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Critical monitoring is essential for producing Dolby® Digital
soundtracks for DVDs. The new critically acclaimed next-generation
DP564 reference decoder supports all Dolby consumer surround
Supplied Windows" PC remote sound formats and incorporates innovative tools to ease DVD audio

software
file creation.

D 0 . 59 -1 2 . 0 3 Advanced features include a linear timecode (LTC) output to check
L a L]
Erane Rat , A/V sync, expanded connectivity with muitiple inputs, and an
=] |D—‘ D—‘ a
Ll oy Lo al Ethernet port for streaming Dolby Digital tracks over a LAN. Remote
D’;ﬁg": Timecode Output Status control and streaming file access Is easy with the supplied Windows
SC|
PC application. The front panel contains a large display for easy
setup, navigation, and metering, plus Dolby Headphone processing
for monitoring surround sound with stereo headphones.
The DP564 also includes all
www.dolby.com/DP564
Dolby ® Digital the monitoring and room setup
®
Dotby Surround Pro Logic® functions ou’d expect from D[] DOIb
4 P
Doiby Digital Surround EX™ the industry’s reference decoder. BREAKING SOUND BARRIERS™
Dolby Surround Pro Logic H
Audition the DP564 reference decoder in your DVD facility today.

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

Dolby. Pro Logic, and the double-D symbol are registered trademarks of Dolby Laboratories. Breaking Sound Barriers and Surround EX are trademarks of Dolby Laboratories.
Windows is a registered trademark of Microsoft Corporation. € 2002 Dolby Laboratories, Inc. $02/14256




“SSL Has Created Magic
Once Again.”

XL Project
\ Lenny Kravitz Live DVD 5.1 mix

o .

Ed Cherney

Making the move to the XL
“Within two minutes of sitling at the XL, | had made the transition from
the 9000 J. The XLs 5.1 implementation is superb!”

. XL sound quality
: “The audio quality of the XL is so open. SS. has created magic once again. They made their

best-in-the-world signature sound even better, with extended bandwidth to accommodate: 24-bit, 96K
digital recordings. The results are great!”

Folding-down from 5.1 to stereo with the XL
“When | needed to check the stereo mix for the Lenny Kravitz Lenny Live DVD project, | just touched the XU's fold-down
button and squeezed a couple of knobs.and that was it. The stereo sounded really good end the infegrity of the balances

held up extremely well between the 5.1 and stereo.”

My experience with the XL will definitely bring me back for more.” X l 9 0 0
R

Recent studios to invest in the XL magic include: Pacifique, LA ® Larrabee, LA @ Paragon, Nashville KeSERIES
Pressure Paint, Chicago ® Angel Mountain, PA ® MG Sound, Vienna  Mega, Paris ® Plus XXX, Paris

Sing Sing, Melbourne ® Mix Room, LA ® Olympic, London @ Platinum Sound, NY e Mayfair, London I O d Q
Hit Factory, NY SO l State I-Oglc

Pure Audio Excellence... Onford +44 (011865842300 New York +1 (152123151111 Los Angeles +1 (11323 463 4444
. Pui - .
° Gremer bundwuhh thun |92kHZ re(o.‘ders aris #33 (0)1 3460 4666 Milan +39 03¢ 2328 094 Tokyo +81 {0)3 5474 1144

® Amazing surround sound capabilities www.solid-state-logic.com




To one film director, it’s Utah. To another it’s Mars.

Are your studio microphones this versatile?
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studios the world over.

: —
to abilities. 1 akg C & AS As YoU,
o ' - .'.

sy
IS

1 5 — H-',- s o
VISIT WWW.AKGUSA.COM TO ORDER A FREE ¢ ' OUR ENHANC MIC CHEC

~ World Radio Hlsiory;L )
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5 All in the Delivery

It took longer than nine months, but
we delivered ... Tannoy is proud to
announce the newest arrival in the family:
the Ellipse Series of nearfield reference
monitors. © Ellipse is the first studio monitor to incorporate
Wideband™ technology- a 1" Wideband SuperTweeter™ time-
aligned to the acoustic center of an 8" Dual Concentric™ drive
unit. Together they provide reference audio performance, with a
critically controlled dispersion pattem, from 40 Hz to well

over 50 kHz. ® Tri-amplhfication in excess of 330 Watts of

Wideband power ensures a clean,
accurate and un-compromised delivery.
The Ellipse cabinet, constructed of
laminated birch with a massive MDF baffle, is
shaped with a purpose. The absence of parallel surfaces avoids
standing waves and makes this extremely rigid cabinet both
mechanically and acoustically inert. ® Ellipse is our baby and,
yes, we're proud. But skip the "congratulations.” Call your Tannoy

professional dealer instead,

and give this baby a listen.

| DUAL CONCENTRIC™ | «(Gmis28arnc))»

TANNOY NCRTH AMERICA INC. » PHONE: {519) 745-1158 » FAX:
LITERATURE HOTLINE: LITPLEASEQ@QTGINA.COM ¢ E-MAIL:

{519) 745-2364 » DEALER ORDER HOTLINE:{FAX} 1.800-525-7081

INQUIRIES@TGINA.COM ¢ WEB SITE: TANNOY.COM

tannoyeCcoOm

ELUIPSE CAN BE FDUMDEXCLUSIVELY IN THE FOLLOWING PRO AUDIO {OCATIONS THROUGH 2002: DALE ELECTRONICS 2124857407 ©

STRASSBURG & ASSOCIATES 2123159551 » WASHINGTON PROFESSIONAL 3019468808 « SWEETWATER SOUND 2604328176

TOM LEE MUNIC 6046858471 o SAVED BY TECHNOLOGY 4169284434 ¢ PELONIS SOUND 8055630505 ¢ LEO'S PO AUDIO 5104521553 © MAC MIDI 6157425291 o WESTLAKE AUDIO BOS4993686 © WIND OVER THE EARTH. 3034439822



The Gure for the Common PA

There’s a reason that the biggest touring companies use DriveRacks — IM

on their most important tours. When you have literally tons of speak- n I‘ I ve Ba c k PA
ers,monitors and power amps to control, you need all of the help that

you can get. DriveRacks have been designed to handle and protect (:llmllllltll Eﬂ"am“ and
expensive gear and to make setups much easier. Until now the only l.ﬂ“dsm*m‘ (:llntl‘ol 8y8t0m

way to get this kind of sound quality and control out of your PA was

to buy a truck-load of equipment, hire a sound company, or spend a

lot of money. Available Now

With the DriveRack™ PA, you not only get the protection and 99 *
control that had only been available in multi-thousand dollar touring
systems, you also get all of our tour experience right in the box. Just u

push the Wizard button and the unit will completely walk you through
setting up your system. With everything you need between your

mixer and power amp the DriveRack PA has been designed to grow o
with your system for years to come. So head down to your local x
dealer and check out this amazing product at an amazing price. PROFESSIONAL PROOUCTS
The Professional’s Choice In Signal Processing

For more information contact us at. (B01) 568-7660 Fax (801) 5687662 + www.dkracom « 760 S. Sandy Parkway, Sandy, UT 84070 USA

A Harman intemational Company
*Estimated street price actual price may vary.



= NUENDO______

frank filipetti

nuendo...

untouchable sound.

To capture the sound of their new release Untouchables, heavy-hitting band Koern turned
to digital recording pioneer Frank Filipetti and producer Michael Beinhorn. After
painstaking comparisons, the group was unhappy with the way their tracks sounded
using other popular DAWSs, and found that they could edit and process tracks to their
heart’s content in NUENDO with absolutely no decrease in fidelity.

“| knew going in that the band was going to be especially vigilant about the sound of their
instruments. That's why it was so important for me to find the right digital gear.
Nowadays, everyone is accustomed to the manipulations we can perform on a digital
platform. But the feature set has to be secondary to the fidelity set. And on that score we
found NUENDO second to none.”

One might even say.... untouchable.

phil ramone
rory kaplan
chuck ainlay
david tickle
frank filipetti
rob hill

greg ladanyi
elliot scheiner
alan parsons

These world-renowned producers know what it takes to be the
best. They also know why NUENDOQ is the best digital audio
production tool available and have partnered with Steinberg to

ensure that it will continue to meet the needs of tomorrow.

@ steinberg

www.steinberg.net = US 818.678.5100 = Canada 416.789.7100 Creativity First
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features
30 We Are the Mothers and This Is What We Sound Like
Frank Zappa's Extraordinary Recording Techniques
Frank Zappa has a towering reputation as a composer, guitarist and band
leader, but his career as a record producer is equally impressive. For over
three decades, Zappa recorded himself and the Mothers of Invention in
almost every tape-based format, creating a multigenre catalog of studio
and live recordings, orchestral works, film soundtracks, tightly edited
snippets of who knows what, innovative synthesizer compositions and
bizarre musicals. In a two-part article based on interviews with several of
his engineers, Chris Michie traces Zappa's extraordinary recording history
and describes many of his original techniques.
46 The Big Trucks Keep Rolling
It seems that just about every aspect of the music industry has been
affected by the tough economic climate and 9/11—including remote
recording companies. But the mobile niche has its own business quirks, not
to mention the pressure to get it right during the first live take. Mix talks
with eight of today's top remote recorders.
86 Mixing With the Best
The Latest in Top-of-the-Line Live Mixing Consoles
In this month's product roundup, we survey the best in today's live mixing
consoles—both analog and digital, large-format and midsize, varied
configurations, and much more. Pick from the more than half-dozen
spotlighted boards for your next gig and give them your own personal
road test.
Live Sound Special!
Get ready for this year's touring season by touching up on some SR
On road hiatus for almost a e Is in the “Back to Basics” ori in which Mi d
decade, the elusive Peter undamentals in the “Back to Basics” primer, in which Mix soun
Gabriel is out supporting his reinforcement editor Mark Frink revisits wedges, and Buck Moore breaks
f;ef_fcioiussit;cﬁhimaﬁgg down club systems. And if you couldn't make it to some of the fall season's
QSC amps and a Yamaha hottest concerts, no worries. Mix takes you behind the scenes at the recent
PM-1D FOH console, the Rolling St d Sir Paul McCartney t P t a taste of Hiroshima’
tour encompasses numer- olling Stones and Sir Paul McCartney tours. Plus, get a taste of Hiroshima’s
ous onstage musicians Japanese-flavored jazz stylings, the electronic arts of Underworld and an
:'f:frg;'ﬁ\% Gastta;e'n :er;u'; “All Access” pass to The Strokes. Coverage begins on page 98,
Hang out with the sound
crew on page 20. Photo:
Rick Friedman Check Out [ hitp://www.mixonline.com
Mi:‘.is published ot 6400 Ho".is St., Suite 12, Emeryville, CA 946408 and is ©2003 by PRIMEDIA Business ines & Media, 9800 Metcalf Ave., Overland Park, KS 66212, Mix (ISSN 0164-9957) is

by
y except

thly in January. One-ysar (13 issues) subscripfion is $52. Canada is $60. All other international is $110. POSTMASTER: Send address changes to Mix, PO. Box 1939,

Marion, OH 43306, Perioducals Postage Paid ot Shawnee Mission, KS and of additional mailing offices. This publication may not be reproduced or quoted in whole or in part by printed or electronic means
without written pernr ssion of the publishers. Printed in the USA. Canadion GST #129597951; Canada Post Infernational Publications Mail Product {Canadian Distribution) Sales Agreement #0478733.
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FROM THE EDITOR

Make Mine MIDI

wenty years ago this month, a quiet revolution began. Standards never come

easily, but after years of backroom meetings between U.S. and Japanese man-
ufacturers, the Musical instrument Digital Interface (MIDI) was first publicly demon-
strated to the public at the 1983 Winter NAMM show.

MID! had its beginnings two years earlier, when Sequential Circuits founder Dave
Smith—based on his meetings with visionaries such as Tom Oberheim and Roland’s lku-
taro Kakehashi—presented a paper at the 1981 New York AES for US|, a Universal Syn-
thesizer Interface. USI proposed a common note-on/note-off communications proto-
col between electronic instruments from different manufacturers. Meanwhile, similar
efforts were under way by Japanese manufacturers (notably Roland, Yamaha, Korg and
Kawai), and, in a rare example of insight and cooperation, U.S. and overseas compa-
nies began working together to refine USI into the more powerful MIDI standard.

There were other synth-control systems available at the time, ranging from the lim-
ited scope of simple control voltage and gate schemes to the elaborate Oberheim Sys-
tem, which combined that company’s proprietary sequencer with its drum machines
and synths. However, no other protocol offered the depth and universal compatibili-
ty of what has become known as MIDI.

At NAMM in January 1983, Dave Smith used a Sequential Prophet-600 to control
a Roland Jupiter-6 synth. At the time, no one imagined the importance of this event.

As computers became affordable and more powerful, MIDI became a staple in stu-
dios, along with growing racks of keyboards, drum machines, sequencers and samplers.
Soon, control rooms themselves were expanded to house all of this performance gear
and provide a central nest to create entire works. Low-cost synchronizers (SMPTE and
FSK) locked MIDI tracks to multitracks, leading to the concept of the project studio.

As time went on, the MIDI spec continued its evolution, adding features such as
MIDI sample dump, MIDI time code (MTC), MIDI show control, MIDI machine control
(MMC) and the flexibility of system exclusive (Sysex) messages that allow manufac-
turers to “personalize” MIDI control to suit any particular piece of hardware.

Another offshoot, General MIDI, standardized the assignment of MIDI channels to
particular instruments and—combined with the universally readable sequences con-
tained in standard MIDI files—opened the door for the widespread use of MIDI in
computer games, multimedia, karaoke and Internet applications.

Combining MIDI-sequencing capabilities with DAWSs allowed musicians to edit and
manipulate vocals and acoustic instruments in the same manner as MIDI tracks, but also
provided new avenues of creative exploration, especially in the area of effects automation.

The forays of MIDI into the consumer arena were far less successful—does anybody
even remember the 1988 CD+MIDI format? Yet even on the Ml/pro side, MIDI has had
many critics, calling for the creation of a faster, wider-bandwidth MIDI-2 spec; but so
far, nothing’s materialized. Now, 20 years later, MIDI is still with us. Standards never
come easy, and an entire industry owes a debt of thanks to the hard work of many in-
dividuals and manufacturers who contributed to MIDI's birth, growth and expansion.

/-

George/Petersen
Editorial Director

Happy Birthday!
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Hearing Aid

“The PMC AML-1s
should be at the top of
every studio and
engineer’s must-have
equipment list”
-Pro Audio Review
June 2002

Tel: 1-800-632-8217

www .bryston.ca
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N Sound Absorbers
Y Sound Barriers

N Sound Diffusors prom

\ AGCOUSTICAL
1 SOLUTIONS
AN

INC.
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SKYLINE DIFFUSORS

ALPHASORB FABRIC-WRAPPED WALL PANELS
SONEX FOAM

FREE Catalog & Sample
(800) 782-5742

www.acousticalsolutions.com

AcousTics

-+ 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 controls « 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.

-+ 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

10 MIX, January 2003  www.mixonline.com

WWW.MIXONLINE.COM

PRIMEDIA

Business Magazines & Media

Chiet Executive Officer Timothy M. Andrews fondrews@primediobusiness. com
President Ronald Woll rwal@prmediabusiness. com
Chief Operating Officer Jock Condon jondon@primediabusiness.com

Sr. Vice President, Busi Develop Eric Jocobson e

Vice President, Content Licensing & Development Andrew Eiston
oelston@primediobusiness.com

St. Vice President, Finonce Tom Flyan flynn@primediobusiness.com

Vice President, Marketing /Communications Kaen Gorrison kgarison@
primediobusiness. com

Vice President, Human Resources Kurt Netson knelson@
primadiabusiness.com

Vice President, New Media Andy Feldman afeldman@primediabusiness. com
Sr. Vice President, Chief Information Otficer Kris Paper kpoper@
prmediabusiness.com

Primedia Business-to-Business Group

745 Fitth Ave., New York, NY 10151

President & Chiet Operating Officer Charles Mc(urdy ameaurdy@
pimedio.com

Chief Creative Officer Ciaig Reiss qeis@primedio. com

Creative Director Alan Alponian aolpanian@primediabusiness. com

Primedio Inc.
Chairman & Chief Operating Officer Tom Rogers hogers@primedio.com
Vice Chairmon & General Counsel Bevery Chell behelk@primedin. com

Mix Mogazine, Volume 27, No. 1 (ISSN 0164-9957) is published monthly,
except semimonthly in Jonuary, by PRIMEDIA Business Magazines & Media Inc, 9800
Metealf Ave., Overland Pork, KS 662122216 (primediabusiness.com). Periodicals
postoge paid ot Shawnee Mission, XS, and odditional maling offices. Canodion Post
Publications Mail Agreement No. 40597023, Cunrent ond badk issues ond oddifioncl
tesources, including subscription request forms and on editoriol colendor, ore ovailable
on the World Wide Web of www.mixonline.com.

SUBSCRIPTIONS: One-year subscription (13 issues) is $52; Canado is $60;
oll other internotionol is $110. For subscription information of to eport change
of address, write to PO. Box 1939, Manon, OH 43306 or cal 800/532-8190 or
740/382-3322. For fustest service, visit our Website at www.mixonline, com,

POSTMASTER: Send address changes to Mix magazine, 0. Box 1939, Marion,
OH 43306.

PHOTOCOPIES: Authorization fo photocopy orficles for intemat corporate, personal
of instructional use may be obtained from the Copyright Clearance Center (CCC) ot
978,/750-8400. Obtain further information at copyright.com.

REPRINTS: Confoct Wright's Reprints ta purchase quality custom reprints of orti-
des appeating in this publication ot 877 /652-5295 (281,/419-5725 outside the
U.S. and Conada). Instant reprints and permissions may be purchased directly from
our Website; ook for the Copyright fog appended to the end of each article.

ARCHIVES AND MICROFORM: This mogozine is ovailable for research ond
tetrievol of selected archived articles from leading electionic databases and online
search services, mcluding Foctiva, LexisNexis, and ProQuest. For microform availability,
contact ProQuest of 800,/521-0600 or 734,/761-4700, or search the Sericls in
Microform listings ot proquest.com.

LIST RENTAL: Primedio@stafistics.com

MAILING LISTS: PRIMEOIA Business makes porfions of our mogazine subscriber
fists availoble o carefully selected companies that offer products and services directly
teloted ta the industries we cover. Subscribers who do not wish fo receive such
moifings should contoct the PRIMEDIA Business subscriber services ot 800/532-8190
or 740/382-3322.

CORPORATE OFFICE: PRIMEDIA Business Mogazines & Media, 9800 Metcol,
Overland Pork, S 66212 — 913/341-1300 — primediobusiness.com

NATIONAL EOITGRIAL, ADVERTISING AND BUSINESS OFFICES, 6400 Holls St Suite
12, Emeryvile, CA 94608; 510/653-33D7; fux 510/653-5142; Website: www.
mixonfine.com. PHOTOCOPY RIGHTS: Authorization o photocopy items for intermal or
personal use of specific clients s gronted by PRIMEDIA Business Mogazines ond Me-
dio Inc., provided that the base fee of U1.S. $2.25 per copy, plus 1.5 500.00 per poge
is pard directly to Copyright Clearance Center, 222 Rosewood Drive, Danvers, A 01923.
The fee code for users of ths Transactional Reporting Service ts 1SSN 0164-9957 /2000
$2.25 + 500.00. For those organizations that hove been granted o photocopying
license by CCC, o seporate system of poyment hos been arranged. Before photocopying
items for educational classtoom use, please confoct CCC ot 978,/750-8400.



AES100

AE2500

THE MOST SUPERB
SONIC DESIGIN...

FOR THE MOST ELITE VENUES

INTRODUCING THE NEW STANDARD IN LIVE AUDIO

AE2500

THE ULTIMATE KICK DRUM MIC

Revolutionary dual-element design {con-
denser and dynamic in a single housing}
captures the complete sound of the kick
drum. The dynamic element delivers the
aggressive attack of the beater while the
condenser captures the round tonalities
of the shell.

AE3000

SUPREME PERFORMANCE
AT EXTREME SPLs

Large-diaphragm condenser capsule
combines with the open architecture of
the headcase to provide an extremely
accurate sound on guitar cabinets,
toms, snare and overheads.

AEST100

THE DEFINITIVE LIVE SOUND
INSTRUMENT MIC

Low-profile, large-diaphragm condenser
delivers uncompromising sound quality
for overheads, percussion, acoustic guitar,
strings and other acoustic instruments.

Recent advances in the quality and
sophistication of professional live-
sound systems have been nothing
short of revolutionary. Tours, clubs,
broadcast events, corporate facilities
and worship venues sound better
than ever, utilizing better system
design and better components in the
audio chain

That's why Audio-Technica has been
partnering with industry professionals
on the front line of this revolution —
the top touring companies, award
show designers, FOH and monitor
engineers, audio consultants and
artists — to learn what it takes 10
make the best-sounding, most reliable
and consistent microphiones for the
live-sound industry.

We listened carefully Then we applied
this knowledge to the creation of a
new line of high-performance micro-
phones. Each model is designed to
extend the performance of a sound
system, not limit it.

Introducing the new standard in live
audlo: Artist Elite

(audiotechnica.

Audio-Technica U.S., Inc. | 1221 Commerce Drive, Stow, OH 44224 | 330.686.2600 | ~ax: 330.686 0719 | E-mail: pro@atus.cona | www.aucio-technica.com



FEEDBACK

Letters to Mix

CREDIT REPORT
On page 18 in the sec-
tion “Mix Looks Back”
["Current”], you have
Debby Boone’s “You
Light Up My Life” as
having no studio infor-
mation available. | was
the engineer, and the studio was A&R Recording,
Studio A1, in New York. Refer to pages 221 and
232 of Mix, August 1998, for more details.
Incidentally, | think Geoff Emerick must have
worked at a different Abbey Road from mine.
One time, well before 1962, a setup engineer
refused to install a limiter | requested, pointing
out that there was a memo forbidding the use
of limiters on a session! | took him up to the
manager, who, in no uncertain terms, informed
him that the engineer in charge of the session is
to be given anything necessary to get the sound
he wants. That memo was canceled forthwith!
That was the only time in my entire tenure
at Abbey Road—1958 to 1968—that anybody
told me what | could not do. And that included
very close-miking to drums and anything else |
thought necessary to get the sound | wanted.
Malcolm Addey
New York City

LATENCY IS AS LATENCY DOES

Ned Mann’s article on DAWSs (“The Great DAW
Challenge,” October 2002) contains some sig-
nificant errors when he touches on latency in
“native” systems, He writes: “...fantasy 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 64 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."”

I can’t argue with Ned's empirical observa-
tions here, but this is not about latency; it's
about system load. Latency is a function of the
audio-interface hardware, the audio-interface
device driver, the operating system scheduler
and the application software. Any properly writ-
ten DAW will exhibit “all-or-nothing” behavior
with respect to latency: It can either meet the
current latency setting or it cannot. When it
can't, nothing can be done except reduce the
load on the system. If Ned has a system whose
behavior with respect to latency degrades in a
somewhat linear fashion as the load increases,
he should consider using a different DAW.

Ned also writes: “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 di-
rectly to the interface’s output.”

This simply isn’t true of any of the audio inter-
faces one would seriously consider for pro work.
The RME Hammerfall Series, for example, do not
suffer from the limitations that Ned describes,
and neither do any of the many interfaces based
on the ICE1712 chipset. If you are interested in
pro work, then the first thing to be sure of is that
you are using an audio interface that is properly
designed for such things, and most of the inter-
faces covered in Mix and other magazines are
not: They are aimed at simultaneous recording of
stereo pairs and not much else, even when they
do provide multichannel VO.

He goes on: “...necessary for the pro user.
For the moment, at least, Digidesign domi-
nates this approach. In addition to zero latency
on input, 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.”

True compatibility comes from protocols
and connectors, which is why things like S/PDIF
and ADAT are so important. | would also like
to point out that Digidesign hardware and
software are entirely proprietary. If Digidesign
ever folds—it may seem unlikely at this point
in time, but corporate America has witnessed
bigger surprises—your investment in this tech-
nology will have reached a dead end. Many
companies that make audio hardware have co-
operated with free software developers so that
the information needed to interact with and
control the hardware is public and visible, Even
if these companies go bankrupt or switch their
focus away from current products, it will be
possible to use their hardware.

Paul Davis

Linux Audio Systems

Paul Davis has some important misunderstand-
ings of the issues in my article. The total system
load (i.e., plug-ins, native synths) that a given
DAW can handle is determined by a number of
factors. But the most important factor in decio-
ing what a given system is capable of is clearly
the sample buffer for the hardware driver,

This sample buffer governs the size of the
data packet that the CPU will process. A smaller
buffer fills up more quickly, resulting in less
monitoring delay on incoming signals (those be-
ing passed through the A/D converters,
processed by the CPU and routed back out the
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D/IA converters). However, processing data in
smaller packets places a higher load on the CPU,
which results in reduced power for plug-ins.
Therefore, in order to record live musicians, low
sample-buffer settings are used, whereas high
settings are used for mixing.

My example showed that while files start
small (and allow for small sample-buffer set-
tings), as the file grows, it is very possible to
begin to receive error messages from all native-
based DAWs, regardless of how fast the CPU
is. Switching to a higher buffer setting is fine if
you have “printed” all of your tracks to disk.
However, if you are triggering live MIDI tracks
in the mix, these will all have to be re-adjusted
to compensate for the delay. A last-minute gui-
tar OD can pose real problems for studios run-
ning maxed-out DAWs because they can’t re-
duce the sample buffer to an acceptable level.
In contrast, Digidesign’s HD and TDM systems
avoid this by using DSP power (not the system
CPU) and can monitor 128 tracks with virtually
no delay—all with EQ and compression.
Enough said.

Paul correctly points out that there are in-
terfaces that use DSP acceleration to provide
“low-latency” settings (such as the Hammerfall
and the new MOTU PCl-424 card), which they
achieve by keeping the incoming audio off of
the system bus completely. Importantly, MOTU's
control panel for the just released PCl-424 card
enables DAWs to combine two types of tracks:
those with low latency (i.e., a singer) and with
high latency (i.e., a native reverb) at the same
time. This will eliminate the need for an exter-
nal mixer and reverb when tracking. Users will
also be able to run large systems more efficiently
and with higher sample buffers, providing more
power.”

While this is an important step in the pro-
gression of native systems, one must bear in
mind that these nonlatency tracks do not hit the
system bus and therefore cannot use native EQ,
compression or other plug-ins. If you have a
Neve handy, that's not a big deal. But for most
engineers tracking a live date, not having EQ or
compression is huge. Despite the gains made in
monitoring, DSP cards (such as Digi’s HD sys-
tems, the TC Powercore or the UA Audio’s pow-
ered plug-in card) still add power to native sys-
tems in very important and compelling ways.

—Ned Mann

Send Feedback to Mix
mixeditorial@primediabusiness.com
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SURROUND

There is an undeniable satisfaction when you're
surrounded by those litfle 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 surround sound Setup
Guide and Genelec Acousti/Tape™ making installation
quick and precise.

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

Surround yourself 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.

S— GENELEC”

International inquiries: Genelec Oy, Olvitie 5, FIN-74100, lisaimi, 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



CURRENT

SHIFT_RECORD

MING AND FS SPOT-MIKE NISSAN CAR SOUNDS

Finally, a commercial that audiophiles can get behind. In the new Nissan
Altima commercial, DJs Ming+FS (www.mingandfs.com) portray an ex-
perimental production team who mike every conceivable sound the Al-
tima makes (from squealing tires, an engine rewving up, the whir of mov-
ing the car seat back and forth and plenty of car door/trunk slams) with
an AKG 414 mic and a Tascam Porta-DAT. The car sounds were record-

THE V6 NISSAN ALTIMA

BLUE MEN IN VEGAS

e

Blue Man Group and Virgin
Entertainment Group have
designed and created a cus-
tom DVD booth that show-
cases the 5.1 mix of their
Grammy-nominated debut
album, AUDIO.

The 8x7-foot booth
(which resembles a giant

PVC tube, like those used in their show) was unveiled last
month at the Virgin Megastore at Caesar’s Forum in Las
Vegas. Booth design and sound system were provided by
Bose. Seth Freed,general manager of Blue Man Group Re-
cords, said, “We are thrilled that music fans will be able
to experience 5.1 surround sound technology. It is such a

cool way to listen to our music.”

CD producer:Todd Perlmutter. Mixer: Mike Fraser. En-

gineer: Andrew Schneider.

ed by Mo-phonics (Venice Beach,
Calif) and transferred to ProTools.

“We kept the setup really sim-
ple by picking the car sounds that
sounded best naturally’ the duo
said. “For example, the car door
and trunk slamming were used for
the kick drum.”’

BLUE MAN GROUP

vibe!"

For more, visit www.blueman.com/dvdbooth.
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The studio now boasts two
control rooms, two recording
rooms, a MIDI production room
and a mastering suite, as well as a
relaxing lounge and courtyard.

At the duo's studio,
Madhattan Studios (Hell's
Kitchen, New York City,
which is pictured at the
end of the spot), each
sound byte was loaded
into an E-4XT Ultra sam-
pler and sequenced via
Mac G4 Dual Processor
running Digital Per-
former 3; mixing took ‘\
place through a Yamaha
O02R."Besides pitching the sounds using the sampler;, we didn't really effect
or EQ the sounds much,” Ming+Fs said.“The delay on the melody line was
added in DP3 using a multitap plug-in.”

RUSS BERGER CREATES
LATIN LEGENDS SOUND

Latin music label Freddie Records (Corpus Christi, Texas; http-//freddierecords.comv)
has built a new complex for its corporate and merchandising offices, as well as its
centerpiece—Legends Sound Studios, a recording, mastering and MIDI facility.

“For our new studio, we wanted something that was more in line with the
whole mood of the music we
make here,” said Freddie Martinez
Jr. Freddie Records VP of opera-
tions.“With the Latin influence, the
colors had to capture and match
the artists’ styles and our whole

TRIBAL TUNES

Gary Cherone (Extreme/Van Halen) stepped into Prism Sound Studios (Acton,
Mass.; www.prismsoundstudios.com) with his new band Tribe of Judah to mix the

title track “Exit Elvis” with engineer John
Ellis for their upcoming CD release on Spit-
fire records.

Standing, from left: Gary Cherone (vocals), Mike
Mangini (drums) and Steve Catizone (keys/
programming). Seated, from left: Leo Mellace
{guitar) and John Ellis (chief engineer/awner).



PHOTO DAVID GOGGIN

SCORING “TWO TOWERS”
WITH A/V SAN

Grammy® Award-winning music engineer David Gleeson, scoring engineer
john Kurlander and systems expert Mark Wilsher put the finishing touches
on Howard Shore's score for The Lord of the Rings: The Two Towers at Abbey
Road Studios. Gleeson, associate producer on the project, used an eight-
seat Studio Network Solutions A/V SAN PRO at Abbey Road, plus sever-
al smalfer A’V SANs for remote location recording.

The Two Towers used muttiple recording locations around London, includ-
ing CTS Watford, Sir George Martin's AIR Lyndhurst Studio and Henry
Wood Hall, in addition to Abbey Road. An AV SAN PRO with three tera-
bytes of storage was installed at Abbey Road, which served as the main base
of operations for mixer Peter Cobbin and main editor Michael Price. Smaller-
recording SNS A/V SANs were used at the remote locations, in tandem with
Digidesign Pro Tools and Prism converters. An AV SAN was also installed
at The Film Unit in New Zealand for the film’s dub.

“The amount of data and drive space that you use quickly notches up,”
Gleeson said. “The only way to have any given piece of music available to
do an overdub at pretty much any time was to go to a smaller SAN.You've
got 100 musicians and a huge crew, the clock’s ticking and something’s
down—it's very, very unpleasant to be in that predicament with any piece
of gear.You have to know it's 100-percent reliable. The editors simply work
instead of dealing with drive issues. 'm definitely very happy with the way
this system performs.”

For more on The Two Towers, turn to page 78. For more on Studio Net-
work Solutions, visit www.studionetworksolutions.com.

IT COULD HAPPEN

GRADUATE STUDENTS INTERN WITH FLEETWOOD MAC
After 900 hours of studying, Arizona's Conservatory of Recording Arts and
Science students john Haley's and Phil Nichols' graduation required an in-
ternship at a working studio. For them, it was with LA's Cornerstone Studios,
where Fleetwood Mac was in mixing their 2003 release.

“They were amazingly well prepared, considering the situation we've
thrown them into," said mix engineer Mark Needham (Cake, Chris Isaak, El-
ton john).“You've got | 2 tracks of Pro Tools, a 48-track Sony 3348 digital
machine, analog decks and Neve automation all to lock up.They've handled
every task | gave them, which is pretty sharp.’

“The band has
been very cool and
easy to be around
said Haley. The equip-
ment has been much
more temperamen-
tal,” added Nichols.

The release was
recorded at Lindsey
Buckingham's Bel Air,
Calif,, studio with en-
gineer Ray Lindsey
and at Ocean Way
Pictured at the Neve VR are, from left, Phil Nichols, with engineer Allen
Lindsey Buckingham, Mark Needham and John Haley.  Sides.

I PROFESSIONAL AUDIO NEWS AND EVENTS

COMPILED BY SARAH BENZULY

ON THE MOVE

Who: Richard Gentry

What: general manager, Crest
Audio

Previous Lives:

+ 2000-2002, Northeast business
manager, Bose Corporation Professional Division

« 1999-2000, director of sales and marketing, Symetrix Pro
Audio and Lucid

+ 1997-present, advisory board member, Arizona's Conserva-
tory of Recording Arts and Sciences

« 1989-1999, various positions, Hafler division of Rockford
Corporation

+ 1987-1988, pro manufacturer representative, RADON

+ 1970-1988, pro recording artist, singer/songwriter

Main responsibilities: To make Crest better so that our cus-
tomers always think of us first.

If 1 could do any other profession it would be...record-
ing artist and/or producer, or a professional race car driver.
A session that | would have loved to be a “fly on the
wall” for was...Jimi Hendrix, Electric Ladyland Sessions.
The ultimate DVD re-release would be....e Mans
with Steve McQueen. Those classic duels between Porsche
and Ferrari were amazing.

Curently in my CD changer are...Linkin Park's Hybrid
Theory, Norman Vincent Peale's The Power of Positive Thinking,
Tribal Voices' Music from Native Americans, Carlos Montoya's
The Art of Flamenco, The Best of Paganini and john Coltrane’s
Blue Train.

When not in my office, you can usually find me...with
my wife and kids exploring a new town, new shop, a new car
dealership.

BERKLEE TO TEACH ONLINE

This month, Berklee College of
Music will launch www.berklee
music.com, an online school, job
site and networking destination
for the music industry.The site will
offer a*jobs and Gigs section and
several dozen of Berklee's non-
performance music courses.

The Berkiee professor-led
classes range from four to 12
weeks; a partial list includes: Desk-
top Music Production; ProTools
Basics: Set Up and Recording; ProTools Digital Audio Editing: Pro
Tools MIDI Recording and Editing Marketing Yoursef in the Music in-
dustry; Finale: Strategies for Speed and Style; Finale Basics: Essential Tech-
niques; MIDI Sequencing Basics; and Accelerate Your Music Career.

Those interested in the classes can visit www.berkleemusic
.com/school or call 617/747-2146.
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SIR ELTON LIVE AT NAMM

Industry News

On Friday, January 17,2003,Yamaha and NAMM will present “A Benefit for Music Education”

a concert featuring Sir Efton John performing with Ray Charles, Vince Gill, Amy Grant, Bruce

Hornsby, Norah Jones, Diana Krall, Michael McDonald, Brian
Wilson and other luminaries. Held at the |4,000-seat Arrow-
head Pond arena in Anaheim, Calif, the concert is not open
to the public; only participants in the Winter NAMM trade
show and their guests can attend. During the event, John will
receive Yamaha's 2003 Lifetime Achievement in Musical Ex-
cellence Award. Proceeds from the tax-deductible ticket sales
are earmarked for various music education programs. For
more information or to order tickets, visit www.namm.com.

HAPPILY MIXED

NEW STUDIO DOTS NEW YORK SKYLINE

Longtime sound engineer Jonny Sheehan (MTV and VH | live shows) and noted drummer Tom
Kaelin (Merle Saunders, the Rainforest Band, Rick Danko) have opened their own studio in Brook-
byn, dubbed Blue Dot Studio. Recently working in the new digs was multi-Platinum producer/
engineer Dave Swanson, Blues Traveler's John Popper, Dave Schools (Widespread Panic), worid

music star Roykey and D] Logic.

Featuring a high-ceilinged live room, the low-key studio al-
so offers a vintage Neve console, Pro ToolsjHD and film
soundtrack capabilities. Commenting on the vintage Neve,
Sheehan said, " always kept a home studio in my Brooklyn
basement, and once the Neve console came into my pos-
session, | decided to take it to the next level and open a full-
service facility"

Check out the good vibes at www.bluedotrecording.com.

19TH ANNUAL TEC AWARDS CALL FOR ENTRIES

The Technical Excellence & Creativity Awards nominating panel is ac-
cepting product nominations for the |9th Annual TEC Awards, to be held
October 11,2003, in New York.To be eligible, products must have been re-
leased and in commercial use during the period from March 1,2002, to Feb-
ruary 28,2003,

Categories are Ancillary Equipment, Digital Converters, Amplifier Tech-
nology, Mic Preamplifier Technology, Microphone Technology/Sound Rein-
forcement, Microphone Technology/Studio, Wireless Technology, Sound Re-
inforcement Loudspeaker Technology, Studio Monitor Technology, Musical
Instrument Technology, Signal Processing Technology (Hardware), Signal
Processing Technology (Software), Recording Devices, Workstation Tech-
nology, Sound Reinforcement Console Technology, Small-Format Console
Technology and Large-Format Console Technology.
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Mitch Dorf of POP Sound (Santa Monica, Calif) was named West
Coast Mixer of the Year by the West Coast branch of the Associ-
ation of Music Producers (AMP) on November [, 2002, at Groove
Addicts’ new recording facility in Los Angeles.

President and CEO of Sound
on Sound Recording’s (New
York City) Dave Amlen has
been named president of
SPARS...Kathy Gornick, pre-
sident of Thiel Audio Products
is the first female to chair
CEA’s (Arlington, VA) Board
of Directors and Executive
Board...Newly created Inter-
M Americas (Chester, PA) has
named Charles D. Moore its

VP and general manager,

Helping him out will be W. Douglas Wilkins,
director of sales and marketing, and Alfred
J. Mock, inside sales manager...Michael
McGinn will take charge of Shure’s
(Evanston, IL} global marketing and sales as
that division’s executive VP...Eventide (Little
Ferry, NJ) announcements: Ray Maxwell, VP
of sales and marketing; Kevin Garant, sales
manager for China, Japan, India and south-
east Asia, will be based out of Melbourne,
Australia; and the company will now distrib-
ute pro audio products from Princeton Dig-
ital (Princeton, NJ) and Manifold Labs (New
York City) through its dealers in the U.S. and
worldwide...QSC (Costa Mesa, CA) new
hires: Jon Sager, contractor/consuliant liaison
for installed sound, and Ray Van Straten, re-
tail market-development manager...Summit
Audio (Watsonville, CA) has brought on Damon
Gramont, sales manager... TC Electronic
(Sherman, CT) welcomed Andrew Witte,
New York metropolitan sales representative

Companies that wish to nominate
products should send complete product
name and qualifying category, date first
commercially available (proof of ship-
ment may be required; beta test sites do
not qualify), and a contact name and telephone number.

Companies that wish to nominate Outstanding Studio Design Projects
should send the studio name and location, date completed, name/phone
number of the architect(s), the acoustician(s) and the studio owner(s).

Send all information to TEC Awards, 1547 Palos Verdes Mall #294,
Walnut Creek, CA 94597; fax 925/939-4022; Karen@tecawards.org.
Forms can also be downloaded from www.itecawards.org. All entries
must be postmarked by Friday, January 31, 2003.
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PLUG THIS IN

“If | could only take one DSP effects box with me to the moon, it would have to be the Kurzweil KSP8."
Alan Howarth, Engineer, Composer

“| really like the KSP8 and from the minute | hooked it up it has become a vital part of my mixing session.”
Michael Wagener, Double Trouble Productions, Inc.

“The KSP8s routing flexibility and parallel processing capabilities were ideal for the situation. We also used
one to process Mike Garson’s main piano sound. Using the same sound source through a combination of
subtle distortion, EQ, and ambience effects we were able to get piano sounds that had quite radically different
character. For many songs, instead of changing patches on his keyboard, Mike’s just changing to a different
KSP8 chain program.”

Tony Widoff, Programmer: David Bowie Heathen Tour

“This is the one to beat.”
Paul Orofino, Engineer - Milbrook Studios

Now It's Your Turn
www.ksp8.com
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8 channels of processing - 24-bit /O - 250 algorithms, 650 presets - effect chaining up to eight in a row - mono, stereo and 5.1 effects
stereo and 5.1 reverb, chorus, flange, phaser, distortion, rotary, filters, delay, dynamics, Pitcher®, LaserVerb®, and more
flexible signal routing - dedicated EQ and panning - multi-stage metering - fully MIDI controllable
RSP8 remote controls up to 7 units - flash-expandable - SmartMedia™ storage
analog, ADAT, TDIF, AES, and mLan™ /O - wordclock sync

© 2002 by Kurzweil Music Systems. Kurzweil, KSP8, Pitcher, and LaserVerb are registered trademarks of Kurzweil Music Systems.
SmartMedia is a trademark of Toshiba Corporation. mLan is a trademark of Yamaha Corporation.
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HEARING FILM HITS CLASSROOMS

The Hearing Aid Music Foundation (www.hearing
aidmusic.com) has just completed Listen Smart-
Safely Handling the Power, a |5-minute education-
al film designed to raise awareness among young
students about noise-induced hearing loss (NIHL)
and to encourage safer practices in consuming
high-dB sound.

Industry leaders and artists involved in con-
veying their experience and advice on hearing
conservaton include pro-
ducer Matthew Wilder, Moby, Ozzy Osbourne, Darren Hayes (Savage Gar-
den), Cyndi Lauper,Wyclef Jean, Lars Ulrich (Metallica), Tracy Bonham, Evan
Seinfeld (Biohazard, Oz), Deborah Harry (Blondie), Brad Delson (Linkin
Park) and entertainment impresario Russell Simmons.

The film and a teacher's aid booklet are being distributed throughout
the US.and Canada and other English-speaking countries worldwide. The
film was partially funded by a grant from Shure; additional funds came
from Sony Music Studios, BMG Entertainment, V2 Records and Xoff
Records, as well as private donations.

NOTES FROM THE NET

“t will survive® seems to be the running mantra (or joke, depending on which
side of the legal battle you are on) for Napster, which was saved when a Delaware
bankruptcy judge approved a $200,000 emergency loan from Napco Acquisition.
Napster hopes that the injection of funds will keep the company afloat until the US.
Bankruptcy Court approves an acquisition offer from Roxio. The CD-burning company an-
nounced that it would shell out $5.3 million to acquire Napster's intellectual property and tech-
nology patent portfolio; the company said that it would not assume any of Napster's debt, the
subject of which is still in litigation. As of press time, auctioneer DoveBid will host a Webcast of
Napster's remaining fixed assets.

Did you get my memo? The RIAA, MPAA and songwriters’ associations have sent a let-
ter to the heads of Fortune 1000 companies, cautioning them that the file-trading activities of
their employees could put them at legal risk. Taking advantage of fast Internet connections and
a wealth of space offered on corporate Intranets, more and more employees are finding, dis-
tributing and storing illegal entertainment (both music and movie) files, according to the letter.
Barlier, these groups sent a similar letter to university officials, warning them of a growing file-
sharing use on their networks.

Cynahy Lo 'I

CORRECTIONS

The Ward College of Engineering is actually the
Ward College of Technology (“Insider Audio,’
November 2002). Ward has the Audio Engi

neering Technology program,and the College of
Engineering (a separate school at University of
Hartford) has the Music Acoustics program. Also,
Scott Metcalfe is pictured on the left, not on the

7 " right.
THE PICTU RE GRM Tools' contact information ("New In-

strument, FX and Utility Plug-Ins” September

2002) should have read:"GRMTools is distributed

worldwide through Electronic Music Foundation in

partnership with INA-GRM (www.grmtools. org).”
Mix regrets the errors.

Working at Marcussen Masfering (Los
Angeles), Erik Zobler (standing), Lon
Neumann and Stephen Marcussen
{right} take a break from the 5.1 SACD

remix of Dianne Reeves’ The Calling.
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RESOURCES FOR
AUDIO PROFESSIONALS!
» Access Mix anywhere, anytime:
Check out highlights of our
current issue or browse through
back-issue archives to find the
information you need, with news,
interviews, application articles,
field tests, equipment

reports and more—all online!

+ Click on hot links to important
sites such as the TEC Awards,
MixBooks and “25 Years of Mix] a
complete database listing the
contents of issues since 1982.

DAILY NEWS!

Visit Mixonline.com every morning
for breaking news and links to
newsmakers.

EXCLUSIVE BENEFITS!

Register for your free membership to
mixonline.com and check out lively,
interactive forums where audio pros
can access information, ask advice,
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Peter Gabriel’s Growing Up Tour

By Mark Frink

eter Gabriel’s first tour in nearly a

decade, which stopped at two dozen
North American cities in late 2002, featured
an in-the-round arena stage conceived by
Robert Le Page, who also designed Gabriel’s
1993 Secret World tour. The sound system, a
collaboration between Firehouse Productions
and AudioTek, was also no ordinary speaker
package. Because Gabriel’s latest album, Up,
explores a vertical design theme, it was only
fitting that the sound system largely consist-
ed of line arrays, with associated amp racks
flown above. Mix caught the show in Boston.

The main speaker system employed four
clusters, each made up of a dozen L-Acoustic
V-DOSC speakers with three of the smaller
dv-DOSC models hung beneath. Two of
these, angled outward a few degrees, were
aimed down the longer axis of the arena and
were mirrored—with /R channels reversed—
on the opposite side of the center-floor stage.
Twelve-box arrays of dv-DOSC units aimed at
the arena’s sides completed the stereo image,
which could be detected throughout most of
the venue. Six-box columns of E-V MTL quad-
18 subs were flown at each side of the stage,
providing even low-end coverage without
causing bass build-up in the center. AudioTek’s
CSW-118 subs supplemented the lows at the
circular stage’s perimeter; frontfill was provid-
ed by a ring of JBL's new VerTec VT 4887 com-
pact line array modules. AudioTek’s John
“Drano” Drane and crew chief Greg “Chico”
Lopez flew the rig, while L'Acoustic designer
Florent Bernard made daily calculations for
trim height and splay for even coverage.

The system is powered by a half-dozen
double-wide racks, with QSC PowerLight 9.0
amps on the lows and 4.0 amps for mids and
highs. The in-the-round stage requires that
amplifiers also be flown; Firehouse’s Tim
Fraleigh climbed into the tech grid to make
final connections. To accommodate the long
signal runs from the mix position, AudioTek
chief engineer Scott Harmala implemented
QSC’s RAVE system. The XTA DP-226 proces-
sors in AudioTek’s drive rack were fitted with
an AES I/O option to take digital 24-
bit/48kHz outputs from the FOH Yamaha
PM-1D’s matrix and feed them to redundant
master/slave QSC RAVE units. From there,
signal was shipped over 1,000-foot fiber-op-
tic runs to two flown amp-rack positions,
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The sound crew, from left: John Drane, Tim Froleigh, Jeff Briggette, Jim Warren, Greg Lopez,
Bryan Olsen, Florent Bernard and Bob Lewis

which were also cross-connected. The com-
plete fault-tolerant digital signal path also
carried QSControl amplifier control and
telemetry signals.

Mix engineer Jim Warren, well-known
for his FOH work with Radiohead over the
past decade, supplemented the PM-1D’ in-
ternal effects and dynamics with a couple of
TC Electronic MeOne reverbs and a TC
DeTwo delay, plus a Tube-Tech CL2A com-
pressor on Gabriel’s headset mic and a dbx
160S compressor on his handheid.

Firehouse principal Bryan Olsen has
toured with Gabriel for the past two
decades. Assisted by Bob Lewis, Olsen oper-
ated two Midas Heritage 3000 consoles to
provide in-ear mixes for Gabriel, his six band-
members, along with the Blind Boys of
Alabama, plus Hukwe and Charles Zawose,
both RealWorld Records artists from Tanza-
nia. Other than Gabriel’s and Rachel Z's key-
boards and Ged Lynch’s drums, the revolving
round stage was bare. The monitors were
used to display a common view of Emagic’s
Logic Platinum, which is used to play addi-
tional backing tracks and as an elaborate cue
system for the performers.

RF tech Jeff Briggette coordinated over
30 wireless frequencies daily. Shure PSM-
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700 systems were used for in-ear mixes,
along with Aphex Dominators and Olsen’s
company-branded Firehouse 6500 custom
ear molds. Vocal mics were all Shure UHF
wireless with Beta 87 handhelds for Gabriel
and the Blind Boys, plus WCM16 hyper-
cardioid condenser headsets for everyone
else. Also wireless were David Rhodes’ and
Richard Evans’ guitars and Tony Levin’s Stick.
Evans also played a flute through a WCM16
headset mic that fed his own effects rack, and
wireless WL50 lavs were used for Zawose’s
drums and hand percussion. Because the
stage was bare of floor monitors, the Blind
Boys and Hukwe and Zawose, who opened
the show and joined in on a couple of songs,
were also fitted with IEMs.

The ambitious production required long
hours to load in daily, as most of the contents
of 11 trucks ended up in the air. The immense
workload, combined with multiple back-to-
back shows, meant that soundchecks were
simply not possible on some days. The event
contains many surprises, and there are plans to
return to the U.S. for a 2003 leg after a spring
tour in Europe. |

Mark Frink is Mix ’s sound reinforcement
editor.

PHOTO: RICK FRIEDMAN
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Lest We Forget
How It Should Be Done

called brilliant. I have also been called a long-

haired freak, dirty commie hippie, totally insane,
Officer, baby, dangerous and, certainly worst of all, sir.
And I have been called way too late at night, so all of
my numbers are now diverted to the office.

And because you can't reach me, I will try to reach
you. I will begin with SSC Cliff’s Notes so that you may
more accurately judge my veracity as you read the ad-
vice that I offer—no, plead—this month.

I have been called a Renaissance man. I have been

MY QUALIFICATIONS

My careers have included car and motorcycle racing,
drag racing, high-tower pier and cliff diving, sculpting
and painting. After a few serious accidents on the drag
strip, I became a drummer and, later, a guitar player,
figuring [ would meet just as many women playing mu-
sic as when I did racing, but might bleed less. Turned
out to be about the same amount of blood loss.

I have also been a dude (as in dude ranch), board-
walk T-shirt airbrush “artist” and surfboard builder.
Then came custom bike builder and painter, com-
mercial welder, commercial scuba diver and graphic
arts designer.

At 18, I moved to Europe and managed to design
some guitar effect boxes that sold to a couple of ma-
jor companies, while landing studio guitar gigs in Italy
and the UK that ended up on the air.

Around 28, I became much more serious about
music. I began proper practice—eight hours a day,
seven days a week—and expanded into composing,
engineering and producing. At 30, I became a suc-
cessful audio-hardware designer/manufacturer (signal
processing and, later, DAW's), weaponry designer, con-
sultant in several arenas and, recently...much, much
more serious stuff.

And I've been pretty lucky with all of this: Each of
these careers has done well, and each provided a full
lifetime’s education. Collectively, they have deter-
mined who I am today.

MY DISQUALIFICATIONS

My avocations have been equally diverse: sky diving;
racing every kind of motorized land, sea and air ve-
hicle made except snowmobiles; competition surfing;
competition body building; and building the most in-
appropriate street vehicles possible.

MY CONVICTIONS

I am an extreme animal rights advocate and have
never shot a living thing that didn’t wear clothes (with
the exception of two mercy executions). I was a tree-
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BY STEPHEN ST.CROIX

hugger until a giant tree came through my bedroom
roof and hugged me back.

I spent a year in Europe reading touchy-feely in-
spirational existentialism in what seemed like every
language but English, all in the comforting blue-
twilight glow of the endless snow-covered fields of
Sandoz outside my bedroom balcony. Every morning,
the same tripping cows would stand in a meter of
snow and count the flakes as they landed on their
noses. This is where [ learned that reality is relative,
and like it or not, your relatives are reality. And, of
course, that Godot is not coming.

MY ACQUITTALS
Most of my vocations have required significant knowl-
edge and experience in multiple disciplines. In fact, I
think my main trick in life has simply been to com-
bine multiple technologies or sciences in ways that the
merely sane would never dream of,

This has served me very well. Being pretty well-

Though | no longer listen to radio
in any form, | have friends who do.
And it is for their health and
well being that | make this request:
Pick one damned instrument

and learn to play it!

versed in audio, electronics, metal work, manufactur-
ing techniques, silicon design and packaging design
has allowed me to successfully introduce my first
product—and three new technology families it incor-
porated—into the pro audio marketplace. The Mar-
shall Time Modulator had the industry’s first flexible
circuit boards. A complicated front panel that would
have required a complex wiring harness and a two-
hour construction was replaced with two flexible PCBs
that reliably loaded in 30 seconds.

Integration of multiple technologies, under my di-
rect control, has paid some pretty big bills.

DO WHAT | SAY, NOT WHAT | DO

So, as you can imagine, I am a real believer in under-
standing all aspects of what you are doing. And, as you
could guess, when I began recording in earnest, it was
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natural for me to carry this thinking over
and do damned near everything myself—
from redesigning head preamps to align-
ing the decks to playing every instrument
and then mixing the final tunes. [ still have
the Theremin I made from scratch in 1966.
Now, this level of follow-through is, in
hindsight, clearly freakin’ insane, but it
gave me one hell of a foundation and un-
derstanding for the mechanics of playing
and recording music.

LES PAUL MCCARTNEY
Les Paul did it all. Did he ever. It is safe to
say that he not only pioneered the concept
and use of multitrack music recording, but
he established the paradigm that we all still
use today:. I listen to a lot of Les and Mary.
It keeps my ego under control, sorta. He
built those hits, and he did it the hard way.
But it is important to understand that he
could also play. One instrument. Well.
And Paul McCartney. When he first be-
gan his solo efforts, I used him as the ex-
ample of what could happen if one mu-
sician had total control: If one person
wrote the tunes, played the instruments,
sang the verses, recorded the result and
mixed the album.

George Jones
Al Stewart
Johnny Mathis
Vertical Horizon
Tracy Chapman

When a single soul (rubber or not)
does all of that, his personality’s charac-
teristics and taste are added—no, multi-
plied—with each step. The end product is
a sort of distilled essence of the creator; a
concentrate,

Now, Sir McCartney certainly pulled it
off, as did a few others in their own right.
But they are few and far between; very far
between, in fact, when it comes to styles
and taste. Take Frank Zappa and Steve
Miller. Though neither has a history of
solely isolated multistep creation, their in-
dividual personalities and taste, along
with their level of technical mastery of
their instruments, certainly determined
what their records sound like, with or
without a conventional band.

But most artists who try their hand at
this incredibly Dangerous Game may pro-
duce an interestingly pure initial effort or
two, only to eventually degenerate into a
fed-back amplified caricature of themselves,
Absolute control corrupts absolutely.

DINOSAURS, MAN NEVER EXISTED

ON EARTH TOGETHER

Except, of course, in the music industry.
Well, well, well. Here you are, read-

Artists 4
Sounding,0ff

The Dave Matthews Band

Cherry Poppin’ Daddies

Peter Gabriel

Carly Simon

moe

Natalie Merchant

Meshell Ndegeocello

Tony Bennett

Dar Williams

Walter Becker

Tonic

Paul Schaffer (late night
with David Letterman )

Boh Weir

Unwritten Law

Toad The Wet Sprocket

: Neumannlllsn_ =

4 5220 | FAX. 86l
eumannusa cor

Canada
Mexico
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ing through the seemingly endless pon-
tifications of one who professes to be
skilled in the Dangerous Game himself.
But here is where I turn on you.

The Specter of Technology has stomped
in the mud along man’s stream of music
and left giant footprints that these lesser
life forms are falling into. As these craters
fill and fossilize, cross-sections of the re-
sultant stone may someday be sold in
trendy little shops along Fisherman’s
Wharf in Seattle or 7-Elevens in Palm
Springs, Fla. Labeled as “Self-Delusional
One-Man Bands,” they will be all the rage.
Their owners will revel in the knowledge
that their stunning array of fossilized in-
struments don’t even have the normal
wear that one would expect from being
played—almost as if they were bought,
played a couple of times and then put
aside. Strats will be found with their orig-
inal strings intact.

TEK NINE, AIN'T IT A CRIME?

Any crime has two basic components: mo-

tivation and opportunity. This is certainly

not a crime of passion, so that leaves

greed—the pursuit of easy money—as the
—CONTINUED ON PAGE 183

“"We're sold on the accuracy, reliability and the dynamics
of the KMS 105." Dave Matthews Band Audio Crew

www.mixonline.com




An incredibly powerful audio editor.
Also included: 24-track hard disk recorder.

Introducing the new MX-View Editor for the MX-2424

MX Views

QQEE @82 8% 25 Ny noPecsRd PDERIESEO
Project rame- Sampte tate: Timeocode' Cortrol meda: TL-bus status. Sample retarence: Disk encoding: Record mode: Reocord disic Busy
Wamnamti | 43190 30 NDF LecaVTL-Bus 104,00 intemalf1ame BosbWAV 24-bit Nondestructive 0 (FAT32) .
02:24
' .

[Bus Offse :

Multiple Breakpoint Edit Groups: Pencil Tool:  Virtual Tracks:
Independent Volume Allows you to easily  Letsyou "draw”  For performing multiple
Clipboards: Automation:  perform edits on clicks and pops out  takes on a single track.
Allows you to store Adds automation groups of individual of your audio tracks.

four separate edits, of track levels tracks (such as drums).

each in their own clip- without using

board. Convenient for a mixer.

copy/paste creation of
song arrangements.

With TASCAM's MX-View, owners of the MX-2424

hard disk recorder novr get an inaredibly powerful, no-cost solution

for sophisticated audio editing cn their Mac or PC, directly connected

via 100Mb Ethermet. If you're already deep into DAWs like Pro Tools®,
Cubase SX*, Logic™ and Nuendo *, the MX-2424 offers the time-stamped
audio file compatibility you need to get the job done right.

Need more info? It's all available at wwww.mx2424.com.

‘_Ttgf;cﬁffﬂgvﬁﬁﬂéf / | _'% y " TASC AM

2 0 Wt e i a whole world of recording



INSIDER AUDIO

26 MIX, January 2003 e

War Stories

BY PAUL D. LEHRMAN

Memorable Moments in Mix Readers’ Lives

ILLUSTRATION: JO RIVERS

ne of the best parts of moderating Mix Fo-
O rums online (www.mixonline.com) is that I

get to read and, most of the time, approve
all of the messages submitted by site visitors. I like
reading your technical questions because they keep
me up-to-date about what kind of problems you're
having with gear, techniques, business and a bunch
of other topics. I like discussing and arguing issues
like analog vs. digital and RIAA vs. everybody, be-
cause they tell me where you stand and what's im-
portant to you.

But my absolute favorite part of the gig is reading
the “horror stories” you contribute about recording
sessions, live shows and, yes, even church services
from hell. You've told us about pompous producers
getting their comeuppance, idiot clients finally (or
sometimes never) realizing the error of their ways,
and horrendous screwups that you admit to and laugh
at now. As the great Steve Allen said, Comedy =
Tragedy + Time.

We've got well over a hundred horror stories on-
line now, and this month, I thought I'd share a few

www.mixonline.com

of my favorites. I've changed any identifying charac-
teristics in the stories to protect both the innocent and
the guilty, but I haven’t done any serious checking on
whether any of them are actually true. After all, as
journalists since time immemorial have known, one
should never let the facts get in the way of a good
story. I'll just have to take your word for it.

THIS ONE TIME, IN THE STUDIO

PUNCH-IN, RINSE, REPEAT: Many years ago, I worked with
my partner on a project with a famous producer. We
only had a few days’ time to record, overdub and mix
three songs. Late one night, we were working on
punching in a vocal section of a song, and after the
first take, I let the tape machine roll a bit further into
the song. The producer (who was dozing in the cor-
ner of the room) said, “One more time.” So we rolled
it back and did it again. Again, he said, “One more
time.” We kept going like this for nearly an hour un-
tl we realized that “One more time” had been
recorded on the tape at the end of the first take. But
we kept on hearing it because after each new take, I
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would punch out right at the end of the
vocal. We found out that the guy had ac-
tually been asleep for the entire hour we
were going over and over the part.
YOUR HIGHNESS: It was a 24-track analog
mixing session. The producer and the
mix engineer were hard at work when
the executive producer came in and
started to assert his presence by pressing
some buttons on the mixing console:
mutes and solos. At a certain moment, he
pressed Solo on track 24, which was, of
course, timecode—and very loud. He
looked shocked. “Are you guys using this
on the song too?” “Yes, of course,” said
the engineer. “Well,” said His Executive-
ness, “please keep the volume of this
track pretty low.”
THE HUMAN METRONOME: | accepted a call
to track a rock band’s demo late last year.
The band set up quickly and seemed on
top of things. They wanted to loosen up
by going straight to 2-track for a little
while. I was asked to set up a single vo-
cal mic, and there was also this one ex-
tra fellow who appeared not to play any-
thing but asked for a set of cans.

The female vocalist came in, smiled at
me through the glass, adjusted the mic

stand, and pretty soon, the band started
counting off. I noticed, however, that the
vocalist was not wearing headphones, so
I hit the talkback and asked her if she
Again, he opened
his eyes and this time
started to look up toward
the sky. Finally, he stopped
playing and raised his arms
up and said, “Cod!!"”
So | answered, “No, you
dork, it’s Antonio,
and I'm in front of you!”
wanted cans. The “extra” guy said that I
had to speak to her through him. Think-

ing that I was dealing with an ego here,
I said, “Fine, please ask her if she wants

cans.” His reply: “It would be no use;
she’s stone deaf.”

His role, it turns out, was to conduct

her so that she knew when to come in—
a human metronome who knew how to
sign. You cannot imagine the sounds she
created in her role as a “vocalist,” al-
though the “lyrics” were right on meter.
The band has a strong local following
north of Baltimore, or so they say.
EVEN THE DOG CRIED: A woman booked an
hour of time in my studio and showed up
on the appointed day with her husband
of 25 years. They told me that they were
about to redo their marriage vows, and
he wanted to sing a particular song to her
during the ceremony but was afraid that
he might not be able to pull it off, as he
might be overcome with the emotion of
the moment. So they decided he should
record the song, and they would play the
tape at the appropriate point.

Made sense to me. I started to copy
the background-music cassette they'd
brought in over to the multitrack so he
could overdub his vocal. The song was,
unfortunately, “Wind Beneath My Wings.”
Now we all know how difficult that song

—CONTINUED ON PAGE 184
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The Mothers of Invention live onstage at the 1969 Newport Jozz Festival. At front, left to right: Don Preston, Jimmy Corl Bleck {drums), Zoppa, Art Tripp (drums),
Roy Estrada. At rear, I-r: Motorhead Sherwood (partially obscured), Buzz Gardner [in hat), Bunk Gardner {obscured), lon Underwood.

When the Mothers of Invention first
came to public attention with the 1966 re-
lease of Freak Out!, the group's apparent
leader was, at 25, already an industry vet-
eran. A self-taught musician who had been
composing orchestral scores since his
teens. Zappa had engineered and pro-
duced records since the early 1960s,
chiefly at Paul Buff’s Pal Recording Studio
in Cucamonga, Calif. In 1962, temporarily
solvent thanks to a partial payment for one
of his early film scores, Zappa took over
Pal. renamed it Studio Z and entered the
world of business as a studio owner.
‘Meanwhile, my marriage fell apar,”
Zappa wrote in his autobiography, The
Real Frank Zappa Book (co-authored with
Peter Occhiogrosso, Poseidon Press, New
York, 1989). “I filed for divorce, moved out
of the house on G Street and into Studio
Z, beginning a life of excessive overdub-
bage—nonstop, 12 hours a day.” This
aberrant device-centric behavior, a theme
that recurs frequently in Zappa’s lyrics,
was mace possible in part by the fact that
Pal contained the world’s only staggered
head, 5-track, half-inch tape recorder, con-
structed by Buff at a time when mono was
the industry standard.

Zappa's productions at Pal were not
excessively complex—mainly jazz, surf,
doo-wop and novelty numbers—and ac-

tivities at Studio Z came to an end soon after Zappa was busted for “conspiracy to com-
mit pornography” and briefly jasled. (Zappa had been set up by an undercover cop
who commissioned a suggestive tape for a stag paity, and then arrested Zappa for pro-
ducing it.) Nevertheless, when the Mothers of Invention (M.O.1.) entered T.T.G.’s Sun-
set Highland Studios in LA. to record their debut album, Zappa probably knew more
about recording than most West Coast rock musicians. Zappa cerainly impressed
MGM/Verve producer Tom Wilson, who hired him as arranger for several non-Moth-
ers sessions. And, though Wilson was the producer for the two-LP Freak Out! and its
successor, Absolutely Free, Zappa produced all subsequent M.O L albums.
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Zoppo in the control room of his personal studio, the Utility Muffin Research Kitchen
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Having recorded the first two M.O.L
albums in LA. on 4-track equipment,
Zappa moved to New York'’s Mayfair and
Apostolic 8-track studios for most of
We're Only In It For the Money, an LP
best known for its cover parodying The
Beatles’ Sgt. Pepper’s. Recorded in late
1967 and released March 1968, WOI-
IFTM features snippets of orchestral mu-
sic that Zappa wrote and conducted dur-
ing sessions for Capitol producer Nick
Venet almost a year earlier. Originally in-
tended for release in August 1967, the or-
chestral album was delayed due to a dis-
pute between Capitol and MGM, which
claimed that Zappa was under exclusive
contract, foreshadowing Zappa’s many
legal troubles. By the time Lumpy Gravy
was eventually released, Zappa had
transformed the all-instrumental project
into a bewildering collage of music, con-
spiratorial dialog recorded under the
grand piano at Apostolic, Motorhead
Sherwood riffing on cars, cartoonish
sound effects and “snorks.” As Zappa
himself recalled, he had spent nine
months editing the 2-track master.

This wholesale revision of a com-
pleted work became a common theme
in Zappa’s work. As he explained to
Rolling Stone interviewer Jerry Hopkins
in early 1968, “It's all one album. All the
material on the albums is organically re-
lated, and if I had all the master tapes
and I could take a razor blade and cut
them apart and put it together again in a
different order, it would still make one
piece of music you can listen to. Then, [
could take that razor blade and cut it
apart and reassemble it a different way
and it would still make sense. I could do
this 20 ways. The material is definitely
related.”

True to this philosophy, Zappa contin-
ually returned to his original material, re-
editing and resequencing albums several
times before they were released or, in sev-
eral cases, shelved. He also remixed al-
most the entire catalog for both vinyl and
CD re-releases, often deleting, augment-
ing, re-editing or replacing performances
that he considered less than ideal.

THE '‘60S—UNDERGROUND
FREAK-OUT MUSIC

Though sophisticated and innovative in
terms of content and presentation, the
first three M.O.1. albums are somewhat
dated in terms of their “sound,” a short-
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One of the early Mothers lineups—the so-called "vaudeville
band." Top, left to right: Jim Pons, Mork Volman, Howard
Kaylan. Middle row, I-r: Aynsley Dunbar, lan Underwood
Don Preston. Zappa at bottom.

coming that Za;')pa later addressed by
overdubbing new bass and drum parts on
the We’re Only In It For the Money tapes
in the mid-'80s. However, along with
Lumpy Gravy, the first three albums (now
available in a threefer package from
Rykodisc) introduced several production
techniques—and musical and lyrical
themes—that would feature prominently
in later releases. Both Absolutely Free and
We're Only In It For the Money featured
non-stop, segued album sides arranged
as suites of songs, interspersed with field
recordings of bandmembers’ dialog and
sections of musigue concréte (*natural”
sounds modified by tape manipulation).
These audio jump cuts and sudden
changes in ambience were also reflected
in the music, as doo-wop, pop songs, po-
litical commentary, fuzz guitar rock and
cocktail jazz all piled up on each other.
As the years went by, Zappa’s edits be-
came smoother, to the point of unde-
tectability, but he consistently used edit-
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ing as a compositional tool and created
many coherent (if idiosyncratic) com-
positions from apparently random au-
dio scraps.

Though Zappa's “teenage” songs
were deliberately simplistic, he increas-
ingly augmented the M.O.l’s guitar
band instrumentation with keyboards,
brass, woodwinds and orchestral per-

| cussion (timpani, marimba, vibes, etc.).
| As his arrangements became more de-
| manding, Zappa began expanding the

band, and by late 1966, the original
M.O.I. was joined by two experienced
jazzers (woodwind player Bunk Gard-
ner and pianist Don Preston) and a sec-
ond drummer. A year later, the band also
included two conservatory-trained “clas-
sical” musicians (multi-instrumentalist
Ian Underwood and percussionist
Arthur Dyer Tripp IID, and Zappa was
fronting a group in which several play-
ers could both sight read his increasingly
complex compositions and improvise
with confidence.

The next two M.O.L. albums—Cruis-
ing With Ruben & The Jets and Uncle
Meat—took full advantage of both the
M.O.L’s increasing musical competence
and access to a new set of recording
tools. By late 1967, Apostolic Studios
had installed a prototype Scully 12-track
recorder, and the overdubbing opportu-
nities it afforded, together with a vari-
able-speed oscillator used to modify the
machine’s 30 ips tape speed, allowed for
the creation of a completely new sound
palette. As Zappa pointed out in Uncle
Meat’s unusually informative sleeve notes,
the new technology allowed engineer

Uncle Meat was partly recorded on a profotype
12-track and features many complex arrangements
created by extensive overdubbing.
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Dick Kunc to assemble one composition
with 40 overdubbed tracks built into it, an
extraordinary accomplishment in the days
before noise reduction.

Uncle Meat remained unreleased for
over a year after the original sessions,
giving Zappa plenty of time to edit in
some examples of the 1968 10-piece
MOl in concert, creating a set of
recordings that mixed live and studio
tracks without any attempt to disguise
the fact. On one track, “King Kong,”
Zappa edited straight from a studio per-
formance into a section recorded live at
the Miami Pop Festival, a highly unusual
edit in any musical idiom. As a double

vention. (This much discussed and fre-
quently revised collection was never re-
leased, and Zappa soon plundered the
material to produce two M.O.I. retrospec-
tives, Burnt Weeny Sandwich and Weasels
Ripped My Flesh, both superbly edited col-
lages of live and studio material.) By the
end of the 1970s, there were another 18
releases in the catalog, including five live
(or mainly live) albums, a two-LP film
soundtrack, a triple-LP concept album, a
collection of orchestral compositions and
two largely instrumental works that fur-
ther explored the jazz-rock tendencies
suggested by Hot Rats. This prodigious
output is even more remarkable when
one considers that Zappa toured consis-
tently throughout the decade, spending
up to 10 months of the year on the road;
one gig list shows an average of over 80
shows a year and a peak of 130 in 1974,

It's all one album. All of the material on the albums is

organically related, and if | had all of the master

tapes and | could take a razor blade and cut them apart

and put it together again in a different order, it would still

make one piece of music you can listen to.

album of mainly instrumental music, Un-
cle Meat had a limited market, but it was
extremely influential among musicians
and remains a fan favorite.

16-TRACK—THE MASSIVE
IMPROVE’LENCE

In mid-1969, Zappa disbanded the origi-
nal M.O.I. and began the 16-track ses-
sions for what would become Hot Rats.
As before, Zappa made extensive use of
overdubbing and varispeed effects to cre-
ate dense and unusual keyboard and
woodwind arrangements; otherwise, the
record was relatively straightforward—no
segues and no jump-cuts. As 16-track be-
came the new recording standard for
rock and “progressive” music, Zappa’s
production innovations became less re-
markable. Nevertheless, Hot Rats remains
a fascinating example of what could be
achieved in the new format.

By the end of the 1960s, Zappa had re-
leased seven albums of original material,
two of them double-LP sets, and had
enough in the can for a projected 12-
album set to be called The History & Col-
lected Improvisations of the Motbers of In-
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—Frank Zappa

As well as rehearsing and recording his
frequently changing road bands, Zappa
also produced other acts, including Grand
Funk Railroad (Good Singin’, Good
Playin’), sued two record companies and

Featuring live and studio fracks by the original
M.O.L, plus an expressive LitHle Richard cover

from the Hot Rats sessions, Weasels Ripped My
Flesh sports a striking Neon Park cover design,

his manager for “aromatic accounting
practices” and, at the end of the decade,
built his own studio.

THE '70S—TIME IS MONEY

During the early 1970s, Zappa worked
mainly in 16- or 24-track studios in Los
Angeles, including Paramount, Bolic
Sound, Whitney and Record Plant, with a
few sessions at Caribou in Colorado, New
York’s Electric Lady and London’s Trident.
Kerry McNabb succeeded Dick Kunc as
Zappa’s primary studio engineer and
should receive at least partial credit for the
superb sound of such popular albums as
Over-Nite Sensation (1973) and the 1974
Apostropbe (*), which crept into the Top
10 and was Zappa's first Gold record.
(“Don’t Eat the Yellow Snow” even
cracked the Top 100.) Also produced dur-
ing this period was One Size Fits All in
1975, which features an audacious, if

BEaT BOOKS 0N FAANK ZAPPA

released projects, etc.

The Real Frank Zappa Book, Frank Zappa with Peter Occhiogrosso, Poseidon Press, A
1989. By far the most entertaining account of Zappa's life and work, though in-
evitably less than critical and not entirely accurate. Superbly illustrated by A. West.

Cosmik Debris: The Collected History & Improvisations of Frank Zappa, Greg
Russo, Crossfire Publications, 1998. Revised 1999. An invaluable resource that il-
lustrates an exhaustive chronology with many rare photos, record covers and
press clippings. Includes an excellent introduction to 20th-century classical mu-
sic (and its presumed influence on Zappa) by Chris Sansom. Also contains all of
the major lists: discographies, gigs, bands, films, TV and radio appearances, un-

The Frank Zappa Companion: Four Decades of Commentary, edited by Richard
Kostelanetz, Schirmer Books, 1997. A collection of the more intelligent and re-
vealing interviews, reviews and critical articles, Dry, but informative.
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barely detectable, edit in the lead-off
track, “Inca Roads"—Zappa cut direct
from the original tracks, recorded on an
L.A. soundstage for a TV special, to the
guitar solo section from a live perform-
ance recorded in Helsinki, Finland. This
technique of lifting a solo from a live per-
formance is one that Zappa would make
frequent use of, reflecting both his grow-
ing skill as an improviser and dissatisfac-
tion with studio-recorded guitar solos.
Zappa had been taping the M.O.L’s
live performances since their first gigs in
1966, and Dick Kunc made many excel-
lent recordings on a portable setup that
included an 8-channel mixer and a 2-track

THE TOY SPECIALISTS Frank was notorious for
pulling solos off of songs

PROFESSIONAL AUDIO SERVICES
that had been done years

539 Eleventh Ave. New York, NY 212.333.2206 www.toyspecialists.com earlier. He'd pull a guitar

solo off this song and put it

Amazing 32-Channel Minature Control Console on that song. Sometimes
Fits In the Palm of Your Hand! totally different songs.

—Davey Moire

Uher. With Kunc gone, responsibility for
making “road tapes” was delegated to var-
ious members of the road crew, including
Davey Moire and George Douglas. Moire,
who met Zappa during the live recordings
that went into Bongo Fury (1975), joined
the organization when Zappa asked him
to mix FOH for the Royce Hall (UCLA)
concerts, which resulted in the Orchestral
Favorites album (recorded in 1975, but
not released until 1979).

Though road tapes were typically
recorded on a Scully 4-track at 30 ips with
Telefunken C-40 noise reduction, Zappa
also arranged for his guitar solos to be
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lier,” recalls Moire. “He’d pull a guitar
solo off this song and put it on that
song—sometimes totally different songs.”
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Zappa dubbed the technique “xeno-
chrony,” from the Greek words xeno
(strange or alien) and chrono (time). As
he explained, “In this technique, various
tracks from unrelated sources are ran-
domly synchronized with each other to
make a final composition with rhythmic
relationships unachievable by other
means.” For example, in the case of the
Zoot Allures track “Friendly Little Finger,”
the solo guitar and bass were recorded in
a dressing room on a 2-track Nagra and
then later combined with an unrelated
drum track for a piece called “The Ocean
Is the Ultimate Solution,” with additional
instrumentation scored to complement
the newly produced time signatures.
Xenochrony proved to be a powerful new
compositional tool for Zappa, and he re-
turned to it many times over later albums.

Not surprisingly, Zappa’s tape archives
were extensive, if not particularly well cat-
aloged. “But he was uncanny,” says
Moire. “He knew every note of every
recording he ever made. He knew exactly
what was on every single tape he ever
made. And it was all in his head. If he
wanted to work on something, by God,
he’d tell you right where to go to get it.
He’s one.of the most amazing guys I've
ever met, and he had a mind like a steel
trap. Never forgot anything.”

PEDAL-DEPRESSED PANCHROMATIC
RESONANCE AND OTHER HIGHLY
AMBIENT DOMAINS

Starting in 1975, Moire worked on sev-
eral albums with Zappa in Studio B at
The Record Plant. “It had this lovely API
console with the API 550A EQ modules,
and that beautifully warm API input
stage,” Moire recalls. “A lovely desk and
3M tape machines. We did a lot of really
cool stuff. Frank once had me cut a piece
of foam out and mount a Pignose amp
on the harp of a Bosendorfer grand pi-
ano, pointing down to the soundboard in
the piano. Then he went out and put a
sandbag on the sustain pedal, deter-
mined what he was going to play, and
then, with those little rubber mutes that
piano tuners use, he muted out the detri-
mental harmonics, knowing what he was
going to play, knowing which strings
were going to resonate.”

It was during this period that Zappa
fired his manager, Herb Cohen, and be-
came embroiled in various lawsuits
against Cohen and Warner Bros. One re-
sult was that the Zoot Allures final master

www.mixonline.com

had to be cut from Zappa’s own 15 ips
safety copy, as legal complications made
it impossible to recover the 30 ips mas-
ter. Another consequence was that the
live double-LP Zappa In New York (1978)
remained unreleased for over a year, and
Zappa was effectively barred from
recording in L.A. studios or even gaining
access to his now massive tape archives.
Summarizing the experience some years
later, Zappa noted, “The only way you
can fight a record company is to be able

Recorded at Paramount (while Zappa was still in
a wheelchair), this offen overlooked collection
features novel sonic textures, superb soloing and
swinging big band arrangements. Now available
as a threefer with Hot Rats and Waka/Jawaka.

to afford the legal battle that they’ll whip
on you. A company as big as Warner
Bros. has lawyers from here to Pacoima.
And all they do is smother you in paper-
work, and then you have to wait five
years before you go to court.”

In 1979, four Zappa albums were re-
leased, but two (Slegp Dirt and Orchestral
Favorites) were of older material that he’d
previously submitted to Warners in an at-
tempt to end his contract. The two newer
works—the two-LP Sheik Yerbouti and the
two-volume, three-disc Joe’s Garage—
form an interesting contrast in recording
methods. Apart from a couple of live
tracks recorded on the Scully 4-track and
the xenochronous bass and drums duet
“Rubber Shirt,” all of Sheik Yerbouti's
tracks were built up by overdubbing over
live recordings. Joe’s Garage, on the other
hand, is an all-studio album (recorded at
the Village Recorder and Kendun
Recorders by Joe Chiccarelli), but every
guitar solo except one is xenochronous,
having been extracted from a live per-
formance and “flown in” to the studio mul-
titrack. This unusual process was also used
in reverse: Zappa would pick out a solo,
specify a meter and have drummer Vinnie
Coliauta play along, inventing polyrhyth-
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mic interplay as he went. (For more de-
tails on the Sheik Yerbouti and joe’s
Garage sessions, see Blair Jackson’s “Clas-
sic Tracks” article in Mix, September 1998.)

THE ‘80S—THE UTILITY MUFFIN
RESEARCH KITCHEN

Joe's Garage was the last album that
Zappa made at a commercial studio. Ac-
cording to David Gray, who was part of
the road crew since early 1976, “Frank
was talking about [his own studio] ever
since I first joined, but it got extremely se-
rious in '78. A lot of the reasoning behind
it was logistical. This way, he could work
when he wanted to work and it didn’t re-
quire him to block-book anything so that
he could come in when he wanted to.
And Frank clearly liked to work at night.
And I think he felt he could try a lot of
stuff, in essence at no cost penalty, when
he owned it himself.”

Designed by Rudy Brewer, with con-
siderable input from Zappa and his tech-
nical staff, the studio was a no-expense-
spared professional setup—estimates of
its cost range from $1.5 to $3.5 million.
Essentially built as an addition to the
Zappa home in the Hollywood Hills, it-
self in an almost constant state of modi-
fication, the studio required substantial
foundation work, which was somewhat
complicated by the fact that bedrock was
further down than had been anticipated.
Nevertheless, the Utility Muffin Research
Kitchen (UMRK) was more or less com-
plete by late 1979; the first sessions pro-
duced the single “I Don’t Wanna Get
Drafted,” which had been started at
Ocean Way with Allen Sides engineering.

Gray recalls that UMRK included a
large recording room that was “a little bit
larger than the classic studio. We sort of
had a live-end/dead-end kind of thing
going on. And there was a huge, glassed-
in echo chamber. And a fairly large drum
booth, a very good-sized vocal booth and
then a fairly large, open live-end/dead-
end area with high ceilings. Compared to
what was out there, like The Village, this
room was quite large. It was as good as
any commercial studio.”

In addition to the recording rooms,
the facility included a couple of acoustic
echo chambers, one of them set up for
eight sends and eight returns, along with
a shop area and a tape-storage vault. The
console, a Harrison 4832, fed two 24-
track Ampex MM1200s and a 16-track 3M

M79, plus 2-track and 4-track Ampex
ATR-102s with interchangeable Y%-inch
and %-inch head stacks. Noise reduction
was Dolby A-type, with four M16 racks
for the multitracks and 361 modules for
the 2- and 4-track recorders. Zappa al-
ready owned a selection of outboard
equipment, and he steadily added to his
collection of vintage processing gear and
classic mics. “M50s, U87s, U67s, all the
older ones,” recalls Gray. “He definitely
really liked the sound of the vintage
microphones. We either built or repaired
the power supplies for them and re-tubed
them. And by the time we were done, he
had an excellent complement of vintage
Neumanns and Telefunkens.”

He knew exactly what was
on every single tape he
ever made. He's one of the
most amazing guys
I've ever met, and he had
a mind like a steel trap.

—Davey Moire

The original monitoring included a
soffited LCR array of three-way West-
lake-style JBL monitors with two addi-
tional rear speakers—Zappa anticipated
mixing film soundtracks, and quad was

not yet officially dead. Near-field moni-
tors included JBL 4311s and Auratones.

Hailed by many as Zappa'’s most satisfying studio
album, One Size Fits All features Zappa on frefless
eleciric guitar, George Duke’s virtuoso synthesizer
manipulations, Ruth Underwood’s dazzling
percussion and Johnny "Guitar™ Watson’s flambé
vocals —essential.

Often frustrated by commercial studios’
foldback systems, Zappa requested a so-
phisticated headphone monitoring sys-
tem. “We had a whole little thing called
a ‘self-mix matrix,”” recalls Gray. “Basi-
cally, you could send any channel to this
routing matrix and each individual out in
the room could get four channels that
they could mix themselves in head-
phones. I think we had eight or maybe
10 positions.”

Of the console, Gray says, “I think at
the time, the Harrison was an excellent
choice. It was a reasonably priced con-
sole, as consoles went, and was ex-
tremely flexible. [It was] infinitely re-
pairable, quite modifiable and it sounded
pretty damn good. I think, perhaps, if SSL
had been a little further down the line at

BET IMTERNET GITES

FZ-approved Rykodisc CDs.)
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http://home.epix.net/~eichler/reviews/zappa/overview.htm: Prog-rock fan Bob Eich-
ler's comprehensive overview of Zappa's entire oeuvre. An excellent place to start.

wwwi.stereophile.com/showarchives.cgi?73: A definitive collection of reviews
written for Stereophile by Richard Lehnert. Essential for sorting out the best-
sounding vinyl pressings and CD remasters. (Some LPs still sound better than the

http://globalia.net/donlope/fz/chronology/index.html: A fascinating timeline that
indicates where and when most Zappa tracks were recorded and by which bands.

www.iron-sausage.com/main.htm: A large collection of interviews with Zappa
from a wide range of sources. [Currently unavailable—try in Friendly Little Finger,
a massive collection of links to Zappa-related sites: http:/home.online.no/~corneliu/
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that point, we might have gone that way.
They were shipping this little 2-channel
strip around town. It had in-channel com-
pression and some other things that were
not only desirable but sounded really
good. But delivery was an issue, and they
were kind of new and unproven.”

With his own facility up and running,
Zappa now needed an engineer and, af-
ter putting him through an audition both
in the studio and at a rehearsal space with

his live band, hired Mark Pinske. An ex-
perienced touring sound engineer who’d
worked for Clair Brothers, Showco and
Maryland Sound, and had toured with
Weather Report and Melissa Manchester,
Pinske had been working at Quad Eight
Electronics designing film consoles.
Starting in 1980, Pinske mixed FOH on
the road and, between tours, began mix-
ing live tapes at UMRK; Tinsel Town Re-
bellion, a two-LP set released in 1981, was
his first completed project. By this point,
Zappa had a considerable backlog of 24-
track remote recordings, plus an ever-ex-
panding archive of road tapes recorded
on 4-track and l-inch 8-track. “Some of
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Originally an instrumental album recorded with a
50-piece orchestra, Lumpy Gravy was exfensively
edited and re-sequenced by Zappa while a label

dispute postponed ifs release.

them turned out fairly decent,” says
Pinske. “A number of engineers had left
behind some really brilliant recordings.
When you pulled some of them out, you
just wondered how some of these got so
good.”

George Douglas, who joined the or-
ganization in 1980, remembers making
road tapes from a position just behind the
stage with two Yamaha PM1000 consoles
and a Tascam 8-track. “It was obviously
less than ideal, as far as monitoring
went,” he notes. “After the European tour,
I asked for and got a Midas 32-channel
8x8 and set up a Dolby rig and two 3M
M79 24-tracks.”

The next technology upgrade came
when Douglas and Pinske convinced
Zappa to purchase the Beach Boys’
recording truck. Both the truck and its
Neve console required considerable re-
furbishment—stored for years at Beach
Boy Mike Love’s seaside estate in Santa
Barbara, Calif., the twuck was badly
rusted—and Douglas also built a 150-
channel snake/splitter system, with 102
channels available in the truck. “We told
Frank we had only 90 channels, which
was just as well, as his first mic input list
was for 99 channels,” recalls Douglas. A
Midas console was installed at right an-
gles to the Neve, and two additional
Carvin boards, the fruits of an endorse-
ment deal, were mounted on the truck’s
side walls. Another endorsement deal
with AKG provided the 1981 tour with a
full complement of AKG dynamic and
condenser mics.

Next month—Part 2, in which Frank
Zappa pioneers digital multitrack record-
ing and meets the Digital Gratification
Consort. |

Chris Michie is a Mix technical editor.
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AUDIOPHILE ROTARY CLUB MIXER

USED BY THE MOST INFLUENTIAL CLUBS AND DJs

Club and dance event promoters already know what today’s contract
riders specify; the world’s most discerning D|s will mix on nothing
other than Xone mixers. Introducing the V6, the
world’s first audiophile rotary club mixer. Small
wonder that demand for this highly sought-after
product is already outpacing supply.

Only Allen & Heath, a company known for
building the world’s finest touring and recording consoles, can
bring you tools of the Xone Series caliber. So, just what makes the
Xone:V6 so special for club installations or project studios?

The level controls are custom-built by Penny+Giles™:; oil damped,
sealed-back potentiometers that have a tactile feel you will not

IN THE WORLD. FIND OUT WHY.
believe. In all critical audio paths the Xone:V6 boasts true analog
circuitry, hand-built using only the finest hand-matched
components. We've designed an incredibly robust external
switching power supply, built to withstand the vagaries of AC
power anywhere in the world. And of course we've been building
superior valve preamps into our audio consoles for many years.
These preamps are instrumental in warming the harsh transients
commonly found in so much of today’s program material.

If your talent and applications require the quality, design and build
of this style of mixer, please feel free to contact your professional
audio consultant today and arrange a test drive of the Allen&Heath
Xone:V6. In no time at all, you'll know that you have truly entered
the Pro Xone.
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The Big Trucks

BY BLAIR JACKSON

hese are challenging times

for every aspect of the audio
business. and none more so

than for the hearty souls involvad in
remote recording. The issues facing
this group look familiar to anyone
who owns or works in a conventional
recording studio, including the need
to stay current with gear, staying
profitable in a tough economic cli-
mate, continually looking for new
revenue scurces and adjusting to
changing market conditions, and
dealing with an unending stream of
new competitors—some armed with
semipro equipment, others with mil-
lions to spend. But the remote busi-
ness also has its own unique
pressures; among them are space lim-
itations of remote trucks, interfacing
with video companies on broadcast
and DVD projects, dzaling with the
quirks and inconsistencies of different
venues, constant travel and long,
long days (and nights), and the fact
that most of their work involves live
performances, so they often get only

one shot to get it right.

46 MIX janwary 2003 » wiw.mixonline.com

Recently, Mix spoke with eight of
the tcp players in the remcte record-
ing field about issues they face indi-
vidually and as a group; then, we
constructed a wide-ranging “forum”
from <he separate interviews. Our
cast of characters: Steve Remote,
Aura Sonic Ltd. (Flushing, N.Y.); Peter
Yianilos, Artisan Recorders (Ft. Lauder-
dale, Fla.); Greg Hartman, Big Mo
Recording (Silver Spring, Md.); Randy
Ezratty, Effanel Music {New York
City); Gary Ladinsky, Design FX (L.A.);
Kooster McAllister, Record Plant Re-
mote (Ringwood, N.J.); David Hewitt,
Remote Recording Services (Lahaska,
Pa.); and Richard “Vance” Van Horn,
Sheffield Audio-Video Productions
(Phoenix, Md.). It's interesting to
note that nearly all of these owner/
engineers have been at the top end
of their field for two decades or
more, weathering the vagaries of the
fickle audio business. And, indeed,

that's where the discussion begins.
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The Big

Trucks
Keep Rolling

What does it say about the remote
business that it bas been dominated
by so many of the same companies
tbrough the years? What is the
JSield’s enduring lure?

David Hewitt: It's a funny thing about
this business—it’s a niche and it isn’t one
that any sane person would get into, so
already you’ve eliminated a lot of peo-
ple who might get into it. I mean, the
time and travel requirements are so ex-
treme. And now, it's also something
that’s rather difficult to get into. It costs
a lot to build and maintain a good truck,
and I'm not sure there’s the work out
there to support too many more people.

Still, there are more players these
days. The lower end of the market has
come up—there are a number of small-
er trucks out there—but the question
from the producers and the artists is al-
ways, “What has this guy done before?”

Greg Hartman: You look in the Mix
Master Directory Remote Recording sec-
tion and what used to be four pages is
now 14 pages, so it’s not that new play-
ers aren’t coming along, but because it's
s0 specialized, people tend to call on the
guys they trust to make it work because
of the experience. You've got one shot to
get it right and one shot only, and a lot
of people don’t want to take a chance
with the smaller players.

Almost everyone knows somebody
with an ADAT, DA-88 or Pro Tools rig.
Most musicians can—and some do—call a
local recording studio or a friend with ma-
chines, but our clients choose to call us,
or any of the reputable remote trucks, be-
cause they know the difference. Clients

Vance Van Horn

understand that we offer more
than a rack of multitrack ma-
chines. They want our mic
package, our mic preamps, our
splitters, our monitoring envi-
ronment, and more important-
ly, our clients want a company
that has a deep understanding
of mic placement, interfacing
with P.A. companies and video
trucks, power issues and a long
track record of getting it right.

Gary Ladinsky: I came from
the studio world: slugging it
out for days on end and doing
things over and over and over
again. The live thing is so re-
freshing by comparison. You
do the show, you pack up and everyone
goes home, or on to the next gig. And
there’s definitely an adrenaline rush
when you're doing a live show that’s be-
ing broadcast across the country. It’s like
bungee jumping or something...with a
pack of gear on your back!

Peter Yianilos: It's a labor of love;

there’s no other possible explanation. It's
all-consuming—you can never seem to
get away from it. I think some of it is
that a lot of people in the music busi-
ness are really, really in love with music.
And there’s a certain amount of irra-
tionality involved. I know that applies to
me personally. [ have somebody man-
aging the business side [Natalie Eckart)
to prevent me from making stupid choic-
es because of my love for music. At Ar-
tisan, we've elected to just stay in music
because it's what I really, really love,
and [ know I can do it as well as any-
one, and I'd rather not get into other
sources of revenue just because they’re
revenue. But like I said, it’s irrational!
Besides pressure from the lower
end, tbere’s pressure Jrom above,
too, from the new generation of su-
ber video trucks.
Kooster McAllister: That’s right. What's
happening is all of these new trucks [the
video industry] is putting out now,
they’re spending the money to put in an
Oxford or a Libra or whatever to make
it so that they're a self-sufficient truck
and don't need to pull a separate audio
truck anymore.

Randy Ezratty: The video trucks are at-
tempting to eliminate the need for us, and
I think that’s a big mistake. These video
trucks are putting these very powerful
digital desks in their trucks, and in some
cases, they can do a decent job of pro-
viding audjo and video in the same truck.
But in most cases, it's kind of a sham: It
looks good on paper, but it doesn't quite
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Steven Remote sefs up for a Bruce Springsteen ABC-TV appearance.

have the attention to detail and the actu-
al expertise to really get the job done. Ef-
fanel took the plunge six years ago by
putting a Capricorn in the truck, and we
sort of went through the learning process
in front of lots of people and helped make
it safe for that concept to be accepted on
the road. I'm all for evolution, but the one
thing I do have a problem with is the con-
cept that these small closet-sized control
rooms in a video truck with someone who
doesn't really record music for a living
thinking that they can do a respectable
job—that I have a problem with.
McAllister: The thing is, the people that
video trucks tend to pull from are pro-
duction mixers, as opposed to music mix-
ers. And it’s gotten to where All Mobile [a
video company] at this point has sort of
seen the light and now they will hire me—
even if they dont need the truck—io
come in if they have a music show, be-
cause they realize they don't really have
the expertise to make a good music mix.
Steven Remote: One way we're re-
sponding to the challenges of the super
trucks is diversification. We provide a
wider scope to the entertainment commu-
nity, which includes rentals, audio sup-
port, engineering services and, in 2003,
our new (dual-expanding wall) truck will
be online. It's not your ordinary remote
truck; it's a totally modular design. One
day, it can be set up as a mastering roony;
the next day, it can become an on-loca-
tion Foley room or video-assist for a film
shoot. The idea is to cater to all produc-
tion ventures. It's the prefered situation for
engineer/producers with their own gear
that need a great room on-location. They
can hire the truck, fill it up with gear from
our huge inventory or bring in their own
stuff. You can mix and match as you want.
There’s no need to have “rock 'n’ roll”
equipment on a classical date, etc. The
infrastructure is what makes this work—
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A professional microphone preamplifier is defined by
warmth, presence and clarity — core elements that make
an audio processor desirable. We've designed a NEW

microphone preamplifier that captures all these elements,
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Introducing the Digital MPA™ by ART. With features like
Variable Input Impedance, Selectable Plate Voltage, dual
differential Class A inputs, digital outputs and sample
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high-quality tube dynamic processing devices, and we
prove it yet again with our new Digital MPA. Many years
of research, development and testing have resulted in a
processor every recordist {and dealer) will appreciate!
And with the addition of digital functionality, they'll be
fully integrated for both analog and digital recording
environments.

1 00000000

‘l! )

N
‘ ' 7"

e

cdem oy [ )
ARV AR S
- \"' “\".
A R IF
) =2 e
S e ‘|ttf- ~—® —u
P 4

DIGITAL MPA FEATURES:

 Variable [nput Impedance For Flexible Microphone Voicing
(150 Ohms to 3000 Chms)
» Selectable Tube Plate Voltage
* Large VU Meters and Peak-Hold LED Meters
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* improved Discrete Class A Input Microphone Preamplifier
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* Front Accessible Instrument Input Jack With Very High Input Impedance
* Automatically Switches To Instrument Input When You Plug In

The Digial MPA afso fee'ures digital connectivily for use with
various digital processons and dightal recording devices.

THE DIGITAL INTERFACE FEATURES & FUNCTIONS:

* A/D Insert Jacks

® 24 - 204KHz External Sample Rate
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® 24/ 16 Bit Switchable Dithering

* Wide Dynamic Range A/D

* Rotary Encoder For Quick Selection of Sample Rate and Qutput Format
« Separate Analog and Digital Level Controls

* Fast and Accurate Digital Level LED Meters

« ADAT Optical 1/O

* Sync to Incoming ADAT Data Rate

* Switch Selectable Optical Output (S/PDIF or ADAT)

* Selectable Pro/Consumer Qutput for Digital Format

* AES/EBU Output on Cannon Connector

* Two Wordclock Jacks Allowing Loop Through

Tube Processing. From the innovative minds at ART.
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i's all there: speakers, monitors, patch-
bays, computers, distribution communica-
tions, proper power, HVAC, lighting, etc.
For big TV shoots, we can set up to four
48-channel consoles—two music mix con-
soles, a broadcast desk and the “guest” po-
sition, which could be a Pro Tools rig or a
playback desk. After that date, change it
again by placing a small console and a
bunch of couches if applicable or trans-
form the room into a rehearsal space or
whatever floats your boat.

Yianilos: Video trucks have been get-
ting richer and richer. Sports have been a
real solid market for them. They're about
the only people in the business that can
afford a $700,000 console. Audio trucks
cannot support that investment. So they
put that console in there and then the
next step is to throw in some tape ma-
chines. My experience is that very, very
few video trucks I've been in—and I've
been in the best—have really what I
would call a mixing environment. They
have noisy power supplies, improperly

Focusrite

Mic Pre and EQ with variable high- and
low-pass filters based on the legendary ISAI10

placed speakers; they just don’t have the
audio side down. So I'm not worried
about that in terms of my own business.
Vance Van Horn: At Sheffield, we have
video and audio trucks and we keep
them separate: The audio truck is almost
all entertainment, and the video trucks
are almost all sports. We have just started
to combine both trucks as packages for
people. We just did a DVD for Jimmy Eat
World where we used both. The audio
truck is almost always paired with a very
high-end video truck. Oddly enough,
some of these big video truck owners of
these $6 or $7 million trucks are still say-
ing that they want o bring in an audio
truck even though a lot of them now
have nice audio sections in them. I think
when those trucks came out, everyone
said, “Yeah, you can do the audio in
here,” but now I think there’s a little bit
of a backlash and reality check on that.
It seems as though with the broad
range of projects you all do, you
bave to be ready with any media,
Jrom Pro Tools to MDMs to 2-inch.
Remote: We own most of the popular
recording media and don't have to rent
much stuff. The formats we make avail-
able include DA-98HRs and 78HRs, MX-
2424s, 3324S machines and our 2-inch
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Gary Ladinsky

analog machines. We still have 13 DA-
88s—they are solid workhorses.

Not everyone has upgraded to 24-bit
yet, so when recording 16-bit, I prefer 1o
use the DA-88s. Keeping them in good
condition with proper maintenance is
the key to their success.

Hartman: We do have to be ready. We
have 96 tracks of MDMs, 48 tracks of
hard disk and 48 tracks of 2-inch with
SR. We also have all of our harnesses
ready so that if a client wants to run Pro
Tools, RADAR or DASH machine, it can
be wired in quickly and neatly.

The MDMs will last if you do all of the
right things every single time—day in, day
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out—if you really look at the maintenance
seriously and treat them like your first-
born. That also means running backups
everytime.

There are more and more Hye albums
being made from bands carrying
their own MDMs on tbe road with
them. Pearl Jam put out an entire
tour’s wortb of live CDs that way.
Ezratty: They made pretty good MDM
recordings with really good mic preamps
onstage. Pearl Jam was a client of mine,
and probably still will be if they do a big
live concert [broadcast], but when it came
time to doing live CDs, they made their
own recordings. Same thing with Phish.
We just did Phish’s DVD mixdown, but
we didn’t make the recording; they did it
themselves on the road, and I have to say,
it sounds good.

Van Horn: At the beginning, there was
a lot of resistance [to MDMs in the re-
mote community] and they said, “We're
not going to run the DA-88s and DA-
78s.” I've got news for you—everybody’s
running them. The thing you have to
explain to people is those are semipro
consumer machines and they work great
and they sound great, but the reality is,
a DA-78 is not going to hold up against
a Studer 827; that’s a fact. You can’t al-
ways convince someone of that, though,
and, of course, we’ll run whatever for-
mat they want. We always run a Studer
48-track digital as backup.

Ladinsky: The customer is always
king; we’re here to help and advise.
We’'ll do whatever they want, but, of
course, you have to back everything
up. We do a lot of Sony 48-track stuff.
They’re safe and reliable. But not every-

David Hewitt
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one wants it. If they want DA-88, that’s
fine. If they want MX-2424, we’ll do that.
When we did the Santana Supernatural
[DVD], we did it to RADAR with a 48-
track backup. They originally wanted to
use two RADARs, but I said, “Let’s back
it up with tape.” Same with Pro Tools.
We've never had any failures on any of
the live shows we’ve done with it, but
we always back up on tape.

Yianilos: We’ve been printing every-
thing to 24-bit MDM Tascam. It’s as sim-
ple as this: two-hour tape load. Then
what we generally do is transfer the
tapes into Pro Tools for posting. We
have the HD system, and it sounds beau-
tiful. It changed everything when we
updated. Before, Pro Tools was a con-
venience. Now, it's a really damn good-
sounding format.

We still have analog machines, and,
in fact, I converted mine to 16-track be-
cause now that they’re not requested
much, I'm keeping them as the ultimate
for those that really care. We can always
put a 16-rack on and record their fa-
vorite instruments to that, and then
bounce it into Pro Tools from there if
that’s what they want.

Hartman: We demo’d a lot of hard
disk systems—we looked at the RADAR,
the Mackie, Tascam. We ended up going
with the MXs because the client can walk
away with the drive and plug it into their
Pro Tools rig. There’s no question that
hard disk recording is catching on, but
everybody’s still a little queasy about it.
We always run a linear tape backup.

I think we’re looking at a day, prob-
ably not too far down the road, when
we finish a show, we won’t hand any-
thing over to the client; instead, when
they pay their bill, we will e-mail them a
password and say there are your files,
take them away! That’s coming sooner
than we all think.

McAllister: I'm definitely getting a lot
more requests for hard disk-based
recording, and that’s a scary avenue to
go down in a location recording show.
We just did a Barry Manilow project,
recording it to Pro Tools|HD. Each
show was over two hours long; we did
three shows. And at the end of each
show, when the operator would hit
Stop, the whole system would crash.
Luckily, I had it backed up with DA-98s,
but we really didn’t know until they got
back into New York and had to extricate
all of the audio if the files were even
savable. Pro Tools does not like writing
huge files; you do a three- or four-
minute song and that’s fine. You put it
into record for three hours and the sys-
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Pefer Yianilos

tem doesn’t like it. But I'm taking the
hard disk plunge and getting a RADAR
because it seems to be the most stable;
and the new software version makes it
so that the files are compatible with Pro
Tools, so a transfer can be done.

Has tbe rise of 5.1 and DVD added
much to your business?

Ezratty: These days, we assume that
most of the projects we work on are go-
ing to have multiple format versions.
Even if we're doing a live radio concert,
the concept is that if there’s a visual
component, there might be a DVD. If it’s
a TV thing, it's almost a given that it will
become a DVD.

We've done quite a bit of DVD work.
We did U2's DVD, Brian Wilson, Santana,
Madonna, Korn. The good thing about the
Capricorn is that we also have a Capricom
studio, so the tapes we generate in the
recording we can take back in the studio
and pick up where we left off. So what
started out as a four-day U2 project in
Boston turned into a five-week mixdown
afterward. Santana was a couple of days,
followed by weeks of mixing.

It's a healthy thing for me to be able
to go to the client and say, “You might
not have all of the contractual stuff in
place right now for a DVD, but I think
you better assume that it might happen,
because the extra few thousand dollars
you might spend, plus a little more at-
tention to detail, will pay for itself.” It al-
so tells the client that you're going to
give the project as much attention to de-
tail as you possibly can.

Hewitt: For us, DVD has been the ex-
tra that gets plugged in on top of our reg-
ular work. In some ways, it's like the way
video came onto the scene in the early
'80s; it’s something that’s now a part of
the package. Maybe we get a live CD, a
home video; now, we’'ve got a DVD.

We did a Lenny Kravitz DVD from
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The Big
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the last date on the tour, and in a situ-
ation like that, we don’t do all that
much differently because we’ve always
been interested in delivering the prop-
er ambience for a live show, and that’s
really what the surround is. We already
use a Soundfield mic, generally in the
most favorable ambient position we can
find, and hopefully a couple of omnis
in the far corners and some additional

audience mics so that the mixer has full
options when he takes it back to the
studio. What we’'ll often do is put those
on the 8-tracks and really spread them
with individual mics and all that, and
then print a stereo submix of the audi-
ence on the 48-track, but give them the
option of going back and starting it up
for the DVD.

McAllister: In the past, I used to mix
my audience down to two tracks; now,
I'll just run a separate DA-98, broken
out to at least eight audience mics, so
that whoever mixes it can dial in what-
ever depth they want when they go to
post it.
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Did September 11 affect your busi-
ness much? What does the current
climate look like?

Remote: For us, 1999 was the year to beat
economically. At the beginning of Sep-
tember, I looked in my books and noticed
that we exceeded '99s numbers.
Since we booked solid from September 3
to October 17, with just a couple of days
off and had plenty of dates for Novem-
ber and December booked, I was con-
vinced 2001 was going to be our best
year yet. Well, it didn’t happen. 9/11
wiped out much of the rest of the year
for us. Thanks to a few solid dates, we
hung in there. Things slowed down
dramatically until the middle of March
[2002], then it mushroomed, and has been
pretty busy ever since.

Van Horn: 9/11 affected us quite a bit
on the video side. We were supposed to
do a show at the White House the next
day, so obviously that one went away.
And for the video trucks, a lot of the
sports shows slowed down. The industri-
als and commercial work we do—the big
conventions we fill in the week with—
completely went away for a while, too.

But we just had one of the best years
we’ve ever had, mainly because the video
trucks have done well in spite of 9/11. I
like to think, too, that that the digital con-
sole [an Axiom MT] in the audio truck has
continued to be a draw. As I say to the
rest of [my remote recording colleagues],
when we have a great year and they
don’t, usually the following year is just
the opposite: They have a great year and
we don't. That’s the pattern I've seen.

Ladinsky: For Design FX, the remote
business is only one aspect of our oper-
ation, and we’re doing fairly well. We're
getting some DVD work, but I'd like to
get more. We do some big awards
shows—like we always do the Soul Train
Awards—and there always seem to be
more awards shows! There isn’t as much
live album work as there once was.

Kooster McAllister
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Personally, if I had a record compa-
ny and I had a roster of artists, I'd make
sure [ got something in the can live from
every tour. Down the road, I want to pull
something out, use it as a promo, put
out a record or just get it for posterity.

Of course, no matter how much or
how little work we do, we still have the
problem where we book a show and
then someone else calls for the same day!

Yianilos: We've been more affected by
the general economic climate than by
9 11 specifically. We've found that our
rock-steady clients are still great clients,
but the projects that just fly in the door
are way down. In times like these, i’s nice
to have regular clients, like we've been
doing the Tom jJoyner Morning Show for
the past four years, and we have steady
work with both Univision and Telemun-
do doing music production and mixing.

Hewitt: For us, the business has been
erratic. [ think there’s still a lot of uncer-
tainty out there. Budgets are smaller.

Shortly after 9/11, we did the “Concert
for New York City,” and that’s certainly
one of the most meaningful things we've
done in recent memory; that was really a
very, very special show. We also did one
on the anniversary this year. We went out
1o Liberty State Park, across from the Stat-
ue of Liberty, and they built an outdoor
stage for a public television special with a
classical orchestra and various singers and
so on. We did the dress rehearsal the day
before and then September 11 was going
1o be a live telecast. Well, that day, these
40- or 50-mile-an-hour winds came up,
and they actually had to pull the plug on
the event. You can’t put 90 people onstage
when things are blowing around. What
was interesting is that rather than not
showing anything, they aired the dress re-
hearsal. These performers are so good that
the rehearsal was good enough 10 put on
the air. About the time I got home from
packing everything up, I turned on my TV
to the special and they had this big crane
shot that showed alt of the empty seats.
The camera sort of zoomed into the soloist
and you had that New York skyline and
the space where the towers used to be. It
was very effective. It was like they were
playing for the people who had died;
there was no one in the audience. It made
my hair stand up. a

Blair Jackson is Mix’s senior editor.




) and audio demos is available for just $10 directly from ILIO. Call 800-747-4546 or visit www.ilio.com.

ENNA §YMP H O

e YoupwisDe

(‘ i DN A
4 { !
[_ i W ‘ \ »

Listen. | Believe.

v ‘1
STHINGS j -t -ﬁ: \ =  PERCUSSION -~

V.

xe €3

Th .O@trai CU be 50,000 multisamales on DVD-ROM :Iayé by top

mus.cians M Wenna's world-renowned orchestras. This massive treasury of Strings, Brass. Woodwinds,
and Percussion wits captured with proneering recording technology in a specially constructes sound sthige.
Every instrument and section was recorded in one finely tuned environment for sonic co~sistency throughs
our the hibrary. Expertly programmed for TASCAM GigaStudio and Emagic £XS24 Over 40 gigs! $1,890

Th e Pe rfO r m a n Ce Set An unprecedented approach to symphonic 2xpressiveness. 40,000 special

performance elements on DVID-ROM et you play real legato in real-time with multiple dynamics. In addition, peautifuly performed
' runs ard repeated notes ara prografaned to allow the user to change tempos! Achieve a realism that was unth nkab e until now with
creatve capabihties that far sufpass the lir#tations of conventional orchestral sample libraries. Over 40 gigs! $1.490

Vl P the Vienna Innovation Program Become a charter member ot VIP as the Vien-a Symphonic
Liorary gradually expands to 1.5 million samples. Upgrade to bigger coliections on harc disk at affordable
prices. Cress-grade to future software platforms and technologres and feel safe n tne knovrredge that your
investmen:in the future of orchestral music production will last a ifetime.

S0
t VIENNA SYMPHONIC LIBRARY

www.ysl.co.at

S

Listen and Believe. The Demo Cube with over 500 MB of orchestral sample data, MIDI templates, tutorials

P Rt 10
Check out the Vienna Symphonic Libsary website for extensive information and spectacular on-line demaos.
www.vsl.co.at

Visit our fully-enclosed Symphonic Cube at NAMM for an up-close demonstration, booth 6810
World Radio History




88 MIX, January 2003 o

Elliot Scheiner

BY MAUREEN DRONEY

Dialed Into Detail, Capturing the Soul

lished engineers debate who was

the best all-around engineer. It
should have been a difficult question,
given the opinionated nature of the
average audio professional. But in a
few minutes, they were in agreement:
Elliot Scheiner.

Another story: Not long ago, three
producer/engineer/owners of a studio
who had just completed installing a
new 5.1 mix suite were giving me a
tour. As we walked into the new
room, the maintenance technician and
assistant were setting up for the day’s
mix session. To check the positioning
and balances of the multiple speakers,
they were playing back a DVD of Hell
Freezes Over, The Eagles’ live video
recording. There were six people in
the room, all longtime recording stu-
dio veterans, with the requisite jaded tastes, but, when
the first notes of “Hotel California” rang out, we all
stopped what we were doing, jostled for a place in the
sweet spot and settled in to listen. Everyone in the
room was rapt, listening for the pure enjoyment of it.
It was one of those memorable moments. Y’all should
have been there, because the only word to describe
that recording’s sound is “gorgeous.”

The man behind the board for those sessions

was, of course, producer/
| engineer Elliot Scheiner,
someone long-known for
making recordings that
are somehow both pris-
tine and soulful. Since his
early days with Van Morri-
son and notorious task-
masters Steely Dan, he’s
worked with Toto, Jimmy
Buffett, Bruce Hornsby,
Rickie Lee Jones, Smokey
Robinson, David Sanborn
and many others, garner-
ing five Grammy Awards
and 10 additional nominations. He's also been the re-
cipient of two Emmy nominations for Qutstanding
Achievement in Sound Mixing and three TEC Award
nominations. His recent pioneering work in 5.1 sur-
round mixing has made him in demand in the genre;
besides The Eagles, he has done projects for Faith Hill,
Sting, Beck, Steely Dan, Donald Fagen and the current

Ionce heard a group of estab-

www.mixonline.com

surround piéce de résistance, Queen’s A Night At the
Opera.

Scheiner started his career in New York at A&R Stu-
dios, working under legendary producer/engineer
Phil Ramone. For many years, he’s done much of his
work in Los Angeles, but his heart remains on the East
Coast. He makes his home in Connecticut, choosing
to work in Manhattan whenever possible or at Con-
necticut’s Presence Studio. I spoke with him by phone
one autumn morning as he was preparing REM.’s
Document for a 5.1 mix.

Just a few questions about your career beginnings,
Dlease. How did you know that you wanted to be an
engineer?

I didn’t. I was a musician, a drummer. I beat around
in a lot of rock 'n’ roll bands; nobody that really made
it. And I realized, after being on the road in a bus and
doing these horrible tours, that it wasn’t what I want-
ed to do.

At the time, my uncle, Chauncey Welsch, was a stu-
dio musician in New York, an “A” player. I said, “I can’t
do this. But I want to be in the music business; I want
to make records.” He took me over to A&R Studios,
because he was doing a date there, and introduced
me to Phil Ramone. We talked for about five minutes,
and Phil said, “When can you start?” I said, “Now.” And
that was it. I was on the payroll.

Just being in a control room and watching Phil
work was so awe inspiring; I was just so taken by all
that was happening. It was only a jingle, but seeing
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what was going on—the in-
teraction of Phil with the
musicians and the arranger
and the composer, and the
agency people, even—it
was so electric. [ knew right
then and there that that was
what I wanted to do.
Did you spend some years
at AGR working your way
up?
You've got to remember, this
was 1967. So the technology
wasn't archaic, but it was
minimal. Phil taught me the
same way he was taught by
Tom Dowd and Bill
Schwartau. You were given
a room to work in and you had to know
what the room was about. You had to un-
derstand the acoustics of it, where to put
certain instruments, what mics to use on
them and how to place a microphone.
Given all of these variables, sometimes
you put up a mic, and when you listened
in the control room, you'd say, “This does-
n't sound right” We were taught that
when that happened, something was dif-
ferent in the room. There were more peo-
ple or fewer people, or whatever, and that
made it sound different. So you went and
moved the mic until you got it right, be-
cause there was no EQ or compression in
the console; the room that we worked in
had two Pultec EQs and two Fairchilds.
That was that. You were very selective
about what you used.
So there really wasn't that much trouble
you could get into,
[Laughs] That’s absolutely true. You had to
know how to mike an instrument and
where to place it. That was all there was
to recording. You had to be able to mix
because it was pretty much live. It was
only 4-track, so if you were doing a big
orchestra in the room, you pretty much
had to put your rhythm section on one
track. You put the strings and horns on the
other track. That left two tracks open for
lead vocal and background. Since you had
to mix [all of the instruments] to two tracks,
you had to be able to hear what it should
sound like. You had to have some kind of
instinct about what it was going to be.
For a long time, there bas been a trend to-
ward “fix it in the mix.” But I think it’s be-
coming important again to people to get
things sounding right when theyre
recording, because then it’s easter to just
mix instde your workstation.
It depends on who's recording it. For the
guys from my era, that's always been the
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case. We always made sure we recorded
it correctly going in because we felt that
there was no going back. We're still of that
mind, whereas the younger guys, you
know, “We'll just get it in there. I can fix
it once i’s in. We can move it, we can
slide it, we can take out any distortion, we
can add distortion, we can put amps on
it. We can do anything.”

So, I'm not sure that everyone is get-
ting on the page where they think that
they have to record it better going in. I've
seen too many files lately that have no
care put into them Actually, the tracks
that I get on analog are often better. For
instance, I just mixed Beck’s latest record
[Sea Changel in 5.1. It's with a band, and
most of the vocals are live, and it was very
well-recorded. Not only did Nigel Godrich
record it beautifully. but he also put the
effects on tape. He was tatally committed
to it, and it was just awesome to put up
the faders and mix it like that.

Didn’t it used to be a goal to bave a
“straight-tine mix?”

You knew that you were a good engineer
if you recorded it so that whoever was
mixing could put all the faders at zero and
it was a mix. [Laughs] I don’t ever think
that I got that.

In your career, you've worked with many
people who were very sonically conscious.
Well, that was primarily Steely. I've never
worked with anyone else who was into it
ta that degree.

Here’s a quote about Steely Dan and Aja
“It was the record that took their obses-
sion with sonic detail to new heights.”
That would probably be pretty accurate.
Were you that obsessive also?

No. They just liked what I did on certain
things. Like I would end up doing the
tracking and mixing and nothing in be-
tween. They liked the way that I record a
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track. It had the sonic structure
that they liked, that’s all.

Have you consistently used the
same micropbones through-
out your career or are You us-
ing completely different ones
than you did in the beginning?
The funny thing is that a lot of
it has come full circle. When I
started, all we had were really
great tube microphones and,
obviously, the classic list of dy-
namics. But as the newer mi-
crophones started to come in,
everything was about, “Let’s try
this new thing.” It seems like
that's how it was right up until
about 10 years ago. Now, peo-
ple are looking back and going, “Wait a
second, these records that were made 30,
40, 50 years ago really sound better than
anything today.”

I use a lot of the old tube mics, but I
use a [ot of new mics, as well. The one
thing that has maintained a constant for
me over the years is the snare drum mic.
I've used the same one since the first day
I recorded, right up till now.

And that would be?

A [Shure] SM57. And I don’t use a bottom
mic; I only use the one mic on top.

If you were tracking today, what other
drum mics would you likely use?

I'm pretty consistent about the drums. For
the toms, I always use [Audio-Technica]
ATM-25s. I love those mics for toms. They
take a beating, they really do. You can
slam those mics and they're fine. They
sound great flat; I never have to EQ them.
So not only do they take an enormous
amount of sound pressure level, but
they're just great-sounding.

How about for bass drum?

Through the years, it's changed. That was
flavor-of-the-day. We were always search-
ing for the best bass drum sound. When
I started with Phil as an assistant, he used
the [AKG] D-12 on the kick. Most guys
used either the D-12 or the [E-V] 666. 1
used those for quite a long time, and then
the [E-V] RE-20 showed up. After the
RE-20 was the Sennheiser 421, and I used
that for a long time. Now I never touch
that mic. The only mic that I really use for
kick right now is the [AKG] D-112. I will
sometimes use an RE-20 also, but most of
the time, it’s a D-112.

Where do you tend to put the mic on the
kick driem?

Assuming that there’s a hole in the skin,
I put it just a little bit past the hole, just
ever so slightly inside. There have been
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so many trends. [ remember when they
wanted to take the whole head off.
When I started, you basically put a mic
on the beater side or on the other side.
Most guys put it on the front side of the
drum. At A&R, we put it on the beater
side. But you know, if you listen to ear-
lier records, the bass drum sounds
weren't that great.

So, once there was a hole in the front
head, or no front head, you didn't con-
tinue to mike the beater side—you didn’t
need to. And the bass drum sounded in-
finitely better that way. Then, of course,
we started stuffing things in them.
Blankets, bricks, sandbags...

We did all sorts of stuff. Shelly Yakus
worked at A&R also; he and I started on
the same day. And [ remember walking
into his session one day and he’d rigged
this thing on the house bass drum where
he took the head off but left the screws
on. Then he took bungie-style cords and
a tape reel hub, attached the bungies to
the hub and hung it right in the middle of
the drum.

Suspended it.

Right. Then he put eyebolts in to secure
an SM57 to the middle of the hub. It was
the best-looking thing. You know, a lot of
times we do things because they look
great.

Really?

=producer, M=mixer, Ezengineer

America: Homecoming DVD (2001,
P/E/M), Human Nature (1998, P/M)

Dave Grusin: Two For the Road: The
Music of Henry Mancini (1996, E)

Donald Fagen: The Nightfly (1982, M)
The Eagles: Selected Works: 1972-1999
(2000, P/E/M), Hell Freezes Over (1994,
P/E/M)

Fleetwood Mac: Very Best of Fleetwood
Mac (2002, P), The Dance (1997, P/E/M)

Glenn Frey: Best of Glenn Frey (2002,
P/M), Classic Glenn Frey (2001, P/M),

In this case, the idea was, how loud can
you be? So, Shelly did this thing, and it
sounded pretty good. I tried it, but [ could
never get it to sound good.

What's sometbing you did because it
looked great?

I did a date once with an Australian artist.
We were working in a smaller room and
it was two guitars, bass and drums. They
were using an enormous amount of amps

to tell you, when the band walked in, they
were frantic with excitement. It was defi-
nitely a vibe.

Right tben, back to drums. Overbead
mics?

[ try to stay with tubes most of the time.
I would use AKG C-12s, I'd use [Neu-
mann] U67s or [Telefunken] 250s.

You prefer warmer ratber than brighter
Jor overbeads.

You knew that you were a good engineer if you

recorded it so that whoever was mixing

could put all the faders at zero and it was a mix.

and they were worried about the leakage.
I knew it would be a problem no matter
what, so I figured I'd do something a lit-
tle weird. I set up scaffolding in the stu-
dio, and I put all of the amps at the top
of the room.

You bad to carry tbem up on a ladder?
Actually, we had guys who could do that.
They set up ladders and carried them up
to the scaffolding. We put the mics up
there, and we did the whole record that
way. I don't know if it made any differ-
ence or not, because we’d never heard
the amps down on the floor! But I've got

20th Century Masters (2000, P), Strange
Weather (1992, P/E/M), Soul Searchin’
(1998, P/E)

Jimmy Buffett: Boats, Beaches, Bars &
Ballads (1992, P), Feeding Frenzy (1990,
E/M), Off to See the Lizard (1989, P/E)

Natalie Cole: Ask a Woman Who Knows
(2002, E), Stardust (1996, E)

Steely Dan: Two Against Nature (2000,
E), Citizen Steely Dan (1993, E), Gaucho
(1980, E), Aja (1977, E)

Toto: Mindfields (1999, P/E/M), Tambu
(1995, P/E/M)

Van Morrison: Moondance surround
mixes, Moondance (1970, E)
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Well, the C-12s are pretty bright. I've used
those and the C-12A. I've even used—as
far as new mics go—these AT-4060s.
Those are tubes, and they’re pretty nice-
sounding, as well.

Do you generally use room mics?

I always put up room mics, but I never
used them all that much. Actually, I'm
using them more now than [ have in the
past.

Because of surround?

Yes, and also even for stereo. Like with
Steely, we recorded room mics on the new
album, and in the mix, I'm using a fair
amount of them, which is different for us.
Where did you record that project?

Sear Sound in New York. All analog.
That’s a change for you.

No, that’s a change for [Steely Dan]. I
always try to record analog. That's my
primary choice. I talked them into it. It
was funny the way that it worked. They
did one song there [at Sear] that was for
a tribute to Joni Mitchell. They have un-
believable mics there, and when you
walk in the door, all of a sudden, it’s
1974. It's wild. There are even beads on
the entryway. So there’s this vibe. And
when we got into the studio, I looked
at Walter [Becker] and said, “Can we do
this in analog?”

You just kind of casually slipped that
in, because you were in that vintage
environment?

Yeah. And he said, “This is a tribute, let’s
do it.” So we did it analog, and they
were amazed; they'd forgotten how
good analog sounds. Because of that,
when we started the new record about
two months later, they said, “Let’s do it
analog.” And we did. The basic tracks
are all analog; all of the overdubs were
done in a workstation.



Fleetwood Mac

THE DANCE

How about mixing?

Analog and digital. Just last week we fin-
ished off a couple of mixes, and Walter
said, “Maybe it's time to A/B the analog
and digital and see what we're going te
use.” So I set it up to A/B, almost per-
fectly, and the analog killed it. And we
were using the 24-bit, 96kHz digital.

I'm surprised.

It was so far beyond it that they weren't
convinced. They said, “Let’s take it to a
mastering room.” So we did and did the
same process, and the analog still killed
the digital on a completely different
machine.

Very few people have actually bad the op-
Dortunity to do that kind of accurate A/B
comparison, listening to the same pro-
gram material in the different multitrack
Jormats, side by side.

I've found that when I do a seminar at
Berklee, the kids want to know, “How can
we get our hands on analog?” They want
it, but it’s not around. That’s becoming a
problem. And I think this is so cyclical—
eventually, it will come back. I'm thinking
about buying the 2-inch 8-track machine,
because when [ mix in surround, that’s
what I use.

But you also use a digital workstation.
If 'm working with old product and ob-
viously the old tape can't be used. You
bake them and you make a transfer, and
that's that. I dump them into (Steinberg]
Nuendo, and I work off of that. Nuenda is
my multitrack. I use a lot of the EQ and
processing in there. When I'm working at
home, I have the Yamaha DM2000 digital
console and Nuendo, and I make full use
of it.

I'm a big fan of bow the guitars on your
records sound. Do you still use a Shure
SM81 for strumming rbythm parts?

I don’t stray much from that. For strum-
ming rhythm parts on guitars, the SM81
is the best as far as I'm concerned. It's
so impacting, so powerful, and it does-

n’t distort. It’s great for that. I've nev-
er used it for anything else.

If you’re going to compress a rbythm gui-
tar, what would you use?

Well, I was using the Summit—the TLA-
100—because it would really slam
down on the acoustic and sound great.
I've recently been using the 160-SL, the
new dbx—the blue-faced one. It's an
incredible-sounding compressor. But like
the TLAs, if you don’t really slam it hard,
it will eat up the top end. When I hit it a
little harder, it sounds more even to me.
You like a tube U47 for picking guitar

Olivia Newton-John, among olhen' Mychobe of

Darts. What else might you use on them?
Nothing.
Nothing? Just leave it alone, no com-
pression?
No, the only time I put compression on a
guitar is on the acoustic strum part. [ don’t
use much compression at all. Like I said
earlier, I grew up not having compressors,
so with Phil, I'd say, “What do you do
here?” Then he’d say, “You use your hand
on the fader.”

You used your hand, you rode a fad-
er and you acted as a compressor. 've
gotten used to doing that. [ watch guys
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come in, throw on a compressor, throw
on an EQ and then never touch the fader
again. Everything is predetermined.

For me, part of it is that I feel, as an
engineer, you are as much a part of the
performance—especially when you are
doing a live band—as any member of the
band. And you're interpreting what
they’re doing and your hand rides dic-
tate that. It's not a constant compression
where everything is safe, everything is
slammed and everything is at a certain
level. A lot of times, the dynamics are to-
tally missing when people do that. It's
like when some guys are digitizing stuff,
they maximize it and there are no dy-
namics. A lot of the problem with music
today is the lack of dynamics.

You use an SM57 for electric guitars,
and you've said you put it on the best
speaker in the stack. How do you find the
best one?

Usually the guitar player can tell you.

I guess I should bave known that.

[ always rely on guitar players: “Where on
this bottom?” And they will point out,
“Right here.” They know exactly where.
For the guys that dont know, you just
mess with it.
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In your career, you seem to be very flexi-
ble in going with changes in technology.
You're very adamant about certain
things, but it's more about bow the fin-
ished product should be ratber than
about what you use to get there.

That's true. Like having a home studio.
That’s something I thought I would never

| grew up not having
compressors. You used
your hand, you rode a fader
and you acted as a
compressor. I've gotten
used to doing that.
do. I'm a big proponent of commercial
studios, and 1 think everyone should
make records in commercial studios and
not in their home. But right now, there are

certain projects that wouldn't be done at
all—smaller records that just don’t have

www.mixonline.com

the budget to do that. The attitude is, if
we can’t do it for a certain amount, we
can't do it. And especially for 5.1, for an
emerging format, there needs to be more
selection, more titles.

So I'm glad to do it. But I still definitely
try to work in major studios for almost
everything.

What aduvice would you offer to someone
starting out?

There is no one way right now because
of all the different technology, but I would
say that finding a mentor, like I did with
Phil Ramone, can be very important—find
someone you really respect. And appren-
tice; try to gain as much knowledge as
you can from that person, and also from
all of the other people in the industry that
you come in contact with.

You have to be respectful of everyone
in the industry. Every day is a learning ex-
perience, and everybody has something
important to offer. B

Maureen Droney is Mix's Los Angeles edi-
tor. This interview and 26 others appear in
Mix Masters, ber new book coming this
month from Berklee Press, wuw.berklee
press.com.
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Joe LoDuca

1PROJECT STUDIO

Scoring Hits From Detroit 'Burbs

rowing up in Detroit in the mid-'60s,
G Joe LoDuca had the opportunity to

soak up the rich Motown tradition.
Built on the back of the working man, Detroit is
infused with the look, smell and sound of ordi-
nary people. “So much regionalization has been
lost in music,” says LoDuca. “Back then, there
was a rock-solid beat that every player in town
had. I remember going to California and sitting
in with groups. I'd be trying to figure out where
the downbeat was!”

In fact, LoDuca—who has remained in the
Detroit suburbs while growing a highly successful ca-
reer as a film and television composer with LA.
clients—had the opportunity to play with many leg-
endary Motown session vets. He even recorded a ses-
sion in the original Berry Gordy Jr. studio. “Pistol Allen
was one of the drummers who played lots of the old
dates,” LoDuca recalls. “His sound and approach to
the beat was everything you remember from Motown.
I also had the opportunity to play with Beans Bowles.
Beans played all of the baritone parts that you re-
member from the Motown hits.”

Local boys do move on, however, and LoDuca
was fortunate enough to hook up with one of them
in 1982 when he scored director Sam Raimi’s first film,
Evil Dead. “Sam’s been critical to my film success,” Lo-
Duca says. “I scored his first three features, and
through him met Richard Kraft, a composer’s rep
who’s now a principal at Blue Focus Management,
one of the largest firms of its kind in L.A. Richard was
also the producer of the Evil Dead soundtrack, which
was my first.

“But, man, that first score taught me that I needed
to do things differently. I was leafing through a click
track book trying to make hits. We also rented the first
Prophet V in Detroit for that date. After that, I bought
a Roland SBX-80. That sync box remains, for me, the
single most revolutionary piece of hardware ever built.
It was rock-solid!”

LoDuca’s work on Xena: Warrior Princess and
Young Hercules (among others), which has earned
him over a dozen Emmy nominations and one stat-
ue, features expressive and highly realistic orchestral
simulations. Consequently, he is picky about the sam-
ples he uses.

“Tlio Entertainment is head and shoulders above
the rest, in terms of creativity and quality,” he says.
“Eric Persing, Bob Daspit and Skippy Lemkuhl are bril-
liant in what they do. Being musicians themselves,
they understand what musicians need. I also appreci-
ate that they make provisions for those of us who use

LoDuca’s SSL-Nuendo-GigaStudio workspace.

multiple pladorms and systems. I have
heard composers assemble entire scores
with little more than the Distorted Real-
ity CD-ROMY’

Little by little, LoDuca’s studio grew
along with his career. At the center of his project stu-
dio sits an SSL SL 4000 G Series board. One might
think that, given his choice to remain a hometown boy
while making a career in Hollywood, LoDuca would
work on Pro Tools to establish simple and complete
interaction with L.A. post houses. But that’s not the
case. His large sound is built with Nuendo, Cool Edit
Pro and three GigaStudio computers, with lots of phys-
ical routing to his board. “Delivering .AIFF or WAV
files instead of a Pro Tools session has not posed a
problem for any of the mix houses we deal with,” he
says. “We are now delivering OMF sessions from Nu-
endo. Cool Edit Pro is a great tool for editing. It's
where we assemble our tracks for final mixdown.

“I've successfully supplied dub stages in L.A., New
Zealand, Paris and Vancouver for close to 10 years
now,” he adds. “At first, we used ISDN lines. Then we
supplied our music editors with dedicated PCs for
transmitting over the Internet via LapLink. Now, just
about everyone has access to high-speed transmission
and FTP software. I really haven’t felt the need to
move over to Pro Tools.”

It’s not always easy being a Hollywood composer
based in Bloomfield Hills, Mich., but Joe LoDuca has
built a pretty nice life for himself and his family. Stay-
ing close to home, LoDuca says that he’s had to build
trust with his clients. “Sure, being far away makes that
trust factor more difficult to achieve than if I were liv-
ing down the street from a producer in L.A.,” he ad-
mits. “But at the end of the day. this business is about
being able to deliver the goods. Fortunately, I've been
able to do that without ever having to leave the area
where I grew up.” |

Gary Eskow is a Mix contributing editor.
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Bob Johnston

BY DAN DALEY

A Fearless Producer on Classic Dylan, Cash and More

s we walk through the hall at BMI in
A Nashville, which has graciously provided a

. huge conference room for this interview, Bob
Johnston gets accosted by virtually everyone of a cer-
tain age who sees him. The receptionist will barely
let go of him, telling an onlooker, “We go waaay
back!” Harry Warner, another BMI veteran, shakes
Johnston’s hand vigorously and reminds him, “You
sure shook up this town.” Johnston, looking a bit
more bedraggled in an open-necked shirt and Bol-
shevik’s beard next to Warner'’s natty-blue sport coat
and razor-creased Dockers, replies, “All I wanted to
do was give the musicians in this town some work.”
“You sure did,” Warner says.

What's more, Johnston gave them the chance to
work with artists who otherwise might never have
passed through Nashville. And his light hand on the
records he produced also probably helped those
artists through doors that might not otherwise have
opened. In Johnston's case, as much as for any other
producer ever profiled in Mix, the records speak for
themselves: Bob Dylan's Highway G1 Revisited,
Blonde on Blonde, Jobn Wesley Harding, Nashville
Skyline, New Morning and Self Portrait, Simon & Gar-
funkel's Parsley, Sage, Rosemary & Thyme, Sounds of
Silence and Bookends, Leonard Cohen’s breathtaking
Songs From a Room and Songs of Love and Hate; John-
ny Cash’s ground-breaking live albums At Folsom
Prison and At San Quentin; and countless other gems
from artists including The Byrds, Marty Robbins, Patti

Page, Willie Nelson, Dan

BOB DYLAN HIGHWAY 61 REVISITED

Hicks and the New Rid-
ers of the Purple Sage.
The Fort Worth, Texas,
native graduated from
staff producer for Colum-
bia Records in New York
(1965-67) to running Co-
lumbia’s Nashville opera-
tions for a couple of
years before becoming
one of the industry’s first
major independent pro-
ducers. There were some
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rough years and the al-
most de riguer run-in with the IRS. But Johnston, now
70, remains an animated conversationalist with a sharp
memory and an even sharper tongue.

What brought you to New York? You were starting to
bave some success as a songwriter:

A music publisher named Robert Mellin brought me

www.mixonline.com

up there. This was 1964. Someone there then helped
me get a staff production job at Kapp Records. One
day, I heard this great record by Aretha Franklin and
I found out that Bob Mercy, who worked at Colum-
bia Records, was the arranger. He was also a producer
for Barbra Streisand and Andy Williams. [ was doing
one of my first productions, this new artist from North
Carolina named Helena Troy, and I wanted Bob to do
the string arrangements. Later, I ran into him in the
hall, and he asked me if I had any songs for Andy or
Barbra, and I said, “No, just some demos.” I played
them, and he thought they were better than anything
else he had, so he asked me if I wanted to work for
him. I said, “Hell, no, but I'll work with you.” He
looked for an office for me but there were none avail-
able, so he found this broom closet down the hall-
way, started tossing pots and pans out of it, and said,
“Here’s your office.”

What was your big break as a producer?

Mercy came over with this old record of Patti Page's
and said, “See what you can do with her.” I went to
see a bunch of movie people in Hollywood and got
this song called “Hush, Hush, Sweet Charlotte” [from
the film of the same namel, and we recorded it. I went
to see Seymour Poe, who worked with [Darryl F]
Zanuck, and told him that there were seven other
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records out on this song—
which wasn’t unusual in
those days—but that Co-
lumbia would get behind
Patti Page doing it, and
there'd likely be an Acade-
my Award nomination in it.
He said, “You've got two
minutes.” 1 put the record
on his turntable, and you
could see the opening string
parts really got to him. Thir-
ty seconds into the song, [
pulled the needle off the
record and he said, “What
are you doing?” I said, “Your
two minutes are up.” He
says, “I'll call you Monday.”
I said, “You'll call me later
today.” He did, and that be-
came a big record.

Sounds like you bad to
bave more than talent in those days—
you also needed testicular fortitude.
What in your background gave you that?
My great uncle was a concert pianist. My
grandmother wrote songs with the guy
who wrote “When Irish Eyes Are Smil-
ing,” and my mother wrote songs till she
was 92, including “Miles and Miles of
Texas,” which Gene Autry and Asleep At
the Wheel recorded. I grew up in a mu-
sical element and I was very sure of my-
self when it came to music. When I was
in the Navy, I stopped into a servicemen’s
club in Boston and I was singing a song
there, and in walks Frank Sinatra. I
stopped singing, but he told me to go
ahead and finish the song. He wouldn't
sing till I was finished. I saw him with his
entourage and some great-looking
women and thought, “That’s a great way
to make a living.”

Not a lot bas changed in the business
since then. But you became a producer in
an era when labels owned studios and
staff producers were given artists almost
as a matter of chance. How did you wind
up producing Bob Dylan’s Highway 61
Revisited?

I heard him, and I wanted to work with
him. He was a prophet, and in another
few hundred years, theyll realize he
stopped the [Vietnam] War. Mercy asked
me, “Why do you want to work with him?
He's got dirty fingernails and he breaks all
the strings on his guitar.” But I wanted to.
I was afraid they'd give him to [Byrds pro-
ducer] Terry Melcher, so I had a meeting
with John Hammond, Mercy and [Colum-
bia Records president Bill] Gallagher, and
they said, “Okay, you do him.”

months. But I figured Dylan
knew something none of us
knew, and I wanted to let
him get it out. Also, I should
tell you that though “Like a
Rolling Stone” was on High-
way 61, it was produced by
Tom Wilson. I produced all
the rest of the songs on it.
What were the sessions for
Highway 61 like?

The old studios on 52nd
Street were a big complex
with tons of staff engineers.
I walked in on the first day,
and there was a German en-
gineer in the studio waiting
for me, and he said, “Vot are
ve vorking on today?” I told

From left: Johnston, Dylon and fiddler Doug Kershaw in session for Dylan’s Self Portrait

Dylan bad bad a falling out with bis pre-
vious producer, Tom Wilson. What did you
bring to the picture, and what was your
[first meeting like?

It was in the Columbia Studios on West
52nd Street. I just walked up to him and
said, “Hi, 'm Bob Johnston,” and he just
smiled and said, “Hi, I'm Bob, too.” As
for producing, I always say I'm someone
who just lets the tapes roll, but anyone

who can't write songs, can’t sing, can't
produce, can't perform really shouldn't
be working with an artist. You need to
relate on their level, if for no other rea-
son than you can stay out of their way
when you need to. All of the other staff
producers at Columbia were tapping
their feet out of time and whistling out
of tune and picking songs based on
what their boss liked last week so they
could keep their jobs three more
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him it was Bob Dylan, and
he said, “Do ve haff to?” And
I'said, “Hell, no,” and got an-
other engineer. [That turned out to be
Mike Figlio, who also recorded Tony
Bennett’s “I Left My Heart In San Francis-
co,” and who would follow Johnston
down to Columbia Nashville a few years
later)

I don’t know how Tom Wilson
recorded him, but when I did Dylan, we
set up all of the musicians in the same
room, with Bob behind a glass baffle so
you could see him. With Dylan, you al-
ways had to keep your eye on him. He
came in and played a song to the band
once and that was how they learned it.
He never counted off, just launched
right into it, so you always had to keep
the tape rolling. And that wasn't easy at
Columbia; we were using 4-track for that
record, 8-track on Blonde on Blonde,
and the machines were way down the
hall. We had union engineers, so one
would be in the control room at the con-
sole with me, and I'd say, “Roll tape,”
and he'd tell his assistant near the door,
“Roll tape,” and he’d yell down the hall
to a guy at the other end, “Roll tape,”
and then they'd start all over again
yelling, “Is tape rolling?” God, it took 20
minutes to get those damned machines
going. It was like a Three Stooges short.
So I got in the habit of using several ma-
chines with Dylan so as not to lose any-
thing. He would start a song on the pi-
ano, and if the musicians dropped out
during it, he’d go to the guitar and start
playing another one. I lost one song that
way and said never again, so [ always
used multiple machines.

How do you mike a guy like that?
I always used three microphones on
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ley Harding, he was staying in the Ra-
mada Inn down there, and he played me
his songs and he suggested we just use
bass and guitar and drums on the record.
I said fine, but also suggested we add a
steel guitar, which is how Pete Drake
came to be on that record.

1 bave to ask about Dylan’s notorious vo-
cal sound change for Nashville Skyline,
If you listen to all of the records in a
row—Highway 61, Blonde on Blonde,
Jobn Wesley Harding and Nashuille Sky-
line—you’ll notice his voice changes on
every one. It's just something that hap-
pened. Skyline was just the most notice-
able change. I never changed micro-
phones on him. Hell, if he came in
singing like The Chipmunks, and if John-
ny Cash came in playing a ukulele, I
couldn’t care less, because they all knew
something no one else knew—they were
artists.

You were recording Dylan at the same
time you were working with Simon &
Garfunkel?

Yes. Always had multiple albums going
on at once. All at Columbia’s Studios in
New York or Nashville. Highway 61 and
Sounds of Silence were done at the same

Format &
Sample Rate
Converter

v -

time, same for Blonde on Blonde and
Parsley, Sage, Rosemary & Thyme, and
Jobn Wesley Harding and Bookends.

Did you ever get Simon & Garfunkel or
Leonard Coben down to Nashville?

Paul Simon came down for about a week
once. But we did Songs From a Room
with Leonard in Nashville.

You followed Tom Wilson onto Simon &
Garfunkel as well, right?

I did. He was the one who had put the
drums and band on [the song) “Sounds of
Silence” while Paul was in England. But
I did the rest of the album.

Dylan and Simon & Garfunkel must bave
been very different working experiences.
Very. Dylan was fast, and you never
knew what he was going to do next.
With Paul Simon, something in the stu-
dio might take an hour, it might take a
day, a week, a month. He was very
meticulous. He knew how to make
records. He had made lots of demos,
and he and Art had [made records] un-
der the name Tom & Jerry. He really
didn’t need me or Roy [Halee, then a
Columbia staff engineer and soon to co-
produce with Simon), except to bounce
things off of.

Yoo and Yarfunkel
Vag

Did they do their vocals together?

No, they overdubbed them separately. 1
don’t recall which microphones we used
on them, but Paul helped choose those,
too. He chose the musicians. He hired the
newscaster to come in and record the
[voice-over] for “7 O’Clock News/Silent
Night,” another song that I think helped
end that war,

You produced the two records that
broughbt Jobnny Cash'’s career back to full
steam, the live records from Folsom
Prison and San Quentin,.
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acoustic treatment. Without real bass traps, mixes that
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only the mid and upper frequencies—they do little to stop standing waves that cause severe
low frequency peaks and dips. And if you can't hear the bass range accurately, it's impossible
to create mixes that sound good everywhere.
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total acoustic solution for recording studios, control rooms, video editing suites, home
theaters, churches, and auditoriums.

"Your traps are amazing!" —Ed Dzubak, three-time Emmy Award-winning TV composer

"These are a must-have!” —Peter Moshay (Mariah Carey, Hall & Oates, Paula Abdul)

For full specifications, prices, options, and some great explanations of
room acoustics, please call or visit our web site at www.realtraps.com.
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MIX INTERVIEW |

Columbia didn’t want to do those, either.
But I called Warden Duffy at Folsom
Prison and set it up. Good thing, too. Sold
7 million records.

What was tbe equipment used for Folsom?
We had a truck full of whatever we could
take from Columbia Studios in Nashville.
Charlie Bragg, who was on staff at Co-
lumbia, was the engineer. The show was
done in the prison cafeteria, and it was
huge and echoing, and catwalks and hard
surfaces everywhere. So, we put up as
many mics as we could on the stage,
sometimes a couple or three for each
player, close in. We recorded it to 8-track.
But it was the show that made itself, re-
ally. I think the most important thing I did
on that recording was, instead of having
an announcer work the audience up, I
told Johnny to walk out there and just
say, “Hello, 'm Johnny Cash.” You can
hear the explosion after that.

You ran Columbia Records in Nashville
Jor a short time before going independent.
What prompted you to leave Columbia?
I knew I could do better on my own. Af-
ter Highway 61 and Sounds of Silence,
Columbia put together a pot for the staff
producers, and I got $3,000 in addition to
my pay as a staff producer. After Parsley,
Sage and Blonde on Blonde, 1 got $6,000.
For those records? Screw that. So I went
off on my own.

And during the following two decades,
you produced records for Willie Nelson,
Tracy Nelson, the New Riders, and bad a
JSew bits, such as Michael Martin Mur-
Dphey’s “Wildfire”

I was never afraid of going independent.
I never worried what would happen to
me. I just moved forward.

To coin a pbrase, what bave you done
lately?

I've formed a new record label called
JAM, with myself, [former AM/FM/Clear
Channel executive] Chuck Armstrong and
[veteran music-business attorney] Paul
Marshall. It's going to be a record label
that offers a Bill of Rights for recording
artists. Too much of the business is de-
termined by guys in suits these days, peo-
ple who are too afraid of being fired in-
stead of determined to make good music.
In that kind of environment, there can’t
be another Beatles or Stones.

Wasn't it like that when you were staff at
Columbia? Didn’t the “suits” bave com-
Dlete control over the artists?

Yeah, but they didn't have complete con-
trol over me. |

Dan Daley is Mix's East Coast editor.
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"l 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
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Liberate your art.

Finarry, Deskror Stupio Toors™
THAT GIVE YOU UNPRECEDENTED FREEDOM.

You need tools that come out of the box, get right to work, and sound great. Mackie's
powered plug—\ins, stadio monitors, and control surfaces give you the power, precision,

and control to instantly take your desktop studio to a new level.
From the company that brings you affordable mixing consoles come desktop studio tools

that are affordable, reliable, and designed for the art you're creating today and the art

you will create tomorrow.

Fower

Accuracy NEEDS POWER. Power NEEDs THE UAD- 1™,
Next generation plug-in architecture. True digital emulations.
Your music deserves the best-sounding plug-ins available on any
DAW platform. Period. Capture the feel of true analog processing
and effects while making a sound so sweet it’s enough (o make a

grown engineer cry.

Precision

HEAR THE COLOR OF YOUR M1X, NOT OF YOUR SPEAKERS.

The award-winning Active Technology™ studio monitors and
subwoofers give you output as true to the incoming signal as can
be. Your sound is all about detail. Hear it all with the HR824,,
HR624, and HR626 studio monitors and HRS120 and
HRS150 subwoofers. Get extreme accuraéy, wider dispersion,

and higher bandwidth—precisely what you need.
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— Contraol

COMPLETE CONTROL AT EVERY
FINGERTIP. Mackie Control™, Baby HUI™.
and HUI™ MIDI controllers with rotary
encoders and touch-sensitive faders give you

the freedom to change as many parameters

as you have fingers, all at the same time. \
Tactile. Precise. Hands-on mixing, editing,

automation, and navigation so intuitive

you'll wonder how you lived without them.

You can even customize your Mackie Con-

trol with a LEXAN® overlay specific to your

choice of software.

Baby HUI and Mackie Control—

get your hands on your tracks.
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freedom to do
what you love.

TOOLS FOR ARTISTS
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www. mackie.com
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Refining the Ring

by Blair Jackson

wo down, one to go. Director Peter

Jackson’s take on The Lord of the
Rings trilogy is a spectacularly ambitious
undertaking: three films, each well over
two hours, released just a year apan.
They were shot all at once in Jackson’s
native New Zealand two years ago, but
the posting and extensive visual effects
work (also mostly in New Zealand) has
been going on ever since, and will occu-
py dozens of people’s days until next
December, when the final episode is
released.

For the sound post-production crew,
the latest installment, The Two Towers,
was an opportunity to build on the sonic
foundation created for The Fellowship of
the Ring and to refine ideas and systems.
The team that brought the sounds of
Middle Earth so brilliantdy to life—and
earned an Oscar nomination in the
process—was largely intact for The Two
Towers, including sound designer David
Farmer, supervising sound editors Ethan
Van der Rijn and Mike Hopkins, and re-
recording mixers Christopher Boyes (lead
mixer and effects), Michael Semanick
(dialog), Michael Hedges (music) and
others. This time around, Boyes also
brought in Gary Summers to help him
with the Herculean premix. Post work
took place at the Film Unit in Wellington,
New Zealand, using an assortment of
platforms, ranging from the Euphonix
System 5 to Pro Tools (the choice of the
sound editors) to Tascam MMRSs.

“Having the library of sounds from the
first film was a fantastic place to star from
when we began working on film two,”
says Van der Rijn. “We were able to real-
ly focus on the areas of the film that were
entirely new: locations, winds, tree talk,
and movement and sounds for massed
Uruk-hai marching and chanting, etc. We
were also able to deepen some sections
of the library, which we already had a
really good basis for, such as all of the
combat sounds, as well as the initial vocal

78 MIX, January 2003

The Two Towers

palettes for the Orcs and Uruk-hai.”

“Having done the first film,” notes
Boyes (who won an Oscar last year for
his work on another “small” film, Pear!
Harbor, and had won previously for
Titanic), “we went into film two knowing
more about the likes and dislikes of the
director: his way of working, his prefer-
ences and knowing what kind of stylistic
approach he likes to wke for certain
scenes. For instance, we have a number
of scenes where music is used to let the
audience experience the events in a more
detached, less visceral way. In these
scenes, effects are treated in such a way
that they take on a ghostly, echo-y quali-
ty—weaving in and out of the music as if
they were swimming in the air around us.
We used this approach on film one in
Boromir’s death, along with slow, dreamy
visuals to stretch out time and space. We
returned to this style in film two; but this
time, it also served as a way of taking the
audience out of the head-on intensity of
the battle for moments of time. In this
way, it allowed us to shift the drama from
individual events to a more massive glob-
al event and, at the same time, give the
audience a rest sonically.

“The success of the first film had
everything to do with the way the second
one went,” Boyes adds. “It was a vote of
confidence in us as a team that he was
willing to let us start the final mix in his
absence. When we started final mixing,
he was still trying to finish [recording]
Howard Shore’s score in London, so we
set up a ‘polycom’: We had a TV monitor
and a camera pointed at us, and he

www.mixonline.com

Re-recording mixer Christopher Boyes

would have the same thing pointed at
him in his hotel room in London. We
would send a computer file via a fat
pipe—an ultra-wideband Internet con-
nection—and then he would sit at a Pro
Tools system with Genelecs and a video
monitor and listen to our pass at the final
mix for any given reel. Then he would
send us back his ideas. It wasn't a perfect
situation, but better to have that than fly-
ing blind or getting typewritten notes and
not being able to see him describe what
he wants. Of course, in the end, he came
home and did his final pass with us on
the dub stage.

“Peter’s notes tended to be really clear
and direct: ‘T want this scene to start real-
ly quiet and subtle and then build. I want
it to have this structure to it—we're going
somewhere with it;” Boyes continues.
“For instance, there’s a scene where the
Uruk-hai are marching on Helm’s Deep,
this fortress built up against a huge rock
cliff, and they’re marching from afar, but
there are so many of them that they set
up this incredible rhythmic pulse as
they're marching. There were certain
desires on the editorial team to have that
really be big and be felt and have this
huge pulsing mass coming at you. And

—CONTINUED ON PAGE 84



Star Trek: Nemesis
A Generation’s Final Journey Begins

by Maureen Droney

henomenon, franchise, lifestyle—

call it what you like. The Star
Trek television series and roster of
movies—not to mention books, the
Las Vegas theme park and merchan-
dising—have created legions of devot-
ed Trekkies who are notoriously picky
about their obsession. So when it
turned out that both a fresh perspec-
tive and a continuum were needed for
film number 10, Paramount’s Star
Trek: Nemesis, the post-production
sound crew had to devise a delicate
balancing act.

“When [ found out | was going to
do the project, I went back and
looked at everything from nine on
down,” says supervising sound edi-
tor Alan Murray, a veteran of the
first Star Trek movie. Murray enlist-
ed the help of friend George
Watters (who worked on the films
up until number five) and Jim
Wolvington (who'd worked on six
through nine) at the behest of co-
producer Rick Berman.

“The producers are, naturally,
very protective of the Star Trek
sound,” he continues. “The fan
base is huge, and they get e-mails
and leters from people saying,
‘What are you doing?” if they
change things. So we were ready with
what we thought they wanted. But
then we saw the film. It's a very differ-
ent Star Trek than has ever been made.
It's dark and action-packed, with tons
of gun battles—a real roller-coaster
ride. [ realized we couldn’t go in a tra-
ditional direction. Also, the director,
Stuart Baird, wanted this Star Trek to
have its own life.”

Murray and his crew found that
many long-established Trek sounds,
like those for the phasers and the char-
acters’ “transports” between places—
which always had a musical base—did-
n't work this time. “When [ put that
kind of sound in, it just seemed wrong,”

PHOTO MAUREEN DRONEY

Murray explains. “What [
decided to do was change
things but keep the pro-
ducers apprised of what
[ was changing. After they
started coming over for
playback, they jumped
right on the bandwagon.
They also felt that this
movie had to break out
of the typical mode—
that it dictated a different
direction.”

“I's a bold-sounding
dub,” agrees sound effects

PHOTO. MARK FELLMAN

On the Bridge, | to r: Jason King, Alan Murray and Frank
Montaiio.

mixer Frank Montaiio. “Stuart wanted to
bring an edge to Nemesis that he predi-
cated visually, and that allowed us a lot
more freedom. The biggest kick was
when we played back each reel and the
producers would come in and say,
We've never done that in a Star Trek
before, but it's good and we like it.””
Building on the original sounds,
effects editor Jason King loaded almost
the entire series’ library, along with
new sound files, onto a Powerbook
and FireWire drives. Even with every-
thing just a few keystrokes away, there
was heavy pressure on the team. As is
common with CGI effects, visuals
sometimes took a radical departure

from what they'd looked like at
temp dubs. “It was pretty intense
at times,” Murray admits. “Some-
times while the director was
waiting, we’d be working on a
scene we'd never seen before,
rying to relate it to the library
and what I thought it should
sound like.
“There are lots of things in this film
that haven't been seen before in Star
Trek: dogfights with five spacecraft
doing all sorts of maneuvers, the little
dune buggy that flies out of a shuttle-
craft. The buggy has wheels, but they
didn’t want it to sound like it had an
axle and an engine. We used jet whines
and a cigarette racing boat with ani-
mals behind it to get a multilayered
sound. Then the aliens showed up and
they also had dune buggies that had to
be totally different! Then there’s the cli-
max, with a huge alien ship so big it
dwarfs the Enterprise. This project just
kept getting bigger and bigger.”
—CONTINUED ON PAGE 84
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The Chamber of Secrets
Sound Secrets of Hogwarts

by Blair Jackson

n the year since Harry Potter and the

Sorcerer’s Stone was released, it has
gone on to become the second highest-
grossing film of all time (after Titanic), one
of the biggest video releases ever and the
cornerstone for what should be a mas-
sively successful franchise. The second
installment, Harry Potter and the Chamber
of Secrets—released in November to huge
crowds—employed the same cast (with a
few additions) and crew. Much of the all-
British sound team who worked on
Sorcerer’s Stone (covered in detail in the
December 2001 Mix) also came back for
the new film, but was augmented by a
pair of Yanks: Sound designer and co-
supervising sound editor Randy Thom,
who's usually based at Skywalker Sound
in Marin County, Calif, worked with
Potter director Chris Columbus on
Stepmom and Bicentennial Man. Co-
supervisor Dennis Leonard, another
Skywalker veteran, had worked with
Thom on a couple of Robert Zemeckis’
recent films, as well as The Iron Giant and
other projects.

In general, Harry Potter and the
Chamber of Secrets is a louder and more
intense film than Sorcerer’s Stone, with
numerous interesting set pieces and
exciting action sequences that allowed
Thom plenty of creative opportunities.
Thom did nearly all of his work in Pro
Tools doing his initial conceptions at
Skywalker, but then headed over to
Shepperton Studios in England for the
buik of the assignment. Here are a few of
his sound effects secrets.

THE WHOMPING WILLOW

When Harry and his friend Ron Weasley
fly to Hogwarts in a bewitched car at the
beginning, they crash it into a termifying
tree that has great moving limbs that
attempt to crush the car and its occupants.
“I was grateful that Chris [Columbus] was
willing to drop the music for most of that
sequence, because that's one of those
scenes that could’ve been a just a cacoph-
ony of music competing with sound
effects,” Thom says. “My position about a
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sequence like that is, if the intensity
and peril in a scene are explicitly
being shown, there’s really no reason
to underscore it with music.” As for
the willow’s sound, “There’s lots of
creaking of the limbs, some of which
is just the old balloon trick: If you
blow up a normal party balloon and
you hold it in both hands and sort of
twist it so that your hands squeak
across the surface of the balloon, and
you close-mike it, partly because of
the resonance of the balloon, you get
these great creaking sounds. We also
wanied o give the whomping wiilow
a voice—this sort of rr-rr-rrr growl—
so my voice is in there, slowed down and
EQ’d and bass-boosted, etc.”

THE MANDRAKES

In Professor Sprout’s class, the assign-
ment is to re-pot these bizarre plants
that have roots that look a lot like
human babies and scream so loud that
the students have to wear protective ear
muffs. “I told Chris that we're sort of
walking a fine line here.” Thom says.
“Obviously, it needs to be intense, but it
can’t be so intense that it chases the
audience out of the theater. For the
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Sound designer/co-supervising sound editor Randy Thom

sound, we started with a baby crying. A
woman whose husband was working on
the movie had a one-month-old baby,
and we recorded it in this little trailer
inside one of the shooting stages. We
managed to get the baby when it was
waking up and really hungry. Then we
combined that with some female
screams to make it just exotic enough so
that you think, ‘Hmm, I've never heard
anything quite like that before.” Then we
pitched both sounds up, so there’s a lot
of 3 and 4k in that sound.”

—CONTINUED ON PAGE 84



Introducing Fibredrive

The personal fibre channel drive system starting with 72GB of enterprise level storage.

Delivering the same outstanding performance as our A/V SAN™ and A/V SAN PRO™, Fibredrive™ is
the perfect storage solution for users with a single workstation. Using fibre channel technology,
Fibredrive offers exceptional disk performance during live recording, tracking, editing, and mixing.
Fibredrive optimizes its traffic on the PCI bus resulting in 128 tracks of 48k record/playback with
heavy edit density from a single fibre channel drive.

v rE
( i ‘.- "| thought | would just see what this puppy could
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across all 70 tracks, one after the other and sat back
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real working conditions | don't even think about the
» hard drive anymore.”

ol - Chuck Ainlay
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“If you want a lot of 24/96 tracks NOW, the
Fibredrive™ is the answer. | do a lot of multi-track
Fibredrive inciudes: 24/96 recording and editing and this drive blows
the doors off of anything else out there. Instant
random locates. Instant multi-track crossfades
« 72GB fibre channel drive and a lot of saved time.”

« Single drive desktop enclosure

» SNS PCl host bus adapter - Fred Maher
* SNS Software

« 15’ fibre channel cable

Fibredrive is built with the same technology as our A/V SAN™
and A/V SAN PRO™ systems. So when you're ready to expand
to a multi-user,shared storage solution, Fibredrive will be
right there with you.
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Avast and Away!
Creating Future Past on Treasure Planet

by Maureen Droney

D isney magic still manages to bring
out the kid in everybody, including
the veteran creative and production per-
sonnel for the animated feature Treasure
Planet. While you might expect the sea-
soned pros to take a blasé approach to
their work, the opposite was true; all
involved labored to outdo themselves to
bring the modern-day version of Treasure
Island, Robert Louis Stevenson’s beloved
pirate adventure tale, to life. Of course, it
didn't hurt that Planer takes the action
into a universe full of alien worlds and
galactic wonders.

“They raised the bar again on this one
with the animation,” comments Terry
Porter, dialog/lead mixer on a team with
Dean Zupancic, sound effects, and Mel
Metcalfe, music, with the dub taking
place on the AMS Neve DFC at Disney’s
Main Theatre. “I's a combination of 2-D
and 3-D animation, and the picture is
spectacular. Of course, that makes the
bar go up for audio, too. The soundtrack
has to follow with the same degree of
quality and care or it will feel detached
from the picture. Directors Ron Clemons
and John Musker [Aladdin, The Litile
Mermaid] are veterans here at Disney.
They command expertise from all of us.
The picture editor, Michael Kelly [Mulan,
Rescuers Down Under], is also extremely
meticulous. They all have very high
expectations. That puts a lot of good
pressure on us.”

A major challenge was melding ele-
ments of the classic seagoing story with a
large dose of futuristic action-adventure.
“Throughout the project,” says Academy
Award-winning sound designer Dane
Davis (Danetracks owner, The Matrix, 8
Mile, Bound), “the directors maintained
the concept of a 70/30 split—70 percent
familiar, traditional sounds and 30 percent
exciting, fantasy-based sounds. We con-
stantly strove for a balance between them
to create an ‘antique future.”

For example, pirate Long John Silver’s
ship—a creaky, old Spanish galleon with
masts, sails, rigging and rope—floats
through space powered by solar sails that
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crackle and glisten with electrical energy
as they absorb light to power the plasma
rocket engines. “It creaks like a tradition-
al tall ship when it tums or lists,” Davis
says, “but it's floating through a vast
space ocean. It couldn’t sound like water,
but it required the emotion and energy of
wind and surf. Familiar and exotic at the
same time.”

To create the sound for Silver, a cyborg
with a mechanical prosthetic arm, Davis’
team scoured hobby shops and junk
stores for antique windup toys and old
spinning mechanisms. “We were able to
manipulate those sounds to achieve the
sophisticated end result we wanted,” adds
Danetracks’ sound designer Rich Adrian,
“but we purposely used unsophisticated
sources to avoid sounding slick or sci-fi.”

Silver's shape-shifting pet, Morph, got
an even more Organic treatment: “His
molecules are constantly moving and
rearranging,” Davis explains. “I used Jell-O
in my hands to create movements, then
digitally stretched and particalized the
sounds to take it a bit out of our world.
To integrate his movement and voice, we
created vocal components using my
voice through a mouthful of Jell-O.
Morph had to sound believable as an
otherworldly creature, without coming

Lead Disney mixer Terry Porter

across synthetic.”

For most of the other dialog, a tradi-
tional approach prevailed, with clarity
being the goal. “We did some experi-
mentation,” notes Porter, “especially with
Ben the robot, a comic-relief character
voiced by Martin Short. But everything
we tried affected his comedy. Sometimnes,
when you start altering voices you lose
emotion, and the last thing you want to
do in a story like this is affect perform-
ances.

“I had 40 or 50 tracks of various voices
—backgrounds, crowd and spedific peo-
ple,” he adds. “The quantity wasn't as
complicated as just getting a balance. I

—CONTINUED ON PAGF 84
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Lexicon’s flagship full-featured multi-channel/
stereo digital effects system. The 960L has 8
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A more affordable, digital-only version of the 960L
which includes multi-channel/stereo effects and 8
channels of AES/EBU 1/O.

This version can be upgraded to full-featured 960L.

The newest addition to the 360L family - a stereo-
only version of the 960. The 960LS has 8-channels
of high-quality 24-bit/96kHz analog 1/O.

This version can be upgraded to full-featured 960L.

...and Upgradeable

Allows program loads, parameter adjustments, LOGIC?7 is the acclaimed technology - developed
pan moves, and mutes to be recorded and played by Lexicon’s Dr. David Griesinger - for creating
back synchronized to incoming MID! time code. multi-channel signals from stereo sources.
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Two Towers

FROM PAGE 78

[Peter}] came back and said, ‘No, this
needs to be subtle—so subtle that you
feel the pulse, but you also hear the
breath of the warriors waiting for this
oncoming army.’ It was a really poetic
way ta take it, and also, since that scene

Supervising soond editor Ethan Van der Rijn

progresses into absolute chaos and may-
hem, it was a great way to start because
you've got something to build with.”
“What Peter articulated 1o us on the
sound team in terms of his vision for the
sound on film two was not so different
from that articulated to us for film one,”
Van der Rijn concludes. “Rather, it was a
further degpening of certain themes and
motifs that we had started on film one. In
many ways, this whole three-film project
feels like a voyage of discovery that the
whole sound team is engaged in together
with Peter.” |
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Nemesis

FROM PAGE 79

The depth of the sound effects, along
with dialog, ADR and composer Jerry
Goldsmith’s score, made for a record
number of tracks arriving at Universal’s
Hitchcock Stage for dubbing. “On one
reel, we had something like 1,400
tracks,” recalls Montaiio.
“Obviously, when you
get to the final, with dia-
log, music and sound
effects interwoven, there
are times you have to
sacrifice and times you
take center stage. [Dialog
and music mixer] Chris
Uenkins] worked with
Stuart a lot on process-
ing dialog, everything
from pitch shifting and
subharmonic informa-
tion to a lot of different
chambers. They came up
with a very interesting-
sounding track dialog-
wise, which also elevat-
ed everything around it.”
“I tend to gravitate to movies that will
give me a challenge,” says Murray with a
laugh, “and this is definitely one of
them. I think we took it to a new
degree.” |

Harry Potter

FROM PAGE 80
INSIDE THE CHAMBER

Early in the film, Harry is spooked by a
strange voice whispering “Kill! Kill!” in
Parseltongue, a snake language Harry
understands. Thom notes, “This was
really through Harry’s P.O.V., because
once you get the feeling, as an audience
member, that the sound and the visual
images are being channeled through
the consciousness of one of the charac-
ters in the scene on their way to you,
then suddenly the filmmakers have
enormous latitude to stylize the sound.
I sort of wish there hadn’t been as much
real language in the snake tongue as
there was. There’s something about
hearing English dialog that kind of goes
to a different part of your brain than
either music or sound effects does, and
it kind of distracts you and pulls you
back into the literal world, as opposed
to the stylized world. But we still had
fun with it. We did backward treatments
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on it and put it in reverbs and processed
it heavily. The principal trick was to
play each word in some kind of deep
reverb—usually a chamber, with a long
decay time—and then reverse that so
you hear the word sort of rush in back-
ward up to—in the case of the word
*kill'—the first consonant. And then you
hear it play out forward, also with a lot
of reverb, so it gives it this odd, sinister,
otherworldly quality.”

THE BASILISK

The evil snake monster that resides in
the Chamber of Secrets “was quite a
challenge,” Thom says, “because it’s a
giant snake, but it's also like a dragon—
not many snakes have teeth like that. He
had to hiss, he had to roar and there
were times at the end when he was in
pain. We used a variety of things, includ-
ing my voice and some horse vocaliza-
tions, elephants and various other things.
The key, of course, is doing crossfades
that allow you to believe you’re hearing
one thing instead of three or four things
mixed together; one of the tricks is if
both sounds have roughly the same pitch
envelope, I'll alter my voice and the
tiger’s roar dynamically so they’re chang-
ing at the same time. Likewise, if the vol-
ume envelopes are about the same, it'll
help the idea that that's one sound.” W

Treasure Planet
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had to keep it lively and busy, without
disrupting the storytelling aspect or
obscuring the dialog, which you really
don’t want to do in animation. In live
action, you have a visual that helps you
understand the dialog. With animation,
even when the sync is incredible, you
don’t quite have that. You have to ensure
that the dialog is crystal clear.

“We were also fortunate that [compos-
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