing, multi-
track wasn't on every session at that time.
You had to record straight to stereo—
huge orchestras and a singer, the whole
bit. And the mixing console had only
eight ins and four outs so you had to
know what you were doing, because no
one’s going to spend a fortune putting an
orchestra in the studio with you if you
don't. The responsibility was absolutely
enormous. [ was doing Matt Munro, Cilla
Black, Manfred Mann—all EMI artists. My
first hit was Manfred Mann’s “Pretty
Flamingo.” And then George Martin ap-
proached The Beatles and said, “Here’s
the situation: Norman’s going to leave,
and I'm going to suggest that Geoff take
over.” And [ was called up to the manag-
er’s office.

At the time you got the position with The
Beatles, were there already signs of you
being a bit of a maverick?

Really, it all started when I was mastering.
We used to get American records in and
wonder how they got the sounds they
did. We, of course, were limited to EMI
equipment. There was no outside equip-
ment allowed in, apart from a few Altec
compressors. If they did bring a piece of
equipment in, they took it apart and re-
built it...just to find out how it worked, I
guess.

So we were listening to these records,
like the ones from Tamla [Motown), and
there was all that extra bass end. And we
were always talking about how did they
get that sound? Now a lot of it was the
musicianship, of course. But there was no
one to tell us these things; we had to find
out by our own methods.

It was the amount of bass and also the
level—the loudness that fascinated us.
You see, there were certain things that we
weren't allowed to do. There were limita-
tions on how much bass we were allowed
to have on, because, in the early days,
there had been one particular Beatles sin-
gle that was mastered and it jumped
[skipped]. They'd pressed about a quarter
of a million of them and they had to re-
do them all. After that, for any Beatles sin-
gle that was cut in England, everyone was
instructed to cut all bass below 50 cycles.
You just bad to roll it all off
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Yes, and it also had to be two to two-and-
a-half dB quieter than any other records.
It was ridiculous, but they were selling in
those huge quantities, which, of course,
had never been done before, and they
were afraid the records would jump. Lat-
er on, when [ was The Beatles’ engineer,
we had a discussion—which became
quite heated—with the manager, myself,
The Beatles and George Martin, and it was
decided that we would be allowed to cut
them louder.

The first album you did with The Beatles
was Revolver.

Yes, and “Tomorrow Never Knows” was
the first track.

Of course. They would start with what
was to become the most complicated
track. Can you describe a bit of what the
equipment was like?

| hear certain sounds
in different colors.
It's really an art form to me.
If you start asking me
technical stuff, 'm not

really that interested.

The 4-track was remote; in those days, it
was never in the control room. We had
two 4-track rooms where the tape ma-
chines were, and there were three stu-
dios, so they had to patch them through.
But because of the difficulties of record-
ing “Tomorrow Never Knows,” with the
backward things and so forth, where you
had to communicate with an intercom to
tell the tape op to drop in—which was
ridiculous—we requested that the 4-track
machines be brought into the control
room.

Well, that was just a “no go” area, but
eventually they relented. And they sent
out six technical staff from the main EMI
technical department to supervise the
moving of the 4-track machine up the
corridor.

There goes the azimuth!

Yes, they were sure the azimuth would go
out, it wasn't going to work, all sorts of
things.. .really, it was unbelievable. And
the sheer look of horror on their faces as
it was lifted over the door threshold!
How would management know if you
put too much bass on something?

wuww.mixonline.com

The mastering engineers would complain
to the manager of the mastering depart-
ment: “Geoff’s put too much bass on his
tape, and we can't transfer it.” And I used
to get reprimanded.

At that time, the producer and engineer
weren’t allowed in the mastering room.
No. In fact, when [ did Sgt. Pepper, [ put
on the box, “Please transfer flat,” and it
just caused chaos. Now I knew, having
gone through the mastering stage, what
could be done and what couldn’t. There
was no need to touch the tape, and I
wanted just to transfer flat. And also, I
wanted to go in there while it was being
done. Eventually, I did get special per-
mission to sit in on the mastering. Over
time, of course, things gradually changed,
and it became the norm to go in with the
mastering engineer.

But you really did bave to do battle over
certain things.

Yes. For example, on Ringo's drum sound,
I wanted to move the mic closer to the
bass drum. Well, we weren't allowed. [
was caught putting the mic about three
inches from the bass drum, and I was rep-
rimanded. I said, “Look, this is the bass
drum sound we've got, and we don’t want
to touch it.” And so I was sent a letter,
from one of the guys in the office down
the corridor, giving permission—only on
Beatles sessions—to put the microphone
three inches from the drum. They were
worried, you see, about the air pressure,
that it would damage the mic. There were
a lot of things like that.

But what made you think to break the
rules?

It was the fact that [ was looking for some-
thing new and different all the time. The
only way that I could do that was to
change the way things were done. In fact,
one of the first sessions [ ever did, with
Force West, we did in Number 2 studio,
where the strings always went on the
hardwood end and the rhythm and brass
up on the carpeted end. But I was after a
more live thythm sound, and a different
string sound, so I put the strings up on the
carpeted end and the rhythm and brass on
the hardwood. And it caused all manner
of problems. When the next day some of
the older engineers found out what I'd
done, they said, “You can't do that; we've
been doing it this way for all these years.”
Other people would set the session up,
you see, and they used to just walk in and
know where to put everything. Then the
engineer would just sit down and away
they went. So it was, “If someone else
wants to do this, we'll have to do such
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Ihe Yamaha O2R changed the world of digital audio mixing. But engineers being engineers,

you wanted more. More inputs and outputs, more effects, superior 96kHz sonic performance,
integrated DAW control, surround monitoring/processing to name a few.

The Yamaha DM2000 Digital Production Console. We listened to you. Now listen to this.
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“The DM2000 is unlike any other console. It's packed
with features and sounds spectacular, and to have
96 F\pmll-bit/%k is incredible. The library of built-in
effects is absolutely awesome; there’s an enormous amount
of flexibifity with the internal patching and some great
5.1 effects processors. It's one of the most
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pgy\gerful consoles ['ve ever worked on.
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“There is no learning curve — just music.
| have a new friend to rely on.”
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BY ROBERT HANSON

Morningwood Studios

Third Eye Blind Marry the Past With the Future

hird Eye Blind lead singer

Stephan Jenkins is not an

ordinary guy, and as such,
he’s grown weary of ordinary
recording studios. When it came
time to work on their latest album,
Crystal Baller, Jenkins, his band and
their longtime engineer/producer
Jason Carmer felt that the mood
was right to strike out on their
own. Enlisting the guidance of stu-
dio designer Chris Pelonis, the
band capitalized on a commercial-
space surplus and set up shop in
San Francisco’s media-friendly SO-
MA (South of Market) district. Nes-
tled between the vacant confines
of once-bustling Internet start-ups
and the historic cafes and bou-
tiques of South Beach, the band’s
new home, Mormingwood Studios,
mirrors its surroundings by mixing
cutting-edge technology with a
healthy dose of classic character and charm.

“In most recording studios, you can smell the dread on
the wall,” says Jenkins. “You can feel the clock. You feel the
balding, late-40s, coke-addicted studio owner walking in on
your session to impress his friends. [We wanted] to create an
environment that really speaks to those kinds of issues. Also,
Jason and I have a very particular and methodic concept

All of the vocals for Crystal Baller were tracked inside the live room.

Inside the main tracking room at Morningwood Studios (L-R): Stephan Jenkins, Arion Salazar,
producer/engineer Jason Carmer and engineer Sean Beresford.

about sound. We like some period in the early to mid-'70s
when Rupert Neve’s ears were at their peak. This is a hous-
ing project for those little toys.”

“During the course of the last record, we started to say,
‘Wouldn't it be nice if we had our own studio?” adds
Carmer. “We were giving all of these other people so much
money. Then we started talking about this record, and we
were doing pre-production at this studio
called Tiny Telephone in San Francisco,
and still talking about building a studio.
One day, Stephan was riding his motor-
cycle around and saw [a sign that read]
‘recording studio for lease.’ He had ac-
tually recorded in this studio the day of
the [89] quake. And we came and
checked it out and leased it last year.”

After talking to a number of studio
designers. the band brought Pelonis in
to help rework the space. Jenkins and
Carmer were both proponents of his de-
signs, having worked in various Pelonis-
built mastering suites and recording stu-
dios. The main worry that Jenkins and
Carmer wanted addressed had to do
with the overall accuracy of the control
room. After years of working in large
multimillion-dollas studios, the band
simply wanted an uncolored listening
environment.
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“They had a shell to start with,” ex- The space includes the main control  room, we didn't really change tha
plains Pelonis. “We designed a control  room, a live room with a small iso booth,  much,” Carmer adds. “We put up som
room specific to the band's requirements: 1 secondary Pro Tools editing suite, a  different surfaces and got some bass trap
accuracy and musicality without compro-  lounge, and a number of isolated tape  and diffusers.”
mise. The reverb time is plus or minus 15 rooms and storage spaces. “In the live Outfitting the studio wasn't terribly di

to 20 milliseconds from 20 to 20k Hz. The
room is really punchy, accurate and very

I i bt b et Te MOANINGL00D oTUDI0G GELECTED GERR LIST

reports ['ve gotten is that they’re happier

with their own control room than any-
thing they've ever worked in.” Sony DMX-R100 Empirical Labs Fatso
“We wanted to have a really accurate Helios console TC FireworX
control room, and we do,” Jenkins ex- Ampex MM1200 Tech 21 SansAmp
plains. “It's physics. Our control room is Digidesign Pro Tools | HD Universal Audio 1176
excellent. If you make a sound in there Neve 1081/1073 Universal Audio LA-2A
and listen through those speakers and Pelonis Signature Series Mains Pultec EQ
then take it somewhere else, you will nev- Yamaha NS-10s Lang Electronics EQ
er be surprised. Sony DRE-S777 Little Labs PCP
“The control rooms [that Chris builds] Apogee PSX-100
are really even-sounding. A lot of control _-Apogee AD-8000 Mics
rooms, especially in bigger studios, seem TC Finalizer Telefunken Elam 251
to have a sheen or a glossy sound. And Tascam DA-20 Neumann U67
that just makes me nervous. [ don’t want Panasonic SV-3800 Neumann U87
to hear the room. [ just want to have a Focusrite Red 3 Electro-Voice 66
nice flat room that really has accurate low * Eventide Ultra Harmonizer Electro-Voice RE-20
end. One thing about Chris’ designs is that Eventide DSP 4000 Shure SM57s
the low end is very tight and very even Empirical Labs Distressor AKG 451/414
across the whole room.” -
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sound. We had the luxury; we weren’t
holding up the session. Most of the tracks
were started in the studio, and they would
go on for many hours working on the ba-
sic rhythm track, which gave us time to
work on the sounds.

Of course, we were recording and
mixing at the same time because we were
still 4-track. So, we were putting the real
sounds on the instruments. They weren't
going on separate tracks, they were all
mixed on to one. That was the finished
sound. It wasn’t a question of doing it in
the mix; that was it, and the rest of the
track was built around that sound.

Is it true that the kind of slap you used
on jobn Lennon’s voice couldn’t be du-
Dlicated anywbere else because the EMI
tape machines bad a different kind of
bead gap?

You could work it out now, I'm sure. But
the head gap between play and record is-
n't the same on EMI's machines.

I'm confused about bow you were doing
ADT—Automatic Double-Tracking—back
then.

It's funny you should say that, because
not long ago, when ! saw Jack Douglas,
who had worked with John, he said to
me, in a humorous kind of way, “How did
you do that ADT? I could never get the
copy tape to go fast enough to actually lie
on top of the original voice like it was
double-tracked.”

From his question, [ got the feeling the
tape was going so fast it was about to go
up in smoke; John must have told him you
could do it while you were recording, but
actually you could only do it when you
were remixing. You have to take the signal
of the vocal from the sync head. So, you're
mixing off the replay head. The sync is in
advance, and you put it into another %-inch
tape machine, then you put that on fre-
quency control and you slow it down.
You're not trying to advance it; it’s already
advanced. You're just slowing it down. The
trick is taking it off the sync head.

You were baving to deuvise all of this crazy
stuff on tbe spot: backward bits, pbasing
with tape machines, loops. Were you bhat-
ing fun?

Looking back, it was great fun, for the
most part. There were some moments
that weren'’t, of course—there was a sort
of bad period during the White Album. |
actually walked out halfway through. It
was something like the eighth attempt at
“Ob-La-Di, Ob-La-Da.” They were argu-
ing, and I could see the whole thing dis-
integrating. I just couldn’t handle it any-
more. [ said to George Martin, “Can [

have a word?” And ! told him I wanted
to leave the sessions. We went to the
manager of the studio; it was a Tuesday,
and he said, “Well, can you stay till Fri-
day?” And I said, “No.” We went back to
the studio and had a discussion with the
band, who tried to make me stay. But I
said, “No, I've had enough.”

You stayed on at EMI for a while after
that. Then what bappened? How was it
that you came back to make Abbey Road?
Being so young, 1 felt I couldn’t further
myself at EMI; I'd gone as far as [ could,
and was desperate, really, to leave. Apple
[Records] had formed, and Paul asked,
“Will you join Apple and do the studio?”
I did and built the studio, and during that
time, Paul phoned up and said, “We're go-
ing to go in and do a new album, would
you like to do it?" So I said, “Of course.”
Considering that you were using loops
as far back as 1966 (on Revolver), it
must amuse you that they are now so
Drevalent.

A lot of it was that Paul had a couple of
Brenell tape recorders at home. You could
disconnect the erase head on them, and
he used them to make tape loops, putting
new recordings over the first. He'd come
in with a bag full of them—some long,
some very small—all labeled with a
grease pencil. We'd lace them up on our
tape machine, and people would have
to hold them out with pencils. 1 recall
that on “Tomorrow Never Knows,” there
weren’t enough people in the control
room to handle holding them, so we got
some of the maintenance department
down to help. I think we put five loops
up on faders and then just played it as an
instrument.

Of course, now you can do anything;
is endless. But often all that doesn't
mean anything. If you just press a button
and its there, you haven't really created
anything, have you? Anyone can apply
this technology. But there’s that certain
something that you can't put your finger
on, something that you give to that piece
of recording that the equipment can't. It’s
something that’s in your heart that does-
n't come from any equipment whatever.
It comes from what you hear.

Being pushed to come up with all sorts of
new sounds, to try all sorts of things, did
you ever think, “Ob, this will never work.”
Oh, no. Never. Everything was always
possible. Nothing is impossible. That was
always my theory. [ ]

Maureen Droney is Mix's Los Angeles
editor.



impact of the bass drum. We always used
to keep the front skin off of the bass drum
and put in cushions and a big weight.
That sounds better to me than with the
head on and a hole cut in it.
What other mics do you recall using on
drums?
There were D19s, which were AKGs, I
think; just a cheap talkback mic. AKG al-
ways said they were the “throwout” cap-
sules for D20s. Then they came out with
the D19C, which had a little vent in the
back to help the bass end or something,
which never sounded the same, of
course. Like Neumanns—the way they
progressed up the chain from the 47s and
48s to the 67, which never sounded as
good as the 47; and the 87, which didn’t
sound as good as the 67. They were al-
ways trying to prove to you that it did,
but it didn’t.
Many drummers bave said they were in-
spired by the way the drums you record-
ed sounded on Beatles records.
It was the presence, I think. No one had
heard a bass drum up in your face, sound-
ing as solid as it did. Maybe my approach
to recording was magnifying them; I don’t
know. Getting back to this visual aspect,
it was a question of putting into focus var-
ious instruments. Whereas before, every-
thing had been sort of a blur. We just
pulled everything back into focus.
Thered been very little close-miking done
before.
I used to put my ears near things to hear
what the makeup of the particular tone
was. I would go out and have a good lis-
ten and see if there were any places
where things sounded slightly different.
Ivs like miking a cymbal on the edge.
Have you done that? I put a litle con-
denser on the very edge, and it vibrates
and you get this enormous big bottom
end—things like that,
Overall, your favorite micropbone for vo-
cals was a 47.
Yes, and also for guitars.
And you liked using a micropbone in fig-
ure-8 pattern on bass.
I used to try to pull the bass out of the
track to get its own space and hear it more
defined. And one way I tried to do it was
to put a tiny bit of chamber echo—well,
actually I should say reverberation—on it.
I started to do that on Revolver, but Paul
could always detect even the slightest
amount, and he wouldn't accept it. So I
had to be careful.

But when we were doing Pepper, Paul
would often overdub his bass after every-
one had gone home. It would be just Paul

and I and Richard Lush, the second engi-
neer. We'd spend a couple or three hours
doing bass parts, and I started using a C12
on figure of 8 about eight or 10 feet away
from his cabinet, which I would bring
into the middle of Number 2 studio. I'd
bring it out into the open from the corner
area where it was baffled off because I
wanted a bit of the room sound.

For a while, you were monitoring in
mono, even for stereo releases.

Stereo was late being introduced in Eng-
land; we were quite behind the times. Up
until Abbey Road, everything was moni-

tored in mono through one loudspeaker,
which was hard, but it also helped, be-
cause it's easy to get distinctive sounds
between guitars if you've got them left
and right. But if they’re coming from one
sound speaker, they merge together and
it’s a fight to find a place and a tone and
an echo for each guitar. And then, of
course, when you got it and you switched
to stereo, it was wonderful. It’s still a good
way of putting sounds together.

You bave to work barder on it.

Yes, it would take, on the average, two-
and-a-half to three hours to work on each
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and such, and we can’t have that.” Be-
cause, really, they'd had it easy for 10 or
15 years, and if things were changed, peo-
ple might expect more from them.

TI've beard that there was, at that time, a
sort of adversarial relationsbip between
engineers and artislts.

Well, there were certain rules and regula-
tions. It was very regimented. You weren't
allowed to get too close to the artist; you
were only supposed to speak to them if
they spoke to you. That was very hard.
We had to wear collars and ties and make
sure our shoes were polished, and we
had to get permission to take our jackets
off on a session. And to be seen without
a tie—forget it. Of course, you were
working with classical people, remem-
ber, who expected a certain amount of
respect.

You bave said that you bear in “colors”
Oh, I do, definitely. The way I approach
it is I use what I'm given by the studio like
a palette of paints. It's very hard to ex-
plain, but I hear visually. I hear centain
sounds in different colors. It’s really an ant
form to me. If you start asking me tech-
nical stuff, ’'m not really that interested,;
it's like an artist not really wanting to
know how the paint was made.

Yet you're quite a technical engineer, es-
Dpecially in the techniques that you devel-
oped—close-miking, preamp distortion,
backward sounds, automatic double-
tracking, tape loops. ..

It was only out of frustration because The
Beatles were quite demanding on the ses-
sions. That's what gave me the fuel to do
what I was doing. I couldn’t just sit there
and leave it; you had to do something dif-
ferent every track—like, “Geoff, we're go-
ing to use the piano, but we don’t want it
to sound like a piano; we're blending the
guitar, but we don't want it to sound like
a guitar.”

Did you usually bave a sound in your
bead that you were going for?

No, I just built the picture from the tex-
tures and colors of what the other instru-
ments were doing—what Ringo was play-
ing on the drums, or the way the other
guitar or keyboard sounded, trying to get
something from that. Obviously, it was
still going to sound like a guitar. But I
knew what they were saying; they just
wanted that extra little bit of magic to
make it sound like a different guitar.

I was given the equipment and used
it. Basically, that's what happened. Like
triple-compressing a bass or going from
one compressor into another compressor
and out of that compressor into a limiter,
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and out of that limiter into another limiter
and seeing what happens.

Speaking of compressors, in other inter-
views you've mentioned Fairchilds quite
a bit. What is it about them you like so
much?

The Fairchild 660s—it’s just a sound
they've got that I loved. It's good for spe-
cific drum sounds. It's great on electric
guitars, and it's great on vocals. That's
about it, really.

Do you think there's something to the no-
tion that bigger is better in terms of
recording equipment?

[Laughs] Well, that's because it was all
tube equipment. All the albums up until
Abbey Road were recorded through a tube
desk. Abbey Road was the first album that
was recorded through an EMI transistor-
ized desk, and I couldn’t get the same
sounds at all. There was presence and
depth that the transistors just wouldn't
give me that the tubes did.

That must bave been frustrating.

Oh, it was. But, of course, it gave a tex-
ture to the Abbey Road album after all,
which is quite pleasant. But at first, being
used to the wbe desk and being con-
fronted with the transistorized desk, it was
like chalk and cheese. It was hard. And
there was nothing I could do about it ex-
cept craft the music around it; it was a
much softer sort of texture.

When Studer came out with its tran-
sistorized multitrack tape machines, we
were A/B’ing with an MCI 8-track and the
same thing happened. The tape machine
just wouldn't produce the same snare or
bass drum sound. And, of course, they
could never give you an answer—you
could only hear it and say to the people
from Studer, “Why does it sound this
way?’

And they'd run test tones through it and
say it was all to spec.

Exactly.

You say you’re not technical, but you did
bave a lot of tecbnical training at EMI.
Yes, and it was superb technical training;
it really was. Referring to what I said ear-
lier, to be able to record in straight stereo,
with no multitrack backup...

And the quality of EMI's equipment, even
to the tape, was excellent.

Oh yes, it was extremely high. When I
went to do The Beatles' Anthology, I took
some of the tapes out of boxes that had-
n’t been out for 30 years, and they didn't
shed or show much sign of wear at all.
Even the tones went straight to zero. It
was quite unbelievable. But then, we
never had a problem with the tape. Of

course, we were never allowed to go back
over it.

You used fresh tape for every take?

Yes. That was another one of the rules;
we always had to record on virgin tape,
because the technical people at the re-
search department said—due to the flux
or something—we shouldn’t record over.
“Paperback Writer” bad a ratber un-
precedented amount of bass on it.

Yes, and the bass drum also. It was one
of the younger mastering guys—Tony
Clark, who was a pal of mine—so there
was some rapport between us. Whereas
before, it would have been, “No.” I also
remember the buzz that quickly went
around Abbey Road when it became ap-
parent what we had achieved with the
sound of a record. People were standing
outside the door and listening. ..It was so
different; really it was like seeing the first
screening of 2001.

Do you recall the setup for those sessions?
We did it [“Paperback Writer” and “To-
morrow Never Knows"] in Number 3 at
Abbey Road, although most of The Beat-
les’ songs were done in Number 2. I think
I was miking the toms from undemeath
as well as on top. And I think I was ex-
perimenting with 4038s—which were
originally a BBC design and are now
made by Coles—on overheads. They're
big ribbons; you have to boost the high
end. But there was a certain relationship,
for sume reason on the 4038s, between
mixing them in with the close mics that
really worked—something to do with the
phasing I suppose. When you reversed
the phase on the snare mic, it always
came as a much bigger, fatter snare sound
when you used the 4038s; it had to do
with the bottom end on them. And they
were also figure of eight, of course, so it
was kicking back.

What mic would bave been on the bass
drum?

I think D20s. But whatever can take the
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ficult for the band because they had al-
ready amassed an excellent collection of
gear that they used to lug from studio to
studio. “When we go into another record-
ing studio, we bring all of our own shit,”
Jenkins adds. “We don't actually use their
room. We monitor off their board, but we
use all of our own mic pre’s, compressors
and mics.”

The main console is a Sony DMX-R100
that interfaces through Apogee AD-8000
and PSX-100 converters with a full-blown
Mac-based Pro Tools |HD system. Howev-
er, the real stars are a refurbished Helios

board and a hot-rodded Ampex MM1200
outfitted with an 11-track head stack. The
basic premise is simple: Everything is
recorded through the Helios board or pre’s
onto the Ampex and then flown into Pro
Tools for editing. All of the monitoring is
done though the Pelonis Signature Series
Mains (which are the first professional
mains to boast a frequency response of 21
to 45k Hz) and a set of Yamaha NS-10s. In
addition to the vintage Helios board, pre’s
and some Neve 1081/1073 modules,
Carmer also uses some more-modern pre-
amps and outboard processors including
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selections from Sony, Focusrite and Uni-
versal Audio.

“[The word] ‘hybrid’ always sounds
like somebody’s car or something like
that,” Jenkins states. “Anything that's lime-
green is a hybrid. But [here], it's a very

Salazar takes a quick nap inside the lounge.

simple concept. Classic analog gear cre-
ates the sound we covet. It's the sound of
Bob Marley and Led Zeppelin and sort of
the classics of recording. And modern
technology and digital-information man-
agement improves the sound by allowing
you all kinds of ways of manipulating it
that analog doesn’t [allow]. So the philos-
ophy of the studio is to get pristine, clas-
sic analog signal path and be able to ma-
nipulate it in the most up-to-date fashion.
That’s what it’s about.”

Following the completion of their new
record, Morningwood Studios will actual-
ly transition from a project studio into a
commercial facility. And, rather than cater
to strictly high-end users, Jenkins and
Carmer are hoping to attract younger up-
start musicians who might find the facili-
ty’s affordability and “hands-off” attitude a
plus.

“I think that we have put a lot of
thought into this place that is going to
make sense to people,” Jenkins con-
cludes. “And that is what we've really
wanted in a studio—a home-like envi-
ronment and no one bothering you,
and a focus on tone and flexibility and
ways of manipulation. And most stu-
dios you go to don’t have that as their
concept.” ]
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Chris Fogel

From Albums With Alanis Morissette and Seal to Film Soundtracks

W n our sometimes over-inflated,
I over-hyped technological world,
I where audio addicts frenzy over

the latest, the greatest, the oldest and
the coolest, Chris Fogel is a refresh-
ing breath of fresh air. The emperor
better not try wearing any new
clothes around this guy: A brisk en-
gineer who works with streamlined
gear, Fogel espouses a totally no-non-
sense approach to his art.

The results of his engineering
style are the proof; it was Fogel’s
mixes that scorched the airwaves
during the summer of 95 on Alanis
Morissette’s Jagged Little Pill. He’s
continued to work with Morissette
on almost all of her music, including
her current smash, Under Rug Swept,
as well as with U2, Seal, the late
Aaliyah, Sheryl Crow, John Hiatt and
Robbie Robertson, among others,
garnering a Grammy" nomination in 1998 for Best En-
gineered Album for his mixes on Robertson’s Contact
From the Underworld of Redboy. Since 1998, he’s also
been mixing for film and 5.1 surround, working with
composer Edward Shearmur on the scores for such fea-
tures as Charlie’s Angels,
Cruel Intentions, K-Pax
and Miss Congeniality.

Reno, Nev.,-born and
currently bi-coastal, Fo-
gel recently constructed
a studio from the ground
up for himself at his
Glendale, Calif., home,
where we sat down for
this interview.

You got your start as a
l D), commuting from
the Reno area to San
Francisco to work weekends at clubs. What kind of
music were you spinning?

Industrial, mostly—Ministry and Wax Trax bands and
everything around them. Also Depeche Mode, New
Order, that kind of '80s Euro dance music. Song-based
stuff with guitars and melodies and a good driving
beat—that's what got me into it. DJs weren't the sort
of rock stars they are now, making $10,000 an ap-
pearance. I couldn’t afford to get a place in San Fran-
cisco, so I'd commute for two nights, staying with

www.mixonline.com

friends and sleeping on the floor. I also ran my own
clubs in Reno—Underground and Red Square—when
I was only 19. I leased space, promoted them myself
and got over a 1,000 kids a night.

So, recording school came after you were already a DJ.
In fact, it was a total accident. I was at a party up in
Tahoe, and I saw a brochure for Full Sail on the back
of a toilet.

It was a sign.

Yeah. Why the hell was there a Full Sail brochure on
the back of a toilet in that house in Tahoe? I went,
graduated Number One in my class, and got a job at
Westlake [Studios in Los Angeles] right after that.

I remember bearing that Westlake only bired people
if they'd graduated from a recording school.
Actually, for a time they were against it. There were
areas of knowledge students were definitely lacking
in, but they came out kind of cocky like they knew
everything. And I'm here to tell ya, nobody knows
everything. I'm nowhere near the engineer I poten-
tially could be. I'm learning every day. I go through
periods; like now, I'm in one of my “Van Gogh” dark
periods. That's where everything that I listen to that
I've done I don'’t really like; I think I could have done
it better. I'll come out of it, but the point is that you
don’t come out of school knowing anything, except
how to wipe your nose.

You started as an intern?

I started as the night runner at Westlake’s Beverly lo-
cation. I remember what got Steve Burdick, the man-
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ager, to give me a shot at assisting: It was
Christmas, and all of the regular assistants
were out of town. Because [ was the night
guy and he was the first one in every
morning, he'd see what kind of cleanup
job I'd done. And he noticed that I would
line up all of the coffee mugs on the shelf
so that the handles were facing the same
way.,

Very impressive. Like when you open the
Sridge in a studio kitchen and all the la-
bels on the drinks are facing the same
way.

That's what got me moved up. Now when
[ see someone who's doing the same
thing, I think, “An ambitious runner we've
got here—just like [ was.” But back then,
[ didn't know. I was just doing it. But
Steve gave me a shot, and my first gig was
a Pontiac commercial.

That'’s a speedy start.

Yeah. With a hardcore jingle engineer
whose license plate said “Mix4Bux.” I re-
member [ was terrified.

Was it at Westlake where you booked up
with producer Glen Ballard?

[ actually hooked up with Francis Buck-
ley, his engineer at the time, on a project
he was doing with someone else. And
then we did a Curtis Stigers record—a
great singer and sax player from New
York—with Glen. And when they did the
second Wilson Phillips record at Westlake,
I was the technical director.

Tecbnical director?

That was Francis Buckley's neat way of
giving me more credit. We did that record
on a Mitsubishi X880 and [ was in charge
of everything—come in on Sundays, you
know. After we finished that record, Glen

Brendan Lynch: Brendan Lynch (1997)
Message in a Bottle soundtrack (1999)

Michael McDonald: Very Best of Michael
McDonald, Voice of Michael McDonald
(both 2001)

Nine Inch Nails: “March of the Pigs”
remix (1996)

Playing By Heart soundtrack (1999)

Plumb: Best of Plumb (2000), Candycoated-
waterdrops (1999)

Seal: “Togetherland” on forthcoming
album

From left, Chris Fogel, Alanis Morissette and mastering

Chris Bellman at Bernie Grundman Mastering.

decided to build a studio at home. He
bought a Euphonix and he took me from
Westlake to run his show. [ learned the
Euphonix, and we did a lot of demos to-
gether. If there were albums, Francis
would come in. But Francis happened to
get hired by Quincy Jones to do Q's Jook
Joint right at the time when Alanis showed
up at Glen's door saying, “Let's work to-
gether.” And that was it.

So you've been working on Eupbonix
since 1992.

Euphonix may correct me, but I think
Glen's was the second install. It was a
CS2, a tiny little frame. It was Francis' idea.
They didn't want to do a big battleship
console because the studio was upstairs
above the garage. They wanted some-

Sheryl Crow: “If It Makes You Happy”
(1996)

Sneaker Pimps: “Post Modern Sleaze”
remix (1997)

Super Deluxe: "Farrah Fawcett” (1997)

U2: “if God Will Send His Angels” remix
(1998)

The Urge: Too Much Stereo, "My Time to
Fly” from Titan A.E. soundtrack (both
2000)
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thing fairly light that didn’t give off a lot
of heat, had a small footprint and still
sounded really good.

I learned from Francis not to fear new
technology. He sat me in front of the Eu-
phonix, and for one whole day, I went,
“What is this?” I didnt get it. Midway
through the second day, I got one little
section and the light went on for the
whole console. I understood it, and
now—if I don't have to—I won't work on
anything else.

You like a more transparent sound?

[ prefer a much less colored sound. A lot
of other engineers don't like the EQs.
Well, I love them. I like having the visual
“Q” curve, like in Pro Tools. I like Eu-
phonix’s tactile and visual interface that
allows you to see what you're doing, in
addition to hearing it. Plus the instant re-
call [laughs]; that's really important, be-
cause we recall everything. [ don’t think
there's been a single song—on any of the
three records that I've done with Alanis—
that [ didn’t have to recall at least twice.
Because of the way she’s worked, she un-
derstands that a recall is not that big a
deal. Of course, when we're getting to-
ward crunch time, it is.

With recalls so easy, bow do you know
when a mix is finished?

I'm satisfied much earlier than a lot of
people. I think if you've gotten the point
of a song across, you've done your job.
Alanis, [ don’t know what her process is.
We'd do recalls, I'd send her home with
them, she’d drive around in her car, and
call me and say, “Yeah, this one's done.”
What's strange to me is that on the more
important songs, she’s usually willing to

PHOTO DAVIC
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let go earlier. Like the first single from this
[new] album, “Hands Clean,” was the mix
we finished earliest. It was finished and
she never revisited it. But everything else,
right up until nine hours before master-
ing, we're doing recalls.

This time around, Rob Jacobs did most of
the recording.

I recorded almost everything in her rock
genre up to this; that’s because I worked
with Glen. He and I had a falling out, I
think Alanis and Glen also had a falling
out, and she started with Rob. And there
couldn’t have been a better choice. He's

perfect for her; an organic-based engi-
neer. Frankly, I wouldn't have revisited
much of what he did. But to her ears,
something was missing, and I think it was
just that she was used to the process that
I give her. She wasn’t looking for just mix-
ing, she was looking for what we could
do to make the songs better. So she said,
“Why don’t you try mixing a few songs?”
We had to do it in New York because she

was doing videos and photo shoots, and
because there are no other commercial
Euphonix studios in New York, except for
System 5s. We ended up in a tiny overdub
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room at Battery Studios.

A programmer, Carmen Rizzo, and I
tag-teamed, he in one room and I in the
next. I flew tracks around and kind of re-
arranged with some of the additional ele-
ments Carmen added. She loved it and
wanted to do the whole album, so we did
it in chunks. We did the first four in New
York and the rest here at [Glendale’s)
Front Page Studios. The only song we did-
n't look at was “Flinch.” I listened and did-
n’t want to touch it. Actually, I felt that
way about a lot of the mixes that Rob did.
But that goes back to my point: I'm will-
ing to let things go a lot earlier than oth-
er people are. If I'm getting the song and
the point of what she’s trying to say and
the emotion she’s trying to convey, then,
to me, it's done. I don’t have to get a per-
fect kick drum or bass sound, or the per-
fect overall texture.

I think people can spend way too
much time trying for perfection and get
perilously close to sterilizing a song. 'm
more into the immediacy of it. I think
that's what Alanis is into also—getting
your gut reaction and maintaining it
without going too far—but her process is
different.

Not many mixers do bothb CDs and film
work.

I love being able to have my hand in both.
I like having five speakers set up and dig-
ging into the technology and the art. On
the other hand, I think mixing for stereo
is more of an art than mixing for surround.
Mixing for surround is more of a sci-
ence—more color by numbers. When
you're mixing for stereo, you take the
speakers out of the equation and create
the image. For 5.1, the speakers are every
bit a part of the equation. I actually think
i's more limiting to mix in 5.1 than in
stereo.

Seal brought it up; he said mixing in
5.1, he tends to lose the emotion because
he’s thinking about the technology too
much. He’s thinking about how cool it is
that something’s coming from behind
rather than what the point of the piece of
MUsic is.

That's a problem that plagues a lot of sur-
round projects.

Most titles sound sterile—due to no fault
of anybody; it's just the technology.
“Yeah, that’s cool, but do I want to listen
to it again?” No.

What about for film?

If I had my choice for film, I'd do it in
stereo stems. When I'm given a mandate
by the stage that I have to deliver in 5.1,
I have to think about placement rather
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“Figuraziane dell‘invisibile - Shaping the invisible.”

TC ELECTRONIC INC USA » ¢

dynaudi

1IFIT'S THERE - YOU'LL KNOW IT

TC ELECTRONIC A/S DENMARK » 0}

IULASVIIM

e Central control from a dedicated remote

Sole and Mute on each channel

Level control - Preset recalt

Bass management and more...

e Extensive control from PC/MAC software
(optional)

dynaudio

Arrange a demo in your facility
©1-800-518-4546

coustics

+ 45 8742 7000

(805) 373 1828 » [FAx] (805) 379 2648

WWW.DYNAUDIOACOUSTICS.COM




-+ Who needs another equalizer? Check this: 120 Volt internal operating
voltage * 150 dB dynamic range ¢ Pure analog, discrete Class A equalization
Digital storability and total recall with motorized contrels « Selectable
constant Q and proportional Q equalizers « Linkable for surround ¢ Fully
remote-controllable < Exactly the equalizer you've been wishing someone

would build... The PQ from SPL. Not just another equalizer.
-3 All you need is imagination, good ears and three letters:

As with all SPL products, the PQ is conceived, designed and hand-built in Germany
SPL USA: call free 866 4 SPL USA * Email info@spl-usa.com » www.spl-usa.com

SEE US AT AES BOOTH #1677

Take Gontrol

Multi-channel audio monitoring is about to become even
more powerful.

Introducing the Model 78 Central Controller and
companion Model 79 Control Console, the newest
addition to our popular StudioComm for Surround series.

Designed for a variety of applications where 7.1 multi-
channel monitoring is required, the 78/79 system features
multiple source selection, extensive downmix capability,
and integrated bass management.

So, don't let control be an issue. Call today or visit our
website for more information.

___STUDIO_____
TECHN ' LOGIES
INC.

Skokie, lllinois USA
847.676.9177 www.studio-tech.com

SEE US AT AES BOOTH #1762
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than the entire picture. When the stage
doesn’t have a preference, I'm happier. |
can create a stereo mix that totally kicks
butt, then break out stems for them. If
they need to extract surround or the cen-
ter, they can do it.

Mixing film for 5.1 is, of course, total-
ly different than mixing albums for 5.1,
because you have to clear the center for
dialog. For 5.1 albums, that center is dis-
crete; it's got its own life, and you can put
whatever you want in there.
How do you work with composer Edward
Sheamur?
He'll write at home and ['ve got mirror
equipment for his writing setup, which is
mostly GigaStudio, so he can just come
in with his files. I start building mixes
early in the process and we overdub
where needed. Keeping cues in a near-
mixed state, we always know what they

are and when they’re done, I just print.
Also, it's important to have cues in good
shape for that day when the director de-
cides to pop in for a listen. Sequencing
is on Digital Performer, and I have a Pro
Tools rig, as well. I'm not a huge fan of
Pro Tools; I use it because [ have to. You
can do most of what you do with Pro
Tools in a Euphonix R1, and it sounds so
much better!

Do you generally do a lot of rearranging
in mixes?

Not usually. If an artist has gotten to the
point where they're ready for me to mix,
I'm assuming that they've already put
thought into having what they want on
tape. If there’s something that’s really bug-
ging me, I'll call them up and say, “Hey,
can [ do a little rearranging?” I'm not into
the school of replacing every kick and
snare just for the sake of retriggering. If
they were getting a vibe off of what they
had on tape, there’s a reason why they
put it there. Unless they tell me to go
through and do whatever [ need to, I'll
mix what I'm given.

I just mixed two singles for a band
called Custom. They brought in some
mixes that had been done, then played
the original track and said, “We never
gave the guy the right to do this. He nev-
er asked us, he just did it and it really
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- kantos 1. 0~

AUDIO CONTROLLED SYNTHESIZER

-
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ARTICULATOF

LMCUNT

TICUIATOR
The heart of kantos 1.0. The articulator takes the \
harmonic and formant information from the input signal
and dynamically applies it to the synthesized signal. It can
reproduce the input's characteristics with uncanny accuracy
or warp them into a universe of mutant forms.

= —/\ AVAW S

Each wavetable oscillator includes its own

independent multimode resonant filter andl chorus

generator. Additional wavetables will be available

from our website. Or create your own with pretty .
much any sample editor. TE GENERAT

—Wﬂm

The Gate Generator gives you control over the
triggering and duration of the envelopes as well as
retriggering the oscillators’ wavetables. Also included
is a variable-threshold noise gate to help clean up any
annoying background noise in the control audio.

rom the company that revolutionized

vocal intonation processing comes
kantos 1.0, a software-based synthesizer
that finally liberates you from the tyranny
of MIDI, keyboards, controllers or, in fact,
anything that stands between you and the
music you hear in your mind.

kantos 1.0 is controlled by audio. Any
pitched monophonic audio.* Like your voice.
Or a musical instrument. Live, in real time.
kantos 1.0 analyzes incoming audio and
instantaneously extracts pitch, dynamics,
harmonic content and formant
characteristics. This information is then

used to control the kantos 1.0 sound
engine. In ways never before possible

with a conventional MIDI synth.

To learn more about kantos 1.0, visit our
website al www.antarestech.com for audio
demos, guided tours and more. Whether you
are looking for an alternative to traditional
controllers, or are looking to produce
electronic music with a level of sonic
innovation and dynamic expression that's
simply not otherwise possible, kantos 1.0
will, quite literally, change the way you
make music.

*Actually, kantos 1.0 can also respond to unpitched or
polyphonic input. While the output isn't always predictable,
it's rarely less than interesting. And particularly with
thythmic input, you can get extremely dynamic
(and sometimes downright surprising) results.

KANTOS 1.0 WILL INITIALLY BE AVAILABLE IN
MAS, RTRS (MAC) AND VST (MAC) FORMATS,
WITH DTRECTX FOLLOWING NOT TOO FAR BEHIND
CHECK OUR WEBSITE FOR DETAILS

A%RE S

WHERE THE FUTURE’S
STILL WHAT IT USED TO BE

1.0 ANTARES AUDIO TECHNOLOGIES 231 Technology Circle, Scotts vValley, CAR 95066 USA
voice: 831 461 7800 | info@antarestech.com | www.antarestech.com
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sonal monitors?
I use them for leveling vocals and check-
ing overall balances at really quiet levels.
And if we're doing a film and Ed is sitting
here writing, I flip one around and give him
dialog in it so he can set his own levels.
I don’t see much vintage equipment; I
guess you're not one of those collectors of
Eastern European broadcast gear
[ went through that stage, but now my
main question is “why?” The Lexicon 960,
for example, my main axe reverb, has all
the sounds that the 480 had and [ get a ton
more DSP. The only things that I've kept
since the beginning are my Yamaha SPX-
990s. I have to have a pair of those. There
are a couple of drum rooms that I really
like. And without fail, when I mix Alanis'
vocals, they're processed through the
wood room for the reverb and the vocal
doubler for a little bit of spread. Except on
the current record, where [ strayed away
from that, and now I kind of regret it.
Overall, I'm into tried-and-true stuff.
I'm not into collecting. The bottom line is,
[the older gear] doesn't sound any better
to me. To me, it’s a waste of money from
a maintenance standpoint. 1 work all of
the time; I can't afford to be in the mid-

Introducing...

APACHE

Optical Patchbay

NOW SHIPPING!

FRONTIER

dle of a mix and have a problem. [ had
two vintage, black-face 1176s and I got rid
of them. Either the barrier strip would fall
off or the resistance would get funny. I
bought one of the reissues and it sounds,
[ won’t say better, but it doesn’t sound
worse. And [ know it's going to remain
stable. It's got XLR outputs, a discrete
transformer. ..

For me, I like a transparent mic pre,
and then let me go after the sound I want
via filtering or whatever. [ am into micro-
phones. The Coles ribbon mics are cool,
and there are times to use weird, vintage
mics.

Who built your studio?

I built the room myself, including
acoustics, which I designed along with
Ty Moyer at ASC—Acoustic Sciences
Corp.—in Connecticut. I just e-mailed
them out of the blue and said, “Hey, I'm
building a room in my backyard.” I gave
him dimensions and he came up with the
coefficients of where the [treatments]
should be placed. ASC also has a wall
construction that I used; they recom-
mend multiple layers of drywall.

Charlie Bolois and Kevin Kaiser of
Vertigo did the wiring. They had wired

the console for Tesh also, so they were
familiar with the system.

[ patterned it after Seal's room; I used
matching specifications. He has a CS3000,
and he built his studio in his gym without
really doing any acoustic treatment to it. [
got some of my best mixes out of there, and
it made me realize that [ could build my
own room. I'm very happy with the results.
What's next for you?

[ just finished recording and mixing the
score for Cameron Diaz’ The Sweetest
Thing, and I'm currently remixing Under
Rug Swept in 5.1, with Alanis’ previous
two albums to follow. I'm also recording
and mixing the score for Spyglass’ Reign
of Fire, with Matthew McConaughey and
Christian Bale. After that, I'm dong the
score for A View From the Top, composed
by Theodore Shapiro, starring Gwyneth
Paltrow and Mike Meyers. And, I've got a
bunch of unsigned bands in development
that I'm working with on and off, until
winter, when we should be starting the
Charlie’s Angels sequel. 1 guess you could
say it’s a multichannel year for me! W

Maureen Droney is Mix’s Los Angeles
editor.

Spend Less Time Patching...More Time Creating

ii rts in and out — up to 96 channels of dlgltal aﬁdlo'

bt

Store  Recl MO Pmch e B2

* Easy to use!
* 12 user-defined presets

* Port activity display

* 24-bit resolution

¢ Cascadable for more 1/0
* MIDI controllable

Introducing APACHE, the professional lightpipe patchbay from Frontier Design Group. ADAT™ Optical
and TOSLINK™ digital audio interfaces are the accepted standard for interconnecting much of your
studio’s gear. But keeping all those connections straight can be a real headache. But now there's
APACHE. With 12 inputs and outputs, you can route up to four sets of 24-channel equipment with one
easy-to-use box. That means you can route audio between your digital tape machines, hard disk
recorders, computers, and a digital mixer without ever having to unplug and repatch cables. Just set up
APACHE once, and with just two button presses you can completely reroute your studio. Unlike some
other solutions, APACHE provides an independent precision PLL for each input. Each input stream is
precisely reclocked so that the output stream carries the full integrity of the input. You'll always get
trouble-free routing with full 24-bit resolution.

I'RONTII:R

DESIGN
GROUP

www.frontierdesign.com
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NHTPro Studio Monitoring Systems, are you listening?
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farry Wanq
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NHTPro offers powered loudspeaker systems for stereo and multi-channel monitoring. For the NHTPro dealer nearest you call
1-800-NHT-9993. www.nhtpro.com
NHTPro, 527 Stone Road, Benicia, CA 94510, NHT and NHTPro, a division of Recoton Corporation, © 2002 Recoton Corp.




IN THE PROFESSIONAL STUDIO

tion” is the watchword. Studio man-

agers must efficiently reconfigure
rooms quickly and put any given piece
of gear to work where it's needed. Gone
are the days when a room could oper-
ate with a more or less fixed configura-
tion of gear, supplemented by rentals
paid for by the client.

Digital signals are a godsend in this
regard by allowing for lossless signal
runs over long distances. But the sheer
number of signals and lines involved can
be overwhelming, and nonterminated
patchbays can be dangerous to signal in-
tegrity. Centralized and automated rout-
ing of digital audio provides flexibility for
rapid configuration changes, while mak-
ing sure that transmission lines are han-
dled properly at all times and eliminating
wear and tear on cables and connectors.

' n today’s studio, “resource utiliza-

DIGITAL AUDIO

TRANSMISSION FORMATS

Resolving the alphabet soup of digital au-
dio transmission formats is an important
benefit of centralized signal routing. AES3,

By Gary Hall

AES3-id (single-ended AES), S/PDIF and
TDIF vary in electrical characteristics and
connectors. Conversion between 2-chan-
nel and multichannel multiplexed formats
such as ADAT Lightpipe and MADI is
more complex, and is better handled by
dedicated converter units.

Most routing systems on the market
are focused on the AES3 family. Larger
routers may use TDIF or Sony-style multi-
pin connectors for cost and panel space
reasons. Signal routers for ADAT Light-
pipe are on the market as well, handling
eight to 15 Lightpipe inputs and outputs.
Conversion units to translate between
Lightpipe and multiple AES3 signals are
also available.

At present, dedicated routing systems
for MADI are thin on the ground. Man-
ufacturers such as Euphonix that are
committed to MADI usually provide
routing facilities within their own sys-
tems, but options for intersystem routing
are limited because of reduced demand
and the difficulty of handling the higher
bandwidth and run-length limitations of
MADI signal lines.

@
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ROUTER DESIGN

For the studio, there are three factors to
consider when designing a routing sys-
tem to handle digital audio: signal in-
tegrity, number of inputs and outputs,
and control features.

A centralized routing signal will carry
a large number of signal lines, many with
long runs. It is imperative that the system
preserves the integrity of data and clocks
in every signal, with careful termination
and buffering, and low signal leakage or
crosstalk.

The “eye pattern” is the key tool to
evaluate signal integrity in digital signals.
This pattern is formed by triggering an
oscilloscope or digital measurement
system with the signal word or bit
clock. The result is a composite of mil-
lions of individual state changes, im-
mediately showing noise, impaired rise
and fall times, or other forms of signal
degradation.

Figure 1 shows a progression of eye
patterns, taken from real life, that illus-
trate how an AES3 signal can be de-
graded by poor signal handling. As the

oo e A o e
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Figure 1: A series of “eye patterns” that show the progressive degradation of an AES3 signal. The pattern itself is a composite of millions of transitions, showing variations
from cycle to cycle and expanded blue areos. In (o), an original clean signal is shown, with consistent rise and fall fimes. In {bl, 30 ns of jitter has been added by a poor-
ly terminated signal run. In (c), a second bod termination has degroded the signal sufficiently to endanger the ability of a receiving device fo recover clock and data.
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rising and falling edges lose integrity,
the “eye” becomes smaller. The actual
timing of signal transitions becomes
uncertain, adding jitter to the embed-
ded clock and increasing the risk of
data error. With seriously degraded sig-
nals, a receiving device may be unable
to latch onto the clock or recover data
successfully.

Centralizing the routing for a multi-
room studio complex calls for larger num-
bers of signal inputs and outputs, with stiff
requirements for termination. Design dif-
ficulties rise quickly as routing systems
scale up. Whereas an 8x8 matrix for a
small room has only 64 different paths, a
256 in/out router has more than 65,000.

Routers for multiroom studios also
must provide for remote control and
monitoring from any location, whereas
single-room systems can operate from
the front panel. In both cases, the es-
sential control function is the ability to
preset memories for routing configura-
tions. Larger systems naturally need to
store a greater number of setups and
provide better means to label and or-
ganize setups so that multiple operators
can use them.

z-Systems’ Digital Detangler: The name says it oll.

WHAT YOU NEED TO KNOW BEFORE

SELECTING A DIGITAL AUDIO

SIGNAL-ROUTING SYSTEM

PATCH POINT MATRIX VS.
SYNCHRONOUS ROUTING

In asynchronous routers for the produc-
tion studio, appropriately terminated in-
put buffers feed a matrix that routes
selected signals to the drivers for the des-
ignated outputs. In a
well-designed router, a
careful design of input
and output circuits,
coupled with proper
layout and grounding
practices, ensures that
signals puss from input
to output without a
significant increase in
jitter. This type of
router is completely
agnostic with regard to the format or da-
ta content. As long as the design isolates
and buffers a signal appropriately, there
will not be any interaction, and signals of
different sample rates and bit resolutions
can be mixed freely.

The other digital audio router design
type is synchronous, where digital audio
signals are completely or partially decod-
ed and routed using time-domain multi-
plexing. This is a more costly and
complex method to route signals. Apart
from cost, a disadvantage to this method,
as far as the recording studio is con-
cerned, is that all input signals must be
synchronous, and therefore of the same

ww.mixonline.com
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sample rate. Any incoming “wild” feeds
not already synched to a common clock
must be sample rate-converted.

In a broadcast environment, synchro-
nous TDM-based routing allows any sig-
nal or combination of signals to be

Frontier Designs’ Apache: simple Lightpipe or optical S/PDIF routing.

switched instantly, allowing for seamless
switching. However, if the signals in
question are already clock-synchronous,
then they can be switched within an
asynchronous matrix without any issues.
Synchronous routers ensure that this is
the case under all circumstances and
provide assurance in critical broadcast
environments.

Synchronous routing also makes it
easier to implement signal-handling func-
tions, such as channel splitting, status bit
flipping or sample-rate conversion. In
most studios. these functions are not of-
ten used and are typically assigned to
dedicated units or handled directly with-
in recording, editing and mixing systems.
For recording studios, the additional costs
of synchronous signal routing are usual-
ly not justified.

PRODUCTS: MEDIUM-SCALE ROUTERS
Several companies have made digital
routing systems a specialty for the proj-
ect studio and larger installations. Here
are a few.

A company focused on signal routing

October 2002, MIX 83



JIGITHL HUDIO ROUTERS

and monitonng c¢ontrol, z-Systems offers a
rapidly expanding line of digital audio
routers that it refers to as Digital Detan-
glers. The 288 and z16.16 models offer

8x8 or 16x6 matrices with a choice of AES,
S/PDIF or optical connectors, all con-
trolted exclusively from the front panel.
The z8.8r and z16.16r “professional”
models eschew optical connectors, but
offer control via the z-rrc remote panel
or by computer. Thesc models also com-
bine multiple AES3 connections onto

FUTURE DIRECTIONS

multipin connectors to expand to the
larger z32.32r, 764.64r, 2128.128r and,
most recently, the 7256.256r.

z-Systems recently introduced the Opti-
Patch and Optipatch+ Lightpipe Routers.
The basic OptiPatch ofters eight Lightpipe
inputs and eight outputs; OptiPatch+ ex-
pands that to 15 ins and outs in the sume-

To date, digital audio routing in the stu-
dio has followed the point-to-point para-
digm of analog signals. Digital audio
transmission standards carry two, eight or
up to 56 channels on a single line, but it's
still a fixed number.

Meanwhile, technologies such as Eth-
ernet and FireWire/IEEE1394 have
evolved to the point where they are ca-
pable of carrying substantial numbers of
digital audio signals. Applying these tech-
nologies to signal routing is a tempting
prospect, potentially offering same ad-
vantages as computer networking, where
many users can share resources in a very
flexible way using a single connection.

Several manufacturers now offer sys-
tems that use networking technologies.
Most of these focus on fixed installations,
touring sound and remote recording,
rather than generalized studio production.

MicFeeds 1 2 3 4 56 7 8 910 1112 13 14 15 16
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CobraNet Receivers
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London. Eight Rane 8-channel mic preamps route 64

feed monitoring and recording.

Etherne:

Current network technologies are lim-
ited by bandwidth. Studio applications
also require low latency, which can be dif-
ficult to achieve when large numbers of
arbitrary signals are handled over a net-
work. As Gigabit Ethernet, FireWire-2 and
other higher data-rate technologies
emerge, we can expect to see more and
more application of these to professional
production.

The most prominent technology to
route digital audio over networks is
CobraNet. Developed and supported by
Peak Audio, CobraNet is currently incor-
porated into products and systems from
Peavey/MediaMatrix, QSC Audio, Rane
Corporation, Crown Audio and others.
Numerous other companies have Cobra-
Net products at various development
stages.

At its current level of development,
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Signal flow of a CobraNet application in remote recording, as implemented by Floating Earth in

microphone feeds across a single redundant

Ethernet connection. CobraNet receivers from QSC decode the audio into eight AES3 pairs per unit to

CobraNet carries up to 64 channels of 20-
bit audio on a single conductor. Major in-
stallations for the Sydney Olympic
Stadium and the Experience Music Pro-
ject in Seattle, among others, have
proven that CobraNet is robust and scal-
able. This is clearly a technology to watch.

Otari offers the Network Audio Distri-
bution System, which uses IEEE1394 con-
nections to handle up to 96 channels of
24-bit audio at 48kHz sample rate or 48
channels at 96kHz. Individual model ND-
20 "head” units are equipped with mic or
line inputs, D/A outputs, AES or TDIF I/O
as required, with up to 32 channels avail-
able in each unit. As many as 63 ND-20s
can be connected to the network.

For the studio, the most ambitious of
the systems that multiplex audio data
onto external serial buses is the Nexus sys-
tem from StageTec of Germany. The sys-
tem uses modular head units to acquire
digital or analog signals in various for-
mats, determined by system configura-
tion, and multiplexes them onto one or
more fiber-optic cables to be picked off by
corresponding decoding heads. The maxi-
mally expanded system is claimed to be
able to handle a crosspoint matrix of
4,096x4,096 (though we didn't have a
chance to test that). The system provides
options for DSP functions, format conver-
sion, and transmission of nonaudio data
such as machine control and MIDI. Among
others intallations, Nexus systems are in
use at Skywalker Sound and Fox Networks.

Yamaha has the MLan family of
products that is based on IEEE1394. The
company manufactures MLan adapter
cards for many of its popular synths,
samples, as well as the 02R and 03D dig-
ital mixers. Yamaha also offers an 8-
channel audio and MIDI interface to link
standard devices into the network.
Yamaha is actively soliciting licensees to
expand the range of products and ap-
plications for MLan. [ |
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Introducing
the

The UE-7 PRO transcends
all previous personal monitor
technology to deliver an
unprecedented spectrum of
studio quality sound. This
TRIPLE driver monitor
features dual low frequency
armatures for DOUBLE the
bass output. The result is a
custom mix of dazzling highs
and rich, deep lows. Experience
the UE-7 PRO to know sound
that satisfies the mind and
shakes the very soul.

FOR INFORMATION ON
ALL ULTIMATE EARS
1-800-389-6531 (LSA)
1-702-263-7805 (OUTSIDE USA)
WWW.LLTIMATEEARS.COM

MIX, October 2002 o wwne.mixonline.com

DIoITHL AUDID AOUTER)

less cost-effective for recording studio
applications.

NVision manufacturers a range of
audio-routing products from 32x32 to
1,024x1,024 or larger, with options for
both asynchronous and synchronous rout-
ing. Control is via serial port, with a choice
of control protocols. The smallest member
of the family, the NV3064, is available with

and can be installed in the same rack-
frame.

Sierra Video Systems manufactures
several dedicated AES3 routers in its Shas-
ta and Yosemite products groups. The
Shasta products are mostly combined
switchers for video and audio, but 8x8,
16x16 and 32x32 digital audio-only con-
figurations are offered. The Yosemite
product includes audio configurations up
to 128x128, in various combinations of
synchronous and asynchronous patching.

Snell & Wilcox offers the IQBRT, an
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Operational flow of a broadcast router (in this case, a Snell & Wikox IQBRT AES3 synchronous 8x8 switcher),
which provides for conversion of sample rate, frame alignment, crossfading, level matching and polarity
inversion in the digital domain. These utilities can be lifesavers in live broodcast, but may not be required for

general signal routing in the studio.

32x32 or 64x64 AES3 pairs, in synchro-
nous or asynchronous configurations. The
NV3256 offers 256 AES input and outputs
in different combinations of synchronous
and asynchronous signals in the same
frame. NV3512 is a fully modular system
occupying one or more full-sized racks.
Designed as the ultimate in flexibility, each
rack unit provides up to 512x512 matrix
switching for any combination of digital
audio signal connectors, in any combina-
tion of synchronous and asynchronous.
PESA offers the TDM3000, a large-
scale modular system using TDM tech-
nology and engineered with the demands
of broadcast in mind. The TDM3000 can
be configured using four-rackspace units,
from a 32x32 matrix up to 1,024 inputs
and 1,024 outputs in any desired combi-
nation. Modules for timecode and ma-
chine control routing are also available

8x8 synchronous digital audio switcher
with sample-rate conversion on all inputs
and gain adjustment to correct differ-
ences in reference level, as well. Twenty-
four-bit audio is handled at standard
sample rates up to 48 kHz.

TESI offers the DR48, a two-rackspace,
asynchronous, crosspoint matrix config-
urable from 16x16 up to 48x48. Front
panel control is unavailable, but the com-
pany supplies control software that runs
under Windows.

As the digitalization of production
continues, we can expect that the needs
for dedicated routing products will only
increase, with more entries at both the
top and bottom ends of the market, and
more devices to handle MADI signals. Bl

Gary S. Hall operates the world’s only
solar-powered piano lounge.
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x GREAT DAW

The old debate was simple: digital vs. analog.
But today, we have PC vs. Mac, native vs. host-
based, digital consoles vs. audio interfaces,
hardware samplers vs. GigaStudio, EXS24 and
Halion, FireWire vs. PCI; take your pick, and
someone can build a case for the best way to
work. As the format war'’s intensity increases, it
has become imperative to carefully weigh not
only the monetary considerations but also the
investment of one’s time and energy. With the
pace of today’s work, there simply isn’t time to
head down any blind alleys.

In my work as the Digital Doctor (a consult-
ing business serving the New York area), [ con-
sult with a diverse group of clients with very dif-
ferent needs and goals: studio owners, musicians,
producers, composers working in film and televi-
sion. The common thread is that they all want to
use their CPUs to track, edit, mix, post, send MP3s
and browse the Web—all while doing it faster,
cheaper and easier than they did yesterday.

In the past month alone, my studio clients
have sequenced running Logic and VST instru-
ments and printed to Pro Tools; dumped files
from Logic running on one CPU into Pro
Tools | HD for mixing; played songs straight out
of Digital Performer 3 into analog gear and then
into Pro Tools for mastering; tracked through
Pro Tools hardware into Cubase on a PC; trans-
ferred files from Nuendo to Logic; and brought
24-bit Tascam tapes to be transferred to Pro
Tools for editing and mixing. The point to all
this? The lack of compatibility among formats is
costing people a lot of time and money. There

\ 983,

is a great deal of pent-up demand to be able to
move freely between studios.

These issues lead to the two questions I'm
constantly asked: One, what is the best choice
for a user setting up a high-end DAW on a sin-
gle CPU? And two, how does one incorporate
multiple CPUs into a powerful and dependable
system? This article will focus on the first ques-
tion of setting up the killer computer-based stu-
dio, providing two case studies that are pretty
typical of what I see daily. [ will tackle the issue
of compatibility more fully in my next article.

Even though a single CPU is capable of power
that was simply unimaginable a few short years
ago (in 1985, I was able to awe my friends with
Professional Composer's eight tracks of MIDI
running on a PC that sported 64K on the moth-
erboard), users’ expectations have increased at
an even faster rate. The goal, therefore, is to de-
sign a combination of software and hardware that
meets users’ needs and desires without sacrific-
ing reliability/stability. The first decision is possi-
bly the most important: whether to use “native”
(referred to as host-based processing) or invest
four times as much in a TDM system.

Let’s look at native systems first. With the in-
creased CPU power available today, mixing a
project entirely with native plug-ins has come
closer to being a reality. But soft synths, video
playback, and applications such as Reason and
GigaStudio all compete for the same processor
cycles that plug-ins do. As more demands are
placed on the system, even the fastest CPU will
eventually buckle.

BY NED MANN

HOW WILL IT ALL FIT ON A SINGLE CPU?
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NATIVE SYSTEMS AND LATENCY

The biggest drawback to host-based sys-
tems is latency. Software companies seem
to have conveniently missed this point.
Every manufacturer [ speak with tells me
that latency is not a big issue, vet it is the
Number One concern of musicians and
producers. Even the lowest buffer settings
yield 1.5ms 10 3ms delays and are more of
a fantasv than a reality when it comes to
large files. The song that starts out with 16
tracks and a somewhat livable 3ms delay
setting will die an ugly death when it
reaches 014 tracks of audio, 128 plug-ins
and 16 virtual instruments. In order to
record a session with this file, all of the
tracks would have to be bounced to disk.
This is not the DAW dream. Although many
interfaces feature “no latency” inputs, these
are generally limited to a stereo pair, with
the live inputs combined with the stereo
mix from the sequencer and fed directly to
the interface’s output. When combined
with an outboard mixer and reverbs, this
setup can salvage a small overdub session,
but this is definitely not an alternative for
pro applications.

Bluntly stated, the current level of la-
tency in host-based systems is simply un-
acceptable for most of my clients, large or
small. Therefore, a combination of card-
based and native processing power is still
necessary for the pro user. For the moment,
at least, Digidesign dominates this ap-
proach. In addition to zero latency on in-
put, Digi hardware also provides confi-
dence monitoring, extensive DSP power,
high track counts and extended sample
rates. It also offers compatibility with most
major studios, in addition to the highest
reliability.

These issues would seem to make
Digidesign hardware and Pro Tools an ob-
vious choice. For many users, it is. In terms
of composing and arranging via MIDI,
however, pro users need sequencing tools
that are simply not yet available in Pro
Tools. (Real-time quantize, looping, nota-
tion, VST support, to name just a few—
these desires are not news to developers of
Digidesign, and I'm sure they are hard at
work on them.) The other important con-

TRATION KAY MARSHALL

[

sideration is that most musicians and producers typicaily have logged years
on their chosen sequencer and are loath to sacrifice that experience. This
leads many users to seek to improve thejr work environment with Digi hard-
ware, as opposed to completely starung over with Pro Tools.

INTEGRATING THE BEST OF BOTH WORLDS

For many, then, the discussion boils down to a two-part question: which
sequencing program to use in conjur«tion with Digidesign hardware, and
how to control the hardware via the chosen program. Logic, DP3,
Cubase/Nuendo, Sonar, etc., all have their devotees. Of these, Cubase/Nu-
endo and Sonar, although excellent native applications, do not supporn
Digidesign hardware at all. ] '

Logic and DP3 are both sophisticatecfand mature programs, though Logic
offers much tighter integration. HD sypport for Logic is shipping, while
MOTU's HD support is promised with its long anticipated 3.1 update. DP3
and Logic can both be run with the sequencer “taking over” the Digidesign
hardware and under DAE. This allows for the no-latency monitoring and
DAE plug-ins (a huge plus). Until now, it has also ruled out using the host's
native plug-ins. Emagic’s release of the groundbreaking ESB-TDM Bridge
(which allows users to run DAE on one track and Logic/VST on another)
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was a pivotal moment, allowing users to
have their proverbial cake and eat it, too.

However, many longtime Pro Tools
users do not want to abandon the pro-
gram. For some, the elegant automation
and ease of use are irreplaceable, while
for others, it is the need to interface with
other Pro Tools studios on a daily basis.
One answer is to run both applications at
the same time (Logic or DP3 handling the
sequencer chores and Pro Tools handling
the audio), synchronized over the IAC bus
(an internal bus of the Mac OS). I have
many clients who do this, and it has
proven to be quite stable. The drawback
is that only one program can be the mas-
ter (i.e., start and stop the other). This can
be solved by configuring Pro Tools hard-
ware as the digital clock master, while us-
ing a synchronizer (for example, the
MOTU DTP, Digi’s USD or the new Sync
I/O) as the time-address master. Each ap-
plication sends MMC to the synchronizer
and receives MTC back from the syn-
chronizer. In this way, the fronted appli-
cation always has control of the system.
It's fast and accurate, and it works.

In order to explore today’s realities, I
want to examine two real-life scenarios
where users have dealt with single-CPU
issues and have come up with configura-
tions that work.

DP3 AND PRO TOOLS
Joel Goodman, of Hifiproductions, is a
composer and DP3 user who works pri-
marily for film and TV.

“My current MIDU/recording setup is
entirely computer-based, with Digital Per-
former fronting my Digidesign hardware.
There is no physical mixing console and
no outboard effects {other than an occa-
sional PCM 80, and all mixing and DSP
are done in the computer via TDM plug-
ins. The way I typically work is to com-
pose in DP, do some ‘premixing,’ and
then transfer everything into Pro Tools for
additional recording and final mixdown.
For me, DP and Pro Tools each have ma-
jor features to offer that the other doesn't.
One of the most important Pro Tools fea-
tures is that it is now in almost every stu-
dio. So when I need to go to a larger fa-
cility, I can just bring my drive and I'm
ready to go. But when it comes to com-
posing, and especially composing to pic-

92 MIX, October 2002

www.mixonline.com

Film/TV composer Joel Goodman

ture, Digital Performer is indispensable.

“One of those ‘indispensable’ features
is the way that DP handles separate cues
as ‘chunks,” allowing me to work with one
file per reel of film. So instead of having
35 files and the need to open a new file
with each cue, I usually only have six
files. Chunks also help keep setups and
tracks to a minimum while promoting
more consistency. Perhaps most impor-
tantly, when a director comes over to hear
my work, everything is right there. An-
other important aspect of Performer is the
conductor track, which allows you to
view tempo and meter changes in the
main Arrange window. Logic handles this
in a separate window, which prevents ed-
iting the tempo and MIDI tracks in paral-
lel. While I'm sure there are work-
arounds, these are important features for
film work.

“I decided to run Digital Performer un-
der DAE instead of using MAS [MOTU Au-
dio Engine), for several reasons. The first
is to access TDM plug-ins, which are truly
top-shelf, and to ensure that
what I work on in my studio
will transfer exactly to what
we use in the final recording
and mixing. An important
problem with this scenario is §
the inability to automate effect |
parameters, which both Pro
Tools and Logic can do. An-
other important limitation has =
to do with using soft synths [
[such as Absynth, Virus, etc.],
which ‘connect’ to Digital Per-
former via Digidesign’s Direct
Connect. Digital Performer
only allows one instance of
each as opposed to using the
soft synths in Pro Tools, where
I could have up to eight in-

ported directly and requires
the use of a ‘wrapper,’ which
is buggy. The lack of full
support for soft synths and
VST is especially frustrating
when considering the direc-
tion sound developers are
taking. A perfect example is
ILIO’s amazing new plug-in,
Stylus, which has been creat-
ing a huge buzz. Even though
Stylus has an MAS version (as
well as an RTAS and VST),
DP3 still leaves any user run-
| ning under DAE out in the
cold.

“The second and most
important reason I turned
the Digi hardware over to
DAE is that under MAS, it is not possible
to monitor your input without latency.
This became a deal breaker because, for
me, zero latency is critical. The trade-off
here is that DP can’t punch in on-the-fly
when running under DAE as it does un-
der MAS. The work-around in this case
is to use Digital Performer’s auto-record
feature and set the punch-in/out points
before recording. This is something I
hope will be addressed by DP soon.
While I have considered sequencing in
Pro Tools, there are far too many limita-
tions, especially the absence of notation
editing and printing.

“When all is said and done, one of the
most important reasons that I compose
with Performer is that I have been using
it since Version 1.22, about 15 years! In
that time, Digital Performer has grown
into a stable and elegant composing tool.
For now, the ease and speed of compos-
ing in DP, combined with the ability to
edit and mix in Pro Tools, are a great
combination.”

stances. Also, VST is not sup- Musician/producer Andy Snitzer
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realistic and flexible reverb unit
" Rob Cavallo

[ have ever heard.

Warner Bros. Records ExecttiverStaff Producer
I haven't heard a digital
reverb even approach this level

of quality until now." -Allen Sides
Producer, Engincer and Studio Owner
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LOGIC AND PRO TOOLS

Andy Snitzer, a New York City-based mu-
sician and producer, bas composed with
Logic Audio and Pro Tools for years. The
advent of soft synths and samplers bas cre-
ated a new set of problems and solutions,
as the next example will illustrate.

“Until recently, I ran Pro Tools and
Logic together on the same computer.
Pro Tools served as my virtual mixer, ac-
cepting synth audio via my Digidesign
1622s, while I sequenced on those synths
in Logic. Pro Tools controlled the audio
via DAE, and Logic served only as a MIDI
sequencer. When I finished an arrange-
ment, I'd lock the programs together and
record all of the MIDI parts as audio files
in Pro Tools. From that point on, Pro
Tools would be my working environment
for overdubs, audio editing, mixing, etc.
I had the best of both worlds as I saw it:
MIDI tasks in Logic and audio tasks in Pro
Tools.

“The advent of virtual synthesis blew
this setup out of the water. In order to
continue to work this way, and take ad-
vantage of both TDM and VST synths,
things got too complicated. I'd load the
Virus TDM, for instance, on a Pro Tools
aux track and control it from Logic via
OMS. Every time [ wanted to change a
patch, I had to switch programs! In or-
der to use VST synths, I'd load the ESB
on a Pro Tools aux track, and then load
a VST synth on a DTDM track in Logic,
linking them through Direct Connect. If
I then wanted to print VST audio to
tracks within Pro Tools, I'd often have to
start Pro Tools in record with five or six
bars of pre-roll, switch to Logic to re-es-
tablish the DC connection, switch back
to Pro Tools to monitor recording, lev-
els, etc. Switching between programs
while running the Virus TDM would of-
ten cause Virus to freeze, meaning that
I'd have to remove and re-instance the
plug before audio output from the plug-
in would stop!

“The solution to all of this was to turn
the Digidesign hardware over to Logic,
and to run only Logic during the com-
posing/arranging/sequencing stage. I
built my virtual mixer in Logic, accepting
input from the 1622s as before, yet I've
also augmented my mixer to take advan-
tage of the soft-synth world. Even on my
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Announcing the Dragonfly Deluxe — a
special limited edition of BLUE's presti-
3 gious Dragonfly

' Microphone.
You've heard the buzz
about the Dragonfly —
state-of-the-art electron-
ics and craftsmanship,
2001 TEC award-winner
for studio mic of the
year, and sound quality
that will, well — knock your antennas off. The
Dragonfly Deluxe features gold trim and a deep-
green hand-lacquered
finish, accompanied
by a numbered certifi-
cate of authenticity,
and comes nestled in
its own beautiful
cherrywood box. So
check it out, but do it soon: The Dragonfly

Deluxe is limited to a run of g

just 275, and they'll be flying
Microphones

Each Drogonfly Deluxe
arrives in its own hand-
crafted cherrywood box

2001 TEC award winner

out of stores quickly. See
your dealer for pricing
and availability.

766 Lakefield Road, Suite D. Westlake Village, CA 91361
805.370.1599 * www.bluemic.com
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old 9600/XLR8 G4 450, the amount of vir-
tual synth/sampler power I'm getting is
amazing and a joy to work
with. My default setup loads
with four stereo instances of
Virus, four EXS24 stereo in-
stances, four EXS24 mono in-
stances and four stereo VST
synths [B4, Absynth, EVP8S,
Cheese Machine] running
through the ESB. I've loaded
additional Virus and EXS24
instances without any prob-
lems. The only practical limi-
tation I have is that at a cer-
tain level, the density of
VST/ESB data can cause
clicks and pops, I believe due
to the bus speed on my
trusty ol’ Mac. Nevertheless,
I've lately been doing full
MIDI arrangements that are 80 percent
based in virtual synthesis. In terms of plug-
ins, I've got access to all of my TDM stuff,
and on the VST instruments, I've got VST
plugs on the DTDM track that hosts the
VSTi, and TDM plugs on the ESB track
that routes the sound to my audio inter-
face! Making sampler banks in the EXS24
is a dream: Point it at a bank of .WAV files,
tell it to map chromatically...done. Work-
ing with ReCycle this way is also amaz-
ing: Recycle the loop, export the slices
and a MIDI file, make an EXS24 instru-
ment, drag the MIDI file in and off you go.

“In addition to functioning as my au-
dio mixer, MIDI sequencer and virtual
sound palette, my setup also handles sim-
ple audio recording, naturally! Since I still
prefer to work with audio in Pro Tools, I
generally bus all of my MIDI-generated
output to audio tracks when I've com-
pleted an arrangement. Usually, I'll just
record all tracks from bar one and import
them into a Pro Tools session, compact-
ing the files where there are tons of blank
audio. Before that, though, when I'm still
in Logic, if I need to record a vocal or a
couple of guitar parts to arrange MIDI
against, I can. If any of that ends up be-
ing final, I do the same thing I do with the
synth output: bus to an audijo track and
import into Pro Tools.

“Once the session exists as audio only
in Pro Tools, my good friend and frequent
partner Kevin Killen can take a copy and

start to do his thing on it, via our Tita-
nium/Magma-based mobile rig. He prefers
to work in Pro Tools. If at some point [
need to do any additional MIDI work, I can
either do it in Pro Tools, which is fine for
an extra MIDI part or so, or if it's a bigger
task, I can go back into the original Logic
document. The flexibility is wonderful.
“While I do have a couple of practical
limitations (which might well be reme-

Ned Mann, aka the Digital Doctor

died by a new G4!), I'm generally doing
substantial work using host- and TDM-
based virtual synthesis, MIDI, audio
recording and audio mixing all on one
computer. It’s an amazing time.”

WRAP-UP

Because of the factors mentioned by both
Goodman and Snitzer, many users decide
to go with a combination of Logic and
TDM. The tight integration with Digi
hardware, as well as the extensive sup-
port for VST and soft synths, seems to
make a compelling case. For established
users, however, the decision to change
programs is not to be taken lightly. The
first tight deadline will often send my
clients fleeing back to the safety of their
original sequencer.

This fall will be a turbulent time. Ap-
ple’s acquisition of Emagic is a perfect ex-
ample of how fast things change. Soon,
when Emagic, MOTU and Digi release
versions that support OS X, the playing
field may change yet again. VST is not
supported in OS X (or it will have to be
completely rewritten), so we will have to
wait and see how that shakes out. Stay
tuned. |

Ned Mann, a bassist and recording en-
gineer/producer for 25 years, runs Inter-
active Sound, a recording studio in
Ringwood, NJ., and Digital Doctor, a
studio consultation business.
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hardware configuration. Use a laptop or
desktop computer; select Mac or Windows
operating systems; choose the platform that
will best suit your needs. When it comes to
what hardware to use, that's easy too:
Nuendo supports the ASIO standard audio
driver format, giving you literally hundreds of
choices from a multitude of developers. A
Device Setup dialog lets you configure video
and audio drivers, external control surfaces

(such as the Houston), and many other use-
ful parameters, or simply add new functional-
ity to Nuendo as it becomes available.

Nuendo Features

Types of Tracks: Audio Tracks, Group Channels, Video
Track, MIDI Tracks, Mix Automation Tracks, Marker Track,
Tempo and Time Signature Track

Up to 200 audio channels of simultaneous playback

Up to 64 group channels with same access to audio effects
and EQ as normal audio tracks

Recording of multiple channels of audio simultaneously
16, 24, & 32-bit float audio files, up to 384kHz sampling!
Record AIFF, WAVE and Broadcast WAVE files

Import AES31, AIFF, AIFC, WAVE, Broadcast WAVE, MPEG,
MP2, MP3, REX, SD2 up to 384 kHz sample rate (depend-
ing on format)

Import Open TL and Premiere Generic Edit Decislon Llsts
CD audio grabbing

8 internal auxiliary effects buses

4 inline effects inserts for each audio channel

Master effects bus allowing for up to eight simultaneous
chained multi-channel effects

Access to internal effect plug-ins or external effects
patched via the audio hardware

Realtime and offline support for VST and DirectX plug-ins
Reverb, Echo/Delay, Compression/Dynamics, Chorus,
Flanging, Modulated Filter Effects, Equalizers and Apogee
UV-22 dithering algorithm built in

Automated mixing of all parameters

Plug-in-based surround panning

Surround mixing: Freely configurable speaker arrangement
with presets for most common formats; formats can be
user-defined up to eight channels

Optional Dolby Digital and DTS encoding

Mix automation tracks for each audio track, group channel
and for plug-ins

Viewing of multiple mixing parameters simultaneously
Offline mixdown to a mono, stereo or multichannel file
Sample Editor (non-destructive sample mapping)
Integrated processes: Acoustic Stamp, Crossfades,
Envelope, Fade In/Out, Gain Change, Noise Gate,
Normalize, Phase Reverse, Time Stretch and Pitch Shift
with MPEX algorithm, Remove DC Offset, Reverse, Silence,
Stereo Flip

Non-destructive, editable fades and crossfades

Global and per track auto-fades and auto-crossfades with
user definable fade times for smooth transitions

Audio Process History with the ability to modify, remove or
replace former processes

Analysis: Statistics, FFT-based spectral analyzer

Pull-up and Pull-down supported via external hardware
Fast locate and sync lock up

Scrubbing of individual tracks forwards and backwards
Tempo-lock option allows events to maintain their relative
bar/measure and beat position across tempo changes

A/B selection for 4-point cuts

Timeline Formats: Timecode, Film Formats, Seconds,
Samples, Bars/Measures and Beats

Synchronization: Sample Clock Sync, 9-Pin, MTC, MIDI
Clock, Sample-accurate sync with ASIO 2.0

Real-time waveform drawing with different styles

Plug-in information windows for listing and managing VST
and DirectX plug-ins

ReWire support for devices like Propellerheads’ Reason,
Rebirth 338, etc

Display of multiple time formats

Loop recording and playback for all tracks

Networking support via standard networking protocols
Playback of AVI, QuickTime and MPEG movies, video play-
back synchronized to audio

Video Track with thumbnail preview

Video playback with QuickTime, DirectShow or Video for
Windows

OMF import and export with media file references or media
in¢luded, Video information can be converted to markers
Markers can be accessed via the Marker Window, Marker
Track, from the numerical keypad, or from a remote con-
trol such as Steinberg Houston, JL Cooper MCS-3000 and
CS-10, Roland MCR-8, Yamaha 01V, Cm Automation
Motormix, Radikal SAC-2K

Muitiple remotes of the same kind supported

MIDI support including “piano roll” editor, Controller Editing
and Quantize

Support for Virtual Studio Instruments

mLAN (IEEE1394) support for multichannel audio transfer.
Audio extraction and replacement in video files

Cubase Song File import, MIDI File import and export
Mixdown to MP3, RealAudio G2, AIFF, and WAVE (also
Windows Media Audio & Real Audio V5 on PC, SD2 on Mac)
The Audio Pool keeps your media accessible and organized
The Pool is not attached to a particular project file and can
be used for creating sound FX and sample libraries
Browser view allows all data (events, automation, etc.) to
be edited numerically

Cue sheet printing, track sheet printing

Enhanced editing operations and tools (range- or object-
based selection, Nudging, Scrub Tool, etc)

Unlimited undo/redo

Options to lock events in size, fade-length, position, etc
Two 9-pin connections with track arming, automated
machine recognition and autoedit for audio layback

LTB support for MIDI devices like Steinberg's Midex 8

Edit Mode functionality for post production: Video picture
“sticks” to the moved audio

VST SystemLink for sample-accurate linking of multiple
computers, irrespective of platform

Sample Rates:

Relative THD+N (S/(N+D):
Dynamic Range, -60 dB:
Passband Ripple:
Stopband Attenuation:
Interchannel Crosstalk:
Frequency Response:
Input Levels, maximum:
Clock Jitter:

Functionality:

Connectors:

Case:

Power Supply:

Input Voltage Range:
Power consumption:

Computer Hardware, PC:
Minimum requirement:

Recommended System:

Operating System, PC:
Audio Hardware, PC:

44.1, 48, 88.2, 96 kHz £10%

-105 dB @ 1kHz, -0.5 dBFS output
-117 dB A-weighted

0.001 dB

110 dB

< -120dB

10 Hz-20 kHz, £0.025 dB

24 dBu, 18 dBu and 4 dBV

<22 pSec {ext WC input)

Lock and sample rate indicators.
Signal present and “over” indicators
per channel. Internal clock {four
sample rates) and External {word
clock) input. Soft Limit and UV22HR
buttons. Power switch & indicator.
Rear panel reference level multi-turn
trimpots (one per channel).

1 IEC power connector chassis male
4 Toslink optical transmitters for
ADAT-S/MUX output

2 BNC for Word Clock input & output
2 DB25-B for analog input,

Tascam standard pinout

Option cards: 1 DB25-B for
AES/EBU,

2 DB25-B for TDIF digital outputs
1U (1.75 in) high, 19 in rack-mount
Switch-mode

100-240 Volt AC 50-60 Hz

~25W

ANALOG IN 9-16

our 18

C‘ b ADAT
SMUX

Relative THD+N (S/(N+D):
Dynamic Range, -60 dB:
Passband Ripple:
Stopband Attenuation:
Interchannel Crosstalk:
Frequency Response,

10 Hz-20 kHz:
Functionality:

Connectors:

Case:
Power Supply:

Input Voltage Range:

Power consumption:
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Nuendo

Pentium II 233 MHz, 128 MB RAM
Paraliel port required

Dual PIII / Athlon 1 GHz or faster,
256 MB RAM

Windows 98 SE, 2000, XP
Supports ASIO 2 spec for high-end
multi-channel audio cards
Supports Windows MME spec for
standard sound cards

ApoGee ELECTRONICS CORPORATION, Santa Monica, California, USA.
Tel: +1 310.915.1000. Fax: +1 310.391.6262. Email: info@apogeedigital.com
NativeTools is a trademark of Apogee Electronics Corporation. Nuendo, VST and ASIO are registered trademarks
of Steinberg Media Technologies AG. Other trademarks or registered trademarks are the property of their respective owners,
For information and support on Apogee Electronics products, jvisit wiswrapageediaital.com. For Nuendo information, visit www.nuendo.com.

Computer Hardware, Mac:
Minimum requirement:

Recommended System:
Operating System, Mac:

Audio Hardware, Mac:

-104 dB @ 1kHz, -0.5 dBFS input
-116dB A-weighted

0.0002 dB

115d8B

<-125d8B

Gain: £0.15 dB; Phase: << 1.0°
Wide and Narrow Lock indicators,
sample rate indicators.

Signal present indicator per channel
Clock source selection,

WC, Bank 1 or Bank 2

Input selector {2x)

Power switch & indicator

Digital gain control with auto-stor-
age

1 IEC power connector chassis male
1 DB25-B for AES-EBU input.

2 DB25-B for TDIF input

4 Toslink optical receivers for
ADAT-S/MUX input

1 BNC for Wordclock input

2 DB25-B for analog output,
Tascam standard pinout

1U (1.75 in) high, 19 in rack-mount
Linear power supply,

Toroidal transformer

100-240 Volt AC (switched) 50-60

[[AD-38 AJD CONVERTER

APCCAT LLITTIOARS SRPORATON

PowerMac G3, 128 MB RAM

USB port required

PowerMac G4, 256 MB RAM
MacOS 9.1 or higher;

MacOS X 10.1.4 or higher
Supports ASIO 2 spec for high-end
multi-channel audio cards
Supports Sound Manager
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NativeTools Studio Edition.

The Sound of Apogee.
The Power of Nuendo. :
Together in one box.

(® steinberg

+1 310.915.1000 www.nativetools.com



The Sound of Apogee.

Apogee’s AD-16

is a 16-channel,
A D 24-bit A/D con-

verter, operat-
24/96 ing at sample

rates up to 96 kHz. Its powerful multi-
channel configuration integrates perfect-
ly with the Nuendo DAW, and it is ideal
for surround applications. The system
offers ADAT optical outputs and optional
AES/EBU or TDIF, for compatibility with many
digital audio systems. The unit syncs to word
clock or its own internal high-stability clock.
Word Clock output is also provided.

Optical outputs on the AD-16 support the
Sonorus S/MUX specification for sample-split-
ting of high sample-rate audio data into multi-
ple ADAT-style optical interfaces. Additional
light-pipe outputs are provided to deliver up
to 96 kHz digital audio from all 16 channels in

Designed to

interface
D A seamlessly

with the
24/96 Nuendo DAW

|NTELL|DACpartofthe
NativeTools package, Apogee’s DA-16
“IntelliDAC” offers 16 channels of
Apogee quality in a compact, convenient
1U package, handling 24-bit D/A
conversion at sample rates up to 96 kHz.
Digital inputs to the DA-16 may be derived
from AES/EBU, ADAT optical or TDIF sources,
and the unit can sync to word clock or a
specified input. ADAT and TDIF inputs are
organized into two groups of eight, and chan-
nels 1-8 and 9-16 can have different sources.
In addition, the light-pipe inputs accept the
Sonorus S/MUX protocol for sample-splitting
high-resolution signals into optical interfaces -

CH 916 88.2
WORDCLOCK @ 48

a1
WIDE

6
NARROW

SYNC SAMPLE RATE

® =
POWER

this mode: ideal for the 96/52 PCI card sup-
plied with NativeTools.

An expansion port allows the addition of
optional TDIF or AES/EBU daughter cards.

LEDs indicate signal status on each channel,
with the intensity modulated by the signal
level to give an “analog-like” display. A second
LED per channel indicates “overs”, and may
be user-configured. The balanced
analog inputs are organized into
two groups of eight channels on
25-pin D connectors.

Apogee’s industry-stan-
dard word-length reduction
system, UV22HR, is HIGH RE
included for reducing the word
length from the converter’s native 24 bits to
16-bit for CD mastering, Internet audio, etc,
or 20-bit for DVD-Video and other applica-
tions. UV22HR retains virtually all the

®— CH1.8 —
®— CH916 —

SOFT LmIT

the protocol used by the 96/52
PCI card supplied with NativeTools
- allowing access to all 16 chan-
nels. Input sample rates are
detected automatically, and a
two-level “Lock” indicator shows
“wide” (up to £150 degrees) and
“narrow” (£5 degrees) lock. LEDs indicate sig-
nal status on each channel, whose intensity is
modulated by the signal level to give an “ana-
log-like” display. The balanced analog outputs
are supplied in groups of eight channels on
25-pin D connectors.

“IntelliDAC”, the DA-16's subtitle, relates to
the converter’s unique “intelligent” two-stage
re-clocking system. A fast-responding “read”
clock, with a wide locking range, fills a dedi-
cated FIFO buffer, while an ultra-low-jitter
“write” clock writes the data out of the buffer,
and clocks the converters.

SIGNAL

AD-16 & DA-16: 16 channels of Apogee at 24/96.

high-resolution detail without

creating artifacts.

o Apogee’s unique

’ ’ SoftLimit system maxi-
mizes digital output level

without overs. These fea-

tures are easily activated with a pair of but-

tons, and may be optionally applied to chan-

nels 1-8, 9-16 or all.

An elegant and effective user interface
characterizes the AD-16, including a power
switch, sample rate/sync selector, clear
“overs” button, and two buttons for Soft Limit
and UV22HR respectively. Rear panel DIP
switches select regular ADAT versus S/MUX
mode, “over” settings, UV22HR output resolu-
tion, infinite hold for the over indicators, and
set the sample rate to 1x or 2x Word Clock.

The AD-16 closely matches its companion,
the DA-16 16-channel D/A, in appearance.

A significant
cH1-8 ’ advantage of
H9-16 88.2 this configura-
NORDCLOCK @ 48 tion is that both

441 D| incoming clock

! WIDE and data are
. LOCK . de-jittered.
NARROW As a result,
SAMPLE RATE the system is
more insensi-

tive to phase errors between synchronous
digital sources. Errors up to £150 degrees
can be corrected, substantially reducing the
chances of glitching, and enabling the D/A
converter to offer superior performance even
with extremely unstable input signals.

A calibration mode is also included, allowing
quick and easy adjustment of the reference
level for each channel.

The DA-16 is a powerful and audibly

Without compromise, these products make
superior conversion more accessible, and
more available for a wider range of creative
applications. Both are ideal companions for
the Nuendo DAW software that forms a vital
part of the NativeTools system.

AD-16 Features
16 channels of Apogee A/D in a compact 1U package -
perfect for tracking, surround or multitrack transfer
ADAT+S/MUX and optional TDIF or AES interfaces
to connect to Nuendo and other DAWs and MDMs
Full 24-bit A/D conversion for maximum quality
UV22HR retains detail at 16- & 20-bit resolutions

Sample rates up to 96 kHz - ideal for DVD-Audio and
other high-density formats

Soft Limit minimizes the chance of overs and maximizes
digital output for the hottest recordings

Adjustable “over” definition: 1-4 successive FS samples
Locks to 1x or 2x the external Word Clock sample rate
Multi-turn pots for level calibration

AD/5
-

superior solution for both multichannel/sur-
round monitoring and analog mixing in the
NativeTools environment, completing the
record/replay chain with the uitimate in con-
version quality.

DA-16 Features
Unique dual-clocking system locks to almost anything,
removing jitter from both clock and data
Two-level panel indicator gives instant lock status
ADAT with S/MUX, plus TDIF & AES/EBU interfaces
for interconnection with the NativeTools Nuendo 96/52
card and the vast majority of other systems
16 channels in a 1U form-factor - ideal for accurate
surround monitoring or analog mixing
Sample rates up to 96 kHz meet the
high-resolution needs of the modern studio
Simple level calibration for perfect interfacing
with other studio equipment
Superior Apogee audio performance where it counts

Nuendo: The Premier Audio Production System.
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Before the advent of today’s super-com-
puter-power PCs, early digital audio
workstations (DAWSs) relied on expen-
sive, proprietary hardware with dedicat-
ed DSP chips. But today, computers are
much more powerful - and much more
affordable, making them ideal platforms
for a high-power DAW solution.

For more than a decade, Steinberg Media
Technologies has been the leader in native,
host-based DAW systems. Building on that
experience, Steinberg has created Nuendo:
the ultimate audio production tool.

Instead of requiring dedicated DSP hard-
ware and locking you into an expensive
proprietary environment, Nuendo uses the
power of your computer’s CPU to deliver
awesome performance, scalability, and above
all, flexibility. With simple, expandable hard-
ware interfacing that uses industry standard
interfaces, not expensive proprietary ones.

Because Nuendo is a host-based, native
system, it is able to grow with your needs,
adapting itself to the latest computer tech-
nology. Unlike proprietary hardware solu-
tions, that /imit future possibilities, Nuendo
delivers the tools you need to keep pace with
innovation and with your own requirements.

Flexible by Design

Flexibility is the key to Nuendo’s superiority
for digital audio recording, editing and mix-
ing. Configure Nuendo to work the way you
want with user-definable Key Commands and
Views. Import almost any audio file. Choose
the operating system that best suits your
needs: Macintosh® 0OS 9 or X, Windows® 98,
2000 or XP. And Nuendo benefits from the
added power and flexibility of multiple
processors - allowing configurations far in
advance of current hardware-based DAWSs.
Enhance Nuendo almost indefinitely with an
enormous range of VST plug-ins: even con-
nect multiple machines and platforms togeth-
er with sample-accurate VST SystemLink.

What Is Nuendo?

Nuendo offers a 200+ track recording facility,
complete with a 200+ channel audio mixer
including everything you need for fully pro-
fessional recording, editing and automated
mixing - and that’s just the beginning. In
film scoring, post-production, music record-
ing, TV and radio, or video games, Nuendo
has the tools to get the job done easier,
faster, and for a fraction of the cost you'd
expect. Nuendo won't limit your creative out-
put, delivering support for mono, stereo, or
any surround format up to eight discrete

Nuendo 96/52

PCI Audio Interface Card
_f'
The Nuendo 96/52 8
card, included in the
NativeTools package, plugs
into your computer to provide
extensive digital I/O capability.
It features three ADAT 1/0 ports
with S/MUX capability for high sam-
ple rates, S/PDIF or AES/ EBU, Word
Clock I/O and ADAT Sync In.
All I/0 is available simultaneously, and

the ADAT input features a powerful PLL for
perfect audio synchonization.

The card features a zero wait-state
. PCI bus master design with inter-
g rupt sharing, and burst FIFO

S operation allows a transfer
M rate of 130 MB/s in both
e directions — resulting in
minimal CPU loading, even
when using all 52 channels.
B\ Eight buffer sizes are avail-
™ able, offering latencies as low
as 1.5 ms.
The 96/52 comes with ASIO 2.0
drivers for Windows 98, Windows
2000 and Mac OS, and supports
sample rates from 32 to 96 kHz.
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Gus Dudgeon, 1942-2002

The Last Interview with Elton John’s Legendary Producer

n July 21, 2002, the music world lost one of

its finest production talents when Gus Dud-

geon and his wife Sheila died in a road ac-
cident in England. Best known for producing many of
Elton John's most critically and commercially success-
ful albums, Dudgeon had also produced David Bowie,
XTC, Ten Years After, Joan Armatrading, Audience and
the Bonzo Dog Band, among many others.

Dudgeon came up through the ranks, starting out
at the renowned Olympic Studios on Baker Street in
London in the early '60s, and later joining Decca Stu-
dios in West Hampstead as a staff engineer. While at
Decca, Dudgeon engineered The Zombies “She’s Not
There,” worked with the Moody Blues and Marianne
Faithfull, and recorded the legendary John Mayall's
Blues Breakers album with Eric Clapton. At the urging
of producers Denny Cordell and Andrew Loog Old-
ham, Dudgeon decided to get into production, and by
1968, he had become an independent producer for his
own Tuesday Productions company.

From that point on, Dudgeon produced a number
of distinctive and now classic recordings. With David
Bowie’s first major hit, “Space Oddity,” Dudgeon
took what could've been a rather noveltyish tune
and turned it into a transcendent pop moment. His
extensive work with Elton John covered everything
from the larger-than-life orchestral sweep of “Tiny

Dancer” and “Levon,” to hard-
1 as-nails, hookfilled rockers

like “Saturday Night's Alright
* for Fighting” and “The Bitch

Is Back,” to more reflective

numbers like “Daniel” and

“Country Comfort.”

Elton John trusted Dud-
geon’s production instincts to
the point that the artist basi-
cally left the studio after the
piano and vocal tracks were
laid down, leaving Dudgeon
to create that unique synthe-

sis of orchestral pop and Americana that defined many
of John'’s best recordings.

Although Dudgeon was always a fan of organic
recordings with real players, the Guinness Book of
World Records lists him as having produced the first
commercial recording that utilized a drum loop, John
Kongo's “He’s Gonna Step on You Again.” It was an
acknowledgement that Dudgeon was proud of and
also amused by.

During the '70s, Dudgeon joined Elton John in
forming Rocket Records, which put out successful re-
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leases for Neil Sedaka and Kiki Dee. In the '80s, Dud-
geon built SOL Studios and reunited with Elton for sev-
eral more successful albums: Ice on Fire, Leatber
Jackets and Live in Australia. With XTC, Dudgeon pso-
duced Nonsuch (1992), one of the band’s finest al-
bums; during the '90s, he produced Menswear and
committed himself to remastering all of Elton John's
CDs for Universal.

My involvement with Gus began last year, when I
received an e-mail requesting a replacement copy of
a CD I produce every year for The Oxford American
Magazine. Gus had loaned it to a friend who lost it.
When Gus found out that the CD was one of a series
I produced, he got me to send him the rest. From that
point on, he sent me numerous and lengthy e-niails
about every track on each disc; we wound up spend-
ing hours on the phone yakking about music and
whatever else was on our minds. I was continually
struck by how much he truly loved music, especially
Americana and roots-type music. At one point, [ asked
him if he had ever considered, due to his love of
American music, moving to the States. He replied that
there had been a time when many of his English
friends moved Stateside and had tried to get him to
come over. Upon reflection, he’d realized that as much
as he loved artists like Doug Sahm, Fats Domino, and
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Introducing ProDesk™ Reference monitors that render traditional two-way
monitors obsolete and make most large (and costly) three-way systems look, and
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With the same design as the revolutionary Sky System One, ™ theyre the ultimate in
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newer artists like Nickel Creek and The
Yahoos, his heart and soul were rooted in
England and he knew that he would al-
ways stay there.

After one of our conversations, I casu-
ally mentioned to Gus that it might be
cool to do an interview for Mix. He
agreed and we did several lengthy inter-
views shortly before the tragic accident.
This is very likely the last interview Gus
Dudgeon ever gave, and [ hope it con-
veys some of this legendary producer’s
enthusiasm for his work and his real love
for great music.

How did you come upon the realization
that you wanted to work in music?

Well, basically when I left school, I ran
through 11 jobs in four years. I got fired
from every single one 'cause I used to get
bored and would leave without telling
them. I worked in a toy store. I sold pur-
ple hearts on the streets of London—a

pound for 100. I worked for a clip joint,
an advertising agency. Just ridiculous jobs.
I had no idea what I wanted to do.

My mother was doing PR for a compa-
ny that was just opening, which found
jobs for people, called ManPower. My
mum came home and said, “Listen, we
found you a job at a recording studio.”
And I said, “Doing what? What do [ know
about recording?” She said, “Well, I don't
know, but this guy got sent to a studio last
week and I don't think he was that quali-
fied either.” So I thought, “Okay, I'll go and
do an interview.” [ was 17 or 18 years old.

So I went to interview for this job at
Olympic Studios, which at that point was
just off of Baker Street in an alleyway that
is now sadly not there any more. I walked
into the reception area, and there was a
series of Lonnie Donegan EPs on the wall,
of which [ had two and actually still have
to this day. And, in true kind of cheap EP
style, they had the same photographs on

The loss of Gus Dudgeon affected an entire industry, but most certainly those who
worked with him. On hearing the news, independent Website Elton John World
(www.eltonjohnworld.com) assembled a Gus Dudgeon tribute, with comments
from people who knew him best. Here are some excerpts, courtesy of EJW:

“I am devastated by the tragic news about Gus Dudgeon. He was an incredibly tal-
ented producer and a very dear friend for many years. | will miss him terribly.”
—Elton John

"Gus was a legend—and will live on as one—to all of us. As most of you know, Gus
and | had always planned to work together again at some stage, and it had been
suggested as recently as two months ago that we were going to work together in
the very near future. | am lost for words and will miss him desperately.”

—Nigel Olsson

“I worked as Gus’ engineer for three years but knew him as a friend since 1968,
when he met Elton. Gus was a perfectionist, whether mowing the lawn or mix-
ing Joan Armatrading. I'd been at Dick James Music studios for two years and
was an Elton John convert. | became Steve Brown's assistant. Steve decided the
production wasn’t good enough. Then Gus arrived. Bloody hell! Gus made the
production amazing! From Empty Sky to Elton John [Elton’s first album with Gus]
is a great leap, like chalk and cheese, thanks to Gus moving in." —Stuart Epps

“I had the privilege of working with Gus on several projects over the years, ei-
ther as a studio engineer, live engineer or as co-producer, and learned a great
deal from him. He loved all kinds of music and had an amazing ability to extract
the best performances from singers, musicians and technicians alike, and
thought nothing of working for hours through the night until he captured that
perfect sound. The Nigel Olsson drum sound and Dee Murray’s bass sound were
classic examples of Gus’ brilliance and were such a major feature of Elton’s ear-
lier albums.” —Clive Franks
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the front of each different jacket, only
slightly tinted differently. One was tinted
orange, one was tinted green, but exactly
the same picture of him on the front with
a microphone but behind him were these
acoustic tiles. Right then, I noticed behind
the receptionist were these same acoustic
tiles. All of a sudden, I got this rush. I
thought, “Wait a minute, people make
records in here. [ can’t believe it!” By the
time I had gotten up to the boss’ office for
the interview, I was already working in
this place in my mind. He asked me cer-
tain questions, like did [ know how a tape
machine worked and so forth. By a weird
quirk of fate, I actually did have a tape
machine made by a company called Bari-
tone. I was able to record little things at
home and make a bounce on it, which is
kind of nifty and it impressed my friends.
I was the only person I knew who had a
tape machine.

So, obviously, I was headed in that di-
rection, albeit inadvertently. So he asked
me questions and I waffled on a lot of
crap. He asked, “Could you take a tape
machine to bits and put it back together
again?” I'm going, “Yes, of course I can.”
[Laughs] It was completely untrue. A week
later, he rung up and offered me the job.

On the very first day, I made a deci-
sion: “Gus, this is it! This is your job. This
is your life, and it is what you have to do.”
When I sat in on that very first session and
the engineer pushed the monitors up, I
was like, “God, I can hear bass, I can hear
things I've never heard on my Baritone
machine at home.” It was just a thrill, and
[ was completely blown away with the
power of it. [ was hooked, and there was
no going back from that point on. This
was about 1961 or ’62. I remember Del
Shannon came in and did a session—I
was wetting myself.

How did you transition into production
JSfrom being a staff engineer?

What happened is, [ was doing a 4-track
Moody Blues session that Denny Cordell
was producing, and I was really pleased
with the sound we had achieved. It was
difficult in those days to get a great sound
on every single track. If you put a rhythm
track together, you might have as many as
five different people on one track. When
you got a great sound and a really good
balance, it was really not worth chang-
ing—I would fight for it. The Moodys got
to the session first, and they wanted me
to change the EQ and add echo all over
the place. I was getting more and more
pissed off. And then Denny came in about
an hour-and-a-half into the session and



said, “Play me what you've got.” Before I
played it to him, I said, “Listen Denny, be-
fore you hear this, I've got to tell you that
since you've heard it last week, the guys
had me stick all kinds of shit all over it.”
And he went, “Well that’s probably what
they want. Let’s have a listen to it.” So I
played it, and he said, “Well, it sounds all
right to me.” And I said, “Well Denny, can
I just play it to you without any of the ef-
fects on it?”” He said, “No.” I said, “Why
not?” He said, “That's what the boys
want.” [ went, “I think that’s pretty stupid.
A week ago when we did the session, you
loved it.” And he said, “Well I think it
sounds fine now.” So he got pissed off
and rang the head office. They called me
back and said, “Listen, you can't talk to
Denny like that. We've just given him his
own label. He's an important producer.” 1
said, “Yeah, but I have an opinion. Sure-
ly my opinion isn't valueless.” They said,
“Well, you've got to go back into the con-
trol room and apologize to Denny.” So |
put the phone down with my tail between
my legs and went back into the control
room, and he said, “Gus, do me a favor.
Just let me hear what it is you're talking
about.” So I took all of the EQ and all of
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the effects off and just played it flat. And
he said, “You're absolutely right. That’s 10
times better. The guys in the band are full
of shit. Run it off the way you want to do
it.” And I went, “Oh, great. Okay.”

As he was leaving the control room, af-
ter the end of the mix, he said, “You're
bored with this aren’t you?” I said, “Well,

I've been doing it almost six years, and
the challenge has gone out of it now. I'd
like to move on to something else and I
don’t know what.” He said, “I reckon
you should get into production.” I was
amazed. He said, “I think you'd be good
at it.”

About two weeks later, 1 did a session

with Andrew Oldham [producer/manager
for the Rolling Stones]. I used to always
do his sessions at Decca. At the end of the
session, Andrew said, “It’s about time you
went into production, isn't i?” And I
thought, “Christ, you're the second pro-
ducer in two weeks to say something to
me about that.” I said, “Well, 'm kind of
thinking about it.” And he said, “Well,
good luck, mate. If you want any help,
give me a call.” As he walked out the
door, he stuck his head back in and said,
“Oh, by the way, make sure you get a roy-
alty.” This was like ’65 or '66. I thought,
“What a good idea.” But it was between
Denny and Andrew pushing me that I
kind of took the bull by the horns and
went into production.

One of your most well-known production
credits is David Bowie’s first big bit,
“Space Oddity.”

The only reason “Space Oddity” was done
was because the label was looking for
some kind of gimmick. At that point in his
career, Bowie’s manager couldn’t give him
away. So Mercury picked it up very cheap-
ly and got in touch with Tony Visconti.
Tony said he would do the album, but he
hated this “Space Oddity” song. So he said,
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— PRODUCER'S DESK

“Gus is in the next office. Pop in and sece
it he wants to do that. He can do it on the
B-side, and I'll do the album.” And that's
how it came about. I spent more time plan-
ning ahead of the recording more than any
other I'd done. The demos I did for “Space
Oddity” were bloody good demos. 1 also
spent a lot of time planning the first Elton
album, but it came out of habit from “Space
Oddity,” and that approach proved to be
50 successful.

How did your work with Elton Jobn come
about?

The fetlow who had produced the first El-
ton album [Empty Skyl, Steve Brown. said
to Elton, "It was great to produce vour first
album, but I'm not really a producer. |
think if we're going to move this thing on.
we really ought 1o be looking for a pro-
tessional producer to take on the next al-
bum.” I think it was admirable that he had
the balls 10 sav that.

So they sarted looking around. and
one of the songs they kept talking about
was “Space Oddity.” Steve., Ehon and
Bernie thought the orchestral arrange-
ments on it were really good. So they rang
Paul Buckmaster and said they'd be real-
ly interested in me working with Elton
John. So, Bucker rang me and said, “Do
you know of Ellon John?” T said, “Ycs.
He's got this great record out called ‘Lady
Samantha.” It's not a hit, but it’s getting a
lot of play.” He said. “Well, if he offers you
ajob, I suggest you take it. I think it would
be well worth doing it. He’s obviously a
good writer.”

At the same time. they decided they
wanted George Martin to produce their
record. Evervone wanted him to produce
their records in those days. So they went
to George and apparently turned him
down. because he wanted to do too much
and he wanted to do the arrangements. as
well. They said, “Well, we've already hired
Paul Buckmaster to do that. He's working
on three charts now.”
credible—no one turned George Martin
down. So they went back to the office and
rang Bucker up and said. ~Well, disap-

Now, this was in-

pointing news, Paul. you're not going to
be working with George Martin.” Of
course, Paul was very touched that they
would stick with him because he was rel-
atively untried as an arranger. So they
were talking to him about who they
should approach, and he said, “Well. sce-
ing as you like "Space Oddity” that much,
why don’t vou approach Gus.” They
seemed to like that idea. Dick James’ of-
fice was a five-minute walk from mv of-
fice, so they came over and played me 12
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songs oft of a demo. and T just couldn't
believe it. All of them floored me. Basi-
cally, my prayers were uanswered. Al-
though I'd had four hits prior to this, it
was with four different artists. What T re-
ally wanted was an artist that [ could work
with on a consistent basis. So I was like,
“Yeah. I'm going to do this.”

In fact, that first album [Elron Jobn]
wasn't really made to launch Elton as an
artist; it was really made as a very glam-
orous series of demos for other people to
record his songs. It was kind of like Jim-
my Webb making an album and everyone
rushes in and covers all of the songs on
it. That was kind of the plan behind it.
Is it true that Elton’s live album [11-17-70],
which quickly followed Elton John, 1was a
Jorm of damage control from bootleggers?

That was done as a radio broadcast up at
Phil Ramone’s studio in New York to an
audience of maybe 100 people. It was be-
ing bootlegged like mad, so Dick James
rang me up and said, “Look, if I send vou
a tape of this broadcast, do you think there
is an album in there?” So [ managed to find
about 20 minutes to fill each side and he
said, “Go ahead and mix it and we'll put
it out as an album.” We did and it was ul-
timately one of four albums that were put
out in one vear, which wus ridiculous. We
also had the soundtrack to Friends and
Tumbleweed Connection, which was the
official follow-up to the debut album.
One of the most distinctive elements of
Your work with Elton had to do with
Paul Buckmaster’s buge orchestral
arrangements.

b3 DUDGEON aELECTED DICOGRAPHY

(P, producer; E, engineer)

Joan Armatrading: The 20th Century
Masters (P, 2000); Love and Affection (P,
1997); Greatest Hits (P, 1996); Classics,
Vol. 21 (P, 1989); Whatever's For Us (P,
1972)

Audience: Lunch (P, 1972); House on the
Hill (P, 1971)

Bonzo Dog Band: Beast of the Bonzos
(P, 1970); Tadpoles, Urban Spaceman (P,
both 1969); Doughnuts in Granny's
Greenhouse (P, 1968)

David Bowie: “Space Oddity” (P, 1969);
David Bowie (E, 1967)

Michael Chapman: Fully Qualified Sur-
vivor, Window (P, both 1970); Rainmak-
er (P, 1968)

Kiki Dee: | Got the Music in Me (P, 1974)

Marianne Faithfull: “What Have | Done
Wrong,” “What Have They Done to the
Rain,” “As Tears Go By,” “Greensleeves,”
“Come and Stay With Me” (E, all 1964)

Elton John: Live in Australia (P, 1987);
Leather Jackets (P, 1986); Ice on Fire (P,
1985);, Blue Moves, Here and There (P,
both 1976); Captain Fantastic and the
Brown Dirt Cowboy, Rock of the Westies
(P both 1975); Caribou (P, 1974); Don't
Shoot Me I'm Only the Piano Player,
Goodbye Yellow Brick Road (P, both
1973); Honky Chateau (P, 1972); 11-17-70,
Friends [soundtrack], Madman Across the
Water (P, all 1971); Elton John, Tumble-
weed Connection (P, both 1970)

John Kongos: John Kongos (P, 1971)
Magna Carta: Seasons (P, 1970)

John Mayall: Crusade, The Blues Alone
(E, both 1967); John Mayall & The Blues
Breakers With Eric Clapton (E, 1966)

Ralph McTell: You Well-Meaning
Brought Me Here (P, 1971); 8 Frames a
Second (P, 1968)

The Moody Blues: Caught Live + 5 (E,
1977); “Fly Me High,” “Love and Beau-
ty,” “Cities,” “Leave This Man Alone”
(E, all 1967)

Gilbert O'Sullivan: Off Centre (P, 1980)

Chris Rea: Deltics (P, 1979); Whatever
Happened to Benny Santini? (P, 1978)

The Rolling Stones: “Poison Ivy,” “For-
tune Teller” (E, both 1963)

Sounds Nice: Love at First Sight (P, 1969)
Steeleye Span: Sails of Silver (P, 1980)

The Strawbs: “Oh How She Changed”
(E, 1968)

Tea & Symphony: An Asylum for the
Musically Insane (P, 1969)

Ten Years After: Ten Years After (P,
1967)

XTC: Nonsuch (P, 1992)

The Zombies: “She’'s Not There” (E, 1964)

wew.mixondine .com



Paul and I would lie on the floor of his
flat for hours going over little sections of
songs and talking about lines. We would
take turns coming up with different lines,
and he would be writing things down.
When you finally got into the studio and
all of a sudden you are hearing this or-
chestra running through the parts, and
you actually hear it being played by 20 or
30 people, you think, “Wow, this is just
magic,” because that would be the first
time anybody actually heard it. Then you
finally marry the string parts up with the
orchestra, and it was such a buzz. It was
such a white-knuckle ride. There’s noth-
ing like hearing an orchestra play a great
arrangement. The bottom line was that
Paul was an absolutely terrific arranger.

The challenge we made for ourselves
was to try and marry a big orchestra with
a rock 'n’ roll section and make it work,
and not have one of them lose out to an-
other. We also had to make sure the pi-
ano, which is a difficult instrument to get
through sometimes, still stood out on top.

[ was always trying to get Paul to write
more cello parts, and he was always say-
ing, “Gus, they'll get lost.” And I was say-
ing, “No they won't, because if we pitch
them in the right register, they are going
to be perfectly audible. I can promise you
that.”

I would almost always book two or
four Arco basses as well as the cello to
add the real weight to the bottom end. I
knew the kind of beef that came from
basses from being a tape jockey for quite
a few classical sessions. I was confident I
could make it work. I think “Levon” is one
of Paul's best arrangements of all time. It’s
such a fabulous arrangement. That or-
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chestra riff on the outro is fantastic.
There’s also a great example of a real-
ly magical moment at the outro of “Lev-
on.” It was when Barry Morgan, the drum-
mer, played the drum fill in the wrong
place when he misread the chart. He
jumped down a complete line on the
chart and played a written drum fill in the
wrong place. He carried on playing, even
though he realized what he’d done. When
he came up to the control room to listen
to the playback, I was grinning my head
off. He said, “Oh man, I'm really sorry—
I screwed up.” I said, “Barry, that was a
brilliant drum fill. What on Earth made
you put it there? It was a moment of ge-
nius.” He said, “No, no. We’ll have to do
another take.” I said, “No way, you've got
to hear it.” So we played it back and
everybody thought it was brilliant. That
kind of stuff doesn’t happen if you're
programming—there usually are no
happy accidents.
Madman Across the Water was the zenith
of that largerthan-life sound. The follow-
up album, Honky Chateau, was an earthy,
Jolky, funky kind of effort.
That started a whole different thing, real-
ly. That's when we went to France for the
first time because Elton was being advised
by accountants to record abroad, but
more importantly, to write the songs
abroad, he wouldn’t be paying English
tax. I asked to see if I could find some-
thing in France and I'd almost given up
when somebody tipped me off to Chateau
d’Herouville where the Grateful Dead just
did an album. As soon as I saw it, I went,
“Yeah, this has to be the place.” And it
turned out to be, as luck would have it, a
very successful choice.
Wasn’t Goodbye Yellow Brick Road ailso
cut there?
Yeah. Well, I must admit, the only reason
that it became a double album was be-
cause we'd been to Dynamic Sounds in
Jamaica anticipating to possibly record
there, and I just couldn’t get a sound to-
gether at all. It was weird. The Stones had
just recorded there and they were check-
ing out as we checked in. They told us a
few slightly scary stories like don't open
the piano lid too fast or you'll upset the
cockroaches that live in there—things like
that. It took me three days to get a decent
drum sound, and eventually we said,
“This isn't going to work.” So we said,
“Let’s go back to the Chateau. We know
we can work there and it will be fine.”
Now at this stage, Elton would write
all of the songs for each album in the stu-
dio during the five days beforehand. He
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already had an album’s warth of songs to-
gether that he wrote right before we start-
ed recording in Jamaica. But when he ar-
rived at the Chateau, he felt like writing
some more songs. It was like starting an-
other album project. So he wrote some
more songs, and all of a sudden, we had
more than a double-album’s worth of ma-
terial. It was only because he wrote two
albums—one after the other—because
we cancelled the first one. So if we had
gone to Jamaica and the sessions had
been successful, it would have been a sin-
gle album. I'm pleased to say that it still is
his most successful album.

On Elton’s Tumbleweed Connection and
Madman Across the Water, I loved the way
you integrated orchestral elements with
country Americana instrumentation like
banjo and pedal steel.

If the record had been made in America
with American musicians, it would have
turned out very, very different. The dif-
ference was that we were using English
guys who loved American playing as [
did. I' loved bands like Litile Feat and The
Band, who were one of the finest collec-
tions of players ever put together in one
group in my opinion.

Elton was alwavs a pleasure to work
with. He always left us alone to do what-
ever we wanted, once he'd done his bit;
he never came to mixes, which was a
blessing. He only asked me to remix one
track out of the many I did with him. As
it happens, I'd already decided to do it
again anyway! Oh, and there was one oth-
er occasion when he didn't care for the
banjo we'd added to a track.

One quality that was notable in many of
your mixes concerned bow totally dy-
namic they were. “Burn Down the Mis-
sion” from Tumbleweed Connection or
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“Indian Summer” from Audience’s House
on the Hill conte to mind.

First off, I love that Audience album, and
that singer is still one of my greatest
friends. Audience is one of my favorite
bands and I loved working with them.
Concerning my mixing technique, [ was
trying to make CD-dynamic records be-
fore they had been invented. I used to do
these ridiculous dynamics. To be honest,
I did much bigger dynamics on the mix-
ing than was actually apparent on the fi-
nal vinyl on any of Elton's stuff. I hated
the whole vinyl-cutting thing, which was
one compromise from beginning to end.
You have no idea how many times [ had
to cut albums like Tumbleweed Connec-
tion, Madman Across the Water or Good-
bye Yellow Brick Road 1o get anywhere
near the kind of dynamics [ had original-
ly planned. I knew I would have a prob-
lem when it came to mastering, but [
would just deal with it then.

You got to remaster the Elton catalog.
That must bave been nice to address that.
Well, I enjoyed doing it. The whole se-
ries is now called The Classic Years. The
first few CDs of Elton that came out were
dreadful. They were just terrible, be-
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cause they basically didn't understand
what they were doing. They looked for
the loudest peak and set it up, and go
have another cup of tea and watch a TV
srogram while it ran off, and come back
and do the other five albums. I spent
hours on each of them.

When you think about all of the things
yoi've done and seen, it must sometimes
Jeel like it bas been quite a ride.

In the '60s, there were really only three
things you should be in England. It was ei-
ther music, fashion or film. And I just hap-
pened to get in the music business at the
time when it was absolutely the place t©
be. Obviously, I didn't realize that is what
had happened till halfway through the 70s.

The Difference is in the materials
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[Laughs] I suddenly realized that [ was ac-
tually in the best thing you could possibly
be doing. I mean, how good is that?

You know, [ remember after [ had
started engineering, The Zombies basical-
ly won a contest, which was a record deal
with Decca. So having won the contest, at
that time, they didn't have much original
material—like so many English bands,
they were basically doing mostly all of the
American R&B stuff. [ remember the band
came into the session with this really odd
off-the-wall song called “She’s Not There,”
and shortly after we recorded it, it went
to Number One on the charts. I remem-
ber that session really well. A guy shows
up from Cashbox magazine to present
them with their award, and I remember
seeing them being given the award and
thinking, “God, 1 would like one of those
one day.” But you know, it never was an
ambition for me. I never got into this busi-
ness to make money. I got into it ‘cause
all I ever did as a kid was spend all of my
money on records. To be suddenly given
the opportunity to actually work in that
industry and be a part of making music
was like heaven to me. [ couldn’t believe
my luck.” ]
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Paramount Scoring Stage M
Storied History of a Legendary Studio

By Chris J. Walker

espite an increasing number of pro-

ductions going out of state and
abroad, Southern California is still a film-
making hub. When it comes to scoring,
producers have a muititude of facilities to
choose from, from the massive Todd-AO
to small independent stages. Paramount’s
Scoring Stage M is neither the largest nor
the smallest facility in Hollywood. It can
hold orchestras in the 75 to 100-person
range, while retaining a special quality that
music-scoring artisans find very appealing,
what many call “a sweet sound.”

“Technically, all of the places basical-
ly have the same equipment,” notes
independent contractor John Rosenberg.
Initially a player for 15 years, he’s had a
30-year association with Scoring Stage M.
“Personally, I like the sound of this room
a lot better than some of the bigger
stages. Different composers like different
stages, but most of the guys I work with
like this place.”

“Scoring is the icing on the post-pro-
duction cake,” states Stephanie Murray,
executive director of Scoring Stage M. “It’s
the music, and everyone gets excited
about it. Also, it’s the last element before
going to dubbing, and finally, everyone
knows how important it is.”

Murray is the point person for the facili-
ty and has been there since 1986. She says
her mission, first and foremost, revolves
around accommodating clients’ needs. The
myriad top-flight composers and produc-
tion companies who have worked there
rolls off her tongue effortlessly, like remem-
bering old college friends. Essentially, most
of the projects that come through Stage M
are feature scores, but have included ses-
sions for studio logos, CD recording dates
and even served as a rehearsal hall for the
Oscars. “I think 101 Dalmatians, the
remake, was one of the bigger jobs that
came through here,” Murray recalls. “We
also had The Horse Whisperer, and not too
along ago Zoolander. Just about every Star
Trek film with the exception of one has
been done here.” Additionally, the facility
donates time for student orchestrators to
obtain experience on a real scoring stage.
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TURNING BACK TIME

In 1932, the facility was transported from
what is now the Sunset-Gower Studios on
a flatbed pulled by mules. From then
until 1968, Paramount’s own orchestra
primarily used it. Glen-Glenn Sound then
leased the stage until the Record Plant
took over the lease in 1982. The Record
Plant stayed on the lot until 1989, but gut-
ted the area upon departure. Basically
inoperable, the stage remained dormant
until 1992, when a major revamping was
undertaken to make the stage competi-
tive again.

David Schwind, from the San Fran-
cisco-based design firm Charles Salter &
Associates, was the consultant for the
acoustical enhancements, while Para-
mount’s engineering department handled
equipment and wiring details. Together,
they constructed a facility that was state-
of-the-art but maintained the essence of
the renowned “sweet sound.” However,
the room had to be altered, which affect-
ed its often-touted multifaceted aspects:
During the Record Plant era, the stage
featured tunable louvers that enabled it to
transition easily from recording small
rock acts and jazz combos to large classi-
cal orchestras.

Danny Wallin, a recording engineer/
mixer since the late '40s with more than
500 films to his credit, was a staff mixer at
the facility during the Record Plant years
and has seen lots of technology changes
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over time—from recording direct-to-disk
to recording to hard disk. Elmer Bernstein
and Bill Conti are his two favorite con-
ductors, while Sony and Paramount rank
as his top picks for scoring stages. “I just
like the sound of the room,” Wallin says
of the Paramount stage. “I like the string
sound a lot, and the room just has a lot of
definition in it. Overall, it's very pleasant
and clean, with a nice singing quality.”
Wallin describes the louver system that
was installed and used by the Record
Plant: “They were 14-footlong panels
that were soft on one side and hard on
the other. So, you bring them down a
track and you could tune them up if it
was live, spin them to make it deader, or
go in between and diffuse them. You
could do whatever you wanted. For
example, I did 48 Hours here with two
drummers, a steel drummer, strings and a
brass section tuned down. It sounded
great, and the next day we tuned them
up and did a classical score.”
Paramount’'s management decided
against retaining the tunable walls and
opted to dedicate the room to classical
scoring. “This {room] is kind of locked into
one sound now,” Wallin notes, “but it's a
good sound, with the original acoustics
updated. The only thing that’s different
now is that we were able to do more
before. But I remember when I came here
to visit someone in 1946. It looked like the
—CONTINUED ON PAGE 110



Howard Schwartz

By Gary Eskow
The year was 1975...

e Communist forces capture Saigon,
ending the Vietnam War.

o Jaws, The Godfather Part Il, The
Towering Inferno.

e Carlton “Pudge” Fisk's home run
delays the inevitable: Reds win World
Series in seven.

¢ “The Hustle,” “At Seventeen,” “Lyin’
Eyes.”

Those days seem so far away. So much
has changed. But there are constants,
and Howard Schwartz is one of them.
While the country was preparing to slip
into a post-war party phase that would
last for a decade, Schwartz was making
his way up the chain as a recording
engineer in New York City.

A native of Buffalo, N.Y., who start-
ed out as a musician, gravitated to law
and spun discs as a service jock during
his Army days, Schwartz thought he

—CONTINUED ON PAGE 111

Move Over FM!
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Howard Schwartz, after 27 years in business, still feels mest at home in the studio.

XM Radio Goes Satellite Live

By Mark R. Smith

usic aficionados who fancy “MTV
Unplugged,” “VH1 Storytellers”
and the like would be drooling if they
saw—or, to be more precise, heard—
the sounds emanating from XM Radio,
a hightech radio studio that was
recently unveiled in the nation’s capital.
On a scorching June day, in the
satellite radio service's new $2 million,
1,500-square-foot performance studio
at Washington, D.C.’s Eckington
Place, former Genesis guitarist Steve
Hackett is telling war stories between
strums of his acoustic guitar during a
taping of a segment for XM’s Fine
Tuning channel. He’s one of a grow-
ing list of notables, including celloist
Zuil Bailey, keyboardist Ben Folds
and trumpeter Wynton Marsalis, who
have already performed at the state-
of-the-art space.

Mission control at XM Radio

The studio can accommodate an
audience of 50 or a 40-piece orchestra,
and is designed to simulate a chamber
concert hall. XM VP of operations Tony
Masiello, who helped design the per-

formance suite and oversaw construc-
tion, says the room easily doubles as a
premier recording studio. “It has its own
acoustic signature,” he explains. “It’'s not
a flat room. It has some reverb.”
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THE BIG IDEA

The performance space was constructed
with diverse surfaces, most notably a
floor-to-ceiling glass diffuser that allows
passers-by to observe the goings on while

ribbon mics, the limited-edition and cus-
tom-made DPA 4004 transistor mics (only
100 of which exist worldwide) and a
handmade vintage Neumann/Telefunken
U47 “vocalist” condenser mic.

The live performance space can hald an audience
of 50 or a 40-piece orchesira. Control room with
Sony Oxford, at right.

it eliminates reflections that ordinarily bar
the use of large expanses of glass in stu-
dios. The back wall is canted, angled and
contains diffusers, as well. Masiello calls it
the “sweet spot” of the studio.

Building from scratch proved a critical
advantage for Masiello and a team that
included Northeastern Communication
Concepts (NCC) and the Francis Daniel
Consulting Alliance, allowing them to
employ some old and new design
concepts.

For instance, the studio and the con-
tol room are fully floating, with a steel
floor sitting on rubber isolators that
Masiello says are akin to “big hockey
pucks.” Maple and mahogany form the
surface. There are also silencers for the
air conditioning. an extensive theatrical
lighting system by Barbizon, and wall and
ceiling Diffusors built by Upper Marlboro,
Md.-based RPG, including the OptiCurve
and FlutterFree models.

The control room is what's called a
“zero-environment” room, lined from floor
to ceiling with louvers around high-densi-
ty plywood so that unwanted reflections
are quashed. A 96-channel Sony Oxford
digital mixing console with full automation
5 the centerpiece. Recording is to Pro
Tools|HD. In the studio are Coles 4038
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WHAT YOU DON'T HEAR...

AND WHAT YOU DO

According to Masiello, NCC was brought
in to keep the sound out. and Francis
Daniel Consulting Alliance was onboard to
keep sound in. “What was unique about it
for us,” observes NCC design associate
Philip Altenburg, “is that it's the largest stu-
dio we've ever built using Acoustic
Systems pre-engineered enclosures. For
that reason, there were sonie unique struc-
tural challenges, like creating the floating
6.25-inch-thick steel floor that's topped by
wood, which is glued to itself, not the steel
underneath it. It’s strong enough to drive
the forklift around on top of it.

“It's definitely the quietest room I've
ever been in. You can’t hear any noise
from the loading docks, any of the diesel
generators or—and this is key—music
from the adjacent control room.”

The walls sit on the floor and the roof
sits on the walls, without any cannections
to the surrounding structure. “If condos
were built this way, neighbors wouldn’t
complain so much,” Altenburg says with
a grin.

teww.mixonline.com
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Francis Daniel, principal of his West
Palm Beach, Fla.-based company, says, “I
want to point out that the concept under-
lying the design of the control room is
very unusual in this country. It’s used all
over Europe, but it’s rare here,” adding
that all such studios built domestically
were, until now, designed by Tom
Hidley.

Producing an average environment
today is meaningless, Daniel stresses,
because music is listened to in such an
incredibly wide range of acoustic envi-
ronments, from headphones to multi-
channel sound systems. What to do? “Get
as direct a pipeline from your ear to the
source material as possible. That's what
this ‘zero-environment’ concept is about.”

“There’s an amp for every transducer,”
states Russell Sherwood, general manag-
er of Eagle EKSC in Olathe, Kan., parent
company of XM Radio. “In that system,
there are 80 amps and 80 loudspeakers,
so they’re designed to work together for
greater control and very low distortion.”

For PA.,, XM has installed Studio Live
arrays employing 25 mid/bass drivers and
four high-frequency drivers, with bass sup-
plemented by 10 drivers in five On Stage
subwoofer cabinets, powered by 7,550
watts. “Our goal is to produce a loud-
speaker that has less distortion than the
ear,” Sherwood says. “Our speakers in that
room at XM produce the lowest frequency
and time distortion you're likely to hear.”

As for the studio, the live room is
designed to maximize diffusion, which is
“a key element in any performance space,”
Daniel says. “Even walking around the
column (by the door), you still basically
hear the same balance. It doesn't get any
better than that, if I do say so myself. And
I do”

For his part, Hackett seems impressed.
“Acoustically, it's lovely. That means there’s
nowhere to hide, of course,” he muses,
adding a thought that seems to harken
back to playing with his old bandmate, the
skins-pounding Phil Collins. “Sound carries
very well. You'd go deaf very quickly in
here with a rock drummer.” |

Mark Smith is a freelance writer based
near Washington, D.C.
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Paramount

FROM PAGE 106

inside of an old barn—sounded good,
though. Then Glen-Glenn got ahold of it
and thoroughly modernized the room, but
it didn’t work very well. Then we [Record
Plant] got it and revamped it again. We
were busy then; sometimes, we'd do three
different sessions a day.”

THE REDESIGN
Consultant Schwind’s memories of the
old scoring stage are less romantic. His
firm did a feasibility study for
Paramount in 1989 when the
room was first shut down. After
a detailed analysis, it was deter-
mined that modifications were
necessary to produce a consis-
tently desirable sonic output for
orchestras. “We didn't use any of
the original sound-absorbing
materials, except on the ceiling,”
states Schwind. “We created a
pattern of pyramids and sound-

eager to get rid of that variability. For
music, there are genre-specific reverbera-
tion times that are good. Yet if a scoring
stage doesn’t have variable acoustics like
Skywalker [Sound], you have to make a
compromise. Those are between the
more modern amplified genres and
orchestral, which can tolerate a long
reverb time. The Todd stage has a reverb
time of 1.8 seconds, but we decided with
the Paramount people that the reverb
should be 1.2 seconds.”

Schwind also conferred with some of
the mixers who worked at the facility. He

absorbing panels between them.
They did have these large wood

The crew of Scoring Stage M, Paramount Pictures. L-R: Norm Dlugatch,

door things (louvers] that were  mainte

; Steph

adjustable. We found that we
could put them together and
make a V-shaped diffuser out of them. So
they were attached together and fixed in
place.

“The variability was actually kind of a
problem. It was always thought that if
you had something that varied, you'd
never know if someone had moved one
of the variable devices or something else
changed, especially when you went out
in the middle of a session. So they were

—
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Stage M control room, with 96-in Neve VR
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says they were pretty much in accord
with him and Paramount’s management,
and especially helpful when it came to
construct the new control room. “We
wound up basically demolishing the old
control booth and building one with
much better sound isolation,” Schwind
recalls. “The booth is on the same floor as
the stage, and we didn't want structure-
bearing noise transmission between the

’

www.mixonline.com

ie Murray, executive director; Dominic
Gonzales, floorperson; and Paul Wertheimer, recordist.

two. We put in a concrete floating floor to
better isolate the control booth. With that
in mind, we changed the design of the
control area significantly. It used to be
wide and not very deep. We turned that
around and made it deeper than it is
wide. That allowed us to get the machine
room alongside it.”

For Robert Spano, the chief engineer
of post-production facilities at Para-
mount—a responsibility that includes pic-
ture editorial, sound editorial (not for
scoring), ADR/Foley and transfers—
Scoring Stage M’s refabrication was a
work in progress during his
initial days on the lot 10 years
ago. ‘It was all rewired,
everything was new, all new
cables with mic panels in six
places throughout the room,”
he recalls. “The podium can
be set up anywhere in the
room, and for scoring, we
have an editor’s table that has
a computer going through it
for video wipes, which can
either be onstage or in the
control room.

“We didn't know where
anyone wanted anything, so I
said just make it so that any-
one can put anything anywhere. Five
years ago, we moved the [projection]
screen back [about 10 feet]. That involved
a tremendous amount of work because
there were concrete film vaults there. It
took weeks to move those vaults because
they were bombproof. That gave us
another 30,000 cubic feet and opened up
the room a lot. The reason we did that was
so that we could put more musicians in
the room, but it made it sound better, t0o.”

oy
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THE STAGE TODAY

From a technical standpoint, Spano likes to
keep things simple and makes upgrades as
customer and performance demands call
for them. For example, there’s no routing
system employed in the machine room or
control room area. Instead, there are three
sets of patchbays running on +4 voltage,
which are connected by 4-inch conduit
running underneath the floorboards. The
mixing console is a Neve VR with Flying
Faders, which has been expanded from 72
to 96 input/outputs. “It's a huge console
now,” Spano remarks. “The demand for
more inputs was tremendous. Not just for
recording, but also to mix. We have three
24-tracks coming in soon, and we're using
two 48-track decks sometimes. So we
needed to be able to accommodate all of



that stuff, along with external mic pre-
amps.”

DMT Rentals of Burbank has built a
Maserati Pro Tools HD-3 system that
will live on Stage M. It's configured
with 48 channels each of digital and
analog 1/0, with, among other innova-
tions, the ability to record 192kHz and
96kHz simultaneously.

For viewing purposes, there’s a series
of monitors in the control room and out
on the stage. Also, a Sharp XG2000 video
projector is available for full theater-like
viewing. Other equipment that a client
might want or need can be rented. Like
most operations in Hollywood, the facili-
ty is client-driven, which translates to
“whatever you want; From premier chefs
to cutting-edge file-based systems, we'll
get it for you.”

Summing up the facility, Spano says,
“It feels down-home; you walk in there
and feel completely different from the
rest of the lot.” Schwind adds, “I think it
fits very well for the market that they are
interested in pursuing. I think it’s been a
great success. Frankly, it’s always a good
thing when you're called back and the
client likes your work, and it stands the
test of time.” |

Howard Schwartz

FROM PAGE 107
deserved a raise from his employer and
walked into his boss’ office at 12 East
Recording one day in 1975 to ask for it.
When his request was denied, Schwartz
decided to implement a plan he’d already
been considering. On August 21, 1975,
Howard Schwartz Recording (now HSR
Studios) opened its doors with one stu-
dio, one engineer (Schwartz) and a
receptionist. Within a year, he added a
second engineer and embarked on a new
construction phase that has yet to end.
Today, HSR Studios has 45 employees,
a worldwide list of clients and a reputa-
tion as one of the best audio facilities
anywhere, period. Affable as ever,
Schwartz sat down and spoke with Mix
about his background, 25-plus years as a
studio owner and the future.

What were your business goals back in
1975?

I wanted to make $300 a week and not
have to worry about being fired! That’s
why I opened my own place. I had no
business plan, I was a true entrepreneur.
Entrepreneurs don’t bave business plans?

I didn't We didn’t do business plans in
those days. I begged, borrowed and stole
$125,000 to build the first studio.

And then you just waited for work to
show up?

We were busy the first day. In fact, we
opened the day before we opened,
before the glass was installed! I was the
new restaurant in town, people wanted
to try my cuisine.

People liked my mixing, and I had
some loyal friends. I'd only been in New
York for three-and-a-half years, but I had
a solid following. But it was tough going.

sound for picture

The J. Walter Thompson Agency had
been one of my main clients at my previ-
ous employers, and I expected them to
become my biggest client here. But Stan
Turner, who was the head of the music
department at JWT, didn’t give me the
work I thought I'd get; I became his
Number 2 guy, not his Number 1. That’s
okay, his son now works for me! By the
way, figuring that I'd get the JWT account
was the reason we opened in the Graybar
building [located in midtown Manhattan,
directly over Grand Central Station]. But
we did get a lot of out-of-town work
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quickly, especially in the jingle area of the
business.

Why?

No one wus used to having rock 'n’ roll
technology heing applied 1o jingle work.
Remember, after T got out of the Army, 1
went to Hollywood looking for fame and
fortune. I worked at Waully Heider’s place
and got to work with lots of great rock
acts—Crosby,  Stills, Nash & Young.
Jelferson  Airplane, Leon Russell. That
reminds me of a funny Leon Russell story.
When you worked for Wally, you did
anything and everything, including break-

ing gear down, driving it all over the
place in trucks, setting up wherever vou
had to, it didn’t matter. You'd get a call at
three in the morning and the next thing
vou know vou're on the road! Wally's
motto was, “Just get it done!”

Leon Russell used 1o have a home on
SKky Hill Drive, just a big split-level, wacky
house. He used to rent Ampex 16-track
machines that we had to schlep up the
stairs. Leon would have us set the stutt up
in a room on the main floor. The drums
were in the den, the kevboard sat in the
living room and we used the bathroom as
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a reverhb chamber. The rule was, whoev-
er took the gear was the engineer for the
day! Anyone might drop in. Tom Scott
became a friend during those days. You
might work all day at Leon's and then
head over 1o Sunta Monica to record
Steve Miller, maybe the James Gang
would be opening or Elton John would
show up. It was a great time.

Where was [? Oh, the point that I was
making was that no one in New York wus
using this kind of engineering experience
in the jingle business, and the fact that 1
had it made me attractive. I put in all MCl
consoles designed for rock 'n’ roll,
whereus a lot of the consoles used for jin-
gles were clunky old Neves. There was
no SSL back then, just Neve, Autotronics,
MCI and API. My board was brand new!
Who 1were some of your early jingle
clients?

Ed Labunski came in here to track. So
did Kevin Gavin—he did a lot of work
on the McDonald’s account. A drummer
named Jimmy Young told Ed Friedner
about our place. Ed mixed for Labunski.
When Ed started coming in regularly, 1
stopped mixing to build our second stu-
dio. When Labunski Music was working
in Studio 1, I sat outside and took care
of evervbody. This was less than six
months after we opened. In 1976, 1 built
Studio B and hired Roy Latham, who'’s
still with me.

How long did it take for people to realize
your formula was baving some success
and begin to go after your business.

By 1979, Ed Labunski’s business had
grown quite a bit. I was competing with
Sound Mixers. They were on the second
floor of the Brill Building and are now
part of Sound One. Their place was sim-
ilar o my facility, but it was much bigger,
and 1 lost business to them. Automated
cut into my business, as well.

To stay in business, I built two more
studios, which we called Park Ave. East
and Park Ave. West, because the 60 or so
windows looked down on the park—you
can see all the way up to 96th Street. |
almost went out of business during that
expansion. But my philosophy has always
been the same: Do whatever it takes to
stay in business. I took no salary for a
while and borrowed more money.

When did you begin augmenting the tra-
ditional services offered by HSR Studios?
Around 1980, I bought a 1-inch videotape
machine, hired George Meyer from ABC
and went into the television business.
Fred Collins was a voice-over talent who
was coming in here regularly. He recom-
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mended George, right after George had
won an Emmy for his work on the mira-
cle hockey game at Lake Placid. You
remember, the game where the U.S. beat
Russia.

We started doing audio post work on
Lifestyles of the Rich and Famous. All of
the audio. Other music studios hadn't
made the shift to audio post work, so we
had a clear advantage. I started out in
radio and some TV, then went into jin-
gles, then went back to radio and TV.
That’s my history!

We stopped doing jingles around 1985
to focus on post work, but we were still
recording a lot of albums in the off-hours.
The Rolling Stones mixed Tattoo You
here. That was a compilation of the pre-
vious eight or 10 albums the Stones had
done, plus some extra stuff.

Besides the attraction of working with a
major personality, what brought the
Stones to HSR Studios?

Like I said, 7attoo You was primarily a
compilation album. They’d tracked in stu-
dios all over the world, and the material
was in every format you could imagine—
4-track, 8-track, 16-track, dbx, Dolby IEC,
just about every format that existed at that
time. The stuff would be delivered in a
big, red, coffin-like thing that had the
tongue on it.

Word got to the Stones that we could
handle multiple formats, in addition to
having an excellent mix room. We'd do
our regular work during the day, and the
Stones would come in at around 10 or 11
at night. Bob Clearmountain did most of
the album.

We did other records, as well. I
remember when Roy Halee came in to
produce and engineer a Dan Hill record.
We had just bought a set of brand-new
chairs the day he came in, and he
burned a hole in one of them! That was
around Thanksgiving. I brought him
Thanksgiving dinner; my mother cooked
for everybody!

What kind of learning curve did you
bave when you got into tape laybacks
and other areas of the video industry?
From an ego standpoint, it was very hard.
I wanted to learn all about that stuff, but
[ realized that I didn’t know anything at
all! So I hired people, and I empowered
them to be as successful as they wanted
to be.

Is that phbilosophy the essence of your for-
mula for success?

Absolutely. We hire attitude, not skills.
It's all about the human condition; pro-
viding an opportunity and letting people
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run with it. The video area is a good
example.

Bob Liftin was the owner of Regent
Sound. He invented layback and was the
godfather of timecode. Whatever Bob
Liftin did, T copied! When I bought my
first million-dollar console, I met Mack
Emmerman, the owner of Criteria in
Florida. Joe Tarsia owned Sigma Sound
in Philadelphia, Chris Stone owned the
Record Plant in L.A. We all became bud-
dies. Eleven of us started SPARS back in
'79. That's where 1 learned everything. 1
watched what they did, copied the good
stuff and avoided the bad. Back then, I
was 33, my company was four years old.
I was a baby in the business, hobnob-
bing with these big guys. They'd worked
with the Bee Gees, KC & The Sunshine
Band, people like that, and had been
recording for more than 20 years
already.

Video-wise, Bob Liftin was the expert.
We'd have dinners every five or six
weeks, our own inner circle. Liftin was
always late; he'd regale us with stories
about some crisis at NBC that had to be
fixed. This was the time when Saturday
Night Live was just getting going. Bob
worked with the live bands, applying our
stuff to TV. 1 listened to his stories all of
the time. They were great! House sync—
those two words changed my life! Every
machine has to run at the same speed;
what did T know about that concept
before then? That was SPARS for me.
Unfortunately, Bob passed away about 10
years ago.

Anyway, the point about HSR Studios
is that we hire people who have the
right attitude, who are eager to learn
and pleasant to be around, and teach
them what they need to know to be
successful.

In some cases, maybe too successful?
How do you feel when talent you've
developed leaves HSR Studios and goes
into competition with you?

Proud. Of course, no one's put me out of
business yet, or affected my business in a
way that's affected my lifestyle. I love it
when they go out to California and
become successful! Seriously, we proba-
bly have about 600 graduates of Howie
Schwartz University working in the busi-
ness, from the owners of Broadway
Sound, to the chief mixer at Fox in LA.,
a mixer at Margarita Mix, one owns his
own audio business in San Francisco,
another is an English teacher in Japan!

The funniest moments are when I
hear stories like, “Twenty years ago, you
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way they should be laid down.

Most recordings do not take advantage of stereo
mic’ing techniques! Yes, they are mixed as two
channels, but they lack the ambience and. ‘space’
only a high-end stereo mic like the NT4 can deliver.
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sound for picture

What lasting lessons bave you learned
ouver the 27 yedrs you’ve been in bisiness?
I guess there are two: If you tell the truth,
you never have to remember what you
said, and no matter what it costs, just do
it! Some day you'll get it back!

It makes me 4 little teary eyed, just say-
ing those things. I stand behind both
statements. I tell the truth, I've always
been fair. and I've given people the
opportunity to be whatever they wanted
to be and make themselves whole. For
example, in this business, you run into
people who owe you money. I don’t want

My philosophy is to

have the best people on
staff and work at creating
relationships, not jobs.

—~Howard Schwartz

to sue anyone. I always say, give me $5 a
week, make us both whole! I want to be
treated the way I treat other people.

[ take pride in being an entrepreneur.
An entrepreneur will do anvthing to
make sure the company stays open and
thrives. I've lost money plenty of times in
the last 27 years, but here I am. If you
walk through this place, you wouldn't
think it’s 27 years old. 1t's new, fresh and
young. Every day I love coming to work.
Everyone needs a safe place, and my
office is my safe place.

Do you consider yourself an icon in the
industry?

I'm proud of myself, but I don't think of
myself as an icon. I still have to get over
thinking of myself as a chubby Jewish
boy from Bulfalo!

Still, we've had three presidents—Ford,
Reagan and Clinton—in here. Schwarz-
enegger, Schwarzkopf, John Belushi to Jim
Belushi, so many characters have walked
in these doors! You get to see major stars
being themselves. Woody Allen, Sylvester
Stallone and Christopher Walken did their
voice-over work for the Dreamworks film
Anis here. Walken loves o take his clothes
off when he records. No shirt, no socks,
belt off! That's what I love—working with
people, seeing them for what they are and
giving people a chance to succeed. |

Gary Eskow is ¢ Mix contributing editor.
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POWERCORE

THE OPEN DSP PLATFORM FOR MAC AND PC

Stop compromising. Unleash pro studio power inside your native recording
environment. Run 24/96, multiple reverbs AND compressors AND synthesizers —
without maxing out your CPU. POWERCORE's unique design with 4 industry-
standard Motorola DSPs plus onboard PowerPC™ provides that power and more.

Fill up your virtual racks with rackmount-guality processors right out of the box:
lush TC-quality reverbs, smooth chorus/delay, vintage compression, de-essing,
a complete vocal channel, mastering EQ and even a virtual analog Synthesizer.

PowerCore 01 Synth. Seamless integration

All inclusive — and no significant hit on the CPU! Need even more power?

Add another POWERCORE. And as if that's not enough, pick your favourite tools
from the growing number of 3rd parties, such as SONY, D-SOUND, WALDORF -
and many more to come! Join the party.

sesgny $ 1,299*

*Manufacturer's suggested Retail Price.

NEW ClassicVerb

The alternative classic reverb sound
- now included with POWERCORE!

VBICE STRIP VINTAGE CL POWERCORE 01

CHORUS DELAY

MEGA REVERB EQ SAT

www. feworks. de

System Requirements: Mac/PC, POWERCORE, VST/MAS Sequencer.

Info Phone: US 805 373 1828 © TC WORKS Soft- & Hardware GmbH 1999 — 2002. ALL PROOUCT AND COMPANY NAMES ARE TRADEMARKS OF THEIR RESPECTIVE HOLOERS. ALL SPECIFICATIONS SUBJECT TO CHANGE WITHOUT NOTICE. ALL RIGHTS RESERVEO.
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XTA Electronics

Celebrating a Successful Decade

reat companies are often born
G out of necessity. Ten years ago,

corporate giant Mark IV (at the
time, the parent company of Electro-
Voice) was looking to expand its audio
empire and completed negotiations to
purchase Klark-Teknik, a British company
that specializes in pro outboard equip-
ment for the live sound market, The ac-
quisition was a good fit for the Mark IV
Audio Group, but the corporation wanted
K-T to focus strictly on analog gear, pre-
ferring that another of its holdings (the
German-based Dynacord) handle the
group’s DSP development.

The decision didn't sit well with some
of K-T's engineers who were excited
about the possibilities of digital—particu-
larly, in speaker control—but saw little
challenge in simply creating more analog
equalizers and crossovers. One K-T hard-
ware engineer, Andrew Grayson, set out
to find his own company that would fo-
cus on high-end analog and digital solu-
tions for live sound applications. He was
soon joined by software design engineer
John Austin and Terry Clark, the original
co-founder of K-T. Another early partner
in XTA was Jack Kelly, who had been the
U.S. distributor for K-T and launched his
new company, Group One Ltd., to dis-
tribute Celestion, Cadac, Milab, MC’, Clay
Paky—and XTA. Group One has since ex-
panded into product development with its
acclaimed Blue Sky studio monitors and
Elektralite lighting controllers.

Every company needs a name, and for
a while, the new team joked about call-
ing their new venture XK-T. Wanting to
establish its own identity, the new com-
pany was named XTA Electronics, with
the acronym referring to the “crossroads
of Technology and Audio Applications.”
Eventually, the company outgrew its
humble beginnings in a spare bedroom in
Grayson’s house in England’s west Mid-
lands, and moved to far more spacious
quarters in a riverfront facility in Stour-
port-on-Severn.

XTA'’s initial products included the RT1
(a unique unit combining a third-octave
RTA, SPL meter, RT60 analysis and a swept

GEORGE PETERSEN

BY

frequency analyzer), the DS400 mic/line
distribution system and the GQG600 graphic
equalizer. Today, the DS400 lives on as the
expanded/enhanced DS800 8x32 mic/line
splitter; 10 years later, the high-performance
dual 32-band GQG00 s still in production—
an impressive testament to any product;
and the RT1 laid the foundation for what
was to come. Besides the GQ600 and
DS800, XTA’s current product line includes
the popular DP224 and DP226 speaker-
management systems; the DP100, DP200,
DP202 audio processors; and the SiDD (Se-
riously Intelligent Digital Dynamics) dy-
namics processor. The newest XTA cre-
ations are the C2 compylimiter, D2 dynam-
ic EQ, E2 parametric and G2 noise gate.

The company did well with its initial
products, but the debut of its DP226 five
years ago set XTA apart from the rest. The
226 offers two inputs, each with eight
bands of parametric EQ and delay. Also
standard are six outputs (or four in the
similar model, DP224), each with HP and
LP filters, five bands of parametric EQ,
limiting and delay. An optional Audio-
core™ software package for Windows can
control up to 32 units via any PC.

Two years ago, XTA scored again
with the 2-channel DP324 SiDD dynamics
processor. Also featuring remote PC con-
trol, SiDD offers far more than dynamics,
with compylimiting/gating/expanding, dy-
namic EQ, parametric input EQ, ADT, har-
monics generators, sidechain EQs, delay,
and push-button recall of factory or user
presets. Designed for FOH or monitoring
duties (especially with in-ear systems),
SiDD has also found a home with users
in broadcast, recording and mastering
applications.
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XTA principals {from lef): Terry Clark, John Austin, Andrew Grayson and Jack Kelly

Products such as these reflect the
“XTA approach,” says company founder
Grayson. “Our development process is
driven by looking at systems, determining
their weakest points and looking at ways
to improve them.” The company has a def-
inite practical streak: The principals are all
former engineers or musicians, and they
share years of real-world road experience
with an affinity for soliciting input from
their customers. For example, major tour
supplier dB Sound worked with XTA to de-
velop a new Array Control function in the
Audiocore software that allows global pa-
rameter control. This co-development al-
lows dB Sound—and other SiDD users—
to make a simultaneous EQ change over
many SiDD DP224 or DP226 units feeding
a large array.

In live tours and theater, failure is un-
acceptable. XTA’s rigorous QC process
tests all units at four stages, a detail not
lost on XTA'’s customers: At last count, 42
of 52 Broadway shows had XTA-powered
racks. XTA processors have also been out
with major tours such as Bob Dylan, Slip-
knot, Roxy Music and the Rolling Stones,
who are currently using 32 DP226s to
handle digital crossover chores.

To keep up with all of this activity, XTA
has expanded to a custom-built, 16,000-
square-foot facility just a few hundred me-
ters from its first riverfront home. “The new
location is fairly quiet where we won't dis-
turb the neighbors,” notes Grayson, whose
R&D staff regularly tests XTA gear on large
touring rigs at the plant. “Best of all,” he
jokes, “it's between the river and the pub!”
But knowing the work habits of the XTA
team, they probably spend more pub time
drawing schematics than drawing pints. Bl
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The DPS24 is the only affordable integrated
hardware digital workstation that offers

24 tracks of recording without deta cormpression.
Most types of date compression throw out portions
of your audio during recording, and use a
mathematical aigorithm to approximate the original
audio upon piayback.

Data compression can adversely affect your
audio quality and stereo imaging, especially with
multiple generations of track bouncing.

"

203 fex: B17-222-1490
5-1229 fax: 305-4065-1885

It's important to know what you're getting when

you invest in any reconding soilution. The DPS24 was
designed from its incaption es a professional production
tool and not simply 8 scaled-up portable studio.

We combined 8 24bit/S6kHz linear 24-track

hard-disk recorder, 8 46-input moving-fader autornated
digital mixer, 8 sample-accurate muli-track graphic
waveform editor, 4 0 rnutti processors,
ak.Sys TrackView 9:’%7 plug-in pletform software,
and 8 COD mastering and archiving suite, without
creating the rmance or user interface
compromise: in many integrated workstations.

akaipro.com

Utilizing our G-Link nevigation design. the DPS24
offers access to any major function with one
button press. The G-Channel strip of automatec
LED ~otary controls enables.instant access to any
channel strip,on the mixer.

Fesatures like two banks of inputs to eliminate
re-patching. balensed channel inserts which enable
external mic preamps to bypass the on-board
preamps, muiti-function Q-Knobs for reattime effects
control, and up to 24 chennets of ADAT I/0 offer
professional production capabilities that give you
the raai-world advantages you need to bring your
artistic vision to its fult potential.
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Audio-Technica

Forty Years of Innovation

T n 1952, Hideo Matsushita, a 32-year-

old art and music lover, came from
JL the province of Fukui on Japan's
west coast to work at the Bridgestone Mu-
seum of Art in Tokyo. During the 1950s,
money and resources were scarce in
Japan—even in the capital city—and Mat-
sushita began to organize “record con-
certs” at the museum, where people
would gather to sit and enjoy LP play-
backs of great performances—a sort of
symphony without the symphony. These
concerts were quite popular in Japan, es-
pecially with the introduction of the first
stereo records in the late '50s.

Matsushita saw the coming mono-to-
stereo revolution as an opportunity and
left to found Audio-Technica in 1962. “We
began with three employees in a single-

Audio-Technica’s in-house facility,
AstroStudio, offers a real-world fest site.

story barracks in Shinjuku [now
a major financial district in
Tokyol. I was interested in pro-
ducing audio equipment, and at
the time, there were few com-

tonearms—and  focusing
on consumer sales, as well
as supplying OEM car-
tridges directly to phono-
graph manufacturers, or-
ders took off. Over the next
few years, A-T’s continued
success led to outgrowing several other
facilities, eventually settling in the Tokyo
suburb of Machida, where the main fac-
tory remains today.

Audio-Technica’s familiar logo de-
buted in 1964. Its exact look has changed
slightly over the years, but it still com-
prises a circle surrounding two inner tri-
angles, signifying a round vinyl record, its
“V"-shaped groove and a stylus in the
groove. True (o its roots, Audio-Technica
enjoyed years of global success as a lead-
ing producer of phono car-
tridges, with its MM (moving
magnet), patented and propri-
etary VM (dual-magnet) and MC
(moving coil) models.

In 1977, Audio-Technica cele-
brated its 15th anniversary (as
well as the 100th anniversary of
the invention of the phonograph)

panies making phono cartridges

in Japan. I believed that manufacturing
phono cartridges was ideal, as it required
less start-up capital than other compo-
nents,” explains Matsushita, who, as the
chairman of the board, is still active at A-
T. However, there were also some learn-
ing and growing pains to endure. “Sales
of our first product—the AT-1 stereo car-
tridge—were abysmal.” By expanding its
line with higher-end products—such as
the AT-3/AT-5MM carts and precision

with the opening of Technica Gallery, a
museum exhibiting an impressive collec-
tion of more than 100 phonographs. In ad-
dition to showcasing historically significant
machines, such as early Berliner disc and
Edison cylinder machines, the collection
also includes more obscure models such
as my personal favorite, a 1924 UliraPhon,
which features two tonearms that could be
placed any number of grooves apart to
create a delay effect in the home.
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But even as the 15-year festivities went
on, A-T was watching distant changes in
the market. Early discussions about new
digital disc formats were under way. The
company launched a plan for diversifica-
tion, which began with advanced designs
for headphones—such as the 1977 ATH-
7/-8 condenser headphones and the AT-
800 Series of micraphones for contracting
and broadcast applications. For the time
being, vinyl (and phono cartridges) was
still king. “However, the commercial de-
but of the compact disc in 1982 triggered
a rapid shift from analog to digital,” says
current A-T president Kazuo Matsushita,
son of founder Hideo Matsushita.

The rise of the CD brought a difficult
period to Audio-Technica, but the com-
pany endured through new enterprises,
such as an OEM division that created op-
tical products, which ranged from bar
code readers to laser readers for LD and
CD players. Ironically, the same CD play-
ers that spelled the demise of phonograph
brought new opportunities for A-T via its
optical division, and today, A-T is one of
the world's leading suppliers in this area.
Meanwhile, coinciding with the growing
world popularity of Japanese cuisine,
Autec—a 1984 A-T spin-off—began to de-
velop commercial sushi-making machines
for restaurant use. Expertise in working
with thin film techinology in microphone
and headphone diaphragms led to A-T’s
TechniClean industrial products for elec-
trostatically cleaning printing films. Other
products foliowed, including home hi-fi
speakers, disco mixers, karaoke systems,
AC line conditioners, car stereo compo-
nents, more consumer headphones and
high-tech laser measurement systems
used in the construction industry.

Perhaps A-T'’s most significant change—
at least to the pro audio community—
came in 1991, with the introduction of
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standards. Even more reassuring,
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Been thinking about SAN?

"All | have to say is that the A/V SAN system has been
bulletproof. Tracking...Editing...Mixing....our SCSI drives could
not deliver what this system delivers. For every album. Every
session. Every time. It's one less thing to worry about, and lets
me concentrate on making great music”

~Bob Rock

“Installed in one day, recording in three rooms the next...it's
been flawless. A/V SAN PRO finally let me get my assistant
engineer back in the studio and out of hard drive hell.”

~Pat McMakin/Sony-ATV"

“The SNS A/V SAN is a key part of my Pro Tools setup. It's fast,

reliable and simple to use. | couldn't imagine life without it.

The reliability factor was key in my decision and my SNS A/V

SAN has not disappointed me one bit in its performance. Now,

when | go home | can sleep instead of worrying about losing a

client’s project because of a crash from a slow hard drive.”
~Jeff Balding

After investigating SAN technology for over a year, it was clear
that SNS had the only system to meet our needs. Since installing
the A/V SAN PRO, our Pro Tools systems have been rock solid,
and we no longer have the headaches of SCSI drives.”

~Kevin Dillon/Crescent Moon Studios

"The people at SNS care about their product, and they care

about what we are doing with it. From sales to support, service

is exceptional and the reliability of the system speaks for itself.”
~Vidfilm/Technicolor

"After recording a live show that was over an hour long, straight
into Pro Tools 48 tracks at 96k, the SNS system proved to be
totally bulletproof.”

~Steve Greco/Dreamhire

Call toll free 877.537.2094 or visit us online at www.studionetworksolutions.com




Users trusting A/V SAN instead of SCSI:

abbey road studios
blackbird studios

bob rock

chris fogel

crescent moon studios
dreamhire

fx rentals-london
improper channels inc.
jeff balding

music cafe

new line cinema
paragon studios

peter krawiec
powerhouse productions
sony/atv

steve bishir

the hit factory

tony maserati
vidfilm/technicolor
walter afanasieff...

Some of the world's most renowned facilities,

producers, and engineers have placed their trust in ,:_;‘ 'nA
our systems. And for good reason... A/V SAN and A/V J——:_/
SAN PRO perform with amazing speed and bulletproof studio network solutions
reliability...Every Time. Place your trust in storage —i———.‘r—

www.studionetworksolutions.com
toll free 877.537.2094

solutions from Studio Network Solutions and eliminate

your drive/SCSI problems. n
Visit us at AES, Booth # 2259
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BY OLIVER MASCIAROTTE

The Sheep Are Still Asleep

Slow Steps Toward File Interchange

Ithough there have
been weak efforts in
the past and a good

deal of lip service addressing
file and session interchange,
litle actual help for the aver-
age practitioner is afforded by
old-school methods, unless
you are a single-vendor house.
What began a decade ago as a
proprietary solution, the OMF
standard and its spawn, AAF,
are, in large part, controlled by
Avid and have not made life
much easier for end-users and
have made pure hell for other
audio manufacturers. (For an
in-depth look at the history of
OMF, see “File-Format Inter-
change” on page 50.)

Back in 1998, the Audio
Engineering Society, identify-
ing a need in the industry for
an open approach to session
interchange, made a first attempt to bring some or-
der to the chaos. So began the AES31 standard:
open, international and designed to simply address
interchange of audio content and metadata. Mel
Lambert covered AES31 in detail in the October 2001
issue of Mix, so I won't dig into the gory details. The
standards committee has now ratified two parts,
AES31-1-2001, or Part 1, which describes “a common
platform so that files may be interchanged among
hardware of different manufacturers of audio and
video equipment,” and AES31-3-1999, Part 3 of the
spec, which provides a “simple but extensible sys-
tem for passing audio material between systems.”

The essence of Part 1 is straightforward and suc-
cinct. In a word, fat. Whether it be 12-bit for floppies
or 16- or 32-bit for rigid media, Microsoft’s antique de
facto disk file system is the foundation for AES31FT, the
standard’s file-allocation table disk format. Because this
is a lowest-common-denominator standard, the more
widespread FAT won out over the much-improved
NTFS, because universality is paramount. NTFS, the file
system developed for Microsoft's professional NT op-
erating system, is a more robust approach than FAT32,
a 32-bit version of the file-allocation table first devel-
oped for its original operating system, MS-DOS. NTFS
has better user access control and handling of modem
volume sizes and file counts, along with improved re-
liability. We all like reliability.

wiwwe.mixonline.com

ILLUSTRATION DAVE EMBER

On we go to Part 3, which outlines a “...convention
for expressing edit data in text form in a manner that
enables simple and accurate computer parsing while re-
taining human readability.” In other words, it’s sample-
accurate session data expressed as ASCII text. ASCII text
is the simplest data format for “human readability,” con-
sisting of the upper and lowercase alphabet and com-
mon metacharacters like # and $, along with the num-
bers 0 through 9. So, like the CMX EDL (edit decision
list) format for videotape editing that started it all, AES31
Audio Decision Lists (ADL) can be read by any engi-
neer who has learned to parse or understands his or
her grammar. As an example, the following fictitious en-
try would identify a source file used in a project:

(F) "URL:file:08/26/01/localhost/Kingston03/AUDO0T .\ WAV™
030A2C68010101010202000230531M80-19F4-28b2-DPDC-
00T06703K9TC040603

09:11:03.03/1101 00:00:07.00/1101

“NAME: MOS RoomTone2”

N

The first line identifies a (F)ile entry, and then
states the location of that file, as expressed in a URL
as you'd see on the Web. That's followed on the sec-
ond line by the unique identifier, a pseudorandom
string that is unique to that file. The fourth line pro-
vides the starting timecode address from the source
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reel, followed by the file’s starting time-
code address. The fifth line gives the
source reel name, and the sixth line
completes or closes the entry. Not too
scary, huh? AES31 ADL files can be iden-
tified by their—you guessed it—*.ADL”
extension.

Part 3 also describes the Edit Decision
Markup Language (EDML), a very simple
“language designed to accommodate the
requirements of edit data exchange. A
primary design objective is to maximize
platform and transmission compatibility
and to provide simple and explicit pars-
ing.” Notice how many times the word
“simple” is used in the descriptions. Sim-
plicity is a key feature of AES31, as most
creatures—including software engineers
and their project managers—are pain-ad-
verse. In the world of computer-based
products, one basic equation rules: Com-
plexity equals pain. Remember, though,
that “simple” is a relative term, and al-
though AES31 is simplified relative to
prior exchange methods in many regards,
it's no walk in the park. Because there are
S0 many proprietary session formats from
products old and new, any solution can’t
help but be fairly complex.

By this time, you may wonder what
happened to Part 2. This portion of the
spec identifies a preferred audio file for-
mat—the EBU’s Broadcast Wave Format
(BWF) has been fingered as “suitable for
this purpose.” BWAV files, a profession-
al version of the ubiquitous .WAV sound
file format used on Win systems, con-
tains additional time stamp and sync info.
Multichannel audio is represented as
monaural rather than interleaved files.
So, a 6-channel mix would be stored as
six monaural files. At the time of this
writing, the AES hadn’t posted this part
of the spec, so I assume that there are
some last-minute details to work out.

By the way, interleaved files are a
holdover from the days when all audio on
computers was derived from studies in
“computer music.” Those were the days
when computers were big, the size of a
‘fridge or two, and disk drives were slow
and stupid. Anyway, interleaved files take
all of the channels and time-domain multi-
plexes them into one chubby file by slic-
ing each channel up into discrete chunks
of time, then assembling the pieces, each
in turn, into a serial string. Interleaved files,
universally frowned upon these days,
make disk transfer easier, but processing
individual channels is a pain in the butt.

Much more complicated is Part 4, the
effort to “...identify a system, capable of
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working cross-platform, using object-
oriented computer techniques, because
they offer much greater flexibility than is
possible in a simple list.” Ouch! Though
this process began in 1997, it isn't sched-
uled for completion until 2005, and my
guess is even that date is optimistic. A liai-
son with the rich media-oriented AAF
Association was started awhile back to pro-
mote audio interchange within the AAF
framework to provide some cross-com-
patibility with AES31. Not surprisingly,
recent activity in this area has languished
because vested interests are usually
stronger than any desire for improved
interoperability.

Let’s talk about vendor support. Since
I last visited this topic, the list has grown
considerably. The pioneers at SADIE have
long been the champions of AES31, and
now the list of participants includes Eu-
phonix, Fairlight, WaveFrame, iZ, Nuendo,
Zaxcom, Genex and Akai. AES31 imple-
mentation is in process at DAR, Merging
Technologies, Studer, Mackie and Tascam.

In all of this, one cannot help but
wonder how our little world of pro audio
will fit into the much larger context of
digital teleproduction and rich-media
production as a whole. The AES is work-
ing with SMPTE to make AES31 part of a
larger production infrastructure, and I
applaud both organizations for taking the
initiative to make all of our lives easier.
Maybe someday, the AES, EBU, ITU, NAB
and SMPTE will become one unified
body creating harmonious pan-industry
standards, but I'm not holding my breath.
Until then, go with what works, and
AES31 works.

This discussion of AES31 and other
tools is all well and good, but the one im-
portant onlooker that’s invisible—but es-
sential—to these proceedings is Avid and
its Digidesign division. Personally, I think
AES31 is strong medicine for the session-
interchange malaise, and, with vocal sup-
port from users like you, it can become an
everyday success. I've said it once and I'll
say it again: Demand support for AES31 in
the products you purchase and use. You
may not need it today, but you most like-
ly will tomorrow. AES31 has reached a sur-
prising state of maturity. So, don't stay
asleep, wake up and participate! |

OMas provides professional services to
content creators and manufacturers large
and small. For links to bis previous in-
stallment of the AES31 soap opera and
other useful arcana relating to this col-
umn, visit www.seneschal.net.
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"I have had the opportunity to use a variety of ADK
Microphones in a wide range of applications. The sound
is huge and wide open when tracking vocals. The clarity

and detail is incredible! The accurate and transparent

sound reproduction, especially on the acoustic grand
piano, is nothing short of amazing! You really owe it

to yourself to give ADK Microphones a serious listen.”

Dale Sticha - Recording & Live Sound Engineer/
Piano Tech for Sir Elton John




log 2-track returns are balanced TRS jacks.
Two-track analog I/Os are also provided
on unbalanced -10dBV phono jacks.
MIDI In/Out/Thru ports support chores
such as recalling scenes (automation
snapshots), controlling real-time console
parameters, Bulk Dumping au-
tomation and other data, con-
trolling external machines (in-
cluding transport functions and
track arming) via MMC, and
controlling DAWs via the
DM2000’s predefined remote
layers. USB and serial ports
handle multiport (supplying
eight ports) communication be-
tween the DM2000 and a host
Mac or PC. Alternatively, in-
stalling an optional mLAN I/O
card in slot 1 supports 8-port
communication over Yamaha'’s
proprietary network. MTC and
SMPTE inputs (the latter on a
balanced XLR connector) al-
low synchronizing automixes
(dynamic automation moves).
A 15-pin D-sub connects to the op-
tional MB2000 Peak Meter Bridge ($1,100).
The MB2000 shows levels for all of the
console’s I/O and four remote layers, and
allows users to globally set pre-EQ, pre-
fader or post-fader meter source points for
inputs and outputs. A large timecode read-
out and connections for two lamps (with
a dimmer) add the finishing touches to this
outstanding meter bridge. Users who de-
cline to purchase the MB2000 can access
meters (and a wealth of other data) on the
backlit, 320x240-dot LCD screen near the
center of the DM2000’s control surface.

Besides the dead-quiet cooling fan,
the rear panel also features a port to con-
nect a PS/2-compatible keyboard (for
quick titling of scenes, automixes, li-
braries and so on), a GPI Control port
(used to control external gear with the

e . DM 2000

The console’s center section offers quick parameter occess.

DM2000’s faders or 16 user-defined keys)
and a 9-pin D-sub remote port (for re-
mote contro! of machines that suppon
the Sony P2 protocol, such as the head
amps on the optional Yamaha AD824
A/D converter). Anyone who needs lots
of inputs should note that up to four
DM2000s can be linked using the con-
sole's Cascade In/Out ports.

A/D INPUT AND CHANNEL STRIP
CONTROLS

On the DM2000 control surface, each of
the 24 A/B input channels features a -26dB

pad, detented (+44dB range) gain pot,
analog insert on/off switch, and separate
signal presence (-20 dB below nominal)
and peak (3 dB below clipping) LEDs.
There are 24 48VDC phantom power
switches for each of the “A” (XLR) inputs.

The DM2000’s 24 100mm
channel faders (as well as the
stereo master fader) are touch-
sensitive and motorized. The
channel faders set /O levels
or remote-control parameters
in nine different console layers
and can be used to punch in
automix moves on a channel-
by-channel basis. The faders are
joined by On, Solo, Channel
Select and Auto buttons in
each of the console’s 24 chan-
nel strips. The Auto buttons
can be used to set automix
playback and recording status
—including on-the-fly punch
ins/outs—independently for
each channel.

The rotary encoder in each
channel strip can be used to control chan-
nel-input panning and matrix-send bal-
ance (Pan Encoder mode), or aux and
matrix-send levels (Aux/Mtrx Encoder
mode). In each of the four additional as-
signable encoder modes, one of the 44
available parameters can be mapped to
the encoders. For example, the encoders
could adjust surround LFE levels in As-
signable Encoder mode 1, and the head
amp gain on Yamaha's AD824 external
A/D converter in Assignable Encoder
mode 2. Awesome!

As mentioned earlier, faders and other

LURRENTLY AVRILABLE Mint YGOAI 1/0 CARDS FOR THE DMa000

Card Format Ins Outs Resolution/Fs Connectors U.S. List
MY4-AD Analog in 4 NA 24-bit, 44.1/48 kHz XLR x4 $319
MY8-AD24  Analog in 8 NA 24-bit, 44.1/48 kHz TRS x8 $369
MY8-AD96  Analogin 8 NA 24-bit, 44.1/48/88.2/96 kHz 25-pin D-sub $449
MY4-DA Analog out NA 4 20-bit, 44.1/48 kHz XLR x4 $269
MY8-DA96  Analog out NA 8 24-bit, 44.1/48/88.2/96 kHz 25-pin D-sub $399
MYS8-AE AES/EBUI/IO 8 8 24-bit, 44.1/48 kHz 25-pin D-sub $319
MY8-AES6 AES/EBUI/IO 8 8 24-bit, 44.1/48/88.2/96 kHz 25-pin D-sub $449
MY8-AE96S* AES/EBU I/O 8 8 24-bit, 44.1/48/88.2/96 kHz 25-pin D-sub $599
MY8-mLAN IEEE1394 8 8 24-bit, 44.1/48 kHz 6-pin 1394 connector x2 $599
MY8-AT** ADAT I/0 8 8 24-bit, 44.1/48 kHz Optical x2 $319
MY8-TD** Tascam TDIF-1 8 8 24-bit, 44.1/48 kHz 25-pin D-sub/wordclock out  $319
APBDA Analog out NA 8 Apogee 24-bit, 44.1/48/88.2/96 kHz 25-pin D-sub $1,195
APSAD Analog in 8 NA Apogee 24-bit, 44.1/48/88.2/96 kHz 25-pin D-sub $1,495
Y56K ADAT I/O 8 8 Waves 24-bit, 44.1/48 kHz Optical x2 $1,049

* The MYB-AE96S is the same as the MY8-AE96 but adds onboard sample-rate converters and can’t be used in more than four
slots due to heavy power consumption.

** Can handle 24-bit/96kHz operation in double-channel mode.
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controls in the DM2000’s 24 channel strips
can access nine different console layers:
four input-channel layers (serving input
channels 1 through 24, 25 through 48, 49
through 72, and 73 through 96, respec-
tively); one master/output layer (control-
ling the eight buses, 12 aux sends and
four stereo matrix-send masters); and four
remote layers (using the channel strip’s
faders, encoders and on buttons to con-
trol external MIDI gear and DAWS). The
DM2000 includes preprogrammed, re-
mote-layer setup templates for Nuendo
and Pro Tools; additionally, users can
store custom controller-to-MIDI parame-
ter setups within scenes for their own par-
ticular DAWs.

The DM2000 offers eight fader groups
and eight mute groups, and input chan-
nels can be paired (both horizontally and

ROR Deﬁ'_gn I;n C

'Richard Oliver Frocwur

if you want
a regular room
at extorted cost
by any of the
standard major design
guys don't call us.
if you want
ass kicker
world class
at a great deal
by a company
who's main designer
Richard Oliver
is a multiple
platinum and
gold engineer
and has a far greater
amount of clients
that have

Conservativety more than 50 Piatinum records, 200 Gold Records,
20 Grammys, Thousands of National TV spots, 50 feature fiims,
& 40 TV shows have come from our rooms (and more daily)

stayed in business
making money

ROPD INC give us a buzz.
Liquid Studio Design for an Bvolving World
TEL/FPAX 212-757-1425

Email: ROPD@nyc.rr.com

Alt: ROPD@scoustics.Sm.com

Sites: http://www.ROPD.net
http://acoustics.8m.com
http://home.sprintmail.com/~rickol iver

vertically) across layers. Bus outs, aux
sends and surround pans can also be
paired horizontally.

Above the DM2000’s faders is a gor-
geous fluorescent assignment strip that
graphically displays each channel’s bus
routing, encoder value and on/off sta-
tus of the channel's EQ/insert/delay/

Wu Tang, The Cutting Room, Baseline,
New York Noise, Smythe Ltd, Ellas,
Russo/Grantham, Electric Lady,
Flavor Unit, Mitlenium, Big Baby,
Queen Latifah, Strictly Rhythm,
Harmony 534, North 40 Music,

Mix Up, Sound Madness,

BackPocket, Sound Lounge,

Mystic, Pulse, and a lot more

compressor/gate functions. It also dis-
plays custom user names (e.g., “kick,”
“vox™) for each channel; unfortunately,
these names are not stored in scenes.
[This is possible in the latest Version 1.1
software—Ed )

1/0 ROUTING
The DM2000’s routing capabilities are
nothing short of astounding. Input chan-
nels, bus outs, aux sends, matrix sends and
the master stereo out all feature digital in-
serts that can be independently placed pre-
EQ (post-gate), pre-fader (post-EQ) or
post-fader. Any available input port (e.g,,
from a card slot, A/D, etc.) can be routed
to any of the console’s digital insert ins, as
well as to any of the 96 input channels or
eight internal effects inputs. Insert outs, di-
rect outs, bus outs, aux sends, matrix sends
and the master stereo out can be routed o
any card slot, omni or digital 2-track out-
put port. Inserts can also be patched to in-
ternal effects. Users can also store their
most used I/O-routing setups in 64 libraries
that are dedicated to this purpose.
Adding to the console’s flexibility, the
master stereo output and all input chan-
nels, bus outs, aux sends and matrix
sends have independent compressors.
The DM2000 also offers six (total) 31-
band graphic EQs that can be inserted in-
to the bus outs, aux sends, or the left or
right channels of the matrix sends or mas-
ter stereo output.

SITE CONTACT PAGE with form - http://www.ropd.net/contact.htal

Celebrating 20 Years
of Hit Mastering !

Over the last two decades, we re proud to have
helped our clients chart hundreds of Top 10 hits.

In recent months, talented artists such as
Knoc-Turn al, Enrique Iglesias, Chris Cox, Robbie
Robertson, B-Tribe, Mickey Hart, Earth Wind & Fire,
Chris Botti, YES and Keiko Matsui have trusted us
to perfect their sound.

Future Disc is your complete resource for analogue
and digital mastering

Services include:

» CD mastering

« High resolution and surround mastering
« Enhanced CD, DVD-Audio

+ DVD-Video authoring

« Vinyl mastering

« Audio restoration

Call us today to hear what we can do for your masters.

FUPRE IISC

Future Disc Systems
3475 Cahuengz Bivd. West, Hollywood, CA 90068
tel 323.876.8733 web www.iuturediscsystems.com
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SELECTED CHANNEL CONTROLS
All 96 input channels feature a gate, 4-band
parametric EQ, delay and—as noted be-
fore—a compressor. All 30 output channels
(buses, aux sends, stereo matrix sends and
master stereo output) offer a 4-band para-
metric EQ, delay and compressor, as well as
provide access to the aforementioned pool
of six graphic EQs. Separate libraries are
provided to store/recall your custom graph-
ic equalizer, 4-band parametric EQ, gate,
compressor, effects and channel settings.

Five rotary controls handle dynamics
processing. A button toggles the rotary-
control assignments between gate and
compressor functions so that they serve
either as dedicated threshold, range, at-
tack, decay and hold controls for the gate,
or as dedicated threshold, ratio, attack, re-
lease and gain controls for the compres-
sor. Separate gate and compressor on/off
buttons are also provided.

The parametric EQ section provides

two control knobs (one for gain, the oth-
er toggles between frequency and Q) for
each of the four bands. This arrangement
lets users simultaneously adjust two EQ
parameters in one or more bands at once.
Shelving and low/highpass filters are al-
ternatively provided in bands 1 and 4.
Four other knobs serve three banks of
aux sends (12 aux sends total) for input
channels or, alternately, one bank of four
stereo matrix sends for the console’s eight
buses, 12 aux sends and master stereo out
(forming a 22x8 matrix). The console’s 12
aux sends can feed external effects
processors—via omni outputs, for exam-
ple—and/or the eight independent inter-
nal effects processors. The internal effects
can also be fed by insert outs on the in-
put/output channels or chained together
to create multi-effects. The internal effect
returns can route to input channels or to
insert ins on the input/output channels.
The DM2000’s onboard eftects include

stereo reverbs, delays, phaser, flange, dis-
tortion, autopan and chorus, as well as
mudtichannel reverbs, autopan, compres-
sion, multiband dynamics and modulation
effects for 5.1 surround sound. An optional
Waves 50k effects plug-in card ($1,049 re-
tail) is also available. You can also define
your own plug-ins to control external effects
via MIDI.

Other selected channel controls in-
clude channel delay (on/off, time, mix
and feedback), channel insert on/off, nor-
mal/reverse phase and pan controls, in-
cluding a joystick for surround panning!

MONITORING

A dedicated button switches control room
monitoring between your mains and near-
fields, with a companion-level attenuator
knob for the latter. Possible CR-monitor-
ing sources include three digital 2-track,
two analog 2-track, master stereo bus out-
put and two assignable output channels.

10T JUST FOR RECORDING!

On the Road With the DM2000

By Mark Frink

Yamaha's DM2000 has created quite a buzz within the record-
ing community, but what about its live sound capabilities? To
check it out first-hand, I brought a DM2000 to the Britt Festival
in Jacksonvilte, Ore., and hooked it up to a second split on the
stage box, running it backstage next to George Relle’s
PM4000M monitor desk. The Beach Boys brought their own
monitor engineer, freeing me to make my own mix on near-
fields, headphones and IEM:s.

Like Yamaha's PM-1D, there are eight onboard effects units
and they sound pretty good, but like many features on this con-
sole, quickly programming them takes some getting used to.
Presenting this desk to an artist’s live sound engineer for the first
time requires having a competent technician preprogram it be-
fore soundcheck. Pre-production can be done offline using the
(MadPC) Studio Manager software, which is easier than doing it
directly on the desk.

The DM2000's 96 channels are addressed via 24 motorized
faders paged in four banks, plus a fifth page to control the out-
put levels of its eight groups, 12 auxes and four stereo matrices.
Beyond its 24 XLR analog mic inputs and XLR analog stereo mix
outputs, there are eight “omni” TRS jacks that can be assigned
as any output. To accommodate additional inputs or outputs,
optional mini YGDAI cards must be added to the six slots on the
back. (See the table for all of the cards’ specs.)

Of the dozen optional Yamaha /O cards, the 24/96' are the
tikely choices for live sound. The MY8-AD96 adds eight analog in-
puts on a 25-pin D-sub connector, and the MY8-DA96 does the
same for eight analog outputs. Adding eight channel inputs to all
six slots yields an additional 48 line-input channels, bringing the

total to 72. The last 24 channels can be used for internal effects
returns and for double assignment of inputs that require differ-
ent EQ or dynamics treatment for foldback. An mLANAEEE1394
card is available for networked system applications.

Apogee Electronics also offers high-performance, 8-channel,
24/96 /O cards (the $1,495 list APBAD) and the $1,195 APSDA.
It's beneficial to perform A/D conversion outside of a digital ma-
chine, so while its A/D input card made a negligible difference,
using the AP8DA for console outputs provided a fuller, smoother
sound on my Meyer HD-1s. Every DM2000 should be equipped
with at least one Apogee D/A card.

Making the DM2000 a 48 mic-input desk would require an
additional 24 channels of preamps and converters. The DM2000
sounds as good as a PM4000, and the need for additional pre’s
may be a blessing if your rider or installation specifies high-end
preamps.

Installations where events are regularly repeated (such as
houses of worship, theatrical performances, theme parks and
industrials) will reap rewards from the DM2000’s programma-
bility, snapshot recall and SMPTE-based dynamic automation.
Additionally, the ability to store scenes, copy settings from one
channel to another and archive EQ, dynamics and effects in li-
braries give the DM-2000 an advantage for single-user, multi-act
productions.

With six 27-band graphic equalizers that can be patched to
any output, Yamaha has created a digital recording console with
far more live sound appeal than the 02R. Though designed pri-
marily for recording and post-production applications, the
DM2000's large number of inputs, compact footprint and com-
prehensive recall capabilities should also appeal to the live
sound and installation markets. a
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Studio monitor sources include the mas-
ter stereo bus, CR output, and aux 11 and
12 (for cue mix feeds). Levels for the con-
trol room, studio monitor, talkback (from
a built-in mic), phones, a solo and sur-
round monitoring are controlled by sepa-
rate knobs. Slate, Mono and Dimmer (at-
tenuator) switches are standard.

The console’s surround monitoring fa-
cilities are comprehensive. Both LCRS and
5.1 modes are supported; they use buses
patched to slot or omni outputs to moni-
tor surround channel sources. Included
are five preset bass-management modes
for 5.1 setups and down-mix matrices in
LCRS and 5.1 setups. The built-in pink-
noise generator is used with individual at-
tenuator and delay parameters to align
each speaker in your surround setup; one
dedicated console knob can control all
speaker levels simultaneously. You can
quickly switch between monitoring a sur-
round mix in progress (e.g., the bus out-
puts) and playback of surround mixes
from as many as six multitrack recorders
(sourced from slot inputs). As with rout-
ing presets, your multichannel listening
setups can be saved/recalled in the
DM2000’s surround monitor library.

AUTOMATION AND

REMOTE CONTROL

The DM2000's 99 scene and 16 automix
memories dynamically control virtually all
mix parameters to “-frame accuracy. A
plethora of automix function buttons on
the control surface minimize the need to
navigate virtual buttons on the LCD
screen. For example, seven “hard” buttons
let you choose the exact combination of
parameters (fader/mute/pan/surround/
EQ/aux/aux switching) to be overwritten
on the next pass. Fast!

The DM2000’s dynamic automation is
similar to 02R operations—02R users will
be up and running in no time at all. Rel-
ative-Fader mode dynamically trims fader
moves that were made in a previous pass
with new fader moves. Fader Return
mode makes the fader return at the
punch-out point to the value it was at on
the previous pass, and at the speed you
specify for ultrasmooth overwrite drop-
ins. To control the fader’s return manual-
ly, a Fader Takeover mode continues the
recording until your current fader position
intersects the previous pass’ fader data.

Scenes and libraries can be recalled
offline. Offline editing is also available for
fader/mute/pan/aux/aux switching and sur-
round parameters. A defeatable selected-
channel filter thins the data display for
manageable event lists. Timecode loca-

- :'_.//' 5

tions can be captured on-the-fly and used
as infouts to erase and trim automix
events, copy/move events to other chan-
nels and timecode locations, and more.
Once you're finished mixing, your auto-
mixes, scenes, libraries and setups can be
saved to a SmartMedia card using the
DM2000's built-in card slot.

Dozens of buttons on the DM2000's
right side can be used to control the trans-
port, locate, chase and track-arming func-
tions of up to eight external recorders via
MMC or Sony P2 serial protocol. The
board also includes Studio Manager soft-
ware to control/display any 1DM2000 para-
meters using your Mac or PC.

SOUND QUALITY

The DM2000's A/D converters sound much
smoother and more revealing than those in
the 02RV2; in A/B tests, they sounded very
similar to those in the Apogee AD-16 in
terms of spectral balance, depth and chan-
nel separation. The DM2000’s head amps
sound far more robust than the 02RV2’s,
capturing plenty of low end and high-fre-
quency detail. [ produced superior tracks
using a Millennia HV-3 mic pre and
Apogee Rosetta A/D as my front end, but
few—if any—consoles at any price can
stand up to the quality afforded by such
highly specialized outboard gear.

The DM2000's EQ sounds excellent.
The console’s compressors are a huge im-
provement over those in the 02RV2; at
moderate settings, they sound quite trans-
parent, both dynamically and spectrally.
The onboard plate-reverb algorithm—and
to a much lesser extent, the room reverbs—
exhibited fluttery tails. However, most of
the DM2000's internal effects sound great,
with early reflections, delays, modulation
effects and even the hall reverb program
winning particularly high marks.

CONCLUSIONS
The DM2000's phenomenal routing capa-
bilities and jam-packed feature set will as-
tound you. The generous allotment of con-
trols and their logical layout make working
with this console a joy. Add the console’s
impressive sound quality to the mix and
you've got a truly incredible value. Anyone
who is looking to buy a serious digital pro-
duction console should check out this
amazing console. The DM2000 rocks!
Yamaha, 6600 Orangethorpe Ave.,
Buena Park, CA 90620; 714/522-9011;
www.yamaha.com. [ |

Mix contributing editor Michael Cooper
ouns Michael Cooper Recording in beau-
tiful Sisters, Ore.
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We make patchbays. Nothing
but patchbays. All by our-
selves. In the hills of New
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Emagic Logic Platinum 5.1 and Logic Control

Workstation and Hardware Controller

magic’s Logic Platinum Version 5.1
E picks up where Version 4.8.1 left

off and adds a whole slew of en-
hancements to the program’s already im-
pressive engine. Highlights include new
proprietary effects and instrument plug-ins,
comprehensive automation features, im-
proved audio file-format handling, graphi-
cal user-interface enhancements and inte-
gration with Logic Control surfaces.

The 5.1 upgrade is available for all
Logic versions. The stock soft synths are
included in every version, although only
Platinum features all of the effects plug-
ins. Emagic offers competitive upgrade
prices for those who would like to trade
in their current digital audio sequencer for
Logic. Or, you can just purchase a com-
plete version of Logic, independent of any
manufacturer incentive.

Before upgrading your version of Log-
ic, there are some important things you
need to know. On a Mac, Version 5.1 re-
quires OS 9.1 or later, though Logic is not
yet OS X-compatible. If your system is not
up to date, then you will need to fix this
before you can perform the install. Since
Version 4.7, Logic has supported Apple
dual-processor computers, though for this
field test, I ran it mostly on a SO0MHz G4
Titanjum Powerbook (which it ran won-
derfully on). If you're using the program
on a PC, it still runs with Windows 98, as
well as 2000, ME and XP. You've probably
heard by now that with Apple’s recent pur-
chase of Emagic, the company is discon-
tinuing its PC products; however, the official
word from Emagic is that it will continue
to support existing PC products. Time will
tell how that support is maintained.

NEW-SCHOOL COPY PROTECTION

Version 5.x comes with a brand-new
copy-protection dongle called the XSKey.
It's USB and is meant to replace all previ-
ous forms of copy protection for all of
Emagic’s software (including virtual in-
struments like the EXS24 and EVP88). The
good news is that you are no longer
prompted, intermittently, to insert your in-
stallation CD-ROMs for ownership au-
thentication. The bad news is that Emag-
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Logic features new automation features, as seen here in the Arrange window.

ic wants all of the original installer CD-
ROMs and your old dongle returned.

When you upgrade, the XSKey will let
you use the software for 12 weeks before
requiring the proper codes to officially un-
lock everything. You get an envelope (with
Emagic’s address, but not postage paid) to
return all of the requested paraphemalia.
When Emagic receives your bundle, it will
mail or e-mail you the official codes (hope-
fully within the 12 weeks). A special sys-
tem menu that is associated with Logic lets
you publish the codes to vour XSKey.

If returning old dongles and CD-ROMs
sounds like a pain, it is, especially if you
own a bunch of Emagic software. For ex-
ample. I had to swff seven items—the in-
staller discs for Logic Audio 4, ES1, EXS24,
EVP83, ESB TDM, registration paperwork
and the dongle—into the provided enve-
lope. (No wonder insuring the envelope is
recommended.) I understand the need for
a good copy-protection scheme, but this is
a bit ridiculous. How about employing a
copy-protection system that is more con-
venient for honest end-users? One-time
authentication during the program’s initial
installation, using its original CD-ROM and
a S/N, is my preference. Emagic feels that
this system is the best alternative for both
domestic and international users; alterna-
tives such as purchasing a new package
and recieving credit for sending in a key
were more cumbersorne.
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LOGICAL CHANGES

For the most part, V. 5.1 looks the same
as previous incarnations. The program’s
default predominantly gray color themes
still reign supreme. However, there are a
few noteworthy improvements that add a
touch of zest to the interface. All of the
buttons have been given better coloring
and backlighting, greatly improving their
visibility and 3-D appearance. The back-
ground of the Matrix Edit window now
features alterrmting light and dark gray
bands to delineate every other note of the
keyboard. This is much easier to look at
and work with than the old white back-
ground and black grid.

The Track Mixer can now display spe-
cific types of tracks, such as MIDI, audio
or virtual instruments. The buttons to
switch between track types are conve-
niently located to the left of the channels.
This is a big improvement and makes
the Track Mixer far more user-friendly.
Whereas before I spent most of my time
tweaking sounds (like adjusting levels
and EQ) in the Audio Mixer, the Track
Mixer is now my window of choice for
such operations.

Zoom functionality has been greatly
enhanced. Several key commands are
now included to save and recall zoom
settings, as well as zoom to fit a selection
horizontally and vertically, or just hori-
zontally. The ability to strike a key and
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zoom all the way in to a selection, with-
out repeatedly pressing arrow keys or
touching those crazy telescoping tools, is
really appreciated.

AUTOMATION ARRAY

It's been a long time coming, but I'm
happy to report that full-fledged automa-
tion has finally arrived. Even plug-ins (ef-
fects and virtual instruments) that support
automation can now be controlled—
yippee! The automation modes are avail-
able directly from the channel strips:
Read, Touch, Latch and Write. The old
MIDI Automation mode is still available.
The only mode that is noticeably missing
is Trim. Though it's possible to hold
down Option and trim muliiple break
points of an automation curve using the
mouse just as before in Hyper Draw, this
isn't the same as using a fader to trim a
level.

Viewing automation in the Arrange
window is handled nicely. Automation
curves appear in standard breakpoint
form and can be treated just like MIDI
data in Hyper Draw. Multiple curves can
be viewed at once, and when zoomed in,
the automation data you want to see can
be selected directly from the track (see
screenshot). The only thing I missed was
a way to constrain breakpoint creation to
the tempo grid. This would make it eas-
ier to draw in automation moves locked
to the beat and cook up effects like pe-
riodic (as in a sine or square wave) vol-
ume changes.

HARDWARE CONTROL

Emagic teamed up with Mackie (the
folks who designed and built the HUI
control surface) to build the Logic Con-
trol ($1,299) and Control XT ($1,199)
units. Logic Control is the 8-fader mas-
ter control surface with buttons to ac-
cess almost every facet of Logic, and
Control XT is an 8-fader expansion
module. Both units are MIDI and re-
quire their own input and output MIDI
ports to communicate with Logic. You
can hook up as many Control XTs along
with Logic Control as you have MIDI
ports available.

With the Logic Control and XT units
properly connected, they are automati-
cally recognized when the program is
booted. Open a project and the control
surfaces will update to reflect the ses-
sion’s settings. Out of the box, the con-
trol surfaces work with Logic's internal
MIDI routing. To have them operate with
OMS, you will need to download an up-
date from Emagic’s Website (www.emagic
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.de). If you use Digidesign’s Pro Tools
and would like to use Logic Control to
control this program, a HUI software em-
ulation is also available from Emagic’s
site. The emulation software runs in the
background and allows Logic Control to
communicate with Pro Tools via the OMS
IAC buses. Though Logic Control under
HUI Emulation mode is missing the spe-
cific function butions found on a dedi-
cated Pro Tools controller, the unit’s com-
munication with Pro Tools is amazingly
well-conceived.

The control surfaces feel good with
touch-sensitive, 100mm Penny & Giles
faders and solid knobs and buttons.
Logic Control is about half of the size
and weight of the HUI, but feels just as
well built. There are some nice refine-
ments over the HUI, like the smooth de-
tent action of the jog/shuttle wheel and
V-pots, and the slightly raised Transport
bar with its inset buttons. Most of Log-
ic’s functions can be accessed directly
from Logic Control, from basic panning
and levels to environments, channel in-
serts (effects and instruments) and
markers. A Flip mode enables swapping
the V-pots with the faders to let you
control a plug-in’s parameters with
faders instead of knobs—a very cool
trick.

However, despite all of Logic Con-
trol's power, I was not able to lose my
mouse and keyboard entirely. I contin-
ued to return to these controls to edit
and perform custom key commands. A
dedicated Edit Key section (with at least
Cut, Copy, Paste and Repeat keys) and
a user-assignable 10-key pad would be
nice additions in the future. And, call me
old-school, but it makes a world of dif-
ference to have a couple of monitor
feeds right on your mixing surface. To
mix properly, you need to be constant-
ly comparing your mix between a few
different speaker sets. Sure, you can set
up a separate monitor mixer on the side,
but that eats up desk (or rack) space and
can be an inconvenient reach when
you're trying to keep your ears focused
on the sweet spot. A monitoring system
like the HUI's would also be appreciat-
ed on the Logic Control. Emagic says it
left the feature off to maintain the low
$999 street price.

PLUG-INS FOR EVERYONE

There are a bunch of new effects plug-ins
that range from utilitarian to wacky. On
the essential studio-tools side, there is a
de-esser and an exciter, two invaluable
limiters and a multiband compressor. For
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more creative processing, there are a
couple of interesting distortion plug-ins
and a phat SubBass harmonic generator.
All of the plug-ins sound good and can be
fully automated—they’re worth the price
of the upgrade alone.

For those of you who use Logic in
TDM mode, the Tape Delay and Auto-
Filter TDM versions of these plug-ins
have been discontinued at this time. I
know a few producers who regularly
depend on these plug-ins and will be
unhappy to find them missing from their
effects arsenal. Emagic promises that
they will be updated to work with an
upcoming version, in DAE mode, soon.
The native versions of these two plug-
ins are still available and function as
usual.

The great new plug-ins don't stop
with effects either. Three soft synths
(Logic-proprietary instruments, like the
ES2 and the brand-new EV0l1—a
vocoder-type plug-in with a soft-synth
component that sounds very cool) come
standard with Version 5.x. The ES E is an
eight-voice polyphonic instrument de-
signed as a pad synth; a mono bass synth
is dubbed the ES M; and another more
powerful poly synth is called the ES P.
The instruments all look like lunar space
stations, gray and with landing pads for
dials, but together they make an impres-
sive set. The ES P is the most flexible of
the bunch in terms of sound design, but
a variety of useful sounds can be culled
from all of them. I found the ES M par-
ticularly useful because it had presets
that were quite close to the bass synth
sounds that you get from a vintage ana-
log synth.

GOOD LOGIC

Several enhancements to Logic’s file han-
dling and formatting have been intro-
duced. All versions of the program now
support 24-bit recording and sample
rates up to 96 kHz. (Previously, this was
only available with Platinum, Version 4.7
and higher.) A Psycho-acoustically Opti-
mized Wordlength Reduction (POW-r)
dithering algorithm can be applied dur-
ing bounce-down. There are three varia-
tions of the algorithm to select in the
bounce-down menu.

OMF files can be imported and ex-
ported for complete file interchange be-
tween Pro Tools (to make the file con-
versions between Pro Tools, you'll need
the OMF Tool application, which is avail-
able as freeware from Digidesign’s Web-
site, www.digidesign.com), Avid, MOTU's
Digital Performer and other such appli-



cations supporting this format. Previous-
ly, in order to transfer tracks from Logic
to Pro Tools for the final mixdown, each
track had to be bounced down as a con-
tiguous SDII file to import into Pro Tools.
This entire step can now be skipped be-
cause all of your audio regions and their
start times can be imported directly
through OMF. Logic Version 5.x session
files are not backward-compatible, but
there is an option to save out a session
to Version 4.x (sans the new automation
data).

Drag-and-drop support of REX files
has been implemented, which lets Log-
ic users take full advantage of the many
REX libraries available. Loops converted
to REX files have been beat-mapped,
sliced up and saved, along with a play-
back directory as a single integrated file.
From your digital audio sequencer, you
have complete tempo control of these
loops without changing their pitch or us-
ing time compression/expansion. The
format was developed by Propellerhead
Software and initially supported by
Steinberg’'s Cubase VST. The EXS 24
(Logic’s proprietary sampler) has also
been updated to import REX files and
will automatically keymap a REX file’s
beats and load its associated MIDI play-
back file to your selected track—very
cool.

There are many other improvements
in Version 5.1, including enhancements
to the Score feature (such as multipage
views that follow zoom levels in real
time, and the notation of aliases and
loops) and 999 levels of undo. Unfortu-
nately, it's impossible to cover every-
thing in a single article. Logic was a
powerful program before its revisions,
and is even more impressive now. The
added effects plug-ins are wonderful,
the virtual instruments are awesome,
and the new automation features com-
bined with the Logic Control surface are
smashing. Despite Emagic’s annoying
upgrade path and copy-protection sys-
tem, Logic is well worth the hassle.
Thanks to the changes, the program has
even become easier to figure out. If you
shied away from Logic before because
of its reputation for a steep learning
curve, then try out Version 5.x.

Emagic Inc., 13342-A Grass Valley
Ave., Grass Valley, CA 95945; 530/477-
1051; 530/477-1052; www.emagic.de. W

Visit Erik Hawkins’ fledgling record label
at www.muzicali.com and check out bis
new virtual studio recording book, Studio-
in-a-Box (AntistPro/Hal Leonard).
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Brauner VM1 KHE (Klaus Heyne Edition)

Tube Condenser Microphone

he Brauner VM1 tube condenser

microphone garnered a lot of

praise when it was introduced in
1994 because of its deft marriage of
subtle tube sweetness, remarkably low
self-noise, open/revealing sound and im-
peccable construction. The original VM1
didn't sound like a vintage tbe mic;
rather, it was a stunning example of the
accuracy and nuance that can be achieved
using an innovative, contemporary tube-
based transducer design.

At AES 1999, Dirk Brauner met Klaus
Heyne (of Corbett, Ore.-based German
Masterworks). Heyne (who has modified
and tuned innumerable vintage mics for
top recording studios and Grammy Award-
winning artists for more than 20 years) and
Brauner forged an agreement to build a
new high-performance “super mic.” After a
period of design, experimentation and ex-
tensive field trials, the VM1 KHE possessed
a modified VM1 capsule design, modified
VMI circuitry, a different head grille, a dif-
ferent power supply, and a special cable
between mic and power supply.

Hand-built in Brauner, Germany, and
hand-tuned at German Masterworks in the
US., the result is a phenomenal micro-
phone that retains its precision pedigree
and oozes with primal appeal. Find a stur-
dy door jamb to stand under, folks—the
new VM1 KHE is going to rock your
world!

FLIGHT TO QUALITY
The VM1 KHE ships in a lockable alu-
minum case. Also included are a shock-
mount, windscreen, and external power
supply and connecting cable. (The wind-
screen may be discontinued in an effort to
keep the price stable in the face of unfa-
vorable exchange rates.) Every piece of
the system showcases superb craftsman-
ship, and a five-year parts-and-labor war-
ranty is included. The system lists at a
whopping $8,700 (user price is $8,199.99),
making the VM1 KHE the world’s most ex-
pensive microphone,

The side-address mic body is roughly
two inches in diameter and 8.7 inches
long. It's quite heavy, weighing two
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ounces shy of two pounds. in
fact, the mic—fitted with its
weighty suspension and wind-
screen—proved to be too
heavy for my workhorse AKG
mic stands in some applica-
tions. For example, placing the
mic at the end of a long boom
arm (with the arm aligned par-
allel to the floor) caused the
boom arm to slip. Vertical
placement never caused any
slippage, but this mic needs an
extra heavy-duty mic stand for
the most flexibility in position-
ing. The good news is that its
heavy body won't resonate,
adding unwanted coloration
to the sound source you're
recording.

The VM1 KHE is beautiful.
The brass body is nickel-plat-
ed, and the head grille for
the dual-diaphragm capsule is
domed at the top to prevent
internal standing waves from
ruining the party. Its 27mm
(about 1%-inch) diaphragm is 6
microns thick. A single EF 86 tube sweet-
ens the deal.

The mic connects to the supplied PS1
KHE external power supply via a special,
RFI-rejecting, 7.5-meter cable fitted with
Tuchel connectors. All polar-pattern ad-
justments are made from the power sup-
ply, and a switch is provided to select be-
tween two different directional modes.
One mode disconnects the rear-capsule
side to provide a fixed-cardioid pattern
with 4dB improvement in signal-to-noise
ratio. (Brauner maintains that this mode
avoids a loss of clarity inherently caused
by remote pattern control of a mic.) The
cardioid-only mode was optimized for
close-miked vocals, but it sounded superb
on many instruments, as well.

The second directional mode allows
for infinitely variable adjustment of the
polar pattern—using a knurled rotary
knob—from omnidirectional through
wide-cardioid, cardioid, supercardioid,
hypercardioid and figure-8 patterns, serv-
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ing up intermediate patterns
along the way. A front panel
LED glows red in cardioid-
only mode, and glows green
when in multipattern mode.
Lower your monitor feed be-
fore switching modes be-
cause moving the switch will
produce an audible pop.

No mic roll-off or pad is
provided for the VM1 KHE—
in keeping with Heyne’s
goal to create a mic with “the
most direct path and the least
amount of componentry be-
tween capsule and output.”
You won't need to pad the
VM1 KHE in most situations,
anyway—the mic handles
138dB SPLs for a conserva-
tive 0.3% THD. (Most mics’
max SPL specs are rated at
0.5% or 1.0% THD.)

In addition to the AC pow-
er switch, an 8-pin Tuchel mic
connector and an XLR audio
jack out on the rear panel of
the power supply, you'll find
a three-way ground-lift switch, which does
not compromise the safety-earth connec-
tion. One switch position lifts the signal
ground, another switches the XLR's pin 1
to earth (“hard” ground), and the third po-
sition couples the signal ground via a ca-
pacitor (“soft” ground).

The VM1 must be secured to the sup-
plied suspension mount in order to place
it on a mic stand. This shockmount is es-
sentially a cylindrical tube that floats on
ar: elastomer suspension inside a concen-
tric ring. The VM1 KHE is secured by turn-
ing wo integral rings that close around
the mic. This arrangement takes some get-
ting used to, and mic setup/take-down
requires a little more time, but it depend-
ably safeguards this delicate instrument. A
lever angles the suspension mount
through approximately 180° of rotation.

The VM1 KHE's custom windscreen at-
taches to the suspension mount with two
screws. This, t0o, is more time-consuming
than most “slip-on” designs. The wind-
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Tascam DM-24

24/96 Digital Mixing Console

ascam’s DM-24 digital mixing con-
sole represents a large step toward
providing home and project studio
owners with pro capabilities in an afford-
able (82,995 list) package. Sporting 24-bit/
96kHz AD/DA converters, 32-bit floating-
point processing, 100mm touch-sensitive
motorized faders, internal automation, dy-
namics processing, extensive routing ca-
pabilities and the ability to cascade two
consoles, the DM-24 provides numerous
compelling reasons for digital studio own-
ers to consider it as command central.
The DM-24 is optimized for use with
Tascam’s family of DTRS machines, yet it's
flexible enough to work in several digital
audio environments. I tracked and mixed
with the DM-24 using ADAT XT-20s and
Logic Audio Platinum 4.81 running on my
Mac G4.

PHYSICAL LAYOUT
The DM-24 is a 32-channel/8-bus desk
with six aux sends. While there are 17 ac-
tual faders (16 channel faders plus a stereo
master), the DM-24 organizes channels into
three layers of fader control, with backlit
buttons to toggle between the layers. Each
channel has common Mute, Select and
Record Amm functions, plus an overload
status LED that can double as an automa-
tion activity indicator. The top of the stereo
master fader includes All Safe and Solo
functions that are configurable in software.
When the master Solo key is pressed, all
channel mute keys become solo keys.
The DM-24 has 16 mic preamps and
balanced line inputs on XLR and TRS
jacks, and 16 insert jacks for outboard
processors. The 48VDC phantom power
is switched in groups of four channels.
There’s no switch to select between mic
and line inputs—users must be careful not
to connect both inputs at the same time.
Gain can be adjusted between 0 dB and
56 dB. The analog I/O section also in-
cludes balanced %-inch control room and
unbalanced RCA studio monitor outputs,
2-track RCA inputs, XLR main stereo outs
(with TRS insert jacks) and dual head-
phone outs. Four balanced %-inch sends
and returns are software-assignable to act
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as inserts on any channel.

All ports for digital audio and control
I/O are on the rear panel, including MIDI
I/O/Thru ports, an RCA SMPTE/EBU
timecode input, word sync I/O/Thru can-
nectors, three TDIF connectors, ADAT op-
tical /O ports, a DTRS remote connector,
RS-422, GPI, “-inch footswitch jack and
two stereo digital I/O ports supporting
AES/EBU and S/PDIF. Two expansion
slots accept optional cards for cascade or
additional AES/EBU, ADAT optical, TDIF
or analog I/Os. The mixer uses passive
heat-sink cooling, so there’s na fan
noise—this is a very quiet mixer.

The DM-24 control surface includes
sections to control the 4-band parametric
EQ, channel assignments, library access
(for recalling and storing dynamics/ef-
fects/EQ presets and mixer snapshots),
transport and automation, and monitor-
ing. Checking status and configuring each
section are handled in its corresponding
control screen.

INTO THE CONTROL SCREEN

Maneuvering the DM-24 is pretty straight-
forward. Rotary encoders (with ring
LEDs), pods, soft keys, cursor buttons and
a jog/data wheel navigate to and config-
ure each channel’s settings wsing a de-
cent-sized 320x240 LCD screen. The DM-
24 has three main control screens: System
Control (for overall settings), Global Con-
trol (adjusting groups of specific parame-
ters) and Module screens (detailed control
of each channel, which covers effects, dy-
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namics, aux sends/returns, machine control,
automation, surround, metering and mon-
itoring, libraries, as well as analog and
digital I/0O assignments). Each screen can
be accessed quickly via 12 buttons that
double as a numeric keypad.

The hierarchy of pages is friendly,
with only one sub-page associated with
any given screen. And no matter where [
was, one button jumped me back to the
Module screen of the currently selected
channel.

The Module screen contains the basic
settings for each channel with soft-key
menus to access the main setup, dynam-
ics, EQ and aux send sub-pages for chan-
nels 1 through 32. (Bus and aux channels
don’t use these menus.) The top of the Set-
up screen always has a graphic represen-
tation showing EQ settings, with a block
diagram of your signal path directly be-
low. The right-hand column shows stereo
and dynamics metering, compressor, gate
and phase-control switches, EQ/bus sta-
tus, compressor insert-point indicators, as
well as a grouping indicator for fader and
mute groups. Along the bottom are the se-
lected channel’s trim and pan controls.
The central area of the screen is devoted
to the following information.

SETUP

The Setup section resembles a channel
parchbay, with switches for the channel
source, the Aux 1-2 source, gates (chan-
nels 1 through 16 only), compressors and
assignable inserts. Here, the compressor
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and assignable inserts can be placed pre-
or post-fader, channel phase reverse is
provided and channels 1 to 24 can be de-
layed up to 371.5 ms (@ 44.1 kHz).
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Figure 1: One of the strong suits of the DM-24 is
its subfle and musical 4-band parametric EQ. EQ
can be navigated and controlled on this screen, os
well as vio assignable rotary encoders.

AUX

The Aux Send page shows the levels,
pre/post-fader selections and returns for
all six auxes. Aux 1-2 also allows setting
the source to mic/line or return. In the lat-
ter, Aux 1-2 can function as a tape return
path, while channels 1 to 16 are used to
send input channels direct-to-tape. While
tracking, a recording snapshot in the li-
brary is available with these settings. Dur-
ing mixdown, Aux 1-2 can have the
mic/line inputs routed to them instead.
When routed to the stereo bus, the Aux
1-2 path essentially provides 16 extra
channels at mixdown with pan and level
control. The auxes default to fader con-
trol, but can be adjusted via the PODs be-
low the LCD screen or using rotary en-
coders. Additionally, three global screens
display all of the aux sends to configure
their settings at once.

DYNAMICS

The Dynamics page provides a compres-
sor for all 32 channels and a gate/expander
on the first 16 channels. The controls are
straightforward, and a library of presets for
common applications is available. These
are good, not great, dynamics processors
that are quite clean, easy to control and—
dare I say—almost warm. Special mention:
The Hysteresis feature is excellent to tailor
the gate’s response.

PARAMETRIC EQ

Hands down, one of the best aspects of
the DM-24 is its 4-band parametric EQ (see
Fig. 1). Settings can be adjusted via the
four PODs below the screen. Alternative-
ly, four rotary encoders can function as in-
dependent EQ controls for gain, frequen-
¢y and Q. (In the latter case, HF, high-mid,
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low-mid and LF frequency bands can be
selected via backlit equalizer buttons. This
flexibility lets you adjust EQ for a given
module, while tweaking aux sends or dy-
namics settings with POD controls.)

The HF and LF bands offer peak, shelf
or lowpass operation; the two mid bands
can act as notch or peak filters. Gain is
+18 dB, and the 24 Q settings range from
8.65 t0 0.27. As with the dynamics proces-
sors, user- and factory-EQ presets are
stored/recalled in the DM-24 library. With
a limited 31 to 19k Hz frequency range,
detailed applications may require dedicat-
ed outboard EQs, but the smooth, musi-
cal quality of the EQ and amount of con-
trol afforded are outstanding.

THE INS AND OUTS
The DM-24's digital I/O functions like a
digital patchbay, routing inputs and “re-
turns” via virtual patch cables (see Fig. 2).
Inputs include all mic/line inputs, digital in-
puts 1 and 2, internal effects returns and
assignable returns. These inputs can be
routed to any of 32 channels, so mic/line
number 12 can be assigned to channel 4,
effect return 2 can be assigned to channel
5, etc. The use of “return,” as in tape re-
turn, is a tricky bit of nomenclature. The
DM-24 treats all TDIF, ADAT and option
card-slot inputs as returns; these can only
be assigned to channels 1 to 24. Channels
25 through 32 are input-only, so you can’t
route any TDIF or ADAT channels to them.
However, these channels can be used as
effects returns, and the DM-24’s library sec-
tion includes this routing within its many
mixdown snapshots. [Note: The upcoming
Version 2.0 software is said to allow chan-
nels 25 through 32 to access the return sig-
nals. Under V. 2.0, channels 1 to 16 can be
used for input signals, while 17 to 32 can
be used as tape retumns. This negates the
need for using Aux 1-2 as tape returns.)
While there is a limit of three return
interfaces that can be used for tape re-
turns, all outputs (TDIF, ADAT, AES/EBU,
S/PDIF and option cards) are always ac-
tive, which frees you up to assign and bus
8-channel mixes to different formats, like
to ADAT or DTRS multitracks.

MONITORING

The console has an excellent monitoring
setup. The Control Room section has se-
lector buttons to monitor the hard-wired
stereo outputs and three soft outputs that
default to Aux 1-2, Digital In and 2TR In.
Different sources can be selected via the
Monitor screen. Also provided is a head-
phone-level control, talkback mic, main
control room outs, mono switching, solo
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monitoring and two “smart” keys. The lat-
ter re-route the main control room out to
the studio feeds or slated to the eight mix
buses, the six aux buses and the stereo bus.

RERUN  Chizsz i oureur
Figure 2: The I/O module of the DM-24 functions
like o digital patchbay. Assignments can be easily
modified with the data wheel. Here, channels 1
through 16 are hooked up as returns ta TDIF parts
1 and 2.

HIGH-SPEED/HIGH-RES

Switching the DM-24 to 88.2/96kHz oper-
ation increases fidelity for high-resolution
work but reduces features. Rebooting the
console set for this mode yields 16 tracks
with four aux sends, one effect and one
digital out. Basically, you lose half of the
desk’s power, although all eight buses are
available for surround mixing. Also note
that the ADAT card doesn’t support 88.2
or 96kHz Lightpipe, but Tascam is work-
ing with third-party developers to address
this issue.

IN SURROUND

In surround applications, DM-24 uses six
of its eight buses to send the 5.1 mix. Out-
put can be sent via TDIF, Lightpipe or the
option card. Surround modes can also be
configured as 2+2 and 3.1. Two side-by-
side XY matrices in the Surround screen
show two channels at a time, and the
PODs manipulate the image.

A Global Boom screen allows users to
uniformly edit the bass level for groups of
channels. Like other project studio-priced
mixers, the DM-24 lacks the ability to
monitor surround mixes. Tascam is aware
of this in its design and offers its stand-
alone D$-M7.1 ($1,895) as a solution. It al-
so lacks support for a joystick controller,
and this won't change. However, software
V. 2.0 of the DM-24 will include various
refinements for surround operations that
add innovative surround panning via the
data wheel.

INTERNAL EFFECTS

In addition to its dynamics algorithms, the
DM-24 includes internal effects that can
be patched as loop/inserts or in series (Ef-



fectl-Effect2). These include Tascam-de-
signed algorithms for delay, distortion,
chorus, flanging, phasing, de-essing and
pitch shifting. Stored in 127 locations in
the Effects section of the library, these can
be customized and stored as user presets.
I found these effects fairly basic and
decent—most users may prefer routing
to dedicated external effects. Perhaps an-
ticipating that users would need an ex-
tra enticement, Tascam struck a deal
with TC Works to include reverb algo-
rithms. Anyone who is familiar
with TC Works' MegaVerb will
also be familiar with the sound.
They’re serviceable but not
on par with a good outboard
TC or Lexicon box. Achieving
proper imaging can be a chal-
lenge, so it’s best used for sub-
tle jobs within the mix.
Tascam does include some
cool mic and speaker-modeling
emulation technology from An-
tares. The former applies characteristics of
various high-end mics to your own micro-
phone. This won't turn a C3000 into a
U87, but it may improve the sound. More
importantly, I achieved sounds that I
couldn't possibly arrive at via EQ and

compression alone. A poorly miked
recording won’t be saved, but it may of-
fer a wonderful weirdness that cuts
through the mix. It's highly recommend-
ed to users who are open to random dis-
coveries and who like to experiment with
textures. Antares’ speaker modeling sim-
ply lets you change your nice monitors
into the boombox or computer speaker
variety. Inserting this into the main stereo
outs provides a reasonable idea of how
your mixes will sound on tiny speakers.

Al digitol oudio and cantrol I/Os are on the rear, leaving the top panel for
aonalog-style patching.

MIDI AND MACHINE CONTROL

The DM-24's MIDI implementation serves
to send/receive controller data and pro-
gram changes, sends MMC and locks to
incoming MTC, backs up automation and
library data, as well as updates the system

software. You can program MIDI channel
and controller numbers for the fader,
mute keys and pan knobs for channels 1
through 32, allowing the DM-24 to con-
trol other devices, or vice versa. Another
MIDI layer offers DAW control over
faders, mutes and pans, acting as a con-
trol surface for programs such as Emagic’s
Logic Audio or Steinberg’s Cubase.

The DM-24 can also control many de-
vices via the R-422 port, MMC or the DTRS
remote jack. The DM-24 can scan and de-
tect connected devices, as well
as map the transport of those
devices. ADAT owners note:
The DM-24’s software has not
yet implemented the sync port
on the optional ADAT I/O
card. For now, you'll need a
BRC, MOTU MTP-AV or JL-
Cooper dataSync2 and use
MMC in lieu of ADAT sync.
Each of these devices converts
ABS timecode to MTC or SMPTE
that the DM-24 can read. All timecode/sync
settings are found in an Option screen for
selecting SMPTE or MTC as the sync
source. Common timecode frame rates of
24, 25, 29.97ND, 29.97D, 30D and 30ND
are supported.

Fat Man.
The easy, affordable
way to add tube
warmth to your mix

With 186 stunning presets
configured for everything from
vocals to drums, the original
HHB Radius 3 Fat Man stereo
tube compressor makes it easy to
add the unique sweetness of
vacuum tubes to your mix.
And with a new low price* the
Fat Man stereo tube compressor
has never been more affordable.
So if your tracks could use some
vintage tube warmth, get down to
your nearest HHB dealer and make
a date with the Fat Man.

* Ask dealer for details

A

FIRST WE LISTEN

HHB USA: BOS 578 6480
HHB Canada: 416 867 8000
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AUTOMATION

If flexible signal routing and great EQ
make this board a good value, then the
automation makes it a great one. The DM-
24 lets you automate fader levels, mutes,
EQ setting, aux send level, bus master lev-
els, dynamics settings and library recall, as
well as surround panning.

The DM-24 designers have reduced
the number of steps required to begin
automating a mix. Once a mix is set up
and sync settings are established, automa-
tion is armed within the Automation menu.
I started playing my MDM/DAW tracks,
and as soon as the mixer read timecode,

[ pressed the Write button in the console’s
Automation section and began mixing.
While automating my mixes, the faders
were very responsive, easily punching in
and out of automation and providing just
the right amount of resistance when
moved. The rotary encoder and POD
moves can also be automated, but the
knobs are not touch-sensitive. However,
the software lets me adjust the punch-out
time following a knob’s release, so [ could
customize their response. The DM-24 in-
cludes common Safe, Trim, Write to End,
Rehearse and Undo features. And a useful
Multi-Pass mode lets you continue writing

PILCHNER SCHOUSTAL
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Media Fagcliity
Design/Build
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"N ©
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automation once timecode has stopped.
Eight memory banks each store up to
8,000 events, and you are limited to 32,000
events per mix. Complex mixes will quick-
ly swallow up memory, but [ always had
enough headroom to complete a mix. You
don’t need a computer to run the automa-
tion, but you'll probably use one to back
up your automation data and library files.
I'd prefer an onboard drive for backups,
but Tascam wanted to keep the DM-24
costs down and figured most owners
would have access to MIDI devices.

SOUNDING OFF

Monitoring in a quiet room on a pair of
HD-1s with excellent cable, the DM-24
provided a very clean and transparent
sound without any noticeable artifacts.
The converters on this board are simply
outstanding. This was particularly useful
to evaluate the 16 mic pre’s, which are
very good—much better than Mackie ana-
log 8-bus in the same price range. How-
ever, the uneven gain distribution of the
trim pots could be annoying to some en-
gineers who discover the dramatic gain
boost around 3 to 4 o'clock. For $200,
Tascam offers an upgrade to improved ta-
per trims.

While the manuals for the DM-24 are
okay, they don’t ease the console’s learning
curve. Thankfully, Tascam’s online DM-24
forum is one of the best I've seen, with re-
spectful and responsive participants, saving
hours of grief for anyone who is dedicated
to learning this desk. Tascam representa-
tives actively moderate and contribute to
discussions, accepting suggestions from its
user base and integrating them directly into
software revisions. Speaking of software,
DM-24 Version 2.0 was being released as we
went to press. Some key features include an
internal MIDI timecode generator, effects re-
turns routing to stereo bus, pre-aux muting,
new MIDI fader layers, direct surround pan-
ning, HUI emulation (Pro Tools, Digital Per-
former and Nuendo DAW control) and
more.

Overall, the DM-24 offers an incredible
value. Its excellent converters, flexible
routing, good dynamics/EQ and automa-
tion more than compensate for any con-
cerns regarding the onboard effects or the
strange linear-trim pots. If you're in the
market for a powerful digital mixer at a
rock-bottom price, then check this one out.

Tascam America, 7733 Telegraph Rd.,,
Montebello, CA 90640; 323/726-0303;
WWW tascam,.com. |

Alex Artaud is a musician and engineer
residing in Oakland, Calif.
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Mackie UAD-1 Powered Plug-ins

An Extra Boost of DSP Horsepower for Native DAWs

et's face it, most native worksta-
L tions could use a little help. No sin-

gle- or dual-processor CPU on the
market right now can handle the real-life
demands of high-end, professional-level
audio production. When you move be-
yond a 40-plus track count, with any num-
ber of real-time effects, it doesn't matter
what platform you’re using; things quick-
ly begin to get shaky.

Recognizing the issue at hand, Univer-
sal Audio has stepped up to the plate to
offer a solution: Universal Audio’s UAD-
1 (now marketed and distributed by
Mackie) includes a proprietary PCI ex-
pansion card and a host of purpose-engi-
neered plug-ins that are designed to run
off of the expansion card and leave the
host CPU largely untouched.

The focus of this article, the UAD-1, is
a cross-platform plug-in package that will
work with a number of industry-standard
platforms (VST and MAS), including Log-
ic Audio/Waveburner Pro, MOTU DP3/
Audio Desk and Steinberg Cubase/Nuen-
do/Wavelab. The included plug-ins are
designed to integrate seamlessly into any
of these environments, presenting users
with no significant learning curve or any
hardware conflicts.

When assembling the UAD-1 plug-
in suite, Universal Audio looked no
further than its own R&D department
and ported numerous emulations of its
own outboard processors over to the
UAD-1, as well as some formerly Pro
Tools-only items. The package current-
ly includes Kind of Loud RealVerb Pro,
emulations of the UA 1176, Teletronix
LA-2A and Pultec EQ, the CS-1 Chan-
nel Strip and the Nigel guitar proces-
sor (both of which comprise multiple
components that can be auditioned
separately). The rumored specs for the
UAD-1 and the company’s own press
material suggest a top processing
speed of 1,000 MHz and the capabili-
ty to simultaneously run 32 EQs, 16
compressors and two instances of Real-
Verb Pro. On paper, this all adds up to
a pretty powerful package, consider-
ing the list price of $995.

~Channel"Snare”Insert2-UADII76IN—  —

1176LN LIMITING AMPLIFIER
UNIVERSAL AUDIO

The UAD 1176LN includes the famed all-buttons British mode.

CRACKING THE LID

Installing the UAD-1 is a relatively pain-
less procedure. Simply drop the 7-inch
PCI card into an open slot on your Mac
or PC and install the drivers and plug-ins
from the supplied CD-ROM (or download
the latest update). The UAD-1 card dou-
bles as the world’'s most expensive soft-
ware dongle, thus eliminating the need
for any type of copy protection or chal-
lenge/response prompt. I tested the UAD-
1 on a Mac G4 450 with 768 MB of sys-
tem RAM, running Cubase 5.0r2 with Mac
OS 9.2.1. Running software Version 2.2.2,
the UAD-1 plug-ins immediately showed
up inside of the plug-ins folder in Cubase.
[ found the UAD-1 does add a bit of start-
up time both when the user is turning on
the machine or loading a file. On particu-
larly large sessions that require near the
maximum numbers of native and UAD-1
plugs, the delay became rather long, but
the system never crashed.

The plug-ins are organized in a very
logical manner: The elements within the
CS-1 and Nigel (EQ, compression, delay,
chorus, etc.) are broken down into indi-
vidual stereo and mono plug-ins that can
be arranged in any manner you like. Oth-
er items that are included are the UA De-
lay Compensator plug-in and the UAD-1
DSP Performance Meter. The Delay Com-
pensator is a utility item that only needs to
be used with DAWSs that don’t automati-
cally account for plug-in delay latency. In-
side Cubase, users need to check the
“Plug-In Delay Compensation” box that is
found under Options/Audio System Setup.
(Logic and Performer also include this
item.) The Performance meter is a separate
application that users can launch and quit
at any time, and which displays the amount
of available DSP power on the UAD-1 card.
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VINTAGE COMPRESSION

AND GLISTENING EQ

The first plug-ins that most users will want
to audition right away are the emulations
of the LA-2A, 1176 and the Pultec EQ. All
three plugs are exact digital copies of their
real-world counterparts. Thus, there are
no additional knobs, menus or anything
except what the original units included;
this also means that you have to rely on
your ears when working with these plug-
ins, as opposed to, for example, typing in
attack and release values. And, although
these produce some of the most impres-
sive results of any of the Powered Plug-
Ins, they are also the some of the most
CPU-intensive.

Like the original units, both the LA-2A
and 1176 plug-ins deliver excellent com-
pression and limiting without seriously
augmenting the noise floor or introducing
that squashed, artificial sound that many
native compressors are famous for. Each,
however, has its own distinctive sonic
touch. The LA-2A, with its two knobs and
one switch, proved to be a huge help with
some troublesome vocal and bass tracks.
It was an exercise in simplicity to set the
input and peak levels and be done. The
sound of whatever I ran through the LA-
2A took on a richer, punchier quality,
without sounding effected in any way. It
seems strange to say that this plug-in adds
character while also sounding transpar-
ent, but that’s the best way to describe it.
I also found the LA-2A especially helpful
on both full mixes and as a way of nor-
malizing sampled material before export-
ing it to a hardware device.

The 1176, also the picture of simplici-
ty, really shines on drums and guitars. If
a drum loop is sounding tired or the lev-
els on a guitar track are just a mess, the

BY ROBERT HANSON.
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1176, which includes the all-buttons
British mode (click on the ratio buttons
while holding the Shift kev), will do won-
ders. On a guitar track I recorded a while
back, the player was ali over the place—
soft-muting the strings in places and then
tearing into screeching leads. At the time
it was recorded, it was a very difficult
track to mix with the included Dynamics
section in Cubase, requiring muitiple auto-

clearer sound. It is very easy to overdo it
with this plug-in, but just a touch of bass
and a little bit of extra high end made a
world of difference on all of the mixes I
ran through it.

A PROFESSIONAL-SOUNDING
REVERB...REALLY!

Kind of Loud's RealVerb Pro is about as
full-featured a reverb as anyone could
expect from a plug-in. Al-
though it's not a Lexicon,

) sverEsasce—wry

“OvrHid R™ Insert 2« UAD (5~ 1 100 s

the RealVerb Pro worked
wonders as both a send ef-
fect within Cubase and as
a sound-design tool. The
included presets are a great
jumping-off point for users
who need to sweeten up a
vocal or a drum track. But
high-end users will want to
dive right into the morph-
ing capabilities.

RealVerb allows you to
blend and morph, in real
time, between different room
sizes and shapes as well as
blended materials. For ex-
ample, it is possible to be-
gin with a reverb sound
that emulates a small
square room made of con-
crete and morph it into a
large arena with a 60/40
blend of seats and people.

The elements of CS-1 sound almost as good as the UAD vintage
emulatioos.

mation tweaks to get the levels right. The
1176 took a lot of the pain and misery out
of trying to make this track work: It
brought the muted bits into the mix with-
out overdoing it, and the lead lines final-
ly sounded like they were part of the
same song. None of the expression nor
any nuances of the original performance
were lost; the 1176 simply :ntroduced a
more controlled, polished sound.

The Pultec EQ is the last of UA’s hard-
ware emulations and possibly the best of
the three to add that extra punch to a
mix. The Pultec allows you to augment
or cut relatively narrow bands cf audio
without introducing any discernable
noise, while, at the same time, improv-
ing the overall sound of the source ma-
terial. Also sporting a scant number of
knobs and switches, the Pultec made an
immediate and noticeable difference to
any piece of audio I ran through it. With-
out doing anything beyond clicking the
On switch, everything took on a brighter,
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You can blend one room
with another and dress
each one up with a variety
of materials ranging from
brick and plywood to velvet curtains and
linoleum. (Keep in mind that the Mor-
phing function only works when mor-
phing between user/factory presets.)

LEVELING THE PLAYING FIELD
When shopping for plug-ins, most users
are tured by big-ticket items and flashy
names, often overlooking some fabu-
lous alternatives. The CS-1 channel strip
is one of those options. The CS-1 in-
cludes a 5-band EQ, compressor/lim-
iter, modulation/delay effects and a re-
flection generator (short reverb). The
EQ/compressor section, known as the
EX-1 when auditioned separately, is
the real workhorse of the UAD-1: A
small 20 to 30 track session, for in-
stance, can have one on every chan-
nel, depending on the sample rate and
the number of active EQ bands. The
components of CS-1 sound almost as
good as the UA vintage plug-ins. For
general-purpose tasks like boosting the
highs on an acoustic guitar or touching
up a backing vocal, the CS-1 is perfect.
Each of the components can be
switched on and off, and each one in-
cludes its own output knob.

I only have a few gripes with the CS-
1. I would have preferred a more modern
EQ interface. The ability to draw in EQ
curves is something that many of us have
grown fond of, and its absence from a
package of this quality is a little annoying.
Also, it would nice to be able to re-order
the components without having to audi-
tion them separately.

DON'T CALL IT A POD

Unlike the more conventional, utilitari-
an UAD-1 plug-ins, the Nigel guitar
processor is meant to provide users with
a little fun. It includes a dizzying col-
lection of guitar amps, cabinets, effects
and a compressor/gate. Guitar aficiona-
dos will have little trouble figuring out
which amps and cabinets are being
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The LA-2A plug-in, while one of the best-sounding in the UAD-1 suite, is DSP-infensive.

RealVerb includes controls for room
shape/size, surface material/thickness,
resonance, timing, input/output gain,
wet/dry mix, distance, reflection panning
and morphing.

wiw.mixonline.com

modeled after a quick skim through the
presets. One of the extra features in-
cluded with the Nigel is the ability to
blend between different guitar amps
and create some truly unique sounds.
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The Nigel guitar processor is heavy on sounds and flexibility.

Personally, I had much more fun run-
ning some Reason tracks through the
Nigel and adding a very brutal, lo-fi
quality to their sound.

THE OUTER MARKER

For test purposes, 1 wanted to see what
the real-world limits of the UAD-1 are. |
conducted an exercise where, inside of a
fresh session in Cubase, I loaded in eight
tracks of 16-bit files and auditioned a

Well beyond

S tudio furniture

shown with

UAD-1 plug-in on each of the four chan-
nel inserts, beginning with the CS-1. Un-

fortunately, the current Mac version of
the UAD-1 does not include any sort of

memorv-overload warning. (The Windows
version does include this function.) Thus,
I was able to blindly load an obscene
number of plug-ins, thinking all the while
that they were actually working. After ex-
changing some e-mails with the people at
Universal Audio, they informed me of the

YAMAHA DM2000

Tel: 800.315.0878 / 573.348.3333

info@ argosyconsole.com

issue and provided a detailed breakdown
of what the card can realistically do. At
44.1, the maximum number of each plug
is 10 CS-1s, 50 EX-1s (depending on the
number of active EQ bands), 10 1176s, 16
LA-2As, 10 RealVerb Pros, three Nigels or
12 mono/nine stereo Pultec EQs.

CHECKING OUT

The UAD-1 is well worth the $995 list
price. By taking the load off of the cen-
tral CPU, the UAD-1 really takes many of
the headaches out of native worksta-
tions. Also, with the ability to use a re-
alistic number of higher-end plug-ins,
users will breathe a big sigh of relief. The
UAD-1 (especially when multicard sup-
port becomes available this year) gives
native users a real option and creates a
middle ground between hobbyists who
run Micrologic on an iMac and profes-
sional studios. The UAD-1 is also a much
more cost-effective option than upgrad-
ing your CPU. Overall, the UAD-1 is an
excellent product whose time was well-
overdue. ]

Robert Hanson is an assistant editor cil
Mix. Check out what he does dfter dark a
wwne.blacksnckemoctvi.com.

www.argosyconsole.com
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|IELD TEST .

Z-Systems Audio Engineering z-K6

Stereo-to-Surround Audio Processor

ne of the most requested items
on DVD authoring lists is the
*magic black box that will take

my stereo program and make it into sur-
round.” Those of us who work on proj-
ects that require “upmixing” (extracting
and extrapolating surround sound from 2-
channel material) will often post that “one
box won’t do it” and “you need years and
years of honing audio engineering skills”
to make an acceptable upmix. Although
this may be true in the strictest sense, the
z-K6 Surround Processor ($12,500 retail)
comes very close to being the magic black
box for many 2-channel audio examples.

A collaboration between Glenn Zel-
niker (the "Z” in Z-Systems Audio Engi-
neering) and Bob Katz (the “K” in K-Sur-
round), the z-K6 embodies years and
years of mastering experience, psycho-
acoustic research and empirical tweaking.

THE BASICS

The logic flow behind the z-K6 is based
on two functional blocks: The first one ex-
tracts the three front channels (left front,
center and right front) from the stereo in-
put. The second one extracts the two back
channels (left surround and right sur-
round), as well as the LFE (Low-Frequen-
cy Effects) channel. These correspond to
the typical 5.1 surround home theater
speaker setup of LCR in the front and Ls,
Rs in the back. The LFE channel is some-
times labeled “sub” in the z-K6. Without
going into a discussion on bass manage-
ment and its relationship to large theater
vs. home theater setups, it's safe to say
that this is the area where those “years
and years of honing audio engineering
skills” will come in handy. There’s one
output for LFE (sub), and it's up to the en-
gineer to decide how to handle it in the
monitors and in the final layback.

Using the z-K6 requires a professional
digital setup. The /O is all-digital: It has
three AES/EBU ports for input and three
for output. An AES/EBU distribution am-
plifier, or switcher, that is capable of han-
dling 96kHz audio is necessary, because
you must generate three copies of the
stereo material (with perfectlty synchro-
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nous timing) for those three input ports.
We used our Lighthouse Digital 96-point
AES/EBU switcher, but you could also use
a Z-Systems Digital Detangler.

In the current revision, the z-K6 does
not auto-detect sample rate. The user
must select the sample rate manually, and
it's a good idea to check often to make
sure you have done this. A couple of
times when we thought we had lost the
center channel to a patchbay malfunction,
the cause turned out to be an apparent
sampling-rate mismatch.

OPERATION
The z-K6 front panel is straightforward
with clean organization. There’s a large
alphanumeric FIP display for adjustable
parameters, with six multifunction buttons
underneath. Three big knobs reside under
the display and its accompanying buttons,
flanked on the left by System, Master By-
pass and Dither/Sample Rate buttons and
on the right by a Load/Save/MIDI button,
as well as an EQ, Master Level and Off-
sets (toggle) button. In the upper-right
area are three LED indicators for AES/EBU
lock for the three channel pairs.

Toggling the EQ/Master Level/Offsets
button to the Level functions screen as-
signs the left knob to channel volume off-
set control and the right knob to master
level control. A small button under a
channel label first selects the channel;
pressing the button mutes the channel,
and a third press unmutes the channel
and resets it to the value prior to muting.
You can also solo a channel by pressing
and holding its assigned button.

Pressing the System button reveals the

wiere.mixonline.com

Front Ambience screen and assigns K-
front level control to the left knob and al-
gorithm selection to the right knob. K-lev-
el is the amount of ambience extraction.
It spreads uncorrelated ambience to the
front soundstage and enhances depth and
imaging of instruments and vocals. Its
range varies from “off” to +6.0 dB.

There are eight ambience-enhance-
ment algorithms: four 2-channel combi-
nations of small or wide and deep, and
four 2-channel combinations with the
same parameters. If you select a 3-chan-
nel algorithm, a center channel is derived
and controlled via the center knob, with
a focus parameter varying from 0° to 90°.
If the focus is set to 0°, then the center
channel receives all of the mono compo-
nent; at 90°, it is split equally between left
and right, so L and R output is the same
as L and R input (with a phantom center).
We found the focus control to be invalu-
able when constructing a director’s com-
mentary for a DVD-Video. The director
wanted the soundtrack on the commen-
tary track, with 5.1 channels but without
the original dialog. It was easy to set the
focus control to 0 and replace the center
channel with the director’s spoken-word
track.

Pressing the left-most small button un-
der the display navigates the user from the
“LRC” page to the “LRS” page, moving
from the front soundstage channels to the
rear surround ambience and the LFE cut
controls. Again, the left knob controls K-
level for the rear channels, while the right
knob controls the cut-off frequency for
the LFE lowpass filter.

In a similar fashion, both front and rear
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blocks may be shaped by input and am-
bience filters. Input high- and low-shelv-
ing filters have variable corner frequencies
and shelf gains. The ambience filter con-
sists of high- and lowpass, as well as a ful-
ly parametric bell filter with controls for
gain, bandwidth and center frequency.

In the Wordwidth/Sample Rate screen,
the user adjusts sample rate (32 to 96 kHz)
and selects from 24, 20 or 16 bits dithered
or 24 bits undithered. Dither is a variant of
TPDF and includes POW-r noise shaping.

Users can save and recall the entire state
of the z-K6 via MIDI presets. Our evalua-
tion unit came with only one preset out of
the available 50: preset 00. It recalls the z-
K6's default settings and cannot be over-
written. The unit also supports limited
automation via MIDI commands, including
program changes and system exclusive.

TESTING, TESTING...

We began with a client’s modern country
pop tune, which was overly bright, over-
ly compressed, and thick with artificial in-
struments and several different reverbs.
Although the z-K6 brought some nice air
and wideness to the soundstage, the cen-
ter revealed the vocal processing’s ugli-
ness with even more clarity. The sur-

rounds were brittle, and when the whole
thing was sent through a Dolby Digital
encode/decode loop, the surrounds frag-
mented even more, which I expected.
The z-K6 can work magic on many types
of audio, but it cannot perform miracles.

An orchestral mix fared much better.
This recording combined spot mics with
two spaced-omnis that were too close to
the orchestra and too far apart from each
other. The z-K6 created a greatly improved
center, while the front soundstage and sur-
rounds gave the effect of sitting front and
center in the recording space. We were
wowed by the separation of the instru-
ments and the clarity of the reproduction.
My partner thought the surrounds were a
bit bright. However, the z-K6 has rear
ambience EQ, and it's easier to remove
brightness than add it.

On a wonderful stereo recording of
solo cello in a large, slightly reverberant
space, I could clearly hear the rosin of the
bow, the slap of the hand against the low-
er body and the resonance of the body
with long tones. Again, the z-K6 was true
to the original recording’s clarity and pro-
vided delightfully natural surrounds. Oth-
er methods of “extraction” with various
techniques muddied the sound of the

rosin and lacked the front depth of field
that was captured by the original record-
ing and revealed by the z-K6.

THE VERDICT

The Z-Systems z-K6 produced solid results
on many types of stereo material. On most
classical pieces, we liked it a lot better than
other upmixing methods. The unit also re-
lieved us of having to generate a center
channel via Dolby Surround (Pro Logic)
de-matrixing, with the added benefit of
luscious surrounds. Because this box has
active EQ, we'd like to see some overload
indicators, and a few presets would help
introduce users to the box. For many proj-
ects, however, the z-K6 saved the day
when other “magic black boxes” couldn't
perform the trick. Move this one to the top
of your shopping list.

Dist. by TransAmerica Audio Group,
4760 West Dewey Dr., Suite 129, Las Vegas,
NV 89118; 702/365-5155; fax 702/365-
5145; www.transaudiogroup.com; www.
Z-Sys.com. ]

K.K. Proffitt is the co-ouner of JamSync, a
multichannel surround mixing, master-
ing, DVD authoring and encoding facili-
ty located on Nashville’s Music Row.

Not Just Another Pretty Face...

Introducing the all-new
Auralex Designer
Series...

Studiofoam-DST"

Auralex Quality...
Auralex Performance...

Auralex Value...
Great NEW Look!

JAuralex

Fcowsltics

www.auralex.com
1-800-959-3343

Auralex Acoustics: Your Studio. Your Sound. Our Passion.

160 MIX, October 2002 e

www.mixonline.com



The source
for those who
kind of,
sort of,
maybe,
know exactly
what they want.

Audio professionals come
to us because we often
suggest alternatives that are
more cost effective than the

original idea. That’s because
we’re committed to making sure
you get exactly the right audio gear for
your studio. Professional Audio Design has over a
hundred lines of new, used and vintage equipment
in stock. All serviced by our own staff and fully
warranted. Put our ten years of industry experience
to work for you. Call us. You'll get all that you want,
and everything you need.

Professional

E lI)\ud_io
. esign
m Inc. .

ALWAYS A SOUND DECISION

357 Liberty Street, Rockland, MA 02370
781-982-2600. Fax: 781-932-2610.

www.proaudiodesign.com
Email: info@proaudiodesign.com



Voyager Sound GraphiMix

Mixer Control Software

N "\ / 7/ e all know the strengths and
\\« / weaknesses of digital audio
¥ mixers and workstations. Mix-
ers allow the user to recall virtually every
console parameter, while providing tradi-
tional hands-on control with two—or
more—hands on the board. Unfortunate-
ly, many digital mixers are menu-based,
which forces users to scroll through small
LCD pages that are ineffective at convey-
ing console operations. In real-time ap-
plications such as sound reinforcement,
delays caused by deep menu systems can
be problematic.

The advantages of DAWSs are many:
dazzling visual renderings of session
overviews, extensive editing capacities and
abundant plug-ins; when combined, there
is more creative control than any linear
analog system. However, a DAW's key-
board/mouse interfacing is inadequate as a
real-time controller for complex, multi-lay-
ered functions, and onscreen “glass con-
soles” don’t provide the fast at-a-glance sta-
tus of large multichannel mixers.

Recently, hardware controllers have
remedied some of the DAWSs’ shortcom-
ings, but a void still remains for an af-
fordable, industry-standard interface for
computer-based audio systems. Voyager
Sound has come up with what may seem
to be the beginning of a solution for this
software/hardware disconnect. The com-
pany’s Windows-based GraphiMix™ soft-
ware is ostensibly an interface for Yama-
ha’s first- and second-generation digital
audio mixing systems—ProMix 01, 01V,
02R and DME-32. It’s also available as a
plug-in for Cakewalk's Sonar recorder/
editor. But, because GraphiMix can be
customized to control any MIDI device, its
relevance extends well beyond the prod-
ucts for which it has been optimized.

In the GraphiMix interface, mix ele-
ments are represented by user-selected
icons whose parameters change as they
are moved up and down, or across, the
screen. This icon system alone represents
a significant improvement over both the
scribble strips on high-end mixers and the
virtual consoles in DAWs. To put it sim-
ply, it's easy to find the trumpet channel
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The GraphiMix interface represents mix elements with user-selected icons.

in a multichannel mix when you see a pic-
ture of a trumpet on the screen.

As cool as they are, the GraphiMix
icons are more than just pretty pictures. In
the most simple case, icons default to con-
trol volume and pan, depending on which
way they are moved on the screen. Thus,
dragging an icon up and down causes its
volume to go up and down accordingly;
similarly, moving an icon left to right
changes its pan position in the stereo field.
In a surround mix, the icon would be
moved in a circular pattern.

For more complex operations, icons
can be programmed to control virtually any
console parameter. For example, if an en-
gineer wants to fade out a background vo-
cal, while panning it around the surround
spectrum, raising its reverb and applying a
transistor radio-type effect to it, the entire
operation could be accomplished by as-
signing the volume, pan, reverb and EQ
parameters to the icon—in a direct or in-
verse relationship—and then handle every-
thing with a single mouse move.

GraphiMix is bidirectional, so it can
control the console or simply reflect its sta-
tus. Users who prefer a computer interface
will want to use GraphiMix as the main
control application. Those who like the
feel of faders can continue to work on the
console with the GraphiMix screen serv-
ing as a more complete and compelling vi-
sual interface than any mixer's LCD.

GraphiMix comes in three flavors: The
$129 GraphiMix 01 is optimized for the
ProMix 01 and 01V; GraphiMix 02 ($249)

www.mixonline.com

adds support for the 02R and DME-32;
and the $500 GraphiMix PRO includes the
Sonar plug-in, adds improved links be-
tween icons and functions such as EQ,
and a calibration system that dynamically
shows dB settings (for other hardware)
next to each icon.

I installed GraphiMix PRO in my
400MHz Windows laptop and connected
it to my O2R via a Midiman Midisport 1x1
USB-MIDI interface. Without delving too
deep into the manual, I could navigate
GraphiMix’s channel controls and set up a
complex mix using icons from a menu of
presets.

I was working on a 24-track live
recording with drums, bass, electric and
acoustic guitars, string and horn sections,
piano, synthesizer, exotic instruments,
background vocals and a different lead
singer for each song. Using a stage plot
from the event, I easily replicated the
sound stage in the GraphiMix screen. You
can also scan photos of all the vocalists to
create bit-mapped icons for them.

I used the computer interface to set up
the mix, the way one would create a
“scene” in the 02R. Once my basic levels
and pan positions were established—and
ingrained in my visual memory thanks to
the GraphiMix interface—I went to the
console to perform the actual moves.

From that point on, the process was
similar to any other console-based mix,
with the added bonus of a visual counter-
part to the audio program. Unlike a DAW
mix screen, GraphiMix behaved more like
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a video game version of the concert than
a board snapshot. I decided to get more
adventurous. Because my studio is Mac-
based, 1 couldn't run GraphiMix in my
DAW computer, hence the Windows lap-
top. However, 1 wanted to sce how far
GraphiMix would go to control both the
02R and my Mac-based Pro Tools MIXplus
system.

As a MIDI slacker, T was daunted by
the prospect of “trying this at home,” so
I did what any self-respecting engineer
would do: scream “tech support!” The
GraphiMix team walked me through the
process. I connected the Midisport to my
Opcode Studio 64XTC, which I use as the
front end of my Pro Tools rig to syn-
chronize with the ADATS, 02R, and what-
ever synths, modules and drum machines
are around.

Soon after, Vovager's Kris Krug and
Doug DeVitt customized GraphiMix 1o
achieve rudimentary control of Pro Tools
via the 02R and/or the GraphiMix interface
by instructing it to speak to Pro Tools us-
ing the JLCooper CS-10 controller protocol.
To accomplish this, Krug used a text editor
to create a VSL file based on the MIDI codes
tfor the CS-10, which were documented in
the Pro Tools manual. Then it was loaded
into GraphiMix and selected within the
GraphiMix menus to complete the adapta-
tion and drive Pro Tools. This suggests that
anyone with a working knowledge of MIDI
(myself obviously not included) could have
done what they did. For now. GraphiMix
operates via MIDI, but the software can
be adapted by Vovager's developers to con-
form to any other protocol (Ethernet,
FireWire, etc.).

This is the essence of what makes
GraphiMix a powerful and potentially rev-
olutionary product. For all of its benefits
as a stand-alone program or a plug-in,
GraphiMix's greatest strength mayv be its
versatility. Offering an instantly compelling
interface, open architecture and adaptabil-
ity, the product brims with potential as a
multiplatform DAW plug-in, an interface
built into a large-format console, and a
controller for complex, multimedia envi-
ronments involving not only sound but
lighting, special effects, etc.

As with any creativity-enhancing tool,
Voyager’s GraphiMix is limited only by the
user's skill and imagination. Check it out
for yourself: Download a free demo ver-
sion at www.voyagersound.com.

Vovager Sound Inc., 95 Newton St.,
Weston, MA 02493: 781/893-2574; www
voyagersound.com. |

Paul Verna is Mix's New York editor.
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Living in a 24-Bit World

Organic Tips for Recording and Playback
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A Sennheiser €609 cardioid mic’s response at 1 meter (3.3 feet) and 5 cm (1.96 inches), d strating proximity effect.

sue and tone down the geek speak for more

tangible concepts. It's always a good idea to
zoom out once in a while, so whether you're fried
from “the show” or just unable to focus on minuti-
ae, this month, we'll explore “listening space clutter”
and other audio obstacles in our organic quest for
higher-resolution audio.

No matter where you are in the audio food chain,
high-resolution audio has become the affordable rule
rather than the expensive exception. To consume mass
quantities of bits or not, that is the question, as well as
your option. That no 24-bit converter actually delivers
24 bits of resolution is not an issue of quality but rather
one of theoretical limitations. It applies to electronics
and acoustic spaces, although we tend toward think-
ing that gear can solve all of our problems.

For example, Prism is but one company that
makes premium converters. Check out www.prism
sound.com, and you'll find an incredible array of im-
pressive performance specs, but even they can “only”
deliver about 21.5 bits of resolution. To deliver the ex-
tra 2.5 bits, the unit would have to be chilled to an
icy -273.15° Centigrade, otherwise known as 0°
Kelvin or Absolute Zero. That's as geek as this col-
umn will get.

No matter how many bits you choose, playing the
numbers game is all for naught if the listening space
is not up to the task. There are enough sonic obsta-
cles in the typical control room to interfere with your
pleasure of actually hearing the resolution we've
paid for, even 16 bits’ worth! Some of the fixes may

I ‘ve made it a tradition to go easy in the AES is-

wwnw.mixonline.com

be obvious and relatively easy. So, let's shift the fo-
cus from gear to space and see what happens.

FORK-U
At each step along the path—from basic tracks to
mastering—you’'ll find a fork in the road, one that
can make your life easier or miserable. For music
recording, the rhythm tracks should fit together just
by throwing up the faders. Reaching for EQ as the
first fix is a detour on a bumpy road. Fixing the prob-
lem at the source will have a positive ripple effect.
Did you know, for example, that the position at
which a cardioid mic delivers flat response is typi-
cally 1 meter (3.3 feet)? As the mic is moved closer
to the sound source, the inherent proximity effect
(bass bump) increases exponentially. (See the re-
sponse curves for the Sennheiser €609 in the figure
above.) This could be good for warmth when need-
ed, but using all-cardioid mics on a session, up close
and personal, could result in a massive muck build-
up. Rather than boosting treble to compensate, it is
much better to try these fixes in the following order:
Increase the distance, roll off a little bottom or
choose an omni mic (no proximity effect).

ECOUTER

In the quest for sonic nuance, two obvious issues are
noise floor and early reflections. With their fans and
hard drives, workstations are major noise contributors,
and worse, their most offensive noises desensitize your
ears to some of the most critical frequency ranges. The
other obstacle is gear that's stacked too close to the
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monitors, or poorly placed racks that re-
flect sound directly to your ears. This
doesn’t help imaging one bit (he-he!), let
alone what it does to your perception of
frequency response.

NOISE TAMER

My control room has three computer
workstations; the noise from fans and
drives was cacophonous until all of the
noisemakers were relocated to a nearby
closet. Sure, computers can be rack-
mounted, and applying acoustic treat-
ment to the inside, front and rear panels
can be effective, but unless you consider
ventilation, the solution is only tempo-
rary—the heat will kill your gear. Other
gear that is fairly quiet—for example, a
Fostex DV-40, an Alesis Masterlink with
external drive or a Tascam DA-45—can
live behind the listening position.

With the computers in the closet, |
found a clever way to share the same
keyboard, mouse and monitor thanks to
an logear MiniView USB 4-Port KVM
Switch (8140 from www.tigerdirect.com).
This box does not have a remote, but for
users with geek inclinations, the front
panel can be removed and extended to
become the remote control. I am run-
ning dual monitors on the main work-
station, the second monitor being on the
logear switch. Only two long video ca-
bles link the closet with the control
room, which is much easier than run-
ning expensive, long video cables from
each computer. (Long cable runs using
cheap cable can blur the image.)

WHAT’S RIGHT WITH THIS PICTURE?

Take a look at Mix’s back issues to see
if you can pick out the mastering facili-
ties from the front cover. When listening
is “job one,” the lack of clutter and ob-

atadl0N EQUIPMENT

Seven microphones were recorded straight to Pro Tools | HD at 88.2kHz/24-bit, as
detailed along with their respective preamps in the table. Seven tracks were mixed
to stereo via Yamaha DM2000 (some live, some during playback from PT) to a pair
of tracks on a Fostex DV-40 4-channel DVD recorder. (The other two channels cap-
tured an Audio-Technica stereo shotgun mic from the second-floor “balcony” us-
ing a Great River MP-2x transformerless preamp. These tracks were not used for
the MP3.) Monitoring was via the Grace 901 D/A converter and headphone amp
using Sennheiser HD600 headphones (sweet).

No signal processing was used during recording or mixing. The stereo files
were digitally transferred to a modified Alesis MasterLink at 88.2 kHz/24-bit, then
normalized, rendered to 44.1 kHz/16-bit and then burned to Red Book CD. Two
versions of the same tune are provided, one fiat with out compression and the
other processed using the TC Dynamizer plug-in for Soundscape via a Mixtreme

card. Cool Edit Pro Version 2 was used to convert to MP3.

Instrument Mics

Preamp

Kawal grand piano

Josephson €602 stereo pair in omni

D.W. Fearn (stereo)

Neumann U67 on the bottom APl 512
Sonor drum kit with  Spieden (Royer) stereo ribbon for Neve 1064
Yamaha snare overhead

Neumann U67 omni kit mic AP1512

Room AT815ST or AT835ST in MS mode

Great River MP-2x

Acoustic bass

Soundelux ELAM 251 in the f-hole

Manley Mono Tube

stacles will be immediately obvious. It's
not just about visual aesthetics, but also
about integrating form with the empha-
sis on function. A traditional recording
console is a sonic obstacle. It should be
as unobtrusive as possible, not flanked
with racks of gear that can create more
reflective space. (See sidebar: “Sonic
Obstacles.”) For all of us who have no
choice but to work in a room with a low
ceiling, try an absorber directly above

aUllIG OBSTRELES

The most obvious acoustic problem posed by a recording console is that short-
path reflections off of its face can cause both additive and destructive phase prob-
lems. When recombined with the direct signal, the resulting “comb filter” gives
a false impression of the loudspeaker’s character. This is why you should not place
speakers on the console (even though everyone does it). It is possible to limit (but
never entirely eliminate) this reflection by tilting the monitors (or console) away
from each other or by using ribbon tweeters that have a naturally wide but min-
imally vertical dispersion. Any of these solutions is a compromise that can be bet-
ter solved by taking advantage of the smaller footprint of digital consoles.
—Terry Hazelrig, www.DIYacoustics.com
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your head. A panel of Type-703 Fiber-
glas as small as 2x4 feet, covered with an
acoustically transparent material (www.terra
tex.com), can improve the image by elim-
inating ceiling reflections.

A LIVE RECORDING IN EVERY SENSE
Back in June, I used a nearly finished au-
dio facility to record a jazz trio consisting
of Benny Weinbeck (piano), Gordon
Johnson (bass) and Phil Hey (drums).
(See the sidebar above for session details.)
Located in a former carriage house, the
control room and studio are integrated
(no glass or walls). The second floor (over
the control room area) takes up only half
of the second story, leaving full height in
the studio area.

Notice I said, “nearly finished,” be-
cause the space was acoustically un-
treated. I am neither leakage-paranoid
nor intimidated by very live spaces, hav-
ing worked with sonic cowboys like Ed-
dy Offard, Martin Bisi and Bill Laswell—
all of whom chose wide open spaces
over an isolated control room for sever-
al recording projects. One of the advan-
tages of the open-spaces approach is a
constant reference to the original sound.



It's too casy to think of the control room
as the place 1o make all fixes. Isolation
can become a crutch.

Fearing the worst because the room
seemed so out of control, everyone was
surprised at how well the recordings
sounded—on everything from computer
monitors to car stereos. A rock band
might have played to the threshold of
pain, but the jazz musicians instinctively
played ro the room, not against it. I won't
deny it was a challenge for all of us and
the results may not have been pertect,
but the ability to burn CDs is an invita-
tion to listen 1o the unprocessed sound
first, rather than reaching tor that detour
knob, virtual or otherwise.

You would think, for example, that
bright monitors would yield a dull mix.
Bright monitors alone, at high enough
levels. can cause ear fatigue and some-
times have the opposite effect whether
in a dead or live room. How does this
apply to the carriage house recordings
or any other sonic endeavor? First im-
pressions are important, yet in unfamil-
iar territory, keep “The Force” in mind
and listen through the monitors to inter-

pret what is being heard. In this case, the
room made the drums scem overly
bright during the session and on play-
back, so 1 knew it wasn't jis/ the moni-
tors. (It is good to think that all monitors
lie—that way, they can't hurt you!)
When in doubt, simply balancing the
tracks to themselves is better than at-
tempting to compensate with EQ.

THREE-DEE

In the June issue, 1 tackled a few
acoustic basics, pointing out that the
goal of treatment is to evenly tame the
reverb time across the frequency spec-
trum. For example, simply covering all
of the walls and ceiling with foam treats
mostly high frequencies, leaving the bad
stuff and sacrificing any life the space
may have had.

Back in the '70s, control rooms were
“tuned” using a graphic equalizer in con-
junction with a spectrum analyzer. Many
sonic tweakers from that era only made
things worse by boosting and cutting
with wild abandon in third-octave notch-
es. Applying a curve to suit your tastes
is one thing. Going beyond that is a 2-D

OO0 s,

fix masked by the third dimension—re-
verb time. Near-field monitors were
found to diminish the effects of a funky
room, and they succeeded to a point,
but they do not fix all of the problems.

BACK TO THE CONTROL ROOM

Of course, | have taken y'all on multiple
detours, the purpose of which was to de-
tail just a few of the typical sonic obsta-
cles. It may seem an understatement to
say that environment affects our percep-
tion of sound; it certainly affects how we
judge a room, a recording or a pair of
monitors. I hope this article inspires those
who need to take a closer look at room
acoustics. Like capturing jazz or classical
music, ultimately the goal will be to not
overtreat the space or the recording. And
don't be afraid of leakage. It can be very
cool—have fun with it!

Eddie would like to thank Terry
Hazelrig at www.diyacoustics.com for
his help with acoustic fundamentals, and
David Ahl for his “Terratex” tip. Addi-
tional thanks to Jonathon Grove and
Gonzalo Lasheras for the opportunity to
record Phil, Gordon and Benny. | ]
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Hear What The Hype Is All About [~

"The C-3is THE HIP new guitar mic. It gives your Marshalls
that phat-gut-punch we all crave. I'll never cut anotfier
record without one.”

Scott Rouse -Producer, Grammy Nominee, Nashville, Tennessee

| have a microphone "wish list". You have allowed
me to check off both the U87 with the C1 and the
C12 with the T3.

Ted Perlman - producer/Arranger/Composer

Bob Dylan, Chicago, Kaci, 2gether, Young MC

Condenser Dual Triode

Sy

Muti-patter
o L
One of the best vocal mics in the world is the $300
Studio Projects C1. You can spend way more for —
"one of those" mics from Germany if your ego demands
it, but the C1is certainly the sonic equivalent.

Pete Leoni -Producer Engineer, Tech writer and reviewer

StudioProjects™ Y
PY M T PMI Audio Group '

23773 Madison St., Torrance, CA 90505 USA
AUDIO Groupe

Ca

Single-pattern
Cardiod
List $299

Multi-pattern
Cardiod, Pad, Filter
List $599

Variable-pattern
Tube
List $1099

Studio

toll-free 877 563 6335 fax 310373 4714

Tube Mic Pre, Discreet Class A/B switching,
Visit Us Online at www.studioprojectsusa.com ]

with variable Tube Drive. List $299
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MESA RECTIFIER

All this time we watched a dig-
ital parade of “me-too modeling
toys”, trying to seduce you. But
we chose an alter-
native approach
...it's called reality.

After all, if you
want to be like the original, why
not start with the original. So we
used the exact same parts and
circuitry — making it killer live

OUTPUT

RECORDING

with any of our all-tube stereo
power amps. Then we added
extra recording tubes (six total),

“”Awesome to Tape”

five custom transformers, a gang
of tuned inductors and our 30
years of tone-questing experience
to duplicate on tape not just the
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\\\ / - =
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RECORDING PREAMP

l sound — but the addictive feel of
" a Recto Stack mic’ed up in a great
| room. Check it out. The clean
channel alone will
amaze you: It's alive.
It breathes. And for
soft clip, RAW owns
the elusive zone between clean
and Recto.

So don’t settle for less than
the most recorded and revered
amplifier in contemporary
music. Remember, only Mesa
makes the authentic Recto.

..... Get Real!

MESA
,«,‘.@GINE_EFIING).

Don't Miss OQut! For a short tine
get your Recto Pre for an intro

ductory price under a grand

1317 Ross Street, Petaluma CA 94954
Ph: 707-778-6565 Fax: 707-765-1503
www.mesaboogie.com
Rectifier and Recto are trademarks/salesmarks

of Mesa/Boogie Ltd. All Rights Reserved.
Go get your own name

©Copyright 2002, Mesa/Boagie, Ltd.
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“Lady Marmalade” for the
Rouge  soundtrack. Now -
singer-soM@writer has be'én
heavily to capitaliz the success
of her first album foF Arista Records,
the triple-Platinum M!ssundaztood
and its runaway hit singles “Get
the Party Started” and “Don’t Let
Me Get Me.” Mix caught her re-
cent two-month headlining the-
ater tour; Pink joins Lenny Kravitz
for his summer tour and will then
‘headline again in Europe, Japan
and Australia.

- '-. Pink sings into a wireless Shure Beta 87 and wears | 1

Ultimate Ears in-ear monitors. f

TR FOH engineer Dave Lester is using a Yamaha PM4000 at FOH. Dynamics are
& 4 oy handled by a Summit DCL-200 tube compressor on Pink’s vocal and backing vo-
- g g » cals, with dbx 903 compressors on some instruments and Aphex gates on

N @ . drums. For effects, Lester is using a TC Electronic M5000 dual-engine reverb,

‘ - a TC 2290 delay, an Eventide H3500 and two SPX-990s for drum reverb.

“She’s very versatile,” says

Lester of Pink. “She covers so many
vocal styles in this show, from rock
to R&B, a little bit of blues and

some rap. She’s great.” w

e 0
.'.l..‘.“"‘
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PHOTOS AND
l TEXT BY
TEVE JENNINGS

-
onitor engineer lan Newton
mixes for - both in-ear monitors u
and wecfges ©n a Midas Xi3 console.
“The Midas has 40 inguts and 16 outs,
and I can just manage to squeeze by T
on that,” says Newton.

P.A. for the tour is supplied by Showco; typically, FOH engineer Dave Lester arrays eght Prism Blue cabinets per side,
with four subwoofers a side. New in the drive racks is the Clair Bres. iO speaker-management system.
Mic choices for the drum kifinclude Shure SM575s on the sncre top and bottom, both a Shure SM91 and a Beyer

M-88 on the kick drum, Shure SM98s on the toms, AKG 414s for overheads and an SM81 on hi-hat. -
=
- .
Guitar/bass/drum/keyboard tech Mike “Micro” Shaw "Lkes care of
the entire back line. "Unlike some pop acts, this is not a ‘track act’
with goofy dancers,” says Shaw. “There are
a few songs where we use samples, but
basically what you hear at a Pink show
is a rock show.”

Both keykoard players 7
use Mackie mixers for their
own in-ear mixes. “They
can pump up their own
mixes if tney need to, which

2

is nice,” notes Shaw. “We
don’t have to spend a whole lot
of time at soundckeck with thei
saying, ‘We need more of this,

1zl “ e

more of that. .

World Radio History
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A Bright New Talent

Works Her Way Up

- the Performance Ladder

N\

-

BY CHRIS MICHIE

he extraordinary success of Norah Jones’

Come Away With Me, her first full-length

album for Blue Note, has taken many people

by surprise, not least Norah Jones herself.

Until early this year, the 22-year-old singer,
songwriter/pianist was accustomed to playing small jazz
clubs in New York, and her typical audience numbered
fewer than 100. Now, Jones’ appearances at clubs and the-
aters sell out immediately, and by mid-summer, she had
experienced the thrill and fear of playing to thousands of
Dave Matthews Band fans in a football stadium.

“We got to England, and the album was Number 70,”
recalls production manager and FOH engineer Lee Moro,
who has been touring with Jones and her bass/drums/guitar
trio since last March. “By the time we left three weeks later,
the record was at Number 7 and had sold 200,000 copies in
Britain alone.”

FROM JAZZ CLUBS TO FOOTBALL STADIUMS
As Moro describes it, his biggest challenge has been con-
vincing Jones that the P.A. needs to be loud enough to carry
to the back rows. “The Dave Matthews dates were pretty
tough,” says Moro. “You have to cover 25,000 people in a
football stadium, which is a bit different from a little jazz
club or a theater, where it’s fairly controlled.”

Moro is used to big gigs and large crowds; before getting
hired for the Norah Jones tour, he was out on tour with
Canadian band the Tea Party, who were supporting Ozzy

www.mixonline.com

ALL FHOTOS BY STIVE ANNNGS

Osbourne. But Jones, unlike Moro, does not have more than
a dozen years of touring experience behind her. “It’s all
been happening extremely fast for her,” says Moro. “In three
months, she sold over a million records worldwide and
went from playing to 50 people for brunch in a New York
club to going to Europe and selling out 1,500-seaters.”

Mix caught up with the Norah Jones phenomenon in
early August at Bimbo’s 365 Club in San Francisco, where
both shows were sellouts. Moro brought in legendary light-
ing director Stan Crocker to make the most of Bimbo's inti-
mate 600-seat supper club ambience. The Phil Edwards
Recording truck was also on hand, recording both nights’
performances, which gave Moro access to a pair of Neumann
U87s for the piano.

°I always use three or four channels for the piano, and I
generally use whatever the house has,” explains Moro. “I
just used the Shure VP88 stereo mic in Las Vegas, and that
was great. [ always have the lid all the way closed, so I had
the VP88 taped across the bars about halfway up.”

PIANO SOUND INCLUDES EVERYTHING

Whatever the piano mic, Moro has to cope with leakage.
“I've tried everything—91s taped to the lid, C-ducer tapes,
you name it,” he says. “Norah plays really, really soft and
has the monitors really, really loud, so any mic you put in
there is going to pick up her vocal from the monitors. And
no matter how big the stage, the setup is pretty tight and
you get tons of drums through the piano. The bass is also



Every aspect of the JFX N undergone EAW's legendary design engineering regimen to produce
the most useful, most powerful and best performing compact two-way systems we've ever made.

N\ Balance-optimized flytracks and hang points as well as pole mount cups and points configured to accept
Omnimount’ or similar devices provide a variety of mounting options.

All drivers are newly created to meet some of the most stringent requirements we've everdemanded of

transducers. Compression drivers feature Neodymium magnets to decrease weight and increase efficiency.
High frequency horns feature our latest advances in tooling and flare design. And of course the enclosures
feature our traditional rugged, exterior grade Baltic birch construction for years of faithful service.
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the piano and bass, with dbx units on
the kick, snare and Wurlitzer. Moro says
he typically uses very little compression
on the instruments, but he likes to have
the protection.

Bimbo's has recently upgraded its
main sound system to a compact Nexo
Alpha rig, supplemented with Meyer
Sound UPAs for the back of the two-sec-
tion room. The FOH console is a Midas
XL22—"Midas is my favorite,” comments
Moro—and monitors are mixed on a
Ramsa 850. For reverbs, Moro is partial

Lighter.

* Configurations Sized To Fit Any Event

* Lighter Weight, Smaller Footprint,
Lower Price Tag

Give us a call, visit our web site, or send us a note.

innovaSON Digital Live Consoles

Smaller. Better,

(they cost less, too)
* UniFunction™ — All innovaSON digital

We're ready for you. No matter what your requirements, innovaSON has a digital console that fits perfectly.

to high-end TC Electronic or Lexicon
models, but also speaks highly of the
less-expensive TC M-One.

Though Jones relied on wedge mon-
itors at Bimbo's, she has also used in-ear
monitors when appearing on a larger
stage, such as when she did five dates
opening for the Indigo Girls earlier in
the tour. “Part of my job is to help her
get a feeling of what it's like to play
really big places,” says Moro. “Before
March, she'd only done 100-seaters and
little jazz clubs, and she would never

consoles function identically —
differences between consoles are
in configuration only.

Compact Live

* 32 channels - each with 4-band fully
Farpmetric EQ plus hpf, compressor/
imiter, gate/expander

* 40 (32 mic/line + 8 line)physical
inputs, each digitally routable to any
of the 32 channels wia a digital input
patch matrix

* 12 Group/Aux busses plus LRM or LCR
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with 8-band parametric €Q,
compressor/limiter, gate/expander
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with digital transmission on coax cable
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* Link Function - for linking two or more Compact Live consoles

Large Scale Live

* 96 channels (48 per Iaye8 - each with
4-band full parametric EQ plus hpf,
compressor/limiter, gate/expander.
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of the 96 channels via a digital input
patch matrix

* 48 Premix busses

* 20 Matrix busses

* 3 Master busses, LRM or LCR

* 24 Qutputs (expandable to 144) - each

digital transmission on coax ca

with 8-band parametric EQ, compressor/limiter, gate/expander and digital defay (up to 1.3 seconds)
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hear the P.A. because there was no P.A.
to speak of. On this tour, on the bigger
gigs, she would hear the room and
wasn't used to it, so she felt the house
system was way too loud.” Moro now
carries a Shure PSM 600 in-ear monitor
system for Jones, though he admits that
the standard E-1 rubber molds provide
little isolation.

OPENING ACT BLUES

As well as unfamiliar surroundings,
Jones has also had to cope with the
perennial problem as an opening act:
People who are finding their seats dur-
ing the opening numbers. “For the Dave
Matthews shows, the lawn was general
admission, so that filled up right away,”
says Moro. “But the front 6,000 seats
were all reserved, and a lot of those tick-
et-holders were still in the parking lot—
they're Dave Matthews fans. So she
played to this moat of empty seats for at
least the first two songs while people
were filtering in, which was quite a dis-
traction for her. And at some of these
outdoor shows, there’s an amusement
park right next door, so you can look
out and see roller coasters and hear kids
screaming. She was used to a pretty
controlled environment. But her record
sales spiked drastically after the Dave
Matthews shows, so she did well.”

Norah Jones also did well at Bimbo's,
where the audience sat attentively
throughout the 20-song set, which
included some new songs and a few
well-chosen covers: Kris Kristofferson’s
“Help Me Make It Through the Night,”
Mose Allison’s “Everybody’s Cryin’
Mercy,” and “Bessie Smith,” another
song from The Band’s catalog. As Jones
explained to the audience, she and her
band have become habituated to watch-
ing The Band's The Last Waltz on the
tour bus.

Quite a lot of Jones’ life is spent on
the bus these days. “We’ve been tour-
ing since May, and she could go on for-
ever right now; there are so many ter-
ritories that want her,” says Moro. At
present, tour dates are scheduled
through next spring, when Jones will
take a break to record her next album.
If that record comes anywhere close to
matching the runaway success of Come
Away With Me, Jones is likely to be a
fixture on the concert scene for many
years to come. n

Chris Michie is a Mix technical editor.
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SOUNDCHECK’

Yes is out on a world tour with a classic lineup that includes original members Jon
Anderson, Chris Squire and Steve Howe, plus longtime drummer Alan White, An
added bonus is fan favorite Rick Wakeman, who returns on keyboards to help re-
create more than three decades of Yes music and promote the band’s five-CD box
set retrospective, In a Word: Yes (1969 - ). Mix caught the third show of the tour
at Shoreline Amphitheater, in Mountain View, Calif., during early July.

FOH engineer Jeffrey Gex mixes on a Yamaha PM4000. “The board is com-
pletely full,” Gex says. “I have two stereo channels open, and I'm using all but one
of the matrix outputs. That one is saved for a video feed.” Gex uses a Summit DCL
200 for the two lead vocal channels, and dbx 160s and a Clark 904 4-channel com-
pressor for dynamic control elsewhere. Gates are Drawmer models, and a TC Elec-
tronic M5000 and an Eventide H3000 Harmonizer are used for vocal effects, with
a Lexicon PCM70 for keyboards and other reverbs. Clair Bros. supplied a tradi-
tional flown P.A. for the tour—20 S4 cabinets per side, supplemented with Clair
P2s for frontfill. Clair crew chief is Bob Weibel, monitor engineer is Frank Lopes,

and the “stage and input guy” is Wes Clair.

TOURING NOTES

LD Systems of Houston recently used four
InnovaSON digital consoles at FOH and
monitor positions for KSBJ's 20th An-
niversary concert, staged at Houston’s Re-
liant Astrodome. The show, one of the
largest Christian music concerts of the
year, attracted 45,000 fans and featured
28 Christian musical acts...Jewel, current-
ly out on a North American tour, is using
Sennheiser 3050 Series wireless in-ear
monitors and listening to a mix created
on the ATI Paragon Il monitor console by
MD Clair engineer and tour production
manager Robert Bull. Three members of
Jewel's five-piece band are also outfitted
with Sennheiser 3050 Series in-ear moni-
tors...Headline acts on the Glastonbury
Festival acoustic stage, including Robert
Plant and The Waterboys, were mixed on
the new Midas Legend 3000 and heard via
an Electro-Voice X-Array PA. According
to Rick Bailey of RMPA, who is responsi-
ble for sound on the acoustic stage (set
up in a 5,000-capacity tent), none of the
FOH engineers had seen a Legend 3000
before, but all were suitably im-
pressed...Paragon Productions, based in
Rock Hill, $.C., is the first U.S. audio equip-
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—Steve Jennings

ment rental and installation company to
order the new GEO arrayable sound sys-
tem from NEXO. The company has taken
delivery of 20 S-8 Series cabinets, com-
pact, high-output, full-range loudspeakers
that can be combined in horizontal or
curved vertical arrays. The order also in-
cludes Nexo CD-12 sub-bass cabinets, a
full quota of flying hardware and Camco
Vortex 6 digital amplifiers.

INSTALLATION NEWS

Pacific West Sound (PWS) of Bakersfield,
Calif., has installed a 48-channel Sound-
craft MH4 in the Canyon Hills Assembly
of God Church, also in Bakersfield. The
Soundcraft MH4 is being used to mix for
both FOH and monitors, the latter con-
sisting of six mono wedge mixes and
four stereo in-ear mixes.. Stonebriar
Community Church in Frisco, Texas, has
been steadily purchasing Neumann KM
Series mics over the past two years. Chief
audio engineer Chuck Swindoll Jr. says
a broad range of Neumann mic models
have helped simplify the church’s multi-
tude of complex live music and voice re-
production, amplification and post-pro-
duction needs. n

wiww.mixonline.com

MEYER LINE ARRAY IN VIENNA

Austrian rental company Sound Art Ser-
vice Vienna (SAS) supplied a Meyer
Sound M3D Line Array system for the
Vienna Festival opening, which was at-
tended by 40,000 people and broadcast
live on Austrian TV. Sound designer
Adolf Toegel divided the sound system
into five functional loudspeaker groups
that could be addressed separately
through a 6-in/10-out AKG DSP 610
matrix, allowing him to time-align each.
The festival opening featured the Radio
Symphonie Orchester Vienna conduct-
ed by Julius Rudel; guest stars included
Bryan Ferry, Nancy Wilson and The
Palastorchester with Max Raabe.

DESTINY’S CHILD ON SENNHEISER
Monitor engineer Blake Suib has been
using Sennheiser's SR 3056-U dual-
stereo transmitters and EK 3052-U
miniature stereo belipacks on a recent
10-week world tour with Destiny’s
Child. According to Suib, this was the
first major tour with in-ear monitors for
Destiny’s Child, who had previously re-
lied on wedges. Marty Garcia, president
of Future Sonics Inc., packaged the
Sennheiser system and Future Sonics
Ear Monitors* with MG4 drivers.

ATI PARAGON Il FOR PETTY TOUR
Robert Scovill, who has mixed every
Tom Petty show since 1995, is relying on
an ATI Paragon II Production console at
FOH for Petty's current North American
tour. “The Paragon II is the first live con-
sole to do a proper center bus for sound
reinforcement use,” notes Scovill, who
has configured the PA. for LCR speaker
clusters. The console also provides dual
sets of stereo and C-bus masters. “This
allows me to do something I've always
wanted to do: delay the backline micro-
phones to the vocal microphone,” Sco-
vill explains. “T can now delay the en-
tire band slightly so that they fall in time
with Tom's vocal microphone.”
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aLOMON BUARE

A NEW DAY FOR THE BISHOP OF SOUL

By David John Farinella

Solomon Burke drove to the Sound Factory in
Hollywood with only one thing on his mind: “On
this session, I did no changes, I did no produc-
ing. I just did the singing,” the “Bishop of Soul”
explains of his latest critically acclaimed CD,
Don'’t Give Up on Me (Fat Possum/Anti). "It was a
lot of pressure off of me to not be re-
sponsible for what the music sounds
like or how it's going to go. ‘This &
the way you want it? Okay, here it
comes.” You put the flour aut there;
I'm going to make the cake. Sarry
guys, if you don't like upside-
down cake,” he adds with a
laugh. “Next one’s going to be
chocolate. So we played bakery,

Don’t Give Up ot Me is just

the latest chapter in a long,
distinguished career that began
in the singer’s hometown of Philadelphia in
the early '60s. He had a number of big hits dur-
ing that decade—*Cry to Me,” “If You Need Me,”
“You're Good for Me,” “Got to Get You Off My
Mind,” “Tonight's the Night,” “Proud Mary”—but
his influence was always greater than his popu-
larity. Mick Jagger is just one of the singers who
borrowed from Burke's powerful, gospel-influ-
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enced style. He's continued to tour and make
records through the years (and he owns a chain
of mortuaries on the West Coast!), but none have
created the stir that Don’t Give Up on Me has in
the few months since its release.

Far this outing, Burke was assisted by pro-
ducer Joe Henry and engineer Husky Hoskulds,
who recorded the entire 11-song album in a mere
four days. It made for brisk sessions, but Henry
wauldn't have had it any other way. “I think time
is like closet space—you fill up whatever you
have,” he says. “If we had more days, we would
have used more days. Truth be told, we could
have done it in three.”

Before the recording team even hit the studio,
there was already a buzz surrounding Burke’s al-
bum: Fat Possum Records’ A&R rep Andy Caulkin
had managed to snag new tunes on Burke’s be-
half from such legendary songwriters as Bob Dy-
lan, Brian Wilson. Nick Lowe. Elvis Costello, Tom
Waits, Van Morrison and Dan Penn. Once in the
studio, Burke was surrounded bv a number of fine
players, including drummer Jay Bellerose, pianist
David Palmer, bassist David Piltch, guitarist Chris
Bruce and Burke's longlime organist Rudy
Copeland. The Grammy-winning gospel vocal
group the Blind Boys of Alalama sang with Burke
on the tune “None of Us Are Free,” and Daniel
Lanois added his ambient guitar to “Stepchild.”

Though the songs partially dictated the album’s
feel, producer Henry—himself a gifted singer/song-
writer—had some definite ideas of how the pro-
duction would sound. “From the beginning, I said

—CONTINUED ON PAGE 196



PHILIP BRILEY

THE EARTH, WIND & FIRE SINGER
SHOWS HIS JAZZ SIDE

By Chris J. Walker

For 31 years, Philip Bailey’s soaring falsetto
has been one of the hallmarks of Earth,
Wind & Fire’s dynamically charged R&B
sound. Without question, his easily identi-
fiable voice, along with the group’s daz-
zling and innovative instrumentation, are

major factors in the group’s §#
enduring success. Nonethe- M5
less, Bailey's crystal-shattering 5=
vocal parts don't display the
full extent of his talents. He
shines beautifully in the mid-
dle ranges as well, and even
hits some low tones when nec-
essary. But EWF fans rarely |
ever hear him sing extensively
in those registers during shows
or on recordings. :

That could frustrate some
singers, but Bailey says that
he thoroughly understands
his role, along with the
group’s format and bound-
aries. In order to satisfy his
wider creative urges, Bailey
has undertaken an array of side projects
through the years. One of them even be-
came a Platinum-selling and Grammy-
winning CD, China Wall, made with
Genesis drummer/vocalist Phil Collins in
1984 and highlighted by the mega-hit
“Easy Lover.”

Other solo endeavors for the EWF vo-
calist included gospel recordings and mu-

sically adventurous amalgamations such as
the 1999 Head Up/Telarc album Dreams,
which included numerous jazz luminaries,
including Pat Metheney, keyboardist/vocal-
ist George Duke, saxophonist Grover
Washington Jr., saxophonist Kirk Whalum,
trumpeter Randy Brecker, keyboardist Joe
McBride, guitarist Peter White, bassist Ger-

—CONTINUED ON PAGE 200

AP REGORD:

CELEBRATING 20 YEARS OF
SMOOTH (AND OTHER) HITS

By Chris J. Walker
Twenty years ago, composer/key-
boardist Dave Grusin and producer
Larry Rosen launched GRP Records
as an independent outgrowth of the
contemporary jazz projects that they
had collaborated on and cut for GRP
when it was an Arista Records im-
print. Their label was one of the first
to embrace the then-new digital
recording technology, and the label
quickly established itself as a major
force in the jazz world, even though many
mainstream and progressive jazz types de-
cried the label's focus on “commercial”
sounds—the age-old jazz debate.

Since its pioneering days in the early

’80s, when the label was synonymous with
a particular type of easily digestible
“smooth jazz,” a lot has changed at GRP.
MCA (now Universal Music) purchased the
company from founders Grusin and Rosen

www.mixonline.com ¢ October 2002, MIX

. in 1990. In 1994, renowned pro-
= ducer Tommy LiPuma became its
president and streamlined the com-
. pany roster, dropping a number of
the label's less “contemporary”
artists. (LiPuma is now CEO of
GRP/Verve.) Many jazzers still don't
® like GRP, but it is regarded by most
¢ of the musicians who have recorded
for the label as an “artist-friendly”
" company. Keyboardist David Benoit
has been with the label since the
mid-"80s and recorded more than a
i1 dozen different solo projects there.
“Not only have I done all of my al-
bums, but aso their first big band
records, a Beatles tribute and Christ-
mas CDs,” he comments.

To commemorate the company’s 20th
anniversary, GRP has compiled a double-
CD chronicling its history. Though GRP’s
catalog is quite diverse, spanning new age

—CONTINUED ON PAGE 203
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THE BANDa “THE
MIGHT THEY DROVE
L0 DIRIE DOW™

By Blair Jackson

Virgil Caine is my name and I
served on the Danville train

'Til Stoneman’s cavalry came and
tore up the tracks again

In the winter of '65 we were hungry,
Jjust barely alive

By May the 10th, Richmond bad fell,
it’s a time I remember, ob so well

The night they drove old Dixie In Sammy Davis Jr.'s pool house (L-R): Garth Hudson, Robbie Robertson, Rick Danko, Levon
Helm and Richord Manuel.

down, and the bells were ringing. ..

More than three decades later, it’s difficult to put into
words just how bold and fresh and affecting those open-
ing lines from “The Night They Drove Old Dixie Down"—
sung with such plaintive authority by Levon Helm—
sounded wafting from the ol’ FM radio back in 1969. The
Civil War? Huh? What's goin’ on here? Rock was still in its
indulgent, post-psychedelic haze. Long guitar solos (and
bass solos, drum solos and everything-else solos!) were
the order of the day. Wanking blues-rock was king. Yet
here was the coolest American “pop” album of the year,
by a group consisting of four mysterious Canadians and a
guy from Arkansas, of all places.
The 12 songs that make up The
Band’s eponymous second al-
bum—also known as “The Brown
Album” because of its cover color
scheme—seemed to have been
forged in rural America sometime
in the 19th century, yet they were
also unquestionably at the van-
guard of a new, modern rock 'n’
roll sound, as well. Amidst the
sawing fiddles, plunking man-
dolins and galloping pianos were
electric guitars and basses and
even a funky clavinet from time to
time. For all of the musical allusions to old folk and coun-
try antecedents, there were other less definable nods to
American R&B and early rock 'n’ roll; sometimes, it was
more of an attitude than anything else. But The Band
mashed all of these influences together into a big ball and
created a sound that was utterly unique and, as it turned
out, quite influential.

The Brown Album wasnt a complete surprise, of
course. A year earlier, in 1968, the group had released its
critically acclaimed first album, Music From Big Pink, which
demonstrated that zhis Band was quite unlike any other on
the scene. By that point, they had already been together
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classic tracks

CELUOTT LANDY/WWW.LANDYVISION COM

on and off for eight years—first as the backup band for
rockabilly/R&B singer Ronnie Hawkins; then for a spell as
Levon & The Hawks; but most famously as the group that
supported Bob Dylan on his controversial move to electric
music in '65-'66, and recorded the famous 1967 “Basement
Tapes” with Dylan in the cellar of a big pink house in the
middle of the woods in rustic Woodstock, N.Y.

Despite the title, Music From Big Pink wasn't recorded
in the basement there; it came from 4- and 8-track sessions
at A&R Studios in Manhattan, and Capitol and Gold Star
Studios in Hollywood. John Simon, a one-time staff pro-
ducer for Columbia who'd gone independent, was
brought in to help out—a good choice because he was an
excellent musician and not shy about adding his own
touches to The Band's rich stew. The album was an un-
expected hit, and The Band quickly became critics’ dar-
lings and underground heroes.

It's easy to see why. The group boasted three highly
distinctive lead singers—Helm, all backwoods charm and
character; Rick Danko, so full of emotion and expression;
and Richard Manuel, possessor of a quirky, unearthly
falsetto—and everyone seemed to play a zillion instru-
ments. Robbie Robertson was a guitarist of exquisite taste
and imagination, not to mention a gifted songwriter, and
kevboardist/reedsman Garth Hudson was like a one-man
band—he could seemingly play anything. Every song on
the album featured a different combination of sounds and
textures; obviously great thought and care went into the
arrangements. Yet there was also something very loose
and spontaneous about it all; it didn't feel fussed over.
There was something compelling but elusive, fragmentary
but direct, about the lyrics—could anyone say for sure
what was going on in songs like “Chest Fever” and Big
Pink's one bona fide FM smash, “The Weight"? Then there
were the two powerhouse Dylan tunes on there: “Tears of
Rage” (co-written by Richard Manuel) and “I Shall Be Re-
leased,” which stand among his very best. The Band’s own
songs felt like they'd been cut from the same cloth as Dy-
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of mostly dynamic mics, along with a few
Neumann condensers. (“We must've had
some 87s for vocals,” says Simon, who,
like Robertson, remembers few technical
details of the pool house studio setup.)
Capitol also helped work on soundproof-
ing the studio, which tumed out to be
quite a task. “Instead of coming inside and
soundproofing the place and making it
smaller inside, we soundproofed it from
the outside,” Robertson says. “They had
these big square frames that were
chiprock or Fiberglas or something, and
they put them on the side of the building.

It didn't look too good, but it was func-
tional, and it did what it needed to do.
Then on the inside, we hung blankets and
things and made it so it was cool.”

John Simon remembers being frustrated
by the slow pace of getting the equipment
from Capitol and setting up the studio, but
the group’s first couple of weeks in the
house were well spent anyway, working
on songs and scouring the area’s music and
pawn shops looking for interesting musi-
cal instruments: Levon Helm found a
wood-rimmed, tum-of-thecentury drum
kit that became the foundation of many a
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song, and Richard Manuel found a fine old
upright piano. Once the equipment was all
in place, in keeping with Robertson’s vi-
sion, the group would set up in a close
cluster, with minimal baffling, and in the
same space as the console and recorder. Si-
mon and Robertson were the principal en-
gineers on the album, though Simon recalls
that every mormning, Capitol sent a mainte-
nance man named Don Nelson up to the
house to make sure everything was run-
ning properly.

Today, Simon notes that “I really was-
n't trained as an engineer. | know enough
to get by, I guess. I know when engi-
neers are lying to me; that's the extent
of my knowledge,” he says with a laugh.
Robertson concedes that he learned
much of what he knows from Simon,
who dryly notes, “Robbie wanted to
learn everything [ knew so in the future
he wouldn’t need me; that was clear.
And that's what happened.”

“John was great about saying, ‘This
kind of microphone works good in this
kind of circumstance, because this might
be too sensitive for that,” or ‘You’re going
to get more leakage out of that,” Robert-
son says. “He gave me a crash course on
how to work the board and a lot of the
basic stuff. But once I got into it, it didn’t
seem like there was much of a mystery
here anyway.

“The way we worked, it was pretty ba-
sic. You would turn things on one at a
time and listen to it. Then you'd tumn
everything on, and the idea was, if it does-
n't now sound better, then something’s
wrong. If the leakage isn't working in
your favor, then you’re not set up right.
So we really took time in setting up the
room and getting a sound on everything.
There were cases where we would move
around baffles in the room—if the leak-
age was ruining the sound of the piano,
for example. But the leakage is often a big
part of the character of the song.”

All of the songs for the Brown Album
were all either written or co-written by
Robertson—some were started in Wood-
stock; a couple emerged from a trip
Robertson and Simon took to Hawaii just
before the pool house sessions; and a few
were written once the group was in Holly-
wood. This month's Classic Track was
started in Woodstock and completed in
Hollywood. “I remember Robbie writing
‘The Night They Drove Old Dixie Down’
piece by piece,” Simon says. “He had a
certain section, then another that wasn’t
finished, and he was sort of chipping
away at it over a period of time. That was
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one of the ones he really didn’t have to-
gether when we arrived at Sammy Davis
Jr’s. We also had a piano in the house in
which we lived, and I remember him
playing that song on the piano in the
house before we got to recording it.”

As for the song’s inspiration, Robertson
told writer Rob Bowman, “I had the music
in my head for ‘The Night They Drove Old
Dixie Down’ and had no idea what the
song was about. [ was just humming it and
playing these chords, and 1 liked the chord
progression I'd come up with. At some
point, [the concept] blurted out of me.

Call today to get your FREE
catalog and jacket sample!

1-800-468-9353

Then I went and I did some research and
I wrote the lyrics to the song.”

When [ spoke to Robertson more re-
cently, he added, “It just seemed to fit in
with the combination of flavors in the mu-
sic and the time period we were dealing
with at that time. It was like that record
was in sepia tone or something. To this
day, people ask me, ‘Whatever possessed
you to write that song? And the answer is,
I don't really know; it's the only thing I
could think of at the time.” (Robertson
says the group’s resident Southerner,
Levon Helm, nixed a verse about Abraham
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Lincoln. The song’s Robert E. Lee refer-
ence—more appropriate to Virgil Caine’s
viewpoint—survived.)

Robertson’s recollection is that “The
Night They Drove Old Dixie Down” was
cut completely live: He played acoustic
guitar (“either a D-35 or this other acoustic
1 had made by this guy named Kalb”);
Manuel played piano; Danko, bass; Helm,
drums and, most likely, a live lead vocal;
and Hudson laid down a Hohner melod-
ica line that sounds uncannily like a har-
monica. The backing vocals were most
likely overdubbed, as were Hudson’s Low-
ery organ, his little trumpet obbligato and,
on some alternate takes, Rick Danko's fid-
dle. Robertson believes that the echo on
Hudson'’s melodica was probably printed
to tape at the time rather then added later
during the mix. Besides the EMT plate Si-
mon had requested, “our chamber was the
bathroom, which had a speaker and a
microphone in it,” Robertson says.

According to Simon, the pool house
sessions usually went this way: “We
would work the songs over all day—fine-
tuning the arrangement and getting the
parts together. We'd work out the parts re-
ally carefully by trial and error, trying all
sorts of different approaches. Even in
choosing microphones, it was all trial and
error. We tried every single mic on every
single instrument to see what sounded
best. We'd work on the song and then go
to sleep at night not having really ‘gotten
it Then we'd get up the next morning
and actually cut it fresh. So a song typi-
cally took two days to record. We would
make rough mixes as we went along so
we could play them for people, because
everyone wanted to hear what we were
doing. We always had lots of people com-
ing through—especially musicians.”

The Band left Sammy Davis’ pad be-
fore they could complete the album—the
last couple of songs were recorded back
in New York at the Hit Factory, and the
album was mixed there, as well. The mix
is credited to New York engineers Joe Za-
garino and Tony May, but in fact, all of
the members of The Band and john Si-
mon helped out as extra hands on the
board when needed.

The Brown Album caused quite a sen-
sation when it was released in the fall of
’69. Propelled by the surprise hit “Up on
Cripple Creek,” and strong FM airplay for
“The Night They Drove Old Dixie Down,”
“Rag Mama Rag” and “Across the Great
Divide,” the album rocketed into the Top
10 and established The Band as a real
force in rock. They even landed on the
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cover of Time magazine in January 1970
as “The New Sound of Country Rock.”
There would be a few more good years
and strong albums from The Band—Stage
Fright in 1970, the underrated Cahoots in
'71, the live Rock of Ages (with terrific horn
arrangements by Allen Toussaint), North-
ern Lights-Southern Cross in '75—before
their grand finale at the Last Waltz in 1976.
All but Robertson would carry on with
other incamations of The Band in the "80s
and '90s, but the deaths of, first, Richard
Manuel, then Rick Danko, has now put
The Band to rest permanently. |

a0L0MON BURKE

FROM PAGE 186

pretty plainly, If I'm going to be involved,
I have no interest in making a retro soul
record. I don't want any hom sections, I
don't want it to be something that’s overly
grand and omate,”” he explains. “What I re-
ally wanted to do was something that was
as stripped-<down as it could be, so that
every nuance, every trail-off of his voice
was full-frame. The idea of having new

FIRBHOUSE

RECORDING
STUDIOS

songs from some very outrageous
sources—songs that nobody has ever heard
before—was very intriguing.”

For his part, Burke says that he was
very pleased with the choice of Henry as
producer. “Anybody that eats biscuits and
gravy is cool with me,” the singer says
with a laugh. “He sounded good and he
talked good and he was willing to do it.
That took a lot of guts, because there
were a lot of different producers who
would not produce me. Why would you
produce someone who is 62 years old
that’s been in the business for 50 years?
What happens if you fail? What if you
don’t come up with a record? Where do
you go from there? So, it was a sure shot
and a smart move for [Henry], because he
knew just how to stay on the wire and to
be there and get what he wanted.

“So, I'm hoping that this is it. All we
can do is pray and believe. You believe,
you receive. You doubt, you do without.
So, I'm not doubting and having the faith.
It's a little different for me, because I'm ac-
customed to hearing more music, more
horns and more this and that. But some-
times, less is best.”

That's also the approach that engineer

Hoskulds took during the recording ses-
sions. “For me, there's not really anything
to do except just to make sure that the stu-
dio is set up in such a way that you can
move quickly,” he reports. “I try to set
everything up so that everything is ready to
go from the first song; then there’s minimal
changing around as we’re going. It’s not re-
ally a big setup or a big prep or anything;
I just have a lot of coffee and dive in.”
The album was recorded in Studio A
at the Sound Factory, which has two
medium-sized recording spaces that are in
an L configuration, with the control room
in the middle. There is a pair of isolation
areas that were used but were not as im-
portant for an album like this, Hoskulds
says. “On this record, it was not as much
of an issue, because usually what you get
when you're tracking stands on a record
like this; there’s not a lot of chasing your
tail. You just don’t have the time to do that.
You get the guitar part that's the guitar part,
unless there’s something to fix. It's good in
that sense because it’s not huge by any
means, but it's got a great vibe. And be-
cause of the proximity of everyone in the
room, it has a vibe that, to me at least, is
conducive to getting things done.”
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recording notes

In the midst of the hubbub, Burke was
learning the song, Henry was working
with the Blind Boys' musical director on
the arrangement, and the band was lis-
tening in to figure out what was happen-
ing with the music. “It was intense, and
probably more than the Elvis song, I felt
like I was in the hot seat to make sure that
all these balls stayed up in the air,” Henry
recalls. “Then, when the song happened,
it was chilling. At a certain moment, [
leaned into Solomon’s vocal mic and
counted off the song as a joke to see
where everybody was. I didn't know if

everybody had headphones on, I didn’t
know if everybody could hear me. I
thought everybody was in their own
world. I just called the room to order and
counted off the song and everybody just
fell in. It was really shocking. It kind of
blew me back. I felt air leave my body be-
cause everybody was there. We did two
takes of the song and that was it.”

For any producer, there’s not much
better of a feeling. “It was remarkable. It
was the end of the fourth day. Solomon
was done working, he got up and
thanked everybody, and he left. We sat

VERY SMALL.
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with Sennheiser quality, but with lower noise,
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Your wish has been granted with the SK 5012,

THE SK 5012

AF WIRELESS BODYPACK TRANSMITTER

www.sennheiserusa.com

200 MIX, October 2002 » www.mixonline.com

around, had a little bit of scotch and lis-
tened to some things back and said,
‘Wow, there really & something.’ It was a
really intense four days; it's kind of a blur
when it's happening, and then you kind
of come out of it a day later and you go,
‘I think it happened.™

Not only did Burke have a chance to
put his own producer’s hat aside for this
record, it was the first time in a number
of albums that neither his daughter nor his
son produced one of his sessions. “I kind
of get away with things with them,” Burke
says with a chuckle. “There was nowhere
to run here with this situation. There was
a producer sitting there, and he was say-
ing, ‘Let’s go.” I was waiting for him to
come down and say, ‘Hey, man, don't do
this,” but that never happened.”

In fact, Burke knew from the outset
that Henry was the man for this project.
“I think I took him out to breakfast and
ordered him some gravy with his lox and
eggs,” Burke says laughing. “I think from
that moment on he said, ‘This is a soul
brother; I've got to work with this guy.
I've got to put more gravy in it’ He
brought me a song called ‘Flesh and
Blood,” and I said, ‘Does he want gravy
with this?” So, I put a little gravy on it for
him, and I'm sure it wasn't the way he
originally thought it up. He was beautiful.
He was a great guy. We had a lot of fun.
It went very smoothly.” ]

PHILIP BRILEY

FROM PAGE 187
ald Veasley and others.

The title of Bailey's latest Heads Up re-
lease, Soul on Jazz, describes the project
perfectly. It finds the singer delving into
soulful, R&B-inflected mainstream jazz,
crooning in a cooler, much more relaxed
mode than his piercing EWF style. Ac-
centuating the engaging arrangements
are such players as Bob Belden (percus-
sion/soprano saxophone; he also pro-
duced several tracks), Myron McKinley
(keyboards, production), Scott Kinsey
(keyboards, production), Billy Kilson
(drums), Ira Coleman (acoustic bass), Al-
lan Burroughs (acoustic guitar), Don
Alias (percussion), Mike “Dino” Campbell
(guitar), and a number of other top-notch
musicians and backing singers.

Although he isn't normally associated
with jazz, Bailey insists that he’s been in-
terested in the genre since his years grow-
ing up in Denver. “I grew up listening to



it as a kid and always loved it,” Bailey says
from a hotel room in Las Vegas while tour-
ing with EWF. “But this is not the first jazz
project I've worked on. In terms of singing
and doing backgrounds, I've done records
with Fourplay and The Pride of Lions with
the late, great Tony Williams, Billy Childs
on piano and Roy Hargrove on trumpet.
That kind of whet my appetite to actually
do a full-out jazz project.”

For this project, Bailey picked songs by
such jazz greats as Joe Zawinul, Chick
Corea, Herbie Hancock and Thelonious
Monk, as well as the standard “Nature
Boy,” and a new original written by Myron
McKinley with lyrics by Bailey's son (who
also fashioned words for two other songs
on the disc). There is also an intriguing re-
working of the EWF hit “Head to the Sky,
“which was done with regards to 9/11 and
meant to be uplifting,” Bailey says.

Unlike EWF's recordings, which can
literally take years to complete, this album
was cut in about a month—during Octo-
ber and November of 2001—at Bennett’s
Studio in Englewood, NJ. “The CD was
really a testament to planning in terms of
just knowing what we wanted to do,” Bai-
ley says. “EWF has been working on a
new record it seems like forever now, and
I don't know when we’re ever going to
get it out.”

Much of the early work on the album
was supervised by Bob Belden, who pro-
duced more than half of the tunes on Soul/
on Jazz. “Scott Kinsey and I did pre-pro-
duction sketches on Digital Performer,
and we e-mailed each other files and
added stuff. Once Philip agreed on the
tempo, form and other things, Scott
recorded a lot of the parts into his laptop
[G3 Powerbook]. Then, through my
MOTU 828 [FireWire audio interface}, we
transferred the basic tracks, which were
all done at home. So on the first day, we
dumped all of the digital stuff in the com-
puter to analog.

“On the second day, Myron worked on
his things with the rhythm section [for live
tracking with Bailey doing scratch vocals).
For the third day, I worked with Scott and
the rhythm section for our tunes. Then, on
the fourth and fifth day, we did overdubs
with live horns. Plus, we had a second
studio running at the same time for vocal
overdubs. The whole thing was to keep
everything running, and Philip just went
from one room to the other.”

Engineer Robert Friedrich concurs
with the producer in regards to the effi-
cient use of studio time. “It was quite in-
tense, and we pretty much wrapped up

the record in three or four weeks, from
top to bottom,” he says. “That was unique
for a project of that magnitude. Originally,
it was going to be just a jazz band back-
ing up Philip [recorded analog], and then
it kind of evolved into an R&B record with
48 tracks of analog and Pro Tools. We got
involved with background vocals and
other overdubs, and it kind of snow-
balled. While I was recording in one
room, we were making stripes onto Pro
Tools and doing submixes in the alternate
one.” Most of the tracks for the Sou/ on
Jazz sessions were recorded on a pair of

24-track 2-inch Studer decks. Supplemen-
tal overdubs and backing vocals were
recorded direct to Pro Tools.

Like all current Telarc/Heads Up CDs,
this one was mixed in both stereo and sur-
round, notes engineer Friedrich, who’s
also a classically trained violinist. “Basi-
cally, after | get my stereo mix going, we
check out what we're going to do with
surround. There’s no real formula or any-
thing, and the Genex recorder lused for
the surround mix] has eight channels. We
often do two channels stereo and six sur-
round. In the case of Philip’s record, we
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recording notes

a regular pop/R&B production. The Win-
wood tune was the easier of the two, be-
cause everyone was in there just blowing.”

The entire process from recording to
mixing was done in Pro Tools at various
studios. Sykes has a full-blown system at
his home studio in the Los Angeles suburb
of Woodland Hills, where Braun and
Hamer literally live down the street from
him. For the session done at Schnee’s Stu-
dio in North Hollywood, the engineer
brought in his “hot-swap” drive, which in-
terfaced with the studio’s Pro Tools system.

Formerly a hard-working session gui-
tarist, engineer Sykes was able to use his
musical knowledge to great effect on the
session, reading the charts, and mapping
out Lorber’s CD-Rs to bars and beats with
a click track. Additionally, he was able to
line up the loops with the bar numbers on
the charts, which greatly aided the session
players.

Back at Sykes' home studio, the final
prep and mixing of the tracks became
more involved than originally anticipated.
Before actually getting down to mixing, the
engineer spent several days conforming
Lorber’s original “Uncle Darrow’s” tracks
with the ones done at Schnee’s. “The feel
that Jeff Lorber had on it was very differ-
ent from the ones with added live musi-
cians,” Sykes explains. “All of his little parts
didn't feel good against the rhythm section.
When the band played, they brought their
own magic to it. It's not a slam on Lorber;
just a compatibility issue. Thank God I had
Pro Tools to modify his parts so that they
feel like he was with the players at
Schnee’s. His stuff was more laid back,
while the band had a pushy feel.”

During mixing, Harner, Braun and
Sykes rewrote the homn arrangements. Due
to the brevity of the tracking sessions,
some of the desired emphasis was missed.
All the notes were there, though; so in Pro
Tools, they cut and pasted different notes
in various places. “Basically, we work real
well as a trio here,” Sykes comments. “Bud
comes up with different points of view on
how things should come in rhythmically
and especially what shouldn't play where.
Rick is more hands-on, usually doing basic
tracks and MIDI stuff.” Final mixdown was
also done on Pro Tools.

Unquestionably, GRP has evolved
greatly since 1982 and plans to be around
for many decades to come. One thing that
hasn’t changed for the label since its in-
ception is the emphasis on quality, staying
abreast of new technology and being alert
to new styles of jazz. “We weren’t just go-
ing in and whipping something out real
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quick,” Harner stresses. “I wanted to make
sure the songs were good and worthy of
the other acclaimed music that's on this
project. It's hard to say what's going to
come along, but we’ll be keeping up with
new sounds and recording styles.” ]

Cool Spins, rrom pace 190
monica cat. Yet, the music they make together
(this is their third Blind Pig release) isn‘t flashy
or pretentious in any way. These guys don‘t
need to show off their virtuosity; it's apparent
in the little details that give this mostly acoustic
music so much depth and character. Stylisti-
cally, they are all over the map on these 13
original tunes—a little blues shuffle here, some
countryish crooning by Buffalo there, a dash of
rock ‘n’ roll—but it's unified by the remarkable
communication between the two main play-
ers, who always seem to come up with the
right instrumental coloration to match each
song: 12-string slide on this tune, chromatic
harp on this one, etc. Both are strong singers
and songwriters—mostly they deal with ro-
mance (lost and longed for), but tunes like
Rogers’ “Trinity” and Buffalo’s spooky “Seven
Hearts” show them branching out into un-
usual areas, too. Fans of Rogers' incredible
slide work will also want to check out his ex-
cellent recent Evidence solo album, Slideways,
an entirely instrumental showcase for his prodi-
gious talents. There’s plenty of flash there.

Producers: Norton Buffalo and Roy Rogers.
Engineers: Pete Carlson, Buffalo, Justin Phelps,
Alan Sudduth, Joel Jaffe. Studios: Bayview
(Richmond, CA), Moon Valley (Sonoma, CA),
Studio D (Sausalito, CA), Prairie Sun (Cotati,
CA). Mastering: Paul Stubblebine.

—Blair Jackson

Doro: Fight (Steamhammer)

it's true, I'll admit it: | want to be Doro. She’s
cool, she's tough, she’s everything metal, and
she’ll run you over with her powerful, melodic
hard rock. You may remember her as the front-
woman for the metal legend Warlock, but for
the past 20 years, this emotive German rock
chick has been flying solo, amassing 12 bone-
crunching albums. This time around, Doro's
newest release, Fight, relies more on her raw,
earthy, female allure, rather than on a loop-
based production of one guitar riff after an-
other. Aside from Doro and her band (Joe Tay-
lor on guitar, Nick Douglas working the bass,
Johnny Dee hitting the skins, and Oliver Palotai
tackling both guitar and keyboard duties), the
release features tracks penned by Gene Sim-
mons (“Legends Never Die”), Russ Ballard and
Jean Beauvoir, as well as a surprise—and stel-
lar—performance by Type O Negative bassist



Pete Steele on “Descent.” The album is as pow-
erful as possible and as natural as necessary—
she’s still a metal chick’s type of woman!
Producers: Doro Pesch, Chris Lietz and Dan
Malsch. Mixers: Malsch and Lietz. Studio:
Soundmine Recording Studios (East Strouds-
burg, PA). Mastering: Pesch at Skyline Studios

(Duesseldorf, Germany). —Sarah Benzuly
Eleanor McEvoy: Yola

(Blue Dandelion/MOSCO)

Yola, the fourth album by this brilliant gui-
tarist/singer/songwriter, may be McEvoy's best
release to date. Although the album’s title refers
1o an obscure dialect used in a remote part of
her native Ireland, Yola is not “Irish” music, and
other than a slight lilt to her voice, McEvoy's
songs are universal in nature—typically about
troubled relationships. Yola doesn't stray from
this direction, with pithy tunes such as “The
Rain Falls,” depicting a day when everything
goes wrong, ending in being dumped by a lover
via e-mail. In her first self-produced project (co-
produced with keyboardist Brian Connor), Yola
offers tight, well-crafted performances by
McEvoy and her band, with superb audio. As a
historical footnote, two Yola tracks were re-

leased as the world's first SACD single (on Mar-
ket Square Records), which further spotlights
the warm 24-track/Dolby SR recording and
sparkling #-inch 2-track mix. Bravo!
Producers: Eleanor McEvoy, Brian O'Con-
nor. Engineers: Ruadhri Cushman, lan Cooper
(mastering). Studios: Tracked at The Works
(Dublin), mixed/mastered at Metropolis
(London). —George Petersen B
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COAST

N3N [0)'N) & STUDIO NEWS

SOUTHERN CALIFORNIA

Out at Glenwood Place Studios (Bur-
bank), Melissa Auf der Maur (Hole,
Smashing Pumpkins) got to work on
her first solo project. Chris Goss shared
production duties with Auf der Maur,
and Martin Schmelzle was tapped to
engineer. Guest musicians included
various members of Queens of the
Stone Age, John Stanier (Helmet) and
Paz Lenchantin (A Perfect Circle)...In-
side Image Recording’s (Los Angeles)
Studio A, Chris Lord-Alge was mixing
tracks for Vertical Horizon's upcoming
LP with producer John Shanks. Assist-
ing the session was second engineer
Keith Armstrong. Lord-Alge also fin-
ished mixing the new LP for the
Swedish rock band Blindside with pro-
ducer Howard Benson and assistant
engineer Dim-e... DMX checked into En-
terprise Studios (Studio City) to work on
some new material for his Bloodline im-
print with producer Nas Collins. Also at
Enterprise, Christina Aguilera has been
working on her new album with a vari-
ety of producers, including Linda Perry,

The Headway Music Complex in Westminster, Colif.,
recently upgraded its Studio 2 with the installation of

ted Neve ¢ !
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Scott Storch and Glen Ballard. Aguilera
has also teamed up with Alicia Keys for a
song mixed by engineer Dave Pensado.
Country star LeAnn Rimes tracked sever-
al songs for her new aibum, Twisted An-
gel, with engineer Rob Chiarelli. Peter Am-
ato and Gregg Pagami produced the ef-
fort. Dave Mustaine was back at En-
terprise to remix some live songs
for an upcoming Megadeth box set;
Bill Kennedy was in to engineer.
And the Red Hot Chili Peppers and
engineer Ethan Mates remixed some
live material from shows in Madrid
and Hamburg,

NORTHEAST

Matchbox Twenty and producer
Matt Serletic worked on their next
album for Atlantic Records at
Bearsville Studios (Woodstock,
NY). Greg Collins, who last worked
with System of a Down, engi-
neered the project. Island/Def Jam
artists Saliva were also in to record
some new material with producer
Bob Marlette and engineer Michael
“Elvis” Baskette...RCA artists Eve 6
stopped in at Avatar (NYC) to begin
recording their new album with
producer Gregg Wattenberg, engi-
neer Chris Shaw and second engi-
neer Ross Petersen.

www.mixonline.com

From left: Chris Goss, Melissa Auf der Maur and Martin Schmelzle at Glenwood Place Studios.

NORTHWEST

Nettleingham Audio (Vancouver, WA) en-
gineer Kevin Nettleingham mastered re-
leases for a number of artists: Big Hank and
the Blues Boys, Life After Lift-Off, Andi
Camp, Trophy Wife and Sicc Mob Clicc.

SOUTHEAST

Production team The Neptunes (Pharrell
Williams and Chad Hugo) stepped into
Stonehenge (Atlanta) with Chili and T-Boz
to work on an upcoming TLC release.
Brian Garten (N.E.R.D., Nelly, Usher) en-
gineered and Morgan Garcia assisted.

STUDIO NEWS

Studio B at Skip Saylor's (Los Angeles)
Larchmont location recently received a
facelift. In addition to some new lounges
and a game room, the facility now fea-
tures a G4-input SSL G Plus desk along
with an 8-channel Neve sidecar with
1073 modules. |

Please submit your sessions and studio
news for “Coast to Coast” to Robert
Hanson. Submissions can be sent via e-
mail to RHanson@primediabusiness
.com. Photo submissions (JPEG at 300
dpi) are always encouraged, and
Dplease include the name(s) of the
artists, producers and engineers on the
broject, and the location of the studio.
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of the way we do that is by helping them
write singles that are classic and, hopeful-
ly, will stand the test of time.”

Writing brought the three together;
producing came about when their demos,
including Lavigne's “Complicated,” ended
up as final releases. Their general produc-
tion M.O. is to get to know an artist in ca-
sual surroundings before diving into the
writing. “Scott comes from the urban side,
I'm more rock and Lauren ties us all to-

Presenting a fresh new look for a long standing icon of the recording industry. CI a S S ' CS Ou n d
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gether,” comments Edwards.
“We come from different di-
rections, and we all bring
something to the music that
mixes well.”

“When we work with an
artist, we tend to bond, have
fun and become friends,”
adds Christy. “Sometimes
that happens in just one day.
We bring in all of our histo-
ry and our past, but our
most important aim is figur-
ing out what they want to
get across. We want to keep their vision,
not to make it sound like a ‘Matrix record.”

2002 Grammy Awards:

BEST FEMALE POP YOCAL PERFORMANCE 2

NELLY FURTADO
I'm Like A Bird

BEST WORLD MUSIC ALBUM &

RAVI SHANKAR
Full Circle/Carnegie Hall 2000

211 West &1st Street, New York. NY 10023

212.262.3300

((‘ classicsound
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John Kellogg and Dolby’s “Surround in Motion” BMW X5

Among them, the three have four
recording systems. The main studio in the
house is based around Pro Tools and banks
of synths, with portable rolling racks. “We
can pack it all up in two hours and re-set
it up in two-and-a-half,” Spock asserts.
“That’s what we did in Miami for Ricky Mar-
tin, both at his house and at Hit Factory.”

“Complicated” was recorded in one
day in a house in L.A.’s Valley Village, and
also mixed there, “in the box.” The album
features a Tom Lord-Alge mix, but both
TLA’s and Matrix’s mixes are getting radio
play. “We’re able to put a track together
really quickly,” says Spock. “Everything
goes into Pro Tools and we've gotten the
signal-to-noise ratio really low. We use
Apogee ADS800OSE converters for live
recording—they're the bomb—and we in-
terface our 72 outputs of synths with
Digidesign 1622s. Most of the time, for vo-
cals we use Avalon mic preamps or a Neve
1272 preamp through a Distressor. As far
as I'm concerned, Pro Tools is great.
Hopefully in the near future, we'll have
software versions of all of this in a laptop,
with just a one-rack interface and a guitar,
instead of all these boxes.”

In keeping with low signal-to-noise,
Spock is excited about his recently installed
Isobox, a portable ATA-approved version
of their studio model, which he's using on
one of his racks. “It's great,” he says. “Un-
til I closed the door, 1 didn't realize how
much noise the rack was generating.”

All mixing isn't done at home; not
long ago, The Matrix had three rooms
booked at Burbank's The Enterprise,
with mixers Dave Pensado, Paul Lani
and Rick Travali all working on Matrix-
written-and-produced songs for different
artists on different labels. With so many
projects going on, Spock jokingly says,
“Retrospect [archiving software] is getting
a real workout.”

“Next week, we'll be going from hip
hop to rock,” says Christy. “Sandy Rober-
ton, our manager, doesn't let us work on
any one thing for too long, which, actual-
ly, I think is very good for you mentally.




We never get bored. The joy is coming in-
to a room and going, ‘Okay, what are we
doing today?”

Some days, this job is really fun. Say, for
example, the afternoon Dolby Labs’ John
Kellogg took me for a spin in Dolby’s “Sur-
round in Motion” tricked-out BMW X5.
Built to demonstrate how Dolby’s tech-
nologies can be used in a vehicle—from
24/96 DVD-Audio and DVD-Video to
Dolby Digital, Pro Logic 2 for CDs, Dolby
surround headphones and Playstation 2—
the car has been making the rounds of
auto manufacturers, licensees, record la-
bels and audiophiles. Outfitted with gear
from Panasonic, Alpine, Tag McLaren and
others, and featuring subs in both the rear
and side rears, the car is Dolby’s evangel-
ical demonstration of what's currently pos-
sible to install in your roadster. “It helps
people—and car companies—imagine the
possibilities,” explains Kellogg. “Auto sys-
tems providers don't just think of it as car
audio anymore; it's really mobile multi-
media, with navigation, XM [satellite ra-
dio), DVD, in-car Web-based communica-
tion—all sorts of things.”

The goal was to use available “stock”
ingredients, but Dolby engineers, led by
Martin Lindsay, had to do some creative
routing. All of the components run on 12-

valt DC, but a Tag McLaren home unit had
to be converted for use as a switcher.
“We're heading toward a digital solution
with 1394 connectors,” notes Kellogg,
“and it all works pretty well.”

Think about it: Kids in the back lis-

At the new SSL XL 9000 K, (from left) studio
designer Carl Yanchar, Pacifique owner Joe
Deranteriasian and SSL representative Phil Wagner.

tening witn Dolby Headphones to a 5.1
DVD-V of Lion King, while the front
seat’s occupants enjoy Mozart in sur-
round on DVD-A. Cool features include
settings to optimize for different seating
arrangements and a lockout on the front
screen to prevent the driver from be-
coming more interested in Die Hard 2
than the road.

Kellogg, having lived through the
DVD-Video marketing curve, is confident

41 FeeI—The Spi'l"ﬂ“'"rr

www.mixonline.com

that DVD-Audio is finally on track.
“There’s no doubt that in the next couple
of years, you will see American high-end
auto manufacturers including DVD-Audio
and other Dolby technologies,” he com-
ments. “But it takes time. There’s a long
design curve in a smokestack industry like
auto manufacturing.

“DVD-Audio is following the same tra-
jectory that DVD-Video did,” he insists.
“There are always companies that hold
out until the last minute and then come in
strong. Now, the tools are cheaper, every-
body’s stable and they've figured out pro-
duction flow. We recently did a seminar
with 10 hardware manufacturers and four
record labels joining in together. It was
passionate and it rocked. The industry is
finally getting on the same page, figuring
out how to do this, and DVD-Audio is
moving full speed ahead.”

Pacifique Recording threw a party to
celebrate the installation of their 96-input
SSL XL 9000 K Series console—only the
second in Los Angeles—into West Studio.
The well-attended bash brought a crowd
of engineer and press types to the facili-
ty, situated on Magnolia Boulevard’s “Stu-
dio Row,” for a look at the new desk and
a listen to an M&K surround speaker sys-
tem. To date, according to SSL's Phil Wag-
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PPA LD-2UBE

9 Polar pattern - Dual Diaphram
TUBE condenser microphone

$299.00

Go ahead, try it next to your $3000.00 mic
if you're not impressed, send it back
Full money back gaurantee

Mic includes =
Power Supply
Shock Mount
Wind Screen
Carrying Case
Aural Satisfaction

Yacific Yro Audio
(800)932-7524
www.pacificproaudio.com

PROFESSIONAL WEB HOSTING
DIGITAL MEDIA DELIVERY

FOR AUDIO ENGINEERS, VIDED POST PRODUCTION,
GRAPHIC ARTISTS AND WEB DESIENERS

I’}"A SIMPLE WEB BASED CONTROL PANEL

T

9. ALLOWS INTELLIGENT MANAGEMENT
OF YOUR ENTIRE DOMAIN.

i"lA MANAGE PRO TOOLS, LOGIC, AVID,
o

-

"‘V NUENDO & OTHER MEDIA FILES.

DELIVER TO CLIENTS VIA PRIVATE
CLIENT LOGIN AREA.

,@."A LOW COST SOLUTION - MEDIA PLANS

D

“‘., START AT ONLY $20 PER 200 MEGS/me
EXPANDABLE TO 200 GIGS STORAGE.
DELIVER SESSIONS & ROUGH MIXES
IN MINUTES, NOT DAYS.

ADVANCED FEATURES :

0C-192 FIBER OPTIC CONNECTIVITY

STATE OF THE ART, REDUNDANT DATACENTER
FAST WEB BASED UPLOAD & DOWNLOAD

24/7 ACCESS TO YOUR PROJECTS

NO EXTRA FEES OR DELIVERY RESTRICTIONS
EXPERT TECHNICAL SUPPORT TEAM
WWW.YOURDOMAIN.COM / WEB & POP3 MAIL

VISIT US @ WWW.DOMATIC.COM
TOLL FREE 1-866-DOMATIC
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ner, 16 XLs have been purchased and
eight installed; Pacifique’s, at 96-in, is the
largest among them.

A major console purchase is a brave
step in the currently struggling studio
business, but according to Pacifique co-
owner Joe Deranteriasian, “You have to
keep moving forward or people will for-
get about you. We love working in the
music business, and we want to stay in it,
so we have to upgrade.”

Deranteriasian cites the improved
sound of the second-generation 9000 Se-
ries desk as its main selling point. “Son-
ically, it was impressive, with more head-
room,” he says. “We had clients and their
engineers listen to it; they told us that
they'd love to work on it. We also liked
that it's dedicated to 5.1. Another big fea-
ture is that it’s integrated with Pro Tools.”

The two-room Pacifique has always
kept moving forward. The studios, which
opened in 1984, are owned by three De-
ranteriasian brothers—Joe, Ken and Vic—
all of whom come from musical back-
grounds. Built from the ground up with
the help of Wave:Space’s Carl Yanchar,
Pacifique was originally known as a well-
equipped, economical overdub studio.
Equipped for the past several years with
two SSL 9000 J Series boards and a huge
collection of outboard, it’s evolved into a
high-end mix facility that, thanks to hits
by Christina Aguilera and Destiny’s Child,
was listed as one of Billboard magazine's
top mix studios in 2000.

Wave:Space and Yanchar returned for
West's redo that accompanied the XL.
New wall treatments, including dark-
wood speaker soffits and super-bright
plasma screens, give the suite a new look,
while a re-routing of the air conditioning
gives the room a new feel. “Now it’s not
blowing on the necks of the mixers,” says
the genial Joe D., who has always seemed
to take the studio business in stride.

East Studio, which was closed for the
party while regular client Dexter Sim-
mons jammed on finishing a mix for new
J Records artist Monica, remains fitted
with its 96-input SSL 9000 J with SL959]
8-channel monitoring system. Other re-
cent projects have included mixes by
Simmons for Will Smith and Beyonce,
Brad Gilderman mixing the British girl
group Atomic Kitten and a Wyclef Jean-
produced project for Tom Jones, as well
as projects with mixers Dave Way and
Rob Chiarelli. ]

Got L.A. news? E-mail MsMDK®aol.com.

www.mixonline.com

DARLATTRT (VN3 FROM PAGE 207

love with his style of mixing. He under-
stood how to get the low end right, and
how to get the background vocals and the
lead vocal positioned correctly.”

For “Get It Together,” Shippen mixed
through an SSL 4064 G Plus console with
Ultimation. The monitors were Dynaudio
M3s with Avalon crossovers, bi-amped,
with Bryston 7B-STs on the highs, 6Bs on
the lows. There were also Yamaha NS-10s
with an NHT sub. Pro Tools 5.1.1 was the
recording/playback medium.

The lead vocals went through Fairchild
6060, UREI LA-3A and Pultec EQP-1A3 to the
console, while an EMT 250 helped with the
ambience. The background vocals went to
Neve 81069 pre’s, VacRac tube EQ and SPL
de-essers. Shippen ran the bass and electric
guitar through Neve 2252 compressors, and
acoustics went through vintage 117s.

The mix bus from the SSL went
through an Avalon 2055 and Focusrite
Red 3 into Apogee PSX-100, printed to
Alesis Masterlink at 24-bit, 96k and Am-
pex ATR-102 %-inch (BASF 900 at +5/250).
Other gear utilized by Shippen included
the Empirical Labs Fatso, two Lexicon
PCM 60s, Lexicon 480L, a TC M5000 and
Korg SDD-2000 delays.

For a number of the other tracks on
the album, Alvin Speights (TLC's Water-
Jfalls) handled the mixing in Atanta and
New York.

“We have learned so much from being
in a town like Nashville,” states Sanders,
who also functions as Arie’s music direc-
tor on the road. “There are so many great
songwriters and musicians and studios.
And you pick up on so much that you
don't even realize it until you go to other
cities to work.” ]

Sent your Nashville news to MrBlurge
@aol.com.

PEBLITATELTE] FROM PAGE 207

a fullfledged album production in 20
years, camped out in Looking Glass' flag-
ship Studio A in the fall of 2001, tracking,
overdubbing and mixing the material that
would become Heatben. Equipped with a
Solid State Logic 4048 G Series console
with E Series EQ, Studio A offers plenty of
space in the control room (27x20 feet) and
tracking area (31x15 feet). Other highlights
include a 10-channel Neve BCM mixer
with 1073 mic preamps; an Otari MTR90
IT 24-track; a Pro Tools TDM rig featuring
six Apogee AD-8000 converters; ADAT,
DA-88 and Sony 3324 digital tape ma-
chines; and a full complement of state-of-
the-art reverbs, compressors, effects,



equalizers, preamps and microphones.

In short, Studio A has everything that
Bowie and Visconti might need. There was
only one problem: Studio A became un-
available to them before they could wrap
up the project. Glass had taken over the
“A” room to record his score to the up-
coming Godfrey Reggio film Nagoyqatsi,
the last installment in the Reggio/Glass tril-
ogy that also includes Koyaanisgatsi and
Powaggqatsi. (Check out Mix's April 2002
issue for more on Glass’ work for this film.)

Although Visconti could have booked
any number of other New York studios with
a G Series SSL and state-of-the-art process-
ing, he and Bowie were determined to fin-
ish Heatbhen at Looking Glass. The vibe was
right, it was in the neighborhood, and all
the hard drives were in-house.

Coincidentally, Looking Glass’ Studio B
had just opened up following the depar-
ture of its longtime tenant, engineer Pete
Keppler. Visconti, who had been looking
for studio space near his East Village apart-
ment, promptly signed a lease for the
room, effective March 1, 2002,

A 21x19-foot control room with a vin-
tage MCI JH-600 36-input board, a Neve
Kelso 10x2 mixer and a good-sized isola-
tion booth, Studio B might not have been
the most lavish room in the city, but it of-
fered a viable alternative to its big brother
down the hall. Visconti was sure that, with
a little conversion, he could make it work.

“I knew that with my Logic Audio set-
up and the MCI console, we could mix
tracks for the album in Studio B,” he says.
“We were in full-scale production mode
here, so we wanted to keep going. Plus,
every bit of equipment in Studio A was
made available to us. If I needed a Fairchild
compressor, it would appear as if by mag-
ic.” Running 24 analog channels of Logic
through three Digidesign 888124 interfaces
into the MCI console, Bowie and Visconti
remixed the tracks “Slow Burn,” “Afraid”
and “I Took a Trip on a Gemini Spaceship,”
and, presto, Heathen was finished.

Visconti says that he was pleasantly sur-
prised by how easy it was to work in Stu-
dio B, noting how consistent it was, acousti-
cally and otherwise, with the flagship room.
“We found that this MCI board had a love-
ly transparent sound, and that the room had
nice acoustics, with a very honest low end,”
he says. “Also, it helped to have a lot of my
old gear there—some nice vintage stuff like
dbx compressors, a Saturator, a Shure Lev-
el Loc, an old Audio & Design Scamp pro-
cessing system, and all the synths and mod-
ules we could possibly need, between the
ones I brought and the stuff Philip has in
his keyboard storage room.”

Visconti also brought his vintage Neu-

mann U87 mics, as well as a handful of
Audio-Technicas; he monitored through
his KRK 6000s and Genelec 1034s, which
he has been using in tandem for several
years.

Since completing Bowie’s album, Vis-
conti has worked on material by rock
band the Dandy Warhols and up-and-
coming New York singer/songwriter Kris-
teen Young. He is now looking forward to
continue ongoing writing/production
projects with Annie Haslam and Richard
Barone. “I thought this would be a demo
studio, but it’s turned out to be a profes-
sional facility for me,” says Visconti.

“There’s a tranquil, family-like atmosphere
here and a sensitive vibe.”

Bilof, for her part, is glad to have
found a long-term tenant to fill the void
left by Keppler's absence. “We wanted
someone who had equipment to comple-
ment what was already in Studio B, and
a strong base of clients to maximize the
room,” says Bilof. “Tony was the perfect
fit. We love having him here. We all share
resources and collaborate on projects. It's
a win-win.” ]

Send your N.Y. Metro news to pverna@uver
nacularmusic.com.

aittle Summit for Everyone

NEW 28a-221 Mic and Line Module

/

{ =
|
2
|
Y ).
o ATE — - T

= LINE 14 2 ~ a . { \

POLARITY

FATER
. AR e &
o
R A )

. T 2 »

The new 2BA-221 continuously variable impedance microphone
preamp is the latest offering from Summit Audio. Use the separate
solid state input controls to mix the microphone input with the Hi-Z
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MIX STUDIO SHOWCASE

SALMON PEAK RECORDING STUDIO
San Antonio, TX

eFeatures
large
control
room
with
vintage
Neve 8232
console,
spacious
tracking
room and
tive iso
booths
with Private-Q.

« Soffit-mounted, JBL-modified, UREI mains,
Genelec and Yamaha near-fields.

eRecording to MCI/Sony JH24 2-inch 24-
track analog, as well as 24 tracks of Pro
Tools|24 MIXplus.

«Neumann, AKG, Sony, and Gefell front the
microphone collection.

Acoustic design by Jack Piercy, Acoustech
Studio Services. System design by RB
Blackstone, Sound Madness. Contact:
Mark E. Sinko, at (210) 378-3304; Fax:
(210) 698-4339; www.salmonpeak.com.

Recording

With two mobile recording
studios, 48 tracks of analog or
digital, over 20 years of experience,
and a commitment to excellence,
Big Mo Recording can help make
your next live recording a success.
* Dave Brubeck © Faith Hill
¢ Quingy Jones ¢ Fuel ¢ Lifchouse
* ABC Television ¢ Incubus
¢ Fox Television ¢ Foo Fighters

301.562.9360
fax: 301.608-0789
www.BigMoRecording.com

WrAiaEAastering com
4471 Orange Ave.

Long Beach, CA. 90807
P:562.989.2040 f: 562.989.6967

LISTEN BEFORE YOU BUY!
Hear before and after mastet-g
samples by requesting your FREE

ur web site!

dgm ering.com is lo-
beiuun LA and Or-
leach, CA.

0‘“ 's all t

mul tﬂtomptessot Nightpro
€03 Mastering €Q, TC Electronics,
Aphex, Waves, Apogee UV 22 and
much much more!

GREAT VIBE AND CLASSIC EQUIPMENT LOCATED ON 4TH STREET AND BROADWAY IN MANHATTAN
STUDIOX EDIT STUDIO 66 OFF-SITE GUERILLA RECORDING AND PRE-PRODUCTION

STUDIO A OVERDUB AND MIX
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FOR STUDIO ADVERTISING, contact SHAWN LANGWELL at (707) 778-6296; e-mail: slangwell2@attbi.com



"Excellence in Audio Mastering”

Aergﬁm, Qllective Soul,
Semisohié, Inner Circle,
Mra’rley Bropthers, Mr. Cheeks,
Jaci Velasquez, Pablo Montero,
Jullo lglesias, MQO, Ricardo Arjona

”Su&«* ‘the art dlgntal anq

Weiss
dB Technologies
Crookwood
Sonic Solutions
Pass Labs Amplifier
Dunlavy SC-V Monitors
i hedh Ampex ATR102

gﬁ;&.mastefhousestudlos com

¢ storhse@aol com
305-629-8355

e SSL 9080 with 959

* ProTools MixPlus 24 Digitol
Surround Center Section  Recording and Editing

Artisan Recorders
Mobile

P.O. Box 70247
Ft. Lauderdale, FL 33307
(954) 566-1800; Fax (954} 566-3090
e-mail: mobile red@aol.com

www.artisonmobile.com

For over 20 years, Artisan Record-
ers has been providing excellence
in remote recording and broadcast.
Along with an extensive array of
equipment in a comfortable aes-
thetic environment, our “Mobile
Red” studio boasts an expert staff
of technicians with a love of music
and u desire for perfection. Cur-
rently touring with ABC’s Tom
Joyner Morning Show. When you
rock, we roll.

NPR

635 Massachusetts Ave., N.W.
Washington, D.C. 20001-3753
{202} 513-2482; Fox: (202) 513-3033
e-mail: rgi@npr.org
www.npr.org/studios

Located in downtown Washing-
ton,D.C.,Studio 4A offers a spec-
tacular recording environment
well-suited to all music genres.
Studio 4A, at 2,600 sq.feet,is one
of the largest recording facilities
on the East Coast. We offer digi-
tal and analog multi-track record-
ing, an extensive mic collection,
digital editing suites and CD mas-
tering. NPR also offers satellite
uplinking, fiber-optic and ISDN
capabilities worldwide.

atlanti§

« Secure, Valet Underground Parking
® ProTools suite with Overdub Booth

o Studer A-800 48 Track 5.1 Surround by George Augspurger 750 sq. fi. Lounge w/Pool Table & Playstation

1140 N. WESTERN AVENUE, HOLLYWOOD, CA 90029 » PHONE 323.462.7761 » FAX 323.462.339

FOR STUDIO ADVERTISING, sontact SHAWN LANGWELL at (707) 778-6296; e-mail: slangwell2@atthi.com

www.studio-atlantis.cam
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MIX STUDIO SHOWCASE

COLOSSAL MASTERING

1644 N. Hanore, #101
Chicaga, Il 60622
1-800-730-2468; Fax {773) 292-1698
cmastering@aal.com; www.colossalmastering.com

Chicago’s premiere audio mastering
facility is everything you'd want it to
be:comfortable, creative, reliable and

-Russ Berger designed rooms

-SSL 4080G+ with ULTIMATION

-3 Protools HD3+ control rooms

-72 chanmels analog capability
-5000 and 1800 sq ft tracking rooms
-Full dupfication and4design se.r_vices

Record Plant Remoie

1170 Greenwood Lake Turnpike
Ringwood, NJ 07456
(973) 728-8114; Fax {973) 728-8761
kooster@warwick.net, www.recordplantremate.cam

Record Plant Remote has been an in-
dustry leader in location recording
for over 20 years. We've kept a breast
of new developments in audio tech-

nology without sacrificing our sonic
integrity. Some of our recent clients
include MTV,Aerosmith, Elton John,
R.E.M., Wynton Marsalis, John
Mellencamp, Whitney Houston,
Pavarotti, James Taylor, Emmylou
Harris, Shawn Colvin, Mary Chapin
Carpenter.TrishaYearwood, Billy Joel,
Bruce Springsteen, Bon Jovi, Garth
Brooks,P.O.D.,and System of a Down.
Our reputation speaks for itself?

the source for a dynamic, powerful
and sonically competitive master.
Mastering engineer Dun Stout provides
Colossal’s ears and experience, while
the studio features the AudioCube 5
mastering system plus Avalon, Manley,
Legacy, Apogee, Weiss, Ampex. Our
clients come from all major genres
and from many corners of the globe.
Call or visit web site for more info!

recording
mixing
mastering

NOW ONLINE at
post

N www.mixonline.com

S For the past 28 years Phase One has

turned out international hits from

Toronto. Featuring a 58 inpul vintage

Neve console in Studio A, a 64 input

API Legacy in Studio B, & ProTools HD

in Studio C, Phase One has produced

- more tinan 60 gold albums. There's

N\ high speed internet access throughout

Studio B . as well as a very comfortable ambience.
Add in a low Canadian dollar exchange

Bring Coler to Your
Facility with
Studio Showcase
Four-Golor Ads!

@ 1. Run.a minimum
6x frequency and
color.is FREE!

2, Online showcase
is FREE!

rate and watch vour recording budget
' 2o further than you thought possible.

IKNN\

Studio €

y u\

Contact:

Shawn Langwell
Phone:
(707) 778-6296
E-mall:
4 slangwell2@attbi.com }

3018 Kennedy Road, #10

Toronto, Ontario M1V 1E7, CANADA
tel: 416-291-9553  fax: 416-291-7898
email: info@phasconestudios.com

www.phaseonestudios.com
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is the artform of listening.

Jigsaw is a place that people can
come to not only because we have
really expensive gear and a really
nice mastering studio with hard
wood floors but because the work is
done with passion and sweat. We

also have a really nice couch for you
to “hang” while we work.

SonicHD, Sontec, Manley , Weiss,
Prism , Duntcech’s, Sony 1030’s ctc.

The Alan Lomax Projece, T
Records, Beggars Banquet, Norah
Jones, Sony Music, BMG, RCA,

Capitol/EMI, Def/Jam Island

WE ARE I'HE NEW IIOME OF
*O Brother. Where Art Thou?”
110 Greene St. #404 NY,NY 10012

tele: 212.965.0100 fax: 212.680.1410
www.jigsawsoumd.com

‘ ’;< Y !
The Bathouse Studio
638 Main Street
Bath, Ontario, Canada
KOH 1Go

(613) 352-5585; Fax (613) 352-3675
www.thebathouse.com

A residential recording  facility
located on the shores of lLake
Ontario between Toromto and
Montreal. 'The Bathousc Studio
offers the best in vintage analog
and the latest in digital recording.
Competitive rates include a house
engineer, on site accomrmodations
for seven people and an incredible
atmosphere for any musical project.

THE CANADIAN DOLLAR IS AT

AN ALL TIME LOW. GET THE
MOST FOR YOUR BUDGET.

FOR STUDIO ADVERTISING, contact SHAWN LANGWELL at (707) 778-6296; e-mail: slongwell2@attbi.com

Digital Mobile Recording
Services is an all inclusive
Pro Tools rental
company and recording
studio. All of our systems
are updated with HD3
processor cards and

192 I/O interfaces.

We also carry a wide
array of Third

Party and

Native Plug ins.

Mastering Studios

ERVICES

feat g In Mix Mo ne
The Class of 2001

Comprised of 3 qudio suites designed by
George Augspurger, M Works Mastering
Studios specialize in providing the highest
quality services in MASTERING for CD
ENHANCED CD & DVD AUDIO. EDITING
RESTORAHON and 5§ 1 SURROUND urilizing
todoy's state-of-the .ort technology to
cccomodote oll musizal idioms. Over

0 3.000 credits ronging irom James Tayior
10 Pembro_ke Trall to Aerosmith to DEVO Equipmen*: Sonic
Upper Saddle River NJ, Solutions. HDCD, PCM 1630, Sinteien

07458 Weiss ..ond much maorel

www.digitalmobilerecording.com

Email: 617 577.008%9
www.m-works.com

ECORDING

CO Mastering ¢« Multi Track Recording « Digital Editing * Protools Rentals

201-760-9750

oBlILE

Web address:

IGITAL

digitalmobile@mindspring.com

- ;—‘-? digital base
e

@Q.

You will hear the difference!
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mahogany walls and maple floors.
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i PROFESSIONAL AUDIO GROUP
AMERICA'S PREMIER MUSIC TECHNOLOGY SOURCE!

YAMAHA
DM-2000

Sam Ash Professmnal@
We take pride in the advice we offer to our customers. We enjoy making sure
you are satisfied with your decisions about what you buy. Technical excellence
and reliable service are our commitment to you!

k ‘= .2

MANLP Y

17 digidiesign

PRO TOOLS

What microphone to choose?
Configuring a computer-based recording system?
What rackmount device will work for you? What software plug-in to buy?
We answer all of your needs!

Mark of thei
Unicorn, Inc

PROFESSIONAL AUDIO GROUP



SOFTW ARE * HARDWARE e MONITORS e MICROPHONES e SAMPLERS
MODULES < KEYBOARDS e DIGITAL AUDIO WORK STATIONS e CABLES
SIGNAL PROGESSORS « PATCHBAYS < MEDIA < ACGESSORIES
[AD1 ~ FIREWIRE /SGSI STORAGE & MORE!

SOFTWARE PLUG-INS

PRO TOOLS TDM/RTAS
STEINBERG/VST
MOTU/MAS

.S

MNACKIE.
-

0=~ -PROFESSIONAL AUDIO GROUP
BUY AT THE NATION’S LOWEST PRICE!

AND DEAL DIRECTLY WITH OUR KNOWLEDGEABLE
SALES TEAM, YOU'LL BE GLAD YOU DID!

NEW YORK, NY MIAMI LAKES, FL NASHVILLE, TN
(212) 586-1100 (305) 626-9231 (615) 860-7475

COMING SOON: SAMASHPRO.COM "o




ﬂ cdigidesigmn [PRO TOOLS ". i

% |n the world of audio production, Pro Tools has grown to become
192 1/0™

24-Bit/192kHz the digital audio workstation of choice for professionals working
Multi-Channel Audio Interface

in music, post-production,broadcast and multimedia. Now, with
a Grammy for Excellence in Technical Achievement for Pro
Toolsl24 MIX systems, Digidesign is once again pushing the
96 1/0™ envelope in the world of digital audio. Artists, engineers, mixers
e and producers, brace yourselves for the best sounding,most
powerful Pro Tools system ever: Pro ToolsIHD. Sam Ash Pro®

invites you to come into any of our dedicated Digidesign/Pro

St Tools demo centers where our Pro Audio Specialists will guide you

Pre™ High Performance ) . Cy
,.»e,,,,,,f Controllable through the finer points of Digidesign software and hardware!

Eight-Channel Mic Preamp

D g R oy °
e 3 .
Syne I/0™ Robust Versatile ° = . ‘

Synchronization Device ~ 4
PROFESSIONAL AUDIO GROUP

MiDI I/0™
Professianal Multi-Port MIDI Interface Coming Soon: SAMASHPRO.COM



The Nuendo Studio System offers a complete
24 bit / 96kHz native based audio production solu-
tion consisting of The Nuendo Software, The
Nuendo Surround Edition, The Nuendo PCI 96-52
and The Nuendo 8 I/0 / 96kHz. Available for Mac or

PC based systems. -
‘— 1 E

Nuendo is an audio production application for the
Windows 98 and Windows 2000 platforms. NUENDO
features up to 200 tracks of 24 bit/96 kHz digital
audio, advanced-
featured surround
mixing, a Video-
Track, and MIDI-

the most compre-
< hensive functions
for digital audio
available.

NEW YORK, NY
(212) 586-1100

MIAMI LAKES, FL
(305) 626-9231

Sam Ash Pro®, a proud dealer of alf Steinberg/Nuendo
products, invites you to come into any of our Pro Audio stores
and deal directly with our knowlegleable sales team when you're
ready to purchase any Steinberg/Nuendo software or hardware
for your studio!

Houston is a MIDI/USB remote controller specifically engineered for
Steinberg's VST engine. Nine 100mm touch sensitive motorized faders,
eight rotary encoders with LED position
indicators and a :
matrix of buttons S
bring all aspects
of the Nuendo
mixer within
easy reach,

Nuendo Audiolink 96
Versatile 24bit / 96 kHz Audio Interface Components
The introduction of the new Nuendo Audiolink 96 Series enables

Nuendo users to build up a system which
meets the specific demands of their current
", ;;;Eﬁ working environment. Studio or Location,
Laptop or Desktop, PC or Macintosh.

MENTION CODE
SAPDSMXDP

NASHVILLE, TN
(615) 860-7475



— THE FAST LANE,

—FROM PAGE 24, ALL WORK AND NO PLAY?
plasma off the wall into the middle of the
room and let go. And those rushes you get
when you walk back into the room and
see this thing floating four feet off the floor,
over your cat and your Gold Top Les Paul.

The PDS 2081 Wall Mount sells for un-
der $700. Valium not included. www.chief
mfg.com.

APPLE IPOD
No excuses anymore—they are now avail-
able for Windows, as well as Mac.

Three sizes: Baby 5GB Bear, Mama 10
and Papa Bear 20-Gig. Fits in your shirt
pocket, FireWire transfer, sounds great.
Amazingly intuitive interface. Impresses
the person next to you, even in first class.
Impresses you. Even Little Red Riding
Hood sounds good on it. Three hundred
to 500 dollars.

SONY 707 DIGITAL STILL CAMERA

I'll keep this simple: This is the sleeper of
all “prosumer” digital cameras. Half point-
and-shoot, half total control freak settable,
this S-megapixel alien artifact produces
filmlike images that were simply not pos-
sible at any price a couple of short years
ago. I searched and studied for months
before a recent Harley trip through Se-
dona and finally found a most informative
site: www.dpreview.com. After reading
what this guy had to say, [ chose the 707
over competitive cameras like the Minolta
DiMage and Nikon CoolPix.

I was not disappointed. The 707 sells
for $1k, but I read in the dpreview forums
that Sears (1) matches even the most
crazed Internet quotes, so I ended up get-
ting one for $609.

If you are shopping for a 5-megapixel
camera, don't rush out and get the 707,
but read everything you can in the review
section of dpreview.com. It may still be
the best bet, but it may not be—digital
cameras are the fastest-growing and
fastest-changing consumer technology on
Earth.

Meanwhile, I'll be printing giant posters
of red mountains under black clouds.

11 SECONDS IN NASDAQ

[ think this is about the right amount of
time to be in the tech market to drop
$999. Twelve seconds would put you out
of range for this column.

NADY MRC-11 SUPERLOUD

MOTORCYCLE RADIO COMMUNICATOR
Being a Harley rider who enjoys the
virtues of a straight-pipe, high-compres-

sion stroker V-twin under the tank, I have
always wondered what it would be like
to actually be able to talk to the other guys
I ride with. Well, Nady must have thought
of that as well when it designed this little
FRS radio.

It has everything you need to tell your
buddy half a mile behind you to watch
out for the horse droppings just around

Superfast-forward through
every episode of
The Osbournes and only stop
when Ozzy is actually trying
to speak. Be the
first on your block to
decode what he is saying
and tell your friends. | think

there is a cash reward.

the bend at the Pennsylvania border, and
to hear him when he finds out that you
weren't kidding.

Its voice-activated transmit feature is,
of course, totally useless on an alcohol-
burning monster, so [ am grateful that it
has push-to-talk, as well. And when you
get to the Harley rally, you can unplug the
ear piece and boom mic and use them as
conventional walkie-talkies so that who-
ever finds the beer first can immediately
notify the other without wasting valuable
time searching for him.

Okay, the beer comment is not a fair
thing to say about Harley riders and the
places they gather. The beer is actually
right at the front gate. www.nady.com.

BOTOX INJECTIONS ON THE WAY TO
A POKER GAME OR DEPOSITION
Now, I don't imagine I have to go into this
one too deeply. This is certainly money
well spent, as the perfect poker face is
worth its weight in gold in either of these
situations. Price: Well, under $1k if you
have a friend in the business, or $68 if you
are a tough guy and can do it yourself.

TIVO DRIVE HACKS

Buy a little TiVo, one with a wimpy 30-gig
drive. Go to CompUSA and pick up a nice
slow, cool 5400 130-Gig Maxtor or some-
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thing, go online and find out how to
“bless” it to work in a TiVo, and drop it in.
Bang! Weeks of recording space. Get every
Star Trek ever made. Superfast-forward
through every episode of The Osbournes
and only stop when Ozzy is actually trying
to speak. Be the first on your block to de-
code what he is saying and tell your
friends. I think there is a cash reward.

TiVo: $299. Drive: $229. Never again
be a slave to network or cable broadcast
schedules.

CONTOUR DESIGN SHUTTLEPRO

You kind of have to see this thing to grok
it, and then you have to be a Mac guy. So,
if any Mac guys don’t already know about
this USB gem, go here (but not, of course,
until you have finished reading this fine
magazine): www.contourdesign.com.

[ have been using these things for
more than a year now, and they are very
cool. The ShuttlePRO is a very low-pro-
file, comfortable jog/shuttle wheel with a
spring-loaded, seven-position ring and
13 assignable buttons. The thing costs 99
bucks! It is well-made and operates quite
smoothly. It is a great controller for iMovie
or FinalCut Pro, as well as your favorite
(or least favorite) DAW.

It is so thin that it looks and feels as if
it were built into your desk, and it can be
operated in the dark by feel after a cou-
ple of weeks.

EGOSYS WAVETERMINAL U24

This is an interesting little box. At 9x9 c¢m,
this USB audio interface is small enough
to carry in the side pouch of my laptop
case (as long as I'm not trying to get those
Bose cans in there).

Sporting both $/PDIF and optical dig-
ital I/O and stereo 24-bit AD/DA, it is ac-
tually quite useful in the field. It works
perfectly with a Mac, as well as with Win-
dows 98, ME, 2000 and XP.

I have used its predecessor, the U2A,
for a couple of years now and am quite
happy with it. In fact, one of my compa-
nies that serves the law enforcement com-
munity ships this box with our software.

[ am not real familiar with the new U24
(www.esi-pro.com), so [ suggest that you
listen before you buy. I don’t expect it to
be inferior to the earlier model, but I can't
stand behind something that I have such
limited experience with.

At $299, it seems like the perfect
portable audio interface. -]

SSC is off to search out more tech toys. A
tough job, and all that. ..
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Are you still shrinkwrapping? Now you can overwrap!

* Creates a folded wrap style
for a professional "store bought" look

¢ Uses convenient pre-cut sheets.
* Wraps 3-6 units per minute
* Desktop design with small footprint

e Easy to use
w  Training video included o\‘—""if\;
Vs CD3 CA4 * Six month warranty
DVD Case Overwrapper CD Jewel Case Overwrapper Cassetie Case Overwrapper

With the dupltation mdustey growmy rapudly and its fovus turmng to Siort-run packagig lacalation, these
machmes are bt to aceommodate the need for <hort tun professomal * folded stule” overierapping Unlthe gaudy
shrinkurapping with rough cdges, scams and appearance, vur overwrappers ioll wrap vour prodact unifornly with;

Dupco Overwrapping Systems

Demo video onhine

a professional stme bought appearance at @ fraction of the cost of wntomazed hi-speed overwrappess. Now your stidur
can ive your customers what thiy want  a professionadly packaged & wrapped product! WWW.dupCO.Com b4 866'333'8300

CD & DVD Duplication

¢ Duplicators

¢ Printers N e W.'

¢ Blank Media VHS to DVD
Conversion

S Memory

Lifetime Warran
Computer M/ RA Prices lisled by module MB size
Socket Type T,pa/Descrpfion 64 128 256 512 1ghka
G4Dual 1.25/TGlz DDA PC2700 11
Xstrva"/G4 Duel 857  DDR PC2100 = 108 215
G4 iMac® PC-133 168 pin CL3 348
G4 AGP 466-Dual 1GHz PC-133 168 pin CL3 143
PowerBook’ G4 PC-100 144 pin CL2 255
G3/G4/Mac® 350-600  PC-133 168 pin CL3
PoweiBook” G3 PC-100 144 pin CL2

e iBook AiMac® 233-333  PC-100 144 pin CL2
2L . 168 pin DIMMs
g -tte 72 pin SiMMs SIMMs for Samplers 9 *19

* Video Conversion

¢ Duplication Services

60gb 7200rpm Fir qu Ixf ’.“,‘ $169

80gb 7200rpm ireW 189

120gb 7200rpm FireWire Ox| 911 Ext 249 @ 256,40gh CD-RW

18.4gb 10k rpm Seagate 68pin SCSI 179 W Pha Free 512MB & Free Shipping’
36.9gb 10k rpm Seagate 68pin SCSI 257 . o W
73gb 10k rpm Seagate SCS! LVD 564 Jii Callfor other “Discontinued” Spechils

www macsolutions.com

= MULTIMEDIA RECORDING SYSTEMS

WWW.GOMRS.coM

1-800-769-2715

olutlons
8008733726

wiero.mixonline.com o October 2002, MIX 225




Anyone who has heard it knows
“E\N VT-4 Vacuum Tube LC Equalizer

@

D.W. FEARN §

www.dwfearn.com

610-793-2526

SEE US AT AES BOOTH 2136

also available...

-digital mastering
Eriendly, Enow&«fgeaﬁ& service. ~graphit design
i 110% National Price Guarantee.

M Direct Digital Print.

Check out these deals!
»100 bulk cdr, $1.50 / cd
»1000 bulk cds, 56¢ / cd [ package oly
*100 posters, 49¢ / poster 99¢/cd
<hsreode topspines, 10¢ / unit ~2 panel full
| color package
oftfier retail ready cd packages: anly $1.09:cd
4 panel, as fow as $1.09 / cd
6 panel, as low as $1.19 / cd

Get A ¥ree Catalog
wne. LonelyRecords.com

‘It just blew away my previous 9 years
worth of recordings’ Tardon - Mr. Toad'’s

See us at AES

v cranesong.com FOINTSONG o

SEE US AT AES BOOTH 2133
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| Post Production, Mastering, Video Editin 2

’ Passive stepped attenuator. Four balanced stereo inputs, ]
| Three alternate speaker outputs, mono switch & L/R mutes

’ Surround Mixing

| SR5.1
Six balanced inputs and outputs, Stepped attenuator,
Six individual level trims & mutes switches.

Don‘t trust your aumuphlle duplication needs to anyone else!
Progresswe Music — \ii COMPLETE:

A\lﬂll VlsA&I Full volor Retinl Ready Pags. soub Insert
Master Card | from vour € Ir & Film

2116 Southview Ave. KD WD S @ NS
Tampa, L 33606 oeitlscrens

. NEW!ISHORT RUN RETMELREEADY
-1 (813) 251-8093 CIPACRAGES with 1080 ¢olog insrts printed
FAX: (813) 251-6050

on a real offset printing press-
Toll Free: (800) #421-TAPE

it soine cheap digical ol copice!t!
“Fastest Turn-Around in S G
I‘ the Known ™" 100@ 548900, 200@ $689. 31 S8K¥Y

CLearSoONIC
PaANEL
&

SORBER

Absorption Baffles
Etfective
Free-Standing
Portabie
Factory Assembled
Durable Full-length Hinge

BUY FACTORY:DIRECT
AT NEW LOWER PRICES]

SORBER $5-2

clearsonic.com
1.800.888.6360

(LEARYONIC

On Stage or in the r‘udio...
{
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ANCHOR Your Speakers

CDs, DVD, VHS, PERITHING

] > MULTEMEDIA!
Buy Direct and Save $3! AT

With
Sound Anchor Stands

' ' ' . L /1 QAU It's a no-brainer.
o If only everything
SOUND ANCHORS is your first choice when it Bulk 3 Color Silkscreen ea Spindle! were this easy!

comes to speaker stands for your studic. We have a
complete range of designs to fill any speaker stand
requirements.

The Large Adjustable Stand in this piclure fea-
tures adjustable height and tilt. Itis designed to
support miid to large sized monitors safely. There is
also a special version of this stand designed to sup-
port video monitors

00 CDs $29¢ :
'

Complete Package includes CQLOR insert, traycard,
direct ea disc printing, jewsi case sud shrimkwrag.

CD « CD-ROM » DVD) ¢ Enhanced CDs
Authoring * Mastering « WWW
Tape Duplication * Design * Printing/Packagin

nrf‘s'co PRO M[DIA www.eastcopro.cem

c o mnPoAATIOD Call today for 2002

" [ J ge 010 alaing
. [J [ J 3 o 0§

Ve ~N
. e | =1

artistdevelopment associatesinc.

1000 refal ready GDs for §1,49

12 day Turn Fast PDF proofing
- 4/1 insert, 4/0 tray  All necessary films

3
H
3
p
;

Sound Anchors Inc.

Phone/Fax (32 1)724- 1 237 www_soundanchors com

Buy geor from real recording engineers, not

add an additional

3 color on CD print CDFreedom.com service for 5349

Shrinkwrapped Web sales Site ’ MASTERING

Clear trays Barcede 5 hours up 10 14 tracks
Top spine labels Fulfillment service

Glass Master Online samples ) GRAPH'G DES'GN

Just send us your files at our specs! ™™ m m

» DVDS 1000 comprete S‘ ,999 ’ ﬁv!aEgg!.trsFte

3 clr on DVD, 4/1 insert & tray.

jewelbox, wr,ap, mastering & l;wre! ) POSTERS
» LIVE VIDEO SHOOT $1,699 500 for full color

3 camera live shoot, full editing,

dvd menu & dvd-5 master included. ) RAmo pROMO
starting at $599

et the very best new, used and vintage
rzcording equipment from music pro’s who
really know what they’re tolking about.
snalog or digital, if it rocks, we sell it.
Yisit out fully-stocked showroers in
Moshville, or simply buy online.

PRt

over 12 years of quality indie label services
artistdevelopment.com
1622 16th Avenve South, Nashville, TN 37212 1.866.10V.GEAR to l l fr e e 8 8 8 - 7 8 2 - 2 3 7 8

3 ’ SAV Jestrumestation asd Slutomation ' 'A H 9 e r o n e n o o :

i/ Transform Your PC Into A Powerful s deal direct & JAVL

Spectral Analysis System : Co, ¢ Dise Fanlication
T Cassette Duplicati

= i FREE CATALOG or - M’l

Fax: 408-378-6847 ; CUSTOM QUOTE Complate Packages

info@soundtechnology.com ; Digitcl /“uu'u'ng

Z http:/'www.soundtechnology.com | 10l CaniCmusic.com
P rer Soliest 1Dimo SEREEEE M USIC l‘l'e. A L a2 440000

“he oimene. 000+209+9199
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CDs ¢ CD-RDM ¢ CD-R + SHA| Ds « AUDID CASSETTE

NEED CDs?

the choice is

Extenders Converters Switchers Distribution Adapters Cables

Gefen Inc.

VGA ' ADC

Conversion Box

Connects Power Book G4 and
Desktop G4 Computers with VGA
to Flat Panel Displays

DISC & TAPE
JIOMCH RGP ENER  or over 30 years,

-800-880-0073
visit us at www.crystalclearcds.com

GEFENW

DIGITAL MASTERING ¢ ART DESIGN * PRINTING ¢ PACKAGING

See more ex-tend-it products at 800 545-6900

SEE US AT AES BOOTH 1559

INWARD
T--ONNECTIONS

MP820

Got ProTools’ ?

NEEW
LOWER -
@@D@E@ MIDDLE 2

*NO HIDOEN CHARGES MAN
USES
us
ANYWAY,

Put this on the
front end of any DAW
and watch jaws s‘art to drop.
8 channels of pure tubes and transformers
mic pre/line Inputs / D1 inputs / 48 Vdc / Phase rev
eq @ 50 Hz & 10k Hx / pads @ -10, -20, -30 db.

LA-2A style ccmpressor and Pultec style eq also available.

WHY NOT CALL US DIRECTLY AND |
SAVE YOURSELF TIME AND MONEY!

Put these on the back end of your DAW and you will become a believer.

D 0D
The Discrete Sterea Buss Mixer is a 16 channel all discrete, class A mixer. COmplefe SonlL S0 Package
Turn your DAW into a fully automated analog console. Features: 16 channels
pan p}:)rs on each channe7/ stereo buss mefgrs, master level, inser. (Includes: 2 color CD's, 4 Panel 4/1 Book & 4/0 Trays
Expandable to 64 channels. All Print Films. Jewel Cases, Assembly, Wrap and Barcode)
The DMS-3 is like the master section of a world class analog console - only better.
A compiete all discrete, class A monitoring system. Features: control room,
talk back, dim, headphone level / dim, mono, alt speaker, mute, talkback swiiches /

stereo buss / 2trk1, 2trk2 switches. 888,891.9091

sasssses

. ; . www mediaomaha.com
oniy trom [loutique Mudto £ Design fa
sales: (818) 340-6930 web: www.boutiqueaudio.com lll:DlA
i 5€rvices

ly Introducing the Quartet

Seeer - [NOITIAIR]I

°"“Q o . ® Quartet

-

HOT WEB DEALS!!

» Tube Mic/DI Preamp from the MDP-1 * New de-esser design using

+ Tube Opto-Compressor from the OCL-2  opto-inductive filtering and

+ New three band tube £Q with Hl and a highly selective detector
LO shelving and six frequency peaking « Transformerless or transformer
MID band output

Pendulum Audio (908) 665-9333

www.pendulumaudio.com

www.otari.com

SEE US AT AES BOOTH 2117

228 MIN, October 2002 &  www.miixonline.com
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SPECIAL RADIO & PROMO PACKAGES
« 12” Vinyl Pressing
¢ 77,10”, 12" Mastering
« Dub Plates
o Compact Discs
o Cassettes

Q

o <&
0 N

€ Ape “\“‘\m. 1999

Call Today 214-741-2027

1-800-527-3472 {outside Texas) * Fax 214-741-7310
902 N. Industrial Bivd.
Cm——

VISA
—

« Dallas, Texas 75207

o

www.arrecordsmfg.com

" e - - 3 NEW, Used & Vintage
- 8=+ =- . Recording Equipment
_ Specializing in
for == = 0. Custom Racking
U0 amme L 32 Neve-eTelefunk
- RS . e el
»Langevin...and more!

Phone 510-581-3817 « Fax510-581-3817
www.marquetteauvdiolabs.com

- The Gate has unheatable:

GRAPHIC DESIGN ¢ INTERNET DEVELOPMENT

-> The Gate gives you:

A GREAT EXPERIENCE
KEYS TO SUCCESS

REAL INOUSTRY PROMOTION SERVICES
Maok IN THE U.S.A. PROOUCTS!

MASTERING * PROMOTION ¢ CD MANUFACTURING

Music MARKETING * CD SAMPLERS AND MUCH MORE!

-

THE GATE = KEYS T0 SUCCESS! |

Mercury Recording Equipment Co.

“There's nothing better than the best!”

«“All Tube and All Transtormer,”
tully-balanced, variable-bias
limiting amplirler {comp./imtr.)

*Hand bullt In the USA, No PC
board or ICs (chips).

*Meno (linkable)

For more info and closest dealer please go to our website.

" Phone 510/581-3817 o
WWw.mercury-r

&
-

si)-/—f 3017

SEE US AT AES BOOTH 2135

Here's the

BAYVIE PRO AUDID
S

New CASCADE MX-56
1.07" multi-pattern
vacuum tube mic
Sale: $569.00

Specificaticns

+ Frequency Response: 20 Hz to 20kHz

+ Polar pattern: Omnidirectional, Cardioid, figure 8 and 6,
intremediate stages, all selectable on AC powering unit.

« Diaphragm: 1.07" 24K gold-sputtered

» Sensitivty: 12mV/Pa or -38.5 (+2dB)

» Tube Type' 6072A

» Qutput Impendance: <200 ohm

+ Equivalent Noise Level: 16dB (A weighted)

» THD: <0 5% at 130 dB SPL

» Power Requirement: Dedicated Power
Supply with Polar Pattern Selection
includes switchable 118v to 220v

FREE WITH

EACH Hﬁlﬂ
CASCADE M-

Plus: 20" cable ($35.00) and pop filter ($35.00}
That's a total of $469.00 of free product.

{$399 00 retail value}

"Professional Quality Microphones at the Right Price”

Specifications
« Polar Pattern: Cardioid

» Sensitivity: >16m V/Pa
« Tube Type: 6072A

» Equivalent Noise Level: <

» Power Requirement: exte!

CASCADE Microphones -

a division of Bayview Pro Audio, Inc.

Toll Free 888.718.0300

http://bayviewproaudio.com

International Orders Welcome

@

New CASCADE M-55
1" vacuum tube mic
Sale: $381.00

» Frequency Response: 20Hz to 18kHz

+ Diaphragm: 1" 24K gold-sputtered

+ Qutput Impendance: <200 ohm

18dB typical (A weighted)

* THD: <0.5% at 120 dB SPL

rnal requlated p.s.

includes switchable 115v to 220v

wrene.mixonline com e

Octoher 2002, NMIX
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telephone number 800-964-D1SC

fax number 714-704-1733 + newsongmedia.com
“ Limited time offer. Please call for details

Buy
ProTools
HD

/

tngel aMhovnlatln Get

www.anglemtn.com Free

610.691.5056 Stuff

One hour from NYC and Philadelphia
Log on for details

230 MIX, October 2002 « www.mixonline.com

NMEIAR K ETIFFILACK
4

morph your

with your

sit-to-stand adjustability!

bDiromorp,

desikik
callforfree ergonomic furniture
catalog 888 302-DESK

( )

ap

Shown personsi desh in maple plywosd. I? mousted CPU holder, starticy o1 §1.295.00
Biomodah gg igg cxdmais of S Baciw Lawson & 701G cerd

BUILDING PRO AUDIO
LOUDSPEAKER ENCLOSU#ES

RUBSROF

919-786-2700 or www.grubsrof.com
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Point-to-Paoint . ést A

(DL -

FROM YOUR DESKTOP AL Plus » Mic Pre, Optical Limiter, Line Am

|Hi-Z Instrument Preamp, Single Channel
DESIGN - PRINT - PACKAGE

,,,,,,,,,,,,,,,

15 ;9‘&:»«»&5 : l ’ | = ,' ¥ ,I / _§ ‘
- ° Ee | LR A Y7s Mklll e Mic Pre, Ribbon Pre, Line Amp
‘ Hi-Z Instrument Preamp, Dual Channel

NEATO... YOUR #T SOURCE for L2M Mkl e Stereo Mastering Limiter, Line Amp
RECORDING SUPPLIES Outboard Power Supply, Multi-Channel Link

All Tube o All Transformer

NEAT(E) 88s-317-5667 requisiteAudio.com
Media Labeling Products WWW.neat:O.COm 8 1 8 -2 4 7 -2 O 4 7

‘ COLLIERS

\
|
| PRE-BUILT SOUND STUDIO AVAILABLE AT
| 295
MADISON AVENUE

(SE Corner of 415t Street)

FORMERLY OCCUPIED BY SUPERDUPE » ENTIRE FLOOR COMPRISING OF 11,216 SF
6 FuLLy Buirt SOUND STUDIOS » MOVE-IN CONDITION

I MAJoRr CArITAL IMPROVEMENT PROGRAM UNDERWAY

FOR MORE INFORMATION PLEASE CALL:
‘ WENDY MILLER
212.318.9764

CoMyITTED TO YOUR SUCCESS
www.colliersabr.com ‘

THE AMERICAS ® EUROPE ® MIDDLE EAST ® AFRICA ® AsIA PaCC

www.mivonline.com e« Octoher 2002. MIX 231
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REAL '
“REAL ADD VISUAL
B 3 PE%%EESTS CONTROAL/TO

John M Studiog, Van

n“ig"-&‘ m“mc'ﬁn '.‘.’.n AN - From project rooms to YO U R D I G 'TA L
— AUDIO MIXER

world-class facilities,
we are the leading

full-service solution.
Whether you need

off-the-shelf products with GraphiMix™ software
at the lowest prices . : =
Steven Klein Soun b dhtral Fo or expert consultation, * Cut mix procuction time
Sherman Oaks, £A ~ = design & construction, » Maximize creative control
we'll help you get it * Control 16 MIDI devizes
right the first time.

* Support multiple stereo and surround
sound mixes simultaneously

WWW.VOYAGERSOUND.COM
Eldorado Studios, Burbank, CA
Design & Construction by Steven Klein

KL EINN

Sound Control Room, Inc.

(818) 788-1238 S (@) u N D
www.soundcontrolroom.com

SEE US AT AES BOOTH 1579

First, the bad news...
Your old-fashioned, 24-track console is obsolete or your digital board sounds empty and you
still need to buy an outboard Eq. and mic-pre’s!

...and now the GOOD news

The new Elite and Elan consoles are a step beyond anything you have ever seen.

IT’S TIME TO MEET THE

ELITE & ELAN
CONSOLES

Anything less is yesterday’s news

Neotek

A SYTEK AUDIO SYSTEMS COMPANY

SALES: (800) 692-3037 SERVICE: (847) 277-7710 FAX: (847) 358-4623
E-mail: Sytek@worldnet.att.net Visit us at www.Sytek-Audio-Systems.com

234 MIX, October 2002 * www.mixonline.com
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l\'ﬂXCIasszﬁed Adis are the easiest and most economical means to reach a buver
Jfor your product or service. The classified pages of Mix supply our readers with a
valuable shopping marketplace. We suggest you buy wisely: mail-order con-
sumers have rights, and sellers must comply with the Federal Trade Commission,
as well as various state laws. Mix shall not be liable for the contents of advertise-
ments. For complete information on prices and deadlines. call (800) 544-5530.
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\.

Acoustic Products j |

ARCHITECTUAL ACOUSTICS FROM

Projzssional Audio Lzsiygn, Ine,

* DESIGN AND CONSULTATION FOR EVERY PROJECT
- NO MATTER THE SIZE OR BUDGET

® EXCLUSIVE LS. REPRESENTATIVES FOR MUNRO ASSOCIATES DESIGN, LONDON

* ROOM ANALYSIS AND MONITOR SYSTEM TUNING

® CusTOM DYNAUDIO/ MUNRO MAIN MONITOR SYSTEMS

* CUSTOM WIRING SYSTEMS DESIGNED AND INSTALLED

* EXCLUSIVE LS. RESELLER FOR PRE-OWNED SSL
CONSOLES

THE SYSTEMS COMPANY
RECORDING STUDIOS ® MASTERING.
FLm = POST * BROADCAST

Professional
s Audio

M

V (781) 982-2600 F (781) 982-2610
www.proaudiodesign.com

SEE US AT AES BOOTH 1131

New products from Quested - Daking
ﬂCO'USWCS 6uClD | Rader Martech Sontec- MRL -Trdent

Y Milennia Media - -United Audio
...all the others are just brokers. ' Earthworks. Prizm-Eventide- Dynaudio

« Total studio concepts & Control Rooms designed by creative people.
« Room tuning, noise problems, existing ptans & custom traps.
» Wiring system design » Consultation on new, used & vintage gear

Bullding Studios & Keeping ‘em alive for 32 33 years!

Todd Rundgren’s MINT Neotek Elite 36; $25K Bulldlng a project studio?!
SSL 4048E: $35K » 6048E/G+:$60K* 90644 | Designs from existing plans !
Neve 8058 8068 -Neve VR72 w/FF: $135K | _start at $1,000 per room. |
Sony Oxford 92: $250K « Euphonix 108: $70K Al new Neumann mics @ best prices |

Studer A800 MKIll: $15K+A827: $27K | SMALL AFFORDABLE SPECIALS
Otari MTRI0: $8K - MX80: $6K « Sony APR24  Trident 24 28/24 w/PB: $11K - Studer 169
Telefunken UA7: §7.5K -AKG C24: $6.5K fieurmarn U872 31650 TIIOS S0,
Lexicon 480L: $7k+ 224XL: $3.5K +2400: $2K ;a1 1176 Black: $2K « LA4 Pair $1.6K «LA3A

Neve 1073: $3.5K +33609: $3.6K  Tgjefunken V72+V76+ Sennheiser MD421

Fairchild 670/660 - Quantec+ AMS RMX/DMX | Otard MTR12: $1K » MCI JH24/ALIH: $3.5K

N V .

Auralex Acoustics proudly
ofiers everything you need, including
industry-leading Studioloam™ acouslical
panels, hass traps, dittusors, MAX-Wall™
modular environment, and a complete line
ol construction products fo greatly reduce
sound transmission & resonance.

JAuralex

acoustics,

Compare Auralex quality, quantity,

variety, personalized setvice,
and price!

Your Studio. Your Sound.
Our Passion.

4 k"

KLEIN TECH SYSTEMS

“New Perspectives in Acoustic Engineering”’

For Audio Engineers, Sound Engineers, and Serious Audiophiles

JSTIC

RIS adberes N
a v mple concept ~
overy pan of an audio

10 acoustical performance and
ovner auslaction, Why tike
changes? Get the most out of the
astem o which you'se imested

Improve Sound Quality and S::fely "
Composed of Space-Age Polymers
KTS Acoustic Interface Pads:

= Serures Objects for bty ond Sofety
= Profect; Tie Wood, Uinokewm, ond Other Finishes
cliain contabutes to the overall oper. = Himmates Destruchve Spikes ond Mounting Hordware

= Fosens Speoker (obiers o Moy Sond o Sefoe.  YPHeo! Application
Gals.
bobtesDistrion, Dorers ond Mot Vieonn. 7@ o
o
) rough
surioces

= |dael for (erter (honnal Speokers (D Ployars/Tronsporks, ~-Gord e
Tt g e P, (0 T oG Vv N

www kleintechsys.com » 561-969-2298 ¢ Fux: 561-423-0388 o email: support@kleintechsys.com

INTERFACE

INC.

SOUND ISOLATION ENCLOSURES

Celebrating over 12 years of
reducing sound to a Whisper!

Recording, Broadcasting, Practicing

MDL 1021268
(8.5X105')

19 Sizes and 2 Levcis of Isolation Availabie

New! SoundWave Deflection System
{Change paralicl walls 1o non-paralicl)
Immediate Shipping!
www.whisperroom.com
PH: 423-585-5827 FX: 423-585-5831

SEE US AT AES BOOTH 1163

STEVEN KLEIN

Acoustic products for less.

SHOP ONLINE AT
www.soundcontrolroom.com

SEE OUR AD IN MARKETPLACE

g
DIFFUSER PANELS
WAVE-FORMS™ ACOUSTIC PANELS

800-449-0845

www.vibrantech.com

www mixonline.com *  October 2002, MIX

SILENT

%HW&.W MA 01062

INFO (413) 584-7944 - FAX (413) 584-2377

ORDER (800) 583-7174

info@silentsource.com - www.sllentsource.com
Acousticore Fabric Panels - Sound Barrier
Isotation Hangers - A.S.C. Tube Traps
Silence Wallcovering = WhisperWedge
Melaflex » S.D.G. Systems = Tecnifoam
R.P.G. Difusors = Sonex * Sound Quitt

SoundSuckers.com

1-888-833-1554

*Soundproofing Products & Supplies
*Full line of Professional booths
Custom Projects of all kinds

E-mait: sales@soundsuckers.com
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((* Equipment For Sale : ’4 t[ﬁ/‘ p G ’4 uc&'a

VINTAGE EQUIPMENT: Studer 903 36-n wauto*Neve VR72'Neve 8128] @ tl@sproaudio.com O

56-n w/FF*84-ch Flying Faders*Neve 8058 MKil*Neve 5116 “babyV”*

Neve 8108 28in*(4) Neve 1064 modules*EMT 252*Neumann M49 “KlausHeyne™ *

MTA 980 32-in*Studer aB27/80MKIV*Neve 2254E*Tube-Tech CL1A*AMS Phoenix-Neumann-RME ‘
RMX16*tcM300 | N
NEW EQUIPMENT: TC Electronic* TubeTech*Lexicon*Eventide*Quested* Mytek Empi rical labs
Crane Song*Demeter*D.W. Fearn*Universal Audio*Millennia*Vintech* HHB* sennheiser-soundelux ‘
Drawmer* DPA*Soundelux. "
LIST FOR SALE ITEMS FREE. Major Credit Cards Accepted. We Buy Vintage Gear. Amek-Vintech-Purple
- = Millennia Media-Rode...

- Toll Free 1.866.235.0953

- - - -

#ARBORSOUND

www.harborsound.com
Ph: (781) 231-0095 Fax: (781) 231-0295

Unlimited Free Backgrounds Coles 4038
from Original Standard Regcurdings! RC A 445 & 775

Thompson Vocal Eliminator™

- ree prochure t
24 Hou DemonioLine ESEY (800) 798-9127
(770) 4B2-2485 - Ext 8 Prvre

LT Sound MX1 7980 LT P Lithonia, GA 30058
Internr:;x www. s = Ca” WeS DOOIey

vintageking.com

The largest vintage collection in the world.

Bet

SEE US AT AES BOOTH 2118

Aarvark 3
AEA Rbb M XCLUSIVE FACTORY AUTHORIZED RESELLER
o s CLASSIC MICS
AKG, Allen Smart,
FROM RUSSIA
Amek, API, ATC www.UsedSSL.com
Bryston VINTAGE TUBE & FET ) )
Brauner Telefunken, NEUMANN

CAD Mics, AKG, LOMO, OKTAVA, etc. PRrOFESSIONAL AuDIO DESIGN, INC.
Chandler Ltd TEL/FAX: 011-7-095-250-4200 (781) 982-2600
Chord, Coles, E-mail: aeg210268@mtu-net.ru

Daking www.valvemics.webzone.ru/

DB Tech

Drawmer USA

EA Ribbon Mics
Fairman - TSC.
Fatso Ji: Distressor
Furman, Genelec,
Korby Audig Tech
KRK, MTA, Mutronics,
Neumann, PMC
Richard Gray, Royer,
Sherman Filter Bank
Sontec

Soundelux Mics
Terre Sonde
Universal Audio
Uptown Automation

PRO AUDIO GEAR

SONY PCM 3348; OTARI MTR 90
DOLBY, ALESIS, TASCAM & MORE

HIGH QUALITY—LOW PRICE
NO REASONABLE OFFER REFUSED

Any Questions?

CALL TODAY BEFORE IT'S
GOING, GOING GONE...

GARY (800) 441-4415

Now stocking the finest new products available.

PH: 313.965.0645 FAX: 248.591.9281

] NEVE™ 1272 COMPONENTS ’
or info@vintageking.com

www.vintech-audio.com
call toll free: 1-877-}—2&:-}"9 |

5:;: WE BUY & SELL FOR YOU

~SATISFACTION GUARANTEED- m

Pro Audio & Lighting Equipment Live Sound,
Recording, Vintage & Broadcast

AUTHORIZED DEALERS FOR

Meyer Sound Labs < JBL + Community « BSS  dbx

www.SoundBroker.com TC Electronic » ADL « Ashly « Crown « Crest - QSC
Shure - Vintech « Tri-Tech Audio « Horizon Snake Systems

702-736-3003 Spirit by SoundCraft - Allen & Heath « High End Systems
JOIN OUR NEW LISTING CLUB UPDATED DAILY - OVER 10,000 ITEMS FOR SALE

238 MIX, October 2002 e wune.mixonline.com




EUPHONIX CS3000 CONSOLE
Forty faders in a 72-fader frame, DSC,
8 channels of dynamics, new condition.
(310) 826-8330

extreme analog

exclusively from

ATIRs5725Y
717-852-7700
ww.alrservice.com

SEE US AT AES BOOTH 2138

THE CASE SPECIALISTS
FREE CATALOGUE

(800) 346-4638
(831) 583-8328, NV
(631) 583-1390, Fax,
Custom or stock sizes.
Our prices can't be beat!

www.Discount-Distributors.com

PATCHBAYS
VINTAGE GEAR

we buy-sell-trade, see our list at
www.audiovillage.org

(760) 320-0728

Introducing the Quartet

. see o

Four Element Class A Tube Channel
Pendulum Audio /

SEE US AT AES BOOTH 2117

We specialize
in service,
dependability
and price.

Production Supplies
Jireh Supplies stocks a full
line of expendable supplies
including: Duracell PROCELL
batteries, Gaffers Tape, Board
Tape, Glow Tape, Hazard Tape,
and many more.

Jireh Supplies
(800) 478-2591
or visit our web site:
www.jirehsupplies.com
gbyce@jirehsupplies.com

* Mic Preamplifiers * Limiters
e Monitars ¢ Cables ‘

\
| requisiteAudio.com
i 818-247-2047

SEE DUR AD IN MARKETPLACE

CONSOLES FOR SALE
SSL 9080 J, 80 Series Neves
60- & 72-channel Neve VRs
Flying Faders or GML
Contact Gary Belz
House of Blues Studios
(818) 990-1296

MARQUETTE AUDIO LABS

-'.llﬂlm‘l' Wuhhmtnlm
' e g *—

iy

Phane: 510-681-3817« Fax: 610-581-3017

www.marquetteaudiolabs.com

SEE US AT AES BOOTH 2128

IT'S A GREAT TIME
TO BUY USED GEAR!

We list over 700 recording and
live boards, plus mics, amps,
effects, more. We can help sell
your used equipment, too!
eSoundcraft TS12..
eEuphonx CS3100B.
*DDA AMR24
*CADACM Type.....
*Midas X 200.. ...,

Jrom $22k

CalE mail for details & FREE cataleg

Those Cheerful Folks at H.7.1.C.S.

(610) 865-9151 « Fax (€10] 753-9999
E-mail; HTICS@zol.com!
www.hticsproaudio.com

Used Studio Gear Price Redux:
Focusrite ISA 115 EQ $4k
SSL 6383 EQ $3k
SSL 6384 Comp $2k

Fostex D-20 w/ remote $1k

D&R OrionX Automated Recording|
Console. Excellent condition. 128 |
inputs total with stand-alone
patchbay, many extras. One owner
with low usage in non-smoking

AKAI S-1000 HD $500
Mark Frink (503) 490-0002 or

email offers: used@markfrink.com
1-800-356-5844

OFULL COMPASS www.fullcompass.com

-

FURMAN Confidence Monitors

aEnsure presence anc quality of analog audio, digital audio
or video signals QHiga-output speakers, wide-range meters
and morea Each unit is.compact , single-space chassis size.

private studio environment.
Mick (818) 762-6580
imix@pacbell.net

SEE US AT AES BOOTH 1438

w

ollection of gear in the U.
OCEAN
AUDIO

NC

argest

CALISTROMUSIC | [T

Q All The Best &) :

Recording Gear @
(203) 891-8918

www.CalistroMusic.com

M@am@umﬁ]@

DS
SINCE 1973

ocxmw 800-203- 551]

VW AND USED GEAR -TOLL FREE!

www.SﬂUNDPHﬂ.cum Buy@SoundPro’com

Sales

Quality Products , Customer Service . Price

Our goal is to provide our customers the best!

www.northernsound.net

qul Free. 1+ 866-296 6232

m - §:00pm, Saturday 6:00pr

wwwmtxonlme com e October 2002 MIX 239



Equipment Rentals

LN

Upgrade Your Vocals
\/(11ﬂr>hi&’ /\(uuuﬂu (

-Ompre sSsion

sonic transparenc
ne aq £ th

Get professional sounding vocals
and protect your microphones.

ORDER TODAY!
www popfllter com

ond other cool stuft

g

(615) 26 -0704
WWW.
16th Ave. South, Nashvule, TN 37212

SEE OUR AD IN MARKETPLACE SZE OUR AD IN MARKETPLACE

ALAN SMART COMPRESSORS '
fecoveo %

C-1, C-2 & Multichannel version

available in the U.S. & exclusively distributed by:
Sunset Sound, Hollywood (323) 469-1186
W.sunsetsound.com

THE MIC SHOP
TUBE MICROPHONES
BOUGHT/SOLD/SERVICED
Mic Power Supplies & Cables
Bill Bradley: (615) 585-1717
Fax: (615) 595-1718
www.micshop.com

UNDER COVER
Custom Covers and Bags
Speaker Cabinets / Consoles
Anything!
www.undercovern ;.(:om

VT-2 Vacuum Tube Mic Preamp
www.dwfearn.com

D.W. FEARN

SEE US AT AES BOOTH 2136

917 237 15

Gel your gear Under Cover!

SEE US AT AES BOOTH 1884

N3 g_
% Gear,
og & Digital
Multitracks, Rack
Pag

ProTools,
More...

“RENTALS AND SERVICE”

Providing The Pro Audio Industry with:
D E S | (3 N *Rentals - Pro Audio Rentals

LOOKING FOR
BETTER SOUND?
Component-level upgrades for mixing
consoles, tape machines, mics &
all outboard gear. Also, high-speed,

high-quality mic preamps.
AUDIO UPGRADES
6410 Matilija Ave.
Van Nuys, CA 91401
(818) 780-1222
Fax:(818) 886-4012

www.audioupgrades.com

* API Legacy Plus recording

console, Flying Faders, 48-input...

Many, Many EXTRAS.

® 48 track of Atari Radar II.

e ATR 102 1/2-inch 2-track,
brand new.

All three Rarely Used! Much More.
Contact Bob - (908) 806-8976

N

F X" Systems - Pro-Tools Rentals
* TransFer House - Multi-Format Transfers
SEE US AT AES TRUCK 1973

) "~ thousands of customers!

* Remote Recording Services
* Service Center - Pro Audio Repairs
A UD
818.843.6555 www.dfxaudio.com 800.441.4415
"' Equipment | Get your company’s name
| Wanted | into the minds of
Call Mix Classifieds
(800) 544-5530

SoundBroker

Linking buyers & sellers together
for all your studio needs

(702) 736-3003

www.SoundBroker.com

ARGOSY.

consoles & studio furnishings

[C Furniture

www.argosyconsole.com
800.315.0878 573.348.3333

SOUND ANCHOR

SPECIALTY AUDIO STANDS
(321} 724-1237

with Sidecars
DESIGNED FOR ULTIMATE | SOUND
PRI
OMNIRAX  80.3%2.
ey 1esmsmz | | APPLICATIONS.
Standard & Custom Models | Anchoss,

www.omnirax.com

SEE OUR AD IN MARKETPLACE SEE OUR AD IN MARKETPLACE

240 MIX, October 2002 * www.mixonline.com



Records Tapes CD Services )\

® Recording Technology

® Recording for TV/Film
* Music Business

* Music Theory

e Small Classes™ =
* Placement Assistance

6305 N. 0°Connor Bivd. Surte 119
rving, Texas 75039

Audio Recording
Technology Institute ‘

« Extensive Hands-On Training ¢
* Analog and Digital Workstations »
*» Music. SFX Design. Audio Post «
« Low Student/Teacher Ratio »
* Placement Assistance ¢
* Financing to Qualified Applicants «
* Accredited by ACCSCT o
* Located in Beautiful Orlando, Florida e

888-543-ARTI ¢ audiocareer.com

i Future Media Concepts

Training a New Generation of Digi*al Artists

FMC is currently the exclusive
Digidesign-authorized
Pro School in the northeast!

FMC offers the entire range
of authorized Pro Tools courses
leading to the prestigous Operator
and Expert certifications.

-

www.FMCtraining.com
877.362.8724
New York - Boston - Philadelphia - Washington OC

* TRAIN AT HOME
£asy Home-Study practical trmining in

www.dallassoundlab.com

* Neve

* Yamaha 02R
* Protools

e Synclavier

e Otari

¢ Tascam DA8S

, Music
| Mastering

LMG Mastering Lab

Want world-dass mastering?
From slammin’, in-your-face

rock and hip hop, to pristine
jazz and class cal. 315.492.6854
www.lakewoodmusic.com

F7/sound i vision

advanced

MASTERING

surgical editing

813-991-4117

www.F7sound.com

- DVD-A Mastering
snAudioCude 5Sa

Multi-trach Ry 9. Join cur
working graduntes or build your own studio,
Career quidance . Diploms .. Lic:
FREE INFORY ON
Audio Institute of America
400 h, Serte AL S0 Frilesen CAMS
Tor visi' o8 at_warw.sudiolagih

\ -n\"‘

a‘
= — —\
Internet
Services

|

MASTERING

Guaranteed to give you
that “Big Label” sound.
www.musichouseproductions.com

B $475 S

Analeg & Digital
1-800-692-1210

Mastaning Lab!

Music Website
Basic Website Package
Offer MP3s, sell CDs + merch,
new logo, guestbook anc more!
No limit on number of pages!
Add 1 year of updates fo- $100;
add 1 year of hosting for $150

www.thiemedesign.com

Fax your Ad: (510) 653- 8171

'ﬁMusic Prod. |
& Software

DIGI-BEATS
14 slammin’ tracks for on'y $10.99.
Free Shipping Included. Beats are
produced at a state-of-the-art
recording facility. All (Hip Fop). Send

check or maney order to:
Digi-Beats, 5520 N.W. 12th Ct.
Miami, FL 33142, (305) 788-9321

RECORDING & DUPLICATING SUPPLIES

Audio, Video & Data Storage
\ Media & Accessories
1-800-272-2591 FAX 650-369-7446
ARCAL \?isit our web site: www.arcal.com

DISC & TAPE

= DD =) B B O-OD 7 :3 www.crystalclearcds.com

DIGITAL MASTERING +» AAT DESIGN - PRINTING - PACKAGING

SEE OUR AD IN MARKETPLACE

Life is already
complicated enough:
Simplify your
€D manvufacturing.

Music
MANUFACTURING
SERVICES

The most complete and cost effective
(D, cassette and vinyl services
under one roof.

1-800-MMS-4CDS
www.mmsdirect.com

MUSIC MADE SIMPLE
Since 1988

Serving you since 1987

S8S8S.655.22'72
duplication

www.Tapeanddisc.com

sziegler@rapeanddisc.com

Our CD & Cass's are

BETTER & CHEAPER!

For the best price in CD Replication .. ..

there is only one number you'll need!

Progressive Music

SEE OUR AD IN MARKETPLACE SEE OUR AD IN MARKETPLACE

wwwe.mixondine.com ¢ October 2002, MIX 241
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. Records Tapes CD Services

-

WE DON'T MATCH
ADVERTISED PRICING!
WE DON'T HAVE TO.

45200, CERTIFIED
Y 32X CD-Rs
)Y ONLY 29¢!

* *VOLUME PRICES EVEN LOWER™ *
EMTEC, Maxell, Taiyo Yuden, Mitsui,
Panasonic. Poneer, Verbatim, Mitsubishi
Superion Service & FAST TURNAROUND
+ CDR/DVD-R Medis * Viico Products » Equprment,
* CD/OVD Repication + Peckapng Supples

800-365-8273

—_—since 198S
Eastco Multi Media Solutions

SEE OUR AD IN MARKETPLACE

v2800-598- WWW.
% 800-598-8273 Tap eBargam ins
THAT YOU CAN AFFORD! CDR’ 1 DVD’S,
1000 CDs DAT Tape,

l to your door for: and more at low prices!

$ 1 2 9900 We carry all brands

NO HIDDEN COSTS! and formats of

= me = - recording media!

| g 1-888-594-2464

hitp://www.nugraphics.com )
Www. tapehargaits o

1-888-DISC-MFG,

GET A BREAK!

With our BIG BREAK GD Package'

Package Includes:

- 4 Page, Color
Insert & Traycard

- 2 Golor Disc
- All Film

- Jewel Boxes
- Free Barcode

or Get your 0NLINE QUOTE at: www.healeydlsc. com

ohealeydisc

CD - R DUPLICATION
100 - $1.39 ea.

With Color Inserts 1.99 ea.
{2 Page & Tray}

Price Includes CD - R, Duplication. Thermal

/i'ﬁ imprinting. Jewell Box
THE a1h CREATION ) Inserting of cover, &
QUPLATION Shrinkwrapped

~ 4T (936) 756-6861

500 - 989.00
1000 - 1289.00

BEST PRICE GUARANTEED!

wwwibase-multimedia.com

Complete CD Packages

AMERICA'S BEST CD PACKAGES  HANDS DOWN

1000 cD's Only $1399.00 Includes

¢ Full color booklets ¢ design o film ® glass master

e shrinkwrap @ 2 colors on disc ¢ priority proofs

¢ Free Overruns @ Free Barcode ¢ Fast Turnaround!

o Manufactured by a Major Label for the very best quality!

100 co's Only $299.00 includes:

o Full color booklets e full color on disc ¢ design
o shrinkwrap @ priority proofs ¢ free barcode
¢ Ready in 5 days!

ELECTRIC

800-367-1084

www.electricdisc.com

242 MIX. October 2002 o wunw.mixonline.com

CD DUPLICATION

We Guarantee Lowest Pricing!

Take any CD duplication ad you find
Take any previous invoice
Show us any valid quote

We'll beat it by up to 10%!
And if we can’t,
we’ll give you 100 FREE CDrs!

/ ,t x \
Omerican pup(i«a'ou .VM"
1-877-735-5237 s’

Are you overpaying for your CD
replication & duplication services?

WE WILL NOT BE UNDERSOLD!

FACTORY GIRECT PRICING * FAST TURN TIME
100% SATISFACTION

CD, CAsseTTE, CDR and CD-ROM |

Complete Packages'

DDy

DIGITAL DYNAMICS AUDIO INC

Lowest Price

*
Penod! 46 PRODUCTIONS
N 25 CD-Rs - $¢5......... 50 CD-Rs - $88
100 CD-Rs - $150...200 CD-Rs - $290
ASK ABOUT OUR DISCOUNT FOR
ASCAP MEMBERS
From CD or CD-R master. includes CD-R in
jewel box with text printing on CD label. Add
$35 for other digital master, $55 for analog
master. Orders must be pre-paid. Shipping
notincluded.
42 W, 557 Hawk Circle
St. Charles, IL 60175
Phone: (800) 850-5423
E-mail: info@46p.com
Visit our Web page at http://www.46p.com

.
_M_ 1-888-256-3472

BALL wwwbhallmedia.com

L
AEDIA




1000 CDs $°299 — Complete!

No bull. You supply: *eady-to-go CD-R master, computer files for insert layout. Price
includes 4-pane fullcolor insert, full-color tray card, 3-colors on-disc, free barcode,
polywrap, and all film output. Quick turn-around; emergency/rush service available.
Call for free samiples and info. Also great deals on posters, flyers, t-shirts, and more.
SPECIAL: 1000 CDs, 1000 posters, 6 dozen T-shirts : $1,999

Force Five Replications 888-600-9337+ sales@force-five.com

VISIT US ON THE WEB AT WWW.CONVERSIONMEDIA.COM

800-221-6578

DRT Mastering

You will have the fat, siammi
' major-label sound that sells discs.

. ) PR | Or the work is free...
”L‘\l I ree. Custom gear. 1st-class results. Free broch
800-384-2676 www drtmastering.com

Best Service!

RO 3 rAI YO 2 ire

www ttmdiseman.com

EO2 -2 ~-E5E88

[ www_TrackmasterAV.com
0re noa S Toll Free: 888-374:6877
8 CASSETTES
THE GATE MEDIA GROUP FREE GUIde GRAPHIC DESIGN & POSTERS]
> The Gate gives you: Saves You Time and Money! 1,M BU”( CDS g STUDIO MASTERING
Pricin & S Contact Us Today: r CD-R MEDIA
3.“‘:1:.::‘::;;“ semnces 1-800-468-9353 | | YOUR1-STOP SHOP FOR CD, AUDIO & VIDEOQ CASSETTE PROJEGES! |
Maoe i THe U.S.A. prooucrs! www.discmakers.com
CALL 1-800-655-1625 info@discmakers.com
WWW.GATEMEDIA.COM SDISC MAKERS
YT ——
|mmn-¢ycm
Better CD/Tape Duplication! ™1 3ot O O Ak A P 900 Rotud Raody p |
Premium CDs: As low as 5.54 ea. 1LPa JiNe
. 1 1 90 “When | needed to get the word out about our new CD wrapper to all of
. the studios in the country, choosing Mix Classifieds & Marketplace was a
Creative Sound Uptown Recording Studio | no-brainer. This is the magazine that | rely on to get informed about the
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nies have been able to keep this up for
years. Nevertheless, we keep buying the
stuff, but maybe we shouldn't.

A sin even worse than shipping prod-
ucts that aren'’t ready is not admitting that
there might be problems. Hiding informa-
tion from users and from dealers (who are
still supposed to be the first line of support
for beleaguered customers) is simply not a
supportable practice, especially now that
manufacturers and users can have instant
access to each other on the Internet. If one
user discovers a bug and the developer
can't fix it immediately, maybe another
user will find a workaround. But if those
two people don't know about each other
because the developer decides to hush up
the problem, it will linger and perhaps
never be solved.

Thou shalt not pre-announce products
when you bave no idea when they will ship.

Every time a radical new technology is
introduced, sales of older equipment suf-
fer. That’s only to be expected in a tech-
nology-driven industry. But when a new
technology is introduced with great hype
and fanfare and it isn't ready yet, every-
body suffers. Case in point: When the
ADAT was first announced, reel-to-reel
sales plummeted. But it was well over a
year before the first ADATSs shipped, and
those were plagued with problems, so
much so that a studio that wanted to ad-
vertise itself as “16-track” needed to have
at least three or four of the 8-track ma-
chines on hand. Not only did this make
life difficult for the older tape deck manu-
facturers, it also put the squeeze on a lot
of studios that were left for months in
limbo. Their customers were demanding
this new digital multitrack technology
they’d heard all about, but the studios
couldn’t deliver. A similar thing is hap-
pening now with hard disk multitrack
recorders: They're new, they're hot, many
of them are not at all ready for prime time,
but they're killing MDM sales.

A corollary to this is...

Thou shalit not make pre-emptive prod-
uct announcements.

The Grand Prize winner in this category
is not one of us; it is, of course, Microsoft.
As soon as any other company comes out
with an innovative software product,
Microsoft announces that it, too, is com-
ing out with an equivalent product, only
it will be cheaper and will link seamlessly
to all of its other products. But sometimes
it takes years for this to happen, during
which time the original company, its sales
blunted due to the “imminent” competi-
tion from Microsoft, fades away or merges
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with another company and heads in a dif-
ferent direction, or—and this has hap-
pened more times than you can imag-
ine—gets bought by Microsoft. Then,
Gates and his gang come out with the
original product (or something very sim-
ilar), jazzed up with new packaging and
a higher price tag (because there is no
longer any competition that they need to
undersell), and another monopoly is
born.

But our industry suffers from creeping,
premature me-too-ism as well, even if it’s
not executed quite so ruthlessly. It seems
that every interesting product announce-
ment is followed by a string of similar an-
nouncements from competing compa-
nies, whether or not said companies had
any plans at all, prior to the first an-
nouncement, of proceeding in that direc-
tion. It's dishonest, it's anti-competitive
and, ultimately, it’s destructive.

Here's a true story, which makes a
good ending to this diatribe. It shows
what can happen when the pressure to
keep up with announced, if illusory, specs
and features results in some pretty bizarre
corporate behavior.

A few years ago, a well-established
manufacturer (call it “company C”) de-
cided not to ship a long-anticipated prod-
uct—a low-priced digital mixing con-
sole—even though it had already
fabricated thousands of units. Why? Well,
in between the product’s initial an-
nouncement and its release date, all of
company C’s competitors had announced
similar products. Furthermore, all of the
competition’s spec sheets included a fea-
ture company C had left out: moving
faders. Why leave them out? Because at
the time company C’s engineers were de-
signing the console, which was long be-
fore it was even announced, moving
faders were just too expensive.

Deciding that its product was going to
be a dud, even though the competition’s
products were still far away, company C
canceled the marketing and distribution
plans. At that point, it could have sold its
existing inventory off at cost through its
dealer network, or perhaps it could have
donated them to educational or religious
organizations. But, for reasons I still don’t
quite understand, company C opted not
to do either of those. Where did the units
end up? The company bulldozed them
into a landfill. |

Paul Lebrman bas nothing to be ashamed
of, at least not that be can recall at this
point in time.
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GO MOTU NATIVE

The MOTU 2408mk3 recording system with DSP-driven mixing and monitoring
opens a world of new possibilities for your MOTU native desktop recording studio.

The New Power Mac G4
Dual-processor heaven for Digital Performer. All models.
1 or 2MB of DDR Level3 Cache per processor.
System bus speeds up to 167MHz.

Don’t make Digital Performer sing,

Make it scream.

MOTU Digital Performer 3.1
Unlimited undo that remembers everything you've ever
done to a project, since the moment you first created it.
Customized track grouping that lets you choose what to

group. REX file import and Acid-style loop building.

Audio workstation technology at its finest.

The New MOTU 2408mk3
Expandable to 96 channels of 24-bit 96kHz recording,
DSP-driven mixing and monitoring with the same
near-zero latency performance as today’s latest digital
mixers — and no processor drain on the host computer.
Connect all your synths, sound modules, drum machines
and effects processors and mix it all from your computer

desktop. The latest breakthrough in native audio recording,

Radikal SAC 2.2
Completely redesigned. Smoother faders. Higher resolution
encoders. Dozens of enhancements made specifically for
DP3. The Radikal Technologies Software Assignable
Controller gives you automated, touch-sensitive mixing,.
The ultimate hands-on experience for Digital Performer.




Antares kantos 1.0
The company that gave you AutoTune, the holy grail
of pitch correction, now brings you kantos: the world’s
first audio controlled synthesizer. Use your voice (or any
other monophonic source) to play, shape, warp, bend,
convolve or otherwise control the powerful kantos
synthesis engine in ways you never thought possible.
Or feed it thythmic loops for truly mind-bending results.
And you can play kantos directly into Digital Performer.
This changes everything.

Waves Native 3.5
Waves, the most sought-after plug-ins for Digital Performer,
have just undergone the most sweeping performance
enhancements ever in Version 3.5. Enjoy support for DP3’s
fully symmetric multiprocessing, sample-accurate automation,
96kHz operation, and optimizations that allow you to run
dozens more Waves plug-ins simultancously. Available in
various-sized bundles at numerous price points, including
the Platinum Native bundle (shown). With 25 plug-ins, it’s
an amazing value and covers the full spectrum of audio tools.
Wiaves 3.5 is native processing in full glory.

Spectrasonics Stylus
Stylus"™ is a breakthrough native virtual plug-in instrument
for Digital Performer from renowned developer Spectrasonics
that integrates a massive 3GB arsenal of incredible Groove
Control™ activated loops and unique drum sounds, with
a powerful user interface for shaping and creating your own
grooves. Features all NEW sounds, over 1,000 new remix
grooves by acclaimed producer Eric Persing, elastic Tempo,

Pitch, Pattern and Feel with Groove Control, killer live
percussion loops, thousands of cutting-edge drum samples
and real-time jamming with Groove Menus.

1K Multimedia Amplitube
Amplitube is simply the best guitar amp and FX modeling
plug-in ever made. 1,260 possible combinations, mic
emulation, 200 presets and 10 different stomp, amp and
rack effects. Amplitube sounds superb on guitar — and
just about everything. Amplitube delivers the largest arsenal
of guitar tones ever to your Digital Performer mix. Play
it live or use it post. Now just plug in your inspiration...
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THE MOTU 2408mk3 NATIVE STUDIO...

Mackie UAD-1 Powered Plug-ins
UAD-1 is a PCI card that allows you to run dozens of
sophisticated effects plug-ins inside Digital Performer without
bringing your Mac to its knees. What's the secret? A custom-
built, monster DSP. It’s like adding an extra $20,000 worth of
effects gear to the dozens of native plug-ins included with DP
UAD-1 ships with this growing list of powered plug-ins:
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Real Verb Pro
The most flexible, natural sounding reverb available.
Design your own rooms, down to the smallest detail.

Pultec Program EQ
Stunningly realistic recreation of this classic analog
EQ. Dangerous amounts of boost with musical results. -
1176LN Limiting Amplifier =
Another analog classic reborn inside Digjtal Performer. O

Apply liberally with host CPU cycles to burn.

Teletronix LA-2A Leveling Amplifier
This beauty defines “vintage audio gear”. If you want
warm, authentic analog in your DP mixes, this is it.
Nigel
A complete palette of guitar tones combined with
every effect a guitar player could possibly ever need.

CS-1 Channel Strip

Whopping punch on a single DP plug-in insert: EQ,
compression, delay and reverb all in one plug-in.

Mackie Control for DP3
Designed in direct collaboration between Mackie and
MOTU, the new Mackie Control automated control

surface puts nine touch-sensitive Penny & Giles
automated faders under your fingers (8 plus a master),
8 motion-sensitive rotary encoders, and dozens of
custom-programmed switches. Want more faders? Add
8-channel Control XT expanders. You'll feel like you
are touching Digital performer itself.
Go ahead. Put your hands on it.
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BitHeadz Unity Session
First in a new generation of virtual instrument technology.
Even more tightly integrated with Digital Performer.
PowerPC G4- and Velocity Engine-optimized to deliver
way more sounds per CPU cycle. One integrated
environment with sampling, analog synth emulation,
physical modeling, and Gigasampler file streaming.
A complete rack of synths for DP3 in a box.

BIAS Peak 3

Burn Redbook CD’s. Read and write MP3, Dolby AAC™, 24 bit
WAVE and more. Batch process hundreds or even thousands of files.
Ultra-fast waveform editing. Run standalone or launch directly from
DP3. Unlimited undo/redo with graphic edit histories. View multiple

audio documents simultaneously. Unique DSP and looping tools

like Convolve, Repair Clicks, Loop Tuner™, Loop Surfer™, Guess
Tempo™, Duplicate, and more. Hot swap real-time effects in series,

parallel, or hybrid using Peak’s Vbox™ SE VST matrix. Native for

Mac OS 8.6 thru Mac OS X - including version 10.2 Jaguar.
Optimized for Apple’s G4 Velocity Engine. The ultimate editing,

processing and mastering companion for Digital Performer.

Cool School Interactus
From Cool Breeze Systems, the leader in pro audio
interactive training. CSi vol. 6 provides dedicated training
for DP3 and CSi-QuickStart Plug-ins covers concepts,
operation and production techniques for fearured MOTU
and third-party plug-ins. The CSi interactive environment
includes click-state simulations, a huge DAW glossary,
and hours of enlightening movie tutorials.

Bomb Factory MAS bundles
Three bundles. Three incredible opportunities.
Available only from Sweetwater. Bomb Factory is
known for its meticulously crafted, exquisitely
authentic vintage effects plug-ins, from the
Fairchild Model 660 (shown) to the JOEMEEK
VC5 “meequalizer”. You've just gotta’ have ‘em.

The MOTU Studio Experts

www.sweetwater.com

5335 Bass Road ¢ Fort Wayne, IN 46808
Voice: (260) 432-8176 ¢ Fax: (260) 432-1758
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Digidesign Pro Tools
Takes, Tracks and Template Tips |

ven though many of us are Pro

Tools veterans with years of ex-

perience, there are always a few
new tricks to learn. Here are some of my
favorites.

MONITOR MIX MAGIC

Recording numerous tracks of back-
ground vocals requires a special manage-
rial tracking setup that works equally well
for both monitoring and recording a sub-
sequent submix.

This setup begins by creating as many
vocal tracks as you'll need. I'll pick 20, but
you can also add more later at any time.
Assign the outputs of all 20 tracks to bus-
es 1 and 2 for stereo panning and create
an Aux bus 1 and 2 submaster fader
whose output is 888 1/2, the stereo mon-
itor. This Aux submaster fader is where
you can adjust the mix/track relationship
of the entire background vocal stack and
set up monitoring global effects including
a stereo compressor and/or EQ. Once
you've recorded all 20 tracks, completed
your blends and automated any tricky
moves, you're ready to record (bounce)
your vocal background production to two
new tracks.

Create two new audio tracks whose in-
puts are buses 1 and 2 and—be careful
herel—whose outputs are also buses 1
and 2. To avoid a feedback loop, imme-
diately mute the tracks and place the
tracks in Record Ready.

Now, with your background vocal mix
previously dialed in and still feeding bus-
es 1 and 2, record onto the two new tracks
while in mute. None of the monitor effects
or compression will be committed to the
recording, because aux 1 and 2 submaster
faders and effect returns feed only the
monitor. You'll maintain your exact blends
without any additional setup or changes,
and you can set a precise recording level
by grouping all 20 BG vocals and raising
them all up or down as required. When
the recording is done, first take the audio
tracks out of Ready and then unmute for
playback and remember to mute all of the
individual vocal tracks. You'll get the same
sound and mix as before the bounce with
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monitor effects and compres-
sion, because the new audio
tracks now feed buses 1 and 2
and the monitor path.

s

RECORDING MANY TAKES
OF MANY TRACKS

When recording a live drum kit (or any
ensemble, such as a string section) across
many tracks, comparing subsequent
takes to one another can be problematic.
You can group the tracks together and
Option-Select “Playlist All Tracks” in the
group for each subsequent recording;
however, Pro Tools will only allow a sin-
gle stream of automation data per track,
s0 if you have automated levels or mutes
on one take, it will also be applied to any
of the other playlisted recordings under
that take.

It's much easier to copy and paste the
entire song with all tracks to certain loca-
tions later in the session. For example, if
you wanted to record five takes of a 10-
track drum kit overdub, then try this: Af-
ter you've created the 10 new tracks, got
your sounds and are ready to record the
drummer, group the drum tracks and save
the session. Copy and then paste the song
five times starting at bar 100, then at bar
200, again at 300, at 400, and finally, at bar
500. Do not record on the original song;
record on these copies. The even bar
numbers make it easier to locate (by typ-
ing in the bar number) the same places in
the song within each take. If you want to
compare the fill the drummer played at
bar 23, your choices are bar 123 (for bar
23 in take 1), 223 (for the same bar in take
2), 323, 423, bar 523, etc. This scheme as-
sumes that you are using a tempo map
and the Song Start is bar 1.

If you are not using bars and beats,
switch to time where zero minutes and
zero seconds (00:00:00) is the beginning
of the original, and—assuming your song
is about five minutes long—use six min-
utes and zero seconds for the start of the
next copy; 12 minutes, zero seconds for
the next copy, etc. Comping your final
master drum recording is also a lot easi-
er than playlist editing: Select the region

www.mixonline.com

Even the seasoned user can learn some new Pro Tools tricks.

and paste the desired chunks from each
pass back into the blank tracks of your
original take. You can take this a step fur-
ther by playlisting your new drunr comp
tracks and making an alternate comp.
This gives you the option/advaniage of
saving other good drum bits for substitu-
tion in the first comp.

CUSTOM VIRTUAL EFFECTS RACKS!
Use the Import Track function to pull
saved mixing templates into any new mix.
This function not only lets you call up
your own “virtual custom effects rack”
with all routing and plug-ins ready to go,
but also allows you to store preset rough
mixes that are fairly close to how you'l
want them for your new mix.

Remember, you’re not importing any
audio tracks, just aux faders, master faders
and plug-ins. When music mixing, most
engineers start out with a certain basic
complement of effects assigned to a stan-
dardized set of send buses and return
channels. You might start your mix ses-
sion with two reverbs, two delays and a
stereo chorus assigned to mono send
buses 27, 28, 29, 30 and 31. Instead of re-
creating all of the stereo aux inputs for ef-
fect returns and master faders and instan-
tiating and tweaking plug-ins for every
new mix, just import them all from your
last fave mix.

One caveat: Be sure that no automa-
tion was previously written to the import-
ed tracks—otherwise, you'll have to re-
automate, redraw it to flat lines or just turn
it off. One suggestion: Make a copy sans
automation and call it your mixing tem-
plate—something you can add to as you
go along. ]

Banry Rudolph is an L.A.-based recording
engineer. Visit his Website at www.barry
rudolph.com.



Denon. Heard around

the world in perfect clarity.
Advanced CD and Mini-Disc technology for broadcast.

In 1995, Denon introduced the world’s first family of
professional MiniDisc products. Since then, the incustry has
looked to Denon to take this medium even farther. The DN-
MI050R does just that. With recording and e‘diting
features that are faster and easier than before and options

that include a PC compatible keybo:_ift-_i:-

technology for studio and broadcast production applications,
you have a reliable and uriform operating environment ready
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Introducing the 2408n«ks

24-bit/96k. DSP-driven mixing and monitoring. Up to 96 inputs/outputs.
On-board SMPTE and video sync. Legacy 1/0 support.
Same amazing price.
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mk3 feature highlights

* PCI-424 card — connect up to four interfaces. Capable
of delivering 96 channels of input and oucput at 96kHz.

* CueMix DSP™ — a new DSP-driven digital mixing
and monitoring matrix with the same near-zero latency
performance as today’s latest digital mixers. Connect all
your gear, including live synths and outboard effects
processors, and then monitor and mix everything with

g Yow 2408 system—and do it all

»

without a mixer in your studio.
Located on the PCI-424 card,
CueMix DSP works across all
connected MOTU interfaces

with no drain on your computer.
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* Legacy I/O support — connect any MOTU PCl
interface, including the 2408, 2408mkli, 1296, 1224,
24i and 308. Mix and match as you please.

* Video sync — resolves directly to video with fast
lock-up and sub-frame accuracy (no sync box needed).

* SMPTE sync/generator — resolve your entire system
to SMPTE time code with fast lock-up and sub-frame
accuracy (no SMPTE synchronizer needed).

* Software-switchable input levels — choose +4dB or
-10dB operation separately for each analog input pair.

* Support for 96kHz ADAT optical digjtal /O
(S/MUX) and 96kHz Tascam TDIF digjtal I/O.
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Basic features

* Expandable 24-bit 96kHz audio interface for
Macintosh and Windows with 24 channels of
simultaneous input and output.

* 8 TRS +4dB analog outputs — perfect for surround.
* 8 TRS analog inputs with switchable input levels.

* Separate TRS main outs and front-panel headphone
jack, each with independent volume control.

* 24 channels of 24-bit ADAT optical input/oucput
(three banks) with sample-accurate ADAT SYNC.
Supports up to 12 channels of 96kHz oprical.
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* 24 channels of 24-bit Tascam TDIF digital I/O
(three banks). Supports 12 channels of 96kHz TDIE

* 24-bit S/PDIF digjtal input/output up to 96 kHz.

» Word clock in and out; SMPTE (LTC) in and out;
video sync input; sample-accurate ADAT sync inpur.

+ Compatibility with virtually all audio software on
Macintosh and Windows 98SE/Me/2K/XP.

* Includes AudioDesk® sample-accurate workstation

software for MacOS with 24-bit recording/editing and
32-bit automated mixing/processing/mastering,

MOTU

www.motu.com
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