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Every bit you add doubles the resolution of a
digital recorder. Compared to 16-bit
Sormats, ADAT Type II's noncompressed,
linear 20:hit recording offers a wider
dwiamic range, less quantization distortion
at low levels, more headroom and even
lower noise. Result: detailed, fidl-spectrum
aidia fidelity that far exceeds the quality
of any analog recorder.

Don't get fooled by the science fiction
of sume “24-bit” recording systems
Just read the fine print: the stateof-theurt
ADAT Type 1l recorders offer audio
specs that rival any 24-bit system,
without resorting to tricks like data
eompression or track sharing.

While the rest of the world is trving to figure out the
{inal frontier of recording formats, vou need to make
a decision. What's the Dest choice today that will
keep you ahead of the game tomorrow?

The answer: ADAT Tvpe 1L It's the next generation of Alesis’
award-winning digital audio technology that combines the
proven power of ADAT with the astonishing fidelity of
true 20-bit linear recording.

With the new XT20", you get a serious improvement on the
world standard for professional recording. The new EX20"
is the most affordable ADAT ever made. Both provide all the
real-world qualities that made ADAT the most popular
professional recording format: modular design. efficient
tape-based media aned complete compatibility with over
110,000 ADATs around the world. lus, as the only modular
digital multitracks that write 20 hits to each track of tape, the
new ADAT Type 1l recorders offer audio quality that's
niiles ahead of any 16-bit system, period. And with the
introduction of the ADAT-PCR" interface card.
you get the advantages of nonlinear editing on
vour Mac or Windows' computer seamlessly
integrated with ADAT format recording.

Most importantly, the intuitive ease-of-use, comprehensive

features and incredible afjordability of the ADAT Tvpe I

systems put no limits on vour creativity. Because, after all,
the iinal frontier is really your imagination.

TYPEII

There are over 110.000 ADATs i us

today. and the new \DAT Type I recorde

arc compatible with ail of thesn. The

XT20 and 1.X20 will work with your

t6hit ADAT tapes and vou can combi,

the Type Il recorders in a system with
any model of older ADAT.

I you think wipe isn't as advaneed
as other removable recording
wedia, thivk again. Yoncd need
mare than 30 Zip' disks to equal
the 3.4 gigabvtc storage cabacity of
Jusi one inexpensive ADAT tape.

For mere information on ADAT Type 11, the X120, the 1.X20 and the PCR, see rour Authorized Alesis [dealer.
Or cali 800-5-ALESIS to order the ADAT Type 1l Systems video and brochure (84.95 for shipping and handling).

® Alesiz and ADAT are registered trademarks; XT20, 1.X20 and PCK are trademarks of Alests Cogporation. Mac is a trademark of Apple Computers.
Windows is a trademark of Microsoft. Zip is a trademark of lomega.
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20-BIT TAPE
RECORDER

® The V-Eight is an 8-channel, 20-bit digital recorder in the ADAT" II format with S-VHS cassettes.
® Backward compatibility with 16-bit systems; up to 60 minutes of linear 20-bit audio recording.
® Rugged, three-motor professional tape deck with gentle tape handling and rapid access.
® Integrated Monitor Mix function permits simultaneous headphone and monitor mixdown.
® Aux track I/O: additional input/output for audio in JOG/Shuttle mode.
¢ Digital I/0: 8-channel Alesis™ optical I/O (ADIF); optional 8-channel AES/EBU-3.

¢ Eminently designed for world-class studio recording.

STUDER

PROFESSIONAL AUDIO EQUIPMENT

H A Harman International Company

Nashrille: 615/360-0465 N York: 202807-037" Los Augeles: 818 703-1100 Canada: 4165101347 Worldwwide: Regensdort. Switzerland ++41 10) 1 870 73 11
Foail: studerinfo@harman.com Web: hup:tiis.cunee.chstud.
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Clean Up Your
Listening
Envirnment

——

FOR THOSE WHO KNOW

REVEAL

Tannoy/TGI North America®300 Gage Avenue. Unit 1 #Kitchener, Ontario, Canada N2M 2C8 #519 745 1158 » Fax: 519 745 2364 » Web site: hittp:/frwww.tannoy.com
TOLL FREE DEALER ORDER HOT UNE (FAX): 1-800-525-7081
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Field Test: HHB CDR-800 Professional CD Recorder
hy George Petersen

Preview/Hot Off the Shelf
Hardware and Software for Audio Production e =

Field Test: E-mu EOS Version 3.0 Emulator IV
Operating System Upgrade by Alex Artaud

Field Test: Pro Tools |24 Audio Production System
hy Larry the O

N

Field Test: Joemeek VC-2 Tube Channel Mic —— - PAGE 42
Preamp/Compressor/Enhancer by George Petersen BEPARTMENIS
Field Test: KRK Systems Exposé Series E-8
Bi-amplified Studio Monitor by George Petersen 8 From the Editor
LIVE SOUND 0 e
12 Current
“The Lion King” Roars on Broadway
by Eric Rudolph 16 Industry Notes
Product Hits From NSCA by Mark Frink 212 Coast to Coast (Includes L.A. Grapevine, NY Metro
Report. Nashville Skyline, Studio Spotlight:
The Summer Touring Scene hy Mark Frink Sheryl Crow and Globe Studios, Session Spotlight:
Al Di Meola, Sessions & Studio News)
Tour Profile: Tom Jones by Gregory A. DeTogne
226 Studio Showcase On the Cover: Founded in 1995,
. SRS > To11 11700 bicoastal music and sound
All Access: Joe Satriani by Steve fernings design housa HUM relacated its
232 Ad Index/Product West Coast headquarters last
Club Spotlight: Birdland, New York City Information Card fl,:zd‘?h:gzs:mb?;%% ,r: T:é
by Eric Rudolph midst of Santa Monica’s boom-
. ing Colorado Ave. past-produc-
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including Weiden & kennedy and
PAGE 199 243 Classifieds BBDO, among others. For more

on HUM, see the “Cass of '98,”
page 42. Photo: Toshi Yoshimi
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‘Marcus/Mark Bryan-Brown.
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The only 24;

W advam:ed te@nology & premium components,

A fter you've gone
store-to-store, checking
out mixer after mixer,
they can start to appear
pretty much alike.

W But if you could “look
under the hood,” you'd
discover that all 4-bus
mixers aren’t created
equal in many critical
areas. These impor-
tant differences
can affect sound
quality, noise
floor, mix head room
and durability.
M Greg Mackie initially
intended the SR24+4 to be
a very competitively
priced live sound mixer.
I8 But having been a
Musician On A Strict Bud-
get himself, he knew that
few bands have the bucks
for a separate studio
mixer. So instead of cut-
ting corners, he made the
SR24+4 a “downsized”
Mackie 8¢Bus with much
of its circuitry and many
of the same cool features.
The result is a compact
console with premium
mic preamps, natural-
sounding equalization,
ultra-low noise floor and
EIGHT tape outputs. just
the thing for recording
demos — or whole albums
— on a limited budget.

Call toll-free for a
comprehensive tabloid
brochure or log onto our
Web site for the full story
of the SR24+4 and its big
brother, the SR32¢4. They
look good outside. But
more imporant, they
SOUND good inside.

I Flexible, creativity-
enhancing equalization.
Mono mic/line channel’s
swept midrange has a super-
wide 100Hz-8kHz sweep range
{ and a broad, natural -sound-
ing 1.5-octave wide curve
{shown in green below). Low
shelving EQ is fixed at 80HZ
{shown in blue); high
EQisat
12kHz

{yellow)

Plus you
get a sharp,
18dB per
octave low-cut

I Six aux sends per chan-
nel. Auxes 1& 2 are pre-fader
{for live sound monitors).
Auxes 5 & 6 are post-fader
{for studio effects). Auxes

3 & 4 are switchable to
either pre or post so

you can always have

four of the kind

you want most.

filter that lets you ——

use the Low shelving
EQ to enhance vocals,
floor toms, etc. without
boosting unwanted
mic thumps and
stage rumble.

VERY useful.

£
A
4
Y/

” In-

place stereo —=

solo on channel

strips & sub buses.

Master section has solo level
control & AFL/PFL global
mode switch.

® 60mm logarithmic-
taper faders. Many conven-
tional faders “give up” about
34 of the way down. Fades
sound sorta like this:

LA LA LA LA LALAuw..w 7
The log-taper faders on the
SR24+4 and SR32+4 have
extra screened resis-

tance elements that
provide a linear-

sounding fade,

throughout

the full travel

of the control.

Something like this:

LALALALALALALALALALA
Your LA LAs may vary.

o
Lok

r

-
Special
pan controls
maintain the same
apparent loudness
even when you pan a
channel hard right or
hard left — a must for
accurate studio mixes.
[ Super-twitchy Signal
Present LEDs on every chan-
nel are so responsive that you
can differentiate between

vocals, rusty chainsaw samples,

percussion, etc. All channels
also have an overload LED.

mixer

M Trim control has a10dB
“virtual pad” that tames ultra-
hot line inputs; 60dB total
gain range lets you boost
timid vocalists and low
level line inputs.

Solo LED on every
channel.

% Ultra-high “AIR” EQ on
submix buses centered at
16kHz. As one magazine
review put it, “The AIR
controls turned out to be effec-
tive in adding top end clarity...
it’s almost an ‘exciter kind of
effect, except without the
harshness.”

Also available in a famil_y-size 32-channel quel 1=y
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|
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guts 1

strip in publie.

ﬁ SR2404 is equally at home mthi? recording studio or on the roz

W Solid, cold-rolled steel
chassis. Not aluminum or
plastic. Monocoque design

— resists flexing and bending.

# Gold-plated internal
interconnects remain corro-
sion free for perfect electrical
contact, even if used repeat-
edly in industrial sections of —
New Jersey.

W Sealed rotary controls

keep out dust, smoke

and other airborne
schmutz.

I Ultra-wear-resistant
fader wiper surface
derived from automotive
sensor technology won't

develop “the scratchies”

even after years of use.

™ 100% genuine name —
brand electronic parts
throughout. Nuff said.

|

W Large, high-current
internal power supply
lets us use YLZ®(Very Low
Impedance} circuitry at criti-
cal points in the SR24+4 and
SR32¢4. VLI ®significantly
reduces thermal noise and
crosstalk by using extremely
low resistor values in certain
circuits. This innovative tech-
nique is normally only used in
mega-expensive consoles,
because it requires VERY high
operating current. Which
requires a robust, high-current
power supply. Which is why
we spent the extra money to
build one into SR Series mix-
ers. Live or in the studio,

e | - you'll hear the

- difference.

Ad-
vanced
surface
mount tech-

reliability and lets
us stuff more stuff
into less space.

10 Extra-thick
double-sided/thru-
hole-plated fiberglass
circuit boards. This big
mouthful of adjectives really
DOES make a big difference...
in terms of reliability AND
sound quality. The expensive
thru-hole plating process
maximizes etectrical conduc-
tivity and eliminates the
possibility of intermittant
contact. The SR Series’ flex-
ible fiberglass main board
soaks up downward impacts
that would shatter brittle
phenolic circuit boards.

In the U.S., phone 800/898-3211 » Outside the U.S. 425/487-4333
Web: www.mackie.com  E-mail: sales@mackie.com ¢« NASDAQ: MKIE
CIRCLE #004 ON PRODUCT INFO CARD

nology increases

o All inputs and outputs
are balanced* to eliminate
hum and allow extra-long
cable runs (they can also be
used with unbalanced connec-
tors). Tight-gripping 1/4” jacks
are solid metal; XLR’s are
genuine Neutrik®s with inter-
nal ferrite beads to reduce
radio frequency interference.
* except RCA-type tape jacks
and channel inserts.

B Low-noise,
high-headroom

1 Double tape outputs
eliminate repatching
during tracking. Okay, we'll
be the first to admit that eight
buses are a nice feature. But if

diSerete mic you're on a tight budget,
prearmps. (t can the SR24+4% “double-
be argued that the bussing” feature is a

great solution (and
besides. how many
times do you
REALLY track more
than four channels to tape
at a time?). Each of the
SR24+4/5R32+4's four submix
buses feed two different
outputs. For example, Sub Bus
1feeds Tracks 1and 5; Sub Bus
2 teeds Track: 2 and 6, etc.
Instead of repatching you
route the bus’ destination by
what tape tracks you put into

preamps are the most impor-
tant part of a mixer —
whether you'e recording in
the studio or running a sound
reinforcement system. They
must be accurate and free
from coloration..yet be able
to handle screaming
vocalists and close-
miked kick drums
without overtoading.
And, they have to be
ultra-quiet. Nowa-
days, we're not the only

ones to claim our mic Record.
preamps are “studio-
grade” So weinviteyouto  — headphones and decide for

put us to the test. In the store,
plug in a good, high-output
microphone and a pair of

yourself whose preamps have
the most headroom, the least
noise and the best sound.

. L 1 Mix amplifier headroom. The SR24#4’ inside story.

Better mix amplifier design is
why the SR24+4 can handle 24
simultaneous HOT inputs
without distorting. The mix

gain mix amplifier architec-
ture. Instead of mixing at
unity gain where
headroom is

amplifier is where signals ! quickly
from all channels are com- / used up,
bined. Seme mixers sound our mix
OK with just a couple of .,/ amps oper-
inputs...but when you 'l ate at -6dB.
pour it on with lots of At this nega-
inputs — particutarly tive gain level,
signals from digital 7 SR Series mixers
tape recorders, things are capable of

start to sound pretty
harsh. Backing off on
the bus or main 1
faders doesn't help, The

summing FOUR
TIMES the number of
channels before
clipping. That nets out

since the mix amp fu:',::ﬁ'“mpm at DOUBLE the amount
comes before tipte channel  of mix amplifier head-
these gain ’ '“&"“ls '2“ 3 room compared to any
controls. SIMEIE DU competitive mixer. Its a
The SR24+4 and SR32¢4 use critical difference that

Mackie’s innovative negative  YOU ¢an plainly hear.

i Dual headphone out-
puts with enough tevel to
satisfy even most drummers.
And a separate input for
a tatkback mic (so
you don't tie up a
mixer channet).
¥ Inserts on all
mono channels. Plus
submix and main stereo mix
inserts, separate control room
outputs, extra RCA-type tape
inputs and outputs, both /4"
and XLR stereo outputs, and
XiR mono output with its
own rear panel level control.

1 The SR Seriesina
proverbial nutshell.

2444 32¢4
Total Channels 4 1
Mono Channels 20 28
Stereodine Inputs 2 0

Mic Preamps 0 28
Submix Buses 4 4
EQ(morochs)  T2kHzHF
2] 80Hz LF

o 100-8kHz

Y Swept Mid
18dB/octave low-cut filter
EQ(stereochs.)  12kHz HF
e 80Hz LF

-1 800Hz Lo Mid

~ 3kHzHiMid_

Aux Sends/Ch. 6 6
Stereo Aux Returns 4 4

Tape Ouzputs 8 8
Channel Inserts 20 28
Width (inches)  31.0 39.25

i Below: A few of the 500+
folks who build the SR Series,
our other mixers, amps and
studio monitors at Mackie
Designs in Woodinville,
Washington, 20 miles
rortheast of
Seattle.

7



LETTERS TO MIX

HELLO! WE’RE STILL HERE

I read with dismay the recent article on
Atlanta Post (March "98) and coutdn't
help but notice the article’s mention of
Todd-AO buying Editworks and the
Wolff Brothers leaving, setting up shop
and adding video services, as well.
Though the information is correct, your
reporter does us a disservice by not
mentioning that we have replaced their
services with our own. We have two
studios equipped with state-of-the-art
Fairlight MFX3 workstations, three of the
most highly respected audio engineers
in this city, and I have to say, as presi-
dent of the company, the most efficient
department in our entire operation.

While one does not expect your
magazine to promote us, one also does
not expect an omission of this nature
(this appears to be a lack of informed
research), which implies that Todd-
AO/Editworks no longer offers audio
services. Todd-AO, as you may know,
is one of the most prolific audio pro-
duction and post-production companies
in this country, having been in business
in Los Angeles since 1952 and having
won 11 Academy Awards and 19 Emmy
Awards for their work over the years.
We were nominated again this year for
L.A. Confidential.

Nonetheless, in the Atlanta market,
we have consistently outreached our
targeted budgets for each of the past 18
months, have a loyal and diverse fol-
lowing of clients and are able to offer
the highest in both technical and cre-
ative ability to these clients. Our success
has outreached my expectations.

One hopes that, in the future, your fea-
ture reporters endeavor to research their
material or clarify their statements better.

Britt de Bie, president

Todd-AO/Editicorks

Atlanta

ALIVE AND WELL, THANK YOU

Give me a break! Somehow, Paul
Lehrman hasn’t developed Stephen
St.Croix’s talent of complaining about
stuff that I either totally disagree with or
don’t even understand (though he re-
mains totally entertaining). Case in
point: March '98 “Insider Audio.”
“Graceful Death” indeed! First of all, let's

10 MIX. JUNE 1998

FEEDBACK

get it out of the way that he's talking
about the Alesis ADAT.

I was one of the very first, at least in
the Mid-Atlantic, to start piling 60 to 80
hours a week onto the things. The first
six months, I kept thinking to myself,
“What have I done? [ wonder if I can still
get my analog 16-track back?” But soon,
we began learning some very important
info: how to open them up and clean
them, replace idler wheels, etc. Has that
solved all of our problems? Not quite.
We still have motors that just don't like
commercial use, buttons and switches
that could be a bit more industrial-
strength, etc. But let’s not forget. their
modularity is a large part of their beauty.

When's the last time you were able
to send oft eight tracks of your favorite
analog recorder for repair while conve-
niently using eight spare ones (or, for
that matter, borrowing or renting them)?
It was Alesis that showed me how to
perform all the DIY procedures that
were available while providing a free
loaner through the authorized repair fa-
cility that did the other work. And the
reverb scenario—really! 1 can hear my
clients now: “Sure, John, after all the
money we've spent so far, mono reverb
will be just fine for the mixdown!
Maybe 20 years ago.

The fact is, today an owner of a
low/mid-level project facility can afford
several great-sounding, low-cost reverbs,
any of which could step up to the plate
(or be combined) to sub for the main
Mac-daddy reverb. Since my first punch-
in to my last cut-and-paste. I remain even
more convinced. T will never go back!

Jobn Grant

Secret Sotind Recording Studio

Baltimore, Md.

SMELL THE COFFEE
I'am a litule disappointed after reading
Laurel Cash-Jones' article on audio edu-
cation (*Making the Grade,” Nov. '97). 1
was impressed until she began dis-
cussing the audio engineering internship.
Yes, there is more opportunity in store
for future engineers than just “running
away with the band,” but the slope of
success in commercial record production
is slippery, and one has to learn how to
ascend. There is a misconception in this

industry regarding how and where to
start at the entry level. I found the advice
given by Cash-Jones to be naive.

The article suggests that the days of
glorified custodial work and other me-
nial duties are “gradually passing into
history.” Wrong,. If anything, things have
gotten worse, and it's taking longer for
engineers to see the payoffs. This espe-
cially holds true in Los Angeles. In my
internship, which I'm glad is now be-
hind me, I carried out these duties and
almost never got to sit behind a con-
sole. On the couple of times T did get
behind a board, it was not in a “struc-
tured leaming environment,” as the arti-
cle says. Those who should have
supervised me often either patronized
me or flat-out derided my enthusiasm.
And I know for a fact that this is how
many other internships are today.

Also, in my experience, there is no
“evaluation” of an intern’s abilities, and
studio managers do not necessarily re-
ward "those that prove to be reliable or
talented.” It's all about money, a lot of
luck and who you know as opposed to
what you know. I ask you to please not
give the up-and-coming a false sense of
optimism. This is the real world.

An anonymouis engineer

Chicago

IS IT LIVE OR IS IT EARWITNESS?
May I simply thank those concerned for
the description of the mic selection/con-
figuration with regard to the Sphere With
Ears (*“The Earwitness Project.” Jan. '98).
Articles such as this improve our un-
derstanding of how mic arrays might
emulate and simulate a binaural render-
ing akin to human hearing perception.
On account of this article, my curios-
ity has led me to purchase the CD pair,
not only for the performance but the
perception. What a privilege it would
be to face the recording challenges the
Earwitness Project must have presented.
Jobn Kelly
Blue Mountains, NSW Australia

Send Feedback to Mix, G400 Hollis
St. #12, Emeryville, CA 94608; fax
510/653-5142; or mixeditorial
@cardinal.com.




W Solid, cold-rolled steel
chassis. Not aluminum or
plastic. Monocogue design

— resists flexing and bending.

1 Gold-plated internal
interconnects remain corro-
sion free for perfect electrical
contact, even if used repeat-
edly in industriat sections of =
New Jersey.

1 Sealed rotary controls

keep out dust, smoke

and other airborne
schmutz.

I Ultra-wear-resistant
fader wiper surface
derived from auzomotive
sensor technology won't
develop “the scratchies”
even after years of use.

i 100% genwine name —
brand electronic parts
throughout. Nuff said.

W Large, high-current
internal power supply
tets us use VLZ®(Very Low
Impedance) circuitry at criti-
cal points in the SR24+4 and
SR32¢4. VLZ®significantly
reduces thermal noise and
crosstalk by using extremety
low resistor values in certain
circuits. This innovative tech-
nigue is normally only used in
mega-expensive consoles,
because it requires VERY high
operating current. Which
requires a robust, high-current
power supply. Which is why
we spent the extra money to
build one into SR Series mix-
ers. Live or in the studio,

1 you'll hear the

‘a

difference.

vanced
surface
mount tech-
nology increases
reliability and lets
us stuff more stuff
into less space.

W Extra-thick
double-sided/thru-
hole-plated fiberglass
circuit boards. This big
mouthful of adjectives really
DOES make a big difference...
in terms of reliability AND
sound quality. The expensive
thru-hole plating process
maximizes electrical conduc-
tivity and eliminates the
possibility of intermittant
contact. The SR Series’ flex-
ible fibergtass main board
soaks up downward impacts
that would shatter brittle
phenolic circuit boards.

W All inputs and outputs —
are balanced* to eliminate |
hum and allow extra-long
cable runs (they can also be
used with unbalanced connec-
tors). Tight-gripping /4" jacks
are solid metal; XLRs are
genuine Neutrik®s with inter-
nal ferrite beads to reduce
radio frequency interference.
* except RCA-type tape jacks
and channel inserts.
¥ Low-noise,
high-headroom
discrete mic
preamps. It can
be argued that the
preamps are the most impor-
tant part of a mixer —
whether you're recording in
the studio or running a sound
reinforcement system. They
must be accurate and free
from coloration...yet be able
to handle screaming
vocalists and close-
miked kick drums
without overloading.
And, they have to be
ultra-quiet. Nowa-
days, we're not the only
ones to claim our mic
preamps are “studio- m—
grade Soweinviteyouto - headphones and decide for
put us to the test. In the store, | yourself whose preamps have
plug in a good, high-output the most headroom, the least
microphone and a pair of noise and the best scund.

1 Double tape outputs
eliminate repatching
during tracking. Okay, we'll
be the first to admit that eight
buses are a nice feature. But if
you'e on a tight budget,
the SR24+4's “doubte-
bussing” feature is a
great solution (and

times do you
REALLY track more
than four channels to tape
at a time?). Each of the
SR24+4/5R32+4's four submix
buses feed two difterent
outputs. For example, Sub Bus
1feeds Tracks 1ang 5; Sub Bus
2 feeds Tracks 2 and 6, etc.
Instead of repatching, you
route the bus’ destination by
what tape tracks you put into
Record.

! Mix amplifier headroom. The SR24+4’s inside story.

Better mix amplifier design is
why the SR24¢4 can handle 24
simultaneous HOT inputs

gain mix amplifier architec-
ture. Instead of mixing at
unity gain where

without distorting. The mix headroom is
amplifier is where signals 4 quickly
from all channels are com- ,/ used up,
bined. Some mixers sound F our mix
OK with just a couple of amps oper-
inputs..but when you ate at —6dB.
pour it on with lots of At this nega-
inputs — particularly tive gain level,

SR Series mixers
are capable of
summing FOUR
TIMES the number of
channels before
clipping. That nets out
at DOUBLE the amount

signals from digital
tape recorders, things
start to sound pretty
harsh. Backing off on
the bus or main
faders doesn't help,
since the mix amp

|
The
mix amp
funnels mal-

comes before tipte chanwel  of mix amplifier head-
these gain ¢ inputsintoa  room compared to any
controls. bl competitive mixer. It's a
The SR24+4 and SR32+4 use critical difference that

Mackie’s innovative negative  YOU can plainly hear.

W Dual headphone out-
puts with enough level to
satisfy even most drummers.
And a separate input for
a talkback mic (so
you don't tie up a
mixer channet).
B Inserts onall
mono channels. Plus
submix and main stereo mix
inserts, separate control room
outputs, extra RCA-type tape
inputs and outputs, both /4"
and XLR stereo outputs, and
XLR mono output with its
own reat panel level control.

B8 The SR Seriesina
proverbial nutshell.

244 3264
Total Channels 24 32
Mano Chanrels 20 28
Stereo Linelnputs 2 2

Mic Preamps 20 28
Submix Buses 4 4
EQ{monochs)  T2kHz HF
80Hz LF
Ab —_—

R 100-8kHz
Swept Mid

18dB/octave tow-cut filter
EQ(stereochs)  T2kHz HF
o 80Hz LF
] 800Hz Lo Mid
 3kHz Hi Mid

Aux Sends/Ch. 6 6
Stereo Aux Returns 4 4

Tape Outputs 8 8
Channel Inserts 20 28
Wicth (inches)  31.0 3925

1 Below: A few of the 500+
folks who build the SR Series.
our other mixers, amps and
studio monitors at Mackie
Designs in Woodinvilte,
Washington, 20 miles
nar-heast of

Seattle. /"

In the U.S., phone 800/898-3211 ¢ Outside the U.S. 425/487-4333
Web: www.mackie.com ¢ E-mail: sales@mackie.com ¢ NASDAQ: MKIE
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FROM THE EDITOR

ACOUSTICAL CHALLENGES OF THE BRAVE NEW (AUDIO) WORLD

A long time ago in a studio far, far away, there was monaural reproduction.
Monitoring issues were fairly simple, and engineers wore either black suits or
white lab coats, which blended nicely with the perforated white acoustical tiles
lining the walls of the sound booth. In the 1960s, stereo recordings became the
standard, and monitoring and studio design became far more complex, partic-
ularly as the “sound booth” eventually became the much larger control rooms
we're so familiar with. And today, as 24-bit audio and multichannel monitoring
begin creeping into control rooms, many of us are left with more design ques-
tions than answers.

Acousticians and speaker designers may differ on specific approaches
toward achieving the optimum listening space, yet all agree that thanks to
improved acoustical materials and computer-aided design, the properly built
control room of today can easily outperform the designs of yesteryear. Despite
these advances, the world becomes complicated when we suddenly want to
add center and surround speakers into the built-for-stereo control room. Can
we just throw in a couple more speakers and expect everything to work? The
solutions may be easier in the cinema environment, where reproduction stan-
dards are (generally) adhered to, but how exactly does a cinema surround sys-
tem translate to the project studio doing music mixes?

Faced with new technologies, will today’s studios meet the acoustical needs
of tomorrow, next month or next year? And just how quiet is your studio?
Today’s 24-bit recording systems offer dynamic range performance into the
120d1 range, so is a studio’s once-acceptable Noise Criteria curve of 15 (equiva-
lent to a level 9 to 11 dB above the human threshold for hearing continuous
noise) really relevant in the brave new high-bit world? As system artifacts (i.e.,
dither, circuit noise and tape hiss) are reduced to near-unmeasurable levels,
ambient artifacts—such as air-conditioning rumble and the roar of distant traf-
fic—become rather noticeable when the masking effect of electronic noise is
removed. Perhaps before pricing the next round of recording upgrades, we
should make a little room in our shopping carts for some acoustical improve-
ments. Otherwise, that gleaming new 24-bit recording system may be little more
than a means of spotlighting the acoustical flaws in your recording environment.

With this issue’s focus on acoustics and facility design, Mix explores these
and other topics. Peter D’Antonio and Sam Berkow examine the issues of opti-
mizing the small studio with solid advice on improving any control room. Dan
Daley talks with four companies representing the new generation of studio
designers, and Mel Lambert interviews master acoustician Vincent Van Haaff.
Designer Chris Pelonis test drives Pilchner Schoustal’s low-cost AcousticX stu-
dio design software. Loren Alldrin investigates new reference monitors. And in
our annual salute to the best and the brightest, Mix presents our “Class of '98,”
with a look at 21 hot new rooms.

Excellence lives on!

George Petersen
Editor

SPARS
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LETTERS TO MIX

FEEDBACK

HELLO! WE’RE STILL HERE

I read with dismay the recent article on
Atlanta Post (March '98) and couldn’t
help but notice the article’s mention of
Todd-AO buying Editworks and the
Wolff Brothers leaving, setting up shop
and adding video services, as well.
Though the information is correct, your
reporter does us a disservice by not
mentioning that we have replaced their
services with our own. We have two
studios equipped with state-of-the-art
Fairlight MFX3 workstations, three of the
most highly respected audio engineers
in this city, and I have to say, as presi-
dent of the company, the most efficient
department in our entire operation.

While one does not expect your
magazine to promote us, one also does
not expect an omission of this nature
(this appears to be a lack of informed
research), which implies that Todd-
AO/Editworks no longer offers audio
services. Todd-AO, as you may know,
is one of the most prolific audio pro-
duction and post-production companies
in this country, having been in business
in Los Angeles since 1952 and having
won 11 Academy Awards and 19 Emmy
Awards for their work over the years,
We were nominated again this year for
L.A. Confidential,

Nonetheless, in the Atlanta market,
we have consistently outreached our
targeted budgets for each of the past 18
months, have a loyal and diverse fol-
lowing of clients and are able to offer
the highest in both technical and cre-
ative ability to these clients. Our success
has outreached my expectations.

One hopes that, in the future, your fea-
ture reporters endeavor to research their
material or clarify their statements better.

Britt de Bie, president

Todd-AO/Editworks

Atlanta

ALIVE AND WELL, THANK YOU

Give me a break! Somehow, Paul
Lehrman hasn’t developed Stephen
St.Croix’s talent of complaining about
stuff that I either totally disagree with or
don't even understand (though he re-
mains totally entertaining). Case in
point: March '98 “Insider Audio.”
“Graceful Death” indeed! First of all, let’s
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get it out of the way that he’s lking
about the Alesis ADAT.

[ was one of the very first, at least in
the Mid-Atlantic, to start piling 60 to 80
hours a week onto the things. The first
six months, I kept thinking to myself,
“What have I done? I wonder if I can still
get my analog 16-track back?” But soon,
we began learning some very important
info: how to open them up and clean
them, replace idler wheels, etc. Has that
solved all of our problems? Not quite.
We still have motors that just don't like
commercial use, buttons and switches
that could be a bit more industrial-
strength, etc. But let’s not forget. their
modularity is a large part of their beauty.

When's the last time you were able
to send off eight tracks of your favorite
analog recorder for repair while conve-
niently using eight spare ones (or, for
that matter, borrowing or renting them)?
It was Alesis that showed me how to
perform all the DIY procedures that
were available while providing a free
loaner through the authorized repair fa-
cility that did the other work. And the
reverb scenario—really! [ can hear my
clients now: “Sure, John, after all the
money we’ve spent so far, mono reverb
will be just fine for the mixdown!”
Maybe 20 years ago.

The fact is, today an owner of a
low/mid-level project facility can afford
several great-sounding, low-cost reverbs,
any of which could step up to the plate
(or be combined) to sub for the main
Mac-daddy reverb. Since my first punch-
in to my last cut-and-paste, I remain even
more convinced. I will never go back!

Jobn Grant

Secret Sound Kecording Studio

Baltimore, Md.

SMELL THE COFFEE
I am a little disappointed after reading
Laurel Cash-Jones’ article on audio edu-
cation (“Making the Grade,” Nov. '97). |
was impressed until she began dis-
cussing the audio engineering internship.
Yes, there is more opportunity in store
for future engineers than just “running
away with the band,” but the slope of
success in commercial record production
is slippery, and one has to learn how to
ascend. There is a misconception in this

industry regarding how and where to
start at the entry level. I found the advice
given by Cash-Jones to be naive,

The article suggests that the days of
glorified custodial work and other me-
nial duties are “gradually passing into
history.” Wrong, If anything, things have
gotten worse, and it's taking longer for
engineers to see the payoffs. This espe-
cially holds true in Los Angeles. In my
internship, which I'm glad is now be-
hind me, I carried out these duties and
almost never got to sit behind a con-
sole. On the couple of times I did get
behind a board, it was not in a “struc-
tured learning environment,” as the arti-
cle says. Those who should have
supervised me often either patronized
me or flat-out derided my enthusiasm.
And I know for a fact that this is how
many other internships are today.

Also, in my experience, there is no
“evaluation” of an intern’s abilities, and
studio managers do not necessarily re-
ward “those that prove to be reliable or
talented.” It's all about money, a lot of
luck and who you know as opposed to
what you know. I ask you to please not
give the up-and-coming a false sense of
optimism. This is the real world.

An anonymous engineer

Chicago

IS IT LIVE OR IS IT EARWITNESS?
May I simply thank those concerned for
the description of the mic selection/con-
figuration with regard to the Sphere With
Ears (“The Earwitness Project,” Jan. "98).
Articles such as this improve our un-
derstanding of how mic arrays might
emulate and simulate a binaural render-
ing akin to human hearing perception.
On account of this article, my curios-
ity has led me to purchase the CD pair,
not only for the performance but the
perception. What a privilege it would
be to face the recording challenges the
Earwitness Project must have presented.
Jobn Kelly
Blue Mountains, NSW Australia

Send Feedback to Mix, 6400 Hollis
St. #12, Emeryville, CA 94608; fax
510/653-5142; or mixeditorial
@cardinal.com.




icorn. “A quality and
resolution rarely attained
with other systems”

Ted Jensen, Chief Engineer, Sterling Sound Inc.

“I have consistently been
impressed with the sound
quality of the mixes | have

received from projects using

Capricorn.

“Particularly impressive are the
ones where care has been
taken to preserve the 24-bit

signal throughout the project.

“| feel there is a quality and
resolution that is rarely

attained with other systems.”

First
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WORLD AUDIO NEWS

HOLLYWOOD AUDIO

COMMITTEE WORKS TOWARD
FILE/MEDIA STANDARD

BETWEEN DAWS AND DUBBERS
The recently formed Hollywood Tech-
nical Committee (H-TAC) has been ex-
tremely active during recent months,
attempting to ensure a simple yet viable
means of exchanging digital audio files
between different brands of digital dub-
bers and workstations (see “Current,”
April '98). Because Pro Tools is the pre-
dominant “standard” throughout the
fitm and post community, H-TAC con-
tinues to work behind the scenes to
persuade Digidesign to supply details of
its proprietary Session File format to
dubber manufacturers. The pivotal
force in maintaining this dialog has
been former H-TAC chairman Jay
Palmer of Universal Studios’ post-pro-
duction sound department.

During H-TAC's recent open forum
meeting held at Sony Pictures Studios
(Culver City) in April, Palmer announced
that an agreement with Digidesign had
finally been reached and invited
Digidesign’s software and product de-
velopment teams to explain their “Direct
File Solution” to some 50 representatives
from leading West Coast film/post hous-
es. The firm also received reactions.

Digidesign has agreed to license cer-
tain portions of its industry-standard Pro
Tools Session File format to dubber
manufacturers, for use in ensuring data
and media interchange. There is one
important condition: Systems licensed
under the two-year, royalty-free agree-
ment must both read and write Pro
Tools formats. The Tascam/TimeLine
MMR-8 8-track recorder already handles
both of these functions and will soon be
joined by other products.

“We have been a strong advocate of
direct file exchange for some time
now,” said John Lancken, Fairlight’s
CEO. “We are currently evaluating the
licensing agreement proposed by
Digidesign and are confident that an
agreement will be reached. During this
process, we are mindful of H-TAC’s re-
quest for a speedy solution.”

Akai was more circumspect. “Based
on requests from our customers,” stated
Tom Linklater, Akai's VP of Electronics,
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“we independently developed Pro
Tools import and export file-conversion
capability, [thereby] offering our cus-
tomers the utmost in flexibility when
dealing with non-Akai formatted disks.
Since the file-exchange capability al-
ready exists, we are not in need of a li-
cense agreement with Digidesign.”

Scott Dailey, Digidesign’s director of
product marketing, was quick to point
out that reverse engineering of complex
file formats is likely to result in incom-
patibility or lost data. *There is no way
they've nailed it 100 percent. As Pro
Tools moves forward, the file format
will need to change. If a solution is un-
reliable, whose fault is it? We'd much
prefer to be dealing with these compa-
nies as partners, rather than outlaws.”
Dailey also stressed that Digidesign
needs to protect its intellectual property
and is investigating legal options.

Many insiders are carefully monitor-
ing the progress of the comprehensive
Advanced Authoring Format (AAF) pro-
posal, as a long-term solution to the cur-
rent “Audio Tower of Babel,” in
addition to the activities of AES-31
Working Group. But with H-TAC pro-
viding a collective voice for the West
Coast post community—and continuing
an active dialog with other centers of
expertise around the world—our indus-
try seems to be well on the way to se-
curing at least an interim solution for
many DAW users. Mel Lambert

SAMSON FILES DEFAMATION SUIT
Samson Technologies filed a defama-
tion counterclaim in U.S. District Court
for the Western District of Washington
against Mackie Designs Inc., alleging
that Mackie damaged Samson’s reputa-
tion and business by publishing false
claims against the company on the In-
ternet. Samison is seeking $10 million in
damages.

The complaint Samson is reacting to,
which Mackie posted on its Web site,
states that Samson and its CEO conspired
with Behringer GmbH to infringe Mack-
ie’s claimed copyrights and trademarks
relating to an audio mixing board. Ac-
cording to Samson’s countersuit, on Jan-
uary 30 the Seattle court dismissed Scott
Goodman, Richard Ash and Sam Ash

Music Corp., and on April 8 the Seattle
court dismissed the copyright and patent
claims.

COUNTDOWN TO STUDIOPRO 98
Mix's first-ever conference on the
technology and business of audio
production occurs this month (June
25 and 26) at the New York Marriott
Marquis. Sponsoring companies in-
clude Alesis, Audio-Technica, Lexi-
con, Mackie Designs and Quantegy.
“These are established companies
who are committed to furthering ed-
ucation in the pro audio industry,”
said Mix publisher Jeffrey Turner.
“Their assistance will help to ensure
that StudioPro 98 is the strongest
event possible, and we are grateful
for their support.”

StudioPro 98 includes eight semi-
nars moderated by Mix editors and
others. There will also be a Producer’s
Forum hosted by the Music Producers
Guild of the Americas (MPGA) and
a Digital Console Forum featuring a
dozen manufacturers of both large-
and small-format consoles.

For more information, contact
Daniela Barone at 510/653-3307
or e-mail daniela_barone@intertec.
com. n

TEC AWARDS TO HONOR COLIN
SANDERS AND NEIL YOUNG

The late Colin Sanders will be inducted
into the TEC Awards Hall of Fame, and
Neil Young will receive the Les Paul
Award at the 14th Annual Technical Ex-
cellence and Creativity Awards to be
held September 27, 1998, at the Fair-
mont Hotel in San Francisco.

The TEC Awards Hall of Fame was
created to recognize individuals whose
careers have exemplified the spirit of
creative and technical excellence in pro-
fessional audio. This year, the TEC
Awards Hall of Fame will honor Solid
State Logic founder Colin Sanders.

The Les Paul Award recognizes indi-
viduals or institutions that have set the
highest standards in the creative appli-
cation of technology. This year, the re-
cipient of the Les Paul Award will be

—CONTINUED ON PAGE 16



We'd Like To Thank The Academy...

We don‘t actually set out to
win awards for ourselves.

Instead, we endeavor to
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awards. In fact, many artists
have already brought home
the gold for performances
captured with this incredi-
ble microphone. Combining
the best of our classic
designs with the most
advanced modern
electronics has resulted

in a microphone that

even our most demanding
customers call “stunning.”
Try the M-149 Tube and

hear the magic for yourself.

Neumann...the choice of
‘those who can hear the

difference.

i TECHNICAL EXCELLENCE & CREATIVITY
" OUTSTANDING TECHNICAL ACHIEVEMENT
MICROPHONE TECHNOLOGY
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pint 328
represents a
‘ REVOLUTION IN
LOW C0oSs
PROFESSIONAL
RAUDIO, bringing all the ‘
functionality and sonic
‘ excellence of digital
ng to a brand new
audience. With its unique
ONSOLE BARSED INTERFRCE
finally bridges the gap
en analog and d:gitai
o etaining the SPONTANEITY

IND EFESE OF USE ot an analogue

nroviding all the advantages of
NGTANT TOTAL RECALL, MOVING

HDER AUTOMATION end ONBORRD LEXICON EFFECTS.

e sinply, Digital 328 1s the most advanced analog 8 bus you'll ever
ve combined wnth the easiest digital console you've ever used

hec e 1t Jourself

For a mixer with such a small footprint, Digital 328 packs i
an extraordinary nuniher of inputs. 16 full spec. analog mono

mnic line channels — each with its own halanced XLR connec- !
tor, dedicated insert point and access to phantom power

— come as standard, atong with 5 stereo inputs, With the
addition of 16 digital tape returns on 328's TDIF* and
ADAT* optical interfaces. a maximun of 42 inputs are possi-
hle. Every input is fully routable to any of the 8 groups
and has access to the full complement of 328's paramet-
ric EQ. signal processing, onhoard effecls and auxiliaries.

to S yout current

Althouqh other dinitat mixers offer an amazing arvay of
functions. it can often be a nightmare to access then,

In contrast we've designed Spirit 328 fo operate like your
old analog 8-hus console and nof like a computer with
faders. so that you can fake it out of its box and get

started without even opening the manual, Unlike ofher
dinital mixers, there's instant access fo any channel, group

or masfer feature with one bulton press, and you can see

that feature's status from the front panel without having

to rety on an LGD display. |

The key 1o it all is Spirit 328’ unique “E-strip", the tighter-
colored hank of encoders and switches that runs across

the center of the consote. Simply select a channel and

the E-strip immediately hecomes a “horizontal input

chamel” with instant access to all that channel’s EQ, aux ‘
sends, channel pan and routing. Alternatively, press any
hutton in the rotaries section ahove the E-strip and the
encoders change to hecome a channel pan, auxiliary

send, or Lexicon effects send for each channel,

Select a fader hank to display mic/line input faders, tape
refurns faders, or group and master faders and that's it; no
delving through level after level of LGD menus to find 1he
function you want, no delays in making alterations and no
need to study complicated EQ curves. With 328, everything
you need is immediately accessible from the front panel of

the console - giving you the freedom fo let your ears decide. f

If you want the functionality of a diital console hut the
usahility of your old analog 8 hus, then Spirit 328 is for you.

Al the Digital 1/0s you need
tandard

a

which means thal to get digifal recording and mixdown you
have to buy exira, expensive |0 options. In contrast, Digital
328 includes two Tascam TDIF and two ADAT  optical interfaces as
standard, allowing you fo record 16 fracks entirely in the digi-

Most digital mixers don't include digital multitrack 1/0s, .

fal domain, straight out of the box. As you would expect. !

we've also included a pair of AES EBU and SP DIF interfaces
assignable 1o a wide range of inputs and outputs, including
group and auxitiary outs, as well as for use as mix insert
points with digital signal processors. in addition, a dedicated
auxitiary optical output allows you to send a signal digitally
1o an effects unil.

2 Onhoard Lexicon Effects Units

Only 328 can offer the world's premier name in studio
effects on hoard - Lexicon. Two separate effects units are
included, offering a full range of reverhs, choruses, delays,
and flanges as well as dual effects such as chorus plus delay
- all with fully editable program and parameter settings.
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By pressing any select switch, the "E Strip” hecomes a hori-
2omtal channel strip. indicating EQ. auxiliary, FX and Pan set-
tings. Mono Mic Line. Tape Returns & Stered tnputs all have
access to the same channel strip funclions

Digital 328 includes two mano or

stereo signal processors which can

be assigned to any input, output -
or groups of ins or outs. Each

processor provides a choice of \
compression, limiting, gating or

tucking.

Comprehensive EQ

Atl of 328's mic/line, tape return and stereo inputs have access
to 3 bands of fully parametric EQ, designed hy British EQ guru
and co-founder of Soundcraft, Graham Blyth, & man with over
5 million channels of his EQ designs in the field, Graham has
hrought 25 years of Soundcraft analog EQ ci’cuit experience
to hear on Digital 328. If you want the warm, musical sound of
real British analog EQ. look no further.

Unparalleled Sonic Spe

Rubish in, Rubhish out! It doesn't matter whether the console
is digital or analog - if you have poor mic preamps, your soung
will he compromised, That's why 328 includes Spirit's
acclaimed UltraMic+™ padiess preanps, giving your input
signais the cleanest, quietest start of any digital mixer on the
market. With 6648 of gain range and a massive +28dBU of
headroom, they offer an exiremely low noise floor and

are virtvally transparent, Spirit 328 is 24-hit or hetter

k throughout; your signal hits the digital domain

through state-of-the-art 24-hit ADCs with 128
limes oversampling, gearanteeing fhat

it maintains its clarity, while 24-bit DACS

on all main outputs equal this

.
sonic integrify should you wish ® \

ta refurn your signat o the . Y -
. analoy world. - [
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Fader
Automation

i All of Digital 328's 100mm

| faders [including the master| are
moforized fo allow current channel,
tape return, group and aux master levels to
he viewed at a glance.

DIGITAL
328

By pressing AUXT in the N
rolaries section, the E-sirip indicates
Auxiliary Send 1 levels for each channel. The
Fader Bank section indicates whelher
Mic Line or Tape Return levels
are being shown.

~,,

[ fxius ___§ T

? B B * e o e © o o o o °

® o (o o o 0 o o o ele o e o e
T, W— — T —— [P}

» e ®© o e  ®© e o e e ©®© o o o ®

® © e o o e © o o e e o o o o o

World Radio History




1 addition to level automation, every ofher digital parameter of
328 is mstantly recallable, allowing snapshots of the entire con-
sole's:status to be taken. Up to 100 of these “scenes” may he
stored internalty and recalled either manually, against MIDi
clockior against MTC or SMPTE. Alternatively, every console
function has heen assigned its own MIDI message allowing
dynamic automation via:sequencer software.

ed from the control surface without resorting to the console's
LD, Settings and tevels may he copied and pasted from ane chan-
nel to another with just two button presses and, using 328s
query mode, the routing or assignment status of every
chamnel on the console may be viewed
instantly simply hy selecting the
function (such as Group 1or
Phase Invert) you

I'his equipment com-
| plies with the FNC
Directive 890330 FIC

The majority of 328's input and routing parameters may he edit-

wam 0. 1 320 BT
located it the master szction. editing is entirely non-
destructive, allowing you to compare new EQ — and
other settings — with previous ones.

Two Digital 328s may be digitaily cascaded, giving you up to 8
inputs at mixdown and 324track digital recording capahility

Al of the Mic line inputs, Tape return inpuls. group and!
master levels may he monitored per hank via Digifal
328's 16 10-segment hargraph meters, Additionally, 328'
onboard dynamics processors may be monitored using
the console’s master meters, Any input may be solo'd
using AFL, PFL or Solo-in-Place.

Digital 328 reads and writes MTC and reads all SMPTE
frame rates, with a large readout display instantly indi-
cating current song position, Store and locate points are
accessible from the console's front panel, with 328's

transport har contralling a wide range of devices
including Tascam and Alesis digital

“ADAT 15 areqistered trademarh of the Alesis Corperation, TOIF 15 3 teaish md maxh. "
of the Tascam Corporation. Pro Toods 15 a registered frademark M%!E, Adio/iisTory]
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three two eight

To meet the needs of avariety of users, there are several
module options:

Connecting to the TDIF* poris, 16 phono conneclors provide
8 anatog group or direct outs and 8 analog inputs for tape
returns.17-32. Two interfaces may he connected. allowing
16 track analog recording onaccess 10:16 more sequenced
keyboard or sampler inputs,

1 pairs of AES EBU connectors atlow optional digital infer-
facing to hard disk production systems such as Pro Tools™.
A maximum of fwo interfaces may he connected.

Each inferface movides 8 XLR mic ins with Spirit’s
acclaimed UltraMic+™" preamps and gain control. pius

8 analog outs. Connecting two interfaces turns 328 into a
32 mic inpat, 8 bus mixer for PA or theater applications,
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SPIRIT

by soundcraf

Spirit by Soundcraft’™,

Harman International Industries Lid..

Cranborne House. Cranborne Industrial Fstate,
Cranborne Road. Potters Bar.

Herts ENG 3)N. England.

Tel: <44 (01707 665000 © Faxz+44 1011707 663461

Spirit by Soundcraft™ Inc,,

4130 Citrus Avenue 29. Rocklin. California 95677, USA.

loll Free (888) 159-0109 ¢ Fax: (916) 630 3950

H A Harman International Company
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WORLD AUDIO NEWS

- INDUSTRY NOTES

Digidesign (Palo Alto, CA) an-
nounced the appointment of Paul
W. Melnychuck to the position of
director of corporate marketing and
communications. Before joining
Digidesign, Melnychuck was a 17-
year veteran of Eastman Kodak,
where he worked in research, prod-
uct development marketing and
sales...Foster City, CA-based Otari
Corporation appointed Mel Lambert
as international marketing director.
Otari also expanded its regional
sales and services offices with the
opening of a New York base of op-
erations. Studio industry veteran
Nick Balsamo was hired to manage
the offices, which can be reached at
800/877-0577...Gene Joly was
named division manager for the Tas-
cam division of TEAC America Inc.
Joly will be responsible for strategic
direction of the division, product
development and retail merchan-
dising...Quantegy Inc. (Peachtree,
GA) news: Alex Sorokin was ap-
pointed president and CEO, and
Tony D. Wilson was named vice
president of sales and customer ser-
vice U.S. and Canada. Two new
product support engineers were ap-
pointed as well: Roberto Fernandez
will cover the Latin American
region, and David Williamson will
cover the Asia Pacific region...
Applied Research and Technology
(Rochester, NY) announced that
Rob Reid left the company to accept
a position with Recording magazine.
In the interim, Jeffrey Cary will han-
dle media relations and ad place-
ment...This spring marked the 30th
anniversary of the Cadac marque,
announced Clive Green and Compa-
ny Ltd., (Bedfordshire, UK)...Lee
Murphy stepped down from his po-
sition as president of SPARS. Paul A.
Christensen, SPARS vice president,
was named by the SPARS board to
assume the balance of Murphy’'s
term. In related news, Zoé Thrall
and David Amlen were recently
named as new members of the
SPARS board...Sonic Solutions (No-

16  MIX, JUNE 1998

vato, CA) announced that George
Massenburg Labs Inc. signed on as
the first member of Sonic’s High
Density Signal Processing Partners
group. The HDSP forms an exclu-
sive partnership between Sonic and
the leading developers of audio
processing technology to deliver a
full range of 24-bit, 88.2/96kHz
High-Density Audio and surround
special-purpose processing applica-
tions for the Sonic Solutions Sonic-
Studio...Elkhart, IN-based Crown
Audio hired Scott Robbins as direc-
tor of domestic sales and Joe Wisler
as consultant/contractor liaison...
David Robinson was appointed
managing director of audio process-
ing technology at Belfast, Ireland-
based Audio Processing Technology
(APT). Robinson was also appoint-
ed to the board of APT Inc. in Los
Angeles...Promotions at Azden Cor-
poration (Franklin Square, NY):
Wayne Alonso is now vice president
of the sales/video division, and
David Oliver was elevated to vice
president of sales/pro sound divi-
sion.. JBL Professional (Northridge,
CA) announced plans to open a
custom speaker manufacturing cen-
ter in Northridge this summer; the
Kearney, NE, operations center will
relocate to Northridge by mid-sum-
mer...Sound Marketing was named
1997 Rep of the Year by Sandy,
Utah-based dbx Professional Prod-
ucts...DOD (Sandy, Utah) awarded
Signal Marketing Rep of the Year
and Most Improved Territory. Harri-
son South West Sales received the
Top Dog award, and Crescendo
Associates received the President’s
Award...Thousand Oaks, CA-based
Transamerica AG, founded by Brad
Lunde, was awarded exclusive U.S.
distribution of the Brauner micro-
phone line... Terry Marshall was
appointed worldwide sales/market-
ing director at Digital Studio Pro-
cessing (Sydney, Australia)... Crane
Song Ltd (Superior, W1) brought
aboard Westlake Audio as a new
dealer. a

—FROM PAGE 12, CURRENT

Neil Young. Since achieving interna-
tional fame in the early 1970s as 1 mem-
ber of Crosby Stills Nash & Young,
Young has forged a successful career as
a solo artist and an innovator in the use
of recording technology. Among the
first major artists to record in his own
studio, Young also owned one of the
first digital multitracks in the U.S. Most
recently, he has been doing 5.1-channel
mixes on a state-of-the-art analog 2-inch
8-track machine.

For a list of the 1998 TEC Awards
nominees, please see page 225. For
tickets or more information about the
TEC Awards, call Karen Dunn, execu-
tive director, at 925/939-6149.

GROUP ONE AND

SOUNDELUX PART WAYS

Group One Lid,, a distributor for a vari-
ety of audio and lighting brands, and
Soundelux’s microphone division an-
nounced the termination of their manu-
facturer/distributor relationship. Group
One president, Jack Kelly, says the sep-
aration was amicable. Soundelux Micro-
phones can now be reached directly at
213/464-9601. Inquiries may be direct-
ed to David Bock.

UPCOMING SHOWS

AND SEMINARS

Summer NAMM takes place July 10-12
at the Nashville Convention Center and
Arena. Exhibits will number over 500,
with expected attendance of 18,000 reg-
istrants from 25 different countries. For
additional info call 760/438-8001 or visit
www.namm.com for online registration
and travel arrangements.

DVD Production '98 will be held
August 12-13 at the Universal Hilton,
Universal City, Calif. The event is co-
sponsored by ITA and Videography
magazine, Replication News and Pro
Sound News. There will be more than a
dozen in-depth sessions, and attendance
will be limited to the first 250 registrants.
For information call 609/279-1700.

CORRECTION

The April “Software and Hardware for
Audio Production™ column listed an in-
correct Web address for downloading a
trial version of Cycling 74 MSP. The cor-
rect address is www.cycling74.com. B

CHECK OUT THIS MONTH'’S
MIX ONLINE!




congratulations!

james taylor and frank filipetti
on winning two GRAMMY® awards for “Hourglass™
best pop album. best engineered album {nan classical).

from your friends atYAMAHA pro audie.

Jf you would fike a copy of the Hourglass session noles, cail Yamana (800) 937-717" ext.669. www:yamaha.ccnm and www yamisha.c:
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DO ONE THING. DO IT BETTER.
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THE FAST LANE

ZEN AND THE LOST ART OF LIVING

OR, STEPPING OUTSIDE THE CONTROL ROOM

pring is sprung. I write this

month’s column two days

after my (March 28) birthday.
Yes, quite a bit of time passes be-
tween when I write this column
and when you read it. But the
point for me is that quite a bit of
time has passed, period. I'm all
grown up now. I now know that 1
know nothing, and though 1 knew
everything when 1 was in my 20s,
everything I knew then was wrong,
Now, don't get me wrong, there
was nothing really wrong with
everything I knew being wrong, as
everything everybody else knew
was wrong, as well,

But that was then, and this is
now. I have matured, you have
matured, and the entire recording
industry has mauu...gotten older.

And there you have it. Our in-
dustry has advanced in ways never
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thought possible a few short years
ago, and yet it still embraces and
perpetuates archaic practices that
should have died off decades ago.
Back in the Golden Lo-Fi days—
when “R&R” meant rock '’ roll 1o
your ears, and remove and replace
to your small-block V8—recording
music was both a simple mechani-
cal process and true magic. Listen
to “Runaround Sue,” “The Wander-
er,” “Runaway,” “Calendar Girl” and
even “Wipeout.” Simple, distorted,
low-bandwidth wnes that came to
us just as stereo was becoming
popular. Every one an anthem,
every one played over and over in
the minds and hearts of millions.
Part of the “sound” that made
“Wipeout” a hit was the choice of
reverb on the lead guitar—cheese

BY STEPHEN ST.CROIX

ILLUSTRATION: WILL TERRY

as a feature. The horrible little
Hammond spring reverb in the
Fender amp was actually kicked
and recorded as an effect in several
songs of the era. Talk about mak-
ing the most of your gear!

We liked these tunes for their
musical entertainment value, and
for their “sound”—certainly not for
their sound quality. “Wipeout,” in
particular, was so simple and banal
that my father banned me from
playing it. This, of course, made
me play it ten times more often
than 1 really even wanted to; his
displeasure made it my music.

I surfed, and I listened to surf
when 1 was on land. Simple
enough. I raced cars, I listened to
the Beach Boys sing about cars. Life
made sense; actual humans made
music.

—CONTINUED ON PAGE 233



" here are other digital audio workstation
facturers hoasting ahaut Plug-Ins these days.

T deep feeikrgiof inadeguacy.

lame them. Plug-Ins running on any
ther than ProTools leave a lotto b
fter all, Pro Toals offers t1

you can choose from
" application, from pitch processing
. delivery on the net. =

sronment, plus great sounding P
wan't find on any other platform.
TCM technolegy celivers sample;
parameters, and dedicated hardy e performance
that'll riever let ycu dovim. With inere than100
Plug-Ins by Digidesign anc our Thied-Party

o

Digidsign distributes Pro Tools Plug
Dothy * Drawmer * Fotusrite . Lingé

le Software hy the folk
* JC{Works + Synchro
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N\ T R O D) U C | N G The TASCAM MMR-8 Digital Dubber Will

Open Your Mind. Now, there's no reason to

C R O S S P L AT F O R M ' get locked into a closed, proprietary digital
MULTI-F ORMAT dubbing system. With TASCAM's Open Systems
D I G I TA L D U B B I N G the choice. That's because the TASCAM MMR-8

is the only tapeless digital multitrack recorder

F R O M TA S C A M that directly mounts and reads nearly any audio

file format — MAC or PC. This means Pro Tools

approach to post-production audio, you make

4.X session files, OMF (Open Media Framework),

A F1i48 Y 7 o-050

. Mississauga, Ontario L4Z 178 Canada {905) 890-8008

Viante

egr2ph R

TEAC Mexico, SA. de C.V, Privada Corina #18, Colonia del Carmen, Coyoacan, Mexico D.F 04100 (525) 6581943

TEAC Canada Ltd . §



Sound Designer Il, WaveFrame and
others coming soon.

No Matter Which DAW You Use,
Incompatibility Won't Be Part of the
Picture. With the MMR-8 digital dubber

and the MMP-16 digital player you can chain up
to six additional SCSI drives online. This means
you can dramatically increase your accessible

track pool. Perhaps more important is the

MMR-8's rock-solid integrated synchronization

solution. It supports virtually every kind of sync
including Biphase in and out, LTC, VITC, MMC,
word clock and digital audio sync.

Scrub. Slip. Slide. And Edit. Just like mag
tape, the MMR-8 and MMP-16 scrub audio in
forward and reverse — while locked to film or
video. Need to cut || seconds out of a scene?
No problem. And no need to go back to the
DAW. With the MMR-8 you can slip tracks
independently, slip events and even slip regions
within a track. You can Cut, Copy, Paste and
Insert (with 10 levels of undo/redo) directly
from the front panel. But if your scene calls for
more complex editing, go back to your DAW
with the MMR-8's Kingston " carrier equipped
drive and edit away. Bring the edited files back
to the MMR-8 for dubbing and watch it mount
and read them. Magic. No more transfers.
Imagine the time you'll save.

Master Control With Sony P2,
Timeline Lynx or MM-RC. Use your Lynx
KCU for full function control of your MMR-8
including track arming and punch-infout of up
to six units. If you're really a control freak, use
the optional MM-RC remote to simultaneously
control up to 100 units. That's up to 1,600

tracks with the MMP-16. All with sample

accurate sync across all machines. As for sound
quality, let’s face it, even with the best |6-bit
machines, as you open more tracks on the
console you add more noise. The MMR-8 and
MMP-16 give you true 24-bit resolution. This
keeps the noise floor at an absolute minimum —

no matter how many tracks you're running.

THE ONLY

OPEN SYSTEM
DESIGNED TO
STAY OPEN.

Open Systems Mean Easy Integration.
Installing TASCAM's digital dubbing system is
literally a plug-and-play process. The MMR-8 and
MMP-16 come with analog and AES/EBU Digital
I/Os that use the same standard cables as your
TASCAM DA-88s. So you see, there's no reason
to be closed-minded. Visit the website at
www.tascam.com. Or call TASCAM FaxBack
at 800-827-2268 for document #5080. You'll
get the story on how the MMR-8 Digital Dubber
and MMP-16 Digital Player will keep your

platform and format options open — wide open.

TASCAM.

Take advantage of our experience.
CIRCLE #012 ON PRODUCT INFO CARD
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'INSIDER AUDIO

I HAD NOTHING To Do

WITH TITANIC

BUT I’VE HAD A SYNC-ING SAGA ALL MY OWN

ou know, with all the other

things 1 do, like preaching,

proselytizing, prognositicat-
ing, prevaricating and prestidigitat-
ing, I don’t spend as much time
actually banging on my equipment
as a lot of the people—maybe most
of the people—who read this mag-
azine. And yet somehow, I seem to
find things going wrong with my
equipment awtully quickly and aw-
fully frequently. 1 am then forced,
more by anger and curiosity than
by duty. to isolate and report back
said things going wrong to the
manufacturers of said equipment.
This is both a curse and a gift. It af-
fords me a unique relationship with
the: companies (*Yes, he's a pain in
the butt, but he's really good at
breaking our stuff, so let’s keep
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sending him updates!™), but it can
make it hard to get anything done.

On one recent post-production
project, I had, for a change, few
such problems. But after 1 was
done with my part of the project
and the finished program was de-
livered to me, 1 almost had a heant
attack. I discovered something that
was very, very broken. Fortunately,
the manufacturer already knew
about it. Unfortunately, they never
bothered to tell anybody.

I was scoring a television show,
an hour-long documentary with al-
most wall-to-wall music, which I
wrote in my usual way with a MIDI
sequencer and a room full of
synths, samplers and signal proces-

BY PAUL D. LEHRMAN

ILLUSTRATION: DAVE EMBER

sors. The director/producer is a fel-
low I've done many projects with
over a span of several years, and
we know each other’'s working
habits well. The fact that we're sep-
arated by 3,000 miles has little
bearing on the efficiency of our
working together, although when
we're calculating budgets, we do
have to take Federal Express’ cut
into account.

The bicoastal nature of our col-
laboration does cause some prob-
lems, however, the worst of which
is how to get rough music cues to
him for approval. Like most video
producers today, he now uses an
Avid for offline editing, but before
he got it, 1 very often would send
my music tracks over the phone.
Not using ISDN lines, the way the



Introducing RADAR 11

The latest in 24 bit recording technology.

Otari’s RADAR has replaced analog multitracks
in hundreds of commercial and private facilities
worldwide. RADAR has become the benchmark of
sonic excellence in hard disk recording. In keeping

with Otari's legacy of innovation, we proudly present
the newest in 24 bit Digital Multitrack technology.
Through advancements in technology, the sonic
integrity of the RADAR series has been elevated to a
new level of excellence. A single removable hard drive
provides record time of over 40 minutes of 24-bit,

Otari, Inc. Otari Corporation Otari Europe GmbH.
Japan ermany

Phone: (81) 4-2481-8626

Fax: (81) 4-2481-8633 Fax: (650) 341-7200 Fax: (49)2159-1778

www.otari.co.jp www.otari.com

RADAR I

The World's Best Sounding
Hard Disk Recorder... JUST GOT BETTER.

Completely self contained, RADAR Il is
an extremely compact, great sounding
Multitrack Recorder. When two RADAR Iis
are slaved, the package presents an
extremely cost efficient solution to 48
track Digital Recording. Both mainframes
are controlled by a single remote and
metering is provided by the RE-8s
integral melerbridge.

24 track audio. Longer record times are available
simply by adding additional external hard drives.
Multiple RADAR lis can be linked tagether and its
enhanced RE-8 controller provides track arming and
optional metering of up to 48 tracks of storage.

Multiple machine control, user definable macro
keys and digital 1/O make RADAR Il the most compre-
hensive, best sounding recorder/editor available.
Contact Otari today for RADAR Il information and
then listen to the future of digital recording.

Otari Singapore Pte., Ltd.
ngapore

USA G ) Singap
Phone: (800)877-0577  Phone: 849)2159-50861/62/63 Prone: (c5) 287211 Eﬂ mn
Fax. (65) 284-4727 ®

The Otari Logo is aregistered trademark of Otari Corporation. 1998 Otari Cerporation.
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INSIDER AUDIO

fancy studios do, but the really, really
cheap way—you know, using that tech-
nology that lets Candace Bergen hear a
pin drop.

Fortunately, Candace wasn't around
when we did this. The director/pro-
ducer would roll video in his studio,
shouting a count-off into his mouth-
piece, and at zero 1 would start to play
the music on the sequencer, holding
my phone mouthpiece up to a speaker.
Now, I would never recommend doing
this with clients unless they really trust
you, but in our case, it worked okay.
When we needed better quality and a
little tighter sync, 1 would send him an
analog cassette of the rough cues,
which he would then lay back onto %-
inch video, punching in at the start
time 1 provided.

When it came time to deliver the fin-
ished score, our delivery medium of
choice was standard DAT. To make
sure my timing was dead-on, 1 would
slave the sequencer to SMPTE being
generated by a Mark of the Unicorn
Video Time Piece (one of the most use-
ful pieces of equipment in my studio,
and one which has never, ever screwed
up—so, naturally, the manufacturer has
discontinued it), which in turn was gen-
locked to a local network-affiliate TV
station. Thus, whatever was locking All
My Children on ABC-TV was now lock-
ing my sequencer, and what’s good
enough for Disney is good enough for
me. At precisely two and one seconds
before the start of each cue, | would
put in two short beeps, and of course 1
would include a list of SMPTE start
times for each cue with the tape. The
DAT tracks would go to his post house,
where they would be transferred to
videotape, locked and assembled with
the rest of the program.

Timecode? We don't need no stink-
ing timecode! Seriously, neither of us
had a timecode DAT machine (cheap,
remember?), and we never missed it.
This method worked amazingly well—
despite the lack of a SMPTE track, the
audio cues consistently lined up per-
fectly. In the dozens of projects we put
together this way, the worst drift we
ever encountered was something like
three frames in five minutes—about
0.03%. As long as we kept the individ-
ual cues relatively short, this was more
than acceptable. And the sound quality
was much better than if I were to print
to %-inch videotape.

But now he has his Avid, and I've
got Pro Tools, and we both have e-mail
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and Jaz drives, so for this last project,
we figured it was time to get into the
'90s and do the whole thing without
any tape at all. For the rough mixes, I
recorded my sequence directly onto a
hard disk, in mono, using one of the
popular MIDI+audio sequencer pro-
grams (no, I'm not going to tell you
who makes it, since I have not come to
praise them) and my Pro Tools hard-
ware, effectively recording the se-
quence into itself. I then took each
audio track I'd recorded, and using the
wonderful shareware program Convert-
Machine, converted it to 8-bit, 22 kHz. 1
squashed the files even further using
Stuffit and e-mailed them to the pro-
ducer.

This was faster than FedEx but, as it

Something was
very broken.
Fortunately, the
manvfacturer already
knew about it.
Unfortunately, they
never bothered

to tell anybody.

turned out, not by much. Even
squeezed down, some of the cues took
up more than a megabyte, and so the
upload and download would each take
a half-hour or so. We found out that
America Online, where he had his e-
mail account, rejects mail messages
larger than a megabyte—only it takes a
couple of days to get around 1o telling
you that it has done so. So he got an In-
ternet account on another provider, and
meanwhile 1 found some space on a
local server where I could set up an fip
site, which he could then log into and
download the file directly, avoiding the
e-mail route entirely.

Another thing that slowed things
down was that his modem wasn’t on
the Mac that was running his Avid—he
had an older, slower Mac for his Inter-
net access because, for understandable
reasons, he was afraid to use his big
machine for anything other than video
editing. So he had to download my files
on the older machine, convert them
back up to 16/44.1 (the Avid won't ac-
cept any other format), and then

“sneakernet” his Jaz drive over to the
other Mac to load in.

Once we got the kinks out, this
scheme worked pretty well. The sound
quality was a hell of a lot better than
doing it over the phone, and the start
times always lined up correctly. If there
was any drift, we didn’t care because
we were still dealing with rough picture
at this stage.

And it got us good and psyched for
using hard disk audio for the final prod-
uct. Again, I used the Video Time Piece
as a SMPTE reference, genlocked to a
broadcast signal. T didn’t have any way
of locking the digital audio sample rate
clock to the same SMPTE, but 1 figured
it would be plenty close enough, as the
Pro Tools audio card has a very accu-
rate internal clock—much better than
the clock in the Mac itself,

Once again, I recorded each MIDI
sequence into itself and put the audio
tracks (in stereo this time) onto a Jaz
cartridge, which I sent off, with the
usual list of start times, 1o the director,
via our good friends at FedEx. There
were ten cues altogether, ranging in
length from about 30 seconds to a little
under ten minutes. He laid them up
into his Avid and aligned all the start
times. Since his Avid isn’t online-quality,
he brought all his “media™ (that’s Avid-
speak for the digitized video and audio)
to a post-production house, where they
did the online assembly and mixed the
audio, which consisted of my music, a
narrator, some on-camera dialog and a
bunch of flown-in sound eftects. Every-
thing locked very nicely, thank you.

When they were all done, however,
the network didn't like it. So my over-
worked old friend went back into his
Avid, brought in some new footage, re-
recorded the narration (with a celebrity
narrator, probably the biggest single
item in the budget) and re-cut the show
to accommodate the client’s wishes.
Then I went back into my sequencer
and moved things around—tightening,
lengthening and otherwise reconform-
ing the music to the new picture, Mean-
while, the sequencer manufacturer had
sent me a new version of the program,
with some features 1 really could use, so
I started to work with it. Once again, 1
recorded the tracks to a Jaz cartridge
and sent it on its way.

Since we were now about a month
behind on the project, the director
didn’t go through the step of putting my
music tracks into his Avid but instead
brought the jaz cart with the music di-
rectly to the post house, where they laid
the cues up into their online system on
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¢ New dbx technology, the TYPE [V™
Conversion System with TSE (tm) (Tape
Saturation Emulation) gives you the pleas-
ant overload characteristics of analoﬁ tare
without the harsh distortion of most digital
input systems. No more dancing around
with the input levels to protect the integri-
ty of your audio.

* Uitra-wide dynamic range 24 bit A to D
converters with TYPE IV ™ make your signal
sound better than you ever thought possi-
ble. Capturing the full dynamic ranﬁe of
your analog signal and coupling it with the
powerful dynamic range of this patent-
pending dbx rmuss, PE IV™ will make
your digitai slgnai sound like it came from
the guietes.t high-quality analog source you
couyld imagine.

¢ With the extensive metering of the DDP,
‘tu can see EXACTLY what is going on with

L parts of your signal: input, interpal pro-
cessing, and output, with peak and VU, as
well as gain reduction for both sides of the
stereo image.

* And speaking of stereo, you can work in
stereo  with dbx’s True RMS Power
Summing™ for phase-coherent tracking, or
in dual mono mode, without the two chan-
nels interacting at all, making the DDP a
great processing value,
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¢ The DDP works right out of the box. It
comes with 50 factory setups that are guar-
anteed to knock your socks off. There are
presets for every application you can think
of, and then some. dbx engineers are musi-
cians and recording_ engineers. We know
what a compressor is supposed to sound
like, and we know it better than anyone
else. We Invented compression. We eat,
sleep and breathe compression.

* Want to duplicate that perfect compressor
set-up? Each processor in the chain has ali
the parameters you would expect. After you
set the parameters the way you want them

save it as a processor preset, available to
bé recalled any time. These buliding blocks
allow you to save entire setups just for the
way you like to work, It doesn’t matter that

ou are doing a live gig one night, then mix-
ing the tracks in the studio the next night,
the DDP wilt be there, just the way you left
it.

* When Zou save a preset, you also save the
information that makes it work behind the
scenes, too. Digital output (optional), sam-
ple rate rerfom\anc:. MIDI setup, as well as
anz of the other utilities, like sidechain
setup and monitor, EQ settings, and SysEx
functions.

* When you make changes to any parameter,
you can see where your adjustments are
effecting the signal, simply by looking at the
Hi-Res -§raphlul dispiay, which shows the

rocessing curve in roal time as you make
;uur adjustiments.

Check out the DDP at your local {m audio
outfitter, and experience DIGITAL perfor-
mance you'll never forget.
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INSIDER AUDIO

the day of the final. About halfway into
the session, he called me to report that
there seemed to be some sync issues—
the music wasn't always matching the
visual cues correctly—but he would
slide things around and take care of it.
Unfortunately, or perhaps fortunately.
wasn't home, and so my answering ma-
chine received this news with its usual
equanimity.

A couple of days later. I got a copy
of the finished video, and that's when 1
nearly dropped dead. Sometimes the
music was exactly right, but 2 lot of the
time it seemed to be horribly oftf. Many
of the musical hits I had so carefully cal-
culated were in the wrong places, the
holes I had painstakingly left for the
narration and sound effects now just
sounded empty, and the clashes be-

I simply assumed
that the sequencer
would be in sync
with itself.

How silly of me.

tween effects and music that T worked
s0 hard to avoid were rampant.

But the network loved the new ver-
sion of the program. The director wasn't
about to go back in and re-post it just
because 1 didn't like my own music,
and besides, he had a project overseas
that was already behind schedule. So
what wis done was done. And 1 was
left to solve this puzzle myself.

First, 1 decided to figure out exactly
how far off the cues actually were and
see if the numbers gave up some kind
of clue. I compared the music on the
video to my sequences and saw that all
of the cues started at the correct times,
so my SMPTE numbers were right, but
they ran fast. At five minutes into one
of the longer cues, the music was al-
most three seconds ahead of the pic-
ture, or about 1%.

The first possibility that had entered
my mind was that the post house had
screwed up and resampled my 44.1kHz
files at 48 kHz, but that would have
caused a discrepancy of about 9%, so
they weren't to blame. Besides, if the
sampling rate had changed. the pitch of
the music would have been different

—CONTINUED ON PAGE 234
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INSIGHTS

VINCENT VAN HAAFF

ACOUSTICIAN, STUDIO DESIGNER,
PRESIDENT OF WATERLAND GROUP

incent Van Haaff, president
of Waterland Group in Los
Angeles, readily confesses
that his facility designs are based
on equal amounts of aesthetics and
acoustical science, with a focus on
the specific tastes and personality
of the studio’s owners. For Van
Haaff, a recording studio or post fa-

cility is more than just a space in
which to record or mix. “It is,” he
says, “a carcfully crafted environ-
ment in which we witness the cre-
ation of sonic art.”

After starting his carcer in his
native Holland, first as an architec-
tural student and then as a film stw-
dent, Van Haaff soon discovered
his true destiny: designing studios.
In 1976, Van tHaaff began working
at Kendun Recorders/Sierra Audio
in Los Angeles. Since then, he has
been involved with the construc-
tion of dozens of major studios
around the world, including Con-
wiy Recording and A&M Studios in
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Los Angeles, Sony Music Studios in
New York. Richard Landis/Loud
Music and The Castle Studios in
Nashville, Woodstock Studio/A T M
Corp. in Karuizawa, Japan, plus
countless others.

Current assignments include
Lobo Recording in New York: proj-
ect studios for Glenn Frey, Don

Henley and Michel Colombier;
Bouquet Digital Studios. Port
Hueneme, Calif.: and 99 Attorney
Street Studios, New York.

Tell us a little more about your
background.

I studied architecture and theater
design in Europe. Luckily my
brother Fransois, who's 15 years
older than me, was an electronics
engineer and was always futzing
around as a ham-radio operator. As
a lyoung boyl, it was, of course,
very intriguing to watch someone

BY MEL LAMBERT

messing about with antennae on
the roof. In high school, I got into
design of loudspeakers for my bud-
dies in bands—it was trial and error
and, again, listening to advice from
my brother.

But by the time I got out of ar-
chitecture school, the prospect of
sitting behind a drafting desk in
Holland for the next 15 years,
working underneath some famous
architect, wasn't really appetizing.
So, I went to film school in London
for half a year to see if there were
any other avenues for me—and,
yes, I was intrigued with making
movies. Nothing to do with archi-
tecture, just something adventurous
and completely different.

[ was usually walking around
with a 16mm camera on my shoul-
der. Summertime in London can be
very sticky; it was a bear to carry
around this heavy equipment.
There was a guy with a micro-
phone boom and a Nagra around
his shoulders. At one point [ turned
and said: "You have the greatest
job because at feast you can put
your stuff down while we're shoot-
ing!™ So I went from camera to
sound again.

I then met a filmmaker in Ams-
terdam who told me that he had a
fricnd working with Stevie Wonder
in New York at Electric Lady [dur-
ing the 1974 recording of Fulfill-
ingnessl. “Why don’t you just go
visit him and see if you can get a
job.” he suggested. And that's what
[ did. I then met Malcolm Cecil
[with Robert Margouleft, partners in
Tonto's Expanding Headband and
developers of a sophisticated early
synthesizer], who said I should go
visit Roy Cicala at Record Plant,
where I got a job soldering and
sweeping the floor—I was basically
assisting and making copies.

Then the troupe sort of split off
from Stevie Wonder, and [ went
back to Los Angeles with them. I
had various jobs here—lived in a
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macrobiotic commune, remodeled a
guest house in back of a villa in Beverly
Hills as a carpenter. One day Bob [Mar-
gouleff] called and said there was a job
available at Kendun Recorders. So the
next day I went over to visit l[owner]
Kent Duncan, who hired me. He put me
together with Carl [Yanchar, now presi-
dent of Wave:Space]; T ended up that
same morning sitting in the shed next
door to the studio, wiring connectors.
What else were you doing at Kendun?
A bit of everything?
Yes. I got to assist once in a while.
Eventually, Kent found out that I had an
architecture background. He had start-
ed Sierra Audio with [acoustician/de-
signer] Tom Hidley, and I was given the
green light to set up a drafting table.
Soon, I was helping to design recording
studios. The first assignment was Pace-
Arrow Studios [Evanston, 1lL.], then Rusk
Sound Studios here [Los Angeles]. The
two owners, Sam Kaufman and Randy
Urlich, had heard through the grapevine
that I'd declared myself independent
from Sierra Audio and came around to
my house. “We're building a studio on
La Brea,” they said. “Can you help us?”
Rusk was formerly at Liberty Records.
We cleared the old studio upstairs, and
it was basically my first hands-on job.
That was the era of Donna Summer
[working at Rusk] with [producer] Gior-
gio Moroder and a bunch of other ses-
sions. It was a really nice room and very
well-isolated; we had traffic on La Brea
Avenue going by day and night. Some-
where near the end of that project,
Buddy Brundo from Conway Recording
came around to say that he had just
bought his partners out and wanted to
remodel the studio. The site was a little
slice of land with a building for the front
office and a small studio. We expanded
it out, and the rest, as they say, is history.
Last year marked Conway’s 20th an-
niversary. You've been involved with
Buddy and bis crew for that long?
Yes, throughout every step of the way!
The same with A&M Studios; it’s not a
hit-and-run operation. 'm very proud of
having worked continuously with Herb
Alpert and the family there since we
first met some 12 years ago. I remod-
eled Studio A in 1986 and have worked
on most of the other tracking and mix-
ing rooms—Studios B, D and M—as
well as the new DVD-ready, 5.1-chan-
nel Studio C, which we completed in
the fall of last year. [Herb Alpert and his
partner, Jerry Moss, sold the complex to
PolyGram in 1992.] I've also built a gen-
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Studio D at Sony Music, New York

eral-purpose studio and artist’s studio
for the Herb Alpert Foundation, based
in Santa Monica.

Looking back at the designs you com-
pleted in the late *70s and through the
'‘80s, I'm struck by the fact that you
were working with most of the leading
Sacilities in Hollywood and Los Angeles.
Yes, I was very lucky to fill the void left
by Tom Hidley, who had been the
major West and East Coast designer
until then. But Tom was working a lat
in Europe—living in Switzerland and
then Maui—and designing mainly over-
seas. I was the local guy who was in-
credibly lucky to get the clientele who
saw eye to eye with me. And often-
times, they were in my own age
group—from the rock 'n’ roll artist who
wanted to have a studio built in his
garage to the full-on facility. For [proj-
ect-studio owners], I was useful as a
reality-check, by saying. “You could do
this or that, but don’t waste your money
on that [treatment], for example.” I'm a
cheap Dutch man! [Laughs] I really like
to build studios out of readily available
materials, rather than going out and
buying fancy “acoustic” materials, which
at the hardware store costs a tenth of
the price. I like to give feel-good value
for the money.

How do you secure new business?
Primarily dealing with existing clients.
and word of mouth—generally people
who are interested in setting up some-
thing very personal, an expression of
personal tastes as well as a means of
bringing about more expression in their
lives. A recording studio is not only an

expression of personal taste for an artist,
it is also a way of [creating] a founda-
tion for their future creativity. That
space has to be comfortable and inspir-
ing. and a catalyst. I take that concept
and certainly wil! stop them from going
overboard, or off in the wrong direc-
tion. I've been incredibly lucky to work
with people who really got ino this
space and the process.

Herb Alpert is a perfect example. As
a musician and a studio alumni, he was
involved in turning that [former film and
TV shooting stage] into somewhere he
was happy to record in. It was as if he
was galloping creatively ahead. and 1
was just holding on for dear life, mak-
ing sure that all the technical and nec-
essary parts would fit, as well as
lighting, air conditioning and so on.
So you meet with your client for the
Sfirst time. They say: “Here’s $1 million;
build me a studio.” How do you find
out what it is they’re about?
I go visit them at home. We have lunch
or we have dinner. I'm blessed with a
certain gift of being able 1o judge a per-
son pretty well, to see what their inspi-
rutions are. We talk about art or music.
Of course, we become friends, A good
example of that process is a project 1
did in Japan from the ground up.
Woodstock Studio is a resort studio in
Karuizawa, high in the mountains near
where the recent Winter Olympic
Games were held. The buildings in-
clude overnight lodgings for 20 people,
a kitchen, dining. recreation rooms and
offices for the production staff. 1 fin-
ished the project in 1992.

IENNER JR
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An engineer in Japan had been
working at both A&M and Conway and
had told somebody in Tokyo that if they
wanted to build a studio, then they
should go visit Vincent. After we had
hung out for a couple of days, the first
thing I said to him, was, “You have a
piece of land that you want to build on.
And you want to build the most beauti-
ful studio in Japan and attract all these
great artists. Let me come to Japan for
four or five days. I want to see the land.
I want to smell the flowers. [ want to
trudge around in the mud and feel what
it’s about there.

I had to not only get to know the
person and his dreams, but to person-
alize that dream. That is one of the most
essential parts of the process—I would
want to work in that studio. If it is the
best studio in Japan, then it's the best
studio for me to work in in Japan; I de-
sign it for myself, in a sense.

Suppose it is an existing plan? Is that
more of a restriction for you?

Yes, very much. And if [ don’t get to see
the place that people ask me to work
on, I'll let them know that I prefer to
consult. I'll maybe do it by fax. I'm not

Studio A ot A&M Studios

going to sit down and do an elaborate
set of blueprints. I'm not going to try to
visualize as much. Visualization of the
finished product is an important aspect
of the quality control I have to maintain
throughout the project.

Do you visualize walking through the
complex?

Absolutely. And when the drawings are
generated from the plotters, 1 can really
see whether it is the overlay of what [
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saw. If there is anything askew in that
drawing, I immediately catch it.

I often wonder if designers spend too
much time on the aesthetics of color
schemes, when you realize that the
basic shape is lacking in intimacy, for
exaniple.

If you ask a string player what it feels like
to actually listen to a violin in that space,
they will say, “Geez, it looked really in-
teresting, but [ couldn’t read my sheet

PHOTO: CIARAN MCGOWEN

If you've ever needed convincing, there has never been a better time.
Apogee Electronics Garporation;3145 Donald Douglas Loop South, Santa Monica, CA 90405, USA

Pro Tools is a registered trademark of
Digidesign, a division of Avid Technology Inc.




music because the lighting was shining
on the walls and not on my score.” The
designer missed the point—what is the
actual usefulness of the space?

Session plavers are probably the
most critical of ull because they do this
day after day. Some studios become
their favorites because not only is the
coffee hot, but they can actually work
there. [ like to use natural materials and
not get too fancy in the colors. And not
get too crazy in the shape of things. It
is easier to walk past a table with
rounded corners than with corners that
have spikes in vour direction, right? It's
just a natural form: natural shapes of
things are incredibly important. At the
same time. vou don’t want to be every-
thing to everybody. There has to be a
sense of personality about the space
that speaks for itsclf but which can be
easily adapted to.

You've been hired to remodel the sec-
ond floor at The Village Recorder in
West LA. and add two scoring stages.
Houw did that connission coie about?
I have worked on most of the rooms at
The Village. including A, 3 and D, which
are relatively big areas. We are now in-
vestigating with the structural engineers
ways of re-supporning the second floor—

-

e e
-

Rear wall of Conway Recording Studic B

where there are two large-volume audi-
toriums [in the former Masonic Tem-
plel—so that we can use these rooms as
medium-size scoring facilities. And there
will be two control roonts, plus an ancil-
lany 5.1 mixing suite. Because the build-
ing was built in 1927, we need to be very
careful about earthquake safety and
these kinds of considerations.

We're literally going to suspend
these new floors oft the construction

| ” I
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Contact your nearest Apogee dealer for a demonstration.

Tel: +1 310/915-1000 Fax: +1 310/391-6262 Emait: info@apogeedigitalcom=Or visit our Web site.

that is gaing 1o be built on the /nsicdle of
the building, without disrupting any of
the workings of the ground-floor stu
dios. This is where all these little tricks
that I've learned over the last 20 years
are all coming wgether.

Have you done anything like this befove?
Not on this scale. It is actually a multi-
story building. The rooms are so tamaous
that you can’t screw around with them.
I've becn able to work with Village for

The AD-8000 24-bit, 8-channel

digital audio conversion system.

From your Apogee dealer.
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INSIGHTS

almost 15 years now; there is something
very personal about that studio. 1 believe
in leaving a legacy by building these en-
tirely new rooms in that specific loca-
tion. We will have wide-flange beams
attached to structural steel columns;
they’ll probably measure about 20 by 24
inches or so. The columns will go up
three stories to re-support the roof, I'm
creating another support system on the
other side of the roof so as to be able to
literally suspend the entire isolated floor
16 feet in the air.

You are also involved with Lobo
Recording, on Long Island. Another
scoring stage?

There are few large studios in the
Greater New York vicinity where you
can record an orchestra. Lobo’s owners
came up with a fabulous idea of build-
ing a professional-grade scoring facility
near Great Neck, Long Island. They're
very close to all the mansions; Sting has
a house there, Billy Joel, all of those
people. Rather than going into Manhat-
tan, they can stay out in Long Island
and bring the orchestra to them. We're
doing three rooms, one of which is a
large stage-type space in the basement.

Woodstock Studio, Karvizawa, Japan

There are already two minor recording
facilities on the second floor. The first
studio will probably be in operation
during May. The very first project lined
up is an album with Les Paul and
friends on his 82nd birthday. It's gonna
be a wonderful project—Les hasn't
recorded anything for such a long time.
You are also building project studios

Jor Glenn Frey and Don Henley bere in
LA. What's the angle?
It's completely coincidental that I should
be working with both of them. Henley
was referred by Robbie Jacobs. an en-
gineer who worked at A&M Studios.
Don had asked me years ago to look at
buildings in the Santa Monica area, and
—CONTINUED ON PAGE 254
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' ' "Bepore Record Plant, I was only nominated for Grammys. "
Kenneth "Babypace” Edmonds

"I can walk around Record Plant all day without shoes and at night
my peet are still apotless. Their floors are clean—but their sound (s
even cleaner,” Don Was

Talways peel like I'm walking into some ultra-hip cosmic dpaceship--but with
eooler people, great music. bizarre social combos. better food and our very
own Wendy-bird Rose. manning the helm. Thank You Record Plant por all
those journeys to the great beyond " Bonnie Raitt

“I. Luther Vandross, love Record Plant. Because when 1. Luther
Vandross. start to make a Luther Vandross recording. I say to myselp,
Luther Vandross. when you're in LA where should you record? Ang of

' course the answer is unquestionable—Record Plant'm

f The place to be, sho nupp!” Luther Vandross

' H “Like most people in this business., we have a choice as to where we
40 work. I work at the Record Plant because it is simply the best of the best. "
David Foster

“..itis, in my opinion, probably the best studio and staff to record
with anywhere. " Slash

"Why do I pind myself at Record Plant? Simple—it's the perfect
environment for creating chart toppers.” Tetsuya “TK

Komuro

“Right off the top. ip I need a studio to jump. my pirst call is to
Record Plant. The sound systems are always stately. " Perry Ferrell
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Those who can 80 anywhere, come here.

1032 North Sycamore Avenue, Hollywood, CA 90038 Tel: (213) 4993-9300 Fax: (>13) 466-8835 email infoorecordplan.com WWW.rEcordplant ¢om



A Look

at 21
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New

Rooms

Nashville’s JamSync was designed by
owners KK Proffitt and Joel Silverman

for multichannel audio production and
format transfer. Angled cabinetry and AVL
Fiberglas ponels are used to control first
reflections. Two Yomaha 02Rs and 24 tracks
of 24-bit Pro Tools are coupled to

an Otari DTR-90T, Otari UF 24 format
converter, 24 tracks of Tascam DA-88 and 8
tracks of Fostex ADAT. The monitor chain
consists of Bryston amps, Snell Series direct
and dipole speakers, stereo Velodyne
F1800R Il subwoofers and a Lexicon DC-1
DTS multiformat surround decoder.
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BOTO Design designed this private studio for musician/composer Mark Isham
at his home in Hidden Hills, Calif. The studio, dubbed Wet Dog, occupies its
own purpose-built structure on Isham’s property and is equipped with a
Euphonix CS3000 console with Dynamics and The Cube, 24 tracks of DA-88,
a 2-inch 24-track Otari MX-80 with Dolby SR and Tannoy System 8 monitors.
Set up for 5.1-channel mixing, the studio come online in June ‘97.

PHOTO, DEREK RATH

PHOTO: TOM GATLIN



PHOTO EDWARD COLVER

PHOTO: EVAN PILCHIK

Bear Creek Studio, located on a ten-acre farm outside of Seattle in
Woodinville, Wash., has a new 20x26-foot control room designed
by Vincent Van Haaff and built by studio owner Joe Hadlock.
Windows and doors open to the outside, and the room features a
curved bookshelf rear wall diffuser. Primary equipment includes a
Trident TSM and a Neve BCM 10 console, a Studer A80OO Mkiil
24-track, Pro Tools and Steve Haselton custom Altec monitors.

A&M Studios [Los Angeles) renovated Studio C last year, implementing acoustician Vin-
cent Van Haoff's innovative designs for 5.1-channel mixing. The studio houses a 96-fader
Euphonix €53000, Sony PCM 3348 tape machines and a large complement of vintage
outboard geor. Main surround monitoring is a custom dual-concentric, DTS-ready system
consisting of PAS/TAD components. Reapened in December, the studia is used for multi-
channel mixing, DVD premastering and mix-to-picture work.

Music and sound design house HUM's new focility in Santa
Manica, Calif. [also on this month’s cover), was designed by
Walter Meyer of Meyer Architecture, Marshall Long of
Marshall Long Acoustics, and, from HUM, sound designer
Mark Levisohn and faunder and president Jeff Koz. Doug
Rider and Art Kelm handled the technical and wiring design.
The project involved the renovation of a 5,700-square-foot,
one-story warehouse building formerly used as an art
gallery. Studio A, pictured, is equipped with two Yamaha
02Rs, a Sony JH-24 recorder, Pro Tools workstations, a large
array of outboard equipment, and moniters including
Genelec 1031s and Yamaha NS-10s.

Fraol 1GaH VIS L pUoTNaRI DMy

Acoustical designer Bob Skye of Charles Salter & Associates and ar-
chitect Adam King created the four-room Disher Music and Sound,
built last year in San Francisco, for work in audio post and music
production. Control room A offers a Mackie 32x8 board, 32 tracks of
Pro Tools 24, 16 tracks of ADAT and Genelec 1030A monitors, with
subwoofer. Confrol Room B is a Pro Tools 4.0 editing suite.
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The Musician’s Institute in Hollywood, Calif., added Studio C, onother teaching studio, to
its facilities in July 1997. Designed by studio bau:ton, the complex comprises a tracking
room, vocal booth and control room, which is equipped with a Neve VX console (with
Flying Faders}, a 2-inch 24-track Otari MTR-90, custom TEC:ton main monitors and Gen
elec 1031A and Tannoy PBM 6.5 near-fields.

In October 1997, 20th Century Fox re-opened the rededicated, entirely remod-
eled Newman Scoring Stage (Los Angeles). studio bau:ton handled the acoustic
and architectural redesign, with help from Larry Goga and John Rotondi at Fox
and scoring mixer Dan Wallin. Gordon & Williams was the general contractor.
Added to the stage was a new, 1,500-square-foot control room, which features a
96-input SSL 9000 J Series console and Genelec monitoring system, with 1035Bs
for LCR and 1038As for surrounds. All recording formats can be accommodated.

Chris Pelonis designed the main room at La Casa Studios {L.A.}, opened
this past December. The studio is used largely for music recording sessions
for the Universal-distributed Surco label, which was nominated for a

Grammy this year for its work with Molotov. The console is a Speck M72,
and the room is equipped with Pro Tools 24, JBL LSR 32 and Yamaha NS-
10 reference monitors, 32 tracks of Alesis ADAT XT and a large collection
of vintage mics.
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Opened in November 1997 and designed by owner/
chief engineer Al Ursini, Studiochicago features an
SSL 4056E/G/R console, custom time-aligned and
bi-amped Lakeside/TAD monitors, Genelec 1030As,
Otari MTR-901ll analog 24-track and an Otari RADAR
24-track digital recorder. The complex also includes
a Sonic Solutions mastering suite.

Santas mahogany floors, custom-perfarated aluminum poneling and vibrant fabric
wall surfaces create a contemporary style for Earth Wind & Fire leader Maurice
White’s private studio, Magnet Vision/Kalimba International {Senta Monica, Calif.).
Designed by Studio 440 Architecture & Acoustics and opened in September of ‘97, the
1,800-square-foot focility features an 80-fader Euphonix €$3000, an Apogee
ADB800O, two Studer A827s, and PMC MB 1A midfields and Genelec 1031A near-fields.

]
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Los Angeles-based, full-service international entertainment marketing
firm Another Large Production boosts a new room designed by Chris
Pelonis. Equipment includes a Eurodesk MX8000 console, Pro Tools 4.0,
Mackie and Auratone near-field speakers and Tannoy 10DMT mains.

PHOTO. EDWARD COLVER

4MC Studios, located in Burbank, Calif., recently opened Studio B. Designed by Tom
Holman and built by architects Heathcote & Associates, in conjunction with acoustician
Veneklasen & Associates, the 45x34-foot room houses a144-input Harrison
SeriesTwelve film console, 20-foot viewing screen, THX-approved monitoring system,
35mm film and video projection, analog tape or multitrack film recording and is
equipped for Dolby Surround, Dolby Digital, DTS, SDDS, as well as large-format
shows such as IMAX and Showscan.
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The Panasonic DA7 Mixer.

aking Digital Furtner.
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Panasonic introduces the WR-DA7 digital mixer, and sets
an entirely new standard in quality, flexibility,

ease-of-use, and affordability—all for under $5000.

ADYANCED DIGITAL TELEVISION & VIDEC

1-Step Furictionality
24 Bit A/D and D/A
Maving Faders
Surround Seund

Auzomation & Memory

Panasonic

Broadcast & Digital Sysl;n;Cumpany

For more information call:
1-800-777-1146
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The Ultimate Music Corporation (Cambridge, Mass.) opened'in late 97 and was
designed and wired by Rosati Acoustics and Multimedia. The facility houses o
pre-production suite with a Tactile Technology M4000C 48x8 console with mute/
moving fader audiomction. Control Room A features an Otari Status 48x12x4 with
dynamics and mute/moving fader automation and recall. Multitracks include a Sony
33245 24-track, Otori RADAR, Alesis ADAT, Pro Tools and Sony PCM800. The
ceiling includes a custom-designed, remote-contro! overhead door system to adjust
room volume and acoustics.

Glenn Sound in Seattle opened Studio B, an all-digitol post-production
room designed by Studio Pacifica. Studio B features Avid AudioVision
PCl, Pro Tools and @ Yamaha 02R. The monitors are KRK, powered by
Hafler amps. The studio also offers a Media 100 nonlinear video edifing
system with After Effects.

P

é

-
Seventeen Grand Recording’s new 5.1-channel surround sound mixing room \/;/ e

on Nashville’s Music Row was designed by owner Jake Niceley and Michael o
Cronin Acoustic Construction and opened in October ‘97. The room is equipped

with a 96-fader Euphonix C$3000 with an Audio Cube routing matrix for

surround sound capability, Dynaudio Acoustics monitoring and a Mitsubishi

X-850 and two Studer D827 digital recorders.
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Studio A at Atlanto full-service production facility Tree Sound Studios has
been up and running since November 97. The room was designed by
ocoustician George Augspurger and architect Anthony Costantine, The

control room features a custom Augspurger monitoring system and houses
an SSL 4064 G+ with Ultimation, two Studer 827 24-track recorders

with Lynx synchronizers and a large array of outboard equipment. A
mastering studio also is located in the 18,000-square-foot building, ond
plans are under way for construction of Studio B (which will feature

on SSL E Series] and for development of a film, video and animation
post-production company, dubbed Wood Post.

PHOTO. RICHARD BINSTADT

A The Discovery Channel LABF Audio Mix studio opened in Miami in
late ‘97, designed by Russ Berger Design Group. The console is an SSL
Scenaria, the monitors are Quested, and technical systems are by Harris
Allied. The facility olso features six master control rooms (each capable
of monitoring three simultaneous audio feeds), a quality control room, a

fransmission center, five audio playback control rooms, three video past

rooms, six Avid rooms and a screening room.

ssase

A One of Minneapolis’ most vibrant studios, Burr Holland Recording
re-opened in its new facility in August 1997. Owners Joshua Holland,
Taylor Burm, Eric Olsen, Stephen Buck and Peter Kelsch refitted an existing
structure, acoustically designing and constructing three aesthetic
recording spaces around a centrally placed control room. The studio
features an 80-input, 48-bus Amek APC 1000 console with GML moving
fader automation and recall, an Otari MTR-90 2-inch 24-track and 24
tracks of ADAT XT, monitors including Genelec 1032As, Yamaha
NS-10Ms and Auratones, and a wide variety of outboard gear and mics.
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Top-flight music and post complex The Enterprise (Burbank, Calif.) ocquired the former
Evergreen focility last year, renaming it Enterprise 2 and hiring designer George
Augspurger for renovations. E2 includes a large scoring stoge that con comfortably
handle an 80-piece orchestra. Pictured is Control J, with its 101-channel SSL 9000 J
console. Recorders include Sony HR48 digitol and Genex MO models, The facility
offers an assortment of classic tube mics as weill as Synclaviers, ATC and custom
Augspurger main monitors configured for 5.1-channel mixing, ond two new Steiaway
9-foot concert grands with internal recording computers. ¥

Superdupe Recording, located on Madison Avenue in New York City, completed Studio
Two in the summer of *97. Known as the Audio for Video Suite, it was designed by John
Storyk of Wolters-Storyk Design Group. The studio features a Fairlight F.A.M.E. console,
Doremi hard disk video recorder, Neve mic preamps, Motion Worker synchronizer and
Spendor monitors. The room, which sees a variety of television and radio spot work, is
prewired for 5.1-channel mixing. ¥
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Thursday & Friday, June 25-26, 1998
New York Marriott Marquis, New York City

This is the conference you've been waiting for! Join the editors of Mix
and more than 50 leading experts in recording and sound production in
exploring the technologies and issues that are shaping the business today.

8 INFORMATION-PACKED SEMINARS

Making the A/l-Digital Transition - Moderator: Ken
Hahn (Co-owner, Sync Sound, New York)

That Dangerous Upgrade Path - Moderator: Paul
Lehrman (Author, teacher, and Mix columnist)

The Creative interface: Project Studios and
Commerdial Facilities - Moderator: Dan Daley (Author
and Mix East Coust Editor)

File Format Irterchange: A Progress Report - Moderator:
Mel Lambert (consultant and Mix contributing editor)

Studio Remodeling and Design: Practical Solutions to
Common Problems - Moderator: Bob Hodas (Acoustical
expert and Mix contributing editor)

Sound for Picture: Specialization or Diversification? -
Moderator: Dean Winkler (President, Post Perfect, New York)
Modular Digital Multitracks: The Revolution Continues
-Moderator: George Petersen (Editor, Mix; author of Modular
Digital Multitracks: A Power User's Guide)

New Technologies—New Spedialties - Moderator: Phil
DeLancie (Mix media and mastering editor)

R o V.Y o] :{V] " B (Both paneis held each day)

The Art and Business of Producing - Moderator: David
schwartz. A panel of GRAMMY and TEC Award-winning produc-
er/engineers (including Ed Cherney, Don Was, George Massen-
burg and others) will discuss how they work with artists in the
studio, as well as the real world business issues of being a produc-
er.Hosted by the Music Producers Guild of the Americas (MPGA).

Digital Consoles—Here and Now - Moderators: George
Petersen and Mel Lambert. Digital mixing consoles—both
large and smali, for just about every application—are no longer a
dream. Join with manufacturers and noted users of these miracle
machines and get the answers you need to guide you on the
digital path.

Reception/musical performance on Thursday, June 25.
(5ponsored by the Recording Academy®). Relax and network
with fellow audio prof Is. Free to all registered attend.

Don't miss the most valuable two days outside the studio you'll spend this summer! For a brochure
and registration materials, return the coupon below or call Daniela Barone at (51 0) 653-3307 or fax (510)

653-5142. Email: Daniela_barone@intertec.com

YES—I'm interested in attending

NAME

ADDRESS

ary

PRIMARY OCCUPATION

PHONE FAX

STRTE/COUNTRY Z1P/POSTAL CODE

E-MAIL

MX498 Mail to: Mix/StudioPro98 « 6400 Hollis St. #12, Emeryville, CA 94608

StudioPro98
Participants
(as of March 1)

Dave Amlen * Barry Beckett
David Beal « Russ Berger
Paul Berry - Danny Caccavo
Peter Chaikin « Ed Chemey *
Jimmy Church - Peter
D’Antonio - Patrick Dillett
Randy Ezratty - Frank
Filipetti « Peter Fish « Alan
Foust * Ron Franklin - Ethel
Gabriel « Brooks Harris - Jay
Healy « Fred Jones - Ralph
Kelsey - John King * Jeremy
Koch - Jeff Kracke - Josh Leo -
Tommy LiPuma - Gary Lynn -
Bob Ludwig * Arif Mardin -
George Massenburg * Roger
Maycock * Kooster McAllister
Ed McDermott * Bill Philbrick
Bob Pomann + Jonathon
Porath - Steve Rainford - Rod
Revilock - David Schwartz -
Howard Schwartz - David
Smith - Tom Stephenson -
John Storyk - Michael Tapes
Bob Tudor - Tony Visconti »
Don Was - Mark Yonge

Plus others TBA

In Cooperation With

RO

SPARS

Pro98, june 25-26 in New York City. Please send me a brochure and registration materials.



THE
YOUNG
TIRKS

STUDIO DESIGN'S ~ NEXT GENERATION!

In the beginning there were the Elders, a neutral and
respectful term for the generation of studio designers
that defined the glory days of high-end recording stu-

dios from the 1970s to mid-

1980s. And while members

of this august group—which
includes luminaries like Tom
Hidley, Russ Berger, John
Storyk, Andy Munro, Neil

Grant, Vincent Van Haaff and

others—are still quite active

A few blocks

from their offices,
Recording Architecture’s

Roger D’Arcy (L) and

Nick Whitaker pause

alongside the famed

Cully Sark, docked at
Greenwich Pier on

the River Thames.

and in demand, it’s apparent
that another generation is ap-
proaching its own rendezvous

with destiny, manifest or not.

PHOTO: GEORGE PETERSEN
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They are in their 30s and early 40s; not unlike their fore-
bears, they work singly and in teams. But several factors set
them apart from the previous generation, not the least of
which is the context of the industry they work in. When the
Elders began their careers, the world was a considerably
more orderly place: Studios were owned largely by entre-
preneurial engineers or major record labels; the cost of
equipment and the expertise needed to operate them it kept
this group limited.

The relationship between studio and designer evolved
so that the rooms they designed took on their names.
The phrase “Hidley room” has a certain meaning in our
industry, sort of like the way a “Frank Lloyd Wright” or
“I.M. Pei" describes a particular architectural style. Their
names defined their work, and in the process, the design
field became the most ideological component of the pro-
fessional sound business. Studio design shared with mas-
tering the sense of being a black art, opaque to the
layperson. And wae to those with hubris enough to at-
tempt to enter the kingdom except by apprenticeship to
one of its recognized sorcerers.

Then things got a hell of a lot less orderly. The rise of per-

Above: Studio designers Charlie and Tay Hoyle

Left: Studio designer Dave Hampton

Below: Phil Ramone and designer John Arthur Jr.

sonal recording technology changed the very definition of stu-
dips. After a previous generation had come 1o grips with the
concept of a garage band, the next is facing those same artis-
tic entities in their own garage studios, from which they also
run garage record labels, and software-based mastering facil-
ities ¢when the notion of mastering is actually addressed). Stu-
dio design’s Generation X came inta a world in which cer-
tainties were elusive and concepts fluid and protean. The
physics behind acoustical concepts may remain fixed, but ide-
ology seems useless in a world in which Version 2.1.1 comes
out three weeks after Version 2.1.0.
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The design challenges in today’s stu-
dio environment are muliifarious, the
pressures on the economic side tremen-
dous. And the overriding trend is to-
ward small, power-packed producer
artist-based studios. Flexibility in design
is the watch-word; large rooms are few
and far between. Young designers may
sometimes look back through tinted
lenses at a time when a run-of-the-mill
design job called for a 20x30-foot track-

Whitaker.

Recording Architecture’s initial steps
built on the work D'Arcy and Whitaker
had done under Munro’s aegis at facili-
ties like Ray Davies’ Konk Studio,
Orinoco and Great Linford Manor.
"Those all employed radical design de-
partures,” explains 1>’Arcy. “They used
tension structures—cables that sus-
pended acoustical treatments in space.
There were raw, exposed steel beams

We don’t have any overarching

philosophies of design. We base designs on

the space at hand and the client’s wants

and needs. —Roger D’Arcy

ing room instead of today’s compact,
technology-laden control rooms with
small, attached overdub booths. But in
the ever-changing cosmos of music and
post-production, the most crucial job
might be to redefine the notion of the
studio before the technology itself does.
The following group of people is by no
means comprehensive of the growing
armies of designers in the world, but is
instead a representative sample.

RECORDING ARCHITECTURE

Roger I>’Arcy, 40, and Nick Whitaker,
36, formed Recording Architecture a
decade ago in the Greenwich Market
section of London. D’Arcy is voluble,
immensely charming, a novelist's in-
vention of an archetypal, cosmopolitan
architect. Whitaker, the acoustician,
was one of the first graduates of Salford
University’s acoustical sciences degree
program in 1984. He is slight, mathe-
matically precise in his speech and
quick to laugh. Both worked under
Andy Munro, whose parting words
when they struck off on their own in
1987 were, “You won't last a year out
there,” D'Arcy recalls with the appro-
priate degree of sarcasm. But the duo
believed that studios on the high end
needed a new eye. “We knew there
were ways of achieving an acoustically
and aesthetically workable solution to
studio design that didn’t involve carpets
and sheet rock walls,” says ID’Arcy. “1
loved the idea of the science of
acoustics, and the brochure at the uni-
versity had a recording studio on it, and
that sparked my imagination,” recalls

for both aesthetic and acoustical effects,
and we used New York City traffic
lights for Orinoco’s Record indicators.”
Once established as Recording Archi-
tecture—now grown to a staff of nine
and also marketing its Black Box
acoustical conditioning system—they
did second and third rooms at at least
one of those facilities.

As is usually the case in the studio
business, word of mouth boosted the
company, but the focus shifted quickly
toward the industry’s new Zeitgeist,
artist/producer’s studios. Project studio
clients came in groups, including Bana-
narama producers Tony Swain and
Steve Jolley (both in manor houses),
Genesis guitarist Steve Hackett, and
recording artists Kim Wilde, Sade and
Gilbert O’sullivan. They've now done
more than 200 facilities in 30 countries,
as many as half being personal facilities.

“The old generation didn’t see the
coming of the high-end producer/artist
studio,” IY’Arcy maintains. “They didn't
act on that market—they reacted 1o it.
They were more used to doing ground-
up types of facilities.” Adds Whitaker:
“The previous generation of designers
tended to have stock designs that they
had built up over the years, and they
would try to shoe-horn them into the
smaller producer-studio spaces. In-
stead, we learned an entirely different
set of rules, then we set about breaking
them as needed. As time went by, we
were offered larger facilities to do, but
the things we learned on the smaller
ones are invaluable in any setting. 1
think that’s part of the difference be-
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tween this generation and the last. We
work for a balance, using as many
methodologies as we think we need.
We don’t build rooms that are all based
on some wonderful, mysterious
[acronym]. You still see rooms built
based solely on diffusion. To us, diffu-
sion is simply one element of acousti-
cal control that has its place along with
low-frequency control and balancing
early reflections.” D'Arcy sums it up
when he observes, “The main differ-
ence is, we don't have any overarching
philosophies of design. We base de-
signs on the space at hand and the
client’s wants and needs.”

TAYTRIX

The facility design business has tradi-
tionally been a male bastion and has
rarely been breached by women. Tay
Hoyle, the 35-year-old North Carolina
native who has run New Jersey-based
design company Taytrix with her broth-
er Charlie since 1990, is well aware of
this. She laughs about encounters in
which appointments have been made
by a man in her office and her non-
gender-specific name didn’t give her
away until she arrived at the prospec-
tive client's office. “At which point 1 get
this blank look like, ‘Who are you?
You're the designer?” And then we talk
about designs and it's never an issue
again. It's a society thing, and the stu.
dio business is part of society. But it’s a
business where all people really are
concerned about is, ‘Can you deliver
what I need on time, on budget?’ That's
the bottom line.”

Hoyle and her brother developed
what she calls a turnkey approach to
studio design, incorporating not just
walls but wiring, as well. Making use of
the many years she spent as a4 mainte-
nance/recording engineer at New York
City studios of all calibers—from
Unique, Sigma, Vanguard and Atlantic
to other, funkier spaces—Hoyle devel-
oped a keen understanding of what an
artist and producer need in a facility.
She wus asked in 1990 to design pro-
ducer Randy Battiste's Six String City
personal studio in Jamaica, Queens.
“The challenge was to make everything
fit in a bedroom space,” she recalls, “to
nuake a bedroom function like a studio.
To do that, the design had to include
everything. from floated tloors to the
cabinetry work.” Since then, Taytrix—
now with 11 employees in a 5,000-
square-foot work space—has done nu-
merous personal studios, including pro-
ducer/composer Andy Marvel’s (Celine
Dion, Diana King) Manhattan pent-

house-suite studio, as well as several
commercial and mixed-use spaces,
such as Latin music producer Sergio
George’s studio and a production/mix
facility for producer Tony Moran.

“What sets this generation apart is
the fact that you now design around
the individual,” she says. “It’s about fa-
cilitating a studio around the way
someone wants to work. And you're
often designing for an artist or produc-
er who doesn’t necessarily engineer, so
you also have to keep in mind the fact
that many different engineers will be
passing through it, too. And these stu-
dios are often in homes, so you have to
make the aesthetics work in that kind
of environment. That's why cabinetry
work, which might have been a minor
detail a generation ago, is now a part of
the basic design.”

Most of Hoyle’s personal-studio
work is budgeted in the $20,000 to
$100,000 range, not including equip-
ment. Fees are generally a percentage
of the total construction budget. No
one gets rich on those budgets, Hoyle
acknowledges, and revenues are aug-
mented by fixed-rate consulting and
studio construction contractor work,
such as the finishing work the compa-
ny did on C&C Music Factory’s Hot
House Studios in New York. Taytrix
also has an expanding line of prefab
acoustical treatment items that Hoyle
says are as much products of studio de-
sign as studios themselves. “But you
want to think of clients as lifers,” says
Hoyle. “so that when they build that
next, higger facility, they’ll come back
to you for it.”

JOHN ARTHUR DESIGN GROUP
One of the youngest of the new breed
at 33, John Arthur Jr. was exposed to
the studio world by John Arthur Sr.,
who is still one of the leading studio
construction specialists in the Miami
area, having done building work on
most of the region’s major facilities, in-
cluding Crescent Moon, South Beach
Studios, International Sound and ex-
pansions at Criteria Studios.

However, the younger Arthur took
his career to the next step, creating his
own studio designs. “I had learmed the
mechanics of what it took to put a4 room
together,” he says. “But I've always been
more architecturally driven.” He started
out doing independent acoustical con-
sulting work on noise and isolation
problems in regional studios, taking
courses in acoustical and architectural
sciences, and in 1988 started his own
firm in Miami. His first design was a hi-
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fi store’s listening room; the first studio
was a small private facility in Coconut
Grove. The most recent is Circle House,
the private studio of urban-reggae
group/producers Inner Circle.

“My formal training has come on the
job from facilities that were designed by
the older generation,” he says. “I feel
like T have a very personal connection
to them through people like [designer
and LEDE conceptualist] Chips Davis
and [RPG founder] Peter D’Antonio. But

the kind of rooms we work on are
quite different.”

So are the clients. Where the Elders
were often working with studio indus-
try veterans, the current crop of clients
are often acoustically illiterate, and their
perceptions of technology may be
based to a large extent on small, pow-
erful downmarket products. The focus
might hinge on cost-effectiveness.

“You can buy an equipment pack-
age for around $125,000 with a couple
of 02Rs and good outboard, so you
want the client to spend more on the
construction aspects,” says Arthur. “But
they don't understand what it takes to
build walls and achieve proper isola-
tion. The smaller project studio clientele
are less aware of what it takes to do it
right, so they wonder why [design]
costs as much as it does. And you can’t
blame them some of the time; they’re
coming to you after they see a group
down the street make a hit record in
their garage with no acoustical treat-
ments.”

Arthur’s response has been to ex-
pand his range of projects and his ge-
ography, branching into post and
broadcast, as well as performance
spaces (he recently completed work on
an auditorium-cum-recording studio in
Santiago, Chile). “You have to [diversi-
fy], otherwise, you're looking at a situ-
ation in which there are almost too
many projects and not enough money
each to do them right. It takes a certain
amount of money to put a sufficient
amount of time into the design. And
now you have the same music stores
that are selling the [recording] equip-
ment also selling products that suppos-

edly correct acoustical problems, but
they’re not selling the expertise along
with them. Sam Ash sells the same
products 1 sometimes specify as a de-
signer, but they can't tell you how to
use them. This is contributing to a
growing pool of ignorance out there. A
big part of studio design in this genera-
tion is educating the clients.

“I came up as the big rooms stopped
and the black boxes came in,” he con-
cludes. “But a sense of that kind of

A big part of studio design in this generation
is educating the clients. —John Arthur

recording is coming back in vogue.
And I believe that between that and the
proper applications of new technology,
a designer can still make a name for
himself on the same kind of scale that
some of the people in the generation
before us did.”

DAVID HAMPTON

David Hampton followed an interesting
path to studio design. Now 37, the Los
Angeles resident started work at Ober-
heim Electronics after two years of
study at L.A. Trade Tech and complet-
ing Cal State-Dominguez Hills’ Elec-
tronic Music bachelor’s degree program
in the mid-1980s. It was during that
time, Hampton recalls, that project stu-
dio technology was incubating. His six
years at Oberheim formed a conduit to
the other side of the business.

“Being an African American, 1
couldn’t just walk into the studio busi-
ness,” he says. “But being Dave from
Oberheim was another thing. It got me
through doors, doing custom work on
synthesizer patches and cartage work in
studios.”

An early design effort came while he
was still in college, when a term paper
he did on home studio design elicited a
request for help on precisely that topic
from a local producer. Those calls con-
tinued to come, referred through a
growing network of friends and col-
leagues, particularly in Urban music
genres. Hampton’s first official studio
design effort came a few years after col-
lege, when he did a home studio for
producer/composer Andre Simone,
husband of singer Jody Watley.

Hampton is direct in his evalua-
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tion of his chosen trade. “I build a
billable room,” he states. “That’s a
room in someone’s home that con-
forms with their comfort zone but
which a record company executive
can come to and not feel bad
about cutting you a check. There’s
a lot of young producers coming
into money up-front, and they put
it into equipment and a studio.”

Like most of his compatriots, Hamp-
ton has done mostly private home stu-
dios, including Herbie Hancock’s
Garage Sale Recording, although he
also designed Kenny “Babyface” Ed-
monds’ wife Tracy’s studio, Yab-Yum,
located on the site of the former ABC
Dunhill (later Lion’s Share) studios. He
is currently working on a large, multi-
room facility in Chicago for a local
gospel producer and a three-room pri-
vate complex in Las Vegas.

Hampton admits to lionizing the El-
ders, particularly Vincent Van Haaff,
whom he met at an AES show. “I shook
his hand, but he probably doesn't re-
member me,” he says. On the other
hand, Hampton is aware that he and
other new designers are breaking with
the formalities of the previous genera-
tion. In describing his own method of
working, he says, “I represent a one-
man gang on a roll.”

But he did study the Elders, and he
says he tries to bring large-room think-
ing into the smaller spaces that consti-
tute so much of studio building today.
“People will tell you, ‘Don’t do a com-
pression ceiling in a garage space,’” he
explains. “I'll do exactly that. If some-
one wants a MIDI room that looks like
a large control room, I'll soffit-mount
mid-field monitors. I'll definitely pimp-
out a small room with large-room sen-
sibilities.”

Hampton also believes that tech-
nology is changing the role and posi-
tion of the designer, saying that de-
signing is simply a stage in his career,
one which might be determined as
much by software as by personal
choice. “Everything is turning toward
the computer,” he says. “I'm working
with companies now that are re-
searching ways to capture acoustics in
a computer. I figure the next stage in
this is that I'll be designing a place
where you hit a button and convert
the room into anything. As the type of
music that a producer or artist does
changes, so will their studio needs. So
that kind of technological evolution
makes perfect sense.” =

Dan Daley is Mix’s East Coast editor.
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Recording studio design has changed dramatically since 1 first entered the audio industry in
1971. Back then. project studios were called “semi-pro” studios. in part because they typically
could not offer the clectronic and acoustical performance of the professional 16-track studios.
In the intervening 27 vears, professional studio designers have taken advantage of advances in
room acoustics and psychoacoustics rescarch and the availability of innovative acoustical pro-
ucts. Computerized acoustical measurement. computer modeling and simulation tools are now
readily available. On the other hand. project studio owners have mainly concentrated on up-
grading their electronic gear and have tended 10 ignore or work around acoustical issues. As a
result. though the hardware gap between professional and project studios has been narrowed
by new electronic digital technology. the acoustic gap has widened.

In this article T address the relevant acoustical issues facing project studio designers and
owners. In order for vou 1o solve the acoustical anomalies that may trouble vour project roon.
it is important that vou understand the source of the problems Once vou have a basic com-
prehension of these principles. vou'll be prepared 10 tike the right approach 1o correcting
acoustical problems: 4 wide variety of materials. room analysis software and consulting services
are available to help vou in this process.

ROOM REFLECTIONS CAUSE ACOUSTIC DISTORTION

Unlike the concert hall, where the room contributes to the character of the sound of the per-
formers. critical listening rooms should be neutral. The sound that we hear in a critical listen-
ing room is determined by complex mteraction among the qualiny of the electronics, the quality
and placement of the loudspeuakers. the hearing abilitv and placement of the listener. the room
dimensions (or geometry if non-cuboid). and the acoustical cordition of the roonr's boundary
surtaces and contents. The recording control room or project studio is essentially a ~small”
room acoustically. with o volume of approximately 2.000 10 3.000 cubic feet (37 1o 85 cubic
meters). Decay time is roughly 100 1o 400 ms. and the room’s acoustical signature is strongly
characterized by its low-frequency modal response and speaker-boundary interterence. strong
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