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Turn Up the Experience
with Dolby Pro Logic Il

DP563 Dolby Surround and Pro Logic Il Encoder

Audiences love Dolby® Digital 5.1
discrete surround in digital
entertainment such as DTV, DVDs,
and video games. But what about
surround sound for two-channel
audio delivery?

Dolby Pro Logic® Il offers the best
matrix-surround experience for
stereo-only television services,
top-selling video games, or VHS
tapes. With five full-range channels,
improved steering logic for

greater channel separation, and
an exceptionally stable sound
field, Dolby Pro Logic Il remains
compatible with consumer
decoders with Dolby Pro Logic,
stereo, or mono outputs.

Encode your analog or digital two-

channel productions in engrossing

Dolby Pro Logic Il matrix-surround,

now available with the DP563 Dolby

Surround and Pro Logic Il Encoder.

Visit us at the 2003 AES Convention, Booth 418, October 10-13, New York

Dolby, Pro Legic. and the double-D synbal are registered trademarhs of Dolby Laboralo
* 2003 Dolby Labaratories, Inc. Ali nghts resetved. S03 14
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www.dolby.com/pro
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Solid State Logic

10xford +44 {0)1865 8423001 New York w1 (1)212 315 1111 Los Angeles +1 (1323 463 4444
Poris +33 (071 3468 4666 Milen +39 039 2328 094 Tokyo +81 10)3 5474 1144
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The MusicPad Pro® Reinventing how musicians look at music both on and off the stage.

ol G No more fumbling to find the right page during performance. The MusicPad Pro® is here and it will

(stand not included) replace all your printed sheet music. You can scan paper scores, import music from all the popular music
and graphics programs or download music from the Internet into this user-friendly, 12.1-inch tablet-sized
digital music reader.

Compose or make rehearsal notations right on the page of music and then store, change or delete your
marks as needed - all while saving your original score. In fact, you can store up to 5,000 sheets of music*
And turning the page is a snap. A quick touch on the screen or tap on the optional foot pedal will turn
the page for you. You may never miss a note again.

*5,000 page storage capacity available with the MusicPad Pro® Plus. ©2003 FreeHand Systems, Inc. All rights reserved '
MusicPad Pro® and MusicPad Pro® Plus are trademarks of FreeHand Systems, Inc
\/
T™
ic mi i - FreeHand
The sound of music minus the rustling of paper. reerian

Discover the new look in sheet music. Call 1.800.503.6818 or, visit wyww.freehandsystems.com today.




‘Make your mark.

The Eclipse Effects Processor.
The power to create magic
is closer than you think.

.;: < : .3.
M g
) @

The supply of ideas in your head never seems to run dry.
But your supply of cash is a different story. That's where the
Eventide® Eclipse* comes in.

The only effects orocessor in its price range to offer 24-bit/ 96kHz
resolution and true dual engine architecture, Eclipse gives you over
80 algorithms and 300+ factory presets. From reverbs, delays and

choruses to our exclusive Harmonizer® pitch shifting to those = X
uniquely Eventide presets, every effect you'll need is right at your vzn I z
fingertips...and incredibly easy to navigate. And for way less than .

you imagined. Flnd )’OUI’ Sound.

“Eclipse.- From Eventide. Where the inventors of the legendary
PICK 2002 Harmonizer give vou the power to invent the next killer sound. www.eventide.com ¢ 2016411200

REVIEWER'S

Eventide and Harmonizer are registered trademarks and Eclipse is a trademark of Eventide [nc. © 2002 Eventide Inc.
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DriveRack PA™ - 1 thanne! XLR Inpuy and 6 Channel X(R Output

» >110 dB Dynamic Range * Advanced Feedback Suppression (AFS™) = Dual 28-
band Graphiz EQ « Classic dbx® Compressor = 1204 Sub-harmonic Synthesizer * 2x3,
d, 1S, Ixé Crossover Configurations * Stereo Multrband Parametric EQ * Stereo
Dutput Limiters * Alignment Delay = Pink Noise Generator * Auto-EQ with 28-Band
RTA = 25 User & 25 Factory Programs * Setup Wizard

DriveRack® 480 - 4 Input and 8 Outputs with routing * 31 band graph-
ic or 9 band parametric equalizer on every input (pre-crossover) = Dual Real Time
Audio Analyzers < Butterworth, Bessel or Linkwitz-Riley crossover filters © 31 Different
Crossover Configurations » Time Alignment and Transdueer Alignment Delays

» Compressar/Limiter on every output * Speaker Compensation EQ (post crossover)
= Multi-level Security System * Separate House and Show EQ with indwidual

inckouts = TYPE V™ Conversion System * Electranizably balanced/RF filtered XLR
Inputs and Qutputs * Proprietary RS-485 Control Networx  RS-232 PC Interface for

computer display and configuration
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' .
SV

The only

Paul McGartney

Adopt-A-Minefield"

dbx is proud to join with
Sir Paul McCartney and
Heather Mills McCartney
in supporting Adopt-A-
Minefield, a worldwide
organization helping
individuals and families
retwn to their lands and
reclaim their lives. Learn
more at:

www.landmines.org

listens to

on stage.

When you're in front of hundreds of thousands of screaming
fans you need to sound your best  That's why everything Sir
Paul and his entire band hear onstage is processed by DriveRack,
the complete equalization and loudspeaker controller from dbx.
Paul’s monitor engineer John Roden, tells us why “! wouldn’t use
anything but DriveRack. .. #’s more transparent than anything else...”
That might also explain why DriveRack is being used on the lat-
est Incubus and Rolling Stones tours.

You might not be playing in front of as many people night after
night, but that doesn’t mean you don't deserve the great sound
of DriveRack.

The DriveRack PA has all of the processing you need to get the
most out of your PA. The DriveRack PA integrates Graphic
EQ, Advanced Feedback Suppression, Compression, Sub-
Harmonic Synthesis, Crossover, Parametric EQ and Output
Limiters into a single box. And, the DriveRack PA makes all of
these functions easy to use with Auto-EQ and a comprehensive
set-up Wizard. So head over to your dbx dealer today and find
out what DriveRack can do for your PA.

dbx

PROFESSIONAL PRODUCTS

dbx Professional Products + 8760 South Sandy Parkway. Sandy, Utah 84070 « 801.568.7660 * www.dbxpro.com or www.driverack.com

“ A Harman International Company




Remove. Repair. Restore.

Ultimate Restoration tools for PowerCore

TC RESTORATION SUITE - THE SOUND OF SILENCE

DeScratch

This new tool employs unique patented technology that eliminates clicks, scratches and
even long disturbing drapouts. DeScratch is perfect for removing extreme impulsive-type
errors in digital signals or scratched vinyl recordings. At last it's possible to eliminate
extremely large scratches without audible artifacts.

DeNoise

DeNoise removes broadband noise, from tape hiss to static environmental noise. The
Denoiser is fingerprint-based and offers manual adjustment for very precise and predictable
processing results.

DeClick

The DeClcker repairs crackle and clicks with an extremely easy and fast user interface.
The Audition feature allows monitoring of the removed signal parts for optimal results. in
combination with the DeScratcher, small and large artifacts can be reduced dramatically
in just one pass.

PowerCore is the open platform DSP engine for professional signal processing. Serious processing power that seamlessly integrates with
any Audio Units- or VST-compatible host application.

//@\\ THE POWERCORE PLATFORM
-~

PowerCore FireWire PowerCore PCI

Includes Nine Virtual Processors: PowerCore comes with a complete production and mastering set of Plug-Ins: ClassicVerb, MegaReverb, MasterX3
Virtual Finalizer, 247C Limiting Amplifier, Vintage CL, VoiceStrip, Chorus/Delay, EQSat Custom and PowerCore 01 Synthesizer

Add even more: From mastering to restoration, inspiration to innovation. You can expand PowerCore with Plug-Ins by Sony Oxford, Waldorf, TC-Helicon,
D-Sound or TC — New optional TC and 3rd party Plug-Ins are constantly being offered. 11 products are already available!

t.c. electronic

ULTIMATE SOUMND MACHINES®

TC ELECTRONIC A/S DENMARK » © + 45 8742 7000

TC ELECTRONIC INC USA » @ (805) 373 1828 » [FaX] (805) 379 2648

:
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32 Bill Putnam
The Art of Engineering
He was the original engineer, the man most responsible for bringing
recording into the modern age. He was an artist, a designer, a studio owner,
a builder, an acoustician, an inventor and an all-around gregarious guy who
brought art, science and personality to the lab-coat world of engineering.
Among today’s top engineers, the name Bill Putnam is spoken with true
reverence. Here, in Part 1, noted author Jim Cogan looks into the world of
the man who recorded Sinatra, Nat King Cole, Duke Ellington, Hank
Williams, Chuck Berry and so many others.

WHAT 40 Who Owns My DAW?
When Computer/Video Companies Buy Audio Companies
CAN SAVE The precedent for folding audio into the bigger corporate media picture was
THE MUsSIC set in 1995, when Avid acquired Digidesign. During the past year, Apple
INDUSTRY? bought Emagic, Pinnacle purchased Steinberg, and Adobe snapped up
Syntrillium. Even Sony Pictures Digital got in the game, acquiring Sonic
PAGE 52 Foundry's “desktop assets” It seems that we've entered the age of the

“computer/video/audio/production/multimedia/content” industry.

52 Downloading Has Its Price
The May 2003 issue of Mix, entitled “What Can Save the Music Industry?",
received the most overwhelming response of any in Mix's 26-year history. In
this year's AES issue, we revisit the legal and economic issues surrounding
music file sharing and look at the jump in popularity of pay-to-play services.

58 More Comfort, More Efficiency!
The 1950s concept of the “dream kitchen” not only possessed all of the
mod cons of the day, but was designed so that the “lady” of the house
could reach everything without taking a step. In Mix's version, John
McJunkin talks with top studio designers about the furniture and ergonomics
needed for a “dream studio’

On the Cover: Studio D, at
Sound on Sound, was de-
signed by Larry Swist and
features a Pro Tools|HD3
system, Pro Control, cus-
tom Swist mains, Genelec
1631As and Yamaha NS-
10 maonitoring. See page
22. Photo: Robert Wolsch.

136 The Geeks Speak

In his column for Mix, “Tech's Files,” equipment maintenance guru Eddie Ciletti

looks under the hood of studio gear every month. This time out, he takes a
different approach, by letting other top technicians share their tips and ideas.

Check Out Mix Online!

Mix [Volume 27, Number 11) is ©2003 by PRIMEDIA Business Mogazines & Media, 9800 Metcalf Ave., Overland Park, KS 66212. Mix (ISSN 0164-9957) is published monthly except semimonthly in
January. One-year (13 issues) subscription is $52. Canada is $60. All ather international is $110. POSTMASTER: Send address changes to Mix, P.O. Box 1939, Marion, OH 43306. Periodicals Pas
Poid at Shawnee Mission, KS and at additional mailing offices.This publication may not be reproduced or quoted in whole or in part by printed or electronic means without writien permission af the pub-
lishers. Printed in the USA. Canadion GST #129597951; Canada Post Infernational Publications Mail Product {Canadion Distribution) Sales Agreement #0478733.
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Absolute accuracy

-whatever you play

IMK 4061: DPA 4061 Miniature Microphorne. XLR Adapter. Microy

phone holder for strings, Miniature windscreens, Seff-adhesive miniature holder. Minlature magnet

The DPA 4061

DPA":

MICROPH

z \\\'I//
’/ 7l |\\\

E
For more information call 1.866.DPA.MICS or click to www.dpamicrophones.com

DPA Microphones, Inc. info-usa@dpamicrophones.com

JUST ADD TALENT
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216 Power Tools: INA-GRM Tools ST
by Laura Pallanck
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Far all your product infa,
dealers and mare:
www.PianeerPraDj.com
800.782,7210

“"THE SEQUEL"

, GDJ-1000 MI(Z

DIGITAL VINYL TURNTABLE™

Instant Scratching when cueing a song, looping, jumping to a
hot-cue or playing a track in reverse.

The Center Display Cue Marker shows the cue point in relation
to the jog dial’s location, much like pen or tape markers that
DJ's might use on vinyl records.

In addition to the +/-6, 10 and 16 percent pitch ranges, the
CDJ-1000MK?2 offers +/-100 percent “wide” pitch control range
as well as 0.02 percent tempo step in the +/-6 percent range.

The fully functional Digital Out ensures that all of the
CDJ-1000MK2’s digital features are carried over to any digital
environment, even scratching and master tempo.

Extra bright illuminated display ensures readability, even in the
darkest environments.




AT

FROM THE EDITOR

Pro, Semi-Pro and Quasi-Pro

10

e're all in an industry called “Professional Audio,” but, unfortunately, it ain't
always what it seems. Along the way, what was pro audio became entangled
in a lot of other “pros,” such as semi-pro, demi-pro, hemi-pro and quasi-pro.

Sometimes, the blurring of lines makes a lot of sense, like when exotic, audiophile-
consumer amplifiers edge their way into control rooms, or when you find yourself occa-
sionally patching a Mutron Bi-phase pedal into a Neve console to create a certain effect.
Besides keeping our adapter drawers well stocked, the increasing amount of “non-pro”
gear in our lives requires some creative interfacing in the areas of impedance and level
matching. It's enough to make one wistful for the good old days of the all-XLR/+4dBu
environment. Any mastering engineer who's attempted to optimize somebody’s home-
brew mix will yearn for that bygone era when “engineers” understood gain structure,
compression, equalization and what those funny lights on the meters actually mean.

On the product side, with shifting customer segments and a dwindiing “pro” mar-
ket, companies specializing in professional audio gear—such as Avalon, DPA, Manley,
Meyer and Neumann—are facing increased competition from the semi-pro (and even
quasi-pro) side. Meanwhile, computer companies have been buying audio software
firms at a rapid clip (see “Who Owns My DAW?", page 40), often to use just part of
the existing technology and simply abandoning the rest of that company’s line. We're
a small segment of the audio production market, and pro interests don't necessarily
come first during such acquisitions.

Can pro audio exist in a prosumer world? Absolutely, but with some caveats: Keep
an eye on wall warts—the anathema of low-cost gear—as cheap transformers powered
up 24/7 (even when not in use) represent a potential fire hazard and should be pow-
ered down when your gear’s offline. Also, you get what you pay for, so if reliability is
an issue, then spend a little more and get something solid, especially with products such
as mics or preamps that you may be using 10 or 20 years from now. Here, a couple ex-
tra bucks spent for pro gear today could provide an excellent return for years to come.

In our rush to develop pro audio into an “industry,” we've developed job titles such
as “recording engineer” and “sound reinforcement engineer.” Perhaps we should return
to the unfortunately now-archaic term “soundman® (or its modern equivalent, “sound-
person”), as we exist in one of the few disciplines where anyone with $20 can drop by
a Kinko's and print up cards professing themself as an “engineer,” with no training or
certification. In other industries, with jobs such as “structural engineer” or even “loco-
motive engineer,” unqualified persons using an “engineer” title could be subject to civil
and/or criminal action! Who's to blame when some well-meaning but clueless member
of a local church (who knows audio, having once been “in a band*) saves some money
by installing a music store sound system with unsafe rigging, hanging improper cabinets
over the congregation?

Is there any relief in sight? Sure, at AES, a show just for us. At this month’s convention
in New York, you'll actually be surrounded by real products made for pro applications and
real pros talking about the craft. Any true audio professional should feel right at home.

See you there!

George Petersen
Editorial Director

.
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*New for NYG AES,

The GT Brick @ booth 954

www.groovetubes.com

MICROPHON

DREAM ABOUT.

VOG:
Vipre Owners Group

*I heard the Vipre demo at the NY
AES show in New York and |
bougfit one nght away...and gotten
great results | would not have
been able to obtain otherwise.
This is not just another first class
mic pre - this box can help you get
sounds out of your mic's that have
eluded you up until now.”

Walter Becker,
Steely Dan

“I've wsed it on voice, guitar, and
bass, all with stunning resuits!”
Frank Fllipetti,

James Taylot, Carly Simon, Elton
John, Barbara Streisand. P ]
Celine Dion, others

"This box brings out the best from
all my mics. | bought one for
myself after trying it on several
sessions. | highly recommend
this tube preamp.”

Al Schmitt,

Legendary muiti-Grammy winning
engineetr/producer

"I must tell you how wonderful the
VIiPRE’s are...they hear everything!
We mixed on Saturday and the
music sounds clear and extremely
musical. | think that 1 am in love.”
Bruce Botnick.

The Doors, Beach Boys Pet Sounds,
Randy Neuman, ET, Star Trek

VARIABLE IMPEDANCE INPUT
Custom-wound transformers load mics at

300, 600, 1200 or 2400 ohms, muitiplying the
performance potential of every microrhone.
Additional transformeriess balanced bridged,

line and instrument inputs.

VARIABLE RISE TIME

Select between five amplification styles ranging from
Smooth-and-Classic (Slow) to Bright-and-Modern (Fast).
These first two exclusive Vipre features alone provide 25
unique tone-shaping combinations from any single mic!

ALL TUBE, BALANCED CLASS A
Eight Groove Tubes in a fully differential

signal path dramatically lowers noise and

distortion — while expanding bandwidth

(flat from 7Hz to over 100kHz!).

PRECISION GAIN CONTROL

No pots! Custom-built ceramic deck attenuators control
Vipre's incredible 75dB of total gain in 5dB and 1dB
stepped increments for precision gain while maintaining
the integrity of Vipre's fully balanced signal path.

AUTHENTIC VU METERING
Custom-built, back lighted VU meter with
five switchable viewing ranges.

GROOVE
TUBES B«

- Groove Tubes' Vipre

Variable
Impedance
Preamp

*New for AES, booth 954:

“The BRICK”

Our new portable Mic and inst.
3 tube preamplifier for stage or
studio: 30-55dB gain, 3 preamp
tubes, balanced in/Out via our
custom xformers and priced at
only $499 MSRP

Visit our website or call us at 818 361 4500

for complete specs and a list of Groove Tubes
Vipre dealerships.

GROOVE TUBES LI C
CUSTOM SHOP PRODUCTS™

©2003 Groove Tubes LLC Al rights reserved. Groove Tubes, the GT in a circle fogomark,
Groove Tubes Custom Shop Products snd Vipre are tradermerks of Groove Tubes LLC.




-+ You've optimized your desktop production system and made it 5.1 compatible.

Now what about monitoring?

Enter the[Surround Monitor Controller|from SPL: connect, select, switch and

volume-control your surround and stereo sources and monitors with one nifty little

desktop box. Genuine SPL build and audio quality included-for just $769 MSRP.

Take control of your desktop monitoring, With the SMC from SPL.

All you need is imagination, good ears and three letters:

CD/DAT player

+
°J
g T
= <
DAW/DA converter SACD,'DVD player DTRS

= T
.

Surround monitors

As with all SPL products, the SMC is conceived, designed and handcrafted in Germany

SPL USA: toll-free 866 4 SPL USA

info@spl-usa.com

www.spl-usa.com

00”. .
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THE NEW AKG WMS 4000 WIRELESS SYSTEM GIVES YOU MORE!

+ 120 dB dynamic range and full 35 - 20,000 Hz frequency
response for class-leading audio quality
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FEEDBACK

Letters to Mix

REVENGE OF THE
ONE-EARED MONSTER
I was reading Paul Lehrman’s July column and
couldn’t help but laugh out loud. I'd love to be
able to say that his experience was uncommon,
but I've heard many hosror stories about dub
houses. | mixed a sitcom pilot episode last
month that was being produced by a local co-
median. It was a Pro Tools mix, as well, mas-
tered to DV. The guy insisted on using this dub
house in New York. We sent instructions that
it was a stereo mixed master, etc. The tapes
came back overmodulated and mixed to
mono, with a 7.5-second audio dropout 26
minutes into the program. Sounded like some-
one had pulled the audio patch cords for a sec-
ond and then replaced them. | can probably
count on one hand the number of times dur-
ing the past six years that | have seen any kind
of documentation regarding the audio.

Michael Verrette

Composer/sound designer

The Troupe

ONE-EARED MONSTER: THE PREQUEL

I read with interest Paul Lehrman’s anguished
“Insider Audio” column (“The One-Eared
Monster,” July 2003} about the perils of mak-
ing VHS dubs.

Paul brought up a number of good points,
but he also made several major mistakes of his
own;

1) Don‘t ever go for tne cheapest bidder on
a project. Often, when you spend a little more
money (and do it carefully), you get better
work.

2) Don't leave something important like
VHS dubs to an out-of-town dub house and
let them do it without any quality control. If
it's that important, then | say go there and su-
pervise the work yourself. Be present in the
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room when the dubs are happening so that
you can keep an eye on what's going on.

3) | question your overall levels, particularly
for a VHS release. The rule of thumb in the
broadcast community is for an operating level at
-20 (on a digital scale), with peaks not exceed-
ing -10. This is typically done to avoid creating
problems with analog satellite transmissions. In
reality, it's not much of a problem anymore, be-
cause so many facilities routinely use peak limit-
ing, which explains why so many TV projects
sound “squashed.” That said, | believe you need
a little bit of compression for VHS, simply be-
cause a superwide dynamic range isn‘t always
desirable for a program that is viewed on TV,

4) You also commented that MiniDV decks
don‘t have separate digital audio inputs. Actu-
ally, some pro decks do, particularly some of
the industrial JVCs and the dual-format Sony
DVCam decks, which can record standard DV,
as well. The reality is, you would've been bet-
ter off taking your Beta SP master, dubbing it
straight across to DigiBeta and then laying
back your final Pro Tools audio to the DigiBeta.
That way, you would've had zero loss in picture
quality, no additional compression for audio or
video, and uncompromised audio quality.

5) Instead of going through all of this pain
and expense to make substandard VHS tapes,
why not send out DVDs? | bet you could have
rented a decent stand-alone pro Pioneer DVD
recorder for a few hundred bucks and then
made your own discs, one at a time, in a few
days. | know firms that can knock out 100
DVDs overnight for just a few dollars each.

Marc Wielage

Studio Blue Ltd.

Chatsworth, Calif.

Q: WHAT CAN SAVE THE MUSIC
INDUSTRY?

A: MORAL MAJORITY

Though | should start by saying that it's proba-
bly too late. MTV has been the end of intelli-
gent music, regardless of style, for some time.
When you have to watch your music (and
you're not reading a score), it's too late.

The solution is to get parents and schools
to examine and teach music history so that we
can learn where we came from, identify what
people are listening to and finally understand
(and admit) how much music has to do with
American morality. Perhaps if listeners knew,
they would demand more from their “artists, "
who would, in turn, make more stimulating
music.

Itis the industry’s fault for taking advantage

of our youth. They are musical pimps. What
you can do today is turn a loved one onto
something musically different. And support
live, local music.

Tim Ornato

Musician

TOTALLY RADIAL
| was reading the article on Justin Niebank
(“Mix Masters,” July 2003) and was pleased to
learn that he uses the Radial JD7 Injector on his
latest recording. In your article, this was cred-
ited to the guys at Radikal Technologies. This
should have been caught by your editorial
staff. We are Radial Engineering. We dwell in
the frozen northern land of Canada. We build
direct boxes, snake systems, funky tube distor-
tion pedals and the Radial JD7 Injector.

Peter L. Janis

President

Radial Engineering

IF YOU LOVE SOMETHING,

SET IT FREE...

If radio had just been invented this year, the
record companies would be crying, “This will
put us out of business! People will just record
the music they want off of their radios and stop
buying our products. How do we compete
with free?”

Why can‘t the record companies make
money in the same way Nabster [sic] and oth-
ers have become multimillion-dollar compa-
nies? They could set up a Website and give the
%3#&ing music away. Let them supplement
their supposed losses of CD sales by selling ad-
vertising space on their Websites. This is a time
when billions of advertising dollars are being
removed from TV advertising and retargeted
toward Web surfers. Some of these same com-
panies produce TV shows that are paid for by
advertisers’ money, and radio airplay (paid for
by advertisers) has been generating income for
years.

And what will become of CD sales? Re-
member those things called books? They are
still sold by the millions. Why aren‘t people
scanning books and trading them on the Net?
Answer: People want stuff—something to
hold, artwork and information on the artist.
You can‘t wrap an MP3 and give it to someone
as a holiday gift. The record executives need to
start listening to their customers (the ones who
pay the bills) and stop listening to their lawyers
(the ones trying to justify their jobs).

Kip Williams

Abaya Productions
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Exoellence in performance shows up at a very early age.
Since our inception, some 25 years ago, GENELEC's
solid active monitor designs have delivered nothing short
of excellence.

Conducting development at GENELEC is much the
same as getting a fine orchestra to improve on an
already perfect symphonic performance. We
harmonize long fasting relationships between our
customers and developers to build the most reliable
and consistent speakers in the industry. So much so,
that most audio engineers take for granted that it's our
speakers they don’t have to think about.

We want to help you choose the right GENELEC
active monitor for a perfect relationship between you
and your mix. A trip to our web site puts a wealth of
detailed information at your fingertips. One call gets
GENELEC’s special individualized attention and
experience of thousands of perfect installations.

Call GENELEC today. Everything you hear from us is true.

www.genelec.com

GENELEC"
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CURRENT PROFESSIONAL AUDIO NEWS AND EVENTS
KAS REOPENS KAS MUSIC & SOUND

Opening its doors on September 20,
1920, as the Famous Players/Lasky,
Kaufman Astoria Studios (as it is
known now) later went on to be called
Paramount Studios, where Rudolph
Valentino, the Marx Brothers and Glo-
ria Swanson made names for them-
selves. Today, it has reopened its
doors as KAS Music & Sound and is un-
der the direction of Joe Castellon (pic-
tured). This high-tech recording
studio has hosted a range of musicians
such as Placido Domingo, Destiny's
Child, Tony Bennett, Betty Buckley,
Wynton Marsalis and many others.
The new studio will focus on pro-
viding independent producers with

music for their films: A staff of com-
posers and arrangers are on hand to
score the film and record it for pro-
ducers who do not have the re-
sources to do it on their own. Other
recent updates include a climate-
controlled storage area to keep tapes
and hard drives at ideal temperature
conditions, and a studio for dialog
replacements and voice-over work.
The road from Valentino to
Castellon was a bit winding. In
1942, the property was transferred
to the U.S. Army and functioned un-
der the name Signal Corps Pictorial
Center; during this time, the army
produced films for soldiers about

DIGIDESIGN “ACCEL"ERATION
NEW PCI CARD BOOSTS PRO TOOLS

Digidesign (www.digidesign.com)
announced the release of the HD Ac-
cel PCI card for Pro Tools|HD. The
new card delivers nearly twice the
DSP power of existing HD cards and
offers 50% higher voice counts
across all sample rates (44.1 to 192
kHz). Accel may be added to any Pro
Tools|HD system and will provide ex-
clusive access to new, HD Accel-op-
timized plug-ins and features,
including Digidesign’s new Impact
mix bus compressor TDM plug-in
(available immediately). Accel inte-
grates with the entire line of Pro

Tools|HD audio interfaces and pe-
ripherals, so all previous Digidesign
hardware investments remain viable.
Pro Tools TDM 6.2 software, now
shipping with all Pro Tools|HD sys-
tems, is the first release to support
the new HD Accel cards. See
Digidesign’s Website for info on its
special limited-time Accel ex-
change/upgrade program, which
ends December 20, 2003. MSRP for
Pro Tools|HD 2 Accel (Core and one
Accel Process card) is $10,995 and
Pro Tools|HD 3 Accel (Core and two
HD Accel Process cards) is $13,995.

LIZ PHAIR PERFORMS ATTHE VILLAGE

survival on the battle-
front, hygiene in the
tropics and musical
features to keep the
troops entertained. In
1972, when the Army
declared the site “sur-
plus property,” the
studio was saved by a
nonprofit organiza-
tion and designated a
landmark by the U.S. Department of
the Interior. Ten years later, George
Kaufman (in a partnership with Alan
King and Johnny Carson) obtained
the studio lease and renamed it
Kaufman Astoria Studios. Continuing

with its rich history, in 2001, KAS
acquired Master Sound, a recording
studio housed in the complex since
1995.

For more, visit www.Kaufman
Astoria.com.

DOLBY LABORATORIES

DOCUMENTS 5.1 PRODUCTION TECHNIQUES

Now available, Dolby Laboratories’ primer,
Dolby 5.1-Channel Music Production Guide-

umm51

DIGITAL

lines, on creating music in 5.1 channels is available as a free PDF down-
load at www.dolby.com/tech/Multichannel_Music_Mixing.pdf. The
publication covers a range of topics such as proper equipment and speak-
er placement, calibration for proper monitoring, metadata planning and
implementation, program-interchange guidelines and more. Mix and mas-
tering data sheet templates for 5.1-channel projects are also included.
Also in the 5.1 realm, this coming football season’s pro and college
games will be broadcast in Dolby Digital 5.1 surround sound, including
ABC's Monday Night Football. ABC, FOX and other networks will also
broadcast select regular season Sunday and post-season games in 5.1.
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Liz Phair and her band (pictured)
were recently in The Village's (West
L.A.) Studio A, performing live for
an on-air broadcast for Los Ange-
les radio station KCRW's Morning
Becomes Eclectic program. Phair

and company were supporting
their latest self-titled CD. KCRW's
Ariana Morgenstern produced, while
The Village’s Jason Wormer han-
dled engineering; Greg Imler as-
sisted him.

www.mixonline.com
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PAMA UNITES PRO AUDIO COMMUNITY

The professional audio community is
not the neat, tidy industry it once
was. Today, producers, engineers, mu-
sicians and manufacturers must deal
with rapidly evolving economies,
world politics and the dawning of a
new age in technology.

Leadership, then, becomes a criti-
cal function, and that is where PAMA,
the Professional Audio Manufacturer’s
Alliance, steps forward. PAMA is not a
new trade organization; our industry
already has the AES. PAMA is
not strictly a lobbying organ-
ization, though we will lobby
on members’ behalf. PAMA
represents the eaders in in-
novative design, professional
manufacturing and market-
ing of audio products today.

Paul Gallo

PAMA members feel a responsibit-
ity to the customers to always provide
the highest performance value so that
customers can achieve their most am-
bitious creative goals. This is espe-
cially important today, as professional
customers are flooded with product
choices, and not all of them are good.
In fact, many are not.

As a practical matter, PAMA
members will focus on an industry in
transition, identifying new product,
market and distribution
opportunities that can
better serve pro audio
customers, especially those
who are increasingly
working in nontraditional
environments.

The alliance’s mission

includes sponsoring executive-level
summits and alliance business meet-
ings tied to existing events; monitor-
ing what's going on internally in
the industry and reporting on ex-
ternal developments via a Web-based
executive-level digest of news/trends;
building connections within the in-
dustry on common issues; and lobby-
ing to enhance relations with the
financial and legal communities and
the public sector, providing input and
support on standards, education, mar-
ket intelligence and other industry ini-
tiatives, as needed.

In short, this forward-thinking
group of manufacturers will bring to
bear its investment in the quality
brands that support the audio com-
munity so that we all, together, may

FORMER DIGI EMPLOYEES OPEN MINDLAB

The Mindlab Learning Center (www.
themindtab.us) offers Pro Tools soft-
and hardware training,
Digidesign Operator and Expert Certi-
fications, and courses on specific
audio plug-ins for Pro Tools and Mas-
ter Classes with recording engineers,
composers and sound designers who
use Pro Tools in their production work.

The training facility offers two
rooms: a Pro Tools 100-level lecture
room, equipped with state-of-the-
art Mac and Windows XP computers

ware

and seating for up to 12 students;
and an Advanced Curriculum room,

featuring four TDM systems

equipped with a 32-fader Pro Control
with EditPack, and three Control 24
units for hands-on work with Pro

Tools 200/300-level exercises.

“The response leading up to our
opening has been tremendous,” said
Russell Bond, president of Mindlab
and the new owner of the recording
studio, The Annex, where the school
is located (Menlo Park,
Calif.). “We've had people
asking for many levels of
training. The first folks that
have gone through the
courses are very pleased
with their new knowledge
of Pro Tools.”

Former hardware prod-
uct manager for Digidesign,
Robert Campbell is now Mindlab’s
general manager and head instructor.
“After years of working on the devel-
opment teams for Pro Tools|HD and
Digi 002, I wanted to shift my focus
from creating to teaching in order to
show people how to maximize the
potential of Pro Tools,” said Camp-

bell. Other Mindlab instructors in- ¢

clude longtime Digidesign employees
Tom Dambly, curriculum developer;
Mark Kirchner, post-production direc-
tor; and Tom Murphy, Internet audio
technologies.

wwnw.mixonline.com ®
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PHOTO WINSPERING WILL(

COMPILED BY SARAH BENZULY

By Paul Gallo

@ PAMA

face the challenge of change and
navigate a true course to a success-
ful future.

PAMA members include AKG
Acoustics, Allen & Heath USA, Altec-
Lansing, Audio-Technica, Califone,
DiGiCo, Dolby Labs, DTS, Fairlight, Fo-
cusrite, Group One, Harman Pro
Group, Klotz Digital, Manley Labs,
Meyer Sound, Neutrik, QSC, Sennheis-
er, Shure, Sony, Steinberg North
America, Tascam, Telex, Transamerica
Audio Group and Yamaha.

Paul Gallo is the exectitive director
of PAMA. Contact him at pgallo@
pamalliarice.ory.

TAKING REFUGE N THE
WAREHOUSE

Canadian recording artist/
producer Matthew Lien is cur-
rently at Bryan Adams’ Ware-
house Studio in Vancouver, BC,
recording Arctic Refuge. Engi-
neer Michael Harris and West-
ern regional manager for the
Sony SACD Project, Lon Neu-
man, will mix the project to
stereo and 5.1 DSD formats.

Engineer Michael Harris (left} and
artist/producer Matthew Lien
leon bock against the Warehouse
Studio’s Neve console.

October 2003, MIX 17



CURRENT

[ON THE [T 38

Who: Ron Streicher, president-elect of the AES

Main Responsibilities: to provide a “theme” or “agen-
da” to the various standing committees and the
Board of Governors for the society's activities for
the coming year. One of my primary goals will be to
establish a “Speakers Bureau” to assist local sec-
tions in securing qualified and interesting people
to present meetings to their members and guests.

Previous Lives:

® 1972-present, owner/operator of Pacific Audio-Visual Enterprises
(Pasadena, Calif.)

* 1998-present, audio production member at Aspen Music Festival and School

* 1988-present, staff member at Audio Recording Institute

The one profession that I would like to try other than my own would
be...a shoesalesman, because the job requires no lifting of heavy
equipment, no expensive technical equipment inventory and no prob-
lems to take home—or an orchestra/opera conductor!

The one piece of advice that I would give to students entering this
business would be...to be patient. No one starts at the top. Look for
a unique approach or an unusual entry, and one in a “smaller market.”

The last great movie I saw was...Chicago.
The moment I knew I was in the right profession was when...Recording
musical events and radio plays has always been the “right fit” for me.
Currently in my CD changer: Anna Russell’s first CD, featuring her unigue
interpretations of Gilbert and Sullivan operettas and Wagner's "Ring.”

When I'm not at work, you can find me...at the theater or a concert,
at dinner with friends or a Sapphire Group meeting—or at an AES
meeting or convention.

FORGING A NEW LOOK

WSDG REDESIGNS STUDIO/REPLICATION PLANT
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Forge Recording (Oreland, Pa.; www.
forgerecording.com) has moved to a
state-of-the-art, Walters-Storyk De-
sign Group-designed complex. Com-

pany owner Sheldon Granor reported
that the new facility boasts a 400-
square-foot, acoustically accurate,
floating control room outfitted with
a Yamaha DM2000 digital con-
sole and Genelec 1038A speak-
ers; a 900-square-foot live room
(including two iso booths) can
hold a 60-member choir.

Forge Recording offers
recording, overdubbing, mix-
ing and mastering services,
as well as graphic design and
replication in a wide range of
formats. The WSDG team in-
cluded co-principal/interior
designer Beth Walters, part-
ner/senior designer Scott
Yates and design associate
Alex Dixey.

wiew.mixonline.com

OLYMPIC STUDIOS EXPANDS FACILITY

Producers Stephen Street (Blur, The
Smiths/Morrissey, The Cranberries)
and Cenzo Townshend (U2, Skin,
Lightning Seeds) have moved into
London-based Olympic Studio’s
(www.olympicstudios.co.uk) new
programming/pre-production room,
which was part of a recent studio
expansion. Working on an Audient
desk and recording to RADAR and
Pro Tools|HD, the two producers
have also brought in a plethora of
vintage outhoard gear.

The expansion also included an
overdub booth for vocals and gui-
tars, which is adjacent to the pro-

gramming room, and “The Green
Room,” a smaller studio that is
available for lease.

| INDUSTRY LTSI

Courtney Spencer joins Dale Pro Audio (New York City)
as its €00...Jumping over from AMS Neve, Tony Langley
is Euphonix’s (Palo Alto, CA) new VP of broadcast mar-
keting; he will be based out of the company’s New York
sales and service office...First joining M-Audio (Arcadia,
CA) in March 2002, Isabelle Alran has been promoted to
general manager for the company’s UK office, which is lo-
cated just north of London...Overseeing all contracting and other fixed-
application sales across the U.S., Jon Sager has been promoted to QSC's
(Costa Mesa, CA) manager of installed sound...With 104 online radio
streams to manage, Joel Salowitz is SIRIUS’ (New York City) new VP of pro-
gramming operations. ..Mixer/engineer Randall C. Monday (Xena: The War-
rior Princess, Hercules: The Legendary Journeys, Cleopatra 2525, Brotherhood
of the Wolf) has joined Yessian's flagship facility in Detroit...Lesa Kin-
ney has been promoted to Furman Sound's (Petaluma, CA) international
sales manager...Spending the past two years with Steinperg as national
sales manager, John Devins joins Cerwin-Vega (Simi Valley, CA) as the na-
tional sales and marketing manager for professional products...After six-
and-a-half years away from the company, Richie Rowley rejoins BSS Audio
(Hertfordshire, England) as regional sales manager for Europe...John Gar-
butt joins Inter-M Americas Inc. (Chester, PA) in the
development manager position...Adding to its sound re-
inforcement and installed sound division, Mackie
(Woodinville, WA) brings in Dave Hartley, northern area
sales manager in the UK office...The new sales manag-
er for Meyer Sound Belux, the office responsible for
sales and support in Belgium and Luxembourg, is Guy
Van Jole. In other company news, Antonio Alvarado
has been appointed to the newly created position of
sales manager for the Caribbean, and Central and South Americas. Alvarado
will be based out of Miami and will work under the aegis of Meyer Sound
Mexico...Christopher Payne, a founding member of Tekserve's (New York
City) audio team, has been named the company’s audio sales director.

Courtney Spencer

Tony Langley
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ARE YOU WANTED?

The Electronic Frontier Foundation has set up an online “Subpoena
Database” where you can enter in a username or IP address and find
out if you have been subpoenaed by the RIAA for illegal file sharing.
The information, according to the EFF, is drawn from the Washington,
D.C., District Court’s publicly available PACER database and is updat-"
ed when that database is updated. www.eff.org/IP/P2P/riaasubpoenas

35 MILLION ON THE NET—Two-Thirds Oon’t Care About Copyright

People surveyed who don't care if
the music they are downloading is
copyrighted or not:

People surveyed wha care if the
music they are downloading is
«copyrighted or not

B 2eople surveyed who take no
position ar have no opinion

In a recent survey released by the nonprofit group Pew Interret &
American Life Project, data gathered from March 2003 to May 2003,
67% of those surveyed said that they do not care whether the music
they are downloading is copyrighted or not. A little over a quarter of
these downloaders said that they do care, and 6% said that they don't

have a position or know enough about the issue. These numbers are
up 6% from last published data in August 2000.

While downloading seems to be the most prevalent activity for
those surveyed, file sharing was not: Only 21% of current Internet
users said that they share files from their computers. Young adults
continue to dominate downloading: More than half of all Internet
users, according to the findings, between the ages of 18 and 29 have
downloaded music, and almost 10% of those in that age group are on-
line downloading music on any given day. Americans between the ages
30 and 49 are also downloading regularly, with more than a quarter
of Interret users in that age group reporting that they have down-
loaded music to their computers.

Visit www.pewinternet.org to find out more.

GO PHISH ONLINE

At livephish.com, Phish aficionados can download the band's concerts
within two days of the concert—getting three-plus hours of music
from the sound board—for $9.95 (MP3) or $12.95 (higher-fidelity
FLAC files, Mac 0S X-only).

In adcition to the live shows, downloaders can obtain a free copy
of the group’s soundcheck and a late-night jam session that took place
atop an air traffic control tower.

But Phish isn't the only band raking in the online bucks: Pearl Jam
offers exclusive MP3 versions of its concerts at pearljambootlegs.com,
as well as The Who, String Cheese Incident and Ween (ween.com).
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Academy Award™-winning sound edi-
torial house SoundStorm (www.sound
storm.com) has opened a new sound
transfer room. Featuring Pro Tools|HD
and Fairlight DAWs, a wide array of dig-
ital and analog tape machines, digital
and analog video and magnetic film,
SoundStorm is able to transfer materi-
al between virtually any format for fea-

tuce film, television, game and com-
mevcial editorial work.

Motion picture post-production
sound engineer Bruce Black (owner
of pro audio hardware company,
www.blackaudio.com, as well as work
for Skywalker Sound, Dreamworks,
Twentieth Century Fox and many
others) helmed the project.

CORRECTIONS

In the August Mix, Larry Cumings was misquoted regarding the name
of the monitor engineer he works with at the Strawberry Music Festival.

The correct name is Tony Wilson.

On the bottom of p. 16 (August 2003) is a photo with an incorrect caption.
The first person (from teft) is drummer Dave Weckl and not Bemie Kirsch.
Also, The Clubhouse is located in Rhinebeck, N.Y. (not Germantown).

Mix regrets these errors.

| Send Your "Current” News to Sarah Benzuly at sbenzuly@primediabusiness.com.
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NEW YORK CITY

Sound on Sound

By David Weiss

E ven cornerstones of the New York City
studio scene have to make adjustments
to their own foundations from time to time.
The big tweak at Sound on Sound, on West
45th Street, is the addition of Studio D, a
brand-new space built with the acoustics and
care of an SSL room, but fully dedicated to a
Digidesign Pro Tools | HD3 system.

The new room has joined Sound on
Sound's Studios A, B and C, outfitted with
two SSL 9000 J consoles and a Sony Oxford,
respectively, not necessarily because presi-
dent Dave Amlen has a burning passion for
Pro Tools, but because he knows that many
of his best customers do. “Everyone says,
‘What'’s the secret to business?'* Amlen re-
marks. "The secret is listening to what your
clients want: not giving them what you want,
but what they want. If you can do that, it lev-
els the playing field a lot more.”

For Sound on Sound, its full-blown Pro
Tools environment—which they say marks
the first time that a major studio has built a
room from the ground up dedicated to max-
imizing Pro Tools | HD—is a proactive answer
to some record companies’ belief that Pro
Tools can be used by anyone, anywhere, at
any budget to produce a quality disc. "These
are real studios, not just offices that people
threw Pro Tools into,” states Amlen. "They're
designed and maintained by our staff. They
have plug-ins, peripheral outboard gear,
monitoring that's accurate, client services—
everything a client can think of. Yes, it will
cost more than working in someone’s home,
but we also didn't have to shell out large
amounts for a console and tape machines.
There’s a cost savings, and that gets shared
with our clients. The goal was to have a pro-
fessional, acoustically designed environment
where, to a client coming in, the difference
between it and our primary rooms would
strictly be the equipment. It’s a real room.”

Designed by Larry Swist of Lawrence P
Swist Designs (LPS), the inviting 19x18-foot
control room, affixed to a 9x11-foot booth,
houses a Pro Tools | HD3 system with four DSP
process cards and features Pro Control with
24 faders and Editpack for surround panning
and mixing. Video capture and an eye-grab-
bing 42-inch plasma screen make synching to
picture convenient.

“One thing that gave us an advantage
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Dave Amlen, left, owner, and Chris Bubacz, COO, in the back of Studio D at Sound on Sound

is that the big control surface [of a large-
frame desk] gets in the way of the sound,”
Amien says. “In a Pro Tools room, you don't
have a huge console getting in the way of
everything.”

The approach to monitoring was to pro-
vide complete consistency with the rest of the
facility, as well as the most bang for the buck,
using Yamaha NS-10s, Genelec 1031As and
custom LPS Designs main monitors with sub-
woofers, loaded with TAD and JBL compo-
nents. "We have NS-10s and Genelecs
everywhere; we wanted that in Studio D so
the client doesn’t have to relearn the sound
of the monitors,” explains Amlen. "The one
thing we did here to appease the R&B
crowd—because they need a lot of bottom—
was Larry designed something that would
work, instead of spending a lot on an
Augspurger system. It has a lot of bottom,
and it’s great for basic tracking, so in mixing,
you don't all of a sudden ask, "Where did this
come from?’ Digital does not have the bass
roll-off characteristics that analog tape has; if
you don't know what's in your low-frequency
range, you'll be very surprised in mastering
or, worse yet, in the consumer realm.”

The iso booth can comfortably fit a
group of backup singers or a tag team of
percussionists. it won't really hold a drum-
set, however, which is perfectly fine with

Amlen. “That's not the purpose of it. If you
want to record live drums, go into Studio A
or B,” he says. "Each of our rooms has a
purpose it excels in. Studio A is multipur-
pose, but it's optimized for farger tracking
and mixing. Studio B is optimized for small-
er tracking and mixing, and Studio C is op-
timized for mixing and surround. So Studio
D filters into the main rooms. They do all this
Pro Tools work but realize there are limita-
tions, and when they see that there’s an SSL
room, it trickles down to some degree.
That's been a benefit. Unfortunately, there’s
not a lot of artists with big budgets who can
spend $2,500 a day, so you do what you've
gotta do. This Pro Tools room is less than
$1,000 a day.”

It’s all part of a business plan that Sound
on Sound has studied and implemented
since it opened. “Studio D will never com-
pete with our main rooms; the idea was to
supplement them,” Amien says. ”You don’t
want to cannibalize your own business, so
you ask, ‘What's the hole?’ The hole is people
would come in and need high-end monitor-
ing and outboard gear for mixing and live
tracking, but for overdubs, they needed
something more intimate. Now we have a
soup-to-nuts equation.” |

David Weiss is Mix’s New York editor:

PHOTO: ROBERT WOLSCH
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Grab a Beer

The Results Are Here

elcome back.
Last month, I told you something, but
I don’t really remember what, as it was
three months ago for me, and I have been up in Alaska
trying to clear 3,400-foot mountains at 3,415 feet in a
tiny float plane. It turns out that you can do it, but it
scuffs the paint on the pontoons pretty bad.

But I do remember that I promised real-world test
results in the second installment of the in-ear story, so
here goes.

Lets start off with the Hearos and get them the hell
out of the way,

These things are so much smaller than either of the
others that they don't really look like earphones at all,
They are beautifully built, but use the most stupid wires
imaginable: If you touch them at all or if they drag
across your shirt, then a loud, horrible sound is trans-
ferred directly to your eardrums. The expensive model
does this much more than the other. Pretty dumb.

Both models come with foam and silicone tips. Un-
fortunately, neither tip-type fit comfortably. In fact,
they were by far the most uncomfortable, and actu-
ally hurt like hell after 15 minutes in my ears.

And audio quality? Both models had an excellent
top end, but neither had any bottom end at all! None,
nada. These things are tweeters. [ hope I'm not being
too subtle.

But the Hearos did the best job of blocking out out-
side sound. And I don’t mean a little bit, but a lot.
When I used the aggressive silicone earpieces that
came with the super-duper audiophile version, I dis-
covered that with proper insertion (this means shove
them in until your brain bleeds and then back off 25
thou), they eliminated a// outside noise. I think the
blood helps to seal them.

As improbable as this sounds, they do seem to es-
sentially render you deaf to outside sound. I used
them on a very noisy flight from London to Madrid,
and not only was [ spared all engine sound—even
during takeoff—but I heard nothing when the person
sitting next to me talked right at me, nor when the
flight attendant leaned over and yelled in my ear to
take the earphones out for takeoff. And I missed all of
those wonderful announcements; you know, the ones
with 90% distortion and a 30dB peak at 2.1k. Wow!

These things definitely take first place for stopping
sound. Now, if only they could deliver sound. But,
alas, they can’t. Do not buy this product.

BUT WAIT. YOU TOO CAN BE TOTALLY DEAF
As an aside, but maybe a useful one, this company of-
fers an insanely wide selection of disposable foam
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BY STEPHEN ST.CROIX

earplugs, washable and re-usable foam earplugs and
even silicone goo plugs. They have the most amazing
range of stuff to shove in your ears that I have ever
seen, with different amounts of rejection and even dif-
ferent curves! These are the best squishy plugs I have
ever used. The wax that disposables are impregnated
with is very important, as both its characteristics and
amount dictate how small you can mash them. These
got good goo.

They smoosh great and stay crushed long enough
to make proper insertion a breeze. Then, they slowly
expand to eventually block out the noise of any mod-
ern man’s hectic life. They are amazing when it comes
to keeping the world out. As they expand, you feel
sort of like you are being quietly buried alive or maybe
going under general anesthesia, and just when you
think they must be done, they do another 6 dB. And
each model is better than the last one. The highest-at-
tenuation model is old-man hearing-aid pink and has
little tabs to make removal a breeze. I will keep buy-
ing these indefinitely.

AND NOW THIS

Ah, but Uliimate Ears will gladly make you custom-
molded earplugs. 1 chose blue for left and red for right
so I could get it right under adverse emergency ear-
plugging conditions, including times when I am wear-
ing red/blue 3-D glasses. These plugs are very nice, fit
perfectly and are, of course, washable.

AND NOW THIS, TOO

Future Sonics, on the other hand, has a very nice non-
molded, one-size-fits-all, skinned-foam in-ear that
sounds great, costs a fraction of the price of custom-
molded units and ships immediately from stock. You
roll up and squish the foam, shove them in and wait
15 seconds for them to expand and conform to your
own twisted ear canal.

They have a monster low end similar to the cus-
tom units, but you can’t change the LF curve as you
can with the big ones. These are very nice, and they
have a distinct advantage: You can try your buddy’s
out for a couple bucks’ worth of replaceable foam
seals, thereby eliminating the single most daunting ob-
stacle in choosing custom in-ears: You can't friggin’ try
’em out!

SO, WHAT ABOUT THE TWO HEAVYWEIGHTS?

First off, [ must advise that neither company’s offer-
ings have a frequency response curve that you would
want to show to your pet turtle, much less publish,
but it doesn't really matter. Besides the normal onstage
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applications, these things are way cooler
(both socially and thermally) on long
flights than the giant Bose cans, even if
they don't reject as much noise or sound
as “hi-fi.” On every trip, [ am torn between
packing a half-cubic foot of hi-fi or 1 cu-
bic inch of stage-fi. The last three, I took
in-ears.

They don't stick out of your ears, so
you can recline and turn your head with-
out earcups getting in the way. This is also
nice when your mate does not share your
desire to hear “Stairway to Heaven” in bed
at 5 am.

Long-term comfort (and I mean long-
time and long-term) is excellent for both
systems. Eight times a month or so, I find
myself in situations where I will cram a
set of these things in my ears at 8 a.m. and
take them out at 4 or 6 p.m. I have been
doing this for many months now, and I
can happily report that when fitted prop-
erly, you can do this without discomfort
or ear canal agitation.

With that said, I should point out that
the Ultimate Ears extend much further
into your outer ear canal (roughly to your
spinal cord) and look like they would kill
you, but I don't really feel them. They go

deeper in order to ensure a tight fit in an
effort to preserve as much LF energy as
possible.

Interestingly, neither product was ac-
tually “air-tight,” and when queried, both
companies responded with essentially the
same rationale: “Nobody really wants
them air-tight.” They say that their cus-
tomers don't like the feeling of pressure
(or pain) that one can experience when
inserting or removing air-tight items into
their ears, and that they want to hear
some of what is going on around them
while performing. Both are valid points.
These things go quite deeply into your ear
canals, and pressure or vacuum changes
could be significant if air-tight, to say the
least.

But as some of my applications (ex-
treme speed in open air without a helmet)
require total isolation for the suppression
of screaming wind noise, and because I
personally prefer to perform with ab-
solutely no live bleed-through in my mix,
I pursued the point aggressively after I
had a couple of months of experience
with both systems and got answers.

Again, when prodded, both compa-
nies had answers, and again, they were

(z-Qualizer, $1200 MSRP)
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your projects.

The z-Qualizer

Introducing the z-Qualizer by Z-Systems Audio
Engineering. For nearly a decade, the world's top
mastering engineers have relied on Z-Systems digital
equalizers for their daily work. Whatever the job --
pop, metal, country, jazz, or classical -- our digital
EQs are known for delivering the soul of the best
analog processors with the precision that only digital

remarkably similar. Future Sonics sells a
sheet of thin silicone gel that you can cut
into little strips and wrap around the part
that you cram into your head. Thickness
is controlled by how far you stretch the
goo while you wrap it (very litle addi-
tional size is needed to make a properly
fited system terrifyingly air-tight), while
placement is trial-and-error. The goo lasts
for many insertions; heat, sweat, physical
violence and personal hygiene habits de-
termine replacement schedule.

Ultimate Ears, on the other hand, told
me to go to a drugstore and purchase a
$2 box of Dental Wax, a goo primarily
aimed at teens who are tired of their
braces cutting their lips apart during time-
less teen activities like getting to second
base or hittin’ the old bong. You put a bit
of this stuff on, stick the thing in your ear,
wait a minute or so while your brain’s
heat softens it, and then it conforms.

Both systems require some precau-
tions and experience. [ pull down on my
earlobe while inserting the ear pieces to
avoid sealing for most of the insertion,
and then do the rest very slowly. The ob-
vious sharp pain and onset of vertigo that

—CONTINUED ON PAGE 190
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Qualizer

Now you, too, can have the same glorious-sounding
digital EQ algorithms in a small, affordable package.
Break the plug-in habit and hear what

a world-class outboard EQ can do for : Z SUS
[ ]

To locate a Z-Systems dealer near you, contact TransAmerica Audio Group at 702.365.5155 or sales@transaudiogroup.com
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BY PAUL D. LEHRMAN

Audio Products Go Wiid!

The Stuff You Wish You Could See at AES

ILLUSTRATION: JOEL ELROD

its Center to drink overpriced lukewarm coffee,

eat three-day-old sandwiches, lose our voices
from shouting over the din and try to figure out which
way to jump so as to keep ahead of the competition.
And if you wonder why all of the engineers in the
booths look like they haven't slept for two weeks, it's
because they haven’t. They've been working around
the clock trying to get their prototypes up and running
for the show, or at least working well enough so no
one can tell that production is actually still a year away.
But for those of us in the know—and that includes
me, as ['ve been going to these things for more than
25 years (yes, I was there when the New York show
was held at the Waldorf-Astoria)—the real action isn’t
on the floor, or even in the private demo rooms or
high-priced hotel suites. It's in the corridors, the cheap
motels and the alleyways where you will find the truly
revolutionary products, from manufacturers too hip

I t's AES time. Thousands of us will flock to the Jav-
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and too cheap to have an official presence at the
show. And that’s what this column is about: new prod-
ucts that you won't see at this month’s AES, because
they're simply too revolutionary for the general pub-
lic. Like the products on the show floor these days,
they break down almost entirely into two categories:
control surfaces and software plug-ins.

It's too bad that Mackie wasn’t audacious enough
to trademark the words “user interface” and its atten-
dant acronym, because we're about to see dozens of
products that will piggyback on the popularity of its
HUI and Baby HUI control surfaces. Most of these will
be coming from an Indonesian company well-known
for its poor-quality knockoffs of other companies’
gear, and its first products, which will follow the tra-
dition of being named after old comic-book charac-
ters, will be the “Donald’s Nephews” line, comprising
“LUI” and “DUI" (pending dismissal of the expected
lawsuit by Disney).
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LUI® is the Lazy Users Interface. It has
but one physical control: a 2-inch-diame-
ter, trackball-like thingie that can be
placed on a flat surface, held in the lap,
worn on the wrist or put in your pocket.
It is accompanied by a 15-inch LCD screen
equipped with an eyeball tracking system
that determines which parameter you are
looking at and assigns the controller ac-
cordingly. (If you want to operate more
than one control at a time, sticking out
your tongue acts like a Shift key.) A built-
in speakerphone allows hands-free com-
munication with producers, record com-

i *
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pany executives and tech support, and a
voice-operated automatic dialer connects
to local sushi and pizza suppliers (small
delivery charge).

DUI* stands for, depending on your
predilection, either Drunk or Drugged
Users Interface. It's actually a deluxe ver-
sion of the LUI and comes with cup and
can holders, a self-extinguishing ashtray,
and an optional mirrored surface and
nasal cauterizer. The eyeball tracking sys-
tem is supplemented with a brainwave in-
terpreter, so the user doesn't even have to
be conscious to have full use of the sys-

'World Radio Histo

tem. The speakerphone auto-dialer has an
additional feature: It calls a cab at the end
of each session. Another option is a minia-
ture blood-analysis lab designed by a well-
regarded government subcontractor; its re-
sults are admissible in most traffic courts.

Should these devices prove successful,
reliable reports say that there are three
more models already in this company’s
development pipeline: SUI" is a special
workstation controller that will be sold ex-
clusively to record companies. It will op-
erate in conjunction with the Watermarker
plug-in (described below) to prepare legal
cases against artists and consumers sus-
pected of copyright infringement via sam-
pling, downloading, recording streams or
just humming something that they heard

KABLUI, the KAmikaze
BorderLine User Interface,
is brought online only
when a project is so awful
that you wish it would

just destroy itself.

on the radio. It promises to be very ex-
pensive (most likely charging by the hour)
and very mean.

SKRUI"—Simulated Kinesthetic Recur-
sive User Interface—is a highly intelligent
device that uses the latest force-feedback
technology from advanced game con-
trollers. It is so intelligent, in fact, that it
knows what it’s doing far better than you
do, and if you try to make a mixing move
it doesn’t like, then it will resist hard
enough to break your fingers. So while
you may think that you're controlling it,
it's actually controlling you. (Due to the
potential for intense violence, this device
is rated M by the Entertainment Software
Rating Board.)

The last in the line, for reasons that
should be obvious, is KABLUI, the
KAmikaze BorderLine User Interface. This
device, which requires an enormous
amount of both AC and CPU power, is
brought online only when a project is so
awful that you wish it would just destroy
itself. Like LUI, this device has only a sin-
gle control, but it's best operated with a
long stick or while wearing protective
gear. A new concept in warranties pro-

—CONTINUED ON PAGE 191
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PART ONE: THE ROOTS OF GENIUS

The Art of Engineering

BY JIM COGAN
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less’ and built a crystal set and a one-tube
radio, with my dad’s help, which got
KDKA in Pittsburgh! I built my own pri-
vate telegraph system, which ran down
the block to a couple of my friends’
houses, but since none of us knew Morse
code very well, we weren't able to han-
die much traffic.”

Crystal set. Morse Code. Merit badge.
Get the picture?

Historically, Recording had been the
tributary that fed the twin rivers of Film
and Radio. There is perhaps no single me-
dia outlet today that rivals the importance
of radio in the first half of the last century.
Not only were many of the first radio sta-
tions de facto recording studios, the con-
soles and the engineers were likewise
products of some thin frequency on the
dial. And film had always been years, if
not decades, ahead of the recording in-
dustry’s technology (Consider: Fantasia,
from 1939, was recorded in an early form
of surround sound.)

As a teen, Putnam—after flunking the
first attempt—got his ham operator’s li-
cense. At a high school alongside two
other showbiz giants, Dick Van Dyke and
Bobby Short, Putnam was both singing
with dance bands and renting out his own
P.A. This balance between music and the
means to project and preserve the music
would forever be his twin selves, two
sides of a very heavy coin.

“My activity in ham radio and my busi-
ness enterprise had progressed to the
point where I then owned my own radio
shop,” he said. “My dad, who believed in
doing everything on a business basis,
rented me some space in the back of his
office for $7 a month. The radio shop was
quite a success. I sold the radio shop for
$700 and graduated high school. I knew
what I wanted to do vocationally: I
wanted to get into radio broadcasting in
the technical area.”

Seeds were sown. For Bill Putnam, in
the decades that followed, like his father
before him and his sons after him, pleas-
ure would be business.

SCHOOL DAYS

Performing music as a singer with dance
bands continued apace with self-school-
ing in both business and “high-quality
sound reproduction.” Formal training
came from the Valparaiso (Indiana) Tech
Institute. Here, an early influence ap-

34 MIX, October 2003

www.mixonline.com

Putnam smokin’ behind the hand-built board at Universal.

peared in the person of Dr. J.B. Hersh-
man, then freshly minted as president.
Hershman's expertise was tailor-made for
the hungry student: sound acoustics and
antennae. “I was absolutely enamored
with him,” Putnam would later say. Mean-
while, he made the Gary-Michigan City-
Chicago circuit as a singer. Putnam was
still on the outside of radio looking in, but
this soon changed when a series of entry-
level gigs as transmitter engineer opened
up, first in Champaign, Ill., and then back
home in Danville.

What is interesting to note is how rest-
lessly industrious the man was, no matter
his age, qualifications, whatever. Con-
stantly, Putnam was scouring trade maga-
zines, gathering information, sussing out
the landscape of radio, audio and music.
One story, which is so incredible as to
seem apocryphal, must be shared, be-
cause it says so much about our hero.

It's 1939. Putnam is 19, working as the
transmitter engineer at WDAN in Danville
(where Dick Van Dyke got his start on-
air). It’s a freezing cold January night in
the Midwest. Putman noticed that the
lights in the tower had gone out. The
company policy had been to call the guy
from the power company to change the
lights in the 312-foot tower. “Three-hun-
dred-and-twelve feet was pretty high in
January,” he recalled, “especially in the
snow and wind, but knowing they paid
$25 to change the lights, I decided to be
a wealthy hero.”

Scaling the tower was “a very scary ex-
perience. I climbed the tower with a
gunny sack carrying two 1,500-watt lights,
and when I got to the top, the tower was
swaying back and forth like an upside-
down pendulum.” It took two hours to get

back to Earth. Putnam discovered that he
told no one what he was about to do. The
phones were ringing. One caller was his
boss, who told him he’'d been fired.

One week later, he was back at his
previous station in Champaign (“at a sub-
stantial pay increase”), where he was as-
signed chief tech duties. Football broad-
casts were still in their infancy. Putnam,
working with All-American Tom Harmon
(father of actor Mark Harmon), conceived
of the first-ever device for what is known
as spotting, or signaling to the on-air tal-
ent who has the ball, etc. The ingenious
device gave the broadcasts an immediacy
and accuracy never before heard on air.

War time. Putnam was drafted, passed
the civil service exam, joined the Army
Radio Corps. He worked out of a build-
ing where, in just five years, he’'d return
to stake his claim as a new sort of record
maker—Chicago’s venerable Civic Opera
House. In the meantime, he started an-
other career, that of author. Writing for the
publication Radio and Electronics, Put-
nam detailed the workings of a 3-band EQ
amplifier, capable of independent boost
and cut controls for highs, mids and lows.
This was the first time this concept—taken
so for granted today that it seems, like mu-
sic itself, to have always been around—
was put forth.

It didn't take the Army long to figure
out that they had a ringer in their midst.
Soon, Putnam was working with G2, the
military intelligence unit, devising mine
detectors. Typically, Putnam realized that
the status quo could be improved upon.
The mine detectors had unusually bulky
battery packs supplying enormous vac-
uum tubes. Why not use hearing aid tubes
and more advanced bridge circuits to
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miniaturize the detectors? This led to a
visit from the Secret Service. Long story
short, Putnam devised a miniature gun
detector so the Secret Service could pro-
tect FDR. Ho-hum.

It was a low-priority gig that -helped
push the evolution of recording. Com-
pared to mine detectors and gun detectors,
recording big bands like the
Wayne King Orchestra for the
Armed Forces Radio network was
of scant significance. But, for Put-
nam, who always claimed, “musi-
cians are my favorite people,” it
charged his world in subtle, yet
profound ways. Crafting his own
belt-drive turntable, and using
mics that had nicknames like the
“Bird Cage,” the “Salt Shaker” and
the “Eight Ball,” Putnam modestly
recalled, “It was surprising how
well we did, considering the
equipment we had to work with.”
Sent to Los Angeles to teach radio

was not. I had a great love for the tech-
nical side of the business, and far less af-
fection for the affairs of finance,” is how
Putnam stated it. “However, I knew that
in order to succeed, we had to be inno-
vative in every aspect of the business. In
addition to managing the business and fi-
nances, my goals were (o concentrate on
two prime areas: the development of new
recording techniques and the develop-
ment of new technical equipment, which
was more specialized and suitable for the
specific needs of the recording studio.”
Joe Tarsia, legendary architect of the

be very successful as a ‘live’ studio,” Put-
nam would later recall. So he packed up
the truck and moved south eight miles, to
Chicago, and settled in a place he had al-
ready known from his pre-war days, the
august Civic Opera House. It was here, on
the 42nd floor, that Putnam morphed from
broadcast engineer to recording engineer,
producer, label owner and manufacturer.

About this time, we see a trio of gi-
ants straddling the recording industry
like a three-headed Colossus: Les Paul,
Tom Dowd and Bill Putnam. From the
late "40s through the advent of stereo, 4-
track, then 8-track, these guys
scored so many firsts that it's
kind of hard to get your mind
around it all, and it’s tough to
determine who did what first:
using delay in a hit song, sound
on sound (overdubbing), drum
booths, half-speed mastering, 8-
track recording, solid-body guitar
innovations, and more. Bill Put-
nam Jr. relates, “My dad and Les,
whom he loved, used to kid
each other and say, ‘You were
first” ‘No you were...’ So one
day, I got to see Les in New
York where he was playing and

broadcasting as the war wound
down, Putnam’s writings and dis-
coveries in sound and audio had
stimulated an interest.

“I knew I would get much more in-
volved in recording once the war was
over,” he said.

GOIN’ TO CHICAGO

Everything changed after the war. No
more rationing. An expanding economy,
along with an expanded view of the mod-
ern world—a view from the top. The GI
Bill ensured that ordinary Joes could sud-
denly buy a home and go to college. In
audio, a huge discovery—the tape ma-
chine—increased fidelity and flexibility
over discs by a mile. This intersected with
the rise of savvy, cash-fat consumers, hun-
gry for jazz and “hi-fi,” looking for cool
toys that they could show off. Record-
ing—the ne’er-do-well stepchild of film
and radio—needed a leader, a visionary
as bold and hungry as the nation itself.
Enter Bill Putnam.

Putnam had set himself up to succeed.
He had the business acumen, the broad-
cast chops and the contacts—via his Civil
Service and Army days—to put together
his own dream. With two partners and a
substantial loan from his family, Putnam
had $20,000 with which to work. “This
may seem like a lot of money to start a
recording business in those days, but it
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Bruce Swedien: “Every console, digital or analog, is the brainchild of Bill
Putnam.” Above: the first console built for modern recording, circa 1950.

Sound of Philadelphia, puts it simply:
“Look, before Putnam, we were working
in the realm of broadcast, not recording,
per se. He solved problems for himseif,
and by doing so, he solved problems for
the rest of us.”

It was in Evanston, Ill., birthplace of
the Hammond Organ, that Putnam
hatched what would become Universal
Audio (which begat UREI, then Universal
Audio again) and Universal Recording.
Putnam also had a remarkably keen eye
for making the acquaintance of like-
minded individuals, guys who were ob-
sessed with getting things to sound better,
work better. Two such gents, Jim Cun-
ningham and Emery Cook were credited
by Putnam for helping to establish supe-
rior disc cutting (Cook), and echo cham-
bers (Cunningham).

In late-'40s Chicago, there was no in-
dependent recording scene to speak of.
The majors, such as RCA and Columbia,
each had studios in town, but only worked
with their respective stables. Putnam
scored a coup by winning the bid to
broadcast shows for ABC (a very lucrative
contract, considering that we're talking
about 7,000 programs in a two-year run).
“It became obvious, however, that a stu-
dio located in Evanston was not going to

I asked him, ‘So, who was first?”’
Les said, ‘F-, I was.”

From his Mahwah, NJ., com-
pound, Les, a genius of the guitar, studio
and self-promotion, is all grace and affec-
tion for his old comrade. “Ah, Bill was the
sweetest guy; I sure miss him. He used to
come over to my old garage studio [the
hallowed garage on Curson Avenue in
West Hollywood, where Les lit the world
on fire with his still fresh-sounding “How
High the Moon,” made with the under-
appreciated Mary Ford] and he would ask
me how I did this or that, and I would
pick his brain, too. We just liked to get to-
gether and try to figure things out.”

Bruce Swedien puts the business of
“firsts” in perspective: “The first time any-
one overdubbed was in 1931. It was a
film, Cuban Love Song, with Lawrence
Tibbet. They overdubbed from optical
track [film] back and forth.” See, I told you
film was way ahead.

Timing, of course, is everything. In
1946, Putnam couldn’t have foreseen what
the next 10 years of his life would hold.
He just knew that he could figure out a
better way to run a session, mike a ses-
sion, mix a session. His business would be
plagued by lack of capital, “not because of
lack of revenue, but because of constant
expansion,” he would later recall.

Murray Allen, VP of San Francisco’s
Electronic Arts, was there at the beginning
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of Putnam’s long ride as studio owner/en-
gineer. “In 1946, I did a session at the
Civic Opera House with my high school
band [Chicago’s Senn High, a killer band
that included four future members of the
vaunted Stan Kenton band]. Bill was just
great, so relaxed. He was in charge, but
not in any overt way; very laid-back.”
Allen didn't realize it at the time, but his
path would follow Putnam’s for the next
three decades, eventually purchasing Uni-
versal Recording.

Putnam was living the life, full speed
ahead, fingers in lots of pies. He lost his
beloved father, Fred, who had given him
invaluable business—and life—lessons.
He got married to a dancer, Belinda, and
had two children, Scott and Sue. He ate,
drank and smoked on the run. There was
simply too much to do, too many worlds
to conquer.

One of the “problems” Putnam set out
to solve was what old timers refer to as
“echo,” or reverb—how to utilize it in a
modern recording and how to incorpo-
rate it in a console. Putnam would figure
out both of those problems in the late
'40s, and just like that, a new era of
recording was birthed.

THAT SOUND

Most great engineers have that one mo-
ment, that one record that catapults both
the room and its operator into the strato-
sphere. In the case of Putnam and Uni-
versal, the sonic epiphany occurred in
1947, on a recording that—much like
“How High the Moon"—was so different,
so0 lush, it pricked the ears of both the ca-
sual radio listener and every young audio
geek in America. The record was by a
group that has since faded into obscurity,
The Harmonicats, three Chicagoans who
played chromatic harmonicas. The song
was their version of “Peg o’ My Heart.” It
was pleasant enough, as instrumentals go,
but it was the sound, specifically—the
heavenly sprawl of the reverb—that
nailed listeners. One such listener was a
young Swede from Minnesota.

“Oh, man, that record, you see, was the
first time that anyone used reverb artisti-
cally,” says Swedien. “Up till then, people
used reverb only to re-create the sound of
the studio, tried to use it in a ‘natural’ man-
ner. Bill changed all that. That record
sounded unlike anything on the radio at
that time. I was just a youngster in Min-
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Look, before Putnam, we
were working in the realm
of broadcast, not recording,
per se. He solved problems
for himself, and by doing

so, he solved problems for
the rest of us. —dJoe Tarsia

neapolis when I first heard it, and I wore
out many, many copies of that record.”

“Peg 0’ My Heart” was a first. (On the
lesser-known “Good Morning, Mr. Echo,”
which Bill co-wrote, he devised a scheme
by which tape repeats were employed to
“answer” the lead vocal, months before
Cher was even born.) For “Peg’s legendary
echo, Putnam utilized neither a high-tech
plate nor an acoustically designed cham-
ber. Instead, he made use of the marble
restroom at the Opera House. “Bill would
put up a sign saying, ‘Wet Paint’ or ‘Men
at Work’ outside the restroom so they
could use it as a chamber,” says Swedien.
“Sometimes, they’d be recording with a
speaker and a mic in there, and people
would ignore the sign, and you had the
sound of a flushing toilet on a take.”

On “Peg,” the remarkably smooth, nat-
ural decay of the restroom’s marble tiles,
coupled with the comb-filter cotton candy
of the chromatics, combined to transport
the listener into the ether. From this mil-
lion-selling recording, on Putnam’s own
Universal Records, our man now had
some muscle, and there was no turning
back.

“People forget,” says Phil Ramone,
“Chicago used to be a very hot place for
music. By the ’50s, you see big labels like
Mercury and Vee Jay sprouting up there.
Soon, Chicago became known as the
place to record.”

You can imagine the scene as the '40s
segued into the '50s: Putnam’s was the
largest independent studio in town. He
had recorded anything that came through
the door, but much of it, remarkably, was
hillbilly music, played by the itinerant mu-
sicians of West Madison Street. However,
big band and swing—the rock and pop of
the day—were in full bloom. Clubs in
Chicago, as they had since the halcyon
days of Satchmo and Biederbecke in the

'20s, were favored haunts of the Counts
and Dukes of jazz. This royalty was be-
ginning to get wind of some of the records
coming out of Universal.

It was jazz that Putnam craved to cap-
ture. Specifically, swinging, stomping big-
band jazz, not the cool bop that was the
domain of so much of Rudy Van Gelder’s
Blue Note and Prestige recordings. As a
jazz engineer, Putnam would soon rival
Van Gelder’s catalog, albeit in a vastly dif-
ferent manner. (In fact, there couldn’t be
two more disparate personalities in the
history of recording than Rudy and Bill:
Whereas Van Gelder would be loath to let
anyone into his control room, where
smoking was verboten, Putnam, who
“didn’t believe in secrets,” according to
Swedien, would be likely to bum a smoke
off you.)

Bill Putnam was more fortunate than
he realized. Besides working and hanging
with his idols—people like Duke Ellington
and Count Basie were suddenly queuing
up to work with him—Chicago was host
to a home-grown crop of musicians—
Quincy Jones, Sam Cooke, Joe Williams,
Nat “King” Cole, Mel Torme, Lou Rawls,
Willie Dixon, Bo Diddley, Jerry Butler,
Curtis Mayfield and more—who would
completely change the face of music.

His biggest risks and rewards were
spread before him like diamonds and bro-
ken glass.

[Stay tuned. Next month, in Part Two,
we find out about the rise of UREI and
the move west to Los Angeles, where

Putnam built United West- M s
ern and mentored the next mllNE
generation of engineers.] EXTRAS

Jim Cogan is the co-author of Temples of
Sound. Jim will moderate a Temples semi-
naron Oct. 12 at the 115th AES. Contact:
cogan@aol.com
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Welcome to the New Computer/Video/Audio/
Production/Multimedia/Content Industry

Professional audio companies are being swallowed up by big-time computer/video companies,

and they're talking about multimedia packages and integrated A/V apps—for professionals and \\

consumers. Can they do both? Or have we finally reached the age of the "prosumer" product?

isten to a TV program from the next room and you can

still understand most of what goes on. Watch the pictures

with the sound off and you'll miss a great deal, not only
in terms of plot and dialog, but also in the excitement and feel
of the show. Anyone who works in audio post knows this very
well. But for the companies that make professional and prosumer
digital media tools, there has been a firm dividing line between
companies that make nonlinear video tools and those that make
serious digital audio workstations. That is now changing in a big
way, with four major companies in the video software space hav-
ing acquired audio companies or software in the past 15 months.
To understand the dynamics behind the shift, Mix spoke to some
of the major players now engaged in working in both sides of
the post-production media fence: Apple, Pinnacle, Adobe and
Sony Pictures Digital.

The precedent for all of this was set in 1995 when Avid Tech-
nology acquired Digidesign, looking to provide a credible audio
engine and professional-quality audio /O for its flagship Media
Composer video editor product line. Having won the top spot
in the emerging digital video nonlinear editing (NLE) market in
the early "90s, Avid was the first to see the big picture and re-
alize that the entire ecosystem of film and video production
would eventually go digital.

As the DV and DVD revolutions took hold in the '90s, it also
became clear that the digital media-tools market would cover the
entire spectrum, from high-end Hollywood to the emerging pro-
sumer and home-video enthusiast. Several companies rushed to
fill in these down-market niches, focusing first on providing video

products, but realizing that, eventually, a suite of applications that
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covered all of the bases (graphics, titles, DVD, audio) would pro-
vide the most compelling offering.

This tactic of providing a single source for specialized video
and audio tools capable of working together proved very suc-
cessful indeed for Avid, so it's not surprising that other players
in the video NLE market would eventually follow suit, In fact,
what is perhaps most surprising is that it took so long. But now,
the strategy seems to have caught on, and at least four other
large media companies can boast a growing suite of media tools
that includes at least one serious audio application. And there
may be more to come. The market impact of these mergers and
acquisitions femains to be seen, but it's clear that it promises
to forever change the business and creative landscape of audio

post-production tools.

APPLE AND EMAGIC
Apple Computer Inc. acquired a never-released video prod-
uct, called Key Grip, from Macromedia in 1998 and released
it in April of 1999 as Version 1.0 of Final Cut Pro. In the more
than four years since, the Final Cut Pro nonlinear video editor
has gone on to claim a respected position in the market for
video NLE systems. Following that same acquire-and-develop
stralegy, Apple acquired DVD companies Astarte in 2000 and
Spruce Technologies in 2001 to provide the basis for its iDVD
and DVD Studio Pro products. In February 2002, Apple pur-
chased the software company Nothing Real and its Shake and
Tremor video-compositing applications,

It's not surprising that Apple would understand the need for

a world-class audio solution to augment its already considerable
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video media applications portfolio. Thus,
in July of 2002, Apple acquired Emagic
Soft and Hardware GmbH, a leading
audio software company based in Ham-
burg, Germany. Apple has maintained the
Emagic brand names and is operating
Emagic as a subsidiary with its own mar-
keting identity, a very reassuring move for
Emagic’s considerable user base. Although
Apple now features the Logic Platinum 6
application on the Apple Website (www.
apple.com software pro/logic), Emagic
still maintains its own identity and Web
presence at www.emagic.de.

One of the first things Apple did was
announce that it was dropping support
for the Windows version of Emagic’s flag-
ship product, Logic Platinum, a move that
certainly disappointed PC users. But it is
clear that Apple views its strong stable of
media applications as a means to garner
market share for the Macintosh platform,
50 it was not a completely unexpected
strategic move.

As we'll see with all of these compa-
nies, the underlying technology of the
acquired audio systems is expected to
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Apple Final Cut Pro, which now features the Soundtrack loop-based audio app as an add-on.

help add onto audio capabilities of ex-
isling video products and 10 help create
new products.

Apple’s Soundtrack application is a
case in point. First announced at NAB

2003 as an add-on for Final Cut Pro 4,
it has now been released as a stand-
alone, loop-based audio application. In
the tradition of loop-based software
such as ACID, Apple’s Soundtrack is de-
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[ Whip’em Out At Your Next Session )|

StudioProjects e

PMI Audio Group + tel: 877 563 6335 « fax: 310 373 4714
Studio Projects® is a Registered Trademark of PMI Audio Group. ©2003 PMI Audio Group All Rights Reserved

L

r [ ]

VTB1 Variable Tube Mic-Pre

* www.studioprojectsusa.com




signed to allow nonmusicians to quick-
ly and easily assemble soundtracks using
premade loops of sound.

According to Xander Soren, senior
product marketing manager for audio in
the applications group at Apple, Sound-
track began as a tool within Final Cut Pro
4 that allowed video users an easy and rel-
atively inexpensive solution to quickly cre-
ate background music tracks for their
videos. He says, “We've found that as tech-
nology enables people to do more, they
naturally want to take on more. Previous-
ly, video editors would deal with the vi-
sual aspect of their video, and then they’d
have to handle the audio and music cre-
ation separately in a very specialized way.
Often, that workflow was very time-con-
suming. In developing Final Cut Pro 4, one
of the things we really focused on was ex-
panding the audio functionality to allow
video editors and producers to participate
more actively in the music composition
and audio production process. Final Cut
Pro 4 introduces a completely new audio
mixing architecture and includes Sound-
track, a companion application for creat-
ing music directly against a video piece.
We're seeing video editors use Soundtrack
to prototype their audio score before
handing it off for composing, but we're
also seeing video editors developing their
own complete music compositions entire-
ly on their own. Soundtrack is going to in-
troduce a large number of video profes-
sionals to the world of audio production,
and it is an important part of a larger work-
flow that includes Emagic’s Logic.”

The result is a loop-based music-
creation product that ships with an im-
pressive 4,000 loops. As an example of
the cross-fertilization of Emagic audio
technology into Apple products, Sound-
track includes over 30 professional effects
plug-ins, some that Apple has developed
especially for the product and some that
come straight from Logic Platinum. The
Logic effects even provide Soundtrack
users with a taste of the Logic interface
within the context of Soundtrack.

Although the idea originally was to
provide the Soundtrack application with-
in Final Cut Pro 4, the product’s enthusi-
astic reception has broadened that origi-
nal target market. Soren says, “When we
saw the reaction of creative users to the
Soundtrack product at NAB, we realized
the product was attractive to a larger mar-
ket than video editors...the market inter-
est was great enough that we have now
released Soundtrack as a stand-alone ap-
plication for $299.”

As for file and project-level interchange
and compatibility, Soundtrack supports
.AIFF, WAV and ACID loop formats, as
well as the new Apple loops format and
QuickTime. Soundtrack also allows for
rendering any of the individual tracks as
an .AIFF file so that it can be brought to
other applications. Project-level inter-
change such as OMF or AES31 is not di-
rectly supported in Soundtrack; instead,
Apple has made an XML interface avail-
able for Final Cut Pro 4 so that qualified
developers can create bridges between the
system and interchange formats such as

equitek’ series
lastrument

ENGINEERED TO TELL THE TRUTH

OMF and AAF. Apple never directly ad-
dresses future or unreleased products, but
it is clear that pro audio is now a serious
market for the company. The products re-
leased so far are just the first wave.

PINNACLE AND STEINBERG

As one of the early forces in digital video
for the broader consumer and prosumer
markets, Pinnacle has been creating video
applications since the early *90s. The com-
pany acquired FAST Multimedia in Sep-
tember 2001, and added the Liquid line of
professional editing systems to the Pinna-
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cle roster as a result. Pinnacle also ac-
quired Commotion, a video effects and
compositing application in 2000. The
need to develop a complete suite of
media-production tools brought Pinnacle
1o German pro audio company Steinberg
Media Technologies GmbH. In January
2003, Pinnacle acquired Steinberg as a
wholly owned subsidiary.

Bill Loesch, Pinnacle’s VP of engineer-
ing and product management, explains
that Pinnacle did not just acquire audio
technology for the sake of its video prod-
ucts: It sees the acquisition of Steinberg as
putting the company clearly in the audio
market. Speaking about the approach Pin-
nacle is taking compared to the other
companies mentioned here, Loesch says,
“We all come at it from a similar point of
view: Audio is part of video. You can de-
cide you're going to develop that tech-
nology and put it in your video editor, but
the trouble with that is that it’s not very
efficient. You don't get to amortize the de-
velopment cost of that audio technology
over as wide a market as possible. So
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Adobe Audition, the softwore formerly known as Cool Edit Pro

from a business point of view, Avid led
the way. but everybody else has con-
cluded the same thing: You're beuer off
amortizing that development cost by be-

ing in the audio market, as well as using

the technology in your video products.
“We've set Steinberg up as a separate

division and maintained the management
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structure and people,” he continues.
“What we’re working on is gaining syner-
gies from being in both the audio and
video businesses. We're providing tech-
nology to the Steinberg team to help them
integrate video into their application, and
they're providing technology to our edi-
tion team and our studio team to integrate
better audio into those apps.”

Pinnacle sees its market as slightly
downscale from the major Hollywood fea-
ture space where Avid and Digidesign pre-
dominate. This means that the average
sales price for systems is lower, but the
volumes are a lot higher, just as with Stein-
berg. Another reason that Steinberg was
attractive to Pinnacle was its shared phi-
losophy: They both depend on native pro-
cessing rather than specialized, external
hardware DSP. There is a clear under-
standing that Steinberg knows the market
for its products very well, and Pinnacle re-
spects that and supports it. As Loesch ex-
plains, “We don't have any plans to do
anything different with what Steinberg
does; we acquired Steinberg because it's a
leading company in its category.”

As for file interchange, Steinberg’s Nu-
endo system does provide OMF support,
but Pinnacle’s video products don't share
that capability at this time. According to
Loesch, “We don't currently support proj-
ect-level interchange such as OMF/AAF in
the Pinnacle products. We are looking at
that, but we haven't decided whether it
will be incorporated in the next version.”

ADOBE AND SYNTRILLIUM
One of the earliest digital video software
applications on the market was Adobe
Premiere®, now called Premiere Pro.
Since its inception in 1991 as a Quick-
Time editor, Premiere has brought the
price point of digital video-editing tools
within reach of many media-savvy con-
sumers and corporate A/V departments.
Adobe followed with other video tools,
such as the well-respected After-Effects
(1994) and more recently with the DVD
authoring application, Adobe Encore™
DVD (March 2003). With a growing ros-
ter of media applications, the need for a
professional tool to deal with audio re-
sulted in the announcement in May 2003
that Adobe was acquiring the software as-
sets of Syntrillium software. The compa-
ny's flagship audio product, Cool Edit
Pro, has now joined the lineup of Adobe
media applications as Adobe Audition.
Dave Trescot, senior director for
Adobe Digital Media, says, “We saw this
product as the ‘Adobe Photoshop' for

audio. There are two main reasons for our
expansion into audio. First, Adobe has al-
ways been driven to provide the high-
quality tools that creative professionals
use in their daily work. Clearly, audio pro-
fessionals [especially musicians and broad-
casters] were one creative group that
Adobe did not address. The acquisition of
Cool Edit Pro gives us a great product to
offer to them. Second, the audio product
completes our digital video workflow of-
fering, including video editing with Pre-
miere Pro, motion graphics with After Ef-
fects, DVD burning with Encore DVD and

audio production with Audition.”
Unlike Apple and Pinnacle, Adobe ac-
quired only product assets and personnel,
not the corporate identity of the other
company. As Hart Shafer, product man-
ager for Adobe Audition, says, “Adobe ac-
quired all assets of Syntrillium, including
Cool Edit 2000, Red Rover and shareware.
Syntrillium is continuing to sell its entire
product line until the release of Audition
in order to ensure continuous availability
of Cool Edit Pro/Adobe Audition. How-
ever, once Audition is released [scheduled
for August 25], the whole Syntrillium
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product line will be discontinued, and
only Cool Edit Pro will live on as Adobe
Audition.” Trescot adds, “All of the engi-
neering, quality-assurance, designers and
product-management teams have come
over to Adobe as employees.”

Adobe clearly sees Audition as more
than just a product for video specialists,
and is intent on supporting the product
within the pro audio community. Trescot
points to some of the software’s unique
strengths: “In the audio-only space, Audi-
tion is the only package that integrates a
wave editor, multitrack recording and ed-
iting, and loop-based song creation in a
single application. Not only does that
make it a bargain since you don't have to
buy multiple pieces of software, but it
greatly improves workflow since you
don’t have to save your audio to send it
back and forth into each application. In
addition, Audition is 32-bit throughout all
processing, comes with more than 45
high-quality DSP effects, supports dozens
of file formats, can be scripted, runs batch
processing and much more. Audition is a
toolbox that offers something for every
audio professional.”

The audio technology that Adobe has
acquired is bound to enhance the audio
capabilities of other Adobe products over
time. Trescot says, “One of Adobe’s strate-
gic plans is to share its core technologies
between applications. This can be seen in
other areas within Adobe, such as Adobe
PDF, imaging, vector graphics, fonts, etc.
Audio is a core technology that will move
to other products as appropriate.”

According to Trescot, although Adobe
Audition does not currently support OMF
or AES31 project interchange, Adobe rec-
ognizes the importance of file compatibil-
ity, interchange standards and project
workflow. He explains, “Audition does
not currently support these cross-product
project file formats. Adobe is, however,
committed to cross-product formats. As an
example, Adobe has recently joined the
board of directors for the AAF association
in order to help promote that standard.”

SONY SCREENBLAST

AND SONIC FOUNDRY

On July 31, 2003, Sony Pictures Digital
completed the acquisition of the desktop
software assets of Sonic Foundry. Unique
among the companies mentioned in this
article, the Sony Screenblast business
model provides media tools, but also
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leverages the company’s media assets
through a significant Web-based compo-
nent. In effect, the Screenblast project
acts as a bridge to connect Sony’s con-
sumer electronics business (digital video,
audio and computers) and its film and
music content groups. The idea is to en-
courage owners of camcorders, PCs and
other devices to interact with content—
both their own and Sony’s—using the
Screenblast media creation and editing
tools in combination with the Screenblast
Web service. The Screenblast applications
provide video and audio editing capabil-
ities, while the Screenblast.com service
provides subscription-based content
(video, music loops, sound FX, graphics),
software tips, interviews with important
film and music producers, training, proj-
ect templates and a user’s gallery that al-
lows subscribers to post their own digital
creations for all the world to see.

When Screenblast was created, the
company entered into a licensing arrange-
ment with Sonic Foundry of Madison,
Wisc., to create custom-branded versions
of its ACID loop-based audio software
and Vegas video-editing application. Sony
acquired Sonic Foundry’s software group
with the idea to start with the original
Sonic Foundry apps, modify the feature
sets to orient them to the consumer
market, add a layer of integrated tutori-
als and tie the apps directly into the
Screenblast.com media services. The re-
sult of this collaboration was first re-
leased in 2001 as Screenblast Music Stu-
dio and Screenblast Movie Studio.

Even before its acquisition, it was no
secret that Sonic Foundry’s fortunes had
declined precipitously. The heady days of
the Internet bubble had ended; gone were
the days when the company had a market
cap of over a billion dollars. With Sony in
need of proven A/V software technology
and Sonic Foundry in need of cash, the
agreement made a great deal of sense for
both parties. The deal, worth some $19
million in cash, brought Sound Forge,
ACID, Vegas Video and Vegas+DVD to
Sony and left Sonic Foundry with its live
and on-demand Web presentation prod-
uct, Mediasite Live™

Mix spoke with Don Levy, senior VP
of marketing communications at Sony Pic-
tures Digital, and Ian McCarthy, director of
Screenblast product development. Levy
says, “We became familiar with both the
products and the team behind them over
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With Sony’s acquisition of Sonic Foundry Acid, Screenblast will appeal to higher-end customers.

the course of our three-year association on
our Screenblast personal media software
and service. The opportunity fit in well
with both companies’ business interests.”

Sony plans to keep the development
team together in Wisconsin and has al-
ready announced plans to hire 12 new
software engineers, an increase of 20% in
staff. Sonic Foundry will continue to op-
erate its media tools business, focusing on
the MediaSite Live application with a team
of about 30 people. Although to date, the
Screenblast service has been focused on
the broader consumer market rather than
audio/video professionals, the acquisition
of the full range of Sonic Foundry appli-
cations will allow the company to move
into the higher-end prosumer and profes-
sional markets.

Addressing the possible concern that
Sony might only maintain the consumer
version of the software, Levy says, “We are
supporting and continuing development
on all of the existing desktop software
products. With regard to the ACID prod-
uct, with over a million applications al-
ready in the market, it has become some-
thing of an industry standard and a
consumer favorite for creating songs and
music albums, remixing loops and scor-
ing videos. The Vegas video line’s robust
features, combined with an intuitive in-
terface, delivers exceptional value to the
high-end user.”

As for project-level interchange and
workflow considerations, Sony has al-
ready gone to great pains to provide OMF

compatibility in the Xpri, the high-end
video-editing system from Sony Electron-
ics. The Screenblast apps currently pro-
vide direct import and export of a wide
range of audio and video file-types, in-
cluding the three principal streaming
media formats: Windows Media 9, Real
and QuickTime. As for project-level
interchange and interchange standards,
McCarthy says, “Supporting industry stan-
dards and enabling both project and file
interchange are very important objectives
to us as we move forward.”

WHO ELSE WANTS TO PLAY?

There are still some notable players in the
digital video market such as Ulead Sys-
tems (www.ulead.com), Roxio (www.
roxio.com) and others that don't offer
specialized digital audio applications to
support their video, DVD and graphics ef-
fects products. They could, of course,
write their own from scratch, but given the
long development times required to build
a robust and full-featured audio applica-
tion, it wouldn't be surprising if the ac-
quisitions were not quite over yet. The
consolidation and attrition in the digital
audio workstation market during the past
few years may provide one of the best
avenues for some of the remaining play-
ers to secure a profitable future. Certainly,
it puts the phrase “audio follows video” in
a whole new light. B

Ron Franklin is a frequent contributor
to Mix.
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Can I please see a show of hands, Mix readers, of how
many of you have downloaded and/or “shared” files from
sites such as KaZaA, Grokster, Morpheus? ('mon, don't be
shy. You're among friends. Everyone does it. Nothing to
be ashamed of. Okay...let's see...that's 25, 26, 27....93,
94, 95....

Wait a second! What are those sirens?!! Someone’s at
the door? Oh shit!

BOOM! BOOM! BOOM!

“This is the RIAA! All you guys with your hands up.
Keep ‘em up! Cuz you're busted!”

No! Y-y-you can't do this! These are good people, Sgt.
Drebbin! They just wanted a little music...(sob, sob)

“Aw, tell it to Carey-Sue Sherman, buddy! In fact,
you're comin’ downtown, too, Mr. Smart Alec Mix writer.
Looks like you're all going to be doing your ‘swapping’ in

the Statesville Pen from now on...”

In the months since we published our May 2003 “What Can
Save the Music Industry?” issue, outlining some of the
problems—and possible solutions—for the widespread
economic (and psychic) malaise, there has been a dizzy-
ing amount of activity on a number of fronts.

The most visible—and some would say, most disturb-
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ing—recent development in the war between the industry
and the “pirates” who steal music (and, increasingly, films)
from the Internet has been the RIAA's decision to target
people who have shared music files online and threaten
prosecution. Copyright laws allow for damages of $750 to
$150,000 per song, so that could potentially bankrupt
many people, if convicted; at the very least, legal fees are
likely to be astronomical. So far, the number of people sin-
gled out has been infinitesimal in the grand scheme of
things—fewer than a thousand, when literally millions of
people avail themselves of the free sites—but it has gen-
erated a tremendous amount of heat and, of course, pub-
licity. The RIAA is under no illusion that going after indi-
vidual swappers is going to stop the practice, but the very
fact that the prosecutions are happening, and that they
seem to be random, has had a chilling effect on many peo-
ple; no doubt, the main intention of the RIAA move: “Oh,
my God, if they're not just going after the big guys, could
this happen to me?” Answer: Yes.

Predictably, this has created an uproar, not just among
the accused and thousands of others who may be sweat-
ing a bit, wondering if their previously unassailable online
swapping practices might land them in a heap o’ trouble,

but among civil libertarians, who cite possible abuses of
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privacy laws by the RIAA in their zealous pursuit of names
and e-mail addresses of scofflaws. In fact, in mid-August,
it was announced that the Senate Governmental Affairs’
Permanent Subcommittee on Investigations was planning
to hold hearings looking into the record industry’s war
against online swappers. Senator Norm Coleman, a Re-
publican from Minnesota, demanded that the RIAA provide
copies of all subpoenas issued to ISPs, asking for particu-
lars about their subscribers; information about how the
RIAA was obtaining its evidence against swappers; and de-
tails about privacy safeguards the RIAA employs when
gathering information in order to protect "the rights of in-
dividuals from erroneous subpoenas.”

Coleman said, "Surely, it was not Congress’ intent when
it passed the Digital Millennium Copyright Act to short-
circuit due process protections, relegate a U.S. District
Court to providing ‘rubber-stamp’ subpoenas, enable the
music industry to collect information about consumers
with little or no restrictions, and place numerous aver-
age customers at risk of bankruptcy.”

The Senator added that he was concerned that the
RIAA campaign could target innocent people—such as
parents or grandparents—whose computers are being

used without their knowledge for file swapping, and not
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even aware that they are breaking the law.

Coleman, who was a rock roadie in
the '60s, is the latest hero of the anti-
RIAA forces, despite his contention that
he recognizes “the very legitimate con-
cerns about copyright infringement”:
“This is theft. But 'm worried that the in-
dustry is using a shotgun approach [to
finding offenders].” Boycott-riaa.com has
become a clearing house for informa-
tion about the fight against the industry
organization’s efforts; meanwhile, the
brazen free online swapping sites con-

PILCHNER SCHOUSTAL
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tinue to grow and even trumpet their
success: At the top of Morpheus’ home-
page in mid-August, a banner announced:
“113,170,000 DOWNLOADS TO DATE.”
What it does not say: “AND NOT A
CENT PAID TO ANY ARTIST OR SONG-
WRITER.”

It should be noted, too, that the vast
majority of Congress members strongly
support the artists’ and record companies’
complaints on this issue, and some of
them are downright militant on the mat-
ter, favoring a major crackdown on the
file-sharing sites and/or users. Orrin
Hatch—a conservative Republican sena-
tor from Utah, chairman of the powerful
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Senate Judiciary Committee and a record-
ing artist himself—noted at a hearing in
mid-June that he endorsed a new tech-
nology that gives two warnings to a
computer user about his/her illegal on-
line activities and “then destroyls] their
computer. If we can find some way to do
this without destroying their machines,
we’'d be interested in hearing about that.
If that’s the only way, then I'm all for de-
stroying machines. .. There’s no excuse for
violating copyright laws.” He later modi-
fied his comments a tad, saying that “I do
not favor extreme remedies, unless no
moderate remedies can be found. I asked
the interested industries to help us find
those moderate remedies.”

On the technology front, the PAN Net-
work, which lays claim to being the birth-
place of online digital audio (what hath
PAN wrought?), recently introduced anti-
piracy Web software called Nabster. Once
itis installed on a Website, the company’s
patent-pending Digital Interactive Finger-
printing (DIF) technology imbeds a “digi-
tal fingerprint” into a file as it is transmit-
ted to the end-user. According to the
Music Industry News Network, the fin-
gerprint is “extremely small and virtually
undetectable except by the DIF system as
it scans the Internet searching for unau-
thorized copies of files containing DIF fin-
gerprints. These fingerprints contain a
forensic link to the identity of each indi-
vidual who legally downloads a media file
from a site where Nabster is installed. The
privacy of each individual is fully main-
tained unless, and until, a file they legally
downloaded subsequently appears on an
authorized Website or P2P network.” The
company notes that Nabster is not, strictly
speaking, a watermarking nor a copy-
protection system, but they believe that
used with other DRM (Digital Rights Man-
agement) tools, it can add more protec-
tion for copyrighted files.

The other major development since
our May issue has been the rise of bona
fide, reasonably comprehensive pay-
downloading sites on the Internet, sev-
eral of which appear to be catching on
in a big way, even as the free sites con-
tinue unabated. The success of Apple’s
iTunes, which was launched in the
spring and available only to the four or
so percent of all computer users who
have the latest Apple OS, surprised
everyone. According to the company, in
the first three months of its existence,
the iTunes Music Store sold 6.5 million
downloads from its storehouse of about
200,000 songs. The cost per download
is $0.99 per song, with many albums
available for $9.99, well under the price
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"1 had been looking for mixers
for about the last three years,
trying to make the decision
whether of not to go digital or
try to look around for an
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especially the 60-input version,
was exactly what | had been
looking for.”
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of most CDs. Additionally, iTunes has
managed to snag its share of exclusive
tracks, including a live Avril Lavigne
package.

With Apple suddenly raking in big
bucks and getting so much great public-
ity, it's no wonder that the action on the
PC side accelerated quickly. Launched on
July 22 was BuyMusic.com, which offers
PC users the ability to download songs for
$0.79 to $1.49 and albums from $7.95 to
$12.79. The site boasts 300,000 available
songs from all five of the major record la-
bels (as well as many indies); so far, early
indications show that it is doing quite
well.

RealNetworks’ Rhapsody claims to
have a catalog of 350,000 tracks (and
counting with its recent acquisition of Lis-
ten.com), including more songs from in-
dependent labels and more exclusives
than the other services. However, unlike
iTunes and BuyMusic, Rhapsody requires
a subscription fee of $9.95 per month for
unlimited streaming and the right to burmn
tracks at $0.79 each. MusicNet@aol has a
tiered subscription structure based on the
differing usage needs, ranging from $3.95

to $17.95 (which includes access to the
greater AOL service).

Though it’s too early to predict how
things are going to shake out in the pay-
downloading arena—and whether, as
some suggest, other significant players
might emerge—there are several issues
that are likely to become flashpoints in the
war: What sort of burning rights will users
have to the tracks from each service? Will
it vary from artist to artist? Device to de-
vice? Will the variability of pricing of in-
dividual songs become more widespread
as different artists start to cut deals with
this or that service? Will the battle for “ex-
clusives” eventually drive up the price of
downloads?

Those last two issues should be
watched carefully, because, already, there
is intense jockeying to sign up certain
artists whose catalogs have not been
available for pay-downloads so far—wit-
ness the Rolling Stones, who signed a deal
in mid-August to make more than 40 al-
bums and some 500 tracks available ex-
clusively to Rhapsody for a period of a
few weeks, before the catalog goes out to
other pay services. If this sort of dealing
becomes prevalent among upper-echelon
artists, then it's easy to envision a world
where there are high-priced bidding wars

for the new songs and albums of specific
artists, and the pay sites will most likely
begin to pass on the expense of their “ex-
clusives” to the customer; in other words,
you might pay more for a track from, say,
a new Bruce Springsteen album than from
some unknown indie band. It will not
take artists long to determine that they can
write their own ticket in this world and
eventually restructure their contracts with
their record companies to give them more
money per download. So if Barbra
Streisand thinks that she, personally,
should get “x” amount per song, then the
downloading sites will have to base their
own pricing to reflect that. Maybe on a site
where there is a fixed low-price-per-song,
those Streisand tracks becomes loss lead-
ers; more likely, though, is that everyone
will have tiered pricing, just as there is for
live concerts. Right now, the labels are
bending over backward to get as much of
their catalogs online to cash in on this first
rush of pay-downloading euphoria. But
just watch: It’s going to get very strange,
very fast. The question then will be: Will
pricing policies drive people back to the
free sites, which, in case you haven’t no-
ticed, still aren’t going away? |

Biair Jackson is Mix’s senior editor.
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Three-time Grammy "-winning mixer and producer
Frank Filipetti (at right) has distinguished himself
by being an early proponent of digital recording and
surround sound. He has over a dozen 5.1/DVD
projects (for clients like Biily Joel and James
Taylor) on his resumé, which also includes work for
KISS, Luciano Pavarotti, Barbra Streisand, Korn,
Elton John, Carly Simon, and Rod Stewart.

Musician and producer Michael Beinhorn, who
got his start as keyboardist for the legendary group
Material, has gone on to Grammy-winning success
with clients such as Korn, Marilyn Manson, Fuel,
Soundgarden, Hole, Red Hot Chili Peppers,
Aerosmith, and Ozzy Osbourne.

Whether working solo or as a team (as they've done
for Fuel and Korn), these two industry powerhouses
have created quite a musical chronicle with the help
of 40 Series microphones from Audio-Technica.
Take it from Frank: “The A-T 40 Series microphones | -
have become indispensable, especially the AT4047.

Recording drums, hass, guitars or a swinging horn ™
section, it handles high SPL while retaining the
subtle details. | don't leave home without it!”
Adds Michael, "A-T mics have become mainstays
for me. They offer exceptional clarity and detail,
which are crucial to my recordings.”

Take a tip from these music industry pros and try 40
Series mics on your next session. Who knows? You
might just be making musical history — like they have.

Special thanks to Standard Electrical Recorders, Venice, CA
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More
Comfort,

BY JOHN McJUNKIN
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' hen the idea of a studio is first conceived,
the initial discussion will invariably dwell
on the console, recording devices, outboard, DAW,
microphones and acoustics. More astute profession-
als will go a bit further, considering ancillary equip-
ment like cabling, mic stands and patchbays. But what
about furniture and ergonomics? Although it may
seem secondary, assigning priority to your space’s
shape and vibe can have a profound impact on the
efficiency with which you complete your projects
and contribute to the happiness (and sanity!) of the
studio’s users.

Historically, the recording studio and its equipment
were physically arranged to accommodate technology
more so than the humans who operated it. Think
about it: Why in the world would we deliberately de-
sign consoles to have channels 16 feet apart when our
arms couldn’t possibly reach them simultaneously?
During the years, we've developed workarounds like
automation to help solve these difficulties that we've
created for ourselves. Now, the paradigm shift from
the traditional studio to the project studio has yielded

the opportunity to redesign for higher effectiveness.



A few examples of how stock
furniture designs can help
organize a studio environment.
Clockwise from right:
Crystalphonic’s D Room
{Charlottesville, Va.}, Argosy
Studios (Osage Beach, Mo.) and
World Wrestling Entertainment
{Stamford, Conn.)
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THE EXPERTS TALK TRENDS

Mix spoke with three leading authiorities of studio design
and ergonomics about trends in studio design and Fow fur-
niture considerations are increasingly becoming part of the
big pictire: John Storyk of Waltcrs-Storvh Design Group,
Martin Pilchrer of Pilchnes Schoustal Design ano Robert
Traub of Russ Berger Design Group. According to this trio,
the most prevalent frend at this titne is. ot surprisingly, the
shift away from traditional large-format consoles 1o smaller
and more versatile contral surfaces.

Storyh savs, My gut tells me that if you start 1o survey
all stuctios and all production faciities that arc being built,
more of them are going 1 be using what I call “desktop
awdio” smalier-format production and storage devices. That

means smaller physical amounts of equipment and more de-
sire and more ability to have more interesting {urmishing.
more interesting ambience, more interesting client comfort
areas, etc. We've got studios looking like homes now.”

According to Traub, “Historically, there were no er-
gonomics in the studios. In days of old, it was basically
‘drop the equipment into a room and work the session.” Er-
gonomics and the idea of heing able 10 adapt 1o the luman
form is a relatively new thing that has been developeld not
for studio design solely, but in the general world of furni-
ture design.”

“When vou buy a 12-foot-long console,” adds Sioryk.
“youa pretty much have to put the 12-foot-long console
where it has to go; there's not much choice. But when vour
studio is now going 10 be an assembiage of computer
screens and kevboards and wireless devices and much
snaller rack equipment there are more choices aboui how
this equipment should be formally positioned in the room,
or whether it should even be formally positioned in the
room. Maybe it should all be mobile.”

Also supporting this notion, Pilchner adds, “There is also
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a need for more interaction between
the engineer, producer and artist. This is
achieved by providing flexibility in the
control room furniture and fittings to al-
low options in spatial relationships that
encourage these types of synergies. Out-
board gear, MIDI equipment and key-
boards are incorporated into movable
furniture elements that allow them to
break free from their traditional spatial
vernacular.”

Traub says, “These rooms are built
from the inside out, and we start with
the need and build these rooms to cre-
ate the floor plan to create the building
that creates the architecture. It's all such
an interwoven process that even the
support furniture, the lounge furniture
and the sofas that support the working
environment are thought of from day
one in our office.”

The budget for creating a studio can
vary widely, but the underlying principle
remains the same: Focus in on the cen-
tral purpose of the room and make the
room fit that purpose. As Storyk puts it,
“We're spending a lot more time as fur-
niture designers than ever before.” When
the budget allows it, custom furniture
can tremendously promote the usability
and comfort of a studio. Pilchner adds,
“We usually develop furniture solutions
for our clients. We have found that there
are idiosyncrasies particular to each situ-
ation that require a specific design re-
sponse to achieve real usability. There
are always conflicts between computer
keyboards, performance keyboards and
mouse locations, as well as control sur-
face meters, computer monitors and
loudspeaker locations that require a de-
gree of finesse to make it workable.”

In many instances, “off-the-shelf” so-
lutions are not flexible enough to ac-
complish the design goal. Traub says,
“I'd say that 85 percent of the time, we're
designing [furniture] from scratch. It al-
lows us to support the aesthetic that
we've already created for the room, and
because we know what the guts of the
piece need to be in order to facilitate the
gear in the room, it just makes it a
quicker process for us.”

Another new idea is the elimination of
the division between “control room” and
“studio proper.” Pilchner says, “[The con-

60 MIX, October 2003 »

www.mixonline.com

Campanies such as Anthro offer racks and desks, above, for virtually any application.

trol room] has evolved from its origins as
a ‘booth’ to become much more pivotal in
the performance aspect of a recording
event, and as such, has become more of
a hybrid production/performance space
as compared to its pure-production
legacy. The impact of this, when sub-
jected to usability analysis, implies that
modern control rooms must do many
more things well and accommodate more
people. The first evidence of this is that
control rooms have become larger to re-
main comfortable for more people.”
Pilchner Schoustal recently designed a
space in which the traditional “horseshoe”
shape of a MIDI/DAW workstation was
literally turned around backward at the in-
sistence of the client. “They wanted their
clients to be able to gather closely around
the center of creativity. The traditional
horseshoe shape envelops and surrounds
a single creator, but turning that shape
around backward enables several people
to gather around in close proximity, bring-
ing the clients in with the professionals.
These are the clever new things that are
happening,” says Pilchner.

BASIC CONCEPTS FOR
ERGONOMIC ENHANCEMENT
Home studio owners and high-dollar or-
ganizations have the same ergonomic
concerns when it comes to their work-
space, and can apply the same basic er-
gonomic enhancements to improve effi-
ciency and comfort.

Start with having things in the right
places. For example, computer monitors
should be at eye level and lighting

should help eliminate glare and give
warm, appropriate visibility. Also, be-
cause the tweeters in your near-field
speakers should be at ear level, they of-
ten reside on the same shelf as the com-
puter monitors. Having controls within
an arm’s length is preferable, in addition
to installing mixing surfaces and com-
puter and MIDI keyboards at appropriate
(and comfortable) heights. Frequently
tweaked controls should be closest.

The chair should be as posture-
friendly as you can afford. Hardware
that's not supposed to move should be
firmly attached so it doesn't. Clear and in-
formative labeling of patchbays and other
equipment can dramatically reduce visual
fatigue. The “permanent” wiring of the
room should be exactly that—permanent.
Wiring strain-relief eliminates a lot of
headaches. Brute-strength grounding is
valuable, and simple things like consistent
polarity should not be overlooked. Cli-
mate should be considered, particularly in
terms of temperature consistency. And, fi-
nally, a little “vibe” to promote creativity
is nice, as well.

WHERE TO NEXT?

As technology and methodology evolve,
so will our studio workspaces. According
to Pilchner, “The future will see continu-
ing changes to the heart of the production
environment, namely the traditional con-
sole. In smaller studios, the console has
already been replaced by control sur-
faces surrounded by various other pro-
duction necessities. This is driving the
need for more innovative furniture solu-
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tions. The core of the control room is be-
ing defined not only by the means of
control, but also by its ability to embrace
new production realities.” It will be fas-
cinating to see what solutions will serve
these realities.

COMFORT AND EFFICIENCY:

SOME OPTIONS

There are quite a few wonderful products
that help enhance the ergonomic studio
environment. The following selection of
furniture (and this is by no means an ex-
haustive list, but rather a few examples) is
equally at home in seven-figure dream
rooms and basement studios alike.

First, I present manufacturers that offer
desk, rack, bench and cart systems that
are developed almost exclusively for
audio production. Argosy (www.argosy
console.com) has an impressive line of
expandable and modular consoles, work-
stations and racks intended chiefly for
audio. Some are custom-designed for spe-
cific consoles, but others are universal.

Newcomer Jaxon Designs (www.jaxon
designs.com) offers an affordable studio
desk and several slick add-ons made
from 9-ply or 12-ply pine or birch. Espe-
cially creative is the custom-made Amp
Table that turns a guitar, bass or keyboard
amplifier into a functional and attractive
piece of furniture.

My Dog Rax (www.mydograx.com)
offers gorgeous racks for any studio that
requires something a little more aestheti-
cally pleasing. And although this com-
pany's main focus is on striking racks, it
also presents beautiful consoles and
workstations in both “off-the-shelf” and
custom varieties. These products are truly
definitive examples of “studio furniture.”

Omnirax (www.omnirax.com) pres-
ents a line of attractive workstations
for keyboards, mixers, audio/video and
DAWSs, many of them customized for Pro
Tools and its many available control sur-
faces like the Mackie HUL As with other
manufacturers, Omnirax provides work-
stations that are customized for popular
mixers and control surfaces.

QuikLok (www.quiklok.com) offers an
amray of high-quality products centered
around stands for keyboards, mixers, mics,
speakers and lighting. Additionally, the
company provides high-quality multi-shelf
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workstations to serve a number of needs.

Raxxess (www.raxxess.com) has so-
lutions for all issues associated with
rack-mounted equipment, including a
huge array of racks and accessories for
the studio and touring, or data and com-
munication needs, as well.

Finally, Taytrix (www.taytrix.com) is a
New York-based organization that pro-
vides not only a range of services includ-
ing acoustical design, but also “building
blocks for your studio.” Nice custom racks
and cabinets are available, along with
things like speaker stands and gobos.

BEYOND AUDIO APPLICATIONS

There are also a number of manufactur-
ers that develop furniture that is not nec-
essarily intended exclusively for audio
or music production, but can be easily
used that way. The Anthro Corporation

pr—— —— ——

Contour ShuttePRO

(www anthro.com) has an extensive line
of bench, cart, rack and other systems
that tend toward video editing or multi-
media creation, but its “Curved Cart” can
easily accommodate a pair of near-field
monitors, a computer monitor or two, a
MIDI controller keyboard, a tower com-
puter and even a couple of rackmount
items.

Another company that develops ex-
cellent furniture that’s not just for audio
is Biomorph (www.biodesk.com). It
provides a complete line of “interactive
desks,” which enable instant height ad-
justment and other modifications. These
are tough, welded-steel desks that can
support as many as four or five com-
puter monitors or whatever other audio
hardware you may have.

Middle Adantic Products (www.middle
atlantic.com) offers a line of customizable
and very attractive “edit center systems.”
Once again, these are at home not only
in video editing, post-production and
multimedia production, but also very use-
ful for DAWs and MIDI workstations.
These sophisticated desks provide useful
solutions in terms of rackspace.

THE BEST THINGS COME
IN LITTLE BOXES
There are lots of “big” considerations in

terms of studio furniture and ergonom-
ics, but the little things are also very
important.

Now that DAWSs have become king in
the studio environment, the computer
and its peripherals are among the most
important considerations. The venerable
mouse, for instance, may very well be
the most handled and used device in the
entire room. There is a huge range of
such products available, from the tradi-
tional to the exotic, and there are as
many different preferences as there are
professionals.

Unfortunately, there is such an array
of wonderful control surfaces and after-
market mice, trackballs and drawing
tablets that I cannot cover them all effec-
tively. But I will point out a really power-
ful device known as the ShuttlePRO
Multimedia Controller from Contour A/V
Solutions (www.contouravs.com). It fea-
tures a jog knob that rotates 360° and a
spring-loaded shuttle ring that provides
seven variable speeds for scrubbing. It
also sports 13 programmable buttons that
can be assigned to any keyboard shortcut
or command. Thus, one hand is given a
huge amount of control, while leaving the
other hand available for the computer
keyboard or faders, or other controls. Re-
gardless of your preference, much thought
and test-driving should precede your
choice of controller.

There are also little things like monitor
mounts that cannot be truly defined as
furniture. Middle Atlantic Products (www.
middleatlantic.com) has, for instance, a
line of video monitor mounts that can
hold displays from 13 to 37 inches. They
exhibit an elegant design that can accom-
modate 16- or 24-inch stud centering, and
yield 40° pivot and 355° swivel, so you
can precisely set the viewing angle. This
is a great solution if you don’t have space
on your desk for monitors. Likewise, Omni
Mount (www.omnimount.com), known
for its high-quality speaker mounts, also
offers a range of high-quality video mon-
itor mounts.

Other important considerations along
these lines include products such as anti-
glare screens for your monitors or even
cleaning products that can help you
keep your space tidy and efficient. Er-
gonomic computer keyboards and the
like can also help to promote workspace
efficiency. When you go about enhanc-
ing your workspace’s ergonomics and
efficiency, don’t forget to consider all of
these little things! |

Jobn McJunkin is the principal of Avalon
Audio Services (Phoenix).




0o)

E//[‘psf STUDIO MONITORS

Expand your Bandwidth Horizon

Featuring the Tannoy Dual Concentric™ and WideBand™ transducer technologies, zhe fully time coherent three way
active Ellipse establishes the new quality standard for reference monitoring.

Tannoy’s unique drive unit technologies enhance harmonic detail to
reveal the extended bandwidth of today's modern sources.

For more information, GO to www.tannoy.com -
@RUAY: «viossan)»

T (519)745-1158  F: (519)745-2364  E: inquiries@tannoyna.com

tannoyecom




Eddie Kramer Never Stops

An Interview With This Year’s TEC Hall of Fame Inductee

ne certainly wouldn’t blame this year’s TEC
Hall of Fame inductee—engineer and pro-
ducer Eddie Kramer—if he wanted to slow

down a bit. After all, he turned 61 this past April, and
he doesn’t have anything to prove to anyone. He’s
done it all. In the '60s, he worked with The Beatles,
the Rolling Stones, The Kinks, Traffic, Jimi Hendrix
and Led Zeppelin, to name a few, and he was a prin-
cipal engineer at Woodstock. In the 70s, he was be-
hind the board for albums by the likes of Derek & The
Dominos, Eric Clapton, Peter Frampton, Humble Pie,
Kiss, Mott the Hoople, NRBQ, Carly Simon and lots
more Zep. He helped build Electric Lady Studios for
Jimi Hendrix and then ran it for several years after
Hendrix’s death. In the ’80s, the indefatigable Kramer
was still rockin’ in the studio with the likes of Anthrax,
Alcatrazz, Triumph, Ace Frehley and others. The '90s
brought him work with such varied acts as Brian May,
John McLaughlin, Buddy Guy and many others. In the
new millennium, he’s still one busy dude: working on
5.1 mixes for various rock films and DVD projects;
recording young groups in the studio (including a
solo venture from Matchbox Twenty’s Kyle Cook and
the maiden effort of the Norwegian hard rock band
Hangface); organizing his incredible photo archive
into a lucrative business; lecturing far and wide about
his experiences in the music business; and, of course,
there’s all that incredible Hendrix music. Kramer has
been the de facto audio curator of Hendrix’s legacy,
and the releases—both CDs and DVDs—show no
signs of drying up anytime soon.

Kramer has been a loy-

al friend of Mixs for a
long, long time, always
available to talk about
music history and record-
ing. In recent years, we've
interviewed him for three
“Classic Tracks” articles—
Hendrix's “All Along the
Watchtower,” Led Zep-
pelin’s “Ramble On” and,
most recently, Traffic’s
“Dear Mr. Fantasy"—and
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discussed his techniques
for surround mixing (Mix, March 2003). With his in-
duction this month in the TEC Hall of Fame, howev-
er, we thought this might be a good time to offer a
more general overview of his glorious career. We
caught up with Kramer at his Putnam County, N.Y.,
home in late July. More than 30 years in America have
chiseled away at his South African/English accent—

www.mixonline.com

and also turned him into a hardcore Yankees fan.
(Please don't hold that against him.)

He says one of his oldest memories is, at the age of
three, sticking a metal rod into an electrical outlet and
being knocked across the room (and then punished by
his father), but we pick up his story a little later.

You were raised in South Africa and studied classical
music primarily. Was any American rock ‘'n’ roll get-
ting through to South Africa in the *50s?

Plenty. We listened to Elvis and Chuck Berry. But the
guy who really turned my head was Little Richard,
since I was a pianist. I thought he was amazing. I re-
member being in school and I could hear the sound
in my head, and I remember trying to play all those
parts. I got thrown out of class one day for playing Lit-
tle Richard! Actually, I was attempting to play it, be-
cause even though I could play all of these classical
pieces, it was not easy to play Little Richard; those
repetitive 16th notes; that’s tough!

Was this your typical formal Britisb-style school?

Oh God, yes sir! It was based on the English public-
school model, actually. We had these hats called
cheese-cutters, or straw boaters. We played cricket
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in the summer and rugby in the winter.
We wore blazers and caps. It was very
strict. You got caned on the ass if you
misbehaved.

Worthy of a Roger Waters song!

Very much so. It was called SACHS, for
South African College High School, and it
actually was a very good school; it did
produce a number of very tal-
ented individuals. But it also
had a lot of very right-wing
Afrikaner-style teachers who
were pretty adamant. My father
was very left-wing. He was
South African and my mother
was British.

Did you go to England much?
We kept going back. In 49, we
were there for a year. We came
back in '56, and were there for
a year. Then, after the Cape-
town riots [1960], my dad said,
“We're out of here!” I stayed on
and finished high school, but in
my last two or three years of
high school, I actually attended
the South African College of
Music, so I was doing regular
high school but also studying
music at the university at the same time.
I don’t know how I managed to pull that
off, but I did.

And you were studying classical music
only?

Yes, I thought I was going to become a
concert pianist. Then, during my last years
of school, I became the chairman of the
Music Society and I became very interest-
ed in jazz. I used to bring in jazz records
by the Modern Jazz Quartet and Oscar Pe-
terson, Charlie Parker and then classical
music, as well.

I arrived in England in December of
1960, not quite knowing what to do. I
started off as a messenger boy for a fash-
ion magazine, learning the streets of Lon-
don. Then got into an advertising agency
as an internal messenger boy, delivering
stuff between floors. On the second floor
of the building, there was a television pro-
duction suite, which had two back-to-back
projection booths, with two theaters—one
on each side—and they would show the
dailies of the commercials that they’d shot
there.

I became friendly with the guys in the
projection room, and one day, one of
them asked if I would help him wire
something, so I helped him wire up these
pieces of antique furniture, where we put
amplifiers and tuners and a really nice
turntable. I'd been interested in electricity
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and sound and all that for some time. Lat-
er, [ was able to buy a tape recorder that
ran at 15 and 7%, and [ bought a couple
of microphones. I had a nice small grand
piano in my place, and I'd invite friends
over to my living room to record. I re-
member wandering around the room and
since I only had the one mic at one point,

Jimmy Page and Robert Plant recording at Stargroves, 1972,

when it came to a solo, I'd have to move
the mic.

Anyway, after a while, I got kind of
frustrated working at the agency and I fig-
ured, “Music? Electronics?” A light bulb
went off, and that’s when I decided to try
being an engineer at a sound studio. So I
opened up this book that listed all of the
recording and film studios [in London],
closed my eyes and I stabbed at it with a
pen six times. I wrote off six letters, and
one of them came back and asked me to
come in for an interview. That was Advi-
sion, and I got a job as an assistant; a tea
boy, as they were called in England. I
learned a lot there: how to work a pro-
jector, record mono, some mastering, And
meanwhile, I was still experimenting with
my friends—now bringing them into a
proper studio. The studio had these great
big Painton faders. I'd have to take them
apart, clean them every week and put the
bloody things back together. We also had
a very interesting tape machine called a
Magnetophon. It was a version of one of
the German wartime machines. It was a
nasty thing because it was all DC voltage,
and when you'd push the Stop button,
sparks would fly out and you'd get a
shock. You had to figure out how to push
it fast and get your finger away, which
ended up being great training for punch-
ins later. [Laughs]

Obviously, there was a point when you
decided that being a concert pianist was-
n't for you.

I gave up that idea in late high school. The
idea of practicing endlessly was just too
much. But I had a damn good education, I
must say. And a very wide-ranging taste in
music: everything from jazz to blues to rock
'n’ roll to R&B. Popular music.
Bach, Brahms, Beethoven. Bartok.
Shostakovich. I was interested in
all forms of music.

There aren’t that many people
who get that kind of education
anymore.

That’s true, and it's unfortunate.
Even the guys up at Berklee,
where [ do some teaching, are so
specialized now.

You moved from Advision to Pye,
which was more of a music-
oriented studio.

Yes it was. My first mentor was a
guy named Bob Auger. Bob was
building Pye Studios, and it was
very unusual in the sense that it
was basically an American-style
studio. He had a dear friend in
New York named Bob Fine, of
Fine Recording Studios, and Bob Auger
was tremendously influenced by him. So
when Bob decided to build Pye, he made
it like an American studio with Pultecs,
great mics and all. In fact, he went so far
as to have an entire room, with big trans-
formers, wired for 110, which was highly
unusual. He thought the machines per-
formed better at 110. We had a Neumann
mobile board that was plopped down in
the Studio A control room; the preamps
were down on the floor, and my job was
to run down and move the attenuator 10
dB, 20 dB. It was all Ampex 300 3-track.
We recorded Sammy Davis Jr. in an amaz-
ing first-time midnight session. We'd go
down [to Walthamstow Town Halll and
make classical recordings with a portable
Ampex 3-track and three Neumann U47s.
That was it; you had to figure out how to
make it sound good. That influenced me
tremendously; in fact, it influenced how I
record drums. We did some great sessions
at Pye: The Kinks, Petula Clark, all sorts of
pop and rock things.

You were still an assistant.

Yes, it took me awhile to become an en-
gineer. It took me from ’62 to about ’66.
It was when I went to Olympic that I be-
came an engineer full time.

How did you end up there? I know you'd
worked at your own studio, and at Re-
gent Sound after Pye.
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Well, I just kept hearing about
Olympic through the grapevine,
and then I kept pestering [Olympic
technical director] Keith Grant,
who was also a student of Bob
Auger’s, so there was a heritage
there. Keith was an amazing engi-
neer. He taught me how to do so
many things. One of the famous
sessions we did together was The
Beatles’ “Baby You’re a Rich Man,”
and I also did “All You Need Is
Love.” It was a great training
ground and the studio was just a
magical place. It was remarkable
in the sense that it was the up-and-
coming independent studio.
“Baby You're a Rich Man” was
done at Olympic?

Yes. Of course, The Beatles almost
always worked at EMI, but they
came to Olympic for the very sim-
ple reason that they couldn’t get
into EMI at the time and they
wanted to record. We were the
competition and we got the gig.
“Baby You’re a Rich Man” was
recorded, overdubbed and mixed
all in one night.

I'd been recording Jimi and the
Stones and that was really cool, but The
Beatles coming in was a very big deal and
I was nervous. You know, for a while, I'd
been taking pictures of all the artists I was
working with, but this was the one time [
chickened out. I didn’t think it was ap-
propriate at the time. It would have been
nice to have some photos of that, of
course. {Laughs]

Speaking of the Stones, you've said that
their producer; Jimmy Miller, was anothb-
er teacher and mentor.

When I think back, the three people that
influenced me the most were Bob Auger
and Keith Grant as engineers, but as a
producer, Jimmy Miller was it; he was the
king. He had such a wonderful ability to
sense where the band was at, get into
their heads, get their confidence, and then
fire them up in the studio and get great
performances from them. He was able to
put such a spark into the cutting of the
tracks. [ started working with him on Traf-
fic’s Mr. Fantasy and then moved onto the
Stones’ Beggar’s Banquet. He was an ex-
tremely impressive individual. He was
able to grab the artist by the balls and
bring them along with him. He could help
them with song structures and be very in-
volved on that level, or be a fly on the
wall when he needed to be.

So many of the big albums from that
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Jimi Hendrix and Buddy Miles recording "Electric Ladyland” at the
Record Plant studios, New York City, 1968.

era—Sgt. Pepper, the first Traffic album,
the Stones’ Their Satanic Majesties Re-
quest—uwere notable for the amount of
musical and sonic experimentation on
them. No idea was too weird, it seemed.
We were willing to take chances and en-
couraged to take chances. That was a part
of the spirit of those times. It didn’t mat-
ter, somehow, whether this player or that
player could really play some of these in-
struments. No one was thinking, “Well,
they’re not going to play a track with a
sitar on the radio!” If it sounded cool and
it was going to add to the track, we'd try
it, and sometimes we’d use it.

When did you first encounter Hendrix?
Well, of course I knew about him already.
Jimi had come to London from America
lin the fall of *66] and almost immediate-
ly, he had a hit with “Hey Joe.” The word
was out that there was this amazing Amer-
ican guitar player. Anyway, I remember
one day, the studio manager [at
Olympicl—this lovely, very prim and
proper English lady—saying to me, “Oh
Eddie, there’s this American chappie with
big hair named Hendrix coming in. You
do all the weird stuff, so why don't you
do this session?” At that time at Olympic,
I was doing avant-garde jazz, experi-
menting, trying all of these different
things. So [ got the Hendrix gig, and, ob-

viously it was a very fortuitous ex-
perience. [Laughs]

They'd already recorded “Hey
Joe” and some B-sides—maybe
three or four songs—so what we
did was continued with that work
on what became the first album
lAre You Experienced?]. We re-cut
some guitars and then started new
tracks. It was a wonderful time.
Imagine the excitement of being in
the studio with Jimi—he was so in-
credible! We hit it off immediately.
He’d be in there cranking up the
guitar and I'd hear these amazing
sounds, and I'd think, “Okay, let’s
see what happens to that sound if
I tweak it like this.” Then: he'd
come in the control room, listen
and say, “Whoa, that's cool, man!
What happens if you do that and
then I tum this knob?” So he’d try
this and try that. He was excited
about what I was doing and I
would get excited about what he
was doing; it was a great feeling of
camaraderie, because every time
we rolled tape, we were doing
something new. Chas Chandler
[Hendrix’s manager and producer]
said it so well: “The rules were, there are
no rules.” I have to quote him, because
without Chas, we wouldn’t be talking right
now! [Laughs] Chas was “the guv’nor.” He
really helped Jimi tremendously on those
first two records.

Was what you did with Hendrix as an en-
&ineer that different than what you did
with everyone else?

I was much more inclined to take chances.
His playing was so different and unusual
and had so much depth that it encour-
aged me to see what interesting things I
could do with it: “Let’s see how far out
we can take this.” We experimented with
phasing and EQ and compression and
reverb, and he was up for it all. He loved
that phasing; wanted it on everything.
[Laughs]

Did Sgt. Pepper affect you the way it af-
Jected so many otber engineers?

I'm not sure it affected me other than it
was obviously a brilliant record. I was so
involved with the next session that I did-
n’t really have time to digest it from a tech-
nical standpoint, or think too much about
how it was done.

One thing that did influence a lot of us
in England, though, was the sound of the
bass on so many American records in the
mid- and late ’60s. We would study
records by Dylan and some of the R&B

Ry
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and pop artists and we’'d hear this bass
and wonder, “Damn, how the hell did
they get that sound?” I know this for a fact
because I came to America in 1968 and
figured out how to do it.

And the answer was....?

It was Pultecs and LA-2As and all of the
American preamps that engendered that
sound. Of course, a lot of it was the play-
ing, t00.

It’s funny, because while I was trying
to figure that out, all of the American en-
gineers would ask me, “How did you get
that sound on Hendrix?” So there was a
great cross-pollenization of ideas. Plus,
you had the great English bands coming
over to the States being influenced by
the Americans, and vice versa. I think at
the time, we had the better consoles in
England: the Helios and such. But we
didn’t have 8-track yet, and we were
very jealous of the Americans for that.
When I came to the States in April of
1968, 1 jumped from 4-track to 12-track
when I went to work at the Record Plant,
and that was quite a challenge.

Once you were bere in the States, you still
worked with Hendrix on Electric Lady-
land, and then you also worked on Led
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Zeppelin's second album.What was it like
working with Zeppelin?

I very much enjoyed working with the
Zeps. Obviously, they were a great, great
band, and by the time I recorded them,
they were already quite a success in both
the U.S. and in Europe. I mixed that sec-
ond album in just two days at A&R Stu-
dios on a small, 8-channel board with two
pan pots! With Zeppelin, you always
knew who was the boss: Jimmy Page. He
always had very specific ideas of what it
should sound like, what the solos should
be, how the vocal fits in with the overall
sound. He was very, very much in charge
at all times, and very talented.

You got to work with the best rock gui-
tarists of that generation: Clapton, Hen-
drix, Page. Then later, you worked with

Poeatic featuring Norah Jones

bands who bad been influenced by those
Dlayers and were clearly more derivative
than they were original, such as Kiss.Was
that at all strange?

Not at all. I really liked working with Kiss.
You have to look at Kiss in a different light,
because they are such a different animal.
Gene [Simmons] had this concept about
making a rock 'n’ roll band with makeup
and each member having his own identi-
ty. And they played this hard rock that was
pretty good, but with them, it was the
whole thing: the music and the image. Ace
[Frehley] was certainly influenced by Clap-
ton and Henrdrix and Page and all of the
great guitar players, and you can hear it,
but at the same time, he combined those
influences in some interesting ways. [
think he’s a greatly underrated guitar play-
er. Also, I liked their rawness and direct-
ness. Kiss is an anomaly. They're really an
entertainment band, like a traveling rock
'n’ roll circus. It’s theater, kabuki, rock 'n’
roll on steroids. It’s made for fun.

I remember going in the studio and
cutting their demo: a 4-track at Electric
Lady. I still have the original quarter-inch.
They went off and did their touring and
got their record deal. I didn't actually do
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an album with them until the live album
[Kiss Alivel. When I got the phone call
from Neil Bogart, who was the head of
Casablanca, asking if I wanted to do the
live record with Kiss, I had a tape on my
desk from Tom Scholz and Boston and I
listened to it, and I thought it was tremen-
dous. I called Tom back and I said, “Tom,
this record is great, man, put it out the
way it is. [ can’t add anything to it.” So I
did the Kiss record. I wanted the chal-
lenge of working with a band that was
leaping around, bombs exploding. How
do you make that sound good? They’re
out of tune, they’re out of time...

It’s interesting that you were doing that
at the same time you were working on
Physical Graffiti with Led Zeppelin, which
is a really bold and sopbisticated album
through and through.

That’s true. I was very fortunate. [ went to
England and recorded a whole bunch of
tracks for them using the Rolling Stones
mobile. Again, Jimmy knew what he want-
ed. I will say this, though: The unsung
hero of that band was John Paul Jones. He
was very, very bright and knew a lot about
arranging and had many good ideas.

Led Zeppelin was one of those groups that
went through that interesting progression
of becoming really, really buge and bav-
ing a scene around them that got pro-

gressively weirder and druggier. As an en-
gineer, were you affected by those kinds
of changes?

Sure, you couldn’t help it. With Zeppelin,
it became a battle, because they started to
come into studio with such an attitude. At
one point, they came into Electric Lady to
mix one of their albums, the one with
“Stairway to Heaven.” We started and then
one night, the band ordered some Indian
food and a whole bunch of it spilled on
the floor and I asked the roadies to please
clean it up. The studio was brand-new
and I had a lot of pride in it. And sud-
denly, they’re yelling, “You don't tell our
roadies what to do!” And they pulled out;
they left, and [ didn’t speak to them for
about a year! Then later, they calied back
and asked me to record them again as if
nothing had happened. [Laughs)

How did you become My: Live Recording?
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Was it recording Woodstock?

Pretty much. After that, it was, “Let’s get
that guy Kramer.” I did Derek & The
Dominos, Peter Frampton, Humbile Pie.
What's the key to recording live? You'd
never been a frontof-house engineer,
right?

No, I hated that. I would never do that.
It's a question of keeping the band hap-
py and comfortable. The key is their per-
formance. Really, it's a question of cap-
turing that performance and not getting in
the way at all. Even if I have to put a mic
in a place where I normally wouldn't, so
be it, if it makes the band more comfort-
able. The most important thing is to get
the performance.

When you made Frampton Comes Alive
did you bhave any sense that it would be
so popular?

How could one? It was the same thing
with Kiss: “Ah, we've got a good record
here. It would be nice if it sold a couple
of hundred thousand.” And it took off like
a bloody rocket, sold 3 or 4 million. With
Peter, we knew he had a fan base, but we
couldn’t have possibly predicted it would
sell 14 million records. Who the hell knew?
When you work with young engineers, as
you invariably must, do they all defer to
you because of your track record? | mean,
you're Eddie Kramer!

{Laughs] Well, I suppose some of them are
a bit intimidated at first, but you know, I
like working with young engineers be-
cause they have a different perspective
and they have some cool ideas of their
own. It's not like I know everything. I'm
still learning. I'm open to new ideas.
That said, there is a certain way I like
to record: I have my own methods of
doing drum and guitars and my EQ’ing.
I suppose I am slightly old-fashioned—
I hate to use that term—in the sense that
my method of recording is getting
sounds now. I believe in committing to
the bloody thing. Get the compression
right; get it sounding cool now. Other-
wise, you're just prolonging the agony.
Later on, you're going to have to twist
knobs for three hours, trying to figure
out how the hell you want to make the
guitar sound. I like to get the sound
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Eddie Kramer at the Empire State Building, 1968

then and there, and everybody’s happy.
Then, when I get to mixing, it's a much
easier job.

As one who was so good at recording
bands live—both in the studio and on-
stage—did you ever go through a phase
in the '70s or ‘80s when you would record
every element separately one at a time,
agonizing over sonics? Spend five bours
getting a snare drum sound?

I never did that. I made a very strict rule:
I walk in the studio and if in 20 minutes
I don’t have a drum sound, I go home.

I tell [students] that when I lecture at
Full $ail or Berklee or the University of Mi-
ami, and they’re always shocked because
they think you're supposed to agonize
over it, like you say. But I'm serious. This
is not f***ing rocket science. Yes, there is
a bit of science to it. There are some tech-
nical things you have to know. But, basi-
cally, it's about the song, the song, the
song, the song. And then the perform-
ance. And then the sound. Of course,
your technique has to be as good as the
song and the performance. All of those el-
ements have to come together. But don’t
belabor it!

One of the unfortunate things about
today’s music is that everyone has be-
come so perfection-oriented. [ have to
blame that to a certain extent on Pro Tools
and the ability to make things perfect.
Don’t get me wrong: Pro Tools is a won-
derful device. It's a great editing tool. But
I know from bitter experience that you

©1967-2003 EDDIE KRAMER/KRAMER ARCHIVES



give certain people Pro Tools and they'll
sit there for months dicking around trying
to make it perfect. The whole idea of rock
'n’ roll music, to me, is going in there and
playing like a band and trying to get out
some emotion. Not making the vocals per-
fect and the guitar parts perfect. Rock 'n’
roll should have some hair on it, if you
know what I mean. Now, even hard-rock
bands are working that way: They’ll play
a small section and then they’ll time-
stretch it and fart around with it, fix notes
and all this. Cmon! Let’s play this stuff for
real! It really pisses me off.

I use Pro Tools myself. It used to be
that I'd record on analog and dump it
into Pro Tools and work with it. Now with
HD, you can record directly to Pro Tools
and it sounds pretty good. It’s still not as
good as analog. If you want that crunch
in rock 'n’ roll, you still want some ana-
log equipment in the chain. I think the
two worlds can coexist very happily to-
gether. But don't abuse the digital world
or become a slave to those computers! It
drives me nuts.

Where do you like to work?

In LA, I work at NRG a lot. It's a nice
amalgam of high-tech 2003 digital record-
ing and vintage analog. In New York,
there are a bunch of studios I use. The ob-
vious choices are the Hit Factory and
Right Track, and Avatar’s very nice, too.
But there’s a very nice studio called Clin-
ton that I really like a lot. I used to go to
Electric Lady, of course, but haven’t been
back there for quite a while.

You worked with a third generation of
rockers in the '80s, bands like Anthrax.
You did all these bardcore beavy-metal
bands.

I sure did. (Laughs]

How'’s your bearing, Eddie?

Whaaaat? (Laughs] Seriously, I think the
idea is to minimize your hearing loss by
using small speakers where possible. Ini-
tially, when I'm tracking, I'll use the big
speakers to make sure that the relationship
between the bass drum and the bass
guitar is what I think it should be, even
though the big speakers can be horri-
ble; it seems like in a lot of studios they
are, which is unfortunate. I like Dynaudio
speakers. I can use Genelecs; I think
they'’re okay. Just keep the volume down.
You don’t have to crank it all the time. If
you have it up loud for an hour, you're go-
ing to have hearing loss, period. So keep
the bloody volume down. I think you get
better perspective, t0o.

Has the basic personality of bands
changed during the years?

Nah! [Laughs] It’s usually the leader of the
band that has the best ideas and is the
smartest...

And then the otbers are resentful of bim. ..
Yeah, absolutely. There’s always the next
guy who maybe thinks he’s as good, and
that's where the battles start. But you
know what? If the battle is over creativity,
hopefully what comes out is a fine prod-
uct. Because I think if there’s no resistance
and there’s no spark, what the hell do you
have? A piece of wet, soggy paper. When
you think about Robert and Jimmy of Led
Zeppelin, they were knocking heads all

the time. Same with John and Paul in The
Beatles.

Well, there was always a tremendous
undercurrent of mutual respect in those
cases.

Undoubtedly. The point is, without that
spark, that creative tension, you don’t
have as much.

What bave you done the past few years
that excites you, otber than the reissues?
What I love right now is the fact that I've
been able to go in and do 5.1 surround
mixes. What a marvelous thing 5.1 is, par-
ticularly for me, because I'm a big fan of
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movies and [ love the fact that [ can get
in there with a live recording with a good
picture and really work with the sound.
It's a great challenge and the results can
be amazing. I've just finished this film, The
Festival Express [a documentary about a
1970 trans-Canada train trip by Janis
Joplin, The Band, the Grateful Dead and
others] and it was so much fun. The tapes
were very old; they sat untouched in a
vault in Canada for 25 years. | did Mon-
terey Pop and that was quite a challenge.
[ just finished doing a 5.1 of Jimi Plays
Berkeley and it’s stunning! The “Johnny B.
Goode” is just hair-raising!

How much Hendrix stuff is left at this
point?

We still have enough material in the li-
brary to come out with something com-
pletely new for many years to come.
That's not including film things we're
working on. It’s a massive library and it’s
well-taken care of.

A lot of it is really good, and there are
some things that aren’t that great, of
course. We grade it by the quality of the
recording and the performance. There are
some things that only the really hardcore
fans will like; things that sonically might
not be that great, but are great perform-
ances. So I'll do the best I can with it, but
the buyer has to know that there are lim-
itations. We have some audience tapes
like that and also some less-than-great 2-
tracks from the board. But the idea is to
make it available to the fans on Dagger la-
bel at a reduced price. It's not junk; it's
EQ'd and mastered properly.

Do you bave to bake the tapes?

No. Most of the stuff was pre-"70s, which
is when the tapes started going to hell.
The saddest thing right now is that BASF,
Emtec is no longer; that really hurts be-
cause it’s been my favorite tape forever.
All of the early tapes I did with Jimi in
’67 and part of '68 were on BASF LR56,
that horrible, sickly green tape that
sounded so great! To this day, I've played
tapes from those sessions and they track
perfectly; no shedding. They sound ab-
solutely wonderful, and I've never had to
bake them.

It's still a thrill for me to go back to the
master tapes and pull up the faders and
listen to Jimi talking to me, or Chas say-
ing something, or Jimi making jokes about
Mitch and Noel. And, of course, much of
the music is just wonderful.

I never get tired of working MI!"E

on Hendrix.

Blair Jackson is Mix’s senior editor.
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Joshua Thompson

The Tallest Tree in New Jersey

he sign outside still said Frederic

Clements, but it would be removed

shortly. Joshua Thompson was in the
final stages of transforming the former
Clements art gallery into the new home of
Tallest Tree Music, and in a couple of days,
he would be hosting the release party for
George Benson'’s new record, Six Play, which
Thompson produced and co-wrote. Benson,
we found out later, even stopped into play.

Thompson just might be one of the best-
kept secrets out there, with nearly 32 million
records bearing his signature style as either
a producer, a writer or both. While he may
not sport the hip factor of The Neptunes or
the flash of P. Diddy, he has the talent and
the ambition to work with high-profile acts.
His goal for Tallest Tree? Simple: He hopes
to create an in-house orchestra of New Jer-
sey’s finest, capable of playing in any style,
just as Berry Gordy did in Detroit.

Thompson, who grew up and still lives in
Orange, N J., near the Montclair home of Tallest Tree,
is riding high on the contemporary R&B charts. Dur-
ing a 10-month period in 2001, he had written and/or
produced a total of 10 Billboard chart-toppers, includ-
ing Luther Vandross’ single “Heaven Can Wiait,” the first
release off of Alicia Keys' smash album, Songs in A
Minor (“Girlfriend”) and R&B songstress Olivia’s Num-
ber One hit, “Bizounce.” After a nine-month slow-
down, while he concentrated on studio construction,
he’s back and ready. When Mix caught up with him,
he was putting the final touches on the Benson album,
due out this month.

“Certain things are constant in record production,”
Thompson says. “It all starts with the material; you
have to have great songs. George is an icon. The ques-
tion is, how do you get people to focus on him in a
new way? It was done with Tony Bennett, and I'm sure
we can do it with George. We have make him as hip
as possible, but you don’t want to create an overly
edgy sound for him, because it could sound contrived.
It's a bit of a tightrope, but that’s what makes the job
so interesting.”

“I'm a listener,” Benson interjects. “And you have
to stay in touch with what's going on around you. To
stay current, I need to speak the language that people
know and understand. I knew what he was capable
of, but I didn't know whether we would be compati-
ble in the studio. Lining up minds is difficult!

“But working with Josh on this album has been a
great experience,” Benson continues. “He comes up
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Joshua Thompson in the A Room ct the Sony DMX-R100

with tasty themes, and he has a fresh approach to har-
mony that I find challenging. We're still squeezing juices
at this point; every time I listen to the songs, I hear some-
thing different. We're in the process of surrounding the
vocal tracks with guitar parts, without trying to become
too involved with turning the album into a guitar/vocal
thing just for the sake of that goal. We have to keep ask-
ing, ‘Is this a good time to let the guitar shine or will a
solo detract from the song? The new studio sounds
great. I'm happy for him, and I think that people are go-
ing to respond to the record that we’ve made.”

The new four-room facility is an outgrowth of a
deal with Clive Davis’ ] Records, whereby Thompson
plans to be in constant production, focusing on sign-
ing and developing new talent for Tallest Tree/]
Records.

“I have more work than I could handle at my home
studio,” Thompson explains. “I can’t be running
around to different studios. We've just signed a local
group called the Art of Soul. They come from Newark
[N.J.J, and all of the guys are great lead singers. Clive
came to see them perform before we had any mate-
rial tailored for them and signed them on the basis of
their performing ability alone. We have most of their
album recorded and mixed, but we're looking for the
hot single. We've also started working on Olivia’s sec-
ond album and a new project with singer Joe. Then
there’s the George Benson album, and we’re also de-
veloping a 16-year-old singer named Corey Williams.”

A guitar player since the age of 10, Thompson went
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to the Livingston campus of Rutgers Uni-
versity, where he studied with Kenny Bar-
ron and Frank Foster, who served a term
as Count Basie’s arranger. In the early '80s,
Gwen Guthrie recorded one of Thomp-
son’s songs. By the end of that decade, he
had worked his way up, co-penning the
tile track of Aretha Franklin’s album,
What You See Is What You Sweat.

The now defunct House of Music
recording studio in New York City was a
kind of post-graduate environment for
Thompson. “That was a great studio,” he
recalls. “Most people know that Kool &

~

\ S

The Gang recorded ‘Celebration’
and most of their other hits there.
I learned a lot about how to pro-
duce by watching Deodato work
with that band. He did a great job
producing their Ladies Night al-
bum. Deo had a way of sifting
through the writing, finding the
great melodies and grooves, and
thinning out the ideas so that the
best elements shined through. I
saw that, with him, producing was
about not overcrowding the music.
Deo also knew how to build an

You make the sounds, create the colors . . .
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... and then hear what they really sound like.
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Engineer John Roper, ot the PARIS station

arrangement from start to finish. A lot of
producers today overlook this, and it's a
critical mistake. Quincy Jones is also a
master of nuance and layers. Again,
though, it all starts with a great song.”

Thompson’s big breakthrough came
when he began writing with Joe. “Joe and
I developed a level of writing chemistry
back in '95 that I'd not experienced be-
fore. Joe came up in the church. He has
a lot of melodic skills and innate ability.
He’s trained on the guitar, bass, drums
and keys, and I play guitar and keys. My
harmonic concept opened up some of his
melodic ideas and we combined on lyric
wriling. Joe delivers a song so well that
he makes writing easy! He can make a B
song sound like an A song, like Marvin
Gaye could.

“We wrote ‘All the Things Your Man
Won't Do’ for a movie called Don’t Be a
Menace While Drinking Your Juice in the
‘Hood,” he continues. “Joe didnt even
have a record deal at the time, but radio
stations started playing the song a lot, and
Joe got with Jive Records. That track set
Joe up as a solo artist. At this point, we’ve
written about 40 songs together and have
had some of them covered by Luther,
Babyface and Case. Case recorded ‘Miss-
ing You,” which was used in the film 7he
Nutty Professor II. 1t spent four weeks on
the pop charts last year and reached Num-
ber One on the Billboard R&B charts.”

THE TALLEST TREE

The new four-room Tallest Tree Studios
was designed by Gene Lennon, whom
Thompson has known for over a quarter-
century. “Back in 1976, when I first started
out in the business, Gene was an engineer
at 9 West, a studio in Bloomfield [N ].]. He
used (o give me advice. I've never forgol-
ten the time when he told me that if you
have a liule bit of talent, you can win by
default in this business just by staying in
the game and outworking everyone else.”
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Once Thompson had roughed out a
design that divided the 3,300 square feet
into four distinct areas, Lennon took a
look and had him open up the design to
allow for more square footage in the A

manager Jameel Cross

room. “We want to track as much as pos-
sible live, at least for certain sessions, in
order to get that classic R&B sound,”
Thompson says. “So we eliminated some
of the hallways that [ had envisioned and
devoted that footage to the live room.”

The facility includes a pair of writer’s
rooms, outfitted with Yamaha 02R con-
soles and PARIS workstations, and a
“whisper” room (Studio C) that sits next
to the niin recording room. A Sony
DMX-R100 console is the centerpiece of
Control Room A, and prewiring has been
installed in case Thompson wants to net-
work this board with others in the facil-
ity at some point. Genelec monitors were
about to be installed in rooms A and C,
with sets of M-Audio BX-8 monitors
used in the two writer’s rooms. Four
rolling PARIS rigs will be moved
around as necessary.

“PARIS is a phenomenal product,”
Thompson raves. “Unfortunately, the
hardware may be going out of busi-
ness. I've worked on Pro Tools and
many other systems, but I think PARIS
has the edge on them all. For one
thing, it is a great value economically.
It also has a gorgeous, transparent
sound. Pro Tools has the plug-in ad-
vantage, and we may open up a Pro
Tools room to simplify the way we in-
teract with other studios. I currently have
a four-card PARIS system running on a PC
that has a souped-up Athlon processor.
We get zillions of tracks out of the system:
up to 96 tracks of music and vocals, for
sure, with up to 40 plug-ins inline on

From left: the artist Joe, George Benson, Thompson and, in front,

some mixes. That's very cool!”

Thompson also runs Digital Performer
in his writing rooms and manages re-
sources by having the two systems talk to
one another, exchanging audio informa-
tion via Lightpipe. Inter-
facing with Pro Tools
files is not a problem, ei-
ther, as Thompson’s en-
gineer, John Roper, ex-
plains, “Generally, I use
a .paf [Paris file system)
to .WAV converter, which
splits a stereo pair of
WAV files into .paf
mono files. It's no prob-
lem to work with 24-bit
Pro Tools files that way.”

Thompson and Roper
hooked up when the
producer was looking
for an engineer who
was experienced with
the relatively unknown
PARIS platform. Roper, who lives in Con-
necticut, operates his own PARIS-centric
studio, Digital Dream Multimedia. Besides
tracking and mixing Six Play, Roper’s re-
cent credits include songs for Joe, Tyrese
and O-Town.

“We try to get the most out of all our
gear;, whatever tool works,” Roper says. “I
like the Digital Performer MasterWorks
compressor, so we'll port things over to
that platform sometimes to take advan-
tage of it. The Waves package can be run
on either platform. All told, a typical track
count may top out at over 128-plus tracks.
I do have to do some submixing, but run-
ning 48 tracks or so with lots of plug-ins
in not a problem.

Thompson, kicking back with a guitar

“We also have a TC Electronic 6000
with a Finalizer engine and the color
touchscreen controller,” he continues. “I
can’t imagine mixing without it! The
depth and clarity of the reverbs is fantas-
tic. I try to leave some room for the mas-



tering engineer, so I don't go crazy with
it. I park the Finalizer inline, along with
our Manley Massive/Passive, as part of a
mastering chain that sits on the stereo bus
as an insert. As I say, I am careful to leave
a little bit of headroom for the mastering
engineer.

“I also love to use our Cranesong
Hedd,” says Roper. “It's a handmade de-
vice that we use as our primary A-to-D
converter. It has what it calls a tape knob
that imparts a very distinctive analog vibe
to anything you run through it, and it can
simultaneously handle A-to-D and D-to-
A conversions, which is very cool. This 2-
channel device has an amazing sound.”

What has Roper noticed about
Thompson's production style? “He’s very
intense, fast-paced and demanding! Josh
has great ears for pitch and time. I've of-
ten heard a singer track something that
Josh hears as flat or sharp, or not sitting
quite in time with a track when no one
else will concur. Nine out of 10 times,
when he goes to the piano to check a
pitch, he’s absolutely correct. ‘Just make it
perfect is a favorite saying of his, and he
settles for nothing less. I think his records
reflect his perfectionism.”

Thompson laughs when Roper’s
comments are relayed to him. “I am a
vocals fanatic, it's true,” he admits. “I
need them to be immaculate. But I find
myself becoming more flexible in this
area, believe it or not. I'm not so wor-
ried about making them as precise as [
used to, as letter perfect. Our theory
used to be that you could have the char-
acter and soul and be in tune. But I now
feel if there’s a take that has an extreme
amount of characler, sometimes you
have to go with it, even if the pitch isn't
perfect.”

At the end of the day, Thompson
credits his success as a producer with
simply being able to recognize a good
song. “You have to know when to go
back to the drawing board, when to stay
with an idea and keep working it, and
when to move on. Self-editing is critical.
Quincy Jones used to call it polishing
crap when you try to take a song that
isn't great and add elements to it. It will
never get good! Being a producer is all
about recognizing good material. When
you've got a good song, you can create
a simple piano arrangement or give it 0
an orchestra, do a hip hop arrangement,
it doesn’t matter. It’'s hard to mess up a
good song!” |

Gary Eskow is a contributing editor to Mix
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with comedian George Carlin with singer Joan Osborne

44
- = =L
West LA Music's Glenn Noyes with
actor/musician Michod McKean

Singer Carole King with
West LA, Music's Mark Spiwak

Shop Where the Pros Shop - Call Us Today!

L.A. Music

call now: 310-477-1945 # sales@westiamusic.com
We will beat any price from any authorized stocking dealer anywhere in the United States
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or a number of years Event has

led the professional studio monitor

market with our award-winning
20/20bas". Now our engineers
(never ones to rest on their laurels)
have come up with a totally new
design that surpasses anything
they've done before—a design that
brings a whole new dimension to the
direct field monitoring experience.

Tight, Punchy,
“In-Your-Chest” Bass

The first thing you'll notice about
these monitors is their unsurpassed
low frequency response—the result
of multiple design elements. The first:
a custom 8" polypropylene cone
driver (complete with neodymium
magnet)—an exceptional performer
that boasts ultra-low distortion
characteristics. incredible strength,
and more output per watt than
traditional woofer designs.

Next, the dua! ports. Hidden
2ehind the front baffle is a unique
port design that orovides for
exceptional low frequency coupling
into the room, low distortion output,
and superior low frequency
transient resporse. So you can
truly feel the tremerdous low
end—not just hear it.

The whole system is encased in
cabinets constructed from 3/4" MDF,
which insures that the sound
emanating from the speakers is
free from artificial tones created by
unwanted cabinet resonance.

The combination of the drivers,
ports, and cabinet allow the Studio

Precision 8 to reproduce percussive
and bass instruments without

Soaring Highs,
introducing new overtones or artificially- ExpanSIVG Soundscape

hyped frequencies. Put another way:
You get true, accurate, low end,

I

Our new soft dome neodymium high
frequency driver produces a broad, flat




P— Performance

radiation pattern that doesn't require
corrective equalization (which adds
tonal coloration and robs an amplifier
of headroom). The driver creates an

expanded stereo soundstage that's just

: i S The biamplified Studio Precision 8
o ) sports our most powerful amplifier
. | ever: 280 watts per speaker

(200 watts LF driver / 80 watts HF
d-iver)—so you'll always have plenty
o7 headroom for even the most
gamanding applicat:ons. The
amplifier circuitry utilizes low
noise semi-conductors and
audio-grade film capacitors, giving
the system enhanced dynamic range
as well as exceptionally low noise
and low distortion characteristics.
Topping things off: continuously
variable input sensitivizy, low
frequency and high frequency trim
controls. A switchable 20Hz high
rass filter for bass management in
surround-sound applications.
Toroidal transformers for greatly
reduced mechanical ard electrical
noise. And for easy conection, both
palanced XLR and /4" inputs.

Hear for Yourself

We're confident that once you hear
your mixes on a Studic Precision 8
biamplified system, you'll never want
10 use ordinary monitors again. In
fact, we invite you to A/B the Studio
Precision 8 with your current
speakers, or for that matter, any
monitor on the marke:. Then we'll

. . . . . ust sit back and watch you grin.
plain erormous, and it delivers incredibly : youg

precise imaging, with even subtle
panning movements easily discernable.
The sweet spot? Big enough for the
whole band and the producer.

2. Box 4189

Santa Barbara, CA
381404189

Pice: 805-566-7777
Fax: 805-566-7771

E mail: infoleveati.com

#eb: www.eventi.com




New York Post
Bad Times Behind, Full-Speed Ahead

By Gary Eskow

egardless of the pressures raining
R down on New York City—and there
have been many in recent years, includ-
ing the strike, 9/11, a general dispersion
of production dollars away from the main
hubs and, most recently, a blackout—the
audio post community has managed to
shift with the tides and find ways to sur-
vive, and even thrive. Mix spoke to sev-
eral houses, looking for a purely unscien-
tific sampling of how the commercial
audio post market has changed in the
past year or so.

Marc Bazerman, chief mixing engineer
at Pomann Sound Productions, says, “In
the past six months, we have seen busi-
ness improve 20 percent to 30 percent
over the previous year. We are not back
to where we were a few years ago, but
we are seeing the first signs of the indus-
try turning around for the better.”

Bazerman says that editing houses
and, to a lesser extent, advertising agency
personnel continue to keep large chunks
of work in-house. As a result, file com-
patibility, always an important issue, has
grown even more vital. Bazerman says,
“We are seeing more jobs that start in-
house at an advertising agency or editing
facility come to us in finished form. File
interchange has become more and more
important. Clients want to walk over with
their Avid drive, pull up an editor’'s work
and use that as a starting point. File shar-
ing has become an everyday practice.
Clients want MP3 previews of their radio
spots and QuickTime movies of their TV
spots so that they can view them from
anywhere at anytime.”

Gail Nord, general manager at Sound
Hound, also sees the past year as a
rebounding period in the industry. “2003
has been a really good year for us. In a
strange way, all of the mergers, closings
and movement within the audio post
facilities here in New York have actually
helped to solidify and expand our client
base. I think there are a handful of other
studios that have also done well as a
result of the consolidation.

“Our Avid room opened up last year,
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Above: Sound Hound engineer Frank
Cabanach at the Fairlight DREAM console. At
right: Laura Vick, Gail Nord, Jeff Berman and
Cabanach

and this spring, we added our sev-
enth studio, a 5.1 surround mix room

for our new mixer, Frank Cabanach,”
she continues. “The addition of the
Avid suite has enabled us to package
together our audio and video services for
our promo clients. They seem to really
appreciate the convenience and consis-
tency of cutting and mixing in the same
facility. At the present time, we’re build-
ing our ninth room, another Fairlight mix
room.

“Our business model has changed in a
fundamental way, at least in a sense,” she
adds. “We hire freelance video editors
now on what you might describe as a
permanent freelance basis. A person will
come onboard for three months or so to
work on a project. Right now, for exam-
ple, we’re working on a huge series for
USA [Networks] where we’re cutting and
mixing all of the promos. Once that proj-
ect is completed, the room where the
video editor is working will convert back
into a nice voice-over studio until the
next Avid project comes in.”

Sound Hound has multiple Pro Tools
and Fairlight workstations. “We’re a mix

of the two,” says Nord. “We invested a
chunk of money into Fairlight, and the
guys who are on it really like the system
a lot. Fairlights are easy to operate and
network, and they're very reliable
machines. Some guys like Pro Tools, and
more power to them. I'm happy having
both systems. In LA., there aren't too
many Faidights, but there are lots of them
here in New York.”

Broadway Video and Broadway
Sound have undergone some significant
changes during the past year, but
Broadway Sound’s VP and senior mixer
Mike Ungar says that talent remains the
distinguishing element. “Business is actu-
ally pretty good, considering how bad
the economy is and how everyone is try-
ing to find ways to cut back production
budgets,” he says. “For one thing, most
of our work revolves around the specific
talents of the sound designer and sweet-
ening engineers. All of our suites come

—CONTINUED ON PAGE 86



Video Game Meets Film

Live Orchestra for ‘The Hobbit’

By Rod Abernethy

once heard Buzz Burroughs,

director of audio at Sony
Computer Enteriainment and game
audio guru, jokingly say, “The only
post-production in video games is
the shrinkwrap that's put on the
jewel case.” IU's not far from the
truth. Post-production, as mosl
audio engineers know it, doesn't
exist yet in video games. Yes, there
is dialog, sound effects and music,
and they can all be set to pre-deter-
mined levels for the final video
game audio mix, but unlike film
and television, the audio elements
in video games are really being
“mixed” unknowingly by the play-
er as he or she plays the game, with
infinite possibilities and variations.

Writing for video games today,
especially for a major release like
The Flobbit, can incorporate the
same approach as scoring for film
and television. Other times, it's a
completely different journey with a
different set of rules. Composing and
creating sound design for film is a lin-
ear process: The visuals already exist
and you can see what you're wriling
for. Instead of writing long-form music
compositions, the video game compos-
er must break themes and variations
into segments that can be pieced

From left: Rod Abernathy, Dove Adoms and Jason Graves of
Rednote Audio

Orchestra figured prominently in the Bilbo-Smoug scenes.

together as the game is played. It’s an
audio “jigsaw puzzle.” and its pieces
must have many different and some-
times endless ways of fitling together.

Bringing a sweeping Celtic orchestral
soundtrack to The Hobbit for Game-
cube, Playstation 2 and Xbox was a
challenge. Celtic live orchestra? But i’s
only a game. Well, if
you haven't checked
in on your leenager
lately (or stopped by
the Dolby booth at
any trade show?!), you
should know that
video games have
changed in recent
years. With high-reso-
lution video anima-
tion, DVD playback
and 5.1 surround
sound, video games
now rival feature films
in look and sound,
and the gamers now
demand it.

At our studio,
Rednote Audio (for-
merly Slackmates),

we have been creating music and
sound design for video games for five
years, wriling in styles ranging from
techno/grunge 1o post-modern orches-
tral. My team’partners/fellow com-
posers in Raleigh, N.C,, include Dave
Adams and Jason Graves. The Hobhbit,
1o be released November 11, 2003, has
been our most challenging, but reward-
ing, project to date.

From the beginning, we knew that
the music had to convey the mood and
feel of Middle Earth in this incredible
Tolkien adventure. It sometimes had 1o
be intimate and organic, other times
bold and fierce: a perfect project 10
combine vintage gear with modern
digital recording methods. We were
asked to compose a Celtic orchestral
soundtrack and get paid for doing it.
What more could you ask for?

Fortunately, Inevitable Entertainment,
developer of The Hobhit, had the insight
and desire to use live orchestra, and we
were awarded the project on the merits
of a demo we created specifically for it.
Intensive planning and direction by
Marc Schaefgen, audio supervisor at

—CONTINUED ON PAGE 90
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Yuki Kajiura
Channeling the World

By Bryan Reesman

aptivated by music from around the
C globe, Japanese composer Yuki
Kajiura absorbs it all and unleashes it in
her work for movies, musicals, video
games and, especially, anime, that ever-
growing subgenre that is giving American
animation increased competition. Kajiura
is a perfect fit for the anime realm, for it is
a genre that embraces musical eclecticism.
The composer's two most recent
anime series are Noir and .back/SIGN,
the latter of which has aired on Cartoon
Network and both of which are available
on DVD from ADV and Bandai, respec-
tively. Noir is a tale of intrigue revolving
around a French assassin-for-hire who is
linked to an amnesiac teen who some-
how knows about her past and who has
deadly killing skills! .back/SIGN is a fan-
tasy tale about a virtual computer game in
which its enigmatic lead character has
forgotten his identity and is unable to log
out like the other players.
The world of anime composing is
vastly different from feature films. Unlike

those who score for live
action, Kajiura does not
watch a finished or even
a rough cut of the series
she writes for. Instead,
she receives character
sketches and some infor-
mation about the story,
but that is all. “I don't
know how the story goes.
I don't know if she will
live or die,” she reveals.
“When I look at the pic-
tures, I don't know what
she’s going to do. When I
write lyrics, I don't know what [the char-
acters] will do, so what shall T write? I'm
always confused.”

Because she does not know what
scenes she is scoring for, Kajiura some-
times ends up being surprised at the
choices made by music directors. Koichi
Mashimo directed both series, and the
musical choices were often unorthodox.
For example, the main theme to Noir
incorporates dance beats and
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operatic female vocal; fast-
paced music was often placed
in slower-moving, more sus-
penseful sequences, generating
an odd contrast.

“I was surprised, too,” admits
Kajiura. “Mr. Mashimo is a very
interesting person. In Noir, he
lacted] as music director and
chose the music. Sometimes, 1
was surprised at the music he
was using [in certain spots). It
was very fun. Mr. Mashimo uses
music for a very long time

°s throughout the scene. I some-

times write very long pieces for
BGM [background music] as a
soundtrack. Sometimes, I write
Six- or seven-minute songs, [but]
the music is usually not meant
to be used for that long.” For
Noir alone, which lasted only
one season, as many anime
series do, Kajiura composed
between 60 and 70 cues of vary-
ing lengths.

Some of the Noir pieces
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highlight am accordion to give the score
an appropriate French flavor. The ethere-
al opening to .back/SIGN mixes Indian
vocals with Irish-sounding violins. “I have
no intention of making this music on
purpose,” Kajiura confesses. “It just
comes naturally. I love a lot of different
music. I love pop music, I love world
music, I love opera, so I want to do many
things, and I don't hesitate to do them, I
just listen. I like Finnish music, and I love
Romanian music. I listened to them [in
the past] and thought that, someday, I
would do [something with them). I feel
that anime fans are very flexible listeners,
Anime fans like the classics, they are into
pop, they love world music.”

Kajiura’s intuitive approach to style
stems from a childhood engulfed by
music. Her father loved opera, and when
she was young, he would make her play
piano pieces for him. “At first, I disliked
playing piano for him,” Kajiura recalls. “I
was an only child, so I wanted to go out
and play. But he made me play the piano
for him; he liked beautiful music, and [
gradually came to love it.”

Interestingly enough, she says that she
got a late start in the business, quitting the
9-t0-5 world when she was 27 to become
a professional musician. Given her exten-
sive resume, the 38-year-old composer
has made up for lost time. She loves
musicals and has written music for five of
them. She has also scored movies and
video games.

Kajiura uses a G4 Power Mac and
records and mixes in Pro Tools. Her main
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keyboard is an Ensoniq SR-76, her main
synth is a Korg Triton and her main sam-
pler is an old Akai 3000. She uses Digital
Performer as a sequencer. When playing
sampled instruments and editing, she
records at home, generally working with
anywhere between 30 and 64 tracks, then
heads to local studios to record live musi-
cians and singers.

“In making music, I just feel [whether)
its good for live musicians or not,”
Kajiura explains. “It's case-by-case. When
I can use live musicians, I do, but some-
times a sampled sound is more effective.”

In the case of an accordion in Noir or
classical guitar in .back/SIGN, those were
played live. “I don't think the feeling of
an accordion can be done by a sampler,”

Scenes from Noir

she says. “Classical guitar cannot be
played by samplers, I believe, so when-
ever [I need them], I call musicians to
come and play. In the case of strings,
sometimes I use sampled sounds when [
feel the sampled sounds are good for
what I'm using. Mainly, I want to use real
strings! The violins are always real.”

The bulk of her CD material comes in
the form of anime. In Japan, three sound-
tracks (one of them vocal-oriented) were
released for Noir and four were released
for .back/SIGN. Anime soundtracks are a
big business there. Additionally, her work
in the pop duo See Saw, who perform the
song “Indio” in Noi#r, a tune from her
teenage years, is available on disc, as well,
including the recent release, Dream Field.
Kajiura recently released a solo album
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through Pioneer called Fiction, which
indudes three vocal songs apiece from
Noir and .back//SIGN sung in English.

No matter what she does, Kajiura
throws herself into the mix, so to speak,
to create fresh sounds. And the medium
of anime allows her to stretch her wings
as she has more musical leeway in what
she composes. In working on Noir and
.back//SIGN, she felt no pressure to con-
form to the director’s vision. “He just says,
‘Do what you want to do,” explains
Kajiura. “That’s Mr. Mashimo’s way. He
always says that, so I do what I want! I
enjoyed this work very much. Noir and
Dothack were so fun for me. I didn't rec-
ognize them as soundtracks, I simply
made music.” |

New York Post

FROM PAGE 82

equipped with samplers, keyboards and
various instruments for cool sound
design-y stuff. Each mixer/designer can
build his or her own unique catalog of
sounds, and the result is a product that is
never run-of-the-mill. Our client base has
remained strong because the added
value our people bring remains very
high. You just can't replace high-end
chops and out-of-the-ordinary talent and
experience with a new box. Our support
people also have had to adapt by being
very responsive to scheduling needs on a
moment-by-moment basis. They have
done a great job.”

WHERE THE WORK IS

On a percentage basis, Sound Hound's
advertising work has dropped dramatical-
ly, says Nord. “Our advertising base is not
very large anymore. The agencies we did
work with have pretty much all gone
under due to layoffs and mergers, and
many of our longtime producer dients
are now looking for work. I don't get the
feeling that the industry is going to
rebound any time soon. Qur ratio has
continued to move more toward cable
work, both promo and long-format. Our
ad work is probably no more than 20 per-
cent of our business now.”

The experience at Pomann Sound has
been quite different, according to
Bazerman. “From our perspective, the
advertising business seems to be improv-
ing,” he says. “I heard that a couple of
agencies are going to start hiring again
after a two-year freeze. Those were the
lucky agencies that didn’t have to fire any-

one. We are seeing a significant increase
in our ad work again. In the last year or
so, we have had a huge increase in the
amount of promo and advertising work.”

Ungar says, “We have moved some-
what into longer formats from commer-
cial and promo work, which is still the
bulk of our sales, and have built rooms
without the expensive booth part to
meet technical and budgetary needs of
the new client base, which revolves
around smaller series work and indie
films and docs. We use top-notch talent
both here and on a freelance basis.
Many of the freelancers have their own
work, so it is a happy meeting. They
bring us stuff, and we give them work.

Broadway Sound hosts digital restoration,

Again, the key here is that although you
may need to bring down the price of the
room, you never bring down the level of
service. You don’t have to because the
overhead is considerably lower in these
rooms.

“Although we have avoided dropping
rates, we can offer some help to the
budget-minded by having such things as
direct ISDN hookups with talent and
phone patches slide at cost,” he contin-
ues. “It hurts that profit center somewhat
but makes clients feel like they are not
getting hit hard on every front. Ya gotta
give where you can, but never treat your
talent cheaply.”

Pomann Sound has also been renovat-
ing its space. “We just finished remodeling
our lounge and reception area, which now
includes an original steel sculpture and
several Internet stations,” says Bazerman.
“We also built a kitchen and a conference
room that features antique wooden doors
from China. We are in the process of
changing digital audio workstations. There
are features in all of the major systems that
we like, but not one is the ‘be all, end all’
machine. We are looking forward to seeing
what new products are available at the
upcoming AES convention.”
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“It was detailed throughout the frequency spectrum, and from a near-
whisper to a wail, the V69 caught every nuance. The Marshall MXL V69
Mogami edition is an excellent microphone, and when you factor in the
low, low price, the price performance becomes downright amazing.”

“So, we tested the V69 against—count ‘em—11 other popular
condensers, ranging in price from $169 to $5,000 list.... both the
engineer/producer and the singer picked the V69 over the other 11
mics. None of them had the same combination of classic tube
warmth and top-end air of the V69.”

“It you're looking for a mic that performs like it costs a bunch more,
give the V69 a very close look. You’ll be thrilled at how little money you
have to shell out, and you’ll be even happier at how well it does it’s job.”

“Soundwise, | was very impressed that the V69 could hold its own
against an industry standard like the U47. It struck me as very
versatile and of higher quality than other budget tube condensers.”

Tel.: (310) 333-0606
Toll Free: (800) 800-6608
www.MXLMics.com

World Radio History




Marc Bazerman from Pomann Sound

NEW MARKETS

Finding additional niches can help keep
the cash flow positive. Ungar touts the
digital restoration work that takes place at
Broadway Sound. “We are experts at the
process of digital restoration,” he explains.
“We have some of the best engineers

Friday, October 10
1:30 p.m. — 4:00 p.m.

Howard Price, ABC

Silliman, ERI Inc.

4:00 p.m. - 6:00 p.m.

Future of Broadcast Audio
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While we edit, mix and master in controlled,
acoustically correct environments, all bets are off

when it gets sent off to air. Audio post engineers would do
well to know what is going on in transmission and HD systems.
At this month's AES convention, post engineers might want to
check out the following programs. For those who can‘t make
it, transcripts will be made available at www.aes.org.

REBUILDING OF NEW YORK BROADCASTING
Organizers: David K. Bialik, systems engineering consultant;

Panelists: Joe Giardina, DSI; John Lyons, Durst Organization;
Kevin Plumb, ABC, WPLJ; Steve Shultis, WNYC Radio; Thomas

Summary: The effect of the events of September 11 marked
the first time in recent history that a U.S. major market need-
ed to redesign an entire city’s broadcast transmission system.
Transmission facilities existing at the World Trade Center and
Empire State Building before and after September 11 will be
discussed, and the solutions implemented immediately after
systems were disabled that day will be presented. The event
will also explore the transmission systems currently in place
and feature a look at the new plans for the Empire State
Building, 4 Times Square and Freedom Tower.

1STH ANNUAL GRAMMY® RECORDING SOUNDTABLE
The Year of 5.1 Broadcasting—The Grammys Kickstart the

wie mixonlie com

around doing that work, Grammy”
Award-winners who are now turning their
attention to restoring and remastering the
movie soundtracks for DVDs that our
large duplication department has been
going after. That is a great combination.
Service from soup 1o nuts, and the work
involves large corporations with some
decent dollars to spend. It gives them
incredible added value to their ‘A’ titles at
a minimum cost. It is good for them and
us, and has become a great income gen-
erator that helps us reach a bottom line
that continues to be healthy. We have two
new 5.1 rooms now that are used in the
restoration and remix process. These
rooms are balanced to the high standards
that our client base now expects.”
Broadway Sound’s close relationship
10 Broadway Video is another valuable
asset, says Ungar: “Broadway Video's
recent successes as a production compa-
ny have kept us busy in series land, and
the two companies are able 1o create the

'/

type of symbiotic relationship that can
only occur under the umbrella of one-
stop shopping.”

Sometimes, reacting 1o adversity can
lead to a healthier business. Nord says
that Sound Hound’s way of responding to
the challenges of the past several years
have left the company in a stronger posi-
tion. “In the days when we relied on
advertising revenue, the work wus cen-
tered around the sweeps. Butl today,
we’re catering much more to the cable
networks and their work doesn’t center
around the sweeps. In fact, they work
five days a week, 52 weeks a year. In a
sense, the cable stations are economy-
proof: When people don’t have a lot of
disposable income, they stay at home and
watch television.

“Cable networks are very competitive
with one another, and those that survive
put real money into promoting their
shows,” she continues. “We've also found
that people who work in promo depart-

The 45th Annual Grammy Awards telecast was the first live
show of its kind to be broadcast in high definition and discrete
5.1 surround on a major broadcast network. The panel will dis-
cuss the unique problem-solving involved in taking more than
1,000 microphone inputs from the stage of Madison Square
Garden, balancing them in 5.1—in real time— and delivering
discrete surround audio to homes across America. This panel

will feature the team that was assembled by the Recording
Academy to design this Emmy-nominated and ground-break-
ing achievement. The panel is scheduled to include surround

sound designer Randy Ezratty, VP of engineering and
advanced technology at CBS Robert Seidel, supervising pro-

ducer John Cossette, sound designer Murray Allen, Rocky

Graham of Dolby Labs, music mixer Jay Vicari, with additional
panelists to be announced. Supervisors of Broadcast Audio for

the Recording Academy Phil Ramone and Hank Neuberger will

co-moderate.

Saturday, October 11

11:30 a.m. - 2:00 p.m.

AUDIO PROCESSING FOR BROADCAST

Moderator: Joe Capobianco — Cross-Country Communications
Panelists: Marvin Caesar, Aphex; Mike Dorrough, Dorrough;
Frank Foti, Omnia Audio; Rocky Graham, Dolby; Leonard
Kahn, Kahn Communications; Thomas Lund, TC Electronic;
Robert Reams, Neural Audio; David Reaves, Translantech

Summary: Once audio is mastered and sent to the broadcaster,
passes through various audio processors, affecting the presen-

tation of the product. This event will feature discussion by lead-
ers and pioneers of broadcast audio processing on compres-

sion, expansion, equalization curves and psycho-acoustics. B
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ments are very loyal. We've kept almost
the entire client base of cable people who
have worked with us. We began with just
a couple of people, and as these kids
grew up, they kept coming back to us.
Suddenly, we found that we have the
Food Network as a client, then Lifetime,
Discovery and, eventually, many others as
well. It's worked out very well for us.”

Audio production houses have long
understood that having an in-house com-
poser can make their facility more attrac-
tive to clients. For the past three years,
Stuart Kollmorgen has worked as an
independent contractor with offices
at Pomann Sound.

“I had my own studio with a full
live room for several years,” says
Kollmorgen. “I made a percentage
deal with Bob Pomann, who’s post-
ing the two cartoons [Stanley, Jojo’s
Circus] that I'm scoring. Bob brought
me in on Stanley and I brought Jojo’s
Circus here, so the relationship’s
been mutually beneficial.”

After graduating from the Berklee
School of Music in 1987, Kollmorgen
came to New York and knocked
around in bands for a while, and
eventually scored several experimen-
tal theater projects on the Lower East
Side. “I became involved with some
filmmakers who edited commercials
for money. I've wanted to do long-
form for quite some time, and I feel
that I was born to score Stanley. My
clients say that [ do a good job bring-
ing out the emotions in cartoon char-
acters, and [ enjoy it a lot.

“These days, clients want as much
flexibility as they can get,”
Kollmorgen concludes. “The beauty
of the deal that I have here is that if a
client wants a last-minute revision, I can
jump into my room, re-score and send
them the changes while they're still
working on a mix. I produce about 44
minutes of music every week—not
including the spots that come in—and
record at 16-bit in Digital Performer.
Working out of Pomann Sound is a real
advantage for me, Bob and, hopefully,
the clients we serve.” |

The Hobbit

FROM PAGE 83

Inevitable Entertainment, and Chance
Thomas, Tolkien music director for Vivendi
Universal Games, led us on our Hobbit
journey to Seattle for recording sessions at
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Studio X with the Northwest Sinfonia. This
orchestra has been recording music for film
and video games for more than 10 years,
including hit video games Medal of Honor,
Myst I Exile and Total Annibilation. But
before recording the orchestra came the
real work.

PRE-PRODUCTION

We began The Hobbit with research: read-
ing Tolkien’s literature and immersing
ourselves in the world of Bilbo, Gandalf
and Gollum. Bilbo’s enchanting world

needed a music score that was simple,
melodic and organic for his adventures
through Middle Earth, switching to bold
and dramatic for the combat scenes.
Reading the literature, one can hear fid-
dles, wood flutes, bagpipes, guitar, man-
dolins and bodhrans. And when a fight or
battle occurs, one can imagine the pulse
of low chugging strings, dramatic percus-
sion and moving brass lines and stabs.
As always, there were many discus-
sions with the developer regarding the
game’s design, look and feel. The game
has been designed for family viewing and
has the look of an animated film. The
player will control Bilbo from his peace-
ful Hobbit hole in Hobbiton into the dark
and harrowing Mirkwood forest and,
finally, to the Lonely Mountain, home of
Smaug the dragon. Bilbo is a spry, cute

litde character, and very skillful with his
sword “Sting” as he battles trolls, goblins,
giant spiders and other mysterious crea-
tures. As the game progresses, he
acquires items, knowledge and the
courage to help him complete his quest.
Foliowing the originai Toikien story, it’s a
mix of lushly animated, flowing land-
scapes and dark, menacing underworlds.

Once the budget was approved for
over 75 minutes of original music,
Schaefgen at Inevitable created a “cue”
list, which detailed every music track for
the game and served as our composi-
tion’s road map. The scores were split
into two categories: acoustic instru-
mental for Bilbo’s exploration and
live orchestral for the action/combat
scenes.

The game is divided into chapters
and regions/scenes, with each scene
having its own musical requirements,
including themes for different charac-
ters and places in the story. Most
music cues in a scene are normally 20
to 30 seconds long and are rated in
levels of intensity. As the scene is
played, these cues must fit together in
any given order but still sound cohe-
sive. To finish out the scene, there is
a “Win-Stinger” and a “Lose-Stinger”
to match each level of intensity,
depending on where the player stops
game play during the scene. This
process was carried to produce music
for more than 210 music cues span-
ning over six chapters and 40 scenes.

At the project’s beginning, there
was no way for us to play the game
and get a feel for each scene. With
artwork, scripts and weekly confer-
ence calls, Inevitable’s design team
gave us detailed descriptions, but as the
game developed, we received rough
builds and were able to play it with our
demo music in place so we could fine-
tune the music before the final scores
were completed.

KNOW YOUR HOBBITS!
“There are no marimbas in Hobbiton,” said
Chance Thomas, the Tolkien music direc-
tor, after he reviewed one of our battle
cues that had a marimba line being played
through a combat scene. He was right. We
recorded demos for every scene in the
game and sent them to Thomas, who kept
us on track with Tolkien’s Middle Earth
moods and style.

We recorded all of the demos at
Rednote Audio, which houses a mix of
vintage analog gear and contemporary
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DAWs. We knew that most of these
acoustic instrumental demos would be
used in the game if approved by the
Tolkien team, so we made the extra effort
to record them as final takes. We record-
ed ourselves and other performers play-
ing traditional Celtic instruments, includ-
ing six- and 12-string guitar, fiddle, Irish
flute, bouzouki, mandolin, bodhran,
hammered dulcimer and uillean
pipes in our 25x30-foot live room
using MOTU’s Digital Performer
with 896s, vintage API preamps, a
silver-faced UREI 1176, two AKG
414s, a vintage Neumann UG67 and
Oktava MKO12s. Our solo takes of
the guitars and bouzouki were
recorded with the Oktava MK012s
in an X-Y pattern, API 512 mic
pre's and the Manley Variable-MU
stereo compy limiter. The Neumann
U67 and a Neve 1272 mic pre
were also used. about two feet
behind the Oktavas to help define the
center “sweel spol.”

The orchestra demos were also writ-
ten and produced at Rednote Audio using
library samples that would later be
replaced by the Northwest Sinfonia in

Format &
Sample Rate
Converter

m/t‘!N
77

Seattle at Studio X. Jason Graves arranged
our demos for live orchestra using an
amazing music-publishing program,
Sibelius, to edit and print out the parts.
Manuscript preparation took us from
Raleigh to Seattle, printing out scores
from Sibelius in the hotel room one hour
before the sessions at Studio X. Oh, how
we love those last-minute crunches!

RECORDING THE ORCHESTRA

Studio X owner/engineer Reed Ruddy and
engineer Sam Hofstedt recorded the live
orchestra sessions at their Seatle facility,
which has a long history of recording
groups like REM., Aerosmith, Nirvana

and Pearl Jam, along with major film
soundtracks. Simon James of Simon James
Music contracted the plavers for the
Northwest Sinfonia and acted as concert-
master. We budgeted for the orchestra
using an online tool that Simon has creat-
ed just for that purpose. You can find it on
his Website at www.simonjamesmusic.com/
frameset.html.

Studio X has a large live room
that easily accommodated the 40-
piece orchestra. The sessions were
recorded just as they would be for
most film scores using a traditional
orchestra setup. Gobos separated
various sections, and the harpist was
placed in an iso booth. Most cues
were :05 to :30 in length, and Jason
Graves conducted the sessions with-
out a hitch. The Northwest Sinfonia
are extremely experienced players,
nailing each cue on the second to
third time through. We worked at a
fairly fast pace through two six-hour ses-
sions with a 10-minute break each hour.
The orchestra did not have any problems
playing with headphones and preferred to
play o a click instead of our original
demos through the cans.

CONNECTIVITY

ESSENTIALS
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We've learned from experience that
the orchestra performs better if we string
short cues of :05 to :15 together in
groups, playing four to five cues in a row
with pauses of four measures in between
each cue. Having the orchestra play
straight through these groups of cues
keeps their performance really sharp and
also saves time overall. To put it simply,
it’s easier to have them keep playing than
1o have them stop/start/stop/start.

To record the orchestra, we used
Digital Performer on a G4 PowerBook,
recording directly from Studio X’s incred-
ible collection of vintage mics, Grace pre-
amps and an SSL board into our MOTU
896 FireWire interface. For the hard drive
recorder, we used an Apple Ipod. It was
strange seeing everything routed into our
lile Mac laptop, but it allowed us to
come home and immediately begin edit-
ing and mixing. Plus, it sounded great.

Back at Rednote Audio, we replaced
the demo-sampled orchestra tracks with
the live orchestra tracks and mixed the
entire game score soundtrack in Dolby
Pro Logic II surround sound using Digital
Performer 4 on a G4 Mac and a Mackie
D8B Digital Mixer, monitoring through
self-powered Mackie HR824s and
HRG624s. A touch of Audio Ease’s Altiverb
plug-in was used for an orchestral hall,
and the Kurzweil RSP8 was used for the
overall surround sound mix effects. We
also mixed the sound design and sur-
round mixes for music and sound design
for the in-game cinematics (short movies
that tell the story as game play evolves)
and for the film and television ad trailers.

Due (0 memory restrictions on the
DVD game disc, Nintendo recommends
32k for audio playback in the Gamecube
Xbox, and Playstation 2 supports audio
playback up to 48k. All final mixes for the
game were recorded at 16-bit/32k, con-
verted to MP3s for playback on the
Gamecube and ADPCMs for Playstation 2
and Xbox. These mixes were sent to
Schaefgen at Inevitable, where he and
other audio programmers placed the
music into the game.

“The gamers want it...” is a commonly
heard phrase in game development.
Game audio A.L (artificial intelligence) is
becoming “smarter” all of the time, as the
demand for better sound, graphics and
interactivity grows. There are new audio
tools being introduced that will allow
game composers and sound designers the
ability to mix audio in real time as the
game is being played. The gap is narrow-
ing between audio for games and film/tel-

evision production, but due to the “nature
of the beast,” games will always require a
different technical approach from films
and other methods of audio production.
Any way you look at it, audio produc-
tion for video games has evolved from
the 3-track sequenced beeps of the early
’80s to today’s live orchestral soundtracks.
The sound of game music has become so
sophisticated and complex that it’s some-
times hard to distinguish it from its film-
score sibling. At its best, it brings the
player closer 10 a truly interactive experi-
ence, something film scores can’t do.

If you want to learn more about the
production and profession of video game
audio, visit the game Audio Network
Guild’s Website (www.audiogang.org), an
organization created by video game audio
producers, composers and sound design-
ers to help promote better game audio.®

Rod Abernethy (rod@rednoteardio.com)
is a game audio composer/designer based
in Raleigh, N.C. He would like to thank
Dave Adams and Jason Graves for their
belp in penning this article, and his man-
ager; Boh Rice, of Four Bars Intertainmen.
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Longer Is Better—For Computers,

Onward and Upward to 64 Bits

ast month, I looked at the subjects of

chips, clocks, word length and DAW

power. This month, 'm examining an im-
pending tipping point in desktop computers:
the introduction of several new consumer
processors that will change the way you do
your work.

Let's step back a bit so that we can get our
bearings. If you remember from last month, I
looked at the inevitable progression from 4 to 8
and then 16 bits, on up to the current crop of
32-bit Central Processing Units, the heart of any
computer-based product. All the while, Intel
was hyping what the folks at Tom’s Hardware
refer to as “its self-perpetuated myth that proces-
sor performance is based on clock speed alone.”
Now, with clock speeds reaching the limits of
current technology, a feature that mainframes
and scientific workstations have long enjoyed
has started to make an impact on the Mac and Win-
dows desktop: Processors that crunch wue 64 data
words are now breaking out of the chip foundry and
onto your desktop.

To keep the heavy-duty, “enterprise-class” IT cus-
tomers happy—and to provide something for mere
mortals to lust afte—the x86 chip vendors began the
migration from 32-bit to 64-bit processors several years
ago. At present, high-end Windows users are in the mid-
dle of a marketing tug-of-war between Intel/HP and Ad-
vanced Micro Devices (AMD), and I'd place my money
on AMD. Here’s why: Intel and Hewlett Packard’s new
64-bit Itanium processor family, the Merced and McKin-
ley chips, and their Intel IA-64 architecture are designed
as a clean break from the past. Legacy “x86” code writ-
ten for the 8, 16 and 32-bit range of past processors runs
in emulation on an Itanium, making overall perform-
ance for legacy software relatively poor; “relative” trans-
lates into slower than the current range of 32-bit CPUs.
According to eWeek’s technology editor, Peter Coffee,
“Intel is betting that on-chip instruction scheduling hard-
ware, which emerged on x86 chips in the late 1990s to
inject new life into 1980s-style code, is nearing its limit.
With the Itanium, Intel proposes to examine programs
when they are compiled into their executable form and
encode concurrent operations ahead of time. Intel calls
this approach EPIC—Expilicitly Parallel Instruction Com-
puting—and it is the genuine difference between the
Itanium and AMD’s x86-64.” Trouble is, EPIC is hobbled
with weak backward compatibility for 32-bit code, mak-
ing it a slowpoke in that regard.

Meanwhile, AMD has seen fit to build legacy sup-
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Front and rear views of the AMD Athlon 64 processor

port, or backward compatibility, into its AMDG4 tech-
nology, extending the Intel x86 instruction set to han-
dle 64-bit memory addresses and integer data, while
providing a continuous upgrade path as applications
are rewritten or recompiled for the new capabilities of
64-bit chips. Dirk Meyer, senior VP at AMD, stated that
the company “designed its AMD Opteron and up-
coming (it was due out last month] AMD Athlon 64
processors to deliver quick and measurable returns on
investment with low total costs of development and
ownership; protect investments in the existing 32-bit
computing infrastructure and limit the costs of transi-
tion disruption by transparently mixing 32-bit and 64-
bit applications on the same platform; and simplify mi-
gration paths and strategies, allowing customers to
choose when and how to transition to 64-bit comput-
ing.” In a word: value. Right on, sez I!

This nod to customers’ real-world needs is some-
thing that I, for one, appreciate. I like the fact that, when
possible, new and improved doesn’t necessitate heav-
ing out your existing stuff. As I mentioned last time, the
PowerPC Alliance made the same sensible choice when
it built 64-bit compatibility into its family of processors.
Alas, the PPC Alliance dissolved in 1998 when Motorola
assumed control of the PowerPC chip-design center in
Austin, Texas. IBM continued to develop PPC chips for
its own uses, and that effort has resulted in the latest
member of the POWER family: the 970. Announced at
last October’s Microprocessor Forum, the fifth-genera-
tion “G5” is, like the Itanium and Opteron, a true 64-
bit machine, with support for 64-bit integer arithmetic
vs. 32-bit for the G4, two double-precision floating-

That Is
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point units (FPUs) vs. one for the G4, as
well as an AltiVec 128 data-bit vector
processor. The G5 has, according to Ap-
ple’s developer Website, a “massive out-of-
order execution engine, able to keep more
than 200 instructions in flight versus 16 for
the G4.”

A much longer execution pipeline, up
to 23 stages vs. seven for the G4, means
that bogus branch predictions are more
costly because of the deeper pipelines.
Address prediction—the whole PPC vs. In-
tel debate, in a way—boils down to pre-
diction and how designers augur upcom-
ing processing requests. Here’s why: CPUs
are designed to execute or process in-
structions in a predictable order. Think of
a modern factory, with parallel production
lines all building subassemblies that are
merged into a finished commodity. The
output of one assembly line feeds the in-
put of another. Once all of the subassem-
bly lines are filled, an efficient manufac-
turing engine is created. In the world of
CPU design, the assembly lines are called
pipelines, and once all parallel pipelines
are filled, an efficient data-processing en-
gine chugs along. By the way, Intel’s EPIC
is that company’s answer to efficient par-
allel execution: Keep the pipelines full
with nary a bubble in sight.

viroual Memory

scheduling manager screws up in pre-
dicting what “part,” or piece of data, is
needed at the input to the pipeline. It’s as
if the purchasing manager in a factory did-
n't order a crucial widget to build a sub-
assembly. The lack of that widget shuts
down the whole factory.

Sixty-four bits. Now what, you may
ask, does that buy you? Well, how about
the ability to address more than 4 GB of
RAM and practically manage more than 2
GB? Actually, 1 million terabytes. Far-
fetched, you say? Not really, when you
consider that, nowadays, 1 GB of DDR
PC3200 RAM will cost you only $190, and
many applications will happily use as
much RAM as they can steal. With virtual
memory, more RAM means less disk
swapping, which results in significantly
better overall performance.

Another benefit is that these new 64-
bit puppies are designed explicitly for
SMP configurations. SMP, or Symmetrical
MultiProcessing, is one of several design
approaches that allows more than one
CPU to share computing load, divvying
up responsibilities among the processors.
“Two-way,” two-CPU computer configu-
rations are typical for desktops, which
means that one CPU can handle all of the
UI, networking and other mundane tasks,

Virtual Memory (VM) is a standard method of using slow hard disk space to act as a
substitute for fast solid-state memory, typically Random Access Memory, or RAM. Both
Mac OS and Windows use virtual memory to optimize RAM usage. In Ye Olde Days,
hard disks were far less expensive than RAM, so VM was a viable option for cash-poor,
time-rich folks who couldn’t afford a boatload of RAM. You'd have to be time-rich, be-
cause the time it takes to read and write data to rotating media like a hard disk is or-
ders of magnitude slower than RAM access times.

When an operating system decides that memory requirements are getting tight, it
takes the oldest data from RAM and “pages” it out to disk until needed again. If the
data is later required to complete some operation, then it's read from disk back into
RAM and then used. This “"swapping” of data to and from RAM and disk takes—to a
CPU operating at several GHz—what appears to be an inordinately large amount of
time. Hence, the slowdown associated with the use of VM. Moral of this story: The more
RAM you have, the less swapping that happens and the faster your computer will be.

In a factory, if a part is missing from
one assembly, then it holds up all other
lines that are dependent on the output of
the suspended line. In a CPU, if the correct
datum isn't available for processing in any
pipeline, then it causes a discontinuity in
the efficient use of the pipeline’s program-
execution capabilities. That discontinuity,
or “bubble,” happens whenever the task-
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while the second CPU concentrates sole-
ly on your media application’s needs.

A third, though indirect, advantage is
that 64 bits facilitate more widespread
double-precision data handling, which,
in turn, means better quality for your
data “product.” For many media moguls,
quality appears to be one of the last
things on their minds, but for myself and

one or two other engineers out there, de-
livering a realistic acoustic performance
to the consumer is an important consid-
eration, and double-precision processing
really helps.

To be realistic, though, 64-bit proces-
sors won't buy us squat until software
vendors also drink the 64-bit Kool-Aid.
Unless your favorite application is rewrit-
ten or, at the very least, recompiled to take

RISC and CSIC
architectures, once
clear and polar
opposites, are now
both moving toward

a common ground.

advantage of these next-gen processors,
then you won't see any improvements.
Even worse, under some circumstances,
you may actually experience crappier
overall performance due to your 32-bit
application running in “compatibility”
mode, essentially emulation, on a 64-bit
Itanium. Because both the Opteron and
PowerPC families were designed with
transparent, low-level compatibility for
legacy or 32-bit applications, they’ll run
your old-school stuff just fine, thank you
very much.

Another way of looking at all of this
64-bit hoo-ha is that RISC and CSIC ar-
chitectures, once clear and polar oppo-
sites, are now both moving toward a
common ground. Distinctions are in-
creasingly blurry, though; it may take a
few years before the likes of Digi get
around to rewriting its stuff for GSs,
Opterons and Itaniums. In the meantime,
more agile and customer-oriented con-
cerns will get right on the stick, provid-
ing 64-bit-optimized versions of your fa-
vorite software. So, save your Euros for
that inevitable upgrade, because longer
really is better! |

OMas has recently taken many an audio
geek across the Divide of Confusion to the
blissful land of OS X Understanding. This
column was brewed while under the in-
Sluence of Madredeus’ Electronico and, in
keeping with the electronica slant, Bjérk’s
Greatest Hits.



@ €eNGINEERING, LTD

Ua
oe

.FOCUSRITE

ISA43N PRONURER PACK

| like the ISA 428 very much indeed. It looks good, sounds
fantastic, is completely bombproof and is a joy to use. In w d ‘ .
terms of technical performance, the card at least equals —
and in most cases outperforms — other comparable converters.

- Hugh RobJohns, Sound on Sound, May 2003

ISA 428 PRE PACK

( respect the past

1SA220 SESSION PACK

EMBRACE THE FUTURE

o — -’
s

An established industry classic, Focusrite’s revered y
transformer-based ISA pre amp is at the heart of this new B8
package, which combines vintage Class A attributes with
the ultimate in digital technology.

The new ISA 428 Pre Pack features four ISA mic pre's
with selectable impedance including the famous ISA 110,
eight line inputs,
four instrument in-
puts and Focusrite's
latest eight-chan-
nel, 192kHz A-D
converter option
protected by our
new optical Soft
Limiter circuit - the perfect future-proof
interface to your DAW or digital console.

The Uftimate Multi-Channel Mic Pre
with 192kHz Conversion
Here's the best part: this outstanding

package starts at only $1,995 (USD) and is
available at your local Focusrite Dealer now.

Focusrite

ﬂ digidesign
-w
NORTH AMERICAN DISTRIBUTOR

www.digidesign.com

&
a demo, call toll-free 1-866-FOCUSRITE or visit www.focusritz.com for more into*



API Vision

A Groundbreaking New Surround Console

here is something reassuring when

a new console with a lot of fresh

bells and whistles still looks famil-
iar. That’s the impression I got from API's
Vision surround console. Between the me-
ter bridge and the armrest, there is a mix
of tried-and-true discrete API components,
along with some new innovations that dif-
ferentiate the Vision from its predecessor:
the Legacy Plus. API's intent was to ad-
dress what it felt were the shortcomings of
surround consoles currently on the mar-
ket. API's Dan Zimbelman sums it up: “We
debated LCR versus LR panning, sends
versus center pan output, LFE filtering and
how to address surround effects returns.
We've come up with some innovative re-
sults while maintaining the API standard of
sonic integrity and quality of build.”

BASIC LAYOUT

While API may have redesigned the cart,
the company has not re-invented the
wheel. The console is laid out in 16-chan-
nel buckets, along with a center section,
allowing buyers to design their own cus-
tom layout in multiples of 16 channels.
Just below the meters, Vision borrows
from the Legacy Plus with two stacked
slots in which any 200 Series module can
fit, including the 212L mic preamp, 225L
compressor, 235L noise gate, 205L direct
input or 215L filter module. Below that is
the bus-assign matrix, followed by the EQ
section, which can fit either a SSOL or the
slick-looking new 560L graphic EQ with
the slanted sliders. Further south is the in-
put section comprising the 10 aux buses,
channel fader (“Fader 2” in API-speak),
panning section and Fader 1 (monitor
fader).

The center section—from the top
down—begins with 7.1 metering, fol-
lowed by a built-in, 17-inch LCD monitor;
24 multitrack bus trims; and the individ-
ual and overall cue send masters. Closer
to the operator, various essentials are
arranged, such as the folddown matrix,
oscillator, monitor panel, solo master, in-
dividual monitor solo and cut controls,
talkback, the stereo and surround master
faders and automation controls.
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WHAT'S NEW?

Right off the bat, the twin 100mm faders
on the input section catch your attention;
no fader on the console is smaller than
that. Each fader has an insert and trim ca-
pable of +17 dB of additional gain and
both carry a highpass filter, one fixed and

one variable. Surround panning is
achieved via three independent pan pots
that address LCR/LR, front/rear and
SL/SR.

The bus-assignment section is 16 chan-
nels wide and sits across each bucket. It
comprises a multitrack bus-assign section,
stereo/5.1 bus assignment for Faders 1
and 2 and a Clear button on the far right.
To assign a bus, you simply make your
choices, adding pan if needed, and then
choose the Set button an any channel.
This results in your chosen setting being
dumped to that channel. This operation
can also be performed across a range of
channels or the whole console from the
center-section’s LCD screen,

The center-section’s LCD screen is
command central for a number of func-
tions, including mix storage and recall,
offline editing, group assignments, snap-
shots and setups. These are stored on a
standard PC running Windows, but this
PC has nothing to do with the automation.
As for automation (aptly titled Vision), all
faders and switches on the input and out-
put sections are automated and can be in-
stantly reset. The system uses localized
micro-controllers and a master control
board that interfaces the timecode and
machine-control commands. This means
that the console holds mixes even when

the control computer host is offline.

Some other nice extras include a
front/rear-channel flip button, which puts
the reas in the front and vice versa. An
L/C/R/SL/SR button to LFE takes a feed
from the five channels and sends them to
an LFE filter card, which generates an LFE
signal from the rest of the channels. A CR
Test Points section on the center section
provides access to each control room out-
put, facilitating the alignment and balance
of the room’s surround system. One sur-
round essential is the optional surround
return section, which occupies two 200
Series slots. It features a 5-channel pan-
ner, LCR on, module on, level pot, solo,
solo safe, phase-invert switches and a
space-control pot, which adjusts the width
of the image.

THE BOTTOM LINE

As you would guess, pricing is based on
size and options, but according to Zim-
belman, an 80-channel Vision will price
around $500k, depending on the fit and
range of modules. This equates to about
15% to 20% more than a similarly sized
Legacy Plus. As I was writing this piece,
API had just shipped the first desk to
Galaxy Studios in Belgium (www.galaxy
studios.be). I didn’t have any hands-on
time with the console, but from my ex-
perience with the Legacy and other API
gear, it certainly must be something any
surround production house would be
proud to own. If you're at AES in New
York, stop by booth #547 or demo room
2D08 to learn more, or visit the company
at www.apiaudio.com. |



X Vision Audio
Viobile Studio Pack

Never before has a mobile
recording solution been so
powerful and compact. Hit
the road today, Jack!

Package includes:

RME Multiface/CardBus
RME QuadMic Pre
EMES Mini OWL System
Magix Samplitude 7
Audio Mobile Road Case

I e ision
L UDIO

Visit us at AES, Booth# 764




Steinberg Nuendo 2.01
DAW Powerhouse Reaches Maturity

endo 2.0 as simply an “upgrade.”

Steinberg’s revision of the power-
house DAW sports 200 new features and
a sleek new look with a feature-rich im-
plementation that supports a bevy of op-
tional add-ons. Nuendo packs format
compatibility, user configurability and
networking into a powerful and flexible
native package.

I t hardly seems enough to refer to Nu-

A RE-ENGINEERED MIXER

Kudos to Steinberg for implementing the
feature most requested on the Internet by
DAW users: automatic plug-in and chan-
nel strip delay compensation for the com-
plete signal path, including groups. You
can switch it off in the plug-in information
window, but most users will simply
breathe a sigh of relief.

Nuendo’s new mixer has the kind of
creative flexibility that makes hardware
mixers look like...appliances. Gone are
the multiple windows for channels, EQ
and VST outputs. In their place is a mixer
that looks and feels like a mixer. Although
it may take a bit of studying to understand
the seemingly hieroglyphic notations on
the left side, the new mixer gradually re-
veals itself to be a multilevel digital net-
work that can quickly be expanded for
tweaking or collapsed to take up minimal
real estate on the screen. In fact, you can
create four different mixers, so you can
have, for example, one just for FX tweak-
ing, one for MIDI, one for tracking and
VST Instruments, and one with just group
and folder channels. You can show se-
lected channels and channel strip sections
in narrow, wide and extended mixer
views.

New multichannel architecture affords
12 channels through every input, audio
track, effect return, group and output,
with support for mono, stereo, LCRS, 5.1,
6.1, 7.1, 8.0 and 10.2. (More than 20 dif-
ferent surround formats are supported.)
Channel sends can have surround pan-
ners, and there are now three stereo pan-
ning modes: Balance, Dual Pan and Com-
bined Pan. There’s also a handy patch
editor for routing plug-in channels inside
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New features in Nuendo 2.0 include enhanced surround architecture, improved effects routing, a
re-engineered mixer and a sleek new look.

surround channels. If you want stereo
plug-ins routed to the surrounds, it's a
snap to patch them by selecting “e” next
to the fader to bring up the VST audio
channel settings.

The VST Connections window opens
for routing between the ASIO device and
all system input/output buses. (Note: Nu-
endo supports ASIO on the PC and Core
Audio on the Mac.) Nuendo 2 includes
child buses, or subsets, of multichannel
buses. Child buses are part of the parent
surround bus, so they do not have sepa-
rate channel strips, but they can be rout-
ed as mono, stereo or other combinations.
They are most useful for common routing
problems like monitoring a left/right
stereo pair within a surround channel on
the output bus, but you can also use them
on multichannel input buses. You can
store and recall bus presets in the pop-up
menu at the top of the VST Connections
window, so you can have multiple output
configurations quickly accessible within
the same preject. This is great for projects
that migrate from the large recording fa-
cility to the producer/engineer’s notebook
and back.

Nuendo 2 supports an unlimited num-
ber of VST Instrument channels, Rewire 2
channels, audio tracks, MIDI tracks (now
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available as channels in the mixer),
groups and effects returns. Realistically,
this means that you can have as many as
you want until you overload your partic-
ular system and performance becomes
unstable. Similarly, physical input and
output buses are limited only by the re-
strictions of your ASIO hardware.
Opening the input/output mixer sec-
tion allows input gain change to boost the
level of poorly recorded signals before EQ
and effects. Each channel has a phase re-
versal switch and input/output pop-ups
for selecting input and output buses.
(Note: If you add EQ and effects to a chan-
nel before recording audio, then the EQ
and effects will be printed with the audio.)
Two of the eight channel inserts are
post-fader. You can bypass EQ, inserts
and sends individually or globally for
each channel. Right-click (Windows) or
Control-click (Mac) the channel meter to
bring up meter options: Hold Peaks, Hold
Forever, Input VU, Post-Fader VU and
Fast Release. Here, you'll also find the
global reset for the VU meters. Hold
Peaks, Hold Forever and Post-Fader VU
are the default settings for meters.
Automation has been augmented with
five new options. Touch Fader initiates
automation writing when you touch the
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control and stops when you release the
mouse button. Auto-latch starts writing
when you click the control and stops
when you stop playback or turn off the
Write function. X-Over works like Auto-
latch, except that it stops writing when
you cross a previously written automation
curve. Overwrite works like Auto-latch,
except that it only affects volume and it
continues to write until you turn off the
Write function. Trim also only affects vol-
ume automation, and offsets the volume
automation curve without overwriting
previous volume information. Waveform
data is displayed as a shadow behind
automation curves; you can make au-
tomation data move with edited data
when you select the “automation follows
events” preference or menu choice. You
can edit automation using preset curves,
jump curves for on/off and ramp curves
for continuous multiple values.

New FX return channels provide a
convenient way to “premix” effect lev-
els. You can also add processing to the
effects returns; FX return channels have
inserts and EQ with the same layout as
audio channels. Nuendo 2 supports
VST 2.3, with improved I/O routing of
plug-ins.

RECORDING AND EDITING

Another long-requested feature has been
added to the recording area: long-form
recording with the 64-bit .WAV format.
You can now record without the 2-giga-
byte barrier of 32-bit. Assuming a signed
integer, 64-bit means more than nine exa-
bytes per file (not the tape format, but 10”,
or a quintillion, or a billion-billion bytes;
in other words, a lot more room for live
recording).

Record files can have up to 12 channels
each, and you can specify different folders
or subfolders for each audio track. This is
useful if you want to manage drums,
voice, sound effects and other categories
of audio in the project folder. There are
new folder tracks that allow group-based
overviews with better organization. Pre-
and post-roll settings are separate.

Loop functions in the audio part edi-
tor have been expanded so that you can
set up an independent track loop that af-
fects only the edited part.

New record modes include Merge and
Keep Last. If you select Keep Last, then
the last complete audio take in Cycle
mode is kept as an audio event in the
project window. You can find earlier takes
by going to the Pool and clicking on the

(HFS, HFS+).

limited to 44.1 kHz and 48 kHz.
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Progect Sharing With AudMorpn

Nuendo 2.0 supports AES31, OMF and OpenTL 3.0 for project sharing among DAWs.
Software engineer Teeto Cheema, author of the OpenTL Audio Interchange Specifica-
tion Format, has acquired the rights to Timeline Vista's TransAudio Pipeline and up-
dated it for the new SCSI-based Audio Format Converter and Utility, dubbed AudMorph.

AudMorph can read OpenTL (Fat-32, HFS, HFS+); Pro Tools 3.2, 4.x, 5.0 (HFS, HFS+);
OMF-Sample Based (HFS, HSF+); WaveFrame; Akai DD and DDPlus; and Fairlight .ML
Projects (FLFS). AudMorph can write and tape mode-convert to OpenTL (Fat-32, HFS,
HFS+), Pro Tools 4.3 (HFS, HFS+) and Waveframe. It can export to OMF sample-based

Other features include up-to-date compatibility with the Tascam MM Series and MX-
2424 multitrack recorders, with the option to align all tracks, choose target format, bit
depth and project name. AudMorph can also fix start-time errors between Tascam
MMR-8/Pro Tools projects and non-MMR/Pro Tools projects.

Cheema’s Website, www.digaudio.com, includes tips from Nuendo power-user
Steve Tushar for converting Pro Tools sessions to Nuendo 2.0 and back. We duplicated
these conversions at JamSync using a Pro Tools|HD system provided by Clay Vann at
VanGo Digital in Nashville. We found that when using Pro Tools|HD (Version 5.3.1 and
above), you need to save sessions as 4.3 for the conversions to work, while when using
our MIX systems (Version 5.1.3), we were able to save Pro Tools sessions as 5.0 and con-
vert those sessions to Nuendo 2.01. Sample rate for Pro Tools-to-Nuendo transfers is

When you are working with AudMorph, MacOpener must be turned off, and when
you open the newly created Pro Tools session, fades must be re-created. All files must
be Broadcast .WAV, and they must have the same bit depth.

Although AudMorph requires a SCSI drive in its current release, Cheema is working
on IDE and FireWire drive support for future revisions.

—K.K. Proffitt

www.mixonline.com

plus sign beside the audio file. In MIDI
Cycle mode, Keep Last means the last
completed lap is kept.

Merge (in the audio recording mode)
causes the new audio event to overlap the
old audio event (same as Normal). For
MIDI, if Merge is selected in the record-
ing mode, then overdubbed events are
added to existing events.

You can record locked to timecode
and, if you specify the Broadcast .WAV
format, recorded files get time-stamped as
soon as a valid timecode signal is received.

The transport bar now has a jog wheel
for scrubbing with shuttle speed control
and nudge buttons. If you want to cus-
tomize shuttling, then you can set up key
commands. In fact, the Key Command
window is one of the most powerful as-
pects of Nuendo 2.0, and it's well worth
the time to explore this area if you want to
create an operating environment tailored
to your needs.

Splitting the Project window into two
lists works well if you need to size audio
tracks while leaving the video thumbnails
alone. The video track is scrubbed along
with audio during editing. If you're a Mac
user, then you can monitor video directy
through the FireWire port. One of the
handiest aspects of the video track is that
multiple video files can reside on the same
track. If you are carving out music tracks
to accompany menus for DVD, this makes
life much easier than working in DAWs that
only support one video file per project.

Nuendo offers numerous synchroniza-
tion options, too. You can sync to external
timecode via MTC, either of two 9-pin de-
vices, ASIO Positioning Protocol (with ap-
propriate hardware) or VST System Link.
Although the Nuendo Timebase Synchro-
nizer had not shipped at the time of this
review, it includes sample-accurate sync
with VST System Link. To sync other de-
vices to Nuendo, you can send MIDI Clock
with Song Position Pointers, MIDI Time-
code, MIDI Machine Control or Sony 9-pin.
(There are two 9-pin devices available.)

Unlimited zoom and view redo/undo
allow you to zoom in several steps and
retrace all the way to the beginning. Off-
line process history can be edited, so you
can remove some or all processing steps
from a clip.

Nuendo 2 offers real-time, nondestruc-
tive crossfades, including auto-fades and
auto-crossfades with user-definable fade
times. The advanced crossfade editor is
easily accessible by clicking in the fade
area, but stays out of the way for quick ed-
iting. There’s also a sample editor with hit-
point detection for loop creation.
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VST INSTRUMENTS AND MORE
MIDI-related functions abound, and if
you’re comfortable with Cubase SX, then
you'll be happy with Nuendo's key editor,
drum editor, list editor, logical editor and
MIDI device manager. There’s even a
score editor that imports MIDI files.

Nuendo 2 has 64 VST Instrument slots.
There are some simple VSTi products in-
cluded, like the Waldorf A1l synth, but to
appreciate the power of Nuendo for mu-
sic and sound effects creation, you'll need
to add more. Some of my favorites in-
clude Wizoo’s The Grand (a MIDI piano
sample player), Halion (32-bit sample
player) and Arturia’s Moog Modular V.
Halion 2 supports multichannel sampling,
and a 5.1 sound effects disc, Urban At-
mospheres, is included as a demo from
Wizoo in the Nuendo shipping package.

The VSTi area is one of the few minor
flaws in Nuendo 2. Instruments are record-
ed as MIDI tracks, and in order to have
audio recorded at the same time, you
have to route audio “out of the box” and
back into an audio input, losing 32-bit
precision if you use a digital pathway. The
MIDI track can be exported with audio
mixdown (retaining 32-bit precision) and
automatically re-imported as an audio
track, but this is not in real time. Nuendo
enthusiasts will point out that this is sim-
ply a workflow preference, but for some
engineers, real-time audio printing of VST
Instruments is highly desirable, and there
have been several requests for an internal
bus matrix to be added to Nuendo. [Note:
If you'd rather track VST Instruments off-
line in order to edit in the MIDI domain
before printing to an audio file, Nuendo
2.0 includes a macro called Render VSTij
to help streamline the process—Fds.)

A BEVY OF PLUG-INS

Nuendo 2 ships with a large assortment of
plug-ins, including various dynamics
processors, restoration plugs, Apogee UV-
22 HR and other dithers, surround scope,
de-esser, ring modulator, tube effects and
others. The 8:2 and 6:2 plug-ins are espe-
cially useful for quick fold-down check-
ing in multichannel projects. For surround
work, users will want to buy the Surround
Edition, a suite of plugs designed specifi-
cally for multichannel audio.

Supported plug-in formats include
VST, DirectX (Windows platform only),
Universal Audio and TC PowerCore.

Nuendo also has integrated waveshell
support for Waves plug-ins. Because there
are so many Waves plug-ins, Nuendo’s
multiple VST plug-in directories really
come in handy.
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FILE FORMATS AND IMPORT/EXPORT
For those of us who work in post-pro-
duction and multichannel mixing, com-
munication with other audio and video
production platforms is often our primary
concern. Asset management and transla-
tion of various file formats can take up
nearly as much time as assimilating ele-
ments into a finished product. Nuendo 2
really shines in this area, and it supports a
great number of the file formats you're like-
ly to encounter in a professional setting.
WMA, WMA Pro, WMV and WMV Pro
(audio and video) are supported on the
Windows platform. Dual-platform sup-
port includes Broadcast .WAV, .WAV,
-AIFF, AIFC, SDII, Wave64, MP2, MP3,
MP3 Pro, Ogg Vorbis, Rex, RX2 and Real
Audio G2. Sample-rate import has been
enhanced to 384 kHz, and you can export
files as multichannel or interleaved. You
can also convert multichannel files to
mono on import. Cross-platform video
support includes MPEG, AVI, QT and
MOV. You can also extract audio from,
and replace audio in, video files (except
MPEG). Project import/export supports
Open TL, AES-31 3.0, and OMF 1 and 2.
You can create libraries with drag-and-
drop access for quick results in post-pro-
duction. The import menu is large and in-
cludes Audio From File, Audio From CD
(with grab points so you can audition and
import only parts of a file), Cubase SX proj-
ects, Cubase VST songs, Premiere Generic
EDL and MIDI files. Track exchange in-
cludes everything associated with the Nu-
endo track: mixer channel settings, auto-
mation subtracks, parts and events.

CONTROLLER SUPPORT

While many Nuendo users anxiously
await the release of Steinberg’s ID work-
station controller, Nuendo ships with a
Generic Remote feature and several direct
device implementations. These include
Houston, DM2000, 02R96K, DM-24, MCS-
3000, Mackie Control and Radikal SAC-2K.
Several manuals are posted on the Nuen-
do site to help the user in setting up re-
mote controllers: fip://fip.steinberg.net/
fwd/info_downloads/ps/media_produc
tion/nuendo.

WINDOWS OR MAC
The Mac platform is well-supported by
Nuendo. I switch between Mac and PC of-
ten, and running Nuendo on both plat-
forms is easy, with no associated “look-
and-feel” interface problems. That dual-
platform Nuendo dongle gets a lot of use.
I often work with other DAWS, too,
and it's easy for me to take my notebook
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home to edit and sweeten audio tracks for
video in Nuendo, and then export tracks
for import to a client’s Pro Tools session.

Minimum PC requirements are a Pen-
tium/Athlon 800MHz computer with 384
MB of RAM, a USB port and Windows
2000 or Windows XP. Mac requires a
PowerMac G4 867 MHz with 384 MB of
RAM and Mac OS X 10.2.5 or higher.

As with any DAW, you'll get better per-
formance with faster computers, although
I've been known to edit sound effects on
my TiBook 800. To run some of the latest
plug-ins from Waves and others, though,
you'll need plenty of CPU to spare.

JUST IN: NUENDO 2.01

At the time of this review, Nuendo 2.01
had just shipped, with most users ap-
plauding its quick fix for the bugs in Nu-
endo 2.0. There were still some things
waiting to be finished: DTS and Dolby
Digital encoders were on the verge of
shipping, and networking with peer-to-
peer support using track-lock and per-
mission sets were still being finalized.

As far as feature sets and capabilities,
Nuendo is certainly a mature product at
this point and a serious contender in the
major DAW marketplace. What's really sig-
nificant, however, is not the current status
of the product, but how quickly Nuendo
went from concept to tour de force and the
rapid growth of the Nuendo user base. Be-
cause user loyalty is often a predictor of
continuing product development and
growth, Nuendo is likely to remain on its
meteoric path to gaining market share. Sev-
eral multichannel audio and major-label
stereo releases have been tracked and
mixed in Nuendo during the past year, and
it is making inroads into the video post
area, as well. Moderately priced outboard
equipment from Steinberg has, no doubt,
contributed to Nuendo’s quick establish-
ment in the marketplace, but mastering en-
gineers are also turning to Nuendo, albeit
with hardware from other manufacturers.

The most important point about Nuen-
do is that it works for several areas of the
audio community, and it works well. Nu-
endo 2.0 is a powerhouse of an upgrade,
and congratulations are in order not only
to Steinberg, but also to the users and be-
ta testers who made the implementation of
all these new features possible.

Steinberg, a division of Pinnacle,
818/678-5100, www steinbergusa.net. W

K.K. Proffitt is chief audio engineer of
JamSync, a Nashville facility specializ-
ing in multichannel mixing and DVD
authoring.



For more info, visit us at: www.artproaudio.com

Solie

DIGITAL MPA E ¥ . E = a

o s Y yE=EST

The New Digital MPA™ DIGITAL MPA FEATURES:

« Variable Input Impedance For Flexible Microphone Voicing

A MOdern Day CIaSSiC_ (150 Ohms to 3000 Ohms)

« Selectable Tube Ptate Voitage
» Large VU Meters and Peak-Hold LED Meters

A professional microphone preamplifier is defined by : mﬁ‘g%ﬁm&ﬂf&gﬁgﬁrggﬂm“"" L

warmth, presence and clarity - core elements that make « Lower Noise At Low Gains, Wider Frequency Response
an audio processor desirable. We've designed a NEW and Lower THD Than Pro MPA '
microphone preamplifier that captures all these elements, :;m;mg;;g:’;"m; ;'m :f:l:nmmz‘ t::?uh Am r:rnp«xiance
with an exceptionally affordable price.
The Digital MPA also features digital connectivity for use with
Introducing the Digital MPA™ by ART. With features like various digital processors and digital recording devices.
Variable Input Impedance, Selectable Plate Voltage, dual THE DIGITAL INTERFACE FEATURES & FUNCTIONS:
differential Class A inputs, digital outputs and sample

rates up to 192kHz, it is truly a modern classic. ¢« D Insert Jacks

24 - 204KHz External Sample Rate
© 44.1K, 48K, 88.2K, 96K, 176.4K, 192K Intemal Sample Rates

ART is a world leader in the creation of great sounding, :3‘; ée 16 Bit Sz“&h;e&mﬁng
high-quality tube dynamic processing devices, and we « Rotary Encoder For Quick Selection of Sample Rate and Output Format
prove it yet again with our new Digital MPA. Many years * Separate Analog and Digital Level Controls
of research, development and testing have resulted in a : ;ﬂDs; ?"gp m"ﬁc‘;’ Digital Level LED Meters
processor every recordist (and dealer) will appreciate! « Sync to ncoming ADAT Data Rate
And with the addition of digital functionality, they'll be « Switch Selectable Optical Output (S/PDIF or ADAT)
i it i o Selectable Pro/Consumer Output for Digital Format
fully integrated for both analog and dlgl‘la|. recording A e s
environments. « Two Wordclock Jacks Allowing Loop Through

Tube Processing. From the innovative minds at ART.

Applied Research & Technology ¢ 215 Tremont St., Rochester, NY 14608 * USA ¢ 585.436.2720 tel * 585.436.3942 fax

For more info, call us! Be sure to ask for our full-line brochure.



JREHNOLOGY

Telefunken Ela M 251

A Classic Tube Mic Re-Issued

r I Y he original Telefunken Ela M 251
microphone has quite a history.
Telefunken originally contacted

AKG in 1958 to develop the 251; the re-

sulting design incorporated the same

CK12 capsule, 6072 tube and T-14 trans-

former as the AKG C 12 mic.

AKG settled on two models: the Tele-
funken 250 and 251. The two-pattern 250
was designed to compete with the Neu-
mann U47, originally developed by for-
mer Telefunken employee George Neu-
mann, and the 251 was developed as a
direct replacement for the AKG C 12.

Through the years, many A-list engi-
neers and collectors have responded en-
thusiastically to these gems and have
created a trend for acquisition, as well.
The Wall Street Journal published an ar-
ticle in the 1990s on the original Tele-
funken Ela M 251, describing it as one
of the best overall investments of the
21st century.

Toni Fishman of Telefunken USA rec-
ognized this and decided to develop
a reissue. His business first developed
identical replacement parts for vintage
251s. A chance meeting with Allen Sides
in Nashville resulted in Sides telling Fish-
man that there was one particular mic in
his collection of more than 20 vintage
251s that was consistently used by Joni
Mitchell for many of her classic record-
ings. Unfortunately, there was a small
fire in the studio in which this mic was
being used, and the 251 was damaged.
Sides agreed to sacrifice the mic so that
Fishman could literally raise the capsule
from the ashes to validate a schematic
for use in the development of a world-
class reissue: the Ela M 251,

Visually, Telefunken USA’s Ela M
251 (810,000 is identical to the original,
right down to the silver logo. The body
measures approximately eight-and-a-
half inches long and two inches in di-
ameter. It features the familiar three-po-
sition,  sliding polar-pattern selector,
and the mic connects to the power sup-
Ply unit via a Neutrik 6-pin XLR-style
connector. The power supply unit fea-
tures an on/off toggle switch, a red pi-
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lot light and a fuse holder. The
old European A/C power cord has
been upgraded to a standard IEC
socket and removable cord. Every
mic is hand built to order, and
each 251 is a direct result of more
than 200 man-hours of labor.

IN THE STUDIO

In application, the mic was a
pleasure to work with. It comes
in a vintage-style, humidity-con-
trolled tweed briefcase with form-fit slots
for the mic case, cable and power sup-
ply. I first used the mic to record a
rhythm section; specifically, as an over-
head for tom fills. The mic truly shined
and captured the performance while
complementing the sonics of the instru-
ment in the room. The drum’s definition
was clear and precise. Later, [ recorded
an acoustic guitar on the same piece of
music. The guitar sounded absolutely
wonderful with great personality and
color, leaving very little need for com-
pression or equalization.

On another session, I placed the mic
above a snare drum that was hit with
blast sticks. Again, this backbeat per-
formed in a small room sounded glori-
ous and instantly became the basic
rhythm track for the master. [ then used
it to record additional percussion, in-
cluding tambourine, djembe, shaker and
bass drum. Similar to the drum experi-
ence from the previous session, the mic
captured the performance, while allow-
ing the instruments to really speak in the
track. In both situations, the 251 was
sent through a Universal Audio 2-610
mic pre and sent directly to a hard disk
recorder. Occasionally, the chain includ-
ed a Universal Audio LA-2A limiter. De-
spite any additions, the 251’s airy, sonic
softness added depth to the recordings.

Next, as an overdub, [ used the mic
to record a Takamine six-string steel gui-
tar and a classical nylon-stringed guitar.
I set the mic to a cardioid pattern and
placed it about a foot from the 12th fret.
Occasionally, [ placed it further away to
add a little depth to the sound. Again,

www.mixonline.com

the results were stunning.

I'should state that [ had an original 251
available at the session and often used it
as an alternative to measure performance.
In all tests, the new Ela M 251 sounded as
good as, or better than, the original.

Next, I used the mic to record a vo-
cal, with an LA-2A placed in the chain
for some subtle compression. The voice
sounded awesome. When the original
251 was used for comparison, you could
hardly tell the difference between the
two. The brilliant top end along with its
full bottom took the vocal performance
to a higher level. Finally, I used it to
record a violin and harmonica to com-
plete the session. Here, the mic really
brought out the tone of the violin with
a soft clarity that complemented the mix.

CONCLUSION
Telefunken USA’s Ela M 251 is an in-
credible mic. In every application, it nev-
er let me down. From the subtle guitars
to the abusive transients of powerful per-
cussion, it rose to each occasion with
great results. The $10k price tag can be
a bit of a shocker, but you get what you
pay for. Regardless of the price, [ rec-
ommend checking it out, because it is
well worth the experience. It appears to
have everything; however, you must sup-
ply the talent.

Telefunken USA, 860/882-5919, www.
telefunkenusa.com. |

Mark Cross is a producer/mixer in Los An-
geles, and bas worked with Bill Bottrell,
Shelby Lynne, Randy Newman and Jen-
nifer Warnes.
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PRODUCER EDITION

Inspiration > Speed > Precision > SONAR 3

In today's fast-paced production world, it's not enough to have all the features at
your fingertips. SONAR 3 offers a complete software-based production environment
that extends your creativity with intuitive controls that capture and enhance your
inspiration, and precision tools for accurate, effective real-time editing. And

SONAR 3 offers unparalleled corifigurability alloviing you to fine-tune your studio

to match your workflow. Take your music to new depths with SONAR 3 today.

Completely redesigned Ul

New mixing environment

Advanced MIDI routing & synth layering
Integrated track EQ

Universal bus architecture

Real-time gapless editing

ACID™ loop & MIDI groove clip support
DX, DXi, ReWire, VST, VSTi support
integrate MIDI-compatible control surfaces
Import/export OMFI & Broadcast WAV
VSampler 3.0 muiti-format digital sampler
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Confidence recording —

Full plug-in delay compensation
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Waves 360° Surround Toolkit

Sorting Out Multichannel Processing

urround-format commercial music is

commonplace. There are hundreds

of titles available in various formats
used to both entice and confuse con-
sumers. As the corporate format wars con-
tinue, we cannot forget the chaos we ex-
perienced on the production side of sur-
round: ITU vs. other speaker placements,
full-range vs. satellite/sul> monitoring,
83dB vs. 85dB SPL reference level, the use
of the center and LFE channels, and the
lotal sub/bass-management confusion,
Forget about what 10 put in the rears; we
don't even know where o place them!
The Waves 360" Surround bundle is not
the answer to all of these problems, but it
at leas! gives Pro Tools TDM users a set of
powerful tools to address a good number
of them.

The recently released Waves 360° Sur-
round Toolkit ($2,400) consists of nine
well-conceived plug-in components over
seven software sets. Each performs spe-
cific functions that seamlessly integrate in-
to Pro Tools surround productions of up
to 5.1 channels. They include the S$360
Panner, $360 Imager, R360 Reverberation,
C360 Compressor, L360 Limiter, M360
Manager, M360 Mixdown, LFE360 Low-
pass Filter and the IDR360 Bit Requantiz-
er. The concept of the kit is to cover every
aspect of calibration, mixing and moni-
toring, while eliminating the need for any
additional software or hardware to pro-
duce a professional multichannel master.

CRITICAL CALIBRATION TOOLS

The surround bundle’s foundation is the
Waves M360 Manager. This workhorse
provides the user with critical calibration
functions that must be performed in order
for a mix to translate to the outside world.
Besides phase, subsends, mute, solo, delay
and level adjustments for each of the main
channels, this plug-in also provides bass
management with variable crossover fre-
quencies for sub/satellite speuker-system
monitoring. There is a second plug-in com-
ponent, the M360 Mixdown, which permits
either preview or application of fold-down
formats from 5.1 to mono, stereo, LCR and
LCRS. For more on surround monitor set-
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up and calibration, see the sidebar
on page 112.

The Waves M360 not only
provides your studio with the
tools to align your surround mon-
itors for playback (don’t forget
your earplugs), but it also pro-
vides a very sophisticated bass-
management solution. After in-
serting the M360 on the master
surround fader, 1 followed the
M360 PDF manual’s recommend-
ed calibration procedure with on-
ly an SPL meter and the software
provided.

The Waves calibration routine
was simple and functioned well,
but I encourage professionals o
research further (I recommend
Bobby Owsinski’'s Website at
www surroundassociates.com or
Tomlinson Holman’s book, 5.1
Surround Sound—Up and Run-
ning), purchase a set of alignment
tones and make their setup as ac-
curate as possible.

As 1 went deeper into the
M360’s functionality, the design
details continued to impress me.
For example, all panning algo-
rithms are based on monitors
positioned in the ITU configura-
tion (+ 30° fronts and 110° rear).
But in order to service trouble-
makers, such as myself, who re-
fuse to comply with the ITU
standard, Waves made it possi-
ble to input personal front and
rear speaker angles directly into
the M3060 by using the Send An-
gles setting provided on the
M360 Manager.

The visuals of the M360 are informa-
tive and easy to read. The display pro-
vides a representation of the ITU standard
speaker placement and is a clever way to
portray your personal speaker setup. I
was also glad to see that all six outputs
have meters with digital readout that re-
tain the peak level of each channel dur-
ing the previous playback.

The M360 also provides various target

www.niixonline.com

R360 Surround Reverb

Waves’ new lineup of plug-ins includes ftop to bottom} the
€360 Compressor, M360 Manager and the R360
Reverberation,

adjustments to preview common variables
that can be found in the consumer and
professional worlds. For example, Dolby
recommends that in some smaller control
room surround-monitoring  situations,
users should reference their mix with the
rears at -2 dB. Some consumer surround
receivers also have a rear -3dB down de-
fault. As another example, in most con-
sumer surround setups, the front speakers
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are positioned in a straight line along a
front wall. All of these scenarios and more
can be recreated and saved as presets us-
ing the M360’s target adjustments.

PANNING AND IMAGING

The $360 Panner/Imager handles all pan-
ning duties in the Waves toolkit, control-
ling the width and rotation of a mono,
stereo, 5/5.1 channel or surround source
in your multichannel mix. These two
parameters functioned well, allowing me
to quickly position a track into the sur-
round landscape. After choosing between
panning that employs either speakers in
pairs or sets of three, I set the rotation an-
gle to represent where the center of my
source image was located. The Width Ra-
tio parameter allowed me to further adjust
width/divergence in relation to the im-
age’s center. This parameter provides con-
tinuous control from equal energy to all
five main channels to the final collapse
into a2 mono image. Center-speaker use is
specified in percentages: 0% is equal to
phantom center L/R image and 100% rep-
resents center channel only, with all of the
possibilities available in between. The LFE
can be sent independently and not be di-
rectly influenced by the panning that oc-

World’s First

curs in the five main channels.

The S$360 Imager is another reason to
applaud the Waves design team. It con-
tains the same features as the $360 Pan-
ner and adds room model early reflections

5360 Imager offers rotation, width and distonce
panning in addition to 5360 Panner’s features.

and shuffling, which emulate distance
panning and low-frequency width. For
early reflections, it is more DSP-efficient
here to keep the processing of early re-
flections and reverb tail separate and to
reserve processing specifically for the ex-
ecution of the R360 Reverberation. This
forces you to address early reflections

head-on when it is often easier to dial-up
your favorite reverb preset, adjust the re-
verb time/pre delay and call it a day.

The $360 Imager's shuffling level and
shuffling frequency parameters create im-
ages that have a sharper focus or a height-
ened “spaciousness” by adding bass fre-
quencies to elements of the mix panned
away from center. The purpose of this is
to add more depth and life to spatial im-
ages by compensating for the fact that
stage width is unnaturally narrow at the
lower frequencies compared to the
mid/high width of the same source. 1
found the Shuffle function subtle, but
quite effective, when used on the appro-
priate source.

MORE GREAT TOOLS

The LFE 360 Lowpass Filter is a very steep
(60dB per octave) filter designed for use
on the LFE channel. It is meant to create
the same result that most popular sur-
round encoders produce and, therefore,
defaults to 120 Hz. You may use the LFE
360 for preview purposes only or, if you
prefer, apply it to your master. When used
as recommended—inserted just before the
M360 Manager—it will affect only the LFE
channel, leaving the subsignal untouched.

or LCD & ACT-Function

Foolproof Interference-free Channel Set-up in Seconds!

>

ACT-707HM &
i’-’ STEP 2:
Press(ACT)Button

The transmitter locks
on to the same channel
automatically

¥

ACT-7075

MIPRO

ACT-707D
ACT707
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ACT-Series Wireless Microphone Systems Features:
A full range comprising the entry-level ACT-707SE/DE, the hi-performance
ACT-7075/D and the PC-controllable/monitored ACT-707 wireless systems.

* UHF true diversity, PLL systems
with 16-1,000 selectable frequencies.

* 16 ncn-interfering systems can be operated
together per frequency band.

* A digitally controlled, multi-function system status
-CD display.

* Handheld microphone is virtually immune from
handling noise.

* Superb RF and AF performance.

STEP 1:

Press(SCAN)Button

The receiver auto scans
and locks at an
interference-free channel

* Dual “Pilotone & NoiseLock” protection circuitry
prevents interference.

* Rugged receiver and stylish transmitters metal
construction

* Extended transmitter battery life—up to 2-3 times

over other brands.
* Available in rack mountable 1/2-rack receiver
(1-channel) and 1-rack receivers (2-channel & 4-channel).
* Unbeatable pricing.
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TOLL FREE: 877-447-9216

The Sound Solution Fax:913-906.9225
EMAIL: sales@avlex.com * WEB SITE: www.avlex.com
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The Waves R360 Reverb is unique in
that its sole function is to create accurate
and smooth-sounding reverb tails for the
surround environment. After you have
“distance-panned” a track using the $360
Imager early reflections, you can com-
plete room emulation by the right amount
and type of reverb. The R3G0 plug provides
reverb time, high- and low-requency

For all your panning needs: the $360 Panner

damping control, high and low EQ, pre-
delay, size, wet/dry and several other pa-
rameters more specific to surround use.
To encourage users to carefully marry per-
formance between the $360 Imager and
R360 Reverb, Waves’' programmers pro-
vide a starter set of Virtual Spaces presets,
which share the same name in both plugs
and work well together to create con-
vincing room emulation. Of course, you
may want an imperfect room emulation,
which can be created just as easily. The
R360 also has a “compact” component
that is capable of running at true 96k and
is available only to Digidesign HD users.

Using the popular L1 and L2 UltraMax-
imizers as a model, the L360 is a surround
peak limiter and level maximizer for 5 or
5.1 channels. Working at up to 96 kHz, it
features brickwall peak limiting and five
different link modes with three separate
sidechains. This allows dynamics process-
ing with the option of preserving phantom
images. The L360 is meant to be the last
device that your 5.1 mix goes through be-
fore you print, but it can also be useful to
“hype” individual 5/5.1 elements that need
a level boost. The L360 uses many of
Waves’ software-limiting tricks: look-
ahead mechanisms to anticipate peaks,
Waves ARC (Auto-Release Control) and
48-bit double-precision processing. If you
like Waves' software limiting in stereo,
then you'll love it in surround.

The C360 also works on 5 or 5.1 chan-
nels with flexible link modes. Its controls
are similar to the L360, but with a differ-

ent sound resuit: The C360 attenuates the
signal before the threshold level is reached
and continues to do so after the threshold
is passed. This soft-knee design also has
an auto-makeup function that compen-
sates gain automatically, no matter where
the compressor’s threshold is set. The
C360 Surround Compressor worked well
with 5/5.1 source material that had more
dynamic range than desired, and it was
easy to “dial in” to taste.

The IDR360 (Increased Digital Resolu-
tion) was Waves' original offering of
dithering and noise shaping for optimal
bit depth re-quantization; it was designed

for programs that would inevitably be re-
duced to 16-bit. In surround, 24-bit is the
most common format, but IDR’s multi-
channel version has been provided where
bit reduction may still be required.

IN USE

I set up a session for a 5.1 mix at my home
studio, which mainly consists of a
Digidesign HD3 system, Westlake Audio
LC 8.1 monitors and a Velodyne sub. I
chose a recording by Ann Nesby—an
artist [ am currently in production with—
who is known for her sheer dynamic
power. The $360 Imager was a particular
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treat for me to use: It afforded me the
power to place a vocal “behind” the
speakers in the sonic soundstage, an ef-
fect I find particularly hard to create in an
all-digital mixing environment. Finally, af-
ter I had a basic surround mix that I was
pleased with, I inserted the L360 Limiter
into the master fader, which tempted me
to make my mix as “loud” as possible.
This is a great device, but I chose to use
it minimally 10 take advantage of the ex-
panded dynamic range offered by mixing
in surround. Afier a bit of fun, I lowered
the gain reduction to a level that my mas-
tering engineer would appreciate.

CONCLUSION
The 360" Toolkit is a scrious piece of soft-
ware and, in turn, requires serious pro-
cessing power. My Pro Tools|HD3 rig
was maxed out after engaging the $360
Imager on 20 tracks (the S$360 Panner is
4x more efficient), and that was without
the M360 Manager, which uses approxi-
mately 25% of one DSP chip.

The good news is, with careful plan-
ning, you may not need to run out and buy

that expansion chassis just yet. Pro Toolers
have been devising ways (0 conserve DSP
since its infancy, and with creative I/0 and
internal busing setups, you can get further
than you might think with this bundle.

The Waves 360" Surround Toolkit
completes the Pro Tools production arse-
nal in a way that could impact the quali-
ty of your surround projects. I've listened
to previously mixed surround projects
monitoring through the preset Target Ad-
justments available on the M360 Manager,
and I'm convinced, for this feature alone,
that the Waves surround bundle is a good
investment.

Special thanks 1o Capitol Recording
Studios, Westlake Audio Recording Stu-
dios, Velodyne, DTS and Audio Den in
Los Angeles.

Waves, 865/546-6115, www.waves.com.ll

Dave Rideau is a three-time Grammy"-
nominated recording engineer and pro-
ducer based in Los Angeles. His work has
taken him to Europe, Japan and China,
where bis artist is curvently topping the
chanrts.

alirround Monitor 5eGup and Calibration

. mixonline. com

The monitor setup/calibration process for multichannel audio constantly amazes and
amuses me. Procedures vary, but this is what | try to achieve in my surround setup: a
front monitor array in compliance with the ITU recommendation and a center speak-
er with + 30° angles for the right and left monitors. | position the rear monitors as a
mirror image of the front in relation to the centerline (no, not 110°) with all moni-
tors at the same distance from the listening position. | then feed each main monitor
(one at a time) bandwidth-limited pink noise (from 500 Hz to 2 kHz) at 0 VU and ad-
just each monitor’s gain until | achieve an 85dB SPL reading on my trusty Radio Shack
meter (C-weighting/slow response) at the primary listening position. | then feed the
sub from the LFE channel bandwith-limited pink noise (20 to 80 Hz) at -10dB VU elec-
trical level (with every other channel muted) and, again, adjust the gain until | reach
85dB SPL.

Even though this method works for me, it is far from perfect. There are several im-
portant factors that I’'m completely ignoring. For example, like it or not, the vast major-
ity of surround listeners are using systems that have sat/subs using bass managers, so it
makes sense that we at least reference this electronic process at some time in produc-
tion. These managers extract the bass frequencies below a specific cutoff point from all
five main channels, the sum of which will ultimately be fed to the system’s subwoofer.
If this wasn’t enough low-frequency energy already, your LFE (.1) production channel is
boosted 10 dB and then added to the five channels of the redirected low-end informa-
tion mentioned above. This signal is the final result of the bass-management process and
what is fed to the subs that the good people at home listen to. Some studios provide
bass-management hardware, but many do not, my home studio being one of them.

When discussing this point with Lorr Kramer, director of technical marketing at DTS,
he agreed that it was important to illustrate that even though many professionals con-
sider their monitors “full-range,” they rarely reproduce the lower frequencies that av-
erage consumers have available in their living rooms. Even if you use a sub in your sur-
round studio, unless your low frequency is properly managed, you could be doing
more harm than good.

—Dave Rideau
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Stage Tec Aurus
Forward-Looking Digital Audio Console

ith a heritage that includes the
groundbreaking Cantus and
Cinetra digital mixing con-

soles, in 10 short years, Stage Tec has sig-
nificantly influenced both the inward and
outward design of digital desks. The
company’s impressive client list—includ-
ing ABC-TV in Los Angeles, 20th Century
Fox, Skywalker Ranch, Warner Bros. Films
and a host of similar European and world-
wide users—bears ample testimony to this
fact.

When I heard that Stage Tec had a
brand-new console that needed to be
scrutinized in Berlin, I jumped at the op-
portunity to be among the first to see what
it had come up with this time. [ wasn't dis-
appointed.

BRAINS AND BEAUTY

The Aurus console is an extremely light-
weight, yet large-framed console specifi-
cally designed for work in film, television
or live sound mixing. It is the most sleek,
21st-century-looking digital audio console
yet designed, and requires more than a
second glance to confirm that the slim-
line, ultrathin chassis can easily be lifted
and transported by two people.

This wonderful, slim design is made
possible by the use of the Nexus Star dig-
ital audio routing and interconnecting sys-
tem found in Stage Tec’s Cantus console.
Nexus Star is the superfast “brain” of the
Aurus, having all of the DSP cards locat-
ed in a 19-inch rack. This can be located
right next to the console or in a remote
position as your needs require. (Even dis-
tances of up to 45 miles away can be ac-
commodated.)

Where Nexus scores big over many
other exterior rack-based network sys-
tems is that it doesn't need specialized
cool-room environments or large, cum-
bersome multicore interconnectivity with
the console. There isn’t a fan to be found
anywhere in the entire system (except in-
side the external computer running Linux
Server, which is required only for stor-
age). This means that the whole Aurus
setup runs cool and quiet.

All communication between Nexus
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and Aurus is passed up and down the
dual fiber-optical connector from the rack
to the desk; there’s no multicore, just the
one optical conduit to connect. Upward
of 1 Gbit/sec of information can be trans-
ferred between the desk and rack, which
means that each and every parameter of
the control surface can be rewritten in as
little as 10 ms.

Housing all of the 24-bit routing ca-
pacity that you're ever likely to require,
the Nexus Star audio router/network can
carry up to 16 boards, each with 256 in-
puts and outputs. If you do the math, this
adds up to a possible 4,096 input and
4,096 output sources at 48 kHz. The Star
router and the Aurus console may also
work at 96 kHz. The AES/EBU I/Os sup-
port sampling frequencies of 32 kHz up
to 192 kHz. Included into this network is
the console’s DSP power, offering 40-bit,
floating-point signal processing. By any
standards, that is a huge amount of infor-
mation to transfer around, but it’s also the
key to the success of the Aurus design.
Everything that the control surface re-
quires in terms of DSP functionality is
controlled through the fiber conduit,
hence the ability to design the console in
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a slim, lightweight form.

Because all of the DSP functionality is
carried out only on the Nexus Star, it's
possible to open the fader modules on the
desk during use and unplug an entire bay
without the need to switch off or even halt
the mix. You can even maintain this con-
sole without switching it offf When you
do power-down, a hard reboot only takes
19 seconds, and then you're up and run-
ning again with your audio mix playing.
In fact, the slowest element in the entire
process is rebooting the external comput-
er; used to store all the mixing data, it
takes 37 seconds to boot.

INTUITIVE DESIGN
Visually, Aurus is pleasing to look at. I
hesitate to describe it “uncomplicated,” as
the desk is complex in functionality. It has
a striking simplicity that reminds me of the
days when exploring new pieces of
equipment was fun and something to
look forward to. It took me only minutes
to find my way around the desk; in a mat-
ter of an hour or so, I had it completely
figured out .

Constructed to look much like an ana-
log inline desk, the Aurus control surface
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has seven 15-inch color TFT flat screens,
all configurable to user needs. A dedicat-
ed master control section, with a familiar
Windows XP GUI, displays the matrix,
routing and detailed parameter functions.
It also serves as an interface for save and
recall functions. Each channel strip has
100mm touch-sensitive moving faders
with full automation capabilities. These
modules come in groups of eight faders,
and can be removed and placed anywhere
within the frame of the control surface to
suit the user’s specific requirements.

The channel strips have 11 double-
concentric, dual-function rotary encoders;
they are touch-sensitive and control
everything from input gain to dynamics
parameters. Information is displayed on
fan LEDs above the encoders or a series
of alphanumeric character lines lower
down. Like most modern consoles, these
encoders are multifunctional and layered,
thankfully, due to the sheer quantity of
them, the number of these layers has been
kept to a minimum. The top four en-
coders are primarily auxiliaries and the
lower five are primarily for assigning dy-
namics parameters,

Up to 96 assignable channel strips and
300 audio channels (256 buses) are pos-
sible depending upon your configuration.
Through this design compromise, all of
the vital parameters and their indicators
are accessible; the designers wisely chose
not to clutter the surface with unnecessary
function that might detract from perform-
ing the job.

Each channel parameter can be
tweaked to detailed perfection in the mas-
ter control section. And this is where the
true mastery of the Nexus/optical con-
nection is displayed: A graphic indication
of the signal path is shown on the main
display screen with each of the modules,
/O, pan, EQ, compressor, fader, etc., des-
ignated as a block. Nothing new there,
you might say, and you'd be right. But be-
cause of the sheer speed of the informa-
tion throughput, each block can be
picked up in real time and moved any-
where in the signal path. For instance, you
can place the fader before the insert point,
place the mute before the compressor,
and so on, and you instantly hear the re-
sult of your endeavors.

Virtually any setup can be created,
though the signal flow is governed by
some basic principles. Signal sources are
fed into the respective Nexus boards.
These are then routed to the mixing con-
sole channels via the input matrix, and
then the console performs the parameter
processing similarly to an analog console,

with the signal routed to different buses
or direct outputs. These bus signals can
then be edited into various configurations
before being fed back into the Nexus au-
dio network via the output matrix.

What's more, you can save these con-
figurations as you build them to the ex-
ternal computer that's used to drive the
graphics on the display. This gives you
virtually unlimited stor-
age and recall of setups
for mix situations or dif-
ferent working environ-
ments. Configurations can
be saved or recalled dif-
ferently for each channel
strip, and then copied
and pasted elsewhere
within the console lay-
out, building up a project
as you go; it’s that quick.
You can even alter the
signal path in real time
using this method to A/B
a channel or a group of
channels, and hear the
resulting effect.

But there’s more. All
of the parameters of each
channel strip are dis-
played either on the TFT
screen immediately above the bay where
the channel is situated or in detail in the
central “master” section TFT display. Each
display can then be totally customized to
the user's methods of working, showing
the name, filter settings, dynamics units or
routing information if desired. A quick
overview guide of the parameter settings
are displayed in each channel; more de-
tailed information can be obtained by se-
lecting a channel and then viewing the en-
hanced detail in the main section display.

FLEXIBLE MULTICHANNEL CAPABILITY
Naturally, Aurus is a true multichannel
processing console, with multiple inde-
pendent monitor paths supporting a wide
variety of formats. This even includes
three insert points for external cinema
processors, as well as solo and mute func-
tions for individual monitoring paths that
are directly accessible via dedicated but-
tons. The solo bus is multichannel-en-
abled, allowing routing of up to eight
monitor signals to the bus. Surround pa-
rameters can be accessed using a variety
of controllers from the obligatory joystick,
a discrete keypad (hidden below the arm-
rest), jog wheel, tablet and pen.

The Aurus Fibre-channel network
even allows for multiple monitor setups to
be configured directly from the console it-

116 MIX, October 2003 * www.mixonline.com

self—no more cumbersome and ugly
spaghetti-like masses hanging from the
back of the console. Simply plug your
monitors—near, mid or room—straight in-
to the Fibre-channel system, and the mon-
lioring buses take over from there. The
master section allows user monitor setups
to be programmed using several prepro-
grammed standard options, as well.

The custom-configurable master-section TFT display

CONCLUSION
The Aurus is a truly adaptable digital au-
dio console with just about every variable
necessary (and, more importantly, in-
cludes those that are required). It is con-
structed around a simple user interface
and control surface, with a lightweight,
beautifully designed framework.

While it can be considered inherent-
ly dangerous to attempt to create a de-
vice that has the potential of matching
all of the needs of so many different
users, the Aurus really does seem to
match up to Stage Tec’s assertions.
Stage Tec should be applauded not on-
ly for listening to end-users, but for al-
s0 having the courage to build the
product afterward. A lot of people will
be genuinely surprised at this desk
when they give it a closer look. Aurus
is not only pleasing on the eye, but it
gets the job done with minimum fuss,
regardless of your needs or your work
environment. And you don’t come
across that everyday.

Stage Tec, www.stage
tec.com.

LT

Robert Alexander is the former executive
editor of Audio Media, a musician, audio
engineer, writer, journalist and globe-hop-
ping bon vivant.
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Dangerous Music Monitor, MQ, 2-Bus and Mixer
DAW Summing, Monitoring, Mixing and Metering Systems

angerous Music is leading the way
D to a brave new world with a line
of professional recording studio
interfacing tools that facilitate the highest-
quality sound of music recorded and
mixed inside any digital audio workstation.
The product line began as a simple
quest for bettersounding music mixes
made “inside the DAW box” at Dangerous
Music’s recording studios, located in the
East Village of Manhattan. Chris Muth, de-
signer of the mastering gear for Sterling
Sound, set out to design a full line of stand-
alone units that would mimic specific func-
tions of high-end analog mixing boards.
During a month-long album mix proj-
ect, and the subsequent month’s sessions,
I was able to test-drive four Dangerous
units in various situations, using both Pro
Tools MIXPlus and PT | HD systems. I rack-
mounted and kept all of the Dangerous
gear powered up 24/7, and connected to
either an Apogee AD8000 or Digidesign
192 HD 1/Os.

DANGEROUS MUSIC PRODUCT LINE
Dangerous currently makes five products:
the Dangerous Monitor, an analog and
digital source switcher; the MQ, a combi-
nation analog/digital metering, talkback
and dual-stereo cue system
controller; the 2-Bus, an ana-
log stereo stem summing
unit with 16 analog inputs
(the company also makes
the 2-Bus LT, a lower-price
version with fewer features);
and the Mixer, a stand-alone,
8-channel stereo line mixer.
All of these units (except
for the 2-Bus LT, which is
one-space) are packaged in
steel, two-rackspace cabinets

that are fitted with anodized- Noise Floor -91 dBu total energy in
aluminum front panels and audio band
cast-aluminum knobs. Con- Max. Level +26 dBu

struction features external Nominal Operating Level +4 dBu

power supplies, thick PC Input Impedance 25k-ohm balanced

boards, hole-through, as well
as surface-mount compo-
nents and hand-wiring. I
placed the Dangerous stack

TNE SPEC Gheet

Frequency Response

Total Harmonic Distortion
Intermodulation Distortion
Converter Lock Range
Converter THD+Noise
Crosstalk @ 1 kHz
Crosstalk @ 10 kHz

Output Impedance

Gain Accuracy
Power Consumption

The Dangerous line: the Dangerous MQ, Monitor, Mixer, 2-Bus and 2-Bus LT

at my side, about two feet off the floor,
right at my mixing position in front of the
speakers. If you get all four units, you'll
have four power supplies to connect; Dan-
gerous should come up with a single mas-
ter power supply to run them all at once.

The internal amplifier circuits in all the
Dangerous products use Burr-Brown op
amps: BB INA134 and 137 (instrumenta-

0.002% IMD60 4:1
32 kHz to 96 kHz
0.002%
-113 dB
-102 dB

50 ohms balanced

(600-ohm-drive-capable)
better than 0.05 dB @ 1 kHz

40 watts
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1 Hz to 100 kHz, within 0.2 dB
0.003% in audio band

tion amps), OPA 134 (op amps) and DRV
134 (output drivers). Only relays are used
to switch audio in the Dangerous units;
hermetically sealed Aromats with silver
contacts are used to switch phase (polar-
ity), mute and ground-out unused inputs.
All audio resistors are surface-mounted
and 0.1% tolerance with low temperature
coefficients. Solen capacitors are used in
the Mixer and MQ units in
critical audio paths that ac-
commodate a wide range of
input devices, from D/A out-
puts to mic pre’s to stomp
boxes. The lighted switches
are made by EAO with inter-
nal multichip LED lights;
they’ll never burn out. Audio
cable is Mogami OFC, with
ribbon cable used only for
DC control voltages to the
relays.

The stepped attenuators
used for volume and bus mas-
ter faders are custom-made by
NASA-supplier Janco Corp.
There is a shield layer be-
tween the two wafers of the
switch to further isolate and
prevent crosstalk between the
left and right channels.
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DANGEROUS MONITOR TOUR

The monitor comes configured to handle
+4dBm balanced sources, but there are in-
ternal jumpers to reset it for unbalanced
operation. Because you can select be-
tween seven different stereo audio sources
to monitor (three analog and four digital),
all rear-panel connections use XLR con-
nectors for both analog and digital (AES,
EBU). Each AES/EBU input is buffered
and fed through to a male XIR digital-out
jack to connect to digital recorders or to
your D/A converter(s). The unit comes
with an internal, custom Troisi D/A con-
verter that “sees” the selected digital input

source and clocks to the incoming sample
rate, up to 96 kHz. This common D/A con-
verter resolves level differences and the
“different-sounding D/A converter issue”
due to sources resulting from DAT, CD or
sound card D/A outputs. [ found that the
converter worked well and sounded fine,
although I didn't spend any time doing an
A/B. Indeed, it’s a nice feature, but I feel
that it should be offered as an option. Dan-
gerous offers a custom modification to al-
low substitution of the Troisi board with
your favorite external D/A converter.

The back panel finishes out with XLR
line-level output connectors for both

- Quit your Day Job

And learn the career
you've always wanted

In today's

competitive Music Industry, a solid education

must be coupled with a strong emphisis on practical

training (hands on)

This has been the focus of SAE

Institute for the last 25 years and the reason why we
have 12,000 students enrolled world Wide beginning
their career in the world of audio with SAE. These
strong educational principles mixed with industry stan-
dard equipment, Plus our staff and programs set us
apart from anyone else. SAE prepares you for the real
challenges of the music industry

SAE campuses and their studios are world
class and equipped with SSL, Neve, Studer,
Digidesign, Otari, Genelec, Mackie, Sony,
Neumann, Focusrite and many more.

Call Toll Free
877 27 Audio

WWW.Sae. edu

INSTITUTE

New York Nashville Miami Sydney Paris London Amsterdam
Madrid Vienna Milan Zurich Singapore Liverpool Berlin Munich

A total of 41

120 MIX, October 2003 e

-ampuses world wide to meet your needs

www.mixonline.com

small speakers and main monitors. For
monitoring, I connected a pair of pow-
ered Genelec 1031As and a Bryston 3B
power amp to drive a pair of NS-10Ms for
small monitors. Finally, there is a special
6-pin analog VU meter output jack and
digital meter output jack that connect to
the MQ unit. The meter outputs follow
whatever source you have selected.

On the front panel, Monitor has the
smoothest master volume control; it’s actu-
ally a 21-step attenuator for recallable
volume-level control. I liked the large alu-
minum knob and knowing that this
control will never get scratchy. Unlike a
volume potentiometer, an attenuator en-
sures that the sound quality remains con-
stant: The left and right imaging doesn't shift
with different volume settings. There’s loads
of gain here, and I like being able to return
to the exact same volume easily. I just
counted clicks or used the panel markings.

Other features on Monitor are repre-
sented by well-lighted, large-sized but-
tons, including a monitor speaker Dim
button with an internally adjustable level
control that also activates when the MQ’s
Talkback button is pushed; an alternate
speaker switch; a very handy L+R Mono
check switch; individual L/R mutes and
180° polarity flip buttons for both left and
right channels; and a -6dB offset meter
scaling switch that saves the MQ’s VU me-
ters when monitoring at hot levels. This
feature came in handy when monitoring
playbacks from my Alesis MasterLink’s hot
analog output. I also like using the L/R
polarity flip buttons with mono summing
to check the side or difference component
of my stereo mixes.

Using the Monitor was completely
transparent to my mixing process. The
source buttons work without effort and
without clicks, the volume control is easy
to grab and precisely set, and, like the
whole Dangerous line, the unit has a solid
and rugged feel. [ wasn't hurting anything
even with my usual rough treatment dur-
ing the heat of a session.

THE “MUST-HAVE” MQ

The natural companion piece for the Mon-
itor, the MQ has two large Sifam R-22 light-
ed analog VU meters and a high-resolution
(32kHz to 96kHz) LED ladder digital meter
made by Prime LED. The digital meter has
a three-successive-word-over indicator and
a Peak Hold button. Both of these meters
get their signals from Monitor via the in-
cluded cables. [ tried connecting the digi-
tal meter to the AES/EBU digital output of
my MasterLink and the digital out of the
Apogee and all worked fine.



There are master level controls for the
A and B stereo cue systems and each
come with their own power amps. I used
my 55-ohm AKG K 271 headphones in
one of the two front-panel jacks and had
more than enough volume. The manual
explains that each amp will drive down to
4-ohm total load impedances, equal to
about eight pairs of medium-impedance
phones like the Sony MDR line, for a total
of 16 headphones. The cue output XLR
connector is ready for any standard head-
phone box, like Redco’s Litle Red Cue
Box or a Simon Systems box.

The MQ has complete talkback facili-
ties with a shock-mounted microphone
and TB button on an included 12-foot
“producer leash” (cable); the TB jack will
let you connect a Brainstorm wireless re-
mote, if you prefer. TB worked well: It
dimmed the monitor speakers, provided
good audio and added no button clunks
or pops. There should also be a front-
panel TB button for the engineer.

Other features include a Dim command
jack to remotely dim the loudspeakers; a
Slate out jack for routing the talkback mic’s
audio to a separately recorded track and/or
to a powered speaker to talk to the or-
chestra conductor’s podium or live room;
and two auxiliary mono inputs with pan
pots assignable to either cue A or B for in-
jecting external audio feeds such as pro-
duction soundtracks when doing ADR,
metronome click tracks for drummers or
“two pops” for the conductor when lead-
ing a live scoring session. The MQ is a ne-
cessity for professional engineers to fully
control and monitor a DAW recording or
mixing session. A unit like the MQ will sep-
arate your system from the typical home
studio rig.

2-BUS INSIDE AND OUT
2-Bus is a 16x2 summing amplifier where
high-quality analog circuits sum to a
stereo bus from the analog outputs of
your DAW’s [/O unit. Digital mixing and
summing inside your DAW to stereo out-
puts require that you do not overload the
internal digital mixing bus by lowering all
mixer faders. When any track fader’s level
is internally reduced, its digital resolution
is also reduced. Spreading out a mix over
many stems and direct outputs lets you
maintain hotter digital levels for higher
resolution, resulting in a better-sounding
mix with increased depth, image width
and headroom, and less distortion.
Having mixed a lot of music inside of
DAWSs and also using separate outputs
into a large analog console, [ prefer the
sound of my mixes done on the console.

I find the same mix, when summed in ana-
log (on the console) rather than digitally
(inside a DAW) was bigger-sounding,
clearer and much more “alive,” one reason
why many record producers and engineers
(for the most part and with budgets per-
mitting) still prefer mixing songs recorded
in DAWs on large analog consoles.

With the Dangerous gear, you can
keep using your “inside-the-box” mixing
process (I love using Pro Tools’ automa-
tion and all of the plug-ins) and gain the
advantages of analog summing.

All eight stereo stem inputs of 2-Bus
are fixed gain. There are no track faders

on the unit, as you'll want to make level
changes in your DAW’s automated mixer.
Additional 2-Bus units (as well as 2-Bus
LT units and mixers) can be linked by way
of a 25-pin D-connector expansion port,
where the stereo summing bus of each
additional 2-Bus are joined together for as
many inputs as you'd like. (For each 2-
Bus added, there will be a 3dB increase
in the noise floor.) Because the 2-Bus is a
simple summing amp without the addi-
tional circuitry found in a big analog con-
sole (such as pan pots, mute buttons,
buses, faders or auxiliary sends that can
add noise and degrade the signal), the
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sonics and specifications are better.

Hook up is simple: Just connect a stan-
dard XLR mic cable from each balanced
output of any 8-channel D/A converter—
like Apogee’s AD8000, Prism Dream
ADA-8, Nuendo 8I/O 96k, Digidesign’s
888 or the 16-channel 192 I/O—to the 2-
Bus’ 16 balanced XLR input connectors.
There is an extensive tutorial in the man-
ual about unbalanced setup and opera-
tion of the 2-Bus if needed. The 2-Bus will
accept hot levels with an input clip point
at +26 dBu.

The 2-Bus has two sets of balanced out-
puts: main for connection to your stereo

master analog or digital recorder and/or
A/D converter, and Mon to connect to the
Monitor. The stereo master output fader is
actually a trim control and has a range of
10 dB in 0.5dB steps, with the straight-up
12 o’clock position as the optimal operat-
ing point. Using precision and tempera-
ture-compensated resistors, this control is
left/right-matched to within hundredths of
a dB. But this is not an appropriate fader
to use for “board fades.” You'll have to do
those inside of your DAW by grouping all
stem submasters together.

2-Bus’ front-panel controls are few and
simple. The eight +6dB boost switches
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jump the analog level of any stereo stem
input up to 6 dB. If you need to do this,
as I did for each mix, it's sonically better
to boost using good analog amplifiers than
opting to do it digitally inside your DAW.
Each stereo pair input has a Mono button
for summing the left and right channels to
mono. Any tracks you desire in the center
of your mix are routed (inside your DAW)
to direct outputs. Direct outs sound better
and save DSP resources, bypassing pan
pots and additional digital mixer nodes.
When you push Mono on one of the eight
stereo pairs of the 2-Bus, the two mono
sources routed to that pair are sent straight
up the middle of the stereo field.

2-BUS IN ACTION

Applications of the 2-Bus might include
using the Mono button feature for kick,
snare, bass and lead vocal tracks that you
want in the center of your mix. You would
route them each to separate DAW direct
outputs: 1, 2, 3 and 4, respectively. The
rest of your tracks could be mixed to
stereo stems like this: Use outputs 5/6 for
keyboards, 7/8 for backing vocals, 9/10
for guitars, 11/12 for drums, 13/14 for re-
maining percussion and 15/16 for stereo
effect returns. Push the Mono button on
the first two stereo pairs and the
kick/snare will come in on 1/2 and
bass/lead vocal 3/4 because you want
them in the center of the mix.

I would say my only adjustment to
using this system is the process of stem
mixing itself, but once basic levels are set,
it'’s the same as mixing down a stereo pair
inside Pro Tools except you'll have more
headroom and dynamic range, a wider
stereo spread and clearer sound—just like
I find when mixing PT track outputs on
an analog desk. And just like on an ana-
log board, I found myself having to work
a little harder on plug-in settings, effects,
mix moves and minutia because of the in-
creased clarity and transparency.

If you like mixing separate outputs of
your DAW on a large analog mixing con-
sole, but owning one or paying for studio
time is out of the question, the 2-Bus with
its minimal signal path electronics accom-
plishes the same summing process.

I followed this example exactly and
set up an A/B comparison between the
Dangerous units and a large '70s vintage
API console. I carefully matched levels
(using an oscillator) coming from a Pro
Tools|HD system so that the console’s
fader levels (the PT outputs were already
normaled to the board) were all electri-
cally equal on the board’s mix meters
even though their actual fader positions



were not. The same set of outputs was
also routed to the 2-Bus. I toggled the
same Genelec 1031A monitors back and
forth between the monitor output section
of the board and the Mon jacks of the
Dangerous Monitor. After matching vol-
ume, the mix out of the Dangerous rig
and the API ended up essentially sound-
ing the same. A very subtle difference
does exist: The Dangerous 2-Bus pro-
cluces a slightly cleaner sound in the bot-
tom end with a more open top end.

My only request would be to add an
insert path and an in/out swiich in the
master fader section to use a stereo com-
pressor and or EQ. But like analog pro-
cessing of the individual stereo stems, this
could easily be done by connecting your
outboard gear externally in front of 2-Bus’
inputs and/or the output sockets by way
of a patchbay.

MIXER

Mixer is a simple 8x2 companion line
mixer to the 2-Bus, but with level fader
knobs, pan pots, lighted phase flip and
mute buttons. With eight XLR mono in-
puts, Mixer has the same expansion port
as 2-Bus, used to enable stacking other
Mixer units for even more inputs. You can
also connect it to the expansion input of
the 2-Bus for eight more mono inputs to
your final mix. Mixer will run stand-alone
for any number of applications, from mix-
ing the outputs of many vintage mic pre’s
you have on a drum kit to a cue mixer or
for external effect returns. One very good
use is for summing MIDI keyboards run-
ning in virtual mode into the mix. You can
set an internal jumper for unbalanced op-
eration to match synth outputs. Like 2-Bus
and Monitor, Mixer has the same high-
quality stepped attenuator for the stereo
output bus level.

ANALOG ANSWER
Dangerous Music makes elegant, easy-to-
use systems for analog bus summing, mix-
ing, metering and monitoring of any DAW
system. These units are of high build-
quality and offer superb sound, are strictly
professional and are built to mastering
studio standards 10 maximize the sound
of your DAW. Prices: Monitor, $4,999; 2-
Bus, $2,999; 2-Bus LT, $1,499; MQ, $2,999;
and Mixer, $2,599.

Dangerous Music, 212/
533-4197, www.dangerous
music.com.
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Barry Rudolph is an LA.-based recording
engineer. Visit his Website at www.barry
rudolph.com.
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TC Electronic Native Bundle 3.0
Dynamics, EQ, 'verb and Something Totally Wild

C Electronic’s Native Bundle 3.0

adds an adventurous plug-in

called Filtrator and new function-
ality to the suite of production tools previ-
ously offered. In addition to Filtrator, the
MAS/VST plug-in bundle includes a graph-
ic equalizer, parametric EQ, compressor/
de-esser (with companion sidechain plug-
in), limiter and an improved version of TC's
Native Reverb (now dubbed Native Reverb
Plus). Version 3.0 also adds user-friendly
functionality, such as A/B-preset compari-
son and outstanding preset storage/recall
organization.

Minimum system requirements for
the bundle include a 233MHz or faster
Mac G3 with at least 128MB RAM, run-
ning Mac OS 9.1 (or higher) or Mac OS
X. PC patrons can use Native Bundle 3.0
with a 500MHz or better Pentium III,
128MB or more RAM, and Windows 98
SE/2000/XP. Of course, you'll also need
a MAS, Audio Units or VST-compatible
audio application on either platform. I
reviewed the bundle using Digital Per-
former 3.11 and an 867MHz dual-proces-
sor G4 loaded with 768MB RAM.

Installing and using Native Bundle is a
breeze, as long as you take one important
precaution: If you've installed FreeMIDI
1.48 and use Digital Performer, then make
sure you pull the Raditec SAC 2.2 Free-
MIDI driver V. 1.0.10 out of the FreeMIDI
folder that resides inside your System
folder. A conflict between the SAC driver
and the TC plug-in shell (installed with
Native Bundle) causes Digital Performer
to freeze when quitting the program.
Ditch the Raditec driver, and everything
will be hunky-dory.

A quick overview of common para-
meter controls and metering is in order be-
fore we dive into each plug-in’s unique
features. All of the plug-ins, except the
sidechain plug-in SideChainer, offer I/O
level controls and meters. (SideChainer of-
fers only input meters, which is logical.)
I/O meters feature a defeatable peak-hold
function, and you can also manually clear
the meters. All of the plugs, except the
SideChainer, Limiter and Native Reverb
Plus, also include TC's defeatable SoftSat”
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Native Bundle’s Compressor plug-in features a separate de-esser section and provides access fo one
of two key inputs (see pointer).

function, which subtly emulates tube gear’s
saturation characteristics. With the excep-
tion of Native Reverb Plus and Filtrator,
which are stereo-only, all of the plug-ins
can process either mono or stereo sources.
Finally, all of the plugs will work at 44.1,
48, 88.2 and 96kHz sampling frequencies.
With that, let’s explore what each plug-in
has to offer.

SQUEEZE ME

All of the usual parameter controls are in-
cluded with the Compressor plug-in: At-
tack, Release, Threshold and Ratio. Addi-
tionally, a Hold-Time control allows you to
delay the onset of the compressor’s release
phase. You can also adjust the compressor’s
knee continuously from hard to soft, access
one of two possible key inputs (sent from
the SideChainer plug-in, which I'll discuss
shortly), enable/disable the above-men-
tioned SoftSat function and/or activate auto
makeup gain.

Auto makeup gain automatically max-
imizes the compressor's peak output
level to be 0 dBFS before the plug-in’s out-
put fader, a real time-saver compared to
manually applying makeup gain. I found
that auto makeup shaves off transients
and brings mic bleed up significantly in

www.mixonline.com

level, which is not always appropriate, es-
pecially on drum tracks. It's a very useful
and flattering tool, however, for process-
ing vocals and electric guitars (including
bass). You can always disable this function
when you don't want to use it.

Without auto makeup active, the Com-
pressor delivers very transparent dynam-
ics processing. That said, I found the
Compressor to be far more effective and
flexible when used on nonpercussive
sources such as vocals, bass and electric
thythm guitars. Although its Attack and
Release controls are fairly wide-ranging, I
could only make kick and snare tracks
pop a little bit using the Compressor. I
couldn’t coax extreme 1176- or Distressor-
type drum sounds out of the plug-in.

The Compressor also features a user-
friendly and transparent de-esser section.
Its Threshold control is really a Range
control, as the de-esser’s processing is
level-independent. A Monitor function lets
you listen to the sidechain signal, making
it a snap to fine-tune the de-esser’s corner
frequency.

When you instantiate the SideChainer
plug-in on a track and choose it as a key
input, the track’s audio output serves as a
sidechain input to any Native Bundle Com-
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pressor plug in. This makes it easy, for
instance, to duck instrumental tracks under
a lead vocal. Native Bundle offers two key
inputs, and multiple compressors can key
off the same SideChuainer. You can also
mute the audio path output of the track
that SideChainer is instantiated on so that
the track serves strictly as a sidechain sig-
nal that is not heard in the mix. Nice!

Native Bundle’s Limiter plug-in offers
Threshold, Attack, Hold and Release con-
trols, plus a defeatable, automatic make-
up gain function similar to that used in the
Compressor. A histogram shows the aver-
age level of your audio file—either on in-
put, output or both—over time. The
Limiter worked great when used to max-
imize lead vocal and electric bass tracks
that had 2 wide (unprocessed) dynamic
range. Used during a mastering session,
the Limiter's action reminded me some-
what of the Waves L1 and L2: taming run-
away transients and maximizing the out-
put level to produce a much louder mix.
However, the Waves L1 and L2 sounded
clearer, and the TC Limiter tended to
pump ever so slightlty when pushed mod-
erately hard (unlike the Waves plugs). For
these reasons, 1 much prefer using TC's
Limiter on single tracks.

TONE CONTROL

Native Bundle also provides two high-
quality equalization plug-ins: Parametric
EQ and Graphic EQ. Parametric EQ offers
a4 choice of parametric, notch and low-
and high-shelving filters on each of seven
stereo bands. All of these filters offer 20 to
20k Hz range, providing optimal overlap.
Except for the notch filter, which produces
a fixed infinite cut, all of the filter types
provide up to 18dB boost/cut. Regrettably,
high- and lowpass filters are not included
in the filter offerings. However, using a
shelving filter with maximum (18B) cut
and a 12dB octave slope will, in most cas-
es, accomplish much of the same thing.
(You can adjust the steepness of each
shelving filter's slope from 3 to 12 dB per
octave in 3dB/octave steps.)

Even when fed mono sources, each of
the seven above-mentioned bands fea-
tures linked left- and right-channel faders.
You can unlink the channels to make in-
dependent L/R fader adjustments or by-
pass one or both channels’ EQ complete-
ly. If you link the channels again, you can
move the two boost/cut faders for each
band and their offsets will be preserved.
One band’s parameter values can also be
copied to another band.

The Parametric EQ’s defeatable joy-
stick control provides additional stereo
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EQ options: Two shelving filters simulta-
neously and proportionally boost/cut
highs above 6 kHz and bass frequencies
below 250 Hz, and a third filter boost/cuts
frequencies above 4 kHz.

The Softsat function should be imple-
mented with caution when using large
amounts of EQ boost within the Paramet-
ric EQ. Even though SoftSat will prevent
the plug’s output from exceeding full-scale,
driving SoftSat too hard will cause un-
pleasant distortion. And a more moderate
EQ boost often scems unresponsive with
SoftSat engaged, as the latter's compression
effects fight the equalization gain.

Native Bundle’s Graphic EQ plug-in
can be configured to provide seven, 14 or
28 bands of equalization. The plug-in fea-
tures a slick graphic interface in which
you can click or click-drag the mouse in
each band to set its boost/cut. Alterna-
tively, you can draw an EQ curve with
your mouse by command-dragging (Mac)
or rightclicking and dragging (PC). A very
useful scalar-fader acts as a multiplier to
expand or shrink the degree of boost/cut
on all active bands simultaneously. (You
can also usc the mouse to create smaller
groups of contiguous bands under scalar-
fader control.) You can even use the
scalar-fader to create an inverse EQ curve
to your original settings.

Parametric EQ and Graphic EQ both
provide very high-quality equalization.
Their high-resolution parameter controls
let you fine-tune spectral balance. Para-
metric EQ is especially noteworthy for its
ability to adjust critical bass-range cen-
ter/corner frequencies in ultrafine (as low
as 0.7Hz) steps.

GIVE ME SPACE

Native Rever Plus gives you a choice of
three different room shapes—round,
curved or square—and  provides inde-
pendent controls to edit parameters for
those rooms. Parameters include dry/wet
mix, room size, diffusion, color (timbre),
low- and high-frequency damping, and de-
cay time. You also have independent con-
trol over pre-delay times and initial levels
for both early reflections and subsequent
diffuse reverb. The plug-in's graphic user
interface makes custom tweaks an intuitive
affair. But, unfortunately, the reverb tails
sound fluttery, ringy, grainy and/or fizzy
unless you keep their decay times very
short. As a secondary reverh used for cre-
ating low-level ambience (emphasizing
early reflections), however, Native Reverb
Plus sometimes comes in handy. Overall,
this was the only plug-in in the bundle that
I found to be subpar in quality.

wnenw. mixonline.com

WILD THING

Native Bundle’s Filtrator can process any
stereo audio source in real time with
highly programmable, synthesizer-style
filters. The plug-in’s filter and amplifier
sections can both be modulated by an
LFO (synchable to MIDI clock) and or
envelope follower to create a variety of
positively wild sounds. Using Filtrator, 1
transformed acoustic drum tracks into
percussive bubbles and metamorphosed
an electric bass guitar track into a rhyth-
mic, pitched chainsaw. Filtrator is not the
kind of plug-in that you'll reach for often
on traditional music productions, but if
you ever want to turn Debbie Gibson's
sweet string pad into a disturbing synth
patch from Blade Runner, then this is
your highway to the dark side! I love
plug-ins that dish out unique sounds that
jolt me out of creative malaise, and Fil-
trator does just that.

SAVE ME

You can store your custom presets for all
Native Bundle plug-ins in folders and
subfolders (for example, to group to-
gether reverbs of the sume type or save
each of your client’s presets seperately).
When you're ready to load a preset,
Native Bundle will navigate the directo-
ry’s hierarchy directly from a drop-down
menu in the plug-in! I wish more plug-in
manufacturers would offer this level of
ease to save and load presets. That said,
it’s unfortunate that the title of the current
preset is not displayed and there is no in-
dication of whether or not it's been edit-
ed since it was last recalled.

Aside from the lack of an Undo com-
mand and a few other minor interface
issues, TC's Native Bundle is very user-
friendly. The plug-ins are also very effi-
cient: I could instantiate many Native
Bundle plugs with very minimal drain on
my CPU. The owner’s manual—available
only in .pdf form—is fairly good but
onmits important information (mostly re-
garding various displays and specifica-
tions) that TC promises will be added in
the next release.

Costing only $499 list, Native Bundle
delivers a really good bang for your buck.
If you're looking for a wide variety of pro-
duction tools in a cost-effective package,
then be sure to check it out!

TC Electronic (formerly branded as TC
Works), 805/373-1828, www.tcelectronic
.com. |

Mix contributing editor Michael Cooper
owns Michael Cooper Recording in beau-
tifudd Sisters, Ove.
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AEA R84 Ribbon Microphone
Wes Dooley’s New Baby

EA’s slick, retro-looking R84

($1,000) is the newest mic in de-

signer Wes Dooley’s product line.
Sensitivity of the R84 is -52 dBV/Pa, and
unlike its big (and much heavier) brother,
the R44, the R84 exhibits an impressive
frequency response that gets up to 20 kHz
(23 dB). What it does share with the R44
is a 0.185x2.35 inches by 1.8-micron,
pure-aluminum, low-tension ribbon capa-
ble of handling better than 165dB SPL
above 1 kHz. The R84 comes in a durable
and functional foam-lined case and in-
cludes an integral shock-mount and 10-
foot cable that terminates to an XLR. The
mic is a svelte performer that weighs in at
less than two pounds and measures 8
inches tall and 2.7 inches in diameter, The
mic’s weight and compact nature, along
with the fact that the shock-mount allows
it 10 swing freely on two axes, make it a
breeze 10 set up and tuck into relatively
tight spots.

IN THE STUDIO
Right out of the box, the mic is a looker.
At first, the heavily padded, zippered
“sock” that houses the mic seems a litile
odd, but on further inspection, its useful-
ness becomes apparent. It comes with a
carrying strap, a small pouch and a fasten-
able loop to keep the cable in order. The
case sports blatant reminders to keep
phantom power and dust as far away
from the mic as possible. The mic itself is
solid, and its bullet-like stvling garnered
“oohs” and “aahs” in the studio. The
screw adjustments for the shock-mount
and cable attachment are of high quality
and are sure (0 stand up to years of use.
I used the mic on a number of acoustic
instruments with great resuits. First call
was on a dobro overdub at 90k using a
Pro Tools|HD system. The song was
heavily layered with guitars, mandolin,
fiddle and vocals, and 1 was wondering
where the dobro would fit in the mix. It
was immediately clear that the R84 would
make my job easier. The dobro cut
through the mix without EQ and sound-
ed, for lack of a more appropriate word,
perfect.
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Next, [ tried the mic on a Martin
acoustic guitar. This particular guitar is fit-
ted with the Buzz Feiten tuning system
and sounds fantastic. The R84 captured
the Martin beautifully, rounding out the
transients and presenting a balanced track
that only needed a bit of the low end
tucked in.

The most revealing test for the mic
was when I used it to record a less-than-
inspiring 0-foot grand piano. I was con-
cerned about using the instrument be-
cause it was going to support a lead vocal
with only a synth pad as a companion.
The instrument was tuned just before the
session, and I placed the R84 right at the
middle of the soundboard, pointing
straight down at the hammers. The R84
offered the perfect combination of fre-
quency and transient response to tone
down the inconsistencies in the piano,
producing a track that was more than
usable.

Next, I had the R84 at moderately
close quarters with a guitar amp at blaz-
ing levels. It was shut in a small bathroom
about two feet back from the twin 12-
inch speaker cabinet. I guessed on the
best position and then threw my hands
up when I got back to the console. It
sounded wonderful.

I thought the mic sounded so good on-
axis that I never tried recording using the
back end of the mic, but after talking to
Wes Dooley, I will certainly do so at the
next opportunity. Dooley revealed that
the internal screen is doubled up on the
off-axis side of the mic. Because of this,
the rear of the mic exhibits its own par-
ticular personality. In addition, this pro-
tection would also be a “safer” way to use
the mic for more plosive, ribbon-killing
situations like vocals.

CONCLUSION

I'm always wary of market-speak that sur-
rounds a product of any kind, audio or oth-
erwise. But when AEA states that the R84
produces “a pure, natural sound, just as
you hear it when you're placing your mic
in the studio,” the company is absolutely
right. The one caveat is true of all ribbons:
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Make sure your preamp is the correct
recording companion. You'll need plenty
of clean gain, especially if you're using the
mic on quiet acoustic instrumerxs.

At this price, you should have at least
one R84 in your locker, especially if you're
looking to put some life into your digital
signal chain. When using even high-
quality condensers with a DAW, you for-
get how good things can sound and end
up settling for “really good” instead of
“excellent.” A quality ribbon like the R84
can take a production 1o the next level,
injecting some butter into a margarine
world.

AEA Microphones, 626/798-9128, www.
wesdooley.com. ]

Kevin Becka is a technical editor at Mix.
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SPL MODEL 2380
surround Monitor Controller
Sound Performance Labs has a long his-
tory of providing slick new products that
do something completely different, such
as its acclaimed Transient Designer. Now,
SPL offers an elegant solution to the mun-
dane, everyday issue of multichannel
monitor management with the Model
2380 Surround Monitor Controller (SMC).

Housed in a single unit, the SMC is a
multichannel volume control and source-
switching selector for 5.1 and stereo lis-
tening environments, especially those
where playback is from a DAW or console
that lacks playback level control of 5.1
material.

The front panel is dominated by the

TRS), the surround “A” and stereo “C” in-
puts (+4dB balanced on D25 subs in the
8-channel Tascam DA-88 format) and a
“slave” D25 sub mirroring the “A” and “C”
inputs to connect to a recording device.
Input “B” has six RCA jacks for monitor-
ing unbalanced sources, such as a refer-
ence DVD player, and input “D” is stereo
unbalanced on RCA jacks. For ease of
hookup, SPL screened the IDs for all of
the connections both rightside-up and up-
side-down (for looking over the unit)—
nice!

In the studio, the unit’s maximum of
16 individual lines, two D25 sub snakes
and IEC power cord can make for a messy
setup when used as an on-console con-
troller. Mine was much better in the clas-
sic “sit on meterbridge” and “set off to the

smooth and the essential switching of the
individual speaker buses was glitchless. At
$769 retail, this could be the solution you
need right now!
Dist. by SPL USA, 866/4-SPL-USA, www.
spl-usa.com.
—George Petersen

M-AUDIO TAMPA

Mic Preamp/DIl/Compressor

TAMPA is M-Audio’s entry into the land of
rackmount signal processing, and the re-
sult is a great-sounding unit at an afford-
able $799.95 price.

Combining a mic preamp, %-inch di-
rect box input, compressor and analog/
digital outputs, TAMPA is packed with fea-
tures. The preamp uses Temporal Har-
monic Alignment™, which supposedly
aligns the phase of the desirable even-
order harmonic components in a signal
with the main signal itself, resulting in a
tube-like sound from a solid-state circuit.

The front panel is straightforward, with
toggle switches for power, phantom
power, instrument/mic select, polarity re-
verse, low-cut in/out, compressor in/out,
a 20dB input gain boost and a 20dB
output level pad. Retro “chicken head”
knobs select input impedance (300/
600/1,200/2,400 ohms) and digital output

large volume control and also has surround/
stereo input selectors; in/out switches that
double as Solo/Mute buttons for any of
the individual 5.1 (and stereo) speakers;
-20dB attenuator/dim switch, switches for
summing either the L/R stereo fronts of
Ls/Rs rears to a single mono playback;
and a Mute-All switch that doubles as a
panic button.

On the rear are the connections for the
5.1 speaker outputs (all balanced %-inch
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side” modes, allowing for cleaner cable
management.

But the best part about the SMC was
its sound, or rather lack of sound. Instead
of taking the easy, lo-fi route of using
VCAs or DCAs to control volume, SPL
opted for a discrete, six-level potentiome-
ter with a minimalist approach to compo-
nents throughout to maximize trans-
parency. Frequency response extends to
100 kHz (-3 dB), the action of the pot was

www.mixonline.com

sampling rate (44.1/48/88.2/96 kHz).
There is no switch for output select; the
XLR and Y%-inch TRS analog, and both
S/PDIF co-ax and XLR AES digital outs
are always active. Rotary pots handle
input gain and threshold/ratio/attack/
release parameters, and illuminated VUs
display output level and compressor gain
reduction.

I used TAMPA to track background vo-
cals with a Royer SF-1 ribbon mic: a low-
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output, but extremely wide-bandwidth
model that can really put a preamp to the
test. Sure enough, I needed every bit of the
preamp’s gain, but was pleased by the clean
signal, even when it was tumed up to 11.
However, had I been recording extremely
powerful than ever with our StudioComm soft Foley effects, I would have needed
for Surround Model 78 Central Controller more gain than TAMPA could deliver.
During another session, using an Audio-
Technica AT4033—a mic with a “typical”
Ideal for a variety of applications where 7.1 condenser sensitivity—I had more than
ample gain, from pin drops to close-
miked rock toms. As far as the “effect” of
the Temporal Harmonic Alignment goes,

Multichannel audio monitoring is now more

and companion Model 79 Control Console.

multichannel monitoring is required, the 78/79
system features multiple source selection,

extensive downmix capability, and integrated it's hard to say: There’s no Defeat switch

bass management. to A/B the processing, but the sound of

the Class-A preamp circuit is sweet, not

Now there's absolutely no reason for control to be an issue. overly colored and pleasant overall. The

input impedance matching is another nice
touch not often found on preamps in this
price range.

[ was impressed with the action of the
compressor, with its servo-controlled,
dual-passive optical attenuator. The out-
- put was smooth and did the job without
Visit us at AES pumping or breathing artifacts, whether

in Booth 1011 used on vocals or Dl'ing a Fender Jazz or
,NNLL%)G[ES A AA 847-676-9177 Hofner Beatle Bass.

INC. v www.studlio-tech.com Overall, I enjoyed using TAMPA. The
unit lacks some functions (probably to
keep the price low) that would be great
on TAMPA 1I, such as a line input for ac-
. . cessing the compressor alone, a rear-panel
MOdu,ar Sound ISOIa tlon Studlos mic jack that paralleled the front input,

, - preamp inserts, an internal power supply
and wordclock input to sync multiple
TAMPAs with the digital outs. Still, at this
price, TAMPA rocks!

M-Audio, 626/445-2842, www.m-audio
.com.

Visit our website or call today for more information.

—~George Petersen

ROLAND M-1000

10-Channel Digital Line Mixer
Roland’s M-1000 is a flexible and versatile
unit that fits into all sorts of studio-niche
applications.

The M-1000’s “10-Channel Digital Line
Mixer” subhead is somewhat of a mis-
nomer: The unit is a digital mixer (al-
though in a very “analog”-looking chassis)
that does have 10 inputs, but it’s set up
with an analog stereo pair (+4/-10 dB
switchable) and four digital stereo pairs,
all with S/PDIF co-ax jacks. Additionalty,
one of the digital pairs can be switched to
an S/PDIF TOSlink optical input source
and another pair can handle a USB digi-
tal input from a computer.

For the best performance, choose a modular enclosure
from Acoustic Systems for your studio’s sound foundation.

S Ea 800/749-1460 As a bonus, the M-1000 provides
===E ACOUST|C aco’ij""s)t(lcg}g{gﬁn“s'%%amz stereo analog monitor outs with level
lmli SYSTEMS e-mail: info@acousticsystems.com control for driving headphones and/or

studio monitors (via 10dB %-inch jacks)
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and a digital master output fader (with
balance control) that feeds the dual
seven-segment LED meters and the USB
output, S/PDIF (co-ax and optical) outs
and balanced +4dB XLR analog outs.
The back panel has BNC wordclock I/O
with switches for Clock Thru and 75-
ohm termination.

Keeping track of all of this on the front
panel are 13 status LEDs indicating word-
clock lock from each input, clock sources,
sampling frequencies (44.1/48/96 kHz)
and USB activity. And if you need more,
multiple M-1000s can be cascaded for ad-
ditional fun. Somehow, all of this is packed
into a single-rackspace enclosure, but the
layout is clear and uncluttered, making op-
erations a snap.

The M-1000 ships with a CD-ROM of
Mac and PC drivers for WDM, MME and
ASIO, and Roland provides updated
drivers—such as the new M-1000 Mac

CHANDLER LTD-1

Mic Preamp/EQ Revisited

In my recent review of Chandler Limited’s
LTD-1 Enhanced Neve Mic Pre/EQ (Mix,
August 2003), for the purpose of a quick
A/B comparison, I used a Whirlwind IMP
Splitter 1X3 box—a popular sound rein-
forcement tool—to connect a Neumann
M149 microphone to the inputs of both
the LTD-1 and one of Brent Averill’s re-
furbished Neve 1073 mic pre/EQ modules
at the same time. It is a resistive splitter
and was handy at the studio. While I
know about splitting transformers, it did-
n't occur to me to seek one out. Because
the M149’s output impedance is 50 ohms,
and both the LTD-1 and Averill’s 1073
were set to 1,200 ohms input impedance
using the same exact input transformers,
I reasoned that both preamps’ first tran-
sistor input stage would “see” the same

OS X USB driver—on its Website’s sup-
port section.

The audio is sparkling, thanks to its 24-
bit/96kHz operation, and with 56-bit in-
ternal processing, headroom is never an
issue. The M-1000 also includes automatic
sample-rate conversion (32 to 96 kHz) on
all of the digital inputs. The unit's main
drawback—not being able to simultane-
ously send 96 kHz in and out of a com-
puter via USB—is actually a USB limita-
tion rather than the M-1000's.

Although the M-1000 was originally in-
tended as a digital keyboard mixer, it can
do much more: acting as a simple A/D
converter to the S/PDIF or USB outs; an
aux mixer combining audio from a com-
puter with external analog or digital
sources, and then returning the mix back
to the computer; a USB /O interface for
routing audio or returns from virtual in-
struments or real-time plug-ins to/from the
analog and/or digital domains; a TOSlink-
toco-ax (and vice versa) converter; a
monitor station to connect studio monitors
to your DAW; and more. At $795, the
M-1000 is a versatile and powerful adjunct
for the modemn studio, project or pro.

Roland, 323/890-3700, www.Roland
US.com.

—George Petersen

signal, impedance and level.

Upon publication of that review, I re-
ceived some e-mails that were critical of
my testing setup and [ decided to retest;
this time, using a Jensen model JT-MB-E
four-way mic-splitting transformer for the
simultaneocus connection of the mic to the
two preamps. Chandler Limited loaned me
another LTD-1, and I procured the same
pair of Averill/Neve 1073s used in the orig-
inal review.

After setting both units to a -40dB mic
gain setting and with both output controls
full-up, I again found that both units de-
livered exactly the same output level. [ had
two Averill Neve units to compare to the
single LTD-1. Neve number one was only
slightly warmer in the low frequencies but
muddier than the LTD-1, which was more
open in the high frequencies. Neve num-
ber two was thinner than the LTD-1, and
both Neves had a slightly boxy sound qual-
ity when compared to the LTD-1's seem-
ingly flatter and more open sound. [ com-
pared both singing and speaking voices
without using either unit’s EQ sections.

Using the transformer splitter, I could
hear much “deeper” into the subtleties of
all the units. In general, all of the afore-
mentioned differences are extremely sub-
tle; and as a practical matter, the retested
A/B results were the same as before.

—Barry Rudolph

INDIGO»io

FLAWLESS NOTEBOOK
INPUT AND OUTPUT
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Pioneering Companies
Celebrate at AES

or many audio companies, 2003
F proved to be a significant year. We
decided to spotlight a few of the
companies celebrating anniversaries at AES,

EASTERN ACOUSTIC WORKS:

25 YEARS

In 1978, EAW founders Ken Berger and
Kenton Forsythe and a handful of em-
ployees set up shop in an old automobile
plant in Framingham, Mass. From the start,
their intent was to create high-quality tour-
ing loudspeakers, but at the time, the duo
had no idea how influential their products
would be in helping change the direction
of an entire industry.

In a few short years, EAW succeeded
in developing stock products that region-
al and national sound companies could
use right out of the carton. The days of a
sound company needing to build all of its
enclosures were numbered. This trend
was accelerated with the 1985 debut of
the hugely successful KF850, a three-way,
tri-amped, horn-loaded,
Virtual Array™ system that

approved, three-way products that were
far ahead of the traditional two-way de-
signs found in most cinemas.

In 1999, EAW purchased SIA Software,
creators of the SMAART audio measure-
ment/analysis system. EAW itself was ac-
quired by Mackie Designs in 2000, but the
innovations continue unabated, such as
its Digitally Steered Array Series that was
shown earlier this year and is based on
technology derived from its large-format
KF900 system.

GENELEC: 25 YEARS

Finland may not be the first (or second or
third) country one thinks of when con-
sidering a pro audio supplier. However,
during the past 25 years, Genelec has def-
initely been doing something right, lead-
ing 1o a long list of indusiry accolades, in-
cluding an unprecedented six TEC
Awards wins in the category of excellence
in studio monitors, in 1992 (10314), 1993
(10384), 1995 (10304), 1996 (1039A),
1997 (1029A/1091A) and
2000 (1036A).

five years later appeared
on more riders than any
other loudspeaker.

At the time, consumer
interest in the new CD
format brought increas-
ing requirements for bet-
ter sound in performance
spaces, whether in con-
cert halls, houses of wor-
ship, clubs, live theater
and stadiums, or race-
tracks and other sports
venues. In 1989, EAW’s

Based on the shores
of Finland’s Lake Poro-
vesi, Genelec was found-
ed in 1978 by Ilpo Mar-
tikainen, Topi Partanen
and Ritva Leinonen, who
still run the company.
Genelec’s first project
was to supply monitors
for the Finnish Broad-
casting Corporation com-
plex in Helsinki. At the
time, the term “powered
monitor” referred to a

first major installation—a
complex system for the
Anaheim, Calif., baseball
stadium—both presented
EAW as a capable, on-time supplier in the
fixed-install market, and also fueled the
movement toward hi-fi/high-SPL sports
venues, driven by EAW’s creation of new
application-specific products. This ap-
proach was also successfully carried for-
ward with the company’s entry into
the cinema market in 1995, with THX-
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EAW founders Ken Berger {left) and
Kenton Forsythe in the early days

speaker with an amplifier
that was built-in for con-
venience rather than per-
formance. But from the
beginning, the Genelec philosophy was to
create active monitors, where high-quality
onboard amps were precisely matched to
the speaker components to optimize Sys-
tem performance.

The concept gained popularity with
broadcasters throughout Europe, and in the
mid-1980s, Genelec expanded, offering

www.mixonline.com

BY GEORGE PETERSEN

Genelec ca-founder lipo Martikainen with

Genelec’s gargantuan 1036A double-18 monito

products for the music studio market. The
company then started developing a large
main control room monitor, the Model
1035A, unveiled at the 1989 AES in Ham-
burg. The 1035A—and its proprietary
Directivity Control Waveguide™—provided
the foundation for other Genelec monitors,
large and small, which also shared the ac-
tive powered approach, from the near/mid-
field (1031A and 1030A) to the nearfield
satellite/subwoofer (1029A/1091A) system,
to the large mains with external amp racks
in the 1038A and 1036A monitors.

A more recent Genelec breakthrough
is its Laminar Spiral Enclosure™ (LSE) sub-
woofer technology, which removes
acoustic nonlinearities from port turbu-
lence for a smooth “laminar flow” of LF
energy from a rigid, tuned enclosure. Yet
today or 25 years ago, the company phi-
losophy remains unchanged, says presi-
dent Martikainen: “At Genelec, we simply
design monitors that speak the truth of the
recording.”

PEAVEY MEDIAMATRIX: 10 YEARS

Exactly 10 years ago during AES, in a
penthouse suite at the New York Hilton,
Peavey Electronics and Peak Audio de-
buted a joint venture known today as
MediaMatrix. Described by Hartley
Peavey as an “Audio Erector Set,” the sys-
tem combined an I/O connection box
with an IBM PC and plug-in cards pro-
viding DSP horsepower for mixing, gat-
ing, EQ, compression, crossovers and
delay. Users could create a system mere-
ly by dragging icons of various compo-
nents (gates, preamps, etc.) into the de-



sired configuration and
drawing connection lines
using a mouse. In those
days before DSP plug-ins,
the MediaMatrix was so far
ahead of its time that many
attendees at the unveiling
left thinking that it was sim-
ply a CAD program for doc-
umenting systems rather
than a radical approach that
could create the equivalents
of hardware boxes simply
by allocating DSP reserves.

A well-established manufacturer of
hardware, Peavey had some initial con-
cerns that the technology could make ob-
solete a major portion of his livelihood, but
went forward with the project under the in-
sight that if such a product could exist, it
would be better to be first than try to play
catch-up later. He was 100% right. News of
the announcement spread like wildfire,
and within a matter of months, installations
followed at prestigious venues such as the
U.S. Senate and Disney’s Epcot Center, giv-
ing MediaMatrix a strong foothold among
contractors and consultants.

Later MediaMatrix systems—such as
the X-Frame and the X-Frame 88—
brought prices down to even lower lev-
els, making the technology accessible to
much smaller installs, as well as world-
class venues like Tokyo Disney, the
Sydney Opera House, dozens of major-
league football and baseball stadiums, al-
most every casino in Las Vegas, the Syd-
ney Olympics, the Opryland Convention
Center and the Grand Mosque in Mecca—
more than 2,500 worldwide.

SENNHEISER ELECTRONIC CORP.:

40 YEARS

SEC—the U.S. wing of Sennheiser—began
in 1963 by Thomas Schillinger as a small
independent distributor, selling MKH shot-
gun mics and the (still classic) MD421 dy-
namic to a few dealers, mostly in the film
biz. Now headquartered in Old Lyme,
Conn., SEC serves more than 1,500 pro
and consumer dealers in the U.S. and Latin
America, with lines including Sennheiser,
Neumann, Turbosound, Chevin, True
Audio and InnovaSon.

But unlike a typical “distributor,” SEC
takes an active role in developing special-
ized products based on customer feedback.
“We maintain an ongoing relationship with
our customers,” explains current SEC pres-
ident John Falcone. “We utilize their input
as a resource, and match products and serv-
ices to their specific needs.” One such ex-
ample is the only selective-distribution sys-

Hartley Peavey unveils
MedicMatrix at the 1993
AES show in New Yark.

tem on the market, the SAS
432 wireless mic antenna split-
ter system, which can feed 32
wireless receivers from a sin-
gle pair of antennas. It's been
used in award-winning Broad-
way productions such as The
Lion King, Beauty and the
Beast and Sunset Boulevard,
but has since found use in NFL
Football broadcasts and the
Grammy™ Awards.

This company-wide com-
mitment to listen, combined
with top-end customer support and great
products, has earned Sennheiser the dis-
tinction of being the only pro audio man-
ufacturer to receive the “Triple Crown” of
Oscar”, Emmy” and Grammy Awards.
These included a 1987 Scientific and En-

PHOTO: GEORGE PETERSEN

der Fritz Sennheiser (left) and

Campany
Thamas Schillinger, the first president of
Sennheiser Electronic Corporation

gineering Award from the Academy of
Motion Picture Arts & Sciences for the in-
dustry-standard MKH 816 shotgun mic; a
1996 Emmy for developments in RF wire-
less technology; and a 1999 Technical
Grammy Award for Neumann. Today,
SEC faces an increasing number of un-
certainties, whether it's the tough eco-
nomic environment, increased competi-
tion, higher technical standards or the
seemingly endless maze
of wireless regulations,
so the next Oscar, Emmy
or Grammy will not
come easily. But since
1963, Sennheiser Elec-
tronics Corporation has
never done things the

the company’s PM Series live boards (30
years) and 15 years of its digital consoles.
Combining solid construction and high-
quality audio, more than 9,000 PM Series
live consoles and 110,000 digital mixers
are in use worldwide.

The first PM mixers, such as the
PM200 and PM300, were simple 8-input
boards for portable applications, but
Yamaha really stepped up with its
1976 PM1000-32 and 1978 PM2000, with
enough flexibility for club and concert
work. The defining moment came with
the PM3000 in 1985, which added VCA
control and became a workhorse in the
touring industry for years. The tradition
was continued and refined in 1992 with
the PM4000 and the 1996 PM3500; both
are still in use in concert venues every-
where. The PMI1D alldigital console
(2000) addressed the needs of modern
sound reinforcement with its modular
configuration, built-in effects and com-
plete recall capability. Earlier this year,
Yamaha showed its new flagship
PM5000 analog console, combining
high-performance analog with some of
the control convenience derived from
the PM1D.

Yamaha'’s digital console program be-
gan with the 1988 debut of the DMP?7, fol-
lowed by the DMP7D (digital /O version).
There were other Yamaha mixers in the
meantime (i.e., the DMC1000, DMP9 and
ProMix 01), but the 02R changed every-
thing. In 1995, the under-$10,000, 20-bit,
digital, 8-bus 02R took off, offering 24 ana-
log inputs and 16 digital tape returns (40
total inputs), moving faders, reset of all
parameters, dynamics on every channel
and two internal effects processors. Paired
with a couple of MDMs, the all-digital stu-
dio was no longer a fantasy.

Followed by its 1997 03D and 1998 01V,
Yamaha thoroughly established the genre
of the affordable digital console. And with
debuts of the DM2000,
DM1000, 02R9%6 and 01V96
during the past year, offering
full 96kHz performance with
DAW integration and sur-
round mixing, Yamaha is set
to continue its role in defin-
ing the modern console for

easy way. years to come. |
YAMAHA CONSOLES: : Mix editorial director George
30/15 Yomaha's 02R broke the rules Petersen is also the co-author
When it comes to con-  of traditional console design, of Crazy Campsongs, 4
soles, everyone in pro  showing up in both small whacked collection of sing-
audio knows the Yamaha  project rooms as well as high- alongs for kids of all ages.
name, and 2003 marks  end studias such as New York’s Check it out at www.crazy
the dual anniversary of  Photomag, pictured here. campsongs.com.
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The Geeks Speak

Tech Experts Share Their Secrets

The technician’s path is one of evolution, from repair and installation to modifications,

design and, for some, manufacturing. This month, in lieu of my regular column, I've invit-

ed several techs to share their specialized perspective. After all, who better to design

gear (or replacement parts) than those who have stared death in the face? Here, capaci-

tor and power insights share the spotlight with the many disciplines embraced by tape

recorders (and reproducers). So dig in!

IN SEARCH OF THE MAGNETIC
HOLY GRAIL V-3A

By Michael Spitz

The process of converting an Ampex ATR-100 Series
transport into a 1-inch 2-track required a
priority shift: In order 10 realize the full
potential of the wider format, a greater
emphuasis was placed on mechanical sta-
bility because azimuth error tolerance is
considerably narrowed. (Azimuth is 10 high-
frequency response as focus is 10 pho-
tography; in this case, the depth of field
becomes very shallow.) This heightened
scrutiny can be applied to any tape ma-
chine, initially by simple visual inspection
combined with the familiarity that comes
with the process of playing and recording test
tones on a regular basis.

When tape machines were the capture device,
alignment occurred once or twice daily, not due
1o drifting issues but in order (0 accommodate
multiple sessions. Now. the process is foreign to

many end-users and with it, the experience 10

interpret a tape or machine idiosyncrasy.

Awareness of the three pragmatic issues below

will improve your chances of capturing and re-
producing every single breath and nuance in
chilling detail.

Tape path is the composite of mechanical
parameters that dictate how tape passes
over the heads. All items must be
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—FEddie Ciletti

“true and square’—that's azimuth and zenith—plus
height. Tape thickness is approximately 1.5 mils (0.0015
inches) and 1ape path component tolerances are in the
0.0004-inch range.

The end-user should perform regular spot checks to
keep the machine on track. Put soft, nonglaring light
on the head assembly and closely observe how the tape
passes over the heads and through the guides. Watch
what happens from stop 1o play. Does the tape ride up
or down? Is there any curling at the guides? Iff stability
is not quich and consistent, then alignment will be a
bear. Any misaligned or worn component in the path
can be at fault,

ALIGNMENT

An analog tape machine that is not frequently used may
require more than an alignment. Before applving a
tweaker, apply a low-frequency tone (40 Hz 10 100 Hz)
while exercising all external pots and switches, as well as
punching in and out of record several times, on non-

critical tape stock 10 exercise any relavs and g )
demons. 1 the machine is still a con- ) (_{‘f;{
tender, then the easicst way to Q\:\6 :"
check azimuth is 10 play S '
back the 10kHz sec- O 2%
tion of the test C\\e
3
ol .




Once again, Genex sets the

standard for digital audio recording.

The new GX9000 and GX9048 are

the first and only recorders to

combine both single wire

24-bit / 192kHz PCM and DSD

recording in a single unit. Data is
written simultaneously to twin

removable drives saving valuable

Up to 48 channels o sing'e wire 192kHz récording and . . o
playback - Up to 48 shannels of DSD recording and pOSt'SeSSIOn copy t'mev Wh'le

playback - Twin removab.e drive bays with disk reco rding in |nd ustry_ stan d a rd

mirsoring - Seamless DSB punch in/out - Bidirectional

PCM {any sample rate) tc DSD conversion - PCM sample

rate conversion up to 192kHz - AES31 file format - DSD AES31 - nd
IFF file format - Genex limear file format - High speed . D fil
SCSI and FireWire interfaces - Options: GXR948 SD IFF file
controlier - 48-chaanel meter bridge - Take logging / formats
editing software - MADI card - Analog / DSD / AES3id

card - DSD / AES3id card - AES3 / AES3id card enables

instant |
interchange Wik i i
with popular workstations.
Seamless DSD punch in / out
{another Genex first) delivers all
the post production flexibility
you're used to with conventional
formats and both recorders feature
bidirectional sample rate
conversion between PCM and DSD.

So no matter how you work now —

= =

8 channels of single wire 192kHz recording and playback - ," " or in the future — 0n|y one
8 channels of 0SD recording and playback - Twin p

removable drive bays with disk mirroring - Seamless DSO manufacturer gives you the best of
punch infout - Bidirectional PCM (any sample rate) to 0SD -

conversion - PCM sample rate conversion up to 192kHz - both worlds.

AES31 file format - DSD IFF file format - Genex linear file

format . High speed SCSI and FireWire interfaces - Options: - . G enex.
Take logging / editing software - MADI card - Analog / DSD -

/ AES3id card - DSD / AES3id card - AES3 / AES3id card

DSD &5

Direct Stream Digital ~ SUPER AUDIO CD

Genex Audio, Inc. 2116 Wilshire Blvd, Suite 210, Santa Monica, CA 90403
T- 310 828 6667 - F: 310 828 2238 E: sales@genexaudio.com www.genexaudio.com



tape from two adjacent tracks, on two
faders, panned to mono; each individual
fader level should be 6 dB down from 0 VU
(or nominal). The combined level should
be 0 VU with no wavering; the record head
is similarly calibrated. Consult the manual
for machine-specific details. No magnetized
tools near the head block, please.

Once playback and record are aligned,
create a “tone reel” using the same stock
as the session tape. If possible, recording
a slow bass sweep from 200 Hz to 20 kHz
is useful for adjusting the low-frequency
playback response and at the mastering
stage.

TAPE SATURATION AND
COMPRESSION TECHNIQUES

On a multitrack recorder, finding the
“limitations” of tape and head perform-
ance (saturation) can be used as a form
of “artistic expression” on a track-by-
track basis. However, hot record levels
on stereo tracks will kill definition, “air,”
stereo separation and center-stage
depth, undermining any noise-reduction
system (if applicable) in the process.
One-inch, 2-track recorders like the
ATR-102 were specifically developed to
provide improved definition at lower
recording levels (and speeds) without
any noise reduction. |

Mike Spitz is chief mechanical discipli-
narian at ATR Service Company in York,
Pa. (www.atrservice.com). Alignment
seminars are offered on a regular basis at
a low cost.

Ampex ATR-102 tape machine upgraded fa be o
I-inch/2-track

THEORIES,
MUSINGS AND
UNDENIABLE
TRUTHS

by Jeff Gilman

After 25-plus years of stu-
dio and technical en-
deavors, I've seen the
best and worst of analog.
When people want to hot-rod an old Am-
pex 351 that they purchased on eBay for
a mere $55, my reply makes it hardly
seem like a bargain: “Thousands later, you
will indeed own a very good Ampex 351,
but it will forever be “dinosaur” technol-
ogy. When you want a Ferrari, if at all pos-
sible, buy the Ferrari!”

Jeff Gilman

An assortment of bearings used in the fabrication of fape-
fransport motors and roller guides

OLD ANALOG = GOOD ANALOG
“But it has tubes!” Tubes in a tape
recorder usually come attached to an old
AC transport, and with that, plenty of me-
chanical baggage. Wow, flutter and scrape
flutter in a recording system, in tiny per-
centages, can be your friend. The sum of
these “undesirables” is randomly subtle
and yet still a part of that obscure, unde-
finable analog “feature set” that folks seek
from digital gear. Good luck trying to
model this stuff; then again, if you can’t
get enough, then try using a cassette deck!

Any rolling part can do it, but the ma-
jor flutter-maker in your tape recorder is
likely to be the capstan. The larger its di-
ameter, the lower the negative mechani-
cal contributions. The Ampex ATR-100
(my choice for the “Ferrari”) has the sin-
gle largest capstan in the business. For
every 30 inches of tape that zips by the
heads in one second, the ATR capstan ro-
tates just four times! Thus, the major flut-
ter component is /= 4 Hz. You might get
an occasional complaint from a whale or
an elephant, but not from a pianist.

For many, analog tape is still the pre-
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ferred way to record music. How
long that lasts is uncertain. One
thing, however, is sure: A quick sur-
vey of major studios and mastering
rooms will show a clear preponder-
ance of “Ferraris” parked in the con-
trol rooms.

CARE AND FEEDING

Motors have two types of bearings. Ball
bearings that make an awful grinding
noise cannot be helped with oil! In low-
speed applications (i.e., tape recorders),
ball bearings are lubed with grease. Oil
dissolves grease, as well as some motor-
winding insulation! What might seem like
a quick fix can actually ruin that very ex-
pensive, irreplaceable motor. Mo-
tors that use sleeve or sintered
bearings—i.e., the Studer A-80/A-
800, Otari MX-5050s, MTR-10s,
MX-80s and others—do require
oil. Manufacturers don't always
make this clear, unless you crack
open the manual. Use the right
stufft Oils have very different
chemistry. No oil, or the wrong
oil, means no motor.

Electric motors are not created
equal. The “motor guy” up the
street may tell you it’s $70 to re-
pair, and I'm telling you it's $370.
Is it worth a shot? Try this simple
test: Put a Studer 800 and a Kirby
vacuum side by side. Do they
look at all similar? A word to the
wise: Do it on the cheap and the
re-fix will be more costly. |

Jelf Gilman, chief alchemist at Precision
Motor, works in Hudson, Mass. (www.pre
cisionmotorworks.com) and specializes in
the undead: the afierlife for tape-based
recorders.

TROUBLESHOOTING
ELECTROLYTIC
CAPACITORS
By Peter Florance
Electrolytic capacitors
fail or gradually de-
grade in one of two
ways: They either short
or open. Checking a
shorted part is easy:
Just connect an ohm-
meter, and if it never
charges up to an open
circuit, then it's either leaky or shorted.
Testing for open electrolytic capacitors is a
lide different.

Real-world capacitors aren't perfect;
it's better to think of them in complex
terms as an amalgam of passive compo-




WE APOLOGIZE in advance for every CLASHING
BASS NOTE, slightly OUT-OF-TUNE GUITAR and
sloppy, LATE KICK DRUM you'll FINALLY HEAR
through our ULTRA-ACCURATE monitors.

Monitors are the only part of your studio that
you actually hear. So despite all the creative
names and interesting new monitor designs

out there, the most important thing for you to
consider when selecting studio monitors is how
truthful they are to the music you're creating.
And this is precisely why Mackie HR Series
Active Technology™ monitors are a professional
standard worldwide.

HR824.

PR oL
STUDIO MON

THE WORLD S FAVORITE AWARD-
WINNING ACTIVE STUDIO MONITORS
Greg Mackie and his team of obsessed,
caffeine-riddled engineers designed the Mackie
HR Series studio monitors for a completely
neutral, ruler-flat and non-fatiguing output.
The stereo field is wide, deep, and incredibly
detailed. Low frequencies are no more or less
than what you recorded. And high-end details
are revealed like never before. So you can actu-
ally hear the distinct nuances of instruments
across the entire frequency range.

To put things simply, therc is absolutely nothing
you will hear through Mackie studio monitors
that wasn’t there when you recorded it. And
we’ve got the credentials to prove it.

Hear the HR Series’ pure, unadulterated truth at
your Mackie dealer today.

WWW.MACKIE.COM

800.258.6883 ®
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nents (resistors and inductors). The inter-
nal resistance of the capacitor—called
Equivalent Series Resistance (ESR)—is
due to design and construction limitation,
as well as heat and aging effects. An elec-
trolytic cap contains a wet chemical to in-
crease its effective value while decreasing
the ESR—that is, until the chemical de-
grades by drying or oozing out.

THAT DRY, FLAKY FEELING

Heat dries the chemical, let me count the
ways. Locating a capacitor near a hot tran-
sistor, resistor or IC will shorten its life
span to a couple of years. In old equip-
ment, it’s the first place to look. Capaci-
tors used in high-frequency power sup-
plies (more and more common in digital
devices) must pass a lot more current than
an audio path capacitor. This current cre-
ates heat via the capacitor’s “internal re-
sistance,” its ESR.

Leakage is another issue that affects
newer compact capacitors, causing some
surface-mount types to fail at the rubber
seals. The chemical ooze is corrosive and
conductive enough to darken copper-
printed circuit board (PCB) traces to a
black patina. It can also destroy the
plated-through holes on PCBs and even

m
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A capacifor has leaked onto the legs of a nearby surface-mount IC.

penetrate under the green solder mask,
damaging copper in a way that is a lit-
tle harder to discern. It’s a real mess that
requires thorough cleaning with deter-
gent and distilled water before attempt-
ing repairs.

It turns out that high ESR is often the
first sign of a dying cap. An ESR meter is
particularly useful for checking open ca-
pacitors; many testers work in-circuit by
applying a high-frequency signal. If not
sure whether the ESR is reasonable, then
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measure a new cap of similar value, be-
yond which the cap is dying fast. Note
that high-voltage caps tend to have much
higher ESR values. [ |

Peter Florance zooms in on microscopic
barts at Audio Services (wuww.audio-services
.com) in Virginia Beach, Va. He zooms out
to apply bis expertise at www firstfives.org
on vintage BMWS5.

AN ELEMENTARY GUIDE TO
CALIBRATION TAPES
by Jay McKnight

First, locate the “Opera-
tion and Maintenance”
manual. All tape recorders
have the same basic ad-
justments, but their loca-
tion and procedures are
usually machine-specific.
Before tweaking, have the
correct test tape on hand,
know how to perform the
adjustments (in the correct
order) and know when to call a more ex-
perienced technician.

Second, understand the basic record-
ing parameters. While tape width may
seem obvious and easily measured, most
recorders can be set up for any combina-
tion of widths, speeds, equalizations and
levels. As such, the recorder's model
number alone may not be of much help
and will require some investigation. If
you're already using a cal-
ibration tape—from MRL,
Ampex, BASF (Emtec),
Standard Tape Lab, etc.—
the label and the voice an-
nouncement will provide
all of the details. If the tape
has deteriorated, the MRL
part numbers are still valid.
For all other tape types,
contact MRL for the equiv-
alent part number.

Jay McKnight

RECORD LEVEL?

The choice of internal
(magnetic) operating level,
referred to as “Reference
Fluxivity,” may be based on several con-
siderations such as the type of program
level meter—standard VU, peak program
meter (PPM)—blank tape type, whether
noise reduction is employed (e.g., Dolby,
dbx) or for “tape-compression” purposes.
Fluxivity is commonly stated in nanowe-
bers per meter (whose international stan-
dard unit symbol is “nWb/m"): 200
nWb/m is typical for older and consumer-
type tapes, 250 nWb/m for general studio
usage, and 500 nWb/m for the highest

www.mixonline.com

output mastering tapes and/or when tape
compression is desired. If the calibration
tape is not at the desired reference flux-
ivity, but is otherwise correct, you can
easily set your reproducer for a different
reference fluxivity.

TEST SIGNALS AND
CALIBRATION TAPES
In addition to level, azimuth and prelimi-
nary frequency response, a multifrequen-
cy calibration tape will include 13 spot
frequencies best suited for “first-time” cal-
ibration and reproducer troubleshooting.
While multifrequency tapes
are only available in single-speed
versions, shorter tapes are less
expensive to purchase, quicker
to use (for touch-up purposes)
and may be available as two-
speed versions. Provided are the
minimum two tones required to
calibrate a tape reproducer: 1
kHz to set “Reproducer Gain” (al-
so called “Reproducer Level”)
and 10 kHz (used first to adjust the me-
chanical azimuth of the reproducing
head, and then to set the “High-Fre-
quency Reproducer Equalization” con-
troD). An optional 100Hz tone is really
too high for accurately setting the low-
frequency reproducer equalizer re-
sponse, but it does provide a quick test
that the low-frequency response of the
reproducer has not failed. Some tape re-
producers do not even have a low-fre-
quency adjustment control.

EQUALIZATION AND SPEED
Equalizations, known by the standard-
izing organizations names, have changed
during the years, resulting in some con-
fusion. The names are: 3.75 in/s, the
same equalization is used everywhere
for new recordings and is standardized
by both the NAB and the IEC so we call
it “NAB and IEC”; 7.5- and 15-in/s, the
equalizations used are commonly called
NAB, which is mostly used in the U.S.
and is now officially called IEC2, and
IEC or CCIR or DIN Studio (all are the
same), which is mostly used in Europe
and now officially called IEC1; 15 in/s—
narrow-format recorders, that’s eight
and 16 tracks on %-inch tape, 16 and 24-
track recorders on 1l-inch tape—the
IEC1 (IEC and CCIR and DIN Studio)
equalization is almost always used; and
30 in/s, the equalization used every-
where for new recordings is AES, also
called IEC2.

Note: During the early years of tape
recording (1948 through, roughly, 1968),
some of the equalizations were changed
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several times, especially at the slower
speeds, as new-and-improved tapes were
developed. [ ]

In addition to standard and custom cali-
bration tapes, Jay McKnight’s MRL Website,
btip.//bome flash.net/~mritapes, is truly a
source of reference material on the subject.
If you don't see it, just ask.

LAYING THE GROUND WORK
FOR POWER DISTRIBUTION
by John Klett

You can build a great-
sounding room with the
best gear, superb audio
wiring and a fabulous
grounding scheme, but if
the power is not solid,
your dream castle is built
on shifting sands. Incom-
ing power often has prob-
lems, from voltage fluctua-
tions to noise issues and,
worse, blackouts and
spikes. Each in its own way can slow
down or kill a session by corrupting dig-
ital data and damaging equipment.

In case of a blackout, an uninterrupt-
able power supply (UPS) can keep a com-
puter up long enough to save data. If the
UPS is larger and “always online,” it can

John Klett

Double-conversion online UPS units cost
more than “standby and switch-over”
types, but when you consider the advan-
tages of having continuously regulated
and conditioned power for your studio,
the added cost may be justifiable.

HOW MUCH POWER?
Choosing a UPS to condition power for
all studio equipment requires knowledge
of total current consumption and some
idea of how your needs may grow. Un-
interruptible power supplies are rated in
terms of VA or kVA. VA is a measurement
unit equal to the line voltage multiplied
by the current draw in amps. One thou-
sand VA is expressed as kVA. In an ideal
world, 1 VA would be equal to 1 watt. In
practice, you need to add
padding onto a wattage fig-
ure when converting to VA.
Large commercial facili-
ties with large SSL or Neve
consoles (plus associated
gear) require between 15
kVA and 20 kVA. At the oth-
er end of the spectrum,
there are many small work-
station-based studios that
can be powered from one
20-amp (120-volt) breaker. This is some-
thing less than 2.5 kVA (120V x 20A = 2.4
kVA). Exceptionally large power ampli-
fiers and/or multitrack tape machines will
significantly increase the power require-
ments, especially if everything is powered
up at once. Typically, two 20-amp break-

circuit is involved, then make note of
each circuit, adding up the current draws
for the total. This assumes dedicated cir-
cuit(s) are feeding only audio gear. If
lights, air conditioning and any other ap-
pliances are sharing the same power cir-
cuits, power down and unplug every-
thing that is not audio-related. (These
should ultimately have their own break-
er box.) Workstation consumption should
be measured while playing back the fat-
test session, because increased disc ac-
cess consumes more power than discs
simply spinning.

CYPHERING

To calculate the kVA number, multiply the
measured current by the measured line
voltage. Then, add 30% to 50% to the to-
tal kVA to provide headroom for power-
up surges. If you plan to add equipment,
then allow some room for growth.

Note: Using a clamp-on meter is a rel-
atively safeé procedure—one hand in
pocket, shoes and socks (no sandals) on,
please—but if you are the least bit intim-
idated by poking around inside of an elec-
trical panel, seek help from a qualified
electrician. You can get killed by care-
lessly putting one or more of your ap-
pendages in the wrong place at the wrong
time. Safety first!

If all of the gear is not present, create
an estimate by starting with the published
wattage specification and then add 50% to
arrive at a kVA number. If only a fuse rat-
ing is available, then assume the actual

meter master
pon — coutoff
‘demark switch {
House
Ponel
INCOMING SERVICE IS
ASSUMED HERE TO BE Main
SINGLE PHASE
240 VAC ONP.
200-400AMP -
Bronch
Block diagram of power Circuite
distribution and ground

scheme incorporating a UPS,

isolation transformer with 240/120-volt outputs,
plus 60/60 bolanced output transformer for
compatible gear. Note: The small square boxes
with diagonal lines denote "Emergency-Only
Bypass" switches.

also provide continuous, solid and stable
power to your whole studio. There are
different kinds of UPS. True “double-con-
version” units are always “online” and
running “off the batteries.” These units ful-
ly condition and regulate at all times.
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ers are required—just under 5 kVA—  current draw is Bk
which I generally consider the minimum  quite a bit less; Creuits
for a small studio.

Many recording studios have large
breaker panels with a dozen or more 15-
or 20-amp (120-volt) breakers for “just”
the audio equipment. The majority of
these circuits are running far below the
breaker rating, so measure actual con-
sumption rather than attempt to count the
breakers. The easiest way to measure the
load is with a clamp-on current meter that
is accurate over a 2- to 60-amp range.
Simply clamp the meter around the wire
coming off of each circuit breaker and
read the current draw. If more than one

www.mixonline.com

otherwise, the fuse
would burn out
every week or so.
Two-thirds of the fuse rating in amps mul-
tiplied by the line voltage will provide a
reasonable kVA estimate for that piece. As
with measuring, after calculating the total
kVA estimate, adding 20% to the total is a
good “minimum” rating—consider it
“headroom” for UPS. |

Jobn Klett (www.technicalaudio.com) is
based in Carmel, N.Y,, and chases elec-
trons around the world.
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HD A/V Production Networking.
Cross-platform.
Now available.

A/N SAN PRO™ offers the speed, reliability, and throughput required for HD
recording, heavy editing and playback. With our new SANmp™ serverless multi-
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"This level of performance is
very remarkable. The A/V SAN™
completely works for the way |
need my system to work -
reliably, quickly. When you work
with high-level acts, there just
can’t be excuses about the
computer system crashing or
hiccupping the playback. Everything must work all the time.
The A/V SAN™ from Studio Network Solutions gives me the
confidence to focus on the creative flow and not worry about
the technology.”

-Chuck Ainlay

(Lyle Lovett, Junior Brown, Dire Straits, Trisha Yearwood,
Ziggy Marley, Steve Earle, Vince Gill, George Strait, Chet
Atkins, Nanci Griffith) 110 Netwd
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Mix caught up with Bjork’s FOH engineer
Kevin Pruce in San Francisco, when she
opened the U.S. leg of her tour. Pruce has
worked with Bjork for 15 years, starting
back in 1988 when she was with The Sug-
arcubes. “Working with Bjérk is always a
pleasure, and every tour brings new chal-
lenges; there’s never a dull momeni,” says
Pruce. “I'm using Eighth Day Sound in the
US., whom ['ve used for most of my acts
since 1986. FOH control is supplied by
UK’s Wigwam Acoustics. What we hang
varies according to the venue, but we are
carrying 44 L Acoustics V-DOSC, 16 dv-
DOSC, 16 SB218 subs [flown], 12 d&b au-
diotechnik B2 subs [floor} and a d&b C6.
The frontfills are dV DOSC, d&b C6; the
sidefills are Turbosound Flashlight; and
the floor monitors are Eighth Day 1x15s.

“I've got Bjork on a Shure U2 wireless with an SM58 capsule,” he continues. “She
has a very distinct voice and a great understanding of how it works, with good mic
technique, plenty of level, and a nice, natural sibilance. Having tried various other
mics, the SM58 is the choice. For vocal processing, I'm carrying a Lexicon 480L, Tube-
Tech LCA 2B and BSS 901, with a Tube-Tech SMC 2A for system compression. All
other eftects and compression’gates are within the console.

“For this tour, I've chosen a Yamaha DM2000 digital, using 40 inputs from the stage.
On the last tour, we had an orchesira with a 90 channel input list, so I used a Yamaha
PMID. The challenge this time was with festivals throughout Europe, so a small-foot-
print FOH and the simplicity of an analog snake—and A/D conversion at FOH—
seemed sensible.”

“

FixIt

Jim Yakabuski

Knoun for bis seven years as FOH for
Van Halen, Jim Yakabuski bas recently
worked for Avril Lavigne and Matchhox
Twenty. He is also the author of Profes-
sional Sound Reinforcement Techniques,
available from wuww.artistpro.con.

“In large halls and arenas, line array sys-
tems can help achieve even froni-to-back
SPLs and frequency response. Here's a lip for smoothing level and tonality when us-
ing ‘old-school’ sysiems; i.e., horizontally arrayed columns of speakers. Assuming the
system can be divided |electronically] into a top llong-throw] and botiom [nearfill] clus-
ter, start your tuning process by balancing and EQ’ing only the top section along with
the sub bass and get that right at the back of the hall. Once that's done, blend in the
lower section of speakers [usually at a lower volume and smoother EQ] to make up
for what's missing up front.”

. mixonline.com

inside
Live Mix News:
Tours, Events, Installations
Alt Access: LeAnn Rimes

Tour Profile: Metallica's
Summer Sanitarium

A Giant Homecoming for Eminem
The Changing Face of Theater Sound

News

Touring  with

country
singer Jennifer Hanson,
engineer Wayne Pauly
relied on local and re-
gional sound companies.
Pauly remarks, “With the
significant changes in
[venues| that we en-
counter...it is extremely
important to maintain as much consistency as pos-
sible; you must prioritize. Number One is always
lead vocals [Sennheiser 94s], and then | work my
way through the input list.” The rig consisted of a
Yamaha 2410 monitor console, Sennheiser IEMs
and an array of mics on drums and guitar. ..ProMix
ElectroTec (Orlando, FL) Bifl Daly was honored for
his contribution to The Wayne Brady Show by Pe-
ter Baird, the show's production mixer and recipi-
ent of this year's Outstanding Achievement in Live
and Direct-to-Tape Sound Mixing Emmy...Sound
Image {San Diego; Nashville) is now providing au-
dio concert services out of Phoenix to meet local
installation demands...Got frequency conflicts?
Shure’s new wireless frequency finder {(www.

Jennifer Hanson and

Wayne Pauly

shure.com/frequency) lists analog, active and
planned DTV channels in
your area, along with avail-
able Shure frequencies...
EAW {Whitinsville, Mass.)
debuted an online resource
(www.eaw.com} for APP
Program members, increas-
ing access to technical doc- The Tonight Show
uments and a downloadable With Jay Leno
membership application...

The Tonight Show With Jay Leno recently added a
BSS Audio Soundweb setup, comprising four
Soundweb 9088 DSP units, a 9000 hub and self-
powered Meyer loudspeakers. Equipment was
provided by TC Furlong Inc. (Lake Forest, IL); the
project was managed/designed/installed by
Broadway Video Technologies.




If you want something done right...

Mixers MX122 MiniMix PRO

5 Channel Mic/Line Mixer

RM65b HexMix
6 Channel Mic/Line Mixer

weasowrs Headphone Amps
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Playmate

PM350b Personal Monitor Mixer MX54s ProMix Plus MX56s PLAYMATE
3-Channel Personal Monitor Amp 3-Channel Stereo Mic Mixer 4-Channel Mic/Line Mixer

(Shown here are just a few of our hundreds of products)

At Rolls, we believe in doing things ourselves. We design, engineer, and manufacture our
products at our factory in Salt Lake City, Utah. We take pride in efficient and courteous
customer service, and back all our equipment with a One Year Warranty.

Our entire line is continuously researched and updated immediately when the need arises.
When you purchase a Rolls product, rest assured that you've received the latest design.

If anything goes wrong with the unit, we take care of it - ourselves.

R()I_I,S www.rolls.com

CORPORATION

5968 South 350 West, Salt Lake City, UT 84107 - (801) 2639053 - FAX (801) 263-9068



On the Road

Tony Blanc

Recognized for his work with David
Bowie and Mick Jagger, Tony Blanc is
on the road these days at FOH with
Christina Aguilera

Christina is co-beadlining with Justin
Timberlake. Does this create double
trouble, in terms of logistics?

We work together, although there are
time constraints, Given the windows of
opportunity available, it's a luxury if we
get an hour for soundcheck. My chronic
concern is making sure that the PA.'s
tonality is correct. If necessary, I'll ke
most of my hour and make sure that's
right and then just do a line check.
Then, we'll let the band go up and do
one or two songs. If everyone's happy,
they jam a bit, and then it's showtime.
What do you try to bring to this show
each night?

The crowd has to understand what
Christina is singing, so I focus on making
her voice as intelligible as if she were just
speaking. The people come out 1o hear
the star. Her vocal needs to be as clear,
full and in-your-face as I can make it
What's your choice for ber vocal mic?
She's been a Beta 87A user, but in my
opinion, she sounds better on an SM58
because of her tonality. She has a spike
in her voice at about 2,5k or so that's
useful for volume. The SM58 gives her
what she needs naturally, and me, as
well

Is there one guiding principle bouse en-
Lineers should live by?

It's not for us to make music; our job is
o report it. We're just layering things so
the gain structure is correct and the
tonality of the instruments doesn't jump
out in any way. Our world is a question
of balance, The best engineers I've ever
watched at work know their proportions.
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Walt Disney Concert Hall |

Bruce Springsteen
Sound Company: Audio
Analysts

FOH Engineer/Console:

John Cooper/96-channel
Yamaha PM1D

Monitor Engineers/Consoles:
Monty Carlo (stage left) and
Troy Milner (stage right)/two
96-channel Yamaha PM1D

P.A. /Amps: JBL Vertec Line
Array VT 4889x120, JBL Vertec
subs, powered with Crown MA
5002/AA wedge monitors, 12 FR, 15 F, Shure
PSM 700 and Sennheiser 300 Series in-ears
Key Outboard Gear: BSS DPR 901, Summit
DCL-200, Midas XL 42, Lexicon 480L, Empirical
Labs Fatso Jr., Shure DFR 11

Selected Mics: Shure KSM32, KSM44, SM91,

Beta 98; Audix OM-3 capsule on Sony UHF
Wireless

System Engineer: Kurt Joachimstaler

Audio Technicians: TJ Rodriguez, Jubal Reeves,
Doug Reid

Production Manager: Lyle Centola

Matchbox Twenty
Sound Company: ProMix
ElectroTec

FOH Engineer/Console: Robert
Scovill/ATI Paragon I|

Monitor Engineer/Console: Phil
Wilkey/Midas Heritage 3000

P.A. /Amps: L-Acoustics V-Dosc,
dv-Dosc, SB218 sub/60 Crown
VZ5000

New Home for L.A. Philharmonic Orchestra

Boosted by a multimillion-dollar dona-
tion from the Walt Disney family, the
293,000-square-foot Walt Disney Con-
cert Hall (Los Angeles) encompasses
two outdoor amphitheaters, a space for
pre-concert events and its centerpiece: a
2,265-seat concert hall where the Los
Angeles Philharmonic Orchestra  will
present more than 150 concerts per year.

Addressing the auditorium’s architec-
tural challenges, ProSound (Miami) de-
veloped multiple sound reinforcement
systems: a concealed announce system, a
removable sound system for contempo-
rary programs and one for the pre-concert
area. Gear provided for the concert hall
include a 96-channel Yamaha PMID for
FOH and monitor, Sennheiser 3000 Series

wireless mics, 50 Crown power amps, and
JBL AE Series loudspeakers and a VerTec
line array in multiple array locations. For
more, visit www.disneyhall.org.
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A-NNet Discriguted Audio Networks
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s Best Fix For Your Monitor Mix

j" product can have as much of an impact on your monitoring
ment as the A-16 system. It's fast,it's easy to set up and use,and
best of all it's affordable. Get your stage or studio volume under control.
ear better with Aviom.

"A Perfect Monitor Mix
« 16 Channels * 16 Mix Presets
=True Stereo Mixing = Instant Recall
= Solo, Mute, and Groups * Line/Headphone Output

A Simple Solution

« Fast and Easy Setup With Standard Cat-5 Cable
=Works With In-Ear Monitors, Headphones, or Wedges
» 24bit, 48K High Quality Digital Audio

* Less Than 1msec Latency

= Works With Any Line Level Audio Signal

= Unlimited System Expansion

= Cable Lengths Up To 500 Feet Between Each Device
» Serial or Parallel System Connections

* Rack Mount or Mic Stand Mount Versions Available

e * Digital Snake

cts work together to create a high quality digital audio network solution that
& far beyond those of standard audio snakes. Finally multi-channel audio

flexible. It will change the way you distribute audio in the future.

See us at AES in NYC ;

Boo th 1 2 2 4 £ **Our web site contains plenty of system layouts, setup

— diagrams, and configuration information.

ement in your next audio network installation.

www, Aviom.com | Tel 610-738-9005 | E-muml Intoaviam.com
World Radio History
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House mixer Steve Cochran
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Mix caught up with LeAnn Rimes o

Burbank Center in Santa Rosa, one ¢

it to Northern California’s Luther
he first shows using LBC's new

Meyer system, with 10 M2D Compact Curwlmear Arrays, four 650-P subs,

UPM-1P loudspeakers, and front- and si
in July and moves onto Australia, New Zeala
to the U.S. to work on her upcoming Chri

“At FOH, | have a 68-input Midas XL4
mixing console. I'n; running about 38 out-
puts from my board and | store snapshots
for every song,” says house mixer Steve
Cochran. “Pm carrying my sweetest re-
e TC M5000
for vocals and a few instruments—and |

verb choice—a dual-

want to thank George Massenburg for the
MS000’s G |

I[!}t's my favorite reverb

wune.mixoudine.com

e tour started stateside

Hawaii before returning

presetl.” Other goodles in the house
rack include a couple TC M2000s; an
Eventide H4000; Yamaha DS000,
SPX990 and SPX90; Anthony DeMaria
stereo tube compressors on Rimes’ voice;
as well as 10 Aphex mss
901, Klark Teknik Helix an Qs
and a Metric Halo SpectraFoo, a “great
metering program,” ac.c_ording to Cochran.

AN




Monitor engineer Jon “JD” DuCrest
{left) with audio tech David Axelrod

According to monitor engineer Jon “JD”
DuCrest,
carry. The monitor console is a Ramsa
§X1, with five stereo buses and 12
mono outs. On drums,

Rimes “owns everything we

we're using

W, SM57 on the snare top,
Beta 5 on the bottom, KSM-137s on

hi-hat and ride, SM98s on toms and the
KSM-32s for overheads.” The monitor
rack includes a Tube-Tech CL1B in-

serted on"Rimes’ vocal, Drawmer 201s,

BS$'4025, Aphex Dominators, a cpuple
Lexicon PCM80s and a Sony R7 reverb.

_Rimes’ in-ear molds are Future Sonic

the band use Shure ESs. DuCrest adds:
Ww"s‘UA888 networking inter-

e to scan and keep track of the wire-
less guitars and the vocal mics. My lat-

est new toy is a WinRadio [PC-based
wideband receiver] that | use to monitor

s is using a prototype ve

hure SM-86 wireless capsule: %
SM-86 capsule has sounded grea
stage and at various television

* that we hit this summer. Shure mics

the one thing that LeAnn has used '
the very beginning and we were one of the
first groups to get the PSM
600 systems.”
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GODS OF THUNDER RETURN TO THE STAGE

o Ol B '

Vocalist/guitarist
James Heffield uses
an Audio-Technica
AE5300 vocal mic,

IT TAKES TWO

/

|
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Pictured from left: Bill Head, The Deftones FOH engineer; John Boo Bruey, Limp Bizkit monitor engineer;

Jerry Harvey, Linkin Park monitor engineer; Paul Owen, Metallica monitor engineer and sound crew chief;
Big Mick (sitting], Metollica FOH engineer; Kenneth "Pooch" Van Druten, Limp Bizkit FOH engineer; Wedge
Branon, Mudvayne FOH engineer; and Brad Divens, linkin Park FOH engineer.
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tour marks the first use of the new Nexo
GEO T Line Array. “We've got six a side
on the sidefills for the stage; it's pretty
impressive!” Owen says. “I think it's the
first line array that's come out that you
can actually steer with physics, as op-
posed to mechanics. A lot of thought
went into it. [ think it's the best line array
that’s out now, and we've used them all.”

LONG ROAD TO “THE” SOUND

Big Mick has seen the band catapult itself
from an opening act at small clubs to sell-
ing out stadiums across the globe. And

during this time, he has had plenty of op-
portunities to tweak and refine how
Metallica sounds live. For example, Big
Mick says that the kick drum has posed
some interesting difficulties. “You could
never hear when [Lars Ulrich] was playing
double bass drum. So you have to have
the click in the kick drum in order to hear
it. And then, of course, you have to mod-
erate the amount of low end to go with
that so that the click doesn’t sound too
over the top.

“We've also done different things over
the years, such as modifying guitar
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sounds so they worked together. We go
to Boogies instead of Marshall, and done
an awful amount of work on micro-
phones. With a lot of heavier-sounding
acts, it is very difficult to get cymbals
heard. If you got the cymbals to where
they were loud enough, you had too
much guitar across them; you'd have a lot
of everything across them. And it was re-
ally ugly. Now, I mike every cymbal from
underneath with the Audio-Technica
3525. 1 extend the gooseneck so it goes
further to the edge of the cymbal, so the
actual overhead mic sits one per cymbal
and nearer to the edge than it does to the
center, and then [ can position it in the
mix left and right.

“Another problem we had as we went
along was that there was so much ambi-
ent noise onstage that to adjust a noise
gate’s threshold, you actually turn the
tom tom off when [Lars] wasn’t using it
and then for it to turn on when he hit the
tom tom was impossible to adjust. We
had D-Drum trigger samples about 15
years ago to help Lars out with his snare
sound. It never worked out really well, so
I got rid of it. However, I did keep the
triggers. So I plugged that into the key in-
put of a noise gate, switched it to key in-
put and flicked it, and the gate worked.
So then [ taped them to all of the tom
toms and the kick drums with these trig-
gers, and that's what we do today.

“Mics that are actually sitting open with
no noise gates on are the overheads and
hi-hats—that’s it,” Big Mick continues.
“There’s no guitar mics onstage; there’s
nothing. I even gate the vocals because
there are 10 of them. With the big reflec-
tive surfaces on this particular stage—there
are big plastic sheets all around them,
which cause vicious reflections—I found
that leaving all of the vocal mics wide
open just made the whole thing have
loads of little echoes within the sound. I
don’t mean echoes in the sense of a use-
ful thing, I mean it kind of like a slapback
that stays as close to the original sound. So
we had to start gating the vocals down.

“I've just gone to different micro-
phones on the guitars. I was using Audio-
Technica 4050s, but I just got this new
mic: an Audio-Technica 2500 Artist Elite
for kick drum. It's got a dynamic capsule
and a condenser capsule all in one hous-
ing. I thought I'd try one on guitar and it
sounded amazing. I couldn't believe it. [
use absolutely no EQ at all. None. I have
four channels for James’ [Hetfield) guitar:
the condenser, the dynamic/condenser
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for the one set of Mesa Boogie—he has
a Diesel amplifier—the dynamic/con-
denser again, and then the EQ switched
out. It is incredible. I don’t mike the
bass. I use a pre-DI and a post-DI. We
have a DI straight off the guitar, which is
the Gas Cooker to beef it up a little bit,
and then we have a DI that comes after
the amplifier.”

As for Hetfield’s vocal, Big Mick
doesn’t use any EQ switched in. Instead,
he sends all eight vocals to two sub-
groups, and he EQs the subgroups be-

Now
Hear
This?

cause Hetfield will sing into any of the
eight mics onstage. Guitar EQs are
switched out, though he does EQ drums.

EARS ALONE NOT ENOUGH

It was only four years ago, during the or-
chestra dates with the San Francisco Sym-
phony, that the band first wore in-ears.
Owen relates that it was evident that the
band truly heard themselves when they
went on ears, especially Ulrich. “Lars had
always worn thick ear plugs and listened
to a huge drum monitor. So a lot of the

Y
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notes they had never heard. So if James
questions him, ‘You're playing the end of
“Master [of Puppets]” wrong,’ Lars is like,
‘Tve always played it that way.’ It’s just
because he’s heard it now!”

But the switch to UES5 ears wasn't easy
and isn’t across the board: Hetfield didn’t
like the isolation of it (he has 12 dB of am-
bience in his ears), so Owen still uses a full
monitor system because the band plays off
of his guitar. “They can't work in complete
isolation,” Owen explains. “James wants to
hear exactly his instrument and where he
goes, so you have to follow James’ vocal
and send it to him. Except you can't have
15 vocals wide open in his ears, and you
can't really gate them down: Some guys
sing soft, and some guys sing hard. So it's
a constant following around. Lars only
hears certain parts of James’ vocal and cer-
tain parts taken out. Same with Kirk [Ham-
mett, guitarist): He wants to be followed
entirely around the 200-foot stage with 24
mixes. Same with Rob [Trijillo, bassist].
Rob had never worn in-ears until he came
to Metallica. And he’s just on one ear [his
left), which is a heavy bass driver. And the
rest all follow him around on the wedges
onstage, which is similar to what Jason
[Newsted, former bassist] was. Bassists
are pretty hard to convince 1o stay on in-
ears. They do generate a lot of low end.”

The transition to in-ears is a fine ex-
ample of Metallica’s ever-changing sound.
In fact, as Big Mick explains, creating that
distinctive Metallica sound has been all
about “cause and effect”: “There’s a prob-
lem; it causes me to think about it, and
then [ effect a change to try and fix the
problem.

“So, basically,” Big Mick concludes,
“all we've done over the years is learn
how to refine each of the individual
sounds to make a cumulative big sound
with the topic of music at hand. [ don't
use any samples at all; the kick drums,
snare drums, tom toms, everything is
real. [ think more engineers need to do
more experimenting and thinking about
what they’re trying to achieve. I just think
it is very easy to follow what everybody
has always done. If it doesn’t work, you
have to adopt a plan. I dont mind telling
people my plans. It's not a competition;
I'm just doing a job. If I come up with a
good idea and if everybody can benefit
from it, then Why not? It Mo s

doesn’'t matter. We're all try- MLINE

ing to earn a living.” EXTRAS

Sarab Benzuly is Mix’s associate editor.
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By Gregory A. DeTogne

Troy Stantan, FOH for Eminem, before the
show begins

have to let you in, Detroit mayor and

hip hop aficionado Kwame Kilpatrick
was one of thousands holding the door
wide open for Eminem’s triumphant re-
turn to the Motor City for two dates at
Ford Field on July 12 and 13 this year. In
a video played before each show, Kil-
patrick was shown phoning Eminem
overseas, appealing to the rapper to come
home for the summer and per-
form at least once. Em put the
mayor on hold briefly, then
flung a doll into the air on his
hotel balcony—a la the baby-
tossing Michael Jackson—and
when the phone conversation
continued, Eminem announced
to Kilpatrick: “For you and the
city, I'll do two shows.” Cue wild
applause.

This rapport between mayor
and superstar represented a vast
departure from three years ago,
when Eminen’s tour got into hot
water with then-mayor Dennis
Archer for trying to play a video
deemed too graphic by city lead-
ers. Kilpatrick's larger-than-life
video presence at this year's

,ll f home is where you go and they

PHOTO: STEVE JENNINGS

Homecoming for

mInE

shows—the only headlining appearances
made by Eminem in the U.S. this year—
served to underscore how quickly politi-
cal climates can change. Stepping onstage
at 10 p.m. both nights, Eminem faced rap-
turous sold-out crowds, playing to a total
of 95,000 fans. Quickly taking command
of each evening, he served up 27 songs
with seismic delivery on each date, mak-
ing maximal use of his 90 minutes in the
limelight. With opening sets from 50 Cent
and Missy Elliott, plus appearances by lo-
cal heroes Proof, D-12 and Obie Trice, the
homecoming event made Detroit crackle
and buzz with the energy of what was
surely the grandest hip hop spectacle ever
hosted by the city.

The set list was heavy on songs from
The Marshall Mathers LP and The Eminem
Show, dipping only sparingly into Em-
inem’s 1999 debut, Luv Me. For those who
caught last year's Anger Management Tour
at the nearby Palace of Auburn Hills, this
year's shows were basically a repeat, with
the exception of songs from the 8 Mile
soundtrack and a few other new stunts.
Back again were production elements rem-
iniscent of some evil carnival, complete
with a ferris wheel, a master of ceremonies,
tents and a giant video screen bordered by



a banner advertising psychic readings.
High above the stage, garish neon lights
spelled out “The Eminem Show”; in true
carny fashion, the “n” sputtered and flick-
ered, on the verge of going out.

Audio for the extravaganza was pro-
vided by Eighth Day Sound, with Troy
Staton standing at FOH behind a Yamaha
PMI1D. Onstage, the monitor rig was han-
dled by engineer Sean Sturge (also on a
PMID) with the assistance of tour tech
Jimmy Corbin. Crew chief was Eighth
Day’s Mark Brnich.

Staton has worked with Eminem for
over three years but has been passionate
about hip hop for over 25, plac-
ing him squarely in the cradle of
the music’s birth back in the day.
Today, with prolific studio time
under his belt, including work
with Tupac, Dr. Dre, Wu Tang
Clan, Jurassic 5 and Cypress Hill,
to name just a few, as well as
countless miles logged on the
road with other major acts, it's
hard to believe he shot out of the
South Bronx on nothing more
than the energy of the street.

“When [ was a DJ, my first
PA. was a Shure Vocalmaster,”
Staton recalls from his adopted
home in the Los Feliz district of
LA. “So I guess when it comes
to live music, you could say I
even started out on a line array
system of sorts. The Vocalmas-
ter cabinets were long, tall
columns loaded with drivers. I'd
hang them on the wall and the
music would be bangin’.”

Still a line array proponent these days,
Staton called upon Eighth Day Sound’s V-
DOSC inventory to produce a house array
for Eminem’s Detroit shows, employing 32
full-range cabinets and 16 subs flown per
side. Augmenting the low end with a wall
of sound surpassing anything emanating
from Motown in the '60s, Turbosound
Flashlight Series subs were added to the
sonic recipe, lined across the front of the
stage like a ground-shaking bulwark
against anyone daring to get too close.

In theory, the Eminem show’s Detroit
stage input appeared straightforward:
There were no instruments. All musical
tracks came from the stage DJ, Green
Lantern, who was outfitted with a Tech-
nics x1200 turntable, an Instant Replay
unit from 360 Systems, Pioneer Scratch
CD player and a Vestax PMC-07 Pro D DJ
mixer. With the DJ’s mix traveling through

Countryman active DIs to respective des-
tinations at the house and monitor con-
soles, the bulk of the musical tracks were
stored in the Instant Replay, which was
backed up on-site by a second identical
device.

“For the Detroit shows, I had a maxi-
mum of seven voices coming into my
board at one time,” Staton relates. “That
was during the times D-12 was onstage,
combined with Em, his backing vocals
and the DJ. This certainly wasn’t like mix-
ing a full-on rock show with guitars, a
drum kit with scores of mics and whatnot,
but nothing’s ever as simple as it seems.

Eighth Day Sound supplied a V-DOSC line array for Eminem’s two shows
in Detroit,

Because the performers swap lead vocals
every few bars, I need to follow the
changes, putting the lead channel around
5 dB above the others. I know all of the
songs by heart, so I programmed the lev-
el ride for the whole show verse-by-verse
on the PMI1D. That way, when Eminem
does a verse in a specific song, for exam-
ple, I simply recall the corresponding
scene, and the mix is right on.”

The stage side of the input equation in-
cluded four channels of Sennheiser SKM-
5000 wireless and 12 channels of Shure
UHF wireless that relied upon SMS58-
equipped hand-held transmitters. “Em-
inem and his backup guy, Proof of D-12,
were on the Sennheisers; for the most
pari, everyone else was on one of the
Shure systems,” Staton explains. “The
SKM-5000 works well with Em’s voice,
and the Shure mics translate well in this
application for the others, as they can take
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the high SPL. Most of these guys are cup-
ping the microphones, shouting into them
and generally dishing out hard use. The
58s can withstand that kind of handling
without so much as a whimper.”

Like any other live gig for Staton, mix-
ing the Detroit shows was a 50/50 propo-
sition: “50 percent about the music and 50
percent about clarity,” he says by way of
further explanation. “I'm really big on vo-
cal clarity. The beat can be in-your-face
and pounding, but if I can’t understand
the lyrics, you lose half the battle with me.
That's why [ continually strive to bring in-
telligibility to every one of my live mixes.
One of the guys from Cypress
Hill told me, ‘Man, this sounds
just like the album. I can un-
derstand every word.” For me,
that’s the best thing I could
ever hear, because that's ex-
actly what I'm going for.”

All of the resulting attention
Staton has gained while enjoy-
ing the trip is somewhat bitter-
sweet. “Ever since I've been
working with Eminem, my
phone never rings,” he says
half-seriously. “People read all
of these articles and inter-
views, find out what I'm doing
and say, ‘Yeah, he’s dope. I
know that guy, but we can’t af-
ford him, so let’s call so-and-
so.” My message to everyone
is, ‘Hey, I just enjoy working.
Give me a call and let's do
something. No project is too
big or small.”

In the works since late last year, Em-
inem’s Detroit shows pulled out all stops
and spared no expense. Late Friday night
before the Saturday opener, Em was still
hunkered down inside Ferndale’s 54
Sound Studio mixing the video that would
open his act. (In addition to Mayor Kil-
patrick, Kid Rock made a cameo appear-
ance in another vignette as Eminem’s
liquor-swilling chauffeur, blasting through
the streets of Detroit in a Hummer.) While
no one can ascertain how big The Em-
inem Show will continue to get, one thing
is certain: He’s at the top of his game and
shows no signs of slowing down. He’s
currently working on albums by D-12 and
Obie Trice, as well as a disc of his own.
And the fact that he can sell out stadi-
ums...That is big. |

Greg DeTogne is a regular contributor to
Mix.
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The Changing Face

“Theater |
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Sound Designer Janet Kalas

Brings Hank Williams and

Baseball to Broadway

design, Janet Kalas has seen and heard her fair share

of productions. Two of her recent projects are criti-
cally acclaimed shows: the Tony Award™-winning Take Me
Out and Hank Williams: Lost Highway. Kalas recently spoke
with Mix 1o shed some light on her techniques for these pro-
ductions and her sound design background.

“I started my sound design career in Baltimore at Center
Stage.” Kalas begins. “I was the house engineer and sound
designer for several years. At the time, sound design wasn’t
really a vocation, so I leamed the craft hands-on. During my
few months as an audio engineer at the Denver Center for
the Performing Arts, sound designers Bruce Odland and Bill
Ballou introduced me to the concept of spatial sound by
placing speakers throughout the theater house, as well as
strategic placements onstage. including building speakers
into scenery if need be. Eventually, I moved to New York
and began working in off-Broadway theaters such as Man-
hattan Theater Club and Playwrights Horizons.”

As with all aspects of audio production, Kalas’ sound de-
sign techniques changed with the proliferation of digital
audio gear. “In the 1980s, I was recording my own sound
effects,” she recalls, “because the only available sound effect
libraries were on records, and I detested pops and clicks
from vinyl. I had a portable, battery-operated Sony TCD 5M
cassette recorder and a couple of respectable microphones.
I would record the sounds I needed for a production: any-
thing from chickens to bells to trains.

“Later, I would transfer the audio to reelto-reel tape,
leader it and make it ready to use in the show. I was very
good with the old razor-blade-and-tape-editing technique.
Sometime around the late ’80s or early '90s, Software Audio
Workshop's [SAW] PC editing software, came out and [
jumped rigltt into it. It changed my life: It went from all-night
editing sessions and sleeping under the console to having
an incredible, fast, efficient, versatile tool. I still use SAW, but
I am also very familiar with Pro Tools.

A fter working for more than 20 years in theatrical sound
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“After sounds have been edited, [ load
them into the playback system chosen for
the show. In both shows, we used SFX
from Stage Research, a program used to
create playlists with audio cues and/or
MIDI triggers. In Lost Highway, SFX act-
ed as playlist and playback for the sound
effects. Take Me Out utilizes SFX as a
playlist, which then triggers an Akai
S6000 sampler. Samples for Take Me Out
were exported from Pro Tools as WAV
files and loaded onto the S6000’s hard
drive. The SFX system has the advantage
of being considerably easier to learn. In
smaller venues that can’t afford sophisti-
cated playback systems, MiniDisc works
very well, particularly during technical
rehearsals, since you can reorder tracks
on-the-spot. CDs are often used as cue
playback for the run of the production.”

Kalas’ cues in Take Me Out combine
pre-existing sound effects mixed with
sounds specifically recorded for this show.
“I have collected a fairly extensive library
of sounds over the years,” she explains,
“as well as utilizing commercial sound li-
braries, which are quite stunning these
days. It’'s a baseball play, so I had to son-
ically re-create three baseball games. I had
to capture the emotions [of a baseball
game] based upon specifics in the script.
For example, in the second game se-
quence, the crowd watches as their team
begins to come from behind to win the
game. I had to capture the anger or frus-
tration of the crowd and the all-out ex-
citement of the moment. Building that into
45 seconds—the duration of ‘the big

Janet Kalas at the

mix position af the

Walter Kerr Theater
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game’—and following the text very
specifically was a challenge. That par-
ticular sequence has extensive layer-
ing to create the emotion of the game.
Effects such as the crack of the bat and
crowd cheering came from my library.
In addition, I recorded actors from the
production performing specific cheers
and voice-overs using a Sony PCM-M1
portable DAT recorder with a Neu-
mann U87 and/or Audio-Technica
AT825 stereo mic.”

Riding atop the crowd sounds, ef-
fects and music in Take Me Out are
the voices of two actors narrating the
baseball scenes. “It's important that
the actors’ voices are lifted above the
crowd,” Kalas stresses, “so that the
crowd sounds aren’t pulled down in
order for the narrators to be heard.
They are miked using DPA 4061
miniature omni microphones con-
nected to Sennheiser SK 5012 wire-
less transmitter packs. The Sennheiser
wireless systems are workhorses, have
great response and have always been re-
liable. The DPA mics sound fantastic and
don’t need much EQ. The 4061s are
specifically designed for mounting near
the body, and the response varies some-
what depending upon placement. The
best scenario is to place the mic at the
center of the actor’s forehead at the hair-
line or over the ear pointing toward the
mouth. You can place the mic on a lapel,
but if there are costume changes, it’s bet-
ter on the actor’s head. There are several
methods for securing a mic over the ear,
such as using a small wire or plastic ar-
mature, which is designed to fit comfort-
ably. The mic cable is secured to the
armature with tape, which can be colored
to skin tone, or floral wire. Sweat-resistant
surgical tape can be used to secure the
mic cable along the neck. Toupee clips or
bobby pins can be used to clip the cable
securely into the hair. The most important
thing is to get the mic as close to the per-
former'’s mouth as possible to overcome
extraneous noise.”

Kalas has observed that in recent times,
many theatrical performances are utilizing
vocal reinforcement. “Plays might be rein-
forced with wireless microphones, shot-
gun mics, mics placed along the front edge
of the stage or discretely on the set, etc.,”
she notes. “In all Broadway musicals, the
performers use wireless mics and the or-
chestra is miked. For musicals, it’s all about
controlling the mix; controlling exactly
what the audience hears.

www.mixonline.com

A scene from
"1 Hank Willioms:
lost Highway

“In the past, you could expect an actor
to project to an audience. If you couldn’t
hear them, you’d give a note to the direc-
tor and the director would ask the actor to
speak up. Nowadays, the big draw for a
lot of Broadway plays and musicals are
film or TV actors who aren’t necessarily
vocally trained to fill a 2,000-seat house.
The challenge often falls to myself and my
audio team to make sure that they are
heard. But I can only support or amplify
what they give me. If they mumble, it is
going to be an amplified mumble. There
is not much I can do about that.”

NAVIGATING THE LOST HIGHWAY

Sound design requirements for Hank
Williams: Lost Highway were considerably
different from those of Take Me Out, large-
ly due to venue and the nature of the pro-
duction. Lost Highway played at the Little
Schubert Theater, a venue Kalas describes
as a “raked orchestra-level theater with no
balconies. It is a wider, taller space than
the Walter Kerr Theater, and much of the
audience is farther from the stage than at
the Walter Kerr. Take Me Out is an acousti-
cally three-dimensional show. I want the
audience to feel like they are a part of the
crowd. As a result, sound comes not only
from front-, but also from rearfill speakers,
and not subtly: It’'s loud in the rearfill at
times. The sound system has many areas
or zones, which add depth and dimen-
sion. There are many scene changes in
Take Me Out. One scene opens with a
press conference. The sound effect cue for
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that scene change is a series of camera
clicks, as if many photographers are tak-
ing photos. Those sounds come from
many areas of the system so that it sounds
as if there are photographers all over the
house. The Akai sampler works nicely for
that kind of cue sequence because it has
multiple outputs that are connected to a
Crest console that feeds the various zones.

“Lost Highway is more presentational:
You are watching and hearing the action
in front of you. There are some sound ef-
fects such as crickets and bird cues pulled
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back into the house for depth, but the ac-
tion is essentially in front, so there aren't
as many powerful speakers in the back of
the house. The basic arrays are Meyer
UPAs with EAW JF80s for side- and rearfill.
Like most musicals, Lost Highway requires
a lot of inputs. Each performer had a DPA
4061 with a Sony transmitter. We placed a
wireless mic—a Sennheiser MKE2 red
dot—on the upright and electric bass, plus
an offstage amplifier for the steel guitar,
which was miked. At one point, Jason Pet-
ty, the actor who plays Hank Williams, is

All mics in our awar
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supposed to be performing at the Grand
Ole Opry, so we used an old-fashioned-
looking Shure 55SH Series II stand mic: a
reproduction of a mic commonly used in
the '40s and ’50s.

“The big challenge for Lost Highway
was that I was offered the job just two
weeks before the show was supposed to
go into the theaters, which doesn't allow
for much time for prep or planning. It
had been running downtown at a small
theater and they wanted to move it up
to the Little Schubert. It can be difficult
when producers decide to move a show
to a different venue because they often
think, ‘Well, you’ve done this already, so
we can just throw it into this new space.’
That is not the case. Every load-in, every
new tech requires a lot of time because
there are so many different elements to
consider. Typically, a production goes
into what we call the tech period—tech-
nical rehearsal—that can be several days
to several weeks prior to the first pre-
view. We tech through the script page by
page for the first few days, and then run
the show to see how it works and make
appropriate adjustments. Then we re-
peat the process until we get it right or
until the show opens. Since theater is
live and no performance is exactly the
same, most cues are run off a word in
the text, cued by the stage manager, to
keep the timing correct. Cue timing can
be adjusted by editing or remixing the
cue, adjusting the cues in SFX or by ask-
ing the stage manager to call a cue in a
different place. While we are making ad-
justments, the audio engineer who runs
the show has the chance to learn the
show and the timing.

“When Lost Highway went into the
preview period, we were still tech’ing dur-
ing the day. The preview period was only
a matter of days. We negotiated with the
previous sound designer to use his sound
effects, which was a huge relief because
there are a great many sound effects in
that show. Then it was a matter of de-
signing the sound system for the space
and getting it into the theater while work-
ing within a relatively small budget. It was
a very tight schedule, but that is the won-
der and the glory of theater: pulling to-
gether people who have never worked
together before and creating something
that sounds and looks incredible.” |

Steve LaCerra is a veteran journalist for
the pro audio industry and is based out of
New York City.
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FINDING THEIR INNER DARK SIDE

By Blair Jackson

The eclectic Colorado band known as the String
Cheese Incident has been one of the more popu-
lar attractions on the jam-band circuit for 10 years
now. With influences that include roots rock.
bluegrass, reggae, Latin, Afro-pop, R&B, Grateful
Dead-style jamming and space music—really just
about any style you'd care to mention—the group
covers a lot of ground during their marathon
shows. Alang the way, they've
amassed a great number of fer-
vent fans, who often travel great
distances to see the band and
collect and trade CDs of their
performances. In the past year,
the group has even taken to
pressing and selling CDs of all
their performances. (For more
about SCI's concert recording
techniques. see “Recording the
Band” in the July 2003 issue of
Mix, or visit www.mixonline
.com.)

It's not fair to say that String
Cheese’s studio albums have
been “after-thoughts,” exactly,
but this is a group that has made its reputation and
its living almost exclusively as a live attraction, so
their few studio discs have tended toward a doc-
umentary approach: capturing the live feeling of
the band in the controlled environment of a stu-
dio. On their last album, Ousside Inside, producer

Steve Berlin succeeded fairly well with this ap-
proach, though he may have reined in the band’s
exploratory tendencies a little too much, and the
polyglot of styles—one of their great strengths
live—lacked cohesion on that particular disc.

Well, SCI fans...prepare to be shocked! The
group’s just-released album, Untying the Not (on
their own Sci Fidelity labeD), is as different from
that album as can be; in fact, it sounds nothing at
all like the group does live. This is a studio album
through and through; indeed, it may well be the
most thematically ambitious and sonically adven-
turous album to come out of the jam-band scene
to date. It will no doubt have many an SCI fan
scratching his or her dreadlocks, but those who in-
vest the time and attention it takes to truly absorb
the many layers of sound and music that make up
this remarkable collage of songs and effects will
be richly rewarded. This time around, the happy
jam band wants you to think about some Big Is-
sues: the wonder of life and death, impermanence,
love, waking and expanded consciousness, mem-
ory, heredity; it’s a lot to chew on over the course
of about an hour of your life (preferably spent on
headphones). This is an album that self-con-
sciously aspires to be epic and—miracle of mira-
clesl—succeeds more often than not.

“We weren’t really sure going into this album
what we were looking for on the other end,” says
SCI bassist Keith Moseley, as we sit in a lounge at
The Plant in Sausalito, Calif., on a sunny day last
spring. “But one thing we decided was we wanted
to hire a producer who would have a bigger hand
in things, to maybe shape the songs a bit more,
and help us deconstruct and reconstruct some of
the material. We didn’t want to just come in and

—CONTINUED ON PAGE 172
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LED ZEPPELIN

FINALLY, LIVE

By Candace Horgan

During Led Zeppelin’s 12 years together,
they set the standard for hard rock. So
many of their songs have come to be re-
garded as classics, and you can still hear
their influence all over the radio to this
day. While Zeppelin were acknowledged
masters in the studio—thanks in large part
to the expertise and dedication of guitarist
Jimmy Page and bassist/keyboardist John
Bonham, both veteran studio hands by
the time the group started in the late
'60s—their live prowess has been some-
what overlooked through the years. After
all, aside from hundreds of mostly poor-
sounding bootlegs and the soundtrack for
their rather uneven concert movie, The
Song Remains the Same, there has been
precious litle to remind us what a
powerhouse the group was onstage when
they were really “on.” Finally, 23 years af-
ter Bonham’s untimely death ended the
band, Led Zeppelin has released a bounty
of exceptional live material that shows
what this band was all about: A five-hour
DVD, titled simply Led Zeppelin, and a
new CD, How the West Was Won, have
proved to be manna from heaven for Zep-
pelin fans everywhere. And, considering
both the CD and DVD debuted at Num-
ber One, it’s clear that there has been a
lot of pent-up demand for live Zeppelin
material.

LED ZEPPELIN

Both the CD and DVD were mixed by
Kevin Shirley, who got to know Jimmy
Page while working on the guitarist's Live
at the Greek CD. “1 produced the Black
Crowes, and Jimmy joined them for a run
of live dates in 1999, Shirley recalls. “I
saw the show in New York, and then I
went to California and recorded the
shows, took the tapes away, and fixed
them up a little and mixed them. 1 did Live
at the Greek without any input from any-
one, as it wasn't originally going to be an
official release. But I think everyone was
impressed with it; certainly Jimmy said he
was. Then, when Jimmy decided to do a
new [Zeppelin] DVD, he started looking
for someone familiar with the modern ap-
plications necessary for surround seund
mixing. If you listen to the Royal Albert
Hall [concert] opening in 5.1, you can see
Jimmy had this audio concept really early
on of giving people a sense of the band
going onstage and the audience swells
around you. We had a meeting to discuss
the requirements needed for the DVD
project audio, and afterward, he asked if
I would be interested in ‘helping’ him.
That completed the circle for me, since
Zeppelin got me into the business as a fan
back when I was 17.”

There were mountains of tapes to go
through. Most of what they found was in
good condition, though Shirley said they
did bake the tapes as a precaution before
loading them into a Pro Tools | HD system.
“Obviously, after the 30-odd years that

have passed, we had to do some kind of
work to make them sound competitive
in the present sonic environment. We re-
corded it all at 96k through the Pro Tools
192/HD converters. All of the originals
were multitrack, from 6- to 24-track mas-
ters. It was a fantastic environment to
work in. We spent most of May 2003 bak-
ing the tapes and listening to them. We lis-
tened o about 15 shows and made notes
on them. Jimmy was very involved with
both the audio and video. I think it was
out of that the How the West Was Won CD
came about. We loved the performances,
but there was no video. This started as a
DVD project, but we wanted to get those
L.A. [audio-only] performances out, too!”
Shirdey mixed the CD and DVD at
SARM West Studios in London using an
SSL 9000 J. He had dozens of effects at his
disposal, including API compressors and
EQ. but he says he didn’t use too many
because he wanted to capture the essence
of being at a Zeppelin concert. “I used an
1176 1o compress Robert’s vocals, a
Peavey Kosmos Pro on Jimmy's guitar,
and on the drums, I used an old Fairchild
stereo compressor. One of Jimmy’s com-
ments when we started was, ‘1 want to
hear lots of cymbals, and I used the
Fairchild for that The kick drum chain
was pretty complex, and on the bass and
keys, I used a variety of the old com-
pressors, as well as six Fatso compressors
chained together for the surround mix
—CONTINUED ON PAGE 174
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recording 'notes

BRUCE PRINGTEEN'S
“THE RIVER™

By Maureen Droney

Listening to Bruce Springsteen’s song “The River”
always makes me cry. I used to think it was just
me. Raised East Coast and blue collar, I always saw
in Springsteen’s ballad of failed dreams my family
and the people I grew up with. Writing this story,
I discovered that I wasn't alone. As it turns out,
tears are a pretty universal response to “The River”;
you don’t have to be East Coast or blue collar to
understand that our lives often don’t turn out as
we’d hoped.

Introduced on September 22, 1979, at the No
Nukes concert at Madison Square Garden, “The
River” was never a single. But, a year later, it be-
came the title track of a double album, Spring-
steen’s fifth. Set chronologically between the
brooding, working-class vignettes of Darkness on
the Edge of Town and the starkly hopeless Nebraska, The
River contains such patented Springsteen party songs as
“Hungry Heart” and “Sherry Darling.” But running through
it is an underlying theme of disillusionment that's encap-
sulated perfectly in the song “The River.” A mid-tempo bal-
lad, it tells the story of a pair of working-class teens forced
by pregnancy into an early marriage and dead-end jobs.
It also showcases the E Street Band at their best. Some-
how solid and airy at the same time, the ensemble is mas-
terful in its support of Springsteen’s lyrics and folk-style
melody, juxtaposing musically plaintive verses against
falsely hopeful choruses.

Recorded in New York City at the Power Station (now
Avatar Studios) during a 16-month period, The River ses-
sions were Grammy®-winning producer/engineer Neil
Dorfsman’s first real engineering gig. He recalls it vividly:
“I was a huge fan of Bruce’s from early on,” he remem-
bers. “When I heard they were coming in, [ went to the
studio manager and, basically, begged to be on the date.
Bob Clearmountain started the project, did a track or two,
then had to leave for a prior commitment, and they gave
me a shot. I was so nervous the night he walked in, I was
shaking. I was sure the first night would be my last. Litde
did I know it would go on for something like 16 months.”

In 1980, Power Station’s Studio A was becoming leg-
endary as the place to get a big, live sound. However, at
that time, studio lockouts weren't the norm; the sessions
that became 7he River were cut entirely on the night shift.
Dorfsman and his assistants tore down each morning and
set up again each evening—six or seven nights a week. “It
was recorded live, so it was the same setup every night,”
he says. “My assistants re-set up the room, and I got to the
point where I could walk in the control room, set up the
entire console, my patches, four different headphone
mixes, all my levels and be ready to roll in 20 minutes.

“It was fun. But tearing down the studios every night
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was brutal. I'd get to the studio at 5 p.m. and wait for the
previous session to end, usually at 6:30. Then we'd go in
and hit it. In an hour we’d be done and the band could
walk in and start playing. In fact, they'd often start play-
ing as things were still being plugged in. If it sounded
okay, we’d get it on tape and go. That was Bruce’s sound:
immediate and alive.”

The setup was a big one, with Bruce and all six mem-
bers of the E Street Band. Max Weinberg’s drums were in
the main room, where a vocal booth was also constructed
for Springsteen out of goboes, plywood and blankets. Or-
ganist Danny Federici with his B3 and baffled-off Leslie, and
pianist Roy Bittan were set up in their own iso room, along
with miscellaneous keyboards. A second, deader iso room
housed the amps: Springsteen’s Fender Bassman, guitarist
“Miami” Steve Van Zandt’s amps and Garry Tallent’s baffled
bass amp. Saxophonist Clarence “Big Man” Clemons had
his own booth on the side of the control room.

Studio A’s control room housed a 32-channel Neve
8068 console that was, according to Dorfsman, “totally
maxed out.” He recalls using either a Neumann 87 or a
U67 on Springsteen’s vocal, with either a Teletronix LA-2A
or a UREI LA-3A limiter and Pultec EQ. “The Power Sta-
tion didn’t have a lot of vintage mics,” he says, “and we
kept the setup simple in case he wanted to come back
later and change something, which, actually, he never
did.”

The rest of the mics were simple also: two Shure SM 57s
for each guitar amp, “one straight and one at an angle on
the center of the cones and a Neumann U87 and a couple
of Sennheiser 451s” on acoustic guitar. The B3’s Leslie was
recorded in stereo: two 57s on top, spread left and right,
and a Neumann 47 FET on the bottom, mixed up the mid-
dle with the stereo tracks “probably compressed with two
Neve compressors linked to keep it sort of burbling instead
of pokey.” Bass was taken both direct and with either a



Paragon Studios. Designed by Russ Bergar [Nsigs Suse.
Custom monitoring and equipment provided by Pro Audio Design.

We're always in tune
with your needs.

Pro Audio Design provides complete
turnkey integrated solutions for
recording professionals, large or
small. We offer over 100 brands
of new, used and vintage gear. All
backed by experienced engineers,
producers and technicians who
consult with you before designing

and installing a system that perfectly
meets your needs. No matter the
size of the studio you have in mind,

falk first tc the people who take .
Professional

N [I;ud_io
Design

ALWAYS A SOUND DECISION

the time 1o listen and understand
Pro Audio Design. Visit us online

or call 877-223-8858. You'll find

we're music fo your ears.

357 Liberty Street, Rockland, MA 02370 877-223-8858 or 781-982-1600~Faxr781:982:-2610 www.proaudiodesign.com Email: info@proaudiodesign.com



recording 'notes

Sennheiser 421 or a Neumann 47 FET on
the amp. Both DI and mic bass channels
were run through the console’s pair of
33609 limiters with no EQ.

The piano, miked with two Sennheiser
451s or 452s, wasn't compressed, but it
was generally “severcly” EQ'd through
Pultecs for a very bright sound. “Power
Station had 24 Pultecs in the control
room,” explains Dorfsman. “That was a lot
of the sound of that record. Everything
pretty much ran through them whether
they had EQ or not. There was a patch
between the console and the tape ma-
chine, and Ed Evans, the chief tech, had
done a mod so you could go through the
tubes of the Pultecs without going
through the EQ stage.”

The drum mics were classic Power Sta-
tion: an SM57 on snare, a Sennheiser 421
and an RE20 on the kick drum, which was
housed in a tunnel made out of a pack-
ing blanket. On the toms—top and bot-
tom—421s. For hi-hat, a Sennheiser 451
with a 20dB pad; for the overheads, 451s
with 10dB pads. Room mics were two
U87s, “up pretty high, sometimes facing
away from the drums toward the wall for
more reflection and longer delay, or, de-
pending on the tune, sometimes low to
the ground and facing the drums, about
20 feet away. It was fairly well squashed
with a pair of LA-3As—nothing crazy—
just to give them some punch. There was
a moderate amount of console EQ used,
but no real outhoard EQ. The sound was
the room, the board and the band. The
hallmark sound for recording this record
was the ambience and the brighiness.
When you were monitoring in the control
room, you could almost never have too
much ambience; Max loved it.”

Dorfsman recalls cutling several ver-
sions of “The River,” trying out different
tempos and a more embellished rock 'n’
roll arrangement. “I don™, in general, re-
member the specifics of each song,” he
admits. “We were doing multiple takes of
every song 20, 30, sometimes 40 times, so
things really blended together. Bruce cut
something like 50 songs, with multiple—
at least 15—takes of each tune. We had
over 400 reels of tape. But [ do remem-
ber, when we first heard “The River,” I
looked at my assistant and went, ‘Wow,
this is great.’ It had a special vibe and
everybody—at least everybody at my end,
in the control room— knew it was a spe-
cial tune when we cut it.”

The album’s final mixes (except "Hun-
gry Heart,” which was mixed by Bob
Clearmountain at Power Station) were
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The Mix Staff Members Pick
Their Current Favorites

Warren Zevon: The Wind (Artemis)

Even if this were not the “final” work by
one of the most intriguing songwriters
rock has produced, it would still be con-
sidered among Warren Zevon's very best
work. As on most of his albums, the songs
are relatively simple and direct, with mini-
mal ornamentation. An astonishing cast of
famous friends stopped by to help out and,
alas, to say goodbye, and each adds an in-
teresting stamp to the affair, whether it’s
the raucous good-time energy of Bruce
Springsteen, dueting on “Disorder in the
House,” the always-evocative guitars of
David Lindley and Ry Cooder, or the dis-
tinctive backup vocals of folks like Jackson
Browne, Emmylou Harris, Don Henley, Billy
Bob Thornton, Dwight Yoakam, Tom Petty
and others. The powerhouse rhythm sec-
tion of Jim Keltner and Jorge Calderon
never falters, even when an obviously
weakened Zevon does, on occasion. Of
course, it's impossible to separate this CD
from its real-life subtext—that Zevon was
dying of cancer sooner than later—and
that adds a heartbreaking poignancy and
drama to the album’s many ballads, as well
as an urgency to the rockers. This is gen-
uine tragedy: When he sings ”Sometimes
when you're doing simple things around
the house/Maybe you'll think of me and
smile” in “Keep Me In Your Heart,” it isn’t
the usual lament of a departing lover; it's
look ahead to (and back from) the grave.
And Dylan’s “Knockin’ on Heaven’s Door”
has never sounded more powerful, as
Zevon demands “Let me in! Let me in! Let
me in!" over an elegiac chorus of friends.
Stll, there’s plenty of Zevon's trademark

humor, irony and self-deprecation to offset
the enveloping darkness that’s blowing
through this album. . like the wind. A clas-
sic album, and highly recommended!
Producers: Warren Zevon, Jorge
Calderon, Noah Scott Snyder. Engineer:
Noah Scott Snyder. Additional engineering:
Jim Michell, Greg Hayes, Steve Churchyard,
Joe West. Studios: Cherokee, Anatomy of
a Headache, Sunset Sound, The Cave,
Groovemasters, Henson Studios, Fancyboy
Studios, Masterlink. Mastering: Stephen
Marcussen/Marcussen Mastering.
—Blair Jackson

Elvis Costello: North (Deutsche Gram-
mophon)

When Elvis Costello signed with PolyGram
five years ago, it was because he would be
able to record in all of the different genres
that his eclectic muse dictated. Rock ‘n’ roll,
jazz, pop, classical. He is, after all, a musician
of many moods. Though it wasn’t long be-
fore PolyGram was sucked up by UMG that
Costello’s deal stuck. So, while his last effort,
When | Was Cruel, was a looped up rock 'n’
roll triumph, North is a string of moving bal-
lads, as sensitive as they are passionate. Mu-
sically, this aloum has jazz and pop/classical

leanings, with contributions from members
of the avant-garde Jazz Passengers and the
Brodsky Quartet (with whom he made The
Juliet Letters), as well as longtime Attraction
and collaborator, keyboardist Steve Nieve.
And North is Costello’s quietest collection to
date: a soft, elegant arrangement of strings,
keys and horns that evokes subtle jazz mas-
ters like Chet Baker and transports you like
a moonlit night.

Producers: Elvis Costello and Kevin
Killen. Recording engineers: Kevin Killen, Bill
Moss, John Bailey. Additional engineering:
Pete Doris, Pro Tools editing (one track):

—CONTINUED ON PAGE 175
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done by Toby Scott. Although Scott has
worked in various capacities with Spring-
steen for over 20 years now, “The River”
was also bis first Springsteen project. In
1980, he was manager and chief engineer
of producer Chuck Plotkin’s Clover
Recording in Hollywood.

“Chuck helped out on the mixes for
Darkness at the Edge of Town,” Scott ex-
plains, “and they [Springsteen and manager
Jon Landau] called him in again when they
had trouble getting the mixes for The River.
They’d had Bob Clearmountain mix about
a dozen songs on two different occasions,
and they'd done mixes with Neil Dorfs-
man. When they ended up calling Chuck,
he got me into the picture because we
worked together. He said something like,
‘Toby’s my right-hand man. Let him mix it,
and I'll just refine his mixes.’

“So they gave me a song. [ worked on
it for two or three hours, then Bruce lis-
tened and said, ‘No, that’s not it. Where
are the room mics? I want it to sound
more like this! He shoved the room mics
way up on the faders so the drums
sounded like they were in a basketball
court! Obviously, that was going to be in-
tegral to the sound of the band. They left,
[ rebalanced, and when they came back
in, they said, ‘Sounds good, let’s try an-
other song.’ I mixed a few more, things
were going well, and then they said,
‘Okay, now let’s really mix the songs.” Be-
cause Bruce, at that time, was into very
meticulous control of everything. He took
as long as was necessary.”

A lot of what Scott spent time on was
getting the room sounds and reverbs
right. “I had to figure out a way to control
the room mics,” he explains. “They had a
lot of cymbals in them so that when you
turned them up loud, they washed out the
drums. It ended up that I used a couple
of Eventide 910 Harmonizers to create a
multitapped delay, which I popped the
drums into, and then sent out into our stu-
dio through [Altec] 604E speakers,
recorded into a couple of 87s. Our studio
wasn't very live, so I nailed plywood
boards on the walls.”

Wanting the mixes to be “great,” as
Scott says, he and Plotkin auditioned a
prototype Sony 1610 digital recorder and
settled on it as their mix format. Working
on Clover’s 32-channel, 8-bus API con-
sole, and taking approximately two days
to get what Scott calls the “sound picture”
for each song, they laid down mixes and
variations of mixes. “There wasn't any au-
tomation,” Scott points out, “so the mixes
were really a performance. We did hun-
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dreds of variations: with backgrounds and
without; lead up, lead down; more echo;
more slap. Once we started taking mixes,
I think we averaged 75 variations per
seng.”

For “The River,” room sounds were in-
tegral, but the added reverbs were also
striking, especially noticeable on the first
entrance of harmonica and vocal. As Scott
recalls, they comprised an EMT 250 digi-
tal reverb and Clovers two EMT 140
plates, which he had damped and made
less “metallic-sounding” by gaffer-taping
the sides. Those plates also had a unique
trait: Set in a separate room against a cin-
der-block wall, they would heat up during
the day and give off a softer, more mellow
sound. At night, the plates were tighter
and brighter. “You'd bear this in mind,”
Scott says. “Most of Bruce’s mixes were
laid down in the middle of the night.”

For Roy Bittan's piano, which leads
much of the track, Scott used two Even-
tide 910s, “one spread so that the harmo-
nized, delayed side was on the left, and
the undelayed sound was on the right, and
the other set at the reverse, so that the de-
lays and harmonizing weren't the same.”

Scott’s favorite vocal limiter on the
sessions was an EMT 156, which, even at
that time, was a rarity. “Virtually no en-
gineers knew how to work it,” he admits.
“ It was unity gain in and out, so it was
all based on gain structure. When we first
started, Bruce said, ‘[ don't like my vocal
compressed; don’t do it,” but I stuck it
through the EMT and it worked incredi-
bly well. He never noticed it. If the level
you were sending in was right, and you
followed the chart on the front panel, it

www.mixonline.com

carefully compressed to where it was
seamless.”

Scott’s format for mixing was—and still
is—to get the rhythm section going first,
then to put up the vocal and begin work-
ing the chordal instruments around it.
When he opened up Springsteen’s vocal
on “The River,” he was surprised at his re-
action. “I listened to the track a couple of
times,” he says, “then I put up the lyrics,
and it really got to me, the story of this
kid who got a girl pregnant and trapped
them both into a miserable life. I was sit-
ting there, actually sobbing away at the
console. And [ was thinking, ‘Geez, how
am [ going to do this? Finally, it was, ‘T've
got to get on with the job at hand,’ and [
went on and mixed it. But even then, a
couple of days later when I would listen
back, I'd be sobbing again...it really was
the most emotional song.”

I was lucky enough to catch Spring-
steen live twice before he turned superstar.
It's not that his performances changed; he’s
still an incredible communicator, one of the
few who can hold riveted a packed sta-
dium. It's just that those huge stadiums
sometimes seem to be filled with Top 40
fans and clueless yuppies shouting out
“Dancing in the Dark™ But, on the night in
1980 when [ saw him perform “The River,”
the crowd was still full of believers, and the
shows were still gut-wrenching, emotional
and intimate. As Springsteen and “Miami”
Steve sang the last wordless notes to “The
River,” as it slowly faded out and the stage
went black, there was only hushed silence,

the crowd too stunned to re- Mt s
act. Driven to tears, if you “"E
ask me.
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aIAING CHEESE INCIDENT

FROM PAGE 164

record a bunch of songs. We've done that.
So our record company—actually Kevin
Morris [manager/president of Sci Fi-
delityl—came up with a list of six or eight
different people, and we looked at re-
sumes and interviewed some people, and
certainly everyone was well-qualified.”

To the surprise of many in the SCI
camp, the person they eventually chose to
produce the album was a British man
who goes by the name of Youth, the
one-time bassist of the group Killing
Joke; he’s been a top producer and
mixer for the past decade, helming
discs for the likes of Crowded House
(many projects), Art of Noise, Alien
Sex Fiend, James, The Orb, System 7
and The Verve—not a hippie band in
the bunch.

“We met Youth after he came out
to one of our shows,” Moseley says.
“We just really liked his vibe. Frankly,
I was kind of scared by his resume. I
looked at it and I didn't recognize any-
thing. And the things I did recognize I
thought, “What does this have to do with
String Cheese?” But he had a great attitude,
and we were into making a departure
from the way we’d worked before. We
wanted to shake things up. And we did,
that's for sure. We wanted to make some-
thing you could sit down and listen to
start to finish. We had the grand idea of
‘Let’s make a classic album, not just a col-
lection of songs!” So, we tried to narrow
the focus of what we do, instead of trying
to do everything we can do onstage on
one record: ‘Hey, we can play bluegrass!
Hey, we're a jazz band! This time around,
we went in more of our rock direction.

“Basically, we came to the collective
decision that we were willing to give up
some of the ideas we have about our-
selves and what the band should sound
like, and trust in Youth’s vision a little bit.
It's been a struggle at times, but it’s work-
ing out.”

With the arrival at the studio of Mose-
ley’s band mate, Michael Kang (who plays
an assortment of electric mandolins that
sound exactly like guitars), the interview
moves down the hall into the control
room of Studio B, where the group is do-
ing some vocal work using the Neve 8068
console recording directly to Logic Audio,
through Pro Tools hardware. Most of the
preceding five weeks of recording have
been in the larger Studio A, which has an
SSL 4064 G+ in the control room and a fa-

mously good-sounding, 1,200-square-foot
live room; and in the beautiful Garden
control room, primarily a mixing space
(equipped with an SSL 8096 G+), but with
ample room for musicians. There’s al-
ready quite a crowd in B when we show
up: Youth and his engineer on the proj-
ect—another Brit, named Clive God-
dard—and the rest of SCI: guitarist/singer
Bill Nershi, drummer Michael Travis and
keyboardist Kyle Hollingsworth.

I ask Youth about the appeal of work-

ing with a band so far outside of his realm
of experience. “Well, I listened to the
tapes and the demos and I was intrigued
because 1 thought it was very unlike any
project I've ever been asked to do. And |
was very surprised a band like String
Cheese would be interested in working
with a producer like me. And I wasn’t
wrong!” He explodes with laughter, and
the room follows. Then Kang cracks, “We
were confident Youth’s pagan-druid side
would come out, and we’d make a good
album together.”

When laughter subsides, Youth adds
seriously, “There are a number of things I
liked about String Cheese Incident.
They’re very American; their cultural in-
fluences are very American and I wanted
to work with that Two, theyre very
highly accomplished musicians; they're all
really good. And I liked where they were
coming from both musically and as peo-
ple. I thought, ‘Now, how can I make this
work?” Because I'm not going to record
jams and endless solos, and they have this
buge repertoire. Live, it works very well.
They have a great vibe onstage, and the
relationship between them and their fans
is fantastic. They're part of a great tradi-
tion that I admire: I think what happened
starting with Chet Helms at the Family
Dog in the '60s, through Grateful Dead
and all that, saved the planet and still will
save the planet in a deep way. So tapping
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into that energy—I love that! As soon as |
heard the demos, I thought, ‘This could
be a fantastic opportunity to make the last
great American album, an American
swansong, an American Dark Side of the
Moon." The songs are melancholy and
deep enough for that to be possible.”

So the songs fit into that vision? “They

do now!” Youth shouts with a laugh, and
again, the band collapses in gales of
laughter. “He took a chainsaw to them!”
Kang says.
“We did some work on the
i songs,” Youth says. “But the story is
revealing itself through the songs in
a very clear and direct way. They
might not have been linked coming
in, but they do make sense together
as we're constructing it.”

The comparison to Dark Side of
the Moon is no idle boast. The al-
bum is redolent with Floydisms: the
H blend of crisp acoustic guitar, drone
keyboards and Kang's bluesy, but
melodic, echo-laden leads; the snip-
pets of spoken-word dialog drifting
in and out as in a dream; and the
booming drums propelling the
songs through sometimes dense sound-
scapes of effects and ambient fields. At the
same time, though, it's still very much
String Cheese: the optimism that creeps
through in most songs, the countrified
harmonies, the fiddle breakdown (though
this time, it's set against what sounds like
a rave bean).

“Youth has a background in electronic,
psych-trance, ambient things,” Moseley
says, “and that's something we've been in-
terested in, but we've never had anyone
who could show us how to do it before.”

“I think the band was expecting us to
do a more electronica, Afro-Celt Sound
System-type project,” the producer says.
“We did some of that, but most of it's ac-
tually quite traditional, just recording the
band playing. There was a lot of time
spent working on arrangements and get-
ting the songs to where they needed to
be. To bring me in and let me have that
role was an incredible challenge. Most
bands in their situation wouldn’t allow it.”

“We’re used to having songs and then
each of us adding parts until they're
done,” Kang says, “whether good or bad,
just to fill out the sound. But Youth had
us really working on the songs together,
figuring out choruses and parts in a very
deliberate way. Like on Keith’s song
‘Sirens,” he originally had that as sort of a
reggae song, but Youth heard something
in the bass line that made him want it to
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go in this whole other direction, and it
worked out great. He’d say [imitating
Youth’s British accent), ‘Give it a bit more
Zeppelin”” ‘What does that mean? Like
this? [he mimes a power chord] ‘Yes!' So
then the melody changes and everything
changes to fit that, and then you have a
totally different song.”

“Youth had so many great ideas,”
Moseley adds. “He’s a bass player, and he
had a lot of good suggestions for me: ‘Try
going up an octave here. End on a high
sustain here. Double the guitar part here.’
More often than not, his ideas improved
the songs.”

Though basics were cut live for the
most part in Studio A, there are layers and
layers of overdubs and effects, some of
which were added during the group’s six-
week residency at The Plant and others
during the mix at Olympic Studios in Lon-
don on an SSL 9k.

When we talked in Sausalito, engineer
Clive Goddard noted that “at the mix,
we'll probably bump some things back
from Logic Audio to tape to warm them
up. I do like the sound of analog tape.”
Goddard also favored such traditional
warm-sounding gear as 1176s on vocals
and ribbon mics for room sounds. And
Youth suggested touches such as a Mel-
lotron part for Hollingsworth on a song
and having Kang play through Marshall
amps here and there.

“Still, no matter how hard we try to
make it British,” Youth says with a
chuckle, “we can't because they’re hope-
lessly American!”

He turns serious again: “Everyone's
had such an emotional commitment to
this album. [ think it’s one of the best al-
bums I've ever worked on. Personally, I
can always gauge a session by how much
I feel like I'm learning from the band.
And I've learned an incredible amount
from them. They're really quite an amaz-
ing bunch.”

“And for us, it was something totally
different,” Kang says. “Youth could see
the end of the road from the beginning
of the road, which I don't think the rest
of us could. So we had to trust him. We're
a band that's basically done everything
our own way since day one, and as a re-
sult, we've become this kind of isolated
bubble in a large sea of musical possibil-
ities. [ think this project is going to be one
avenue for us in; hopefully, a long string
of collaborations that push us to do
things that we would never think about
doing. Because that's where you're going
to learn the most in life.” ]

LED ZEPPELIN

FROM PAGE 165

and the SSL console compressor for the 2-
channel mix. They sound great; they are
clean and variable and dynamic.

“I had API EQ over the stereo bus.
Sometimes, I used a Drawmer 1961 tube
EQ on the guitar. Part of my philosophy
is to not do anything except closely repli-

Kevin Shirley: “Part of my philosophy is to not do anything except
closely replicate how [Led Zeppelin] may have sounded onstage.”

cate how they may have sounded on-
stage. When you stand onstage, you can
hear this massive thump on Jimmy's gui-
tar, and in the studio, it can sound more
like a buzz, so I used the Peavey to try to
keep that thump in there.”

One of Shirley's goals with the DVD
was to give the viewer the sensation of
being in the fourth row at a Zeppelin con-
cert. Most of what is in the rear channels
is the audience, though there are some
exceptions. “I didn’t want to make the sur-
round too tricky since we only have three
instruments onstage. But I did a little bit
of stuff with the instruments in the rear
channels on ‘Dazed and Confused’ and
‘What Is and What Should Never Be,
where the panning is part of the song, and
‘Dazed’ has that violin bow section where
Jimmy creates this very ethereal sound,
this otherworldly feeling.

“One problem was just trying to cap-
ture the essence of Zeppelin, like that big
king drum thing Bonham had on ‘When
the Levee Breaks,” which I think is a de-
finitive sound of Zeppelin. But I think
consistency was the biggest problem. The
band had changed by the Knebworth
concerts [later on the DVD set], and all
these shows were played in different en-
vironments, so maintaining sonic consis-
tency from the small halls to the large out-
door ones was the big challenge.”

In putting together the DVD, Shirley
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and Page always put the audio first: “We
didn’t mix anything to picture; the picture
was done to the audio. We did the mixes
first. Sometimes, we had to go back and
adjust the audio, depending on what
happened visually. Technically speaking,
I think it was pretty straightforward.
George Marino at Sterling Sound in New
York mastered a lot of it, except for the
Royal Hall stuff, which we did with Tim
Young in London. I don't think
there was an awful lot that had
to be done to the tapes. I think
that I mixed with a sub that was
a little big for the mix room, so
if you turn up the sub in your
surround system, it will be a lit-
tle more like I meant it to be. I
didn’t use a sub on the stereo
mix. I used KRK 6000s for mon-
itoring everything and a big
Augspuger sub on the sur-
round, which really was too
big. It sounds phenomenal in
the room, though. The kick
drum sounds about 12 feet
high.”

Another important part of
the audio for Shirley was offering a 2-track
mix in addition to the 5.1 mix, because
not everyone has a surround system.
Shirley is also working on expanding the
How the West Was Won CD into a 5.1
DVD-Audio mix that will come out later
this year. “That 2-track mix on the DVD is
a whole separate mix. There will be a sur-
round DVD-Audio mix of How the West
Was Won and will also have a Dolby Dig-
ital and DTS mix, as well as uncom-
pressed high-resolution stereo and sur-
round mixes.”

Shirley found working with Page to be
very rewarding. “Jimmy is amazing to
work with. He is the producer of Zeppelin,
and [ think he is very happy with what
we did and what we ended up with.
There is more from the concerts, but if it
isn’t on the DVD, there is a reason for it.
For instance, there is a wonderful per-
formance of ‘Ten Years Gone’ at Kneb-
worth, and for whatever reason, 1 didn't
have the benefit of the audio. There was
no guitar on the multitrack we had. I tried
to pull it out from other pieces, like the
vocal mics, but we had to let it go, which
was a big pity. Suffice it to say, the CD
was meant to be a very good overview of
a single Zeppelin concert. As anyone who
followed Zeppelin knows, they played
differently every night. All through their
career, every time they came out onstage,
they were a slightly different band.” ®
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Andy Snitzer. Mixing engineer: Kevin Killen. Stu-
dios: Avatar and Nola (both in New York City),
Air Studios (London). Mastering: Bob Ludwig/
Gateway. —Barbara Schultz

Robert Randolph & The Family Band:
Unclassified (Warner Bros./Dare)

On the surface, it might seem strange that the
"sacred steel” movement of gospel groups fea-
turing pedal-steel guitarists would find such a re-
ceptive audience among the jam-band crowd.
But what the heck: Jamming is jamming and
when it's hot, it makes you move. Robert Ran-
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dolph & The Family Band have actively courted
this audience and done quite well on the basis of
their incredible, sweat-inducing live perform-
ances; check out last year's Live At Wetlands CD
if you want to hear some scorching steel work.
At their best, the group is like a gospel version of
the Allman Brothers, with Robert Randolph in the
Duane Allman role. The new album emphasizes
shorter songs, a wider variety of styles (many with
secular themes) and a tighter interplay among
the musicians—it’s proof-positive that there's
more going on here than just jamming. That said,
| miss the abandon of the live performances: the
feeling that solos are spinning out of control and
may keep going until Randolph—or my brain—
might explode. But as an introduction to an in-
teresting and different-sounding band, Undclassi-
fied is still a fine piece of work.

Producers: Robert Randolph & The Family
Band with Jim Scott. Engineer: Scott. Additional
recording: Ryan Hewitt. Studio: Cello (L.A).
Mastering: Gene Grimaldi/Oasis Mastering
(Studio City, CA) —Blair Jackson

Lucinda Williams: World Without Tears
(Lost Highway)

It takes neither a country music devotee nor a
skilled musician to truly appreciate Lucinda
Williams and her songs. No, all you need is an
hour or so without distraction, and World With-
out Tears, her newest creation, will invariably
burrow itself into the dampest, reddest earth of
your body. The depth of World's subject mat-
ter—child abuse, suicide, lost love, depression,

7 / s ). 32
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isolation—is evoked in part by her intelligent,
poetic lyrics and a talented cast of supporting
L musicians. But the true power in this album is
that she laid the tracks down live and left them
that way. Raw and nuanced, Williams’ voice an-
tagonizes us—a reminder nagging our emo-
tional wounds. From opening track to last, she
defines the depths of her love—shows us what
we're capable of—while pulling the arrows from
her heart.

Producers: Lucinda Williams and Mark
Howard. Mixed by Mark Howard. Studio: Real
Music Studio. Mastering: Joe Gastwirt/Ocean-
view Digital Mastering. —Breean Lingle B

We've Got You
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these new plug-ins.

Visit us online today and check out why
industry professionals are choosing SRS Circle
Surround as their surround format of choice.
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N GrAPEVINE

by Maureen Droney

Even in the maverick world of recording
studio owners, Conway’s Buddy Brundo
stands out as contrarian. For one thing,
Conway, which Brundo and his wife Susan
bought in 1976, doesn’t look like any oth-
er recording facility. As a matter of fact,
unless you're actually in one of the con-
trol rooms or recording spaces, it doesn't
look like a studio at all. The complex
feels more like a tropical hotel, with three
studios hidden along winding paths be-
hind lush greenery and private patios.
Conway was also one of the first record-
ing studios to incorporate natural light

and Buddy Brundo.

and—back in 1978—when everyone else
was building acoustically dead control
rooms with compression ceilings, Brun-
do had acoustical designer Vincent van
Haaff of Waterland Designs come up with
a more live, expansion ceiling design that
was conducive to the sound of rock and
pop. Most recently, while many studio
owners have postponed major equip-
ment upgrades, Brundo purchased a new
80-input SSL 9000 K Series console.

The Conway operation occupies a big
chunk of real estate—approximately
48,000 square feet—just a stone’s throw
from the Paramount movie lot and the
Raleigh Stages. Brundo's been adding to
the property during the past couple of
years, with the goal of building a fourth
studio. Instead, with business tight, he’s
invested in new consoles for the existing
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rooms and leased out a portion of the
compound. Now, at the opposite end of
the property from the studios are offices
occupied by Brundo’s friends and collab-
orators van Haaff and technician/equip-
ment designer John Musgrave. On the day
I visited, Peaches and Herb’s single “Re-
united” kept running through my brain.
Musgrave, before going out on his own
and forming Mad Labs, was for many
years the chief engineer at Conway,
where he developed and implemented
the patented Neve VR upgrades that con-
tributed to Conway’s reputation for high-
quality sonics. Now, Musgrave’s moved
Mad Labs on-site and has also entered
into a maintenance agreement for the
Conway studios.

While Brundo is well known for his
colorful personality, he’s also recog-
nized as an astute and conservative
businessman. Some have been won-
dering if, after 30 years in recording and
with the studio business uncertain, he’d
be tempted to throw in the towel and
sell his now extremely valuable prop-
erty. Instead, he’s purchased a new
console, a particularly strong statement
considering that more than a year ago,
he took the leap of buying a Neve 88R
console, with remote 1081 and “Air
Montserrat” preamps, for Studio A.

“The Neve VRs we had were getting
old,” he says matter-of-factly. “But I have
to buy things right. I was the very first to
sign on the dotted line for an 88R, so I
got a good deal on it. With business in
general not so great, | was also able to
get a great deal on the K Series. Our SSL
J Series in Studio C has been very suc-
cessful, and I got good reports about the
K. It's a big step up from the J: improved
sonics and speed of operation. And there
were no issues with installation. SSL has
ironed out any problems. You just plug
it in and it works.”

With state-of-the-art consoles and the
recent acquisition of Pro Tools|HD sys-
tems, Conway is set for big-ticket items,
and Brundo’s hunkering down to weath-
er the economic storm. “I guess you can

—CONTINUED ON PAGE 182
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by Rick Clark

Most people reading Mix will probably
know of Tony Brown as one of
Nashville’s most influential music indus-
try execs and producer heavyweights.
Beginning with his career as keyboardist
for Elvis Presley and Emmylou Harris,
through his years making MCA Nashville
one of the most successful imprints of
any genre in the world, to his current po-
sition as senior partner at Universal South
(a joint venture between Brown and
highly respected former president of
Arista Nashville, Tim DuBois, and Uni-
versal Records in New York), Brown has
always displayed an uncanny instinct for
great music and artistry. Since the early
’80s, Brown has been credited with pro-
ducing or co-producing almost 150 al-
bums (ranging from Gold to septuple-
Platinum), as well as almost 100 Number
One singles.

One of the things that enabled Brown
to succeed is that he has always been a
rather down to earth, approachable guy
with a good sense of humor who has
treated people with respect and a sense
of fairness.

On April 11, 2003, as Brown was leav-
ing a dinner with producer Garth Fundis
at the Casa Del Mar, he slipped and fell
on the marble staircase, resulting in a life-
threatening head injury. During the past
five months, Brown has undergone a
stunning recovery that is nothing less than
miraculous. When I heard that Brown had
returned to work and was beginning pro-
duction on female singer Amanda Wilkin-
son, [ popped over at Starstruck and had
a late-moming visit to catch up and listen
to his latest new project.

1It’s good to see you back.You bave been
in a lot of people’s thougbts and prayers.
I really appreciate it. I think that is the
thing that got me squared-away again.
Even the doctors said that there was only
so much that they could do. [ could not
believe all of the people who called me




and wrote all these notes and cards. It
makes you feel glad that you treat peo-
ple as right as possible.

You are currently producing Amanda
Wilkinson, who is part of the family trio
The Wilkinsons, at Starstruck.

Everybody is really excited about her.
She’s really been great. She’s 21 years old.
It is the first thing that she has done out-
side of her family. I love her voice. She
has great chops, but I wanted to make
sure that we didn’t ury to go to a place
where we were tempted to “show-pony”
her voice. I also wanted to give her songs
where she could actually go to that place
and sing soft and still have the emotion.
We've cut five sides on her so far.

[ wanted to work here at Starstruck for
two reasons: I's a great studio and I
wanted to be in the building. 1 like to
have the heads of the label come just an
elevator trip down and have them feel as
though they have some ownership of the
project, because they were there when
we were cutting.

I've found that people are always go-
ing to offer their input—whether you
want it or nol—because everybody, once
the record is finished, becomes an A&R
person. You might as well go ahead and
let them buy into the project early. Some-
times, they say things that you should take
to heart and you can actually turn the ship
one way or another, if it is early on. I
thought it was a pro-active thing on our
part, and Amanda was happy to do it. Per-
sonally, I think that they will like what

—CONTINUED ON PAGE 186

Amanda Wilkinson and Tony Brown at Starstruck
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METRO

by David Weiss

Even though the calendar says that it's
fall, it feels more like springtime to me.
Why? Because with this column, I kick
off what has got to be one of the best
jobs in the world: writing for Mix about
the recording scene in New York City.
There have never been more amazing
possibilities for sound creation in the five
boroughs and beyond, or more agoniz-
ing doubts about the economics in-
volved. I'm looking forward to letting
you all know how things are unfolding
here, month by month.

First off, allow me to give a shout-out
to my predecessor in this post, Paul Ver-
na, who did such an excellent job cov-
ering the New York City scene in these
pages for the past four years before leav-
ing to work for Avid Technology. I was
a serious and longtime follower of Paul’s
writing, and he stands as one of the pre-
mier journalists in the audio field. It's an
honor to follow in his footsteps.

No question, i’'s been an interesting
road for me on the way to this poinl
When I left my hometown of Detroit 10
years ago for New York City, my objec-
tive was to be a hot-shot session drum-
mer and pen the occasional record re-
view. Somewhere along the way, however,
I got hooked on more than just holding
a pair of sticks and trying to outdo Stew-
art Copeland. 1 started writing about
drums, audio technology, music produc-
tion, HDTV, fiber optics
and software. Next, [ got
my first sampler, took an
audio engineering course
and put together a person-
al studio in my apartment.
Recording, which had al-
ways seemed like such a
magical process to me,
became an art, a science
and a personal obsession.

These days, if I'm not
writing, I'm recording. Or
is it the other way around?

A S T

Business is improving, according fo Kirk Imamura,

president of Avatar.

At this moment, my tastes and career
guidance are inspired by artists like Moby,
Mozart, The Melvins, BT, Bach, Fela Kuti,
They Might Be Giants and a smattering
of Gregorian monks. Composing,
recording and performing as my elec-
tronic-music alter ego, Impossible Ob-
jects, has inken my musical skills and en-
gineering chops to extremely satistying
places that would have been unthink-
able if I'd just stayed planted on the drum
throne. In addition to my next album, I'm
at work on my first CD library of music
for television, an arena where the com-
pelition is intense and your signal path
liad better be clean.

Like a lot of people, I hit a full-
fiedged studio when I can, but when [
can't, 'm having a blast with what I've
crammed into my Manhattan one-bed-
room pad. I's now packed with some
standard tools and a few secret weapons
that are perfect for an electronic artist fly-
ing solo. 'm in love with my Yamaha
AW16G recorder, a Roland XV-5050
synih, Roland HandSonic, Yamaha
A3000 sampler and Korg Electribe serv-
ing as hardware sound sources, plus a
lovely Electrix Repeater for live looping
and TC Electronic M300 and Aphex
Aural Exciter 104 for effects. Once inside

—CONTINUED ON PAGE 187
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Bennett Studios

et’s get it over with, he is Tony’s
L son. But Dae Bennett is also an en-

gineer who tracked and mixed
Naughty By Nature’s hit OPP and a num-
ber of other successful rap and R&B proj-
ects. And he’s been a studio owner for a
while now, first with Hillside Sound Stu-
dio and now with a beautiful three-room
facility that operates out of a modified
train depot in the leafy suburb of Engle-
wood, NJ. He’s part of a new breed who
understands that, these days, relying on
sessions alone is a dicey game plan.

“We're operating on a new business
model,” says Bennett. “Project studios
have obviously changed the way larger
facilities like ours work. But my experi-
ence at Hillside also taught me that a sin-
gle-room facility that does one thing—
record and mix music—has a limited
growth potential. You can be doing ses-
sions around the clock and there’s still
only so much income.”

After interviewing several of the most
highly regarded designers in the industry,
Bennett asked Andy Munro of London to
design the new space. “Besides getting
along with him personally, we wanted to
offer an alternative, both sonically and vi-
sually,” Bennett explains. “I've done a lot
of work in Europe, and the feel of the
studios there is different. The rooms are
thicker and more domestic-feeling.

“We ended up with a pseudo-Victori-
an feel in our large room that [ love,” he
continues. “It's more like a music con-
servatory than a studio, and it has a
sound that everybody loves. Andy’s
acoustical treatments are handled in a
modular way. He designs them in a com-
puter and then frames the interior treat-
ments with beautiful mill work.”

Based on his experience doing loca-
tion recording, Bennett knew that quick
repatching was going to be critical to his
new studio, which takes in lots of proj-
ects that start in the field, as well as
records that are tracked and mixed in-
house or in the nearby Harms Theatre.

“I designed the machine room like a
remote truck,” Bennett explains. “Every-
thing terminates there, and we can quick-
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ly patch from one session to
another. For example, our
entire fiber-optic connection
from the Harms Theatre to ei-
ther our Neve or SSL console
uses just a pair of Elco con-
nectors. We can make that
hookup in just a minute or
two. Working with outside
studios means that we have
to be able to take in Pro
Tools, analog tapes and DA-88s, as well.
Regardless of format or where a Harms
Theatre project needs to be patched, we
can flip the two studios around in about
five minutes.”

Built in the 1920s, the John Harms The-
atre (used to track the Grammy"™-nomi-
nated Tony Bennet/k.d. lang album) has
acoustical properties that would be almost
impossible to duplicate.

“When we first started working on the
room, we went up to the oculus—it is
hight—to throw up a microphone and re-
alized that we could hear people talking
in a normal voice on the stage. The ocu-
lus is a great place to pick up the room’s
natural delay. We put everything up
there, from an AKG 414 to a Coles rib-
bon mic. Depending on the project, we
might want a mic that sounds a bit
warmer or one that gives more detail. Ei-
ther way, feeding a signal from a micro-
phone placed in the oculus gives a real
audio picture of the size of the space.

“For example, we recently made a live
recording of the Bacon Brothers in the the-
ater. This project will be released on DVD,
and we wanted to capture the audience re-
action. We chose a 414 because it gives lots
of the high end. On the other hand, we
needed a much more smokey sound on
the record that my dad made with k.d. T
Bone Burnett was the producer, and he
wanted a darker sound to help keep the
album moody. We went with the Coles in
the oculus, and we also used a bunch of
AEA 44s: these retooled versions of the old
RCA 44 ribbon mics that are made out in
California by Wes Dooley.

By Gary Eskow

www.mixonline.com

The S5L room, with tracking space

“Teddy Riley was in here recently,”
Bennett adds. “He used the Harms The-
atre for string work on his Black Street
record, which he and I engineered to-
gether. Jay Newland was also back in
here for the third time this week. We're
gaining a reputation as a studio that has
a great sound. Coupling that with Andy’s
design work has given us the opportuni-
ty to create a unique profile in the music
business.”

Bennett also has put some money and
effort into nontraditional studio services.
He is offering clients, and those who
make their recordings elsewhere as well,
the opportunity to sell their wares
through the Bennett Studias Store.
“Artists send projects to our central sys-
tem and generate sales through our
page,” he explains. “Our only criteria is
that the act must be working, since that's
how product is supported.

“Eventually, we'd like to be able to
deliver content directly from our site, ei-
ther for promotional purposes, studio-to-
studio session work or sales. I've set up
the Internet part of our business much
like the machine room, with an open-
ended architecture. I believe that for a
studio to survive in these

times, management must be MLNE

flexible.”

Gary Eskow is a Mix contributing editor.
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COAST

B & stupio NEws

NORTHEAST

Electric Plant Studios (Brooklyn, NY) host-
ed Slick Pelt guitarist Mike Louis, who was
in recording The Rollup. The effort was
tracked and mixed by chief engineer/man-
ager Vin Cin...HarariVille Recording Stu-
dios’ (Weehawken, NJ) Rob Harari edited
and mastered tracks from a live perform-
ance by Israeli singer/songwriter David
Broza. Jersey rock band Kilgore Trout was
in mixing songs for an upcoming Sundried
Records release. Mart Sietz engineered
while the band handled production du-
ties...Over at Indre Studios (Philadelphia),
the DNA Project were in the studio’s B
room with engineer/producer Bogdan
Hernik. Also in B, BMX star Kevin Robin-
son cut demos with Mike Richelle record-
ing...Sound on Sound’s (New York City)
Cortez Farris has been busy tracking for
such artists as Dr. John, Governor, Keith
Murray, True Life and 54th Platoon. Richard
Furch has also been busy mixing for
Christina Aguilera’s MTV live appearance,
and tracking with Andrew WK., 24K and
Melissa Auf der Maur.

MIDWEST
Rapper Ice Cube was in Chicago Record-
ing Co. (Chicago) recording and mixing
with engineer Jeff Lane; Mac 10 produced
and Derek Downing assisted. Eve was in
recording with engineer Manny Sanchez,
while Mavis Staples tracked vocals with
Mat Lejeune for an upcoming Los Lobos
release with lead singer David Hidalgo pro-
ducing.. .Alt-rock Local H recorded their
brand-new EP No Fun (Thick
Records) at Million Yen Stu-
dios (Chicago) with producer/
engineer Andy Gerber....Align
stopped in Oarfin Studios (Min-
neapolis), where they tracked,
mixed and mastered Blue Book
Value. Todd Fitzgerald, Oarfin’s
chief engineer, co-produced
and tag-teamed with Daryll
Hurst on engineering credits.

NORTHWEST

Nettleingham Audio’s (Vancou-
ver, WA) engineer Kevin Net-
tleingham mastered releases
for these Portland-area artists:
Phil and Gayle Newman, Aric
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Riley, Seymour, The DelToros, The Jolenes
and the Swivel Chairs. MIB Music’s Bryce
Van Patten came in to master an 18-song
metal compilation, while Jim Fischer
stopped by to add keyboards, mix and
master the new Jim Giger CD, I've An-
chored My Soul.

SOUTHEAST

Mastering engineer Benny Quinn has been
busy at Masterfonics (Nashville): a blue-
grass version of Lonestar's “My Front
Porch Looking In,” and projects from
Dionne Warwick, Johnny Lee, Ashley Gear-
ing, Cornbread and Whitney Duncan...Ar-
dent Records rock band Skillet recently
completed their new album, Collide, at
Memphis-based Ardent Studios. Paul Eber-
sold produced the effort with engineer
Matt Martone...Engineer Scott Ross
recorded tracks with Dave Holister for Roy
Jones Jr’s new album at Right Hook Stu-
dios (Pensacola, FL).

SOUTHERN CALIFORNIA

John Frusciante, guitarist for the Red Hot
Chili Peppers, stopped by Bernie Grund-
man Mastering (Hollywood) to master his
new solo album, Shadows Collide With
People...Recent artists at Cherokee (Holly-
wood): Robert Bradley (producer/engineer
Bruce Robb, mixers Dee Robb and Bruce
Robb, assistant engineers Dave McKenna
and Mike Marston), Ronnie Lewis (producer/
engineers the Robb Brothers, mixer Dee
Robb, assistant engineers Valente Torres
and Marston) and Shelby Lynne (producer

Grommy-nominated saxophonist Dave Kaz fleft) mastered his
upcoming CD Saxophonic with producer Steve Hall at Future
Disc Hollywood). Also in at Future Disc, Laurence Tolhurst, a
founding member of The Cure, and Cindy Levinson mastered
their new album, Perfect Life, with Kris Solem,
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The Sound Lab (Smyrna, GA) saw producer Lil Jon
{left) finish recording Warner Bros. artists Lil
Scrappy (right) and Trillville, as well as putting
the final touches on TVT Records’ Ying Yang
Twinz, and Oobie. All sessions were engineered
by Jonathan Cantrell and Taj Mahal.

Shelby Lynn with co-producer Bruce Robb,
recorded and mixed by Robb, assistant en-
gineer Greg Hayes)...Producer/Klown
Records (Santa Monica) studio owner Stevo
Bruno has had his hands full with recent
projects, including Brides of Destruction,
Prong, Mother’s Finest, Dino Cazares (Fear
Factory) and Pico Train.

Artisan Recorders
Mobile

P.O. Box 70247
Ft. Lauderdale, FL 33307
(954) 566-1800; Fax (954) 566-3090
e-mail: artisanrecorders@attbi.com

www.artisanmobile.com

www.artisanrecorders.com
For over 20 years, Artisan Recorders
has been providing excellence in
remote recording and broadcast.
Along with an extensive array of
equipment in a comfortable aesthetic
environment, our “Mobile Red” studio
boasts an expert staff of technicians
with a love of music and a desire for
perfection. Currently touring with
ABC'’s Tom Joyner Morning Show.

When you rock, we roll.

SOUTHWEST

Bluegrass band Sugar Bayou completed
their debut CD, Nowbere But Gone, at
SugarHill Recording Studios (Houston!
with chief engineer Andy Bradley. Engi-
neer Steve Christensen has been busy
with recording demos for Silverleaf and
Shulton’s Youth, while engineer John Grif-
fin was tapped by Next Best Thing and Af
ter It All to record tracks...Erykah Badu
was recently in WexTrax (Dallas), mixing
and mastering her new single “Danger”
with mastering engineer Rob Wechsler
and mixing engineer Tom Soars. Favored
Nations artist Andy Timmons just com-
pleted mixing a new version of the Olivia
NewtonJohn single “Physical” as a bonus
track for her latest release, Duets. ]

Send your session news to blingle@pri
mediabusiness.com.
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get used to anything,” he comments. “I
adjusted to the reality of the length of this
downturn. I've reorganized my debt to
make it more rational, we've cut expens-
es and we're through for now spending
money on the property. When we pur-

bg

With two mobile recording
studios, 48 tracks of analog or
digital, over 20 years of experience,
and a commitment to excellence,
Big Mo Recording can help make
your next live recording a success.

¢ Dave Brubeck ¢ Faith Hill
* Quincy Jones ® Fuel * Lifehouse
* ABC Television ¢ Incubus
* Fox Television ¢ Foo Fighters

301.562.9360
fax: 301.608-0789
www.BigMoRecording.com

Recording

chased the additional property, we had
demolition, grading, paving, landscap-
ing...It was a big chunk of money. We got
through that, repositioned ourselves and
now we'll see what happens.

“With John Musgrave back, who was
responsible for all of the stellar Neve VR
modifications, we want to get into doing
the same kind of enhancement to the con-
soles we have now. They’re great, but
evenything can be improved. I'm interest-
ed in doing R&D again, and there are oth-
er people who've expressed interest in
joining the team. The only thing I'm look-
ing to purchase now is another apartment
building where we can put more offices.

“Look,” he concludes, “our industry has
numerous problems. The battle is not over
yet, and this could go either way. But for
now, we're still here.” And at Conway,
there has been a diverse batch of clients:
In Studio A on the Neve 88R was Luis
Miguel with producer Francisco Loyo and
engineer Moogie Canazio; A Perfect Circle
with producer Billy Howerdel and engi-
neer Steve Duda; and Vishiss, with engi-
neer Michael Patterson. Engineer Peter
Mokran has been locked out in B on the
new SSL K Series, mixing for Dave Koz and
Avant. And in Studio C, Fuel tracked with

The WALL Specializes in
Surround Production,
Mixing, and Authoring.

Recent Clients Include:

Music History Live
Dianne Durrette

Boots Randolph

Mr. Groove

featuring Bonnie Bramlett
Pro Tools HD3/192

Pro Control

Manley

TC System 6000

and everything you'd expect

Tracking * O/Dubs * Mixing

For Booking Contact

Robert Gilliam
thewallman@earthlink.net

STL.WALLTN

thewallstudio.com
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producer Michael Beinhorn and engineer
Frank Filipetti; Alien Ant Farm tracked with
producers Dean and Robert DeLeo and en-
gineer Dave Schiffman; Blink 182 camped
out with producer Jerry Finn and engineer
Ryan Hewitt; and Jamiroquai tracked for
Santana with producer Lester Mendez and
engineer Ryan Freeland.

It was a typical weekday morning at Bur-
bank’s O'Henry Sound Studios: By 11:30
a.m.,a string session for the day’s first of two
jingle sessions in Studio A had already come
and gone, while Studio B’s pop clients were
just getting rolling. Owners Hank and Jack-
ie Sanicola and their staff have worked
hard to make O'Henry one of the few stu-
dios that successfully combines record
dates with scoring for film, TV and adver-
tising. Now with the completion of Studio
C, O’'Henry has become the three-room fa-
cility the Sanicolas have always envisioned,
and Hank, who has been in charge, is re-
tiring from day-to-day operations. Harold
Kilianski, O'Henry's chief engineer for the
past five years, has been appointed oper-
ations manager for the studio.

The personable Kilianski has the right
combination of skills to wear both hats. A
classically trained musician, he did post-
graduate study at McGill University in the
prestigious Tonmeister program (the Eu-
ropean educational curriculum for record-
ing engineering that combines study in
recording theory, acoustics and physics
with hands-on practice). He subsequent-
ly worked as a recording engineer for the
Canadian Broadcasting Corporation and
was a partner in a Toronto studio before
relocating to Los Angeles.

Another reason Kilianski is a natural
for the job is that, since hired on, he's
been through nonstop renovation, design
and construction projects at O’Henry.
“Within a year of starting here,” he recalls,
“we renovated Studio B and installed the
SSL 9000. That console wasn't even online
for a year before Hank decided to begin
work on Studio A."

Work on Studio A included the
painstaking rebuild and enlargement of its
popular custom API Flying Faders-
equipped console into a 5.1 88-input mix-
ing and monitoring desk that is one of the
largest fully discrete consoles in the world.
“It's an amazing console,” Kilianski states,
“for both tracking and mixing. There will
never be another console like it.”

At the time of renovation, Studio A’s
large recording space was also renovated,
making it more friendly to rock and pop,
as well as to orchestras. The changes paid
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off: There are still plenty of orchestra dates
in A, and it's also become popular with
acts such as The Eagles, Macy Gray and
Lyle Lovett, who appreciate a quality
acoustic environment.

“One of the things that Studio A has to
offer—and The Eagles sessions are a great
example—is that large tracking sessions
can set up drums in the big room,” notes
Kilianski, “with guitar amps, piano, etc., in
the glass-walled iso booths surrounding it.
You get a sound you just can't achieve by
putting the drums in a small iso booth. For
the same reason, a lot of string arrangers—
like David Campbell and Paul Buckmas-
ter—like to work in A. It's live, but very
smooth with great character.”

The third room, Studio C, boasts a
large control room, like all O'Henry Stu-
dios, and is fitted with a Yamaha DM2000
digital console and was built from the
ground up in 2002. “Studio C is particu-
larly good for clients who want to camp
out on a long-term basis to do vocals or
production,” comments Kilianski. “It has
its own kitchen and bathroom, a separate
entrance and even private parking.

An unnatural quiet ime for O’Henry’s owner Hank Sanicola.

“We made decisions with Studio C to
build it in a more economical way, al-
though,” he says with a laugh, “construc-
tion at the level Hank insists on is always
first-rate. Instead of installing another
large-format console, we decided on a
Yamaha DM2000. We went digital be-
cause it's neutral, unlike analog where
everyone has their own opinion about
which sound they like. It's worked out
quite well. We've had a lot of great peo-
ple in C like Dallas Austin working with
Gwen Stefani, and Samantha Ronson.”

For Kilianski, a perk of working at
O'Henry is that L.A.’s finest session musi-
cians are regular visitors. “I come from the
music side originally, where I studied or-
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chestration and composition,” he says.
“It's still a complete and sincere thrill for
me to work on a daily basis with such
amazing musicians. It was actually very
lucky that I ended up at O'Henry. I knew
nothing about L.A. when I arrived; my first
job was right here. In hindsight, it's the
best possible place I could have landed.”

|

E-mail L.A. news to MsMDK®aol.com.
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we've done because she is a great singer.

John Guess was the engineer for this
project, and we recorded it Pro Tools | HD.
Up until HD, I sort of fought against the
idea of Pro Tools. For one thing, I didn't
think it sounded as good as 48-track digi-
tal. I liked RADAR better, but now I like Pro
Tools as much as RADAR. It has the same
head room as RADAR. To me, Nuendo is
also as good-sounding as Pro Tools |HD.

Ultimately, it's about the performance
of the artist, the track and the song. If you
captured the performance on any format,
it can be great, until you start to study son-
ically what is happening and then maybe
you go, “Oh, I just wish it had just a litle
more analog tape compression
on it.” [Laughs]

You know, I don't think that
when I first heard “Honky Tonk
Woman” by the Rolling Stones, or
The Beatles, I sat there and
thought what I liked about those
records was just the tape com-
pression and what George Martin
did with those Beatles records. I
think what we liked most about
those records were the songs and
the performances of The Beatles
and the Stones. That is where all
of this goes back to.

I think with these new formats,
things go so much faster and eas-
ier in sessions, especially with those engi-
neers who are really savvy and on the cut-
ting edge of technology. In the end, it just
makes it easier for the artist; there is no
rewind time. All that down time that usu-
ally just bogged down a session is gone.
That said, the whole issue of delivery and
archiving recordings bas taken on a new
dimension with all of the various digital
Jormats and software that bave been im-
Dlemented in music-making.

During the '80s, when [Jimmy] Bowen
was at MCA, there was this mandate to
record on digital 3M, which was like a
VHS tape. There aren't really many of
those machines around in Nashville any-
more. And the ones that are around, how
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many of them even work? The frustrating
thing is that lot of great records—George
Strait and Hank Williams Jr., some of the
greatest music Bowen ever did in
Nashville—were done on those ma-
chines. That is one of the things we have
discussed at the Academy when they
were making these recommendations for
delivery. But it's funny, because this dis-
cussion keeps going in circles. Nobody
can make a finite decision necessarily.
The delivery of records to record labels
today is so complicated. What would be
considered a no-no 20 years ago happens
all of the time, just because people that
are getting delivery of the music to the la-
bels don’t even know that some engineer
has everything on his hard disk back at
his house. It used to be that you had the
master and the analog safety, and you
brought both boxes to the label.

There used to a lady named Dot at
RCA who was there with a2 9mm [gun] and
she would say, “Give me both of those
damn boxes or I'll shoot you. [Laughs] If
you want your money, give ‘em to me
right now.” And then she would open up
the boxes, and if there wasn’t a track
sheet, she would just give you hell. Now,
most stuff is turned in and there is no doc-
umentation a lot of times. Nobody knows
how to get to the source of what is there,
and they don’t know what format it is on.

We're going through a new period
where record companies now are at the
mercy of the producer having an engineer
that knows what he is doing, and the pro-
ducer also sort of having to know that the
engineer knows what he is doing; the re-
lationships have gotten more and more
important. Man, you think these lost tapes
have shown up around the world years
ago, they are going to show up a lot in
the next few years. It’s kind of scary, but
you know that technology is moving so
fast that it is interesting to see the record-
ing industry try to stay up with it.

What is one of the most important marks
of a great studio?

A good maintenance program is one of
the most important things. Nothing can
destroy creativity like a breakdown. It can
destroy an entire project for months. In
some cases, the engineer or the artist or
some musicians have flown in and it was
the only window they had in their sched-
ule for the next four months, and you may
never re-capture the groove you were in
when something breaks down.

At studios like Starstruck and Ocean
Way, there are these people who are al-
ways around that just fix it when some-
thing happens. At Starstruck, their mission
is to make sure that if you work there, it

is going to be a good experience, if they
have anything to do with it.

I know how hard it is to keep a studio
up and going. I have never made it a
point of going to studios asking for deals.
Jimmy Bowen sort of taught me that if we
didnt support the good studios, we
would lose them. I would hate to see
Starstruck, Ocean Way, the Tracking
Room or the Big Boy at The Sound
Kitchen go bye-bye, because all of the
record companies and us producers poor-
mathed them to death.

I've found that most studio rates are
pretty much the same. Starstruck is such
a gorgeous place that you think that it is
going to be three times the rate of other
studios, and it is not.

Universal South bas been doing well for
you, with the success of Joe Nichols,
Steven Delopoulos, Dean Miller, Being
Strait and Allison Moorer:

When 1 was president at MCA, people
thought I had this little magic dust that I
could sprinkle on any record and it would
be a hit. [Laughs] That’s just not true. I
could only do as well as I could do with
the artist that I had, the songs that I had
and the musicians. I had to be in the zone
in the studio.

Cutting a record is hard. Everybody
thinks we are in here drinking cham-
pagne and yahooing, and on a couple of
playbacks, sometimes you pat yourself
on the back and go, “I'm a genius!”
[Laughs] The truth is that most of the
time, you are thinking, “God, I hope this
is as good as I think that it is.” It is easy
to second-guess yourself. There are
those moments where you feel, “I think
I did something really good here and
only I could screw this up.” And you
know, if you have done it a lot of times,
more than likely, you won'’t screw it up.
And if you have a lot of great people
with you, you are only as good as the
people that you are working with. You
can't use mediocrity—when it comes to
musicians, engineers, songwriters and
artists—and expect to get that magic
thing that you are looking for. Unless you
just stumble on it, and I don't think that
you should go in as expensive as it is to
record today and gamble like that.
You've got to be as sure as you can pos-
sibly be. u

Send your Nashville news to MrBlurge
@mac.com.
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Recycle and Sound Forge until I declare it
baked to perfection, or at least listenable.

Taken together, the unique conver-
gence of New York City’s always buzzing
undercurrent and the fast-accelerating
improvement of audio hardware and
software has proven to be an exhilarat-
ing combination for me, and I know I'm
not the only one. Just like more mystical
places such as Sedona, Ariz., I believe
New York City is a true energy center, at-
tracting highly ambitious people for
highly illogical reasons. But rents are
high, the rules of the music industry have
dissolved into a haze of unpredictability,
and running a recording studio or mas-
tering facility for all of the talented mu-
sicians who live or visit here is not the
same as it was, or as it will be this time
next year.

Staying in business has been a huge
challenge for many facilities; impossible
for others, and a breeze for yet another
group. Happily, the consensus from the
studios I checked in with is that after two
tough years, business is gradually improv-
ing in the Big Apple. “2003 is definitely
better than 2002,” says Kirk Imamura,
president of Avatar Studios. “It seems like
there are more projects and more activity
this year. Besides a slight dip during the
summer, which is normal, the fall looks
pretty busy.

“I believe that major or indie labels still
need music to put out to the market,
and—let’s face it—they’re looking for
something that’s going to sell. In some
cases, they're experimenting, and in oth-
ers, trying to bring back some artists that
may have been absent for a while. Dur-
ing the past couple of years, our client
base has diversified. We have our share of
the major-label work, but we also work
with a lot of independent labels and peo-
ple who fund their own projects.”

“The year started pretty slowly, and as
the year has gone on, the work has
grown,” confirms Zoe Thrall, general
manager of The Hit Factory. “Looking
through the fall, it's gotten progressively
busier. There are a lot more independent
projects: Artists or production companies
are booking the rooms themselves.”

The outlook is also positive for Lou
Gonzalez, CEO of Quad Recording Stu-
dios. “I think it's the best it's been since
9/11,” he states. “I have the business.
There’s still dead times, but they're a lot
shorter, and the good times are a lot
longer. It's still a roll of the dice, but it’s
better overall.”



Gonzalez attributes the turnaround to
a few factors. “All of this digital stuff came
out that made it cheaper for people to
have a rudimentary studio at home. The
record companies—because everyone’s
trying to save money—bought into it, and
then they realized that the product is not
as good, and it's beginning to hit home.
We have years of experience with people
that know what they're doing, and the
record companies are just beginning to
figure this out. Also, the piracy issues are
being addressed: They’re on top of it, with
the help of the film industry. Film is start-
ing a new campaign to stop piracy, record
companies are hitching a ride, and it’s go-
ing to work. And people are finally be-
ginning to listen again.”

Besides being able to get a pastrami on
rye at 3:00 a.m., Imamura points out that
running a recording studio in New York
City has its own unique bright spots.
“New York, first of all, is where all of the
major labels are; that’s certainly one ad-
vantage,” he says. “Second, New York City
is home to a community of musicians,
artists, producers and engineers. There is
a critical mass of people here that make it
an attractive city to be in. Besides record-
ing, artists come here because they like
the ‘New York City sound.’ John Mayer
and producer Jack Joseph Puig came here
to do his upcoming album because he
was looking for a ‘New York City sound.’
Puig selected Avatar to do the Mayer proj-
ect, and John was pretty happy with the
sound that he got.

“The challenges are that New York
State is tough with the budget deficits and
property taxes going up, so there is a re-

Freelance engineer Bill Deaton, left, and Lov Gonzalez of Quad Recording

ality that expenses will continue to go up.
Our challenge is to cover that cost in some
manner, and doing business like we have
been is probably not enough. For us, it
means providing more services, looking
at other similar business activities; a spe-
cific example is a new separate company
that is a record label, 441 Records.”

To Gonzalez, the cost of all those
square feet is the sole liability that comes
with his territory. “The real estate, that’s
the one that’s unique to New York City,”
he says. “You're trying to make it go when
you're paying double or more for the
real estate than somewhere else. But if
you're somewhere else, you're out of the
loop. When you're here, you're bere.
Everything you want is here.”

Still, the difference between the New
York City studios, large or small, that live
to see 2005 may be rooted in some more
universal concepts. “The key is just being
in tune with the client’s needs and being
flexible enough to adapt to those, in terms
of equipment and service, in general,”
Thrall points out. “The relationship is still
the most important factor: staying in touch
before the session and asking what their
needs ase, and after the session, asking
them what they think of the results and
making sure they were comfortable. That
goes a long way.”

Well, I know I'm comfortable here in
the New York City seat for Mix. How are
you doing? If you’re in the city, across the
river or upstate, with one room or 10,
recording sound for human, animal or
plant consumption, you should get in
touch anytime at david@dwords.com.
Thanks! Catch you next month! ]
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—FROM PAGE 26, GRAB A BEER

accompanies too rapid an insertion pretty
much tells you that you aren’t doing it
right.

And this brings up another point, no
doubt another reason why they aren’t ac-
tually air-tight and neither company
rushes to tell you how to make them so:
It is painfully obvious (literally) that you
could seriously hurt yourself shoving air-
tight electronics into your ears. I am sure
that neither manufacturer wants to be on
the hot end of that legal poker, and come
to think of it, neither do I. So, never do
this. Leave them as they come, accept a
bit of outside sound and never jump out
of airplanes. There. I feel better now. I
know my lawyer does.

MORE DIFFERENCES
There is another fundamental difference
in the two technologies, and there are as-
sociated side effects. These side effects
may not be an issue for you, but they
ended up being a major consideration for
me and ultimately determined how [ use
each system and what I use them for.
Armature systems like the Ultimate
Ears are sealed. They have no rear (out-

side) relief port and are usually a more ag-
gressive, tighter fit.

Conventional driver systems like the
Future Sonics actually have a small port
on the outer surface, and with all other
factors remaining equal, the size of this
port determines their low-frequency re-
sponse!

In fact, the Future Sonics come with
four sets of ports, including a null or
sealed nonport, giving you amazing con-
trol over their low-frequency response,
but making them less than ideal for use
when you really want all outside noise, or
killer wind-roar, to go away. Specifically,
wind tears through any of the open ports,
and though the sealed port does stop this,
it turns out that the LF response of the Fu-
ture Sonics with the sealed port installed
is even less than the LF response of the
Ultimate Ears. So...

I use the Future Sonics when listening
to music in nonhostile environments and
for about half of my live work. I am one
of those guys who likes to hear a solid
bottom in his monitor mix, and man, do
these deliver.

The Ultimate Ears, on the other hand,
are my choice for any situation where out-

rageous outside noise must be overcome.
For me, this includes many of my chosen
death sports and those crazed amp-to-11
live venues. They do not have the low
end of the Future Sonics nor will they re-
spond when attempting to achieve it with
EQ. There seems to be some sort of LF
dynamic compression inherent in this
technology, and nothing really compen-
sates for it. But the mids cut through any-
thing, including war games, and the highs
are significantly more solid than the Fu-
ture Sonics.

They are so different that it’s as if they
were totally different technologies, and
they are.

And while I realize that the absence of
a simple “winner” or any clear recom-
mendation may be problematic for many
of you, it simply turned out that I found
valid applications for both systems.

My hope is that those of you who have
been considering getting such a system
will be able to find applicable information
in these observations.

At least we ruled out the crappy
Hearos. Now that’s something. ]
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—— Soe the Studio Toolbox™ in action at AES in New York, Booth # 1021!

The MasterCurve™ tool gives you a preset 1/3 octave curve to master your final against-
...imagine being able to mix against the same EQ setting as a $300/hour mastering house!

The "black art” of mixing becomes significantly easier using our MixDown™ tool-
...featuring a combined 1/3 octave Real Time Analyzer and SPL meter display.

Studio acoustic setup and maintenance is a breeze with tools like the included Cable Tester,
miniAmp™, Room Reflection Analyzer and Reverb Time Calculator.

Goodies like the Virtual Pitch Pipe™, Midi Helper, Time Code Tools and the Session Timer help
make your life (and your clients) stress-free.

Size does matter! especially in cramped studios. At 6”x9”x2", the Studio
Toolbox™ is designed to be space-efficient. It features retractable legs which
enable better viewing when laid flat and the back panel has 5/8-27 thread for
mounting on any microphone stand. Using our optional Clamp-It™ adapter, the
Studio Toolbox™ can even be mounted to the side of any standard rackmount!

Versatile, portable and efficient... no other piece of hardware or software can
help you mix, master and maintain your studio like the Studio Toolbox™

e 888-433-2821 » 303-545-5848

The new Studio Toolbox™ will help you Mix
Better, Master Better and Sleep Better.

Introducing the new Studio Toolbox™ by TerraSonde, the little box with the big
feature set. Built for studios of all sizes, it includes over 23 different audio tools
which enhance virtually every aspect of the recording process.
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— INSIDER AUDIO |

—FROM PAGE 30, AUDIO PRODUCTS GO WILD!
tects the product against failure right up
until the moment it is used.

Going inside our computers, the best
of this year’s crop of not-ready-for-the-
show-floor plug-ins reveals how comfort-
able our industry is with both the past and
the future: They reflect the new digital re-
alities of the music business, while reach-
ing back to vintage sounds and ideas of
yesteryear.

The software instrument Arpldiocy™ is
the first “true” analog synth module to take
advantage of recent modeling technology,
which simulates leaky capacitors, dirty po-
tentiometers, self-destructing heat-sensitive
resistors and other heretofore impossible-
to-imitate relics of the pre-IC era. In this
model, realistic oscillators and filters pro-
duce random drift of master pitch and scale
intervals; changing parameters gives rise to
random, loud crunching noises, whose lev-
els are in inverse proportion to the signal
level (at elevated levels, the crunching
sounds are replaced by momentary
dropouts); an authentic-sounding spring
reverb is triggered by keyboard velocity to
produce that famous, annoying “boing”
sound; and a patented Human Pitchwheel™

redefines its zero point after each opera-
tion. Unlike the original, of course, the
plug-in allows storage of your carefully de-
signed patches, with parameter repeatabil-
ity guaranteed to be “pretty close.”

If you’re looking for unique processors,
check out That70sSound™, a virtual 8-track
tape deck that automatically stops every
15 minutes, thinks for a few seconds, ex-

i1}

check out That70sSound’,

a virtual 8-track tape deck.

ecutes one of several skull-shattering me-
chanical noise samples and then starts up
again in some random spot. It also slowly,
inexorably and not-so-subtly increases
wow and flutter over time, requiring the
user to periodically virtually smack it with
his or her virtual palm. At the end of every
session, it breaks opens and spools out the
entire session file, leaving it in a virtual

tangle by the side of the virtual road.
Another relic of a bygone era is
Gesundheit™ The Tissue Paper Simulator.
This package contains two plug-ins: The
first will make any speaker sound like a
vintage Yamaha NS-10 (worth the price all
by itself for studios lusting after an '80s
vibe), while the second inserts digital
models of a wide variety of paper prod-
ucts in front of the first plug-in’s virtual
tweeter. The parameters include tissue
type (facial, kitchen or bathroom), thick-
ness (one- or two-ply), price (bargain or
name-brand), color (white, pastel or pat-
terned), embossing and roll format (regu-
lar, double or 1,000-sheet). Users are
asked to please not squeeze the software.
Producers who are tired of the “Cher
effect” (and who isn't?), in which every
note is dead-on in tune whether the singer
is capable of producing such notes or not,
will welcome the Vocaldroid RS™ (Real
Singer) plug-in. Modifying a glitch-filled,
over-vibrato'ed, flat or sharp vocal track
so that it comes out absolutely perfect is
child’s play these days in the digital world.
But going the other way—making it
sound like a real human being produced
the sound—is a genuine achievement.

SPEC

Subscribe to
Remixonline
and receive a
Remix T-shirt
absolutely
FREE!

Subscribe today!
remixmag.com




The Vocaldroid takes even the finest clas-
sically trained vocalists and brings their
level of artistry down closer to what you
would expect in a typical session with
typical backup singers or bandmembers.
Entrance timings are adjustable from one-
half beat to three bars, early or late; har-
mony lines are reconfigurable into inap-
propriate modes, keys or scales; and a
special function does a convincing (but
nondestructive) digital simulation of the
singer tripping over the mic cord.

“Strike back with the Antimaximizer!”
That's the slogan for the marketing cam-

=

paign behind an ingenious plug-in for pop
music producers who are sick of hearing
all of the dynamics of their mixes totally
flattened when they are mastered by a ma-
jor label or played on the radio. Because
no one at radio stations actually listens to
what they’re playing anymore, leaving it
instead to various machines to make sure
that the instantaneous modulation level
never drops below 98%, the designers of
the Antimaximizer have come up with a
way to fake out broadcasters and restore
true dynamic levels to mixes.

Their work is based on an algorithm

e «a
in The

“I take SurgeX for fast buffered relief of
mains power headaches.”

m Advanced Impedance Tolerant

RFI Filtering Circuitry

m www.surgex.com
215.766.1240
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that uses a combination of noise-shaping
and psychoacoustic masking, similar to
an MP3 but turning it on its head: Instead
of detecting frequencies that won't be
missed and eliminating them, the plug-in
finds frequencies that aren’t audible in
the first place and raises their level
enough so that the whole signal gets con-
tinously slammed up to -0.001 dBFS. Be-
cause no audible frequencies are affected,
the dynamics of the music are maintained
faithfully, but anyone glancing at a signal-
level monitor will see a barely moving
needle or a constant red-plasma glow: a
sight to warm the heart of any label or
radio executive.

And, finally, some farsighted (and very
well-funded) developers who truly un-
derstand the future of the music business
are about to release The Ultimate Water-
marker™ “Protection for your precious
assets.”

Three versions of the plug-in will be
available. The basic version, which is free-
ware, places a 64-bit digital word into each
track every 536 milliseconds. This water-
mark, which on a ’scope looks like a tiny
staircase wave piggybacking on a few
audio cycles, is almost undetectable, but
when it is audible, it actually enhances the
bass response of the track, especially if the
track is at 112 bpm. The watermark’s data
encoding is robust enough to withstand
mixing, downsampling, MP3 or AAC con-
version, multiple A/D stages, compression,
multiband broadcast limiting, Dolby and
DTS surround expansion, and being
played through a cellphone speaker.

The 64 bits contain a wealth of impor-
tant musical information: names of the
composer, lyricist, publisher, performing
rights organization, artist, engineer and
producer; and the passport and social se-
curity numbers and library card, video
rental and voting records of all creative
personnel. Also, there’s the recording’s
date and time, studio longitude and lati-
tude, microphone model and serial num-
ber, recording medium, the recording
computer’s IP number, iLlok account ID
and password, and an analysis of the lead
vocalist’'s DNA.

If you want to read the digital water-
marks, however, you need to pay for the
“pro” version: Watermarker DRM™ ($ clas-
sified). Available only in the United
States—and only to individuals who have
never been subpoenaed by the RIAA—Wa-
termarker DRM automatically extracts the
encoded information, displays it and for-
wards it to the appropriate private or gov-
emment bodies. For example, author and



Our wetware is...

publisher information is sent to the Harry
Fox Agency, which ignores it for a mini-
mum of six months and then randomly
changes the title, misspells the composer’s : ) |
name and passes it along (0 ASCAP, BMI, pain relief for your tech nightmares
SESAC, TAX], the DEA, the NRA and/or the
U.S. Copyright Office. Technical and per-
sonnel information is sent to the AES,
SPARS and the editors of Mix magazine,
while information about microphone

® Scared of moving to Mac 0S X? - No problem!

usage is forwarded to the mics’ manufac- 0S X - it's easy to use, includes everything and sounds better too!
turers and their respective ad agencies.
poattialis aot AL ANtk Hfrom the * How about making sense of your network,

major record labels and various black-
budget intelligence agencies, the devel- 5
opers have alsgo come up with a “stealth” sto rage & prOdUCtlon hardware-?
version of the software called Water-
marker Mandatory Deployment (“WMD"),
which Congress is now considering legis-
lation to require in all consumer-elec-
tronic devices. With this software (which
incorporates the “SUI" technology de-
scribed earlier) installed, the IP number of ;
the device playing any recording is trans- We Geek So You Don't Have To!
mitted (using 802.11b) to the nearest Mc- — Seneschal 415.346.7713 www.seneschal'net
Donald'’s, where it is sent on to a central
database that cross-checks it against the
ID of the device that created the record-
ing. If this database doesn’t show a legit-
imate sales transaction between the two
devices, then the software interrupts play-
back and erases the file and then issues a
subpoena to the user.

If the playback device is registered to
a college student, then the software con-
tacts the school’s administrative computer
(with the school’s permission, of course)
and changes all of the student’s recent
grades to “F”s, while revoking his or her
financial aid. An RIAA spokesperson says
enthusiastically of these features: “We
can't think of a betier way of increasing
customer loyalty to our products.”

In addition, any tunes, lyrics or sam-
ples that are known to have been created
by the Dixie Chicks or Steve Earle, or are
in French, or are sung by anyone named
“Ahmed” are intercepted, and the offend-
ing device’s IP number and GPS location
are relayed to the appropriate local law-
enforcement agency’s anti-terrorism unit
and to the Department of Homeland Se-

curity. A high-placed Washington source [

explains the rationale behind the system: N, " lee Them a Sound CheCk
“Keeping track of what everyone is lis-
tening to, everywhere, all of the time, is
one of the best tools we can use for main- The House Ear Institute Invites You to Join Sound Partners™
taining the freedoms that have made this
country great.”

Have a good show. |

untangle your tech bottienecks...spend smart, stay ahead

Listen Longer... Practice Safe Sound
For Hearing Conservation Information Call (213) 483-4431 « www.hei.org

Paul Lebrman isn't paranoid. Yel.
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Mix's Online Reader Service is the quick and

easy way to contact advertisers to receive

FREE product information. Simply go to

www.mixonline.com

Product

heading. From our Online Reader Service page,

you can then select the issues and the adver-

Information”

and select

“Free

under the Resources

tisers you are interested in. It's that simple.

Your request is immediately e-mailed to the

advertiser.

IMPORTANT NOTICE TO READERS:

Reader service inquiries are sent directly to the advertiser, who

is solely responsible for sending product information. Mix mag-
azine cannot guarantee a response from all advertisers.

MIX ADVERTISER SALES REGIONS AND REPRESENTATIVES

Greg Sutton

847/968-2390
gsutton@primediabusiness.com

Htnwe

Albert Margolis
949/582-2753

amargolis@primediabusiness.com

[¥

Michele Kanatous

718/832-0707
mkanatous@primediabusiness.com

Classiieds

Kevin Blackford (west coast
Jason Smith (east Coast)

800/544-5530 or 510/653-3307
mixclass@primediabusiness.com
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@ nutroducing our third generation High Resolution Control Room Amplifiers...
the most transparent, lowest distortion, bighbest fidelity
yet bullet-proof professional studio amplifiers ever built.

m"“gﬁss

LTSl
professional audio

~
\
~

It’s a little known fact that all 911 chipsets are not created equal
We found the fastest.
It's a well known fact that studios do not need another noisy box.
We have no fans.
It is also known t some drives have better reputations than others.
We use the best

80 gig $199.00
120 gig $259.00

See web sight
for current pricing
specs and models

800-932-7524 www.pacificproaudio.com
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MARKETEPFILACK

Master at where music still sounds like music. Where punch,
1GITAL vitality, space, imaging, clarity, warmth and quality
OMAIN ™ cre not just buzz words. We enhance musical ’D z ﬁ [‘
values with specialized techniques invented here.
Unsurpassed mastering quality by Bob Katz. Custom-built hardware and

software. Stereoization, Microdynamic Enhancement. Unique
Processes. Sadie Editing. Tube and Solid-State Analog Recorders. S TUDIO M ANAGEMEN T
CD Mastering is an art. Levels, dynamics, fades, spacing... SOFTWARE .

everything is important to you and 10 us.
Mastered Three Grammy Winners

CD Replication... Booklet Printing... Graphic Design...

Office Studio  Tech

Sessions

Contacts Projects

How to make a superior pressed CD: . . & Events

1) 1X speed Glass Mastering Digital Domain NO— .

2) Quality control 800) 344-4361 in Orlando, FL Librai

35 Attention to detail (=) — = pAaRgSY YOI & Labels Estipment
. . The Definitive, Award-Winning

4) Personalized Service : A — C— .

5) Good, clean packaging and packing Internet CD Mastering Website Commun. Services o ey baintenarce

6) Dependable, on-time delivery hitp://www.digido.com atio 09

Media
Inventory

Purchase ¢

Patchbay
Labels

Samples
& Clip

2a1p, QpinAll, Open Prefeniedy Apouy, AderMinvly Lof ol

Petty Cash Recall

ANCHOR Your Speakers

With
Sound Anchor Stands

SOUND ANCHORS is your first choice when it
comes to speaker stands for your studio. We have a
complete range ot designs to till uny speaker stand
requirements.

The Large Adjustable Stand in this picture fea-
tures adjustable height and il Bt is designed to
support mid to large sized monitors sately. There is
also a special version of this stand designed to sup-
port video monitors

Yovu KNOW yov NEED 1T/
| 2 1.800.450.5740

£
0QV / 1.818.752.3900 Internatlonal

0 2
ﬂ/ J}Rajmedto

Sound Anchors Inc. www.studiosuite.com
Phone/Fax (321)724-1237 el Ginamhormeean Macintosh/Windows compatible & networkable across platforms

Al Pro Audio

sit-to-stand  § ' atlasproaudio.com O

adfjustment

4 Neumann - Mytek - Empirical labs ‘

SO you can . . )
create in Soundelux - Vintech - Millennia

comfort Crane Song - Benchmark - Great River ‘
Bryston PMC - Chandler - Daking

ADK - Pendulum - DPA - Royer... Q
Toll Free 1.866.235.0953

Large Adjustable

£

"

desk systern

. A .
1 R (O - —
r e

affordable

© e Strut your stuff and watch
the projects come a knocking.

biomeorph com. Mix Studio Showcase found monthly in Coast-To-Coast

call for free full line tech furniture catalog 888 302-DESK [8 0 0] EM-E 5 3 0

$
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Anyone who has heard it knows . . .

\\\ﬁ\N VT-4 Vacuum Tube LC Equalizer

D.W. FEARN 0§

www.dwfearn.com

610-793-2526

“lused the new AEA R84 large
ribbon mic on recent sessions for
vocal, electric and acoustic guitar.
Itjust kept on sounding better and
better. It's very bright and open
with an extended low end —
almost condenser-like, but with

smoother highs.”
V% — Joe Chiccarelli
[ (]

producer/engineer

[N

Turna’round

NEWS®NG meoina

teleph number 800-964-DISC

fax number 714-704-1733 + newsongmedia.com
Limited time offer. Please call for de:
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| MEDIA SERVICES
CD/DVD MANUFACTURING

Call today for a frec quote or visit us online.
888.891.9091 | www.mediaomaha.com

What we bave to offer: $1250
*4 Panel Booklet & Tray 4/1 (films included)
*3 Color Disk (films included)
* Distribution through CD BABY (frce sec up)
* Free Barcode

CD's
DVD's
CDR’s
Tapes
Video Tapes

Graphic Design

Posters
Distribution
Low Price Guarantee
Major Label Quality
1x Speed Glass Available

Free Barcodes

Don‘t trust your audiophile duplication needs to anyone else!
Progressive Musi¢ i1 covPLFTE:

www.progressivecds.com | Avail: VISA & | | Full color Retarl Ready Phas. with Inseiis
Master Card trom your CDr & Film
4

2116 Southview Ave. S CD'S (@SSO, N CD'S @ SIS
Tampa’ FL 33606 NEW! \'H()R;‘:‘l]'\\o;{'l' TAIL READA
(813) 251-8093 CD PACKRAGES with 1009 culor inserts printed
on a real offset printing presss
nut soine cheap digital calor copier!?!
t 1 photo & me

L

und in
erse! 100G 3489.00. 200G 3059, 3@ 889

we got your hack —
-~ i
Dieamhire

Dreamhire
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. CLEARSONIC PANEL
SORBER

Absorption Baffles

gw!
LID s&YSTEM
AX12 Height Extenders

Cost Effective
Free Standing
Portable

QUICK & EASY ISO!

ww.clearsonic.com
1.800.888.6360

((LEARSONIC

manutaciusing

Audio Dynamix Mfg., www.cDxDVD.com
170 Coolidge Ave. Englewood, NJ 07621
tel: 201-567-5488 fax: 201-567-5411 ¢ 1-800-455-1589
DVD's Camplete Pazkage Includes fitms, printing,
Direct DVD Box & Pagkaging.
From a costumer suppli T
- 1000....
v 2000
CD_RO'M 5000 ...
CD-AUOIO
CD’s Cemplete Package Includes  €ASSETTE
Films & Proofs, Ly
or 3 color on €D, 1 reference CD, =
4 page cobor Printing 411, Jewel box & Packaging*

500... ....... .$900
1000........... .$1300

*+2) POSTERS

SONIC

Studio

CIRCUS

Scerious Infrastructure

The most comprehensive selection of recording
equipment in the world

SONIC
CIRCUS

Shop online and take
advantage of frequent
buyer benefits. 6t=.0096.93060

www.sonicecirens.com

Use sound
judgment.

[« D] [=] D>

The smart money doesn’t buy until discovering
the great deals at Professional Audio Design.
We have competitive pricing on a huge selection
of new, used and vintage equipment.

All expertly serviced and warranted.

Find out more. Call, fax, stop by or
visit us on the Web. And you be the judge.

Professional
n 6ud|o
esign
Q inc.
ALWAYS A SOUND DECISION

Tel: 781.982.2600 Fax: 781.982.2610
info@proaudiodesign.com www.proaudiodesign.com
Exclusive SSL Factory Authorized Reseller www.UsedSSL.com

I8 \J * : [y .

deal direct & SAUE
Compact Dise Replication

FREE CATALOG or Cassette Duplication
CUSTOM QUOTE Complate Packages

Digitd Muu'cing

(C | ~ssn

M USIC pree "YW Candeusmdcor?

ez oo 000+ 009 = 9155

CD. DWD, CASSETTE. GRAPRIC DESICN
X .OVD AU
BUSINESS CARDS

MANY OF OUR
7" COMPETITORS WILL CHAROE
YOU UP TO 30% MORE FOR
THE SAME PRCKABES!
" LONELY RECOROS HAS A 10%
PRICE GUARANTEE. :
WHY PAY MORE?

& N -
-X-]
8e¢
ana
ee®
23>

»
28y
“
go°

' VHS-DVD TRANSFERS
MAKE A MUSIC VIDEO!
. 1000 BULK DVD $1090

GET A mﬁicnunn
WWW_LONELYRECORDS.COM
1.800.409.8513
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CD CDR & DVD DUPLICATION
1000 retail ready complete CDs, films, glass efc... $1099*
AubDI1I0 MASTERING

One of the top rooms in the NE. Project special: $349
GRAPHIC DESIGN

Professional designer deliver you a look that sells!

INSTANT WEB PRESENCE
Sell products and get info on the web with CDFreedom.com

DVD PRrRODUCTION & AUTHORING
Indie DVD is finally here. We have everything you need!

CAREER SERVICES

Radio Promotion, Publicity, Press Kit Design, Legal Services & more
«from your print ready files, after 10% discount

save $300

(take 10% off any 3 services, up to $100 off each)
COUPON CODE #2003-003XIM call or go to the web for details

MORE MIX SPECIALS: artistdevelopment.com/mix.html

THIS OFFER EXPIRES 10/1/2004 = Fro audio - recording ~ monitors
OFFER MAY END SOONER AT OUR DISCRETION, BUT NOT LIKELY. = Winan keyboards - mixers — computer
D I R et = Appe Pod harcdware - virtual studio software
— - M i
all your career needs at indie-prices one phone call...one company el 2;;%2?‘2” - f?#JEﬁZ’F?Z‘EiZ
and regster elecronic percussion
o - anIStdeveIOPment com POWER TOOLS FOR THE CREATIVE MINO
artist development associates inc. to" 'ree 888-782 2378

B
DMNIRAX SUPPORTING CREATIVITY WITH INNOVATION AND STYLE!

Sonix C24 professional console fumiture for Digidesign's Control 24

The Sonix C24 is designed to provide a beautiful

and functional housing for Digidesign's Control 24

and associated peripherals, combining the best featurcs
of both the Omnirax Syncrgy and MixStation.

The dual cabincet design provides room for

Digidesign Control 24, all HD system hardware,

with a sound insulated cabinet for the computer.

Featuring:

@ 27 wtal rack spaces divided between the two cabincts

# Isolated cabinct for CPU with Plcxigias front door, lined with
Auralex acoustical foam, and fitted with a rcar door and cxhaust fan.
Two space rack rails arc mounted in this cabinet above the CPU section.

o Three-piecc padded wrist rest across the front.

& Onc-piece monitor bridge for ncar ficlds and video monitors.

& Complete with hi-end adjustable computer keyboard / mouse shelf,

# Removable rear pancls

@ Mounted on heavy duty casters for mobility and case of cabling

:
:
1
nighe cabinet rear
with deor open
right cabtner front with door open
P O.Box 1792 Sausalito, CA 94966

800.332.3393 415.332.3392 FAX 415.332.2607

www.omniraxdirect.com info@omniraxdirect com The Indus tI'y Leader in Stu diO Furni ture
B e B T

piceured with
solid mahogany “checks® and top
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WVIAIRK E T ACEK

EMicrophonic solutions for Big

ind Acoustic solo instruments for li udio
Unigue cuctom micrephenss snd mourting syems for
et Woodwinds ond Siings. Endersed by ployers of ofl maskel
vl G, Jezz. Rack and Pop. Coll for o fros brachrs ond

wechicaton. Expesiencs SO Syvms wicrophonss, delivering
4 pore, seursl, dcn soed of your choven butroment.

- Advomcad Sonke Comongl, . & o o oue davut of
8 Syviens inromsss Muaphonss & G 85 ood (onme.

ADVANCED SONIC CONCEPTS, 16

D Bok 237 Chatsworth, Nj 08813 » Ph: (609) 726-9202  Fax: (609) 751-3681
3 Emall: advansonconaearthlink.net

Four Element Tube
Recording Channel

Quartet I

Mercenary Edition

Quartet 11

* Dual Transformer
Mic/DI Preamp

* Passive/Aggressive
Inductor EQ

* Aj Compressor/Limiter

* JFET/MOSFET
Peak Limiter

www.pendulumaudio.com

dor / -
Pendulum Audio (508) 665-9333

* Printing

* Packaging

* Posters

* Promotional Products

* Fast Courteous Service
* Digital Mastering

* Graphic Design

* Film Output Services

TOLL FREE

877.666.0500

CALL FOR
FREE CATALOG
& PRICE QUOTE!

products

consultation

cad design

installation

O—-—-nNnCOO»

construction

KLEIN

www.soundcontrolroom.com
toll free 866-788-1238

ca, lic. #515303

We can help. i
Saigs Menages, Seur Amanca - Sound Resiwosment; US - South West SO 10 - 10 {
mm-mmmwmu'-s.. W

- Bt Post Sroducser. US - ot =D
“Tachrical Sugyont - Signel Processing; US » Sauth West U0 U - e
Techrical Support Eagnesr - Sound Reinkecament; US S0 35 - 5
Technical Manuge - Autho Replcation; S0 -

Interested? Visk the website and contact us to find out more about how we can help you.
At interfacio, we'll make sure the face fits. Perfectly.

sfacio .

Expeneaced industry professionals heiping

careers ard inding the right faces for the job.

web : www.interfacio.com

email 1 minprogressinterfacio.com

telephone : USA 516 705 8374 1ntl. +44 (0) 20 7093 2999
global media technology recrultment

CDs * CD-ROM « CD-R » SHAPED CDs * AUDIO CASSETTES

NEED CDs?

the choice is

STALCLEAR

PDISEC & TAPE

rasteneyperence for over 30 years

- S800-880-0073

visit us at www.crystalclearcds.com

DIGITAL MASTERING « ART DESIGN « PRINTING * PACKAGING

www.mixonline.com ¢ October 2003, MIX 201
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MIX Classified Ads are the easiest and most economical means 1o reach a buyer
Jor your product or service. The classified pages of Mix supply our readers with a
valuable sbopping marketplace. We suggest you buy wisely; mail-order con-
sumers bave rights, and sellers must comply with the Federal Trade Commission,
as well as various state laus. Mix shall not be liable for the contents of advertise-
ments. For complete information on prices and deadlines, call (. 800) 544-5530.

_ Acoustic Products

ITBR‘{‘VTATE‘WLF'OL_o(;;ES SILENCE CASES

Record, Edit, Mix, Master..

\

—y !
. ~-
-

R -
DIFFUSER PANELS
WAVE-FORMS* ACOUSTIC PANELS

800-449-0845

www.vibrantech.com

Attenuation cases keep your PC gear
QUIET and COOL
Muitiple designs available
starting at $429

510-655-3440

Alpha-DST Roominators

Complete Acoustical Control Kit

Acoustical Panel Systems

Mfg. of absorber and diffuser panels

Ifor all Sound reduction applications.
1-800-277-7978

www.acpansys.com

| —

s

Photo courtesy of Ed Dzubak, three-time Emmy winner and enthusiastic REALTR stomer
MINITRAPS - AFFORDABLE ACOUSTIC TREATMENT FOR PROJECT STUDIOS |
Nobody knows acoustic treatment better than REALTRAPS. With MiniTraps we
raise the bar even higher with outstanding performance at a price everyone can
afford. They're Ilghtwelaht portable, easy 1o install, and absorb three times more
than corner foam at 100 Hz. Pure genius. Only from REALTRAPS.

For details & specs call or visit our web site www.realtraps.com

LUl REALTRAPS, LLC = 34 Cedar Vale Drive, New Milford, CT 06776
R EAL T RA PS Tol-froe; B66-REALTRAPS (866-732-5872) = sales@realtraps.com |

202 MIX, October 2003 o  wuww.mixonline.com
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SOUND ISOLATION ENCLOSURES

Celebrating over 12 years of
reducing sound to a Whisper!

Recording, Broadeasting, Practicing

MDL 1021265
{8.5%10.5)

19 Sizes and 2 Levels of Isolation Available

New! SoundWave Deflection System
(Change parallel walls t non-paraliely
Immediate Shipping!
www.whisperroom.com
PH: 423-585-5827 FX: 423-585-5831

AcousticsFirst”
* 888-765-2900

Full product fine for sound
control and noise elimination.
Web: http/mww.acousticsfirst com

IMORUTARES OUNCEREDUCTONIENCTOCURT o

Please call or visit our website for
additional information

541-330-6045
www.VocalBooth.com

SoundSuckers.com
1-888-833-1554

Soundproofing Products & Supplies
*Full fine of Professional booths

*Custom Projects of all kinds

E-mall: sales@soundsuckers.com

SI!.:.ENT

58 Nonotuck St. Northampton, MA 01082

INFO (413) 584-7944 - FAX (413) 584-2377
ORDER (800) 583-7174
info@silentsource.com « www.silentsource.com
Acousticore Fabric Panels « Sound Barrier

Isolation Hangers + A.S.C. Tube Traps

Silence Wallcovering « WhisperWedge

Meiaflex * SD.G. S +» Tecnifoam

LR.P.G. Diffusors « Sonex + Sound Quilt

STEVEN KLEIN

Acoustic products for less.

SHOP ONLINE AT
www.soundcontrolroom.com

" - ——— )
:zz' duanaZidlal ey
 dcousti .“. “ J

$99.99
44 tiles/pack

Corner blocks
FLAME-RETARDANT
(423)472-9410
www.homestudiofoam.com

Series

Any Length
Any Config
or Buy Bulk

fast turn-around

stage
home
schools
churches g
installs

We specialize
in service,
dependability
and price.

Production Supplies
Jireh Supplies stocks a full line
of expendable supplies including:
Duracell PROCELL batteries, Gaffers
Tape, Board Tape, Glow Tape,
Hazard Tape, and many more.

Jireh Supplies
(800) 478-2591
or visit our web site:
www.jirehsupplies.com
gbyce@jirehsupplies.com




] Computer Products ))

Equipment Financing

www.SonicBlade.com $|:499

or call 1-888-507-6863 for latest price

”Ruck-Mount I5C's for Live and Studio

.YAl EQUIPMENT FINANCING

Specializing in Audio ¥ideo £
«No Financials Required
«New & Used Equipment
« Upgrade Existing Leases

We Are Direct Lenders

sit Our v -

AEE ications & iiuallﬁcanons

call: 800 626 LFCI

¢ COMPUTERS FIR MUSIG

We sweat the details, you make the music!

PCs and MACs aptimized fos g
Pro Tools, Steindberg, Sonas, | 5
MOTU and Emagic. )
Call 1-866-WAVEDIGI
or visst
www.wavedigital.com -

Employment

THE SWEETWATER DIFFERENCE:
SECURITY AND A JOB TO LOVE.

While more musicians and audio professionals are discovering the
Sweetwater Difference, it's more important than ever fo mointain the high
standard of customer service that is our hallmark. That's why we're asking
you to join our staff of Sales Engineers.

If you've ever dreamed about o career in the music industry, this is your

opportunity.
. Build reel finendcial o Work with the most
' security respected award winning
o Create a long-term career  team in music retail
in the field you love © Exceptional benefits

We ask o lot from our Sales Engineers, but the rewords are excellent — the
best music retail hos to offer! If you have the enthusiasm ond determination to
play an integral role in the leading compony in music retail, please contadt our
Human Resources Department, or apply online at sweetwater.com/careers.

(800) 222-4700

www.sweetwater.com

uiic lochnp 5335 Bass Road, Fort Woyne, IN 46808

MAKE THE CALL AND JOIN OUR AWARD WINNING TEAM!

When you're contemplating what to buy, thlnk Mlx Classifieds!

(800) 544-5530

mixclass@primediabusiness.com

Equipment For Sale

VINTAGE EQUIPMENT: SSL4064E/G/TR $85k*Neve 8068MKI| 32 input*
Otari Concept Elite 24 channels/48 faders/Eagle auto.$8.5k* AMEK Mozart
56/48*AMEK Big 44 w/virtual dynamics $9.5k*DDA DMR12 32-input
modules, 24 monitors w/eq $13.5k*AMEK Einstein "Super E” 32fr.
24-inputs/patchbay $5k* TridentTSM 32/24 w/Uptown 990*Studer
a-827/820/800/80* Otari MTRI0I&i|*Sony APR24/JH24*Sony 3324/3348*
Lexicon 480L/PCM42* AMSRMX16/SDMX *EMT252/240 Gold Foil*
Neumann U87*{2)Urei Lads* Ampex ATR-102 1/2"*Dolby SRXP24 rack*
Dolby SRSP24*

WE BUY: Neve 1073/ 1066 / 1081/ 1083 * Pultec * Telefunken *Neumann
U47/M49/ UB7/AKGC12*

NEW EQUIPMENT: VINTECH*DEMETER*CRANESONG*UNIVERSAL
AUDIO*DPA*TC*TUBE-TECH*EVENTIDE* QUESTED*LEXICON*SOUNDELUX*
DRAWMER*DW FEARN*MILLENNIA* HHB*DYNAUDIO*

LIST FOR SALE ITEMS FREE*MAJOR CREDIT CARDS ACCEPTED*WE BUY VINTAGE GEAR*

www.harborsound.com
Phone: (781} 231-0095 Fax: (781) 231-0295

THE CASE SPECIALISTS

\FREE CATALOGUE
|
(800) 346- 4638
(831) 583-8328, NY |
(831) 583-1380, Fax
f  Custom or stock sizes.
Our prices can't be beat!

www.Discount-Distributors.com

’\Ivrﬂ'nar\
Jdition
Ao

Quartet 11

Quartct |}

T P

www.pendulumaudio.com

Ejjd‘.quBEL]l
P r
The outlet for the finest new & pre-ow ned
recording equipment anywhere.

www.odysseypros d.com

un
1-800-249-1821

Phone: (978) 744-2001 Fox: (978) 744-7224

0
1

EXCLUSIVE FACTORY AUTHORIZED RESELLER

@leman (516) 334-7109
udio  AES Booth 967

M3PH DAW monitor
TB4 Talkback monitor
SR5.1 Surround level control
coley @colemanaudio.com
www.colemanaudio.com

www.UsedSSL.com

PROFESSIONAL AuDio DESIGN, INC.
(781) 982-2600

wune.mixonline.com o QOctober 2003, MIX 203



Equipment For Sale
SINGERS!7s¢32%

Unlimited Free Backgrounds

from Original Standard Recordings!
Thompson Vocal Ehmmaror"’

VE-4 Free Brochure & Demg

24 Hour Demo/Info Line <

(7T70)482:2485 - Ext 8

LT Sound Dept MX-1 7980 LT Parkway Lithonia uixvi
www. VocalElminator.comig.olMX
Betier Than Karaoke for Over 25 Years!

SPECIALIST

UNDER COVER

Custom Covers and Bags
Speaker Cabinets
Amything!

CONSOLES IN STOCK AND IN IMMACULATE CONDITION. PRICES IN STERLING

NEVE 8078 with FLYinG FADERS £110,000. WITHOUT F/F £95,000.

NEVE VR36 Frame 36 INPUT WiTH FLYING FADERS £38,000.
WITHOUT FLYING FADERS £28,000,

NEVE 1066/1073/1081 & VR & VR LEGEND MODULES POA

NEVE MELBOURNE £12,750. SSL 40406 T/RecaLL £45,000.

EMI 1959/60 cLassic Tuse consoLE PO.A.

Consoles
PRO AUDIO

www.undercovernyc.com
917 237 1535

Gel your gear Under Cover!

ALL EQUIPMENT OWNED BY A.E.S.PRO AUDIO (WE DO NOT BROKER). SEE OUR WEBSITE FOR FULL DETAILS

email: aesaudio@intonet.co.uk www.aesproaudio.com

BAE REPRO 1272 PREAMPS with D.I.

NEUMANN * NEVE * SSL * STUDER * API * HELIOS * RCA * AKG * TELEFUNKEN

$989 Single w/p.s. $1659 Two channel

BAE REPRO 1073 32350 Single w/PS

14300 Hortense Street * Sherman Oaks, CA 91423
818 78402046 FAX 818 78420750
www.brentaverill.com

Brest Averild

ENTERPRISES

Upgrade Your Vocals

with

Vanable /\CDUHtIC ( -ompression™

Pop filters that adjust for the best
combination of pop protection and
sonic transparency BEFORE the
sound reaches the microphone

Get professional sounding vocals
and protect your microphones.

ORDER TODAY!
www.popfilter.com
Popless Voice Screens
Tel:1(800) 252-1503 email: info@popfilter.com

VOLUME

discounts.

From microphones to turnkey
studio systems, we have a
huge stock of new, used and
vintage equipment from over
100 manufacturers. Including
pre-owned SSL consoles. All
serviced and warranted by
our technical experts. Call, fax
or stop by. And hear why our
deals are better.

Professional
y Audio

Design
ALWAYS A SOUND DECISION

Inc.

Tel: 781.982.2600 Fax: 781.982.2610
info@proaudiodesign.com www.proaudiodesign.com
Exclusive SSL Factory Authorized Reseller www.UsedSSL.com

VINTAG

FREE! *89"

More greal deals @ www.pssl.co/mix/
@ AND § IA(§QH~NP

Call today tor a FREE cataiog - 888,472 8500

VINTECH AUDIO

CLASS A MIC PREAMPS MADE WITH'

NEVE™ 1272 COMPONENTS |
www.vintech-audio.com

_call toll free: 1- -877-4-mic- -pre

VT-2 Vacuum Tube Mic Preamp
www.dwfearn.com

D.W. FEARN (]

CLASSIC MICS
FROM RUSSIA

VINTAGE TUBE & FET
Telefunken, NEUMANN
AKG, LOMO, OKTAVA, etc.
TEL/FAX: 011-7-095-250-4200
E-mail: aeg210268@mtu-net.ru
www.valvemics.webzone.ru/

Perfection Music
New and used

Certified Adam and Sony Dealer
and ALL Pro Audio Gear.
Where everyone gets the best deal!

Ph: (330) 699-1976
(330) 699-7090
gabler100@juno.com

Tidepool Audio

gear for the discriminating ear

ADAM Audio
iZ RADAR 24
Microtech Gefell

H(]epooln udio.com 503.963.9019

THE MIC SHOP
TUBE MICROPHONES
BOUGHT/SOLD/SERVICED
Mic Power Supplies & Cables
Bill Bradley: (615) 595-1717
Fax: (615) 595-1718
www.micshop.com

204 MIX, October 2003 * www.mixonline.com



www.SoundBroker.com

NEW & USED * 10,000+ ITEMS LISTED « SATISFACTION GUARANTEE

Linking Buyers & Sellers Together
For Decades — We Buy & Sell For You

If you haven’t been to our site today,
you don’t know what you’re missing!

70 BETSIoHSI0I0S

JoundBroker@3ouncdBro Rer.-3®on

ATR-102 recorders by Michael SPitz - ciass A discrete Aria stectrenics ny David Hill

Your mixes will You need it? We got it.
lhankvnu. TR

717 » 852 » 7700 E!E} - L e .

www . atrservice.com Services, Inc.
Stockhww t new items. Always the largest vmtage mventory

emos available. Personal demos in Detroit and LA.
Call for best pricing: (248) 591-9276

| ALAN SMART COMPRESSORS |
| Rt Hoecoeon l e Il Any Questions?
LIS
|

TO BUY USED GEAR!

C-1, C-2 & Multichannel version ¢
' available in the U.S. 8 exclusively distributed by: —
Sunset Sound, Hollywood (323) 469-1186 y

' www.sunsetsound.com
B E ~ your used equipment, too! |

We list over 700 recording and
live boards, plus mics, amps,
effects, more. We can help sell|

r DDA QMR.......oooiiiierne e $8,200
- *dbx 165a $600
741164 p’lﬂ- 74“6[‘0 CONSOLES FOR SALE | -EL?dA A:\/ATR24 ...... P“bl48—uakti:12k
. L/ ient/Tascam Poriable CK St 0
at'aSproaUdlo-com O SSL 9080 ‘J 80 S@nes Neves cases, processing, complete!......... S70k
P A ’ 60- & 72-channe! Neve VRs
. : Flying Faders or GML
SMVteh""ES’“D;”“'Ja:’: . Contact Gary Belz Those Cheertful Folks at H.T.L.C.S.
:,:ZK?VI:;C%?SU:;: . House of Blues Studios | 1(510) B8 e e 10 758-9999
Millennia Media-Rode... (818) 990-1296 E'“‘a:;i::;ffa@;;i’ﬁj::‘n

Toll Free 1.866.235.0953 —

-]
|

I | Call/E-mail for details & FREE catalog.

TEL (508) 543-0069

www.mercenary.com open 24 hrs

wune.mixondine.com »  October 2003, MIX 205
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THE "X81 CLASS A"

The X81 features an all discrete class A mic pre based
on the classic Neve 1073 module but with a more com-
prehensive 4 band eq similar to the Neve 1081.

1-877-4-MIC-PRE

www.vintech-audio.com

Four channels of 1073 style mic pre's with “"essential
eq", impedance adjustment and DI on each channel.
All for less than the typical price of one vintage 1073!
SATISFACTION WITH ALL VINTECH PRODUCTS IS GUARANTEED ORYOUR MONEY BACK

The Model 473

48kHz thru 96kHz
Completely automated
Incredible reduced price!

Call 800-795-3246 J

Next time you call a
classified advertiser,
let them know you
saw their ad in MIX!

www.sageelectronics.com

sage@sageelectronics.com
(613) 228-0449

Equipment
Wanted

SoundBroker

Linking buyers & sellers together
for all your studio needs

(702) 736-3003

www.SoundBroker.com

“RENTALS AND SERVICE”

Providing The Pro Audio Industry with:
D E S )G N ' Aentals - Pro Audio Rentals
* Systems - Pro-Tools Rentals
F X' Remote Recording Services
Service Center - Pro Audio Repairs
A U D | O - fansFer House - Mutti-Format Transfers

818.843.6555 www.dfxaudio.com 800.441.4415

208 MIX, October 2003 «
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high-end hand-crafted Nashville Audio Connection
CONSOLE FOR SALE mamkﬁicp’as
Ey_phonlx System 5 by SOUTHERN CALIFORNIA Professional Audio Broker
Intuitive operating surface PRO AUDIO SSL e Neve » Studer
2 processing cores NEW, USED AND VINTAGE o
154 input channgls THE LAST CALL YOU'LL www.nashvilleaudio.com
Full dynamics, 24 micpres HAVE TO MAKE! L (615) 847-3798
loads of A/D & D/A ;

Phone: (818) 222-4522
Fax: (818) 222-2248
www.socalproaudio.com

Check Out mixonline.com

Furniture

eonsoies. workstatlons.
.l.’acks

w.argosyconsole.com
800 315.0878 573.348.3333

E-mail your Mix classified ad to: mixclass@primediabusiness.com

gear racks, media drawers

and more
The RACKIT™ Systems
Factory direct since 1984
Free brochure (mention MIX)
Per Madsen Design (800) 821-4883

www.rackittm.com

OIVINIRLAIC 0003323303 415.332.3902

OMNIRAX

STUDIO FURNITURE

with Sidecars

FAX 418.332.2007
www.omnirax.com




SOUND ANCHOR
SPECIALTY AUDIO STANDS
(321) 724-1237
pryepronummre [
oSO Amp raEe seace 'ﬁT‘ﬂ
Srandand & Custom Models | ANCHORS |

www.soundanchors.com

SUBSCRIPTION
QUESTIONS?

Calil (800) 532-8190

—
=

Instruction

Learn the Art of Recording

.. e

Audio Recording
Technology Institute
ORLANDO, FLORIDA

o

+ Extensive Hands-On Training

* Musie, SFX Design, Audio Post

¢ Low Student/Teacher Ratio

* Placement Assistance

* Fimancing to Qualified Applicants
* Accredited by ACCSCT

FEATURING —e—— | MIX TREATER

™
pma3
888-543-ARTI - audiocareer.com

.

* TRAIN AT HOME

Easy Home-Study practical training in
Multi-track Recording Join oursuccessiu

working graduates or budd your own studio

Career guldance , . . Diploma ., . Licensed

: FBEE INFORMATION;

\{ Audio Institute of America
&i 14 4@, Ave, Sulte AL, San Fransieo, CA 9417 |
For visht us at ww.aedioinglilute.com

DVD-A Mastering
AudioCube 5a

1-866-DENOISE

ILISTEN UP PRODUCTIONS
Hear the difference
Mastering $299 (12 songs)

Includes Free Shipping

(909) 662-1024
www.ListenUpProd.com

DRT Mastering

the Analog Specialist
You will have the fat, slkammin’
major-label sound that sells discs.
Or the work is free...

Custom gear. 1st-class results. Free broch
800-884-2576 www.drtmastering.com

MASTERING

Guaranteed to give you
that “Big Label” sound.
www.musichouseproductions.com

L] Full Album...
4 7 Analog & Digital
o Mastering Studict

= }41-800-692-1210

Lsgated & New York_servia

the LS Sice 1988

l g
icrazymastering.com

Complete, 7-effect
CD Mastering Service
Professional, high-quality CD master
delivered to your door for

l under $200

LMG Mastering Lab

Want world-class mastering?
From slammin’, in-your-face
rock and hip hop, to pristine

jazz and classical. 315.492.6854

www.lakewoodmusic.com

Sign up to receive the FREE
Mix e-mail newsletter at www.mixonline.com

Music Products/Software J]

&

Killer “Real” Drum Tracks
from Chet McCraken.
Send me your songs
and you will get the best,
from the best.

GuitarWavs.com

-> Acid Loops <
Unique Original Free Samples

For credits, rates, formats
& info call Chet:
(818) 888-6687
or e-mail:
ddrruumm@aol.com

Records Tapes CD Services

Inesor Media
Stand Alone Duplicators, Printer & CD/DVD Retail Replication Services

200-$1.25, 500-$1.05, 1000-$0.555
2000-50.45, 5000-$0.295
(all prices include 5-clr. & mastering)

Toll Free (866) 943-8551 - www.inesormedia.com

[CDs, DVDs, VHS .«

CD * CD-ROM « DVD « Enhanced CDs * DVD Authoring
Video Editing + Mastering * Web Development Tape Duplication
Design ¢ Printing/Packaging

BUY DIRECT AND SAVE MONEY $$!

1000 CDs $499

Bulk 3 color Silkscreen CD on Spindie!

100 CDs $299

Includes FULL COLOR Insert,Traycard,
direct-on-disc printing, Jewel case and shrinkwrap

Call for FREE
COLOR CATALOG

Seyving the World Since 1985 www.eastcomultimedia.com

EasTc 0 MuLn A Mepia 1_800_365_8273

BMFE

BIG MEDIA FACTORY

1000 ReTALL RSSO QO

LCLUDES: + YOU CHOOSE!

INSERT + TRAYCARD 1 HOUR FREE
MASTERING

-2COLOR DISC
- JEWEL GASE
- BARCODE

- ALLFIEM s P
CHARGES

< 1 HOUR FREE
ON A SSL 6040

slnco 19

1 888 397 8624
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Records Tapes CD Services

M GET A BREAK!

46 PRODUCTIONS

25CD-Rs- $45........ 50 CD-Rs - $88
100 CD-Rs - $150...200 CD-Rs - $290
ASK ABOUT OUR DISCOUNT
FOR ASCAFP MEMBERS
From CD or CD-R master. Inciudes
CD-R in jewei box with text printing on
CD label. Add $35 for other digital
master, $55 for analog master. Orders
must be pre-paid. Shipping not included.
42 W. 557 Hawk Circle
St. Charles, IL 60175
Phone: (800) 850-5423
E-mail: info@46p.com

Visit our web page at:
www.46p.com

VWY I
100 BUUKICDRSI$8 N
100IBASICIEDRS 8129

00 FUCHEOLORIPACKAGE$799
{COU'OR PACKAGE '$ 1194/

Lowest Price
Period!

40,5, 070 REP)

il Raylicy

1-888-256-3472

BALL

5 AL L wwwhallmedia.com

e —

.
'iﬂn@w Records.com

1100 Retail | 1000 Retail

Ds === CDs =o-=

$1.09--| §99--

v < —

1 800-409-8513:

| CD Duplication |

FREE DESIGN

RETAIL READY CDs

MANUFACTURING not CD-R

SAME AS CAPITOL RECORDS
PRINTED BOOKLET

INSERT IN BACK TRAY
2 COLORS ON DISC
SHRINK WRAPPED with BAR CODE
IN-HOUSE GRAPHIC DESIGN
using your files / images 7 photos

ONE PRICE ALL INCLUDED

1000@ $1099

Call Free 888-565-8882
dbsduplication.com

MS2IA WWW MEDIAOMAHE.COM

Our (D & Cass's are
BE“ER & CHEAPER! Package Includes:

- 4 Page, Color
Insert & Traycard

- 2 Golor Disc

(800) 421-8273
Progressive Music

- All Film
- Jewel Boxes
- Free Barcode

0.8

or Get ybr ONLINE QUOTE at: www.healeydisc.com

ohealeydisc
1.888.655.2272

Now get 1,000 bulk
discs for only $490.00!

Hf the quality

SUCKS...

who cares how

cheap it was?

WE DELIVER THE HIGHEST QUALITY
CD AND CASSETTE PACKAGES,

STUNNING GRAPHIC DESIGN
AND HELPFUL CUSTOMER SERVICE.

Call now for a quote that can't be beat!

TOTAL TAPE SERVICES'

(727) 446-8273

www.totaltapeservices.com

+0iSC

tapeanddisc.com
services

duplication

For the best price in CD Replication ...

therg is anly one number you'll need!

1.888.891.9091 (o2 MY prM 010/ F:T;1c Noi0 22 {0] ]

. CD/CASS waST]

Complete Packages! ‘

DD‘&I 800-444-DDA

DIGITAL DYNAMICS AUDIO INC.

CD%
CEDAR RESTOR
~_ GRAPHIC DESIGH

44-DDAI §
o CROADE,

OM AUTH

Fax your Mix Classified Ad:
(510) 653-8171

Musicians-Bands-Studios

compact

HIGH BIAS BULK/BLANK
AUDIO CAS.

CDR’S

QUANTEGY
B BASF MAXBll 2ATDK || £ TDIC or MITSUI BLANK FACE WITH JEWEL BoX [ﬂﬂXE“
CI0un 18/eq.  PERFECT 10-99........ .78 100-499..... 73 5004 ... .68 S
O —— 28/ ea. Diamond/Silver....... .30/ e Mifsui... 60/cc.| | MM BASF
CHROMEC(02 C-94......... 50/ea. || oot 8 e 0| | SONY
Clear Norelco Box/Round Edge .12 / ea. - Tm\y’:ﬂ‘;'/":’. Discounts Taiyo Yuden
MITSUI
A Ll
f Quantegy, Maxell 0)08) auanteoy 4905105 | | KAl
or So - L7 .| QUANTEGYGPY.............$148 T
WAl |2 5% 5= 9% | BASF sM-900.... $145 //%5/
b 347 5640 P QUANTEGY 58.96 MICHELEX
$5.40 5475 S4.20 $4.00 $3.60 $3.10 | WEWILL MATCH ANY ADVERTISED " :
- OR CATALOG PRICE! B cask 58.50 -
All Formats and Brands Available. SONY $8.50 @xml.u:\
Please Contact our Sales Department For the Lowest Prices!!! HHB $7.00 ﬂ
764 5th Avenue, o 2 SKC
Brooklyn, New York 11232 CONTACT US FOR A FREE %
In NY: (718) 369-8273 FULL LINE RECORDING 3/
24 Hour Fax: (718) 369-8275 National Recording Supplies Inc. SUPPLIES CATALOG B &

http://www TAPES.com - e-mail. sales@NRSTAPES.com
TOLL FREE 1-800-538-2336 (Outside Ny Only)
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RECORDING & DUPLICATING SUPPLIES

ARCAL

Audio, Video & Data Storage
Media & Accessories

1-\?,00-272-2591, FAX 650-369-7446
isit our web site: www.arcal.com

CD Replication

COMPLETE PACKAGES with graphics, from
your master and e-file - no film needed. True,
commercial replication (not CD-R), plus direct-
to-plate offset printing for best quality graphics.

We do it all in our plant, so why deal with bro-
kers when you can go to the source?

DMM Vinyl Record Mastering &Pressing
Graphics Design & Printing
One of NYC’s HOTTEST Mastering Studios

Call or email for our Full-Color Catalog:
800 455-8555
email: info@europadisk.com

26 years in the music industry - WE'RE THAT GOOD!

EUROPADISIKSLLC

www.europadisk.com

AMERICA’S BEST CD PACKAGES ~ HANDS DOWN

1000 CD’s Only $1,299.00 Includes:

* Full color booklets ¢ design ¢ film « glass master
* Shrinkwrap ¢ 2 colors on disc * priority proofs

* Free barcode * fast turnaround!

* Manufactured by SONY for the very best quality!

100 CD’s Only $299.00 Includes:

¢ Full color booklets  full color on disc ® design
e Shrinkwrap e priority proofs ¢ free barcode
* Ready in 5 days!

ELECTRIC

800-367-1084

www.electricdisc.com

100 Fup g
Posterg

28

www.TrackmasterAV.com
Toll Free: 888-374-8877
CASSETTES
GRAPHIC DESIGN & POSTERS;

1,0 Stere Ready GDs
1,000 BU”( CDS o Srugloo_ :a:{)ls:m

YOUR 1-s10P SHOP FOR CD, AUDIO & VIDEO CASSETTE PROJEGTS!

DISC & TAPE

OD i 8 8 D — DD 7 :3 www.crystalclearcds.com

DIGITAL MASTERING * ART DESIGN * PRINTING = PACKAGING

We take manufacturing your CD as
seriously as you take your music.

Complete retail ready CD pressing
including all types of packaging, bar
codes, graphic design and film services,
enhanced CD creation, with super pricing
and customer service reps specialized in
all types of music.

Also viny! pressing, cassette duplication,
mastering, short run CD, DVD pressing
and authoring.

We've been doing it for 16 years.

This is what we call

Music
MANUFACTURING
SERVICES

1.800.MMS 4CDS - mmsdirect.com

— "

UFACTURI
=" /i

*.

FREE Guid

Saves You Time and Money!
Contact Us Today:

1-800-468-9353

www.discmakers.com
info@discmakers.com

Y DISC MAKERS

: Yol
SIS -ﬂ;

CD - R DUPLICATION
100 - $1.39 ea.

Wwith Color Inserts 1,99 ea.
(2 Page & Tray )

Price Includes: CD - R, Duplication, Thermal
o Imprinting, Jewe'l Box

f#\\
@ Inserting of cover, &
DUPLICATION Shnnkwrappwd
2 (936) 756-6861

Subscription Questions?

sinig ® ZzZvr

Call (800) 532-8190

7 wuw.mixonline.com o  October 2003, MIX 209



MIxurNe

Sign up to receive
the FREE Mix
e-mail newsletter!

Mountainside Studio Retreat

on 5+ treed acres. Beautiful 1,972-sq. ft. log home
wi/tielines to detached 320-sq. ft. control room/vocal
booth. Incredible views. $196k firm. For photos & details,

call David.
(509) 258-6898
or e-mail: swinghut@icehouse.net

Theatre & Recording Studio For Sale - Dobbsferry, NY

Westchester County, In the quaint village of Dobbsferry, NY by
the Hudson River. Extremely spacious and up-to-date 100 year-old
theatre, and 24 track Pro Tools HD3 recording Studio, floating
isolation booth for drums plus music store & additional income,
3 Retail Stores. Price $3,250,000.

North American Realty
Gena DiDonato

BOSTON AREA RECORDING STUDIO
FOR SALE OR LEASE
Live & work in this unique 3BR, 2.5BA home w/ isolated
recording facility! Control Room, Main Studio, Vocal
Booth, 2 Iso areas, Artist lounge, Tech & Storage areas.
Private location, pool & other amenities. Call for more
information! $1,500,000.

Contact: Patrick Crowley
Crowley Marquis RE
(508) 759-4430 x14
www.marquisrealestate.com

(914) 967-5600 x 223

5,000 sq. ft. Nashville Studio

complex with pedigree of many hit records. Four
studios, offices, client lounges and excellent down-
town location. Cost us $1.5 million to build, willing to sell
for $725k —some equipment included.

Serious inquiries only.
(615) 320 - 1444

NYC Recording Studio For Sale
Chelsea. Cntrl room 20x30, live room 35x45. SSL6056E,
2 iso-booths.7’ Grand Piano. Exceptional acoustical design,
central A/C, 48 trk analog/digital. Racks of classic gear, lots
of vintage mics etc.Turnkey opp. Studio is fully functional
& active.Take over lease for real estate. With or w/o offices
& reception area. Pricing avail. for various configuration.

Call Marshall @ (212).255.5313 for info.
www.russograntham.com/studio_a.htm

SoundBroker

Linking buyers & sellers together for all your studio needs.

(702) 736-3003

www.SoundBroker.com

‘ .
VOYAGER SOUND INnC.

“Mix readers are like GraphiMix users—
they are innovative and want only the best!”
—Kris Krug, VP Engineering, Voyager Sound

pictured with Doug DeVitt, President

Check out
Mix magazine!

Subscribe Today!
(800) 532-8190
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Over
30 Mics
to AudmOn
in Our Mic

e www.l_),hp oto,,\,ndeo.co
l Dk i alits e "‘-I".’ré . . - SR R
For Orders & Information Call: : L ihran (i Ly i
800-947-5508 420 Ninth Ave.
In NY 21 2-444-6698 ' New York‘, NY 10001

Store and Mail Order Hours:
Sun 10 00-5:00 * Mon.-Thur. 9: 00-7:00 ° Fri. 9: 00 2:00 ¢ Sat. Closed




MOTU Studio

Native

Run DP4, MachFive and
a world of third-party plug-ins
on the fastest personal
computer ever

MOTU

www.motu.com

Power Mac G5

The world’s fastest personal computer

Your all-native MOTU desktop recording studio just got bigger. A LOT bigger. The new Power ilac G5 is
like doubling your studio’s square footage, and then adaing several additional floors stocked from top to
bottom with virtual gear. Run more virtual instruments, more plug-in effects, more tracks, more busses,
more processing, more everything than you ever thought possible. Yes, it's time to bask in the giory of your
MOTU native studio. Starting at just $1999, the G5 Tower transforms DP4 into a production powerhouse.

Digital Performer™ 4.1 and MachFive™

Maximize your studio with MachFive and a world of MAS and AU plug-ins
Digital Performer Version 4.1 is now shipping with virtual instrument tracks and support for Audio Unit
(AU) plug-ins, the new standard plug-in format for Mac OS X. Dozens of plug-ins are already available, with
dozens more appearing on the scene every month. Enjoy unprecedented universal compatibility and
interoperability with a G4- or G5-driven Mac OS X experience, thanks to Digital Pertormer's full adoption
of all Mac OS X audio and MIDI standards. Now add MachFive, the new universal sampler plug-in Consolidate
your Sample Cell, Giga, Kurzweil, Akai and other sample libraries and put them at your fingertips in MachFive.

Trilogy™ — Total Bass Module™

The world’s first Electric, Acoustic and Synth Bass Instrument

Trilogy is an awesome triple-threat plug-in instrument that integrates a custom three gigabyte core library
of hundreds of brand new acoustic, electric, and synth Bass sounds with a powerful user interface. Create
your own sounds! Produced by Eric Persing, it overflows with earthshaking, cone-blowing, subsonic sound.
“True Staccato” for realistic repeated notes, Minimoog™ style legato triggering, multimode resenant filters
for both independent layers. $349 for MAS and Audio Units.

MOTU NATIVE POWER » CALL SWEETWATER 800-222-4700

THUSIU LCCTHY Y UITCCL

800-222-4700
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Altiverb™ sampled acoustics processor
The ultimate ‘must have’ reverb plug-in for DP4 on G4/G5 systems
Showered with acclaim since its debut, this legendary reverb plug-in is now shipping for your
' ’ DP4 and OS X desktop studio running on a Power Mac G4 or G5. Breath the unsurpassed
’, ‘ ' : realism of real acoustic spaces into your mix: halls, cathedrals, studio rooms — in stereo and
- 5 MAS quad (surround) configurations. Download a constantly growing library of world-ciass acoustic
""‘" ~ "_ spaces, at no extra charge, such as LA recording studios, historic French cathedrals, and
i ‘Tin P _.-.‘ > = ) world-class European concert halls. You can even sample your own spaces. The critics say:
! ," l"ﬂ.( AU “Altiverb is quite possibly the best-sounding reverb available, bar none.”

" — Pro Audio Review, Nov. 202
e
’/ s “Hands down the most natural-sounding reverb plug-in around.”
I

— EQ Magaz'ne, January 200@

J—

f

“Altiverb Produced results that eclipsed anything I'd heard before.”
— Sound on Sound, May 2002

“altiverb is flat-out the densest and smoothest native reverb I've ever heard.
Moreover, it out-performed an assortment of hardware reverbs 1 had on-hand
for comparison.” - Electronic Musician, Otcber 2002

8§86 L Ik

www.sweetwater.com ¢ info@sweetwater.com ¢ 800-222-4700

€003 Sweetwater, Inc.




Digital Performer 4 interactive training
Cool School Vol. 6.1 DP Basics, Vol. 9 DP4, Vol. 10&11 Plug-ins
Check out the latest Digital Performer 4 and plug-ins interactive training products
from Cool Breeze Systems. If you prefer the “show me" style of learning, then the
Cool School Interactus training environment is for you. CSi products include hours
of concise, well thought out movie tutorials with “before and after” audio examples,
G =1 | ggese e s?ftware click-state
simulations, a huge
DAW-related
glossary, and built-
in quizzing. Beware:
you may dig it.

ALPIRIORMER 8| | PL L G -1 s ||(WAVES PLUG-INS)

B1o1vas auste voarnias [|0reivas asare vansmian || oroiras asere veainine

Antares Auto-Tune™ 3 and Filter™
Two new MAS plug-ins for DP4 — a classic and something new

Antares brings two essential plug-ins to your DP4 mix. The legendary Auto-Tune is
the “Holy Grail” of pitch correction. The all-new Filter™ plug-in delivers filter effects
like you've never heard!

Mackie Control Universal & Extender
Automated hands-on control for the DP4 studio

Imagine the feeling of touch-sensitive, automated Penny & Giles faders under your hands,
and the fine-tuned twist of a V-Pot™ between your fingers. You adjust plug-in settings,
automate filter sweeps in real-time, and trim individual track levels. Your hands fly over
responsive controls, perfecting your mix — free from the solitary confinement of your
mouse. Mackie Control delivers all this in an expandable, compact, desktop-style design
forged by the combined talents of Mackie manufacturing and the MOTU Digital Performer
engineering team. Mackie Control brings large-console, Studio A prowess to your Digital
Performer desktop studio, with a wide range of customized control features that go well
beyond mixing. It's like putting your hands on Digital Performer itself.

Native Instruments B4
This virtual instrument classic is now available for DP4 as an AU

The B4 is anather classic keyboard from the 20th century which Native Instruments
brings into-the studio and onto the stage of the 21st century. The B4 is a complete
virtual tonewheel organ, capable of reproducing in authentic detail the sound of the
legendary B3 organ and rotating speaker cabinet, including tube amplification and
distortion. Beneath the atiractive, photo-realistic vintage-looking graphics operates
an up-to-date audio enging, with perfect sound and lots of options for fine-tuning,
all with full MIDI automation. This instrument is a must-have for every DP4 studio.
Includes a full set of 91 tonewheels, photo-reahstic graphics in the original look, full
MIDI automation and marny options for easily fine-tunfing the sound.

I "'lHI.LlJI.HlNJI.IJHNUJI.HJIHHMI
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Mackie UAD-1 Powered Plug-ins
Accelerated effects processing for DP4

Install a UAD-1 card in your Mac and then run dozens of sophisticated effects plug-ins
inside Digital Performer without bringing your Mac to its knees. What's the secret? UAD-
1s a custom DSP-equipped PCI card. It's like adding an extra $20,000 worth of effects
gear to the dozens of native plug-ins incuded with DP. UAD-1 ships with a growing list
of powered plug-ins, inciuding Nigel, a complete palette of guitar tones combined with
every effect a guitarist ceuld ever need. Authentic vintage sounds include the Pultec
Program EQ, a stunningly reafistic recreation, and the1176LN Limiting Amplifier and
Teletronix LA-2A Leveling Amplifier, two more anaiog classics reborn inside Digital
Performer. Appiy liberally with host CPU cycles to burn.

-awvn

MOTU NATIVE POWER ¢ CALL SWEETWATER 800-222-4700
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TG Electronic Restoration Suite
Ground-breaking audio restoration plug-ins for DP4

TC Electronic revolutionizes audio restoration with the new Restoration Suite for the
PowerCore platform. Powerful, fast and easy to use, this bundle of hi-ena restoration
plug-ins provides descratching, denoising and declicking for the most critical
applications in audio restoration. The descratching algorithm, based on a ¢ollaboration
between TC Electronic and Noveltech from Finland, employs a breakthrough first-
to-market technology and delivers incredible results. Both the Denoiser and Declicker
plug-ins are based on TC's many years of experience in the field of restoration, now
with extended functionality. Restoration Suite is one of the first hybrid plug-ins,
utilizing CPU and PowerCore DSP processing at the same time to combine the best
of both worlds for optimal sound quality and best real-time results.

Glyph Technologies GT 308
Uttimate backup and storage for your MOTU desktop system

The Glyph Technologies GT 308 is the perfect all-in-one storage and backup solution
for the MOTU desktop studio. A 3U rack-mount eight-bay enclosure, the GT 308
comes with up to six hot-swappable GT Key FireWire drives, perfect as target drives
for multitrack audio recording, storing your MachFive soundbank folder or temporary
archiving of your DP4 projects. The right-hand expansion bays offer options of AIT
backup, SCSI hot-swap receivers, DVD-R/RW and/or CD-R/RW. Like other GT Series
solutions, the GT 308 features QuietMetal™ for ultra-quiet performance and Glyph's
Integrity™ FireWire hot-swap technology to ensure the best reliability and performance.
Included with the GT 308 is the GT 051, a tabletop hot-swap enclosure that makes
content more portable and expansion easy.

BIAS Peak 4 —4 Is More
The ultimate waveform editing companion for DP4 and MachFive

Burns redbook CD's directly. Reads/writes MP3, MP4( AAC™), 24 bit WAVE & more.
Batch process dozens or even thousands of files. Ultra fast waveform editing now
even faster. Launch directly from DP4. Unlimited undo/redo with graphic edit histories.
Unique DSP and looping tools like the stunning new sample based ImpulseVerb™,
Change Duration envelope, Harmonic Rotate, Bit Usage graph, Grid Markers from
Tempo, plus Repair Clicks, Loop Tuner™, Loop Surfer™, Guess Tempo™, Duplicate,
and more. Improved Region Cross-fade Editor and new Content Drawer. Hot swap
real-time effects using Peak's includec Vbox™ SE VST matrix. Supports Audio Units
and Core Audio. Optimized for Mac 0S X, multi- processors, and the Altivec G4
Velocity Engine. Includes new Squeez™ pro compressor/imiter, Freg™ EQ, and more.

- A morTwm m. om o
——

ADAM Audio P11A Studio Monitors
Two-way shielded active monitors for your MOTU studio

With groundbreaking innovation in electro/aceustic transducers, no-compromise
design, superior materials and the same A.R.T. (Accelerated Ribbon Technology)
folded ribbon tweeter found in all ADAM monitors, ADAM's P11A two-way shielded
active monitors deliver your mix with astonishing clarity. Connect a pair to the main
outs of your MOTU 828mkIi FireWire audio interface — or any MOTU I/0 — to hear
your mixes with unique imaging and outstanding transient response at a very attractive
price point. Europe’s “Keyboards™ magazine held a studio menitor shootout between
no less than 25 professional monitor systems, and the ADAM P11A’s came out at
the top of the heap. One listen, and you'll be hooked, too!

@ ADAM



Ina-GRM GRM Tools ST
Having Fun With FFT-Based Spectral Analysis

N RM Tools ST (Spectral Trans-
(J form) adds four exceptional
processors—Contrast, Equalize,

Freq Warp and Shift—to a plug-in family
already packed with winners. Although
these FFT-based plug-ins are at their most
powerful when used subtly, they practi-
cally dare you to attempt the outrageous.

HAVING A BALL WITH A STRING

One of my favorite features of the GRM
Tools plug-ins is the ability to interpolate
between presets. You can do this manu-
ally with the SuperSlider or automatically
by clicking a Preset tile. Once you have a
few choice presets, you can set the rate of
change between them from instantaneous
to 30 seconds. But you can also exercise
real-time control over the changes for im-
provisatory adventures in processing. For
this kind of work, I often use Shift, an ex-
ceptionally powerful frequency-shifter
plug-in, which features a controller called
the Elastic String.

When you hold down the Command
key while moving the mouse away from
Shift’s Scale/Shift icon, the Elastic String
appears between the cursor and the icon.
Immediately, the icon will begin traveling
toward the cursor’s position. The longer
the Elastic String, the slower the icon
will move. This effect allows you to try
out different processing trajectories
through space in real time. If you like
what you find and want to automate i,
then you can save each point as a preset
and morph between them.

You can also keep the Elastic String to
a minimum and quickly tow the icon
around the frequency field on a short
leash. When you find a resonant place or
sweet spot, the short leash allows you to
easily circle around it. Remember to keep
your CD recorder going when you work
this way, just in case you find something
special.

If gradual changes aren’t working for
you, then you can make the Scale/Shift
icon jump immediately to any position
in the frequency field by clicking any-
where in the field and moving the cur-
sor slightly. This is a great trick when
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you have a loop going

BY LAURA PALLANCK

and you want to radical- f
ly change its sound to
the beat.
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COMPARE

AND CONTRAST

The Contrast plug-in is a
compressor, expander that
analyzes your audio in-
put’s frequency spectrum.
The plug-in's GUI lets
you manually determine

the comparative ampli-
tude levels of the strong-

GRM Tools

Contrast

est (the slider marked S),
average (the slider mark-
ed M for medium), and
weakest (the W slider)
parts of the spectrum. You
can hone in on the frequency area that
you want to modify by moving the verti-
cal delimiters around the target spot. Low
frequencies are to the left, and high fre-
quencies are to the right (see above). The
position of and distance between the hor-
izontal delimiters determine the relative
strength of each part of the frequency
spectrum.

Contrast is a great plug-in for mastering-
type jobs because you can use it to locate
and enhance the weaker parts of the
spectrum and bring out lost detail. You
can also use it to soften and smooth out
edgy and over-the-top aspects of an
audio file.

THE SWEET SPOT

Contrast is also a wonderful tool for find-
ing and exploiting resonant elements in a
rhythm track or loop. Begin by narrowing
the vertical and horizontal delimiters to
their extreme positions, as well as maxing
out the level of either the weak- or
medium-amplitude controls. Next, hold
down Shift, click within the vertical band
and slowly move your mouse while lis-
tening for resonant peaks or interesting
rthythmic artifacts. If you find something
you like, then save the position of the de-
limiter bands as a preset by holding down
the Command key and clicking on one of

www.mixonline.com

The Contrast plug-in, from the GRM Tools ST bundle, allows you to
pinpoint weak parts of an audio file’s frequency spectrum and bring
them info the foreground,

the numbered Preset tiles. Repeat this sev-
eral times until you've built up a bank of
presets. Don't forget to move the position
and width of the horizontal bands as you
work, because their placement is just as
important while you are looking for in-
teresting sounds.

Once you have a handful of presets to
work with, set the timing slider to a low
value so that your presets change quick-
ly, but not quite instantaneously. Now,
toggle through your presets in time to the
loop so that different aspects of it pop out
to the beat. Gradually increase the inter-
polation time to greater values until the
rate of change locks in with the music
over large phrase lengths.

RANDOM-NUMBER X

A couple of interesting features added to
the native Mac OS X version of GRM Tools
ST are the randomizing presets. Preset 15,
for example, changes your current set-
tings by 10% in a randomized fashion.
This is useful if you're looking for inspi-
ration, but only in small doses. On the
other hand, if you're looking for a radical
change, preset 16 will randomize your set-
tings completely. |

Laura Pallanck wishes to thank Ben
Chadabe for assistance with this article.



24/96 hard disk recording
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It's hard to perform your best when you spend half your time
rebooting. What you want is a system that can keep up with you and
deliver stunning sound time after time. Is that really so much to ask?
Well that's exactly what you get with the Alesis ADAT HD24XR hard
disk recorder. The HD24XR is ready to go with all the connections
you'll need—forget expensive cards and cables. And exclusive FST
technology means you'll never need to defragment a hard drive. Make
music instead. Discover how simple professional 24/96 performance
can be with the Alesis Recording Series.

o
-

B - o=~
® S o7 ¥

MasterLink ML-9600 Moster Disk Recorder

ADAT HD24 24-Track Hord Disk Recorder
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* Universal compatibility
Supports all major plug-in formats, host applicaions, soundbank libraries and
sample formats, from Giga to Sample Cell to Akai to Roland to Kurzweil.

* Plug-in convenience
Open MachFive directly within your host software. Save ail MachFive settings with
your audio sequencer projects for 100% recall. No separate files or settings.

* Advanced built-in real time waveform editing
Draw cross-fade loops while the sample plays in the context of your music.
Apply destructive edits. Normalize, fade, reverse and process.

* Built-in effects processing
Dozens of effects are included. Save up to four effects with each preset as part
of the preset. Work with a staggering 85 discrete effects paths and 136 effact slots.

* Subtractive synthesis engine
Work with six filter algorithms and three separate envelopes. Automate cutoff
frequency, resonance and drive. All powered by the award-winning UVI engine.

¢ Support for surround and 192kHz audio
Design, load, edit and play 5.1 surround samples,

* Now shipping for Mac OS



