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A single lis
IS worth a
thousand wordsk

If you want breakthrough performance
that goes beyond mere tech talk, get the
Alesis M1 Active™.

Its true biamplified design delivers
exactly what you need for creating
great mixes. Full-range accuracy.
Precise imaging. Tons of power.

A sweet spot the size of Montana.

o

Visit your Alesis dealer and hear
the M1 Active for yourself.
One listen will speak volumes.

Here are a few more choice words on the M1 Active:
“Excellent soung quality, great price™ Pro Audio Review / August ‘99

™
“Tremendous bang for the buck...you'd be hard pressed to find this leve! of technology
anywhere else in this price rarnge’ £Q / May ‘99
“Excellent small studio monito=s.” Sound On Sound / May ‘97
“A great-sounding set of speakers...a very elegant and affordable solution for video-studio

BIAMPLIFIED REFERENCE MONITOR
environments.” Videography / May 99

“For their size, they certaingy deliver... attractive price.. significant savings for surround
sound” Acdio Media | Aprt ‘95

ALESIS

Alesis Corporation 1633 26th Street Santa Monica CA 90404 800-5-ALESIS www.alesis.com/8BMMX01
® Alesls is a registered trademark; M1 Active is a trademark of Alesis Corporation.
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1919 Innerbelt Business Center Drive
St. Louis, MO 63114
Phone: 314 423 4SMP (4767) www.4smp.com

Solid State Logi
International Headquarters

Begbroke, Oxford, OX5 1RU, England

Tel: +44 (0)1865 842300

Fax: +44 (0)1865 842118
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MASSIVE PASSIVE
STEREO EQUALIZER

A PICTURE IS WORTH A THOUSAND WORDS...
Perhaps, but would photographs of our
Variable Mu or YOXBOX have created their
successes alone?
You have to hear this gear. You have to use
this gear. Put your hands on the knobs and
crank ‘em.
Engineers who have already gotten hold of
the MASSIVE PASSIVE have told us: “Why
does it make everything sound so much
better?”, “It’s organic and orgasmic.”, “It’s a
f%#king powerhouse.”, “It’s unlike any other
EQ.”, “This is IT. The sound I've always dreamt of
but couldn’t ever get until now.”

GOT THE PICTURE?
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Craig ‘HUTCH’ Hutchison designed these

monsters... The MASSIVE PASSIVE

is a two channel, four band equalizer,

with additional high pass and low pass

filters. “Passive” refers to the tone

shaping part of this clever new EQ

design not using any active circuitry.

Only metal film resistors, film

capacitors and hand-wound inductors

sculpt the sound, kinda like a Pultec EQ

on hyper-steroids. Super-beefy, hugely-

high-headroom Manley all-tube make-up

gain amplifiers deliver your tunes into the
next realm. You'll need to experience this.

Contact us for your nearest authorized MANLEY dealer.

MANLEY LABORATORIES, INC.
13880 MAGNOLIA AVE.
CHINO, CA. 91710 USA
TEL: (909) 627-4256
FAX: (909) 628-2482
emanley@manleylabs.com
http://www.manleylabs.com
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(Canine SubWooferus)

Subwoofers. The industry has a full smorgasbord of
subs that all claim superior performance. Knowing that
your purchase decision can effect the longevity of your
studio, so many choices and proclamations make the
selection process cause for serious indigestion.

Tannoy offers two simply powerful solutions.
The PSI10B (10 inch) project sub sports all the features
and flexibility required for 5.1 multi-channel mixing.
Most importantly, it's so affordable, multiple units can be
obtained for true low frequency steering without putting
you in the dog house. If you require high enough SPL to
shake up your milk bone, then perhaps the exhilarating
PSI15B, (15 inch) sub may be the puppy
you're looking for. Whatever your
need, we guarantee a Tannoy sub
will go down well.

Because the future of your
business and perhaps your next
meal ticket depends upon the perfor-
mance of your mix, don't compromise by
using inferior subwoofer products. Invest in proven
performance because it’s a dog-eat-dog world out there.

FOR THOSE WHO KNOW

TOLL FREE DEALER ORDER HOT LINE: (FAX) 1-800-525-7081

Tannoy/TGI North America* 300 Gage Avenue, Unit | »Kitchener, Ontario,
Canada N2M 2C8+519 745 1158+ Fax: 519 745 2364

www.tannoy.com
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20 The Fast Lane: Take Music Out of the Studio
and Put It Where It Belongs...in the Computer
by Stephen St.Croix

24 Insider Audio: It's a Large and Confusing World, After
All—Thoughts on Dealing With a Global Industry
by Paul D. Lebhrman

32 The Mix Interview: Tom Dowd, Part 2—
On Recording Otis, Aretha, Clapton, the Allmans
and Rod Stewart by Blair Jackson

50 Hip Hop on Top: Getting the Inside Dope From the
Hottest Mixers in Manhattan by Jimmy Douglass
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by Philip De Lancie
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AND || OOO MORE EFFECTS
BUILT TO THE HIGHEST STANDARD

Decades of research are embodied in our PCM
algorithms and in our carefully crafted presets
for real-world applications. A unique dual-DSP
platform enables the PCM 81 to combine reverb
with powerful, flexible effects and the PCM 91
to offer the highest quality reverberation available
— making these processors an essential combi-
nation, whether you're working live or in a post-

production environment.

With 24-bit internal

processing, a true-

stereo signal path,
balanced analog 1/O, full AES/EBU and S/PDIF
digital 1/O, the ability to combine analog and
digital inputs, extensive modulation capabilities
and hundreds of installed presets, the PCM 81
offers more effects — and more control over them

— than any processor in its class.

PCM 81  DIGITAL EFFECTS PROCESSG

Each effect has an uncompromised stereo
reverb with several voices of additional effects.
A full complement of Pitch Shifters provides
doubling, quadruple-tracking, chorus and pirch
correction, and a unique set of spatial effects can
be placed virtually anywhere between your loud-
speakers — or beyond them. You can even locate
effects dynamically, creating different spaces that

change along with the music.

The PCM 91 contains

PCM 9 1 Lexicon’s highest

quality reverbs with

a vast array of presets optimized for virtually
any application and a wealth of programming
capabilities for the sound designer. With full
AES/ EBU and S/PDIF I/O and tools for

ambience, post-processing, compression/

expansion, modulation and patching included
with each algorithm, the PCM 91 gives you
both power and versatility.

In addition to classic reverb effects like
plates, halls, chambers and rooms, the PCM 91
includes superb dual and cascade-configured
stereo reverbs and dynamic spatialization

effects for 2-channel or surround applications.

As easy to operate as they are a joy to
hear, the PCM 81 and PCM 91 have become
classics in their own time - setting the
standard for professional digital effects and
reverberation. Experience the creative control
and superlative sound of the PCM 81 and
PCM 91 at your authorized Lexicon dealer

and put our experience to work for you.

SPATIAL EFFECTS WITH CLASSIC LEXICON SOUND

SELECT

‘gww.lexicon.com

|exicon

Heard In All The Right Places

H A Harman Intemational Company

Lexicon, Inc. ¢ 3 Oak Park, Bedford, MA 01730-1441 * Tel: 781/280-0300 ¢ Fax: 781/280-0490 ¢ Email: info@lexicon.com
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FROM THE EDITOR

AES 1999: THE NEXT GENERATION

[ just flew in from the 107th Audio Engineering Society convention in New
York. and boy, are my arms tired.. .and my feet and my voice and my eyes and
cars. With a record turnout of more than 400 exhibitors—and dozens of work-
shops, papers and technical events packed into a mere four days—there was
plenty to take in at the Jacob Javits Convention Center.

Aside from the sheer enormity of the event, this year's AES was particularly
significant in a number of ways. AES seems to be successful in attracting
younger engineers. | overheard one such attendee who—despite his blue hair
and mismatched sneakers—was absolutely enthralled about having heard Chet
Atkins' keynote address. Another youth was starstruck with actually meeting
Les Paul, who was walking the floor and checking out the show. Yet even
with such reverence for the audio “establishment,” younger engineers seem
more open to experiment and try new techniques or methods, whether it's
connecting a U47 through a guitar amp or taking looping well beyond the sim-
ple act of grabbing ready-made clips off a CD-ROM.

An overriding factor that keeps AES fresh and alive is the constant infusion
of new products, new technologies and new companies. Hot on everyone's
mind this year was 24-bit gear (in both 48kHz and 96kHz varieties)—and not
so much as a “someday-this-will-happen” curiosity but as a *we-need-to-look-
at-which-system-to-buy” reality. This AES had no shortage of 24-bit products to
choose from, ranging from stereo and multichannel converter sets, 1o consoles
and recorders of all descriptions, from megabuck large-format boards to a new
breed of inexpensive, stand-alone disk recorders.

After years of accepting 16-bit/44.1 as the “professional” choice, every level
of the recording industry finally has access to production equipment that can
match the sonic quality of home DVD-Audio or SACD playback. At the same
time, with the staggering rise of MP3 downloads, there seems to be very little
interest in the recording community to create professional mastering/transfer
tools for optimizing mixes for MP3 release. Today, when terms such as “single
pull” (and certainly “B-side™) have almost lost their meaning, MP3 waits in the
wings as THE new means for album promotion, with the potential for making
or breaking a record launch (especially with new artists). Engincers and pro-
ducers need to be equally concerned with both high- and low-resolution
release formats these days. Perhaps we'll see such product at some future AES.

Without a doubt, the 107th AES was a success at every level, once again
proving why AES is the premier event for the professional audio industry. The
Mix staff has assembled an in-depth report on the product hits from AES,
which begins on page 106 (with a complete list of TEC Award winners on
page 147), and we'll continue our coverage with more next month.
Meanwhile, AES returns to the Palais de Congres in Paris in February 2000 for
its 108th convention, but one thing's for certain: This recent show will be a
tough act to follow.

Bet on it!
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PUSH IT TO THE PEGS.

Introducing GP9, Grand Master™”
Platinum. The ultimate in analog audio

mastering media from the global

i

master of sound — Quantegy. \ / L

With GP9's increased output
and lower noise, you can lay down a

signal hot enough to melt your

=

QUANTEGY

Professional Media

Phone 800-752-0732 www.quantegy.com
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meter. GP9 is also virtually shed-free,

so you never risk losing a note or
your sterling reputation.

It took Quantegy 40 years to

produce a tape this good. It'll take

you about 40 seconds to realize it

was worth the wait.




Chicago’s Alien Soundscapes

If the name Alien Soundscapes Incorporated conjures up some
nightmare vision out of 7he X-Files or the paintings of H.R.

Geiger, rest assured the intent is entirely benign.

It comes from my love of astronomy and sci- m

ence fiction,” says owner Chris Greene of his

Chicago multimedia, mastering and recording facility. “I feel as
though the name implies creativity and almost a higher calling
in terms of both expression and fidelity.”

For Greene. the building of ASI fulfilledt a long-held dream.
The son of a noted opera singer (tenor William Greene, who
died in mid-September) and a mother who is a poet and a
lawyer, Greene began studying the
violin at age 7. Through his mid-
teens, he seemed 1o be on track o
become a solo violinist of some note.

He swdied harmony and orchestra-
tion for years and played in various
Chicago-area orchestras. But he also
became fascinated by recording siu-
dios: Through one of his teachers, the
famed early Moog synthesizer pro-
grammer Hans Wurman. Greene
spent a considerable amount of time

in a local studio, DB on Wells, where
Wurman had “a wall-sized Moog with
lots of cables, blinking lights and fantastic
sounds,” Greene remembers. “Electron-
ics was very appealing to me, and this
was my first exposure to the potential of
a recording studio.”

By the time he was 17, Greene had
veered away from his classical studies.
“It seemed too limiting,” he says now, “though I still adore clas-
sical music and quite a bit of opera.” He tried unsuccessfully to
gel a job as an assistant in a recording studio; when that failed,
he became a club DJ, working at a number of Chicago's hottest
clubs. Eventually, he says, “1 decided I wanted to make records
instead of spinning them,” and with an eye toward building his
own studio, he took a series of jobs to earn enough money 1o
buy recording equipment. Along the way, he became some-
thing of an expert in computers, and for a while. he worked for
retailers debugging computers and did beta testing and trou-
bleshooting for a number of manufacturers. “including most of
Digidesign’s third-party manufacturers—Emagic. Magma, Op-
code...”

Greene started his system by purchasing Digi’'s Session 8
when it was released. “From there. [ just kept expanding to the

10 MiX, NOVEMBER 1999

point where we're fortunate to have one of the most expanded
systems in the world,” he says. “I've had this vision of what a
digital audio workstation could be, and it has al-
ways included Apple, Digidesign, three-plus
monitors and an incredible amount of deskiop
space. So I've been working with that goal in mind.” Original-
lv, ASI was in the basement of Greene’s home, but after he and
a close friend, Alex Gustafson, spent a year producing an en-
hanced CD-ROM trumpeting the potential of his facility. he
managed 1o get a bank loan to build ASI’s current site over-
looking the Chicago River. He then brought in architect James
Collins and acoustician Doug Jones
to work up plans for the studio.
Today, the nuin room at ASI of-
fers a blend of up-to-the-minute dig-
ital and classic analog technology. At
the heart of the system is
Digidesign’s Pro Tools (16 cards
strong) and Pro Control, perfect for
the mastering and multimedia work
that is the studio’s specialty. Sur-
round monitoring is done on Gen-
elecs—three 1031s. two 1030s and a
1094 sub—via Kind of Loud's TDM

plug-ins. Among the studio’s large

PHOTO RUDY ARIAS

Above, complement of analog outboard gear

control room are picces from Manley, Avalon,

interior of

Demeter, Studio Technologies
Alien Soundscapes ’ e
in Chicago. Aphex and Rane. Greene also owns
Left, owner a number of vintage instruments and

Chris Greene guitar amplifiers.

“Currently our business is in two
halves—we have an audio business and a separate media divi-
sion,” Greene says. “We do absolutely first-class media design,
which includes 3-1D animation, Web sites, CD-ROM/D\D au-
thoring, whatever anyone needs. Our current project is a media
makeover for dBSound [the concert sound companyl, which in-
cludes a low bandwidth Flashy static hvbrid Web site and an in-
teractive CD-ROM with several very cool 3-D movies of stadium
speuaker arrays we use to explain their unique techniques. Qur
next project is to revamp conmpletely in Flash our own alien-
sound.com Web site. We have a staff of artists who 1 believe
are the best in the world. And because we're pro audio people,
the audio side has always been extemely important to us. The
audio side is primarily a mastering and post-production facility.
Mastering is the studio’s specialty. And I write and produce sev-
era] projects a vear.” [



~  Capricorn. Great clients
- Great business

“Right Track pioneered the use of digital consoles in high end

studios. We were the first facility in New York to install a Capricorn.

R Capricorn Today we have the bookings, client list and Grammy-nominated
s at Right Track projects to confirm our decision.”
include: - Barry Bongiovi, General Manager f ﬁ
ELTON JOHN RECORDING

SPICE GIRLS e - Tel: 212-944 ,ﬁ770
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Barry Bongiovi (right)

L9
and independent \' "'4
engineer, Rob Eaton at
Right Track Recording

Digital First

> HEAD OFFICE — AMS Neve plc - Billington Road - Burnley - Lancs BB11 5UB - England - Tel: +44 (0) 1282 457011
- ~<} AMS Fax: +44 (0) 1282 417282 - LONDON - Tel: 0171 916 2828 - Fax: 0171 916 2827
GERMANY - Tek: 6131942520 - Fax: 61319 42 5210 - NEW YORK - Tel: (212) 965 1400 - Fax: (212) 965 3739
DL N EVE HOLLYWOOD - Tel: (818) 753 8789 - Fax: (818) 623 4839 - TORONTO - Tel: (416) 365 3363 - Fax: (416) 365 1044

tfoll Free: 888 388 6383J e-mail: enquiry@ams-neve.com - http://www.ams-neve.com
B World Radio History




§
a
2
e |
..

WORLD AUDIO NEWS

CURRENT

Members of the MPGA, NARAS and other attendees gathered at the

MPGA’s booth at the AES convention.

MPGA/NARAS ALLIANCE
NEGOTIATIONS

The Music Producers Guild of the
Americas held a membership meeting at
the 107th AES convention to announce
a possible alliance with the National
Academy of Recording Arts and Sci-
ences. Producer Phil Ramone empha-
sized the harmonious implications of
the affiliation, and Leslie Ann Jones stat-
ed that engineers and producers who
are members of the Academy and the
MPGA have seen their visibility grow
dramatically in the last two vears, with
added Grammy® recognition of their
roles in the music industry. The propos-
al was submitted to the MPGA’s mem-
bership; at press time the final vote was
yet to be determined.

JERRY HARRISON CO-FOUNDS
GARAGEBAND.COM

Producer Jerry Harrison teamed up with
Silicon Valley entrepreneur Tom Zito
and Netcenter’s former head of research
Dr. Amanda Lathroum Welsh to launch
garageband.com. The site's goal is to
identify, cultivate and sign the best of
the emerging bands via a unique rating
and review system. The site’s rating sys-
tem was developed by Welsh and three
of her senior engineers to recognize the
quality of the music, not just the quanti-
ty of the votes. Known as the Lathroum
Comparater Engine (LCE), the propri-
etary rating system is based on a range
of measurement comparisons designed

12 MIX, NVOVEMBER 1999

to eliminate the bias
and lack of context that
can skew other compar-
ative rating methods.

Bands can upload as
many songs as they like,
for free, but in order to
do so they must first re-
view and rate at least
two randomly selected
and anonymously as-
signed tracks submitted
by other bands. In order
to expose every band’s
music to as many quali-
fied reviewers as possi-
ble, garageband.com
designed a “Frequent
Reviewer” points pro-
gram, with rewards ranging from time in
a world-class recording studio for bands,
to VIP concert tickets for fans,

Every month, top-rated bands will
receive $250,000 recording contracts
and will be matched with respected
producers, engineers and other industry
insiders who make up the site’s adviso-
ry board. At press time, board members
included Jim Dickinson, Dave Jerden,
Paul Kolderie, Sean Slade, Stephen
Hague, Ed Stasium, Clive Langer and
Alan Winstanly, Nick Launay, Tim
Palmer, Rick Novels, Dave Way, Math-
ew Wilder and Stephen Lironi.

Harrison says the site “offers every
group an equal opportunity to be dis-
covered—not just those playing in the
big cities. For the music industry, we
want garageband.com to be the prime
A&R Internet site, both by identifying
hot, new artists to sign and promote,
and also by developing and nurturing
those promising new bands that are not
quite ready to head into the studio to
cut their first album.”

TIMELINE, TASCAM ANNOUNCE
ALLIANCE

TimeLine Vista Inc. announced at the
107th AES convention that it has entered
into a long-term audio product develop-
ment agreement with Tascam. This al-
liance will result in a line of professional
audio products and will carry the names
of both companies. The MX 24-24 digital
disk recorder and the TL-Sync machine

debuted at AES. “Our collaboration with
Tascam on the MM Series product line
has shown how well the two companies
can work as a team,” TimeLine Vista
president Bob McDonald said. “We ex-
pect this new line to further extend our
successful track record together.”

FAIRLIGHT MOVING

TO HOLLYWOOD

Fairlight ESP President and CEO David
Hannay announced that the company’s
worldwide management of all sales,
marketing, finance and administration
programs will move to Fairlight USA’s
new corporate campus in Hollywood,
effective January 1, 2000. Audio Research
& Development, design and manufactur-
ing operations will continue to be based
in Sydney and Perth.

“The United States is our single
largest market, and we believe that, as
an American corporation, we will be
better positioned geographically to meet
the needs of our growing global cus-
tomer base, access emerging new tech-
nologies and, as well, a broader capital
base,” said Hannay.

A number of senior management ap-
pointments were made in conjunction
with the move: John Lancken assumed
the position of senior VP, Worldwide
sales; Mervyn McCulloch is executive
VP, finance; and Greg Sampson is the
new Internet business manager. All will
be based in the States.

EMTEC GIVES $30,000 OF MEDIA
TO PRESERVE AMERICAN MUSIC
EMTEC Pro Media announced the award
of three grants to the following institu-
tions that collect, preserve and archive
American music: The Country Music Hall
of Fame, the American Folklife Center of
the Library of Congress, and the Louis
Armstrong Archives at Queens College.
In-kind grants of archiving media, val-
ued at $10,000 each, went to the three
institutions.

BOGEN BUYS APOGEE SOUND
Apogee Sound, a private company for
nearly 15 years, recently became a
wholly owned subsidiary of Bogen
Communications International. The new
—CONTINUED ON PAGE 16



Lucas Digital’s Skywalker Sound, Marin County, CA

The Force Is With Neumann

Skywalker Sound knows multichannel audio.

And to get unreal sound for movies bike Star Wars:
Eptsode 1 — The Phantom Menace, Titanic and Saving
Private Ryan, they have to start with VERY real sound.

Their choice of microphones? Neumann, of course.

From the award-winning M 149 Tube (pictured)
to the giant-killer KM 184, Neumann mics capture
everything from the complexities of a film's score to
its most intimate, critical dialog. When it's time for

the real thing, be ready with Neumann.

Neumann|USA
The Choice of Those Who Can Hear The Differcnce

Tel: 860.434.5220 » FAX: 860.434.3148 » World Wide Web: hitp://www.neumannusa.com
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Mastering is...

QUANTUM

There. We said it. Right there, out in
the open. No asterisk. No caveat. No
“except where prohibited by law”.

Introducing the dbx Quantum.
The first mastering processor that
offers a sampling rate of up to 96kHz,
a true 48 bit digital signal path with 24
bit output, and the same superior dbx
dynamics processing that’s been pro-
cessing the hits for more than 25
years. Quite a trio of features.

£Q / De-saser / Normaitzer with dtx Type 1V ™ Conversion System

¢ 4 Band Multi Band Stereo
Compression

¢ 5 Band Variable Q Parametric EQ

¢ Dual Mono or True Stereo
Operation

*TYPE IV™ Conversion System
with TSE™ Tape Saturation
Emulation

And with the dbx TYPE V™
Conversion System already on board,
your signal retains the analog warmth
and character it started out with, plus
the clarity and versatility demanded by
today’s digital standards. Our patent-
pending TSE ™ Tape Saturation
Emulation processing makes it easy.

You need to hear it for yourself. So get
up and go to your pro audio dealer
today.Your clients will be glad you did.

dbx

CIRCLE #008 ON PRODUCT INFO CARD PROFESSIONAL PRODUCTS
dbx Professional Products » 8760 South Sandy Parkway

Sandy UT 84070 » Phone (801) 568-7660 - Fax (801) 568-7662 _
email: customer@dbxpro.com » URL: http://www.dbxpro.com H A Harman International Company



WORLD AUDIO NEWS

INDUSTRY NOTES

Paul Rice was appointed vice pres-
ident of sales at Mackie Designs
(Woodinville, WA). Rice, a profes-
sional composer, has held posi-
tions at Sam Ash, Digidesign and
Apogee...Nashville-based Harman
Pro North America named Ken De-
Belius director of operations for
Soundcraft, Spirit and Amek, and
Barry Sanders was appointed sales
administrator for Soundcraft. Prior
to his appointment, DeBelius
served for three years as Sound-
craft’s market development manag-
er; before joining Soundcraft,
Sanders managed the Nashville of-
fice of Dreamhire...Lexicon (Bed-
ford, MA) news: Doug Marhoffer
was brought onboard as Western re-
gional sales manager; Ray Maxwell
was promoted to the dual position
of Eastern regional sales manager
and director of sales for Lexicon pro-
fessional products in Canada; and
Steve Frankel and Scott Loiselle both
joined Lexicon sales, professional
products, North America. Lexicon
also announced the appointment of
Online Marketing as the new rep
firm for the Midwest region...Studer
AG of Regensdorf, Switzerland, an-
nounced that a new distribution
company, Studer North America,
was formed from a merger of Studer
USA, Nashville, and Studer Canada
Ltd. John Carey, president of Studar
USA, was named president of the
new company. Prodromos Constan-
tinou, previously president of Stud-
er Canada, was appointed senior
V.P. Studer North America V.P.
Michael Tapes was promoted to se-
nior digital product manager, and
Gerard Fiocca was appointed tech-
nical product specialist...Andy Buter
was elected 21st president of the So-
ciety of Broadcast Engineers. Butler
is director of engineering of public
broadcasting service in Alexandria,
VA. He most recently served the
SBE as treasurer and twice served
on the board of directors...Geoff
Calver was appointed sales and mar-
keting director at Nashville-based
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SADIE (Studio Audio & Video Ltd).
Calver previously worked for Sony.
The company recently moved to a
larger facility at 2218 Metro Center
Blvd., Nashville, TN 37228, and
opened a West Coast sales office at
3700 Foothill Blvd., suite 223, La
Crescenta, CA 91214 (contact Jeff
White at 818/352-9201)...Merging
Technologies (Northbrook, IL) an-
nounced a strategic alliance with
Sonorus Inc. for development of
high-quality digital audio prod-
ucts...Waves Ltd. (Tel Aviv, Israel)
announced a reorganization that in-
cludes the centralization of sales and
marketing in the U.S. office in
Knoxville, TN. Orly Nesher was
named chief operating officer at
the Tel Aviv headquarters; Chad
Bloch was named marketing com-
munications manager at the U.S.
office...360 Systems (Westlake Vil-
lage, CA) appointed Brian James as
Western sales manager. James pre-
viously served as GM and product
specialist at Coffey Sound...Metric
Halo Laboratories moved to new of-
fices in a larger facility. The new ad-
dress is M/S 601 Building 8, Castle
Point Campus, Castle Point, NY
12511-0601; 914/831-8600; fax:
914/831-4827...Paul Erbach was
tapped as vice president and chief
information officer at Shure Incor-
porated (Evanston, IL). Erbach will
be responsible for Shure’s corporate
SAP system, all desktop computing
and the development of the compa-
ny’s global computer network. Also
at Shure, Bob Rieder was named
manager of audio processing
products...Stow, Ohio-based Audio-
Technica announced the appoint-
ment of Paul V. Hugo as vice
president of marketing. Hugo re-
cently served as VP/GM at Sennheis-
er...BGW Systems (Hawthorne, CA)
announced that Steve Cullison joined
the company as chief engineer of
the Audio/Amplifier division.. Eric
Shea was named national sales and
marketing manager for Johnson Am-
plification (Sandy, UT). ]

—FROM PAGE 12. CURRENT
company, called Apogee Sound Inter-
national LLC, will remain headquartered
in Northern California and will continue
to design and manufacture loudspeak-
ers, amplifiers, signal processors and ac-
cessories for the pro audio industry.

“As a subsidiary of a public compa-
ny, we now possess many strengths
and abilities that will propel the growth
of the company,” said newly appointed
president Ken De Loria. "Emphasis will
be placed on expanding our product
line and cultivating new market seg-
ments. Our expanded engineering pool
will enable development of a wide
range of products, especially in the dig-
ital realm.”

LAMBERT AND HATSCHEK

TO COLLABORATE

Mel Lambert, head of Media&Marketing,
and Keith Hatschek, founder of Keith
Hatschek & Associates, announced that
their two firms will cooperate to offer a
range of research services—including
surveys, focus groups and analysis—to
the pro audio, broadcast and video pro-
duction industries.

The initial effort will be a series of
focus groups to determine what users
need and expect from small-format dig-
ital audio consoles. The results will be
sold on a subscription basis to a limited
number of sponsor companies.

CORRECTIONS

In the “Technology Spotlight™ on the In-
novaSON Sensory 1T Digital Live Sound
Mixing Console (September), we noted
that the sound services for the Gipsy
Kings tour were provided by Denver
Audio. The actual name of the company
is AUDIO DENVER, and more informa-
tion on it can be found at www . AU-
DIODENVER.com. Our apologies.

The Audio Education Directory (Au-
gust) included an old area code for Los
Medanos College in Pittsburg, Calif.
Their updated number is 925/439-0200.

In the story on Irving’s Place (Octo-
ber), we misspelled the name of staff
writer/producer/engineer Casey Chester.
We regret the error.

In October, we stated that Piers
Plaskitt was named vice president of
worldwide sales and marketing at Eu-
phonix. In fact, he is president, world-
wide sales and marketing. .

CHECK OUT THIS MONTH’S
MIX ONLINE!
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R 1MULTI°TRACK
N"LRECORDER

24-bit/96kHz

12, 24, 48, 96 tracks

Reel Feel remote

high speed incremental backup
analog, AES/EBU, or MADI interfaces
fast lockup and machine control

www.euphonix.com

recording and mixing systems
that work the way you do
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anyasseteet

inaar sureestest
PETTYRR LA

cewraet®

s “uho1osignal path and recording via MADI, AES/EBU, or analog

fast, fun, traditional style control surface with i and snapshot recall
mic preamps, EQ, filters and dynamics, with up to 48 grp, 48 mix, and 24 aux buses
powerful = /i muiti-stem panning with integrated fuli-featured monitor
architecture
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'T.l'lE FAST ;AN!

TAKE Music OUT OF THE STUDIO

onlinear audio editing. It's

about friggin’ time! The

biggest change in recording
and mixing music since the multi-
track recorder is finally upon us!
thought I would take this opportu-
nity to give you fine folks some
pointers on how to get the most out
of it.

WAIT. WHAT YEAR DOES HE
THINK IT IS?

Contrary to what you might be
thinking, T am aware that it is not
1995. T actually know that DAWSs
have been shipping for a while.

We all feel the end of 1999—
hell, it's the end of the century, ap-
proaching like a runaway freight
train with a frozen OS. Sony just re-
leased a transparent blue MP3 play-
er the size of your thumb, and Palm
Pilots are already passé. I know it is
today, and I still say that the biggest
change in recording and mixing
music since the multitrack recorder
is upon us only now,

Why? Because 1) most of you
still use serial data somewhere in
your chain, 2) we have finally en-
tered the third generation of NLA
(nonlinear audio), and only now do
we have the power promised back
when 2-channel editors first ap-
peared, and 3) almost none of you
have really learned to use NLA’s
potential yet.

I have been tracking and mixing
in the digital nonlinear domain ex-
clusively for the last five years, and
I remember how I thought 1 was
using the potential fully, until I
woke up one day and realized that
the secret to its rea/ potential was in
truly learning and perfecting some
new concepts—kind of like learn-
ing to play a new instrument.

Yes, the mic tricks you have
learned and the basic rules of com-
pression and reverb still apply, but
the ways you have always thought
about tracking, fixing problems and
trying alternate ideas is pretty much
obsolete, and holding on to those
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concepts will only keep you from
enjoying the true power of NLA
recording and editing.

Let me put this simply: Resis-
tance is futile, Those of you who re-
sist will go away, unable to
compete. Eventually, only those
who have mastered NLA tech-
niques will exist. Of course the
most famous and accomplished
among you may go away more
slowly than the others (and if you
are really lucky and really old, you
may even get away with finishing

out your careers before you are
crushed), but you will disappear if
you don't master this new world.
It’s just too powerful to ignore,
Here is a special personal note
to those of you still hanging on to
analog by your long classical gui-
tar fingernails: You must eventual-
ly accept digital audio as the wave
of the now. The longer you wait
for it to sound exactly like your
beloved analog, the later you will
enter the game, the later you will
start learning the new rules, and
the harder it will be for you to
carve out your share of the market.
Yeah, the deaf kids jumped in first
and recorded harsh, brittle stuff
your dog wouldn’t listen to, but

BY STEPHEN ST.CROIX

things have changed; digital audio
sounds okay now, and it gets bet-
ter every week. It’s safe enough for
you to start now. Remember, those
deaf kids already have more than
five years’ head start when it
comes to NLA technique and ex-
perience. To them NLA is reality,
while linear recording was some-
thing that Les Paul and the Beatles
had to do in the dark ages.

Be Happy! I have no intention of
going on and on about the won-
derful improvements in digital over
analog here. It's been done. I just
want to point out a few areas that I
feel are important.

There are obvious differences
between analog and digital. To start
with, they sound different. This is
due to the characteristics of the A/D
and D/A converters, the resolution
of the system, and here comes the
first cold truth—the skills, knowl-
edge and ears of the programmers
who create the summing buses,
compressors, expanders, reverbs,
and even the EQs, faders, and pan-
pots, in every DAW.

You remember how different
various tape decks and recording
consoles sounded? Well, DAWs
have an audio quality range thar is
easily 20 times wider than that!
Only one rule seems to be surviv-
ing the end of the Rust Age—lotsa
junk, a couple of winners. The ma-
jority of today’s DAWSs sound unbe-
lievably horrible, several sound
okay, a few are pretty good, and a
couple actually sound incredible
(many who have listened say they
are better than analog).

TRUST YOURSELF
So what should you do? First, listen,
listen, listen. It's simple. Not all
DAWs are created equal. Actually,
none are. And this is the point. We
know each one has different fea-
tures, but there is a much more
basic consideration. Each one
sounds different. Listen to their con-
—CONTINUED ON PAGE 209
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Introducing MOTU's 24,.
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What will it sou

The harmonica. A simple way to make music for over 170 years.

The harmonica looks and sounds today very much like it did when Christian Messner began making
it back in 1827. Since the original design was right, there was never a big reason o try and improve

SRR upon it But today, that's not always the case.

With professional recording media, improvements in manufacturing technology have now made it
possible to make a good product even better. More consistent. More reliable.

Fuji, an estoblished nome in professional digital videotape, now offers a line of professional digital audio
media. We have products for the ADAT and DTRS formats, along with professional DAT, MD and CD-R.

World Radio History
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+ Every Fuji tape and disc comes packed with over 60 years of innovative
| production technology and manufacturing experience, to make them more
| consistent, more reliable.

34p

DAT At Fuji, we can't tell you what the future will sound fike.

But you can bet that well find a way to make it sound beter.
© 1999 Fuji Photo Film U.S.A.. Inc. For more information. contact your Fuji Account Representative.
You can also find us online at www.fujifilm.com/provideo.
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INSIDER AUDIO

IT’S A LARGE AND CONFUSING
WORLD, AFTER ALL

THOUGHTS ON DEALING WITH A GLOBAL INDUSTRY

0
one speaks
English,

and everything's broken

— Tom Waits,

“Tom Traubert’s Blues (Four Sheets

to the Wind in Copenhagen)”

There is not a more self-centered
country on earth than the U.S.A.
Thanks to the relentless blindering
of our media and entertainment in-
dustries, our perception of foreign
lands is predominantly of places
with wars, floods and earthquakes,
where people talk funny and eat
strange things despite the fact that
what they really want is McDon-
ald’s and Coca-Cola.

As a result of this, Americans
have an odd—and, I used to think,
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unikque—way of dealing with peo-
ple who don't speak English. Since
we can't conceive of a world where

not everyone speaks our language,
when we are confronted with
someone who doesn’t understand a
thing we are saying, we simply re-
peat it, only louder. Of course, this
doesn't work, and so everyone
goes away from the meeting feeling
that the other guy is stupid. It does-
n't lend itself to a great deal of
cross-cultural understanding, and

BY PAUL D. LEHRMAN

i's one of the
many reasons why
Americans have a reputation

the world over for being boorish.

I liked to think that T was above
that. My mother arrived here from
Russia at the age of 12, speaking
not a word of English. My grand-
mother, who came with her, had
lost much of her hearing before
she left Russia, and so she never re-
ally learned English. I grew up
thinking that Russian was a lan-
guage that was always spoken at
high SPLs, since that's how my
mother and grandmother commu-
nicated with each other. But I also
learned that when I am talking to
someone who is not fluent in Eng-
lish, T need to speak slowly and
clearly, and if they don't under-



GA 3212

M3000-40C

e o 0o SATURDAY ¢ ¢ o ,

HOURS WILL CONVINCE YOU

We're certain Yamaha has the best analog consoles for your money. And we're so confident
you'll agree, we'll send you an M3000-40, GA-3212 or GA-2412, in a flight case, for a
72 hour real-world test drive. By the end of the three days, you won't be able to live
without a Yamaha console. Contact your Yamaha Commercial Audio dealer today
— or call us at (714) 522-9108 and we'll refer you to one. For 72 hours it's
your key to a free ride.

You must meet the credit reguinements of your foca! Yamaha Commercial Audio desler, you can only
have the console for 72 hours and you can only do the test drive once.

YAMAHA

Yamaha Corporation of America ® 6600 Orangethorpe Avenue ® Buena Park, CA 90620 ® 714-522-9000
Yamaha PA Web Site — www.yamaha.com/proaudio
1999 Yamaha Corporation of America. Yamaha is a registered trademark of Yamaha Corporation. www.yamshs.com
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At the
1999 NAB

show in Las

Vegas, our
Digital
8eBus
console
received
POST
Magatzine’s
coveted 8th
Annual
Award for
Innovation
in Post
Production

Products.

FMADE BY CENUINE
MACHIES B SCENIC
WOODINVILLE USA
USED BY AUDIO
PROFESSIONALS
WORLDWIDE
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ultingpropston dely cues 48 Windows, Walter Afanasief, Arista
e DBB s decicated DSPs or Records, David Arnold, The Bomb Factory,
- o DSPand you ncur no DSPlate Jeff Bridges, Ed Cherney, Cinemuse, Columbia
) 5 oy LB /Black Music Division, Michael DeLorenzo,
- B 1 icp A £ve Tim Dubois, The Dungeon, Earth, Wind & Fire,
ey h % Tepe e Ed Green, Mick Guzauski, Scott Hendricks,
T e Islandlife Records, Wayne Linsey, Little
- : B 2" 25y River Band, Machine Head Post Production

Studios, Binky Mack, Bobby Mackston, MXPX,
Keith Olsen, Glen Phillips, Poke, Trent Reznor,
Lance Rubin, Michael Score, Soundelux,
South Beach Studies, Chester Thompson,
Yirgin Records, Bruee Willis, Dwight Yoakam,
& the CIA are among these who

OWN A MACKIE
- DIGITAL 8-BUS".

(Thousands in use around the world everyday.)

*Meation in this excessivelywordy headline indicates ownesship only as reported to
Mackie Designs znd is not intepdeg in any way to denote esdorsement, official or other-
wise, by the individuals, companies or organizations fisted:above. [specially tha CIA.




INSIDER AUDIO

stand me, I should find other words that
perhaps will be more familiar to them.

Nonetheless, a few years ago, I found
myself characterized as an ugly Ameri-
can thanks to an offhand comment [
made in an online discussion group. A
large Japanese company posted to the
group a press release that was, to put it
politely, a little awkwardly phrased. I ex-
pressed that I considered it dumb, if not
arrogant, for a company with such for-
midable resources to post an important
press release without at least having it
checked over by someone who spoke

listen to. We know. Do you!
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membrane geometry creates minimal phase =
lag. And the glued and thermically bonded" .
high-grade SBR surround ensures excellent
power control and eternal durability. That's

Dynaudio’s control, whatever you choose to.

English well, just to make sure that Eng-
lish-speaking readers would be able to
make head or tail of it.

The group’s reaction was fast and
furious, mostly along the lines of
“Lehrman, you ignorant/xenophobic
chauvinistic/racist/jingoistic slut/pig
Yank/(unprintable noun)! How dare
you expect the rest of the world to
speak your language! Don't you know
there are billions of people who don't
speak English? How would you feel if
they criticized you every time you tried
to write something in their language?”

The response was vehement enough
(and from people whom I respected

and
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enough) that I uncharacteristically held
my tongue and didn’t pursue the mat-
ter. But this past summer I did some-
thing else equally uncharacteristic, and
it brought that incident back to mind.

I am not much of a world traveler—
my brief adventures in Trinidad are
now a matter of public record, and 1
have gone on short jaunts to Europe a
couple of times on business—but this
summer I let my wife talk me into
spending a whole month in France, on
vacation. She had been wanting to do
this for years, and I had run out of ex-
cuses, so through an agency we found
a French couple who wanted to spend
a month in New England, and we ex-
changed houses with them. Theirs was
a lovely, modern house in Perpignan, a
small city on the Mediterranean, very
close to the border with Spain. We also
exchanged cars, and so it worked out
to be a relatively inexpensive way to
have a fairly exotic vacation.

Now, we had been to France before.
I had taken my wife to a computer-
music conference in Paris when we first
met, and a few years before that, she
had done a tour of France and Italy. We
didn't recall any major problems com-
municating with the locals, but this
time, just to make sure we’d be okay,
we hired a private tutor to help us
brush up our high-school French before
we got on the plane. He tried to wam
us that we were about to enter /a
France profonde—the real France, as
opposed to the more international areas
of Paris and the Riviera.

And profonde it was. We found that
literally no one in Perpignan or the sur-
rounding area spoke English. We had
been warned that, among Western Eu-
ropean countries, France has the least
numbser of bilingual citizens, and it was
most definitely true in this region. We
found a handful of English speakers, but
they were either tourists or expatriates:
Belgians, Dutch, Danes and Germans,
as well as English and Irish. But among
the natives—the post-office workers,
bank clerks, waiters, hotel clerks, even
the government tourist office staff—
hardly anyone spoke English at all.

Furthermore, the thought that some-
one would be in their midst and not be
fluent in French didn’t matter to them.
When I would approach someone with
a carefully thought-out sentence, in what
I hoped was well-pronounced French,
the response was either “Comment?”
(“*Huh?”), thus making me feel like an
idiot, or, if I was successful at construct-
ing a coherent sentence and they actu-

—CONTINUED ON PAGE 210
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"

ToM DowD, PART 2

orget the introductory hoo-

hah (see last issue). We con-

tinue our conversation with
recording legend Tom Dowd.

How did Otis Redding strike you?

Oh, he was a pussycat. He was a
lover. He was a great human being.
I recorded Otis for Stax once or
twice on singles, because they were
doing them alone themselves.
When they were going to do the
Otis Blue album, they called me up
and said, “Hey, you gotta come
down. Otis is only going to be here
for two days. We have to do an
album.” So we did the album in
two days. That was it. Boom. Done.
Everything was live, on the fly.

So all the charts were written out
and all that by the time you got
dowun?

No. Nobody could read. “Sing me
the song. Play me the song.” It was
head charts for the horns.

What were the Stax studios like
technically? You’d been used to
controlling your environment, one
could say.

[Laughs.] Hysterical. The first time 1

ARETHA. LADY SOUL

ever walked in to Stax Records—
this is 1962—they had taken the
seats out of an old theater, and that
was the studio. Stage-right wing
was the control room, with a little
window looking into the studio. In
the control room was an Ampex

32 MIX, NOVEMBER 1999

An Aretha session, late ‘60s. Tom Dowd is at the rear right. That's Jerry Wexler left of Aretha.

350 mono and two Ampex four-
position passive mixers connected
in parallel into the mono machine.
We're talking crude.
Remember, I had been recording
four, going on five years on 8-track.
And I'd been doing stereo for ten
years. And I walk into this and I go,
“Gulp!” [Laughs.] But you know
what? They were making hit
records, so don't laugh. That's it
that’s the first thing. Ulumately, 1
snuck a 2-track machine in on
them and fed it to the mono simul-
taneously so that I could play them
back everything in mono. And
once or twice I'd play it back to
them in stereo, and it was like,
“What's that, man?”
“Hey, it’s coming out of different
places!”
Yeah, exactly. These are jovial
things, but they were actually quick
to adapt.

The first time I got called down
there was on a technical problem.

BY BLAIR JACKSON

They hadn't been able to deliver us
a record for five or six weeks, and
they kept on saying, “The equip-
ment's broken. The equipment’s
broken.” And Jerry Wexler said,
“Dowd, I don’t trust what they're
doing there. Either they're not mak-
ing records, or somebody’s pulling
something over. Get your ass down
there, and find out what's wrong.”
I got down there on a Friday
night—this is the truth—about 7 o'~
clock Memphis time. I didn't know
[Stax boss] Jim Stewart; he didn’t
know me. He picked me up at the
airport, drave me to the studio, and
I said, “What's the matter?” and he
said, “The Ampex dealer can’t get
us this part, and that part is back-or-
dered.”

I get in the studio, and I look at
the machine, and it's very simple.
The brake bands are broken, and
the Stop and Start switch doesn’t
feel right. T turn the whole thing
upside down, look at the electron-
ics, I grab the phone and I call Phil
Eihle up in New York and say,
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THE MIX INTERVIEW |
“Get me brake bands on a 350, a pair
of them, feed and take up. Get me a
pile of 68k resistors. Get me this and
that.” I'm reading him a list of equip-
ment just looking at this thing upside
down. This is standard—we replace
these parts in the damn Ampex every
six months. And I'm reading this and
one thing and another, and I said,
“Now when you get all done, call La
Guardia airport, and find out when the
first plane is to Memphis that you can
catch up with, Give a stewardess $25.
Give her the brown bag so she can see
the parts and not think it's a bomb, and
tell her to page me when she gets in to
Memphis, and I'll give her another $25.
Phil calls me next morning, around 11
o'clock Memphis time: “It’s on Eastern
Airlines flight so-and-so out of here and
the stewardess’s name is whatever the
hell...” I said, “Fine.”

Jim Stewart and [ go to the airport
together, [ give this girl $25, she gives
me the brown bag, and as we’re going
back to the studio, I say to Jim, “Hey,
do you have a soldering iron?” Jim
says, “I don’t know.” “Do you have
long-nosed pliers?” He says, “I don't
know.” “Have you got an electronics
store around here?” He says, “Yeah.” |
said, “We're going to spend $15. We
went in. We bought a soldering gun;
we bought a screwdriver; we bought a
nut driver, nickel-and-dime parts. [
went into the studio. By now it's about
2, 2:30 in the afternoon, and the band
is practicing. I'd never seen them be-
fore.

Which band was this?

This was Booker T and the MGs. And
they're digging. They'd go in and work
two, three hours every Saturday after-
noon just running tunes down, playing.

So I go in, turn the machine over
and 1 zip-zap here, zip-zap there, I align
the machine, I throw on a 7-inch reel, |
hit the Record button, and I start record-
ing what the band is rehearsing. Before
that night is over, [MGs guitarist] Steve
Cropper and I have become bosom
buddies, and I'm having ribs at so-and-
s0’s house and greens at so-and-so’s
house, and we're going to play golf at
7:30 in the morning. So goes that day.
About 10:30 the next day, we're back in
the studio, because they want to get
down these ideas they have and put
them on tape so they don't forget what
they're doing, and then Rufus Thomas
walks in.

“Baby’s back, dressed in black...”
Right. Rufus comes walking in in this

36 MIX, NOVEMBER 1999

Eric Clapton and Tom Dowd, circa 1971

suit—fine threads. He's just coming
home from church. And he says, “I was
drivin’ down MacLemore [Avenue,
where the studio is located] and [ see
how many cars are n the parking lot,
so | figure the studio’s working; some-
body’s fixed it.” So [ meet Rufus for the
first time. And he looks at the band and
says, “Hey, I got this ditty. It1] take two
minutes. Let me sing it to you, and then
we’ll record it. So [ threw a tape on.
They run the song down once or twice;
I make two passes at it. [ play it back to
him; he says, “Yeah, that's fine, man.”
He’s going home happy as a pig in a
poke.

And that'’s “Walkin’ the Dog"?’

That’s “Walkin" the Dog.” I go up to
New York with a tape under my arm
the next day, and 1 finally get to
Wexler’s office late in the afternoon,
and I say, “Hev, the studio’s flying,
they'll chase you some stuff, and here’s
proof—I made this yesterday.” And he
listens to it, and he says, “Put the damn
thing out!” [Laughs.]

You also worked with Arethba Franklin.
She’'d done some good music for
Columbia but she hadn't really broken
before you worked with ber.

I've said it before: Aretha cannot sing
a bad note. I don’t care what song you
give her; she’ll sing her tush off. It’s
just a matter of the right time, the right
place and the right song. Originally
they wanted me to record her in Mus-
cle Shoals, but I just didn’t see record-
ing her in mono only there. So Phil
Eihle and I rented a 4-track for ten
days or two weeks or something, and
escorted it into Muscle Shoals like lug-

gage. Showed up in Rick Hall’s studio
and said, “Rick, we've got to connect
this machine to your console for the
Atlantic recordings.” He says, “You're
going to lose my sound!” He’s got nail-
polish marks on all the faders: Here'’s
the bass; here’s the drum; here’s the
piano.

What kind of consale did they bave?

[ dan’t know. It was a radio console. It
was in exquisite condition, I must say,
and there was a man who was doing
the servicing who was an old radio en-
gineer/transmitter service technician
who worked between Muscle Shoals
and Memphis. He knew what he was
doing.

So Phil and I flipped this console up
on its back and looked at it. I think it
had six or eight positions. And I'm say-
ing, “Phil, I'm thinking about how I'm
going to record. We're going to make
this track her vocal track. We’ll make
this track the percussion and hass. We'll
make this track the guitars and organ.
No, make the organ with the bass and
the piano with the guitars...” What we
did was unwire the busing on this con-
sole so that we could assign these three
faders to track ane, this one to track
two, and so on. We put the console
down, and then we let Rick do one of
his own regular sessions on a mono
feed. But when Aretha came down, we
were ready, and we did her in 4-track.
That introduced Muscle Shoals to multi-
track.

This is “I Never Loved a Man the Way I
Love You"?

Yeah. And then when the sessions
ended after like 15 or 20 hours, and
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everybody was going back to New
York, Phil and I had to go back into the
studio and unwire what we did and re-
store every nook and cranny and every
piece of dust and restore the console.
And then when we got up to New
York, we immediately transferred
everything to the 8-track machine.
Where was Aretha’s version of “Re-
spect” done?

The Aretha one was done on 60th
Street [at Atlantic Studios]. That session
flew. We brought part of the Muscle
Shoals band up and part of Memphis.
Had the Muscle Shoals and Mempbis
guys played togetber much?

They all talked the same language.
[Laughs.] They knew each other, and
they might gig on a weekend here and
there, but no, they never camped to-
gether.

So that was a slightly unusual choice
by you.

Oh, yeah. There’s a videotape out there
that's a 22- or 23-minute tape on yours
truly, and there’s an Aretha session cut
in there that’s about two-and-a-half
minutes long. And if you look in there,
you’ll see Roger Hawkins; you’ll see

Tommy Cogbill; you'll see Jimmy John-
son and Eric Gale. Aretha is at the
piano. There’ve got to be one or two
other musicians but off the top of my

head I can’t picture them. And I'm in
the control room vyelling at them, and
they’re not paying attention, and I just
busted out of the control room, and I'm

SRM-80 SIGNAL ROUTER/MONITOR
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walking in among them giving them di-
rections and counting off and singing
them parts. But that’s the potpourri of
the Muscle Shoals/Memphis rhythm
section that we used for the most part
on that album.

At one point, when we did the sec-
ond leg of that album, two days later, 1
walked in the studio, and I had seven
guitar players in there. Joe South heard
we were doing her; he wanted to play.
As I say, I had Jimmy Johnson, 1 had
Eric Gale, I think Steve Cropper, one
or two of the New York guitar players,
and in the middle of the session who
walks in the control room to see what
we’re doing? Eric Clapton! Now what
do you do? You look at one, and you
say, “We only need one guitar on this,”
and then the other six guys are ready
to kill you. “Why did you pick him?”
And Duane Allman, too. Hello? What
do you do now? Once the word got
out that we were doing Aretha ses-
sions, after “I Never Loved a Man”
came out and we needed an album in
a hurry, we had people climbing
through the door wanting to play on
this session.

You've said you always liked to record
Aretha while sbe was playing piano.
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THE MIX INTERVIEW

Why is that? I guess you phrase things
differently when you're playing and
singing at the same time.

Yeah, her timing and phrasing shifts
when she is standing up as opposed to
when she’s sitting down. When she’s
playing piano, it's a lock. When she is
standing up, with the facility she has,
and hearing what's going by, she's
singing the same song but the timing is
entirely different. The expression is dif-
ferent because she’s not distracted.
Was sbe involved in ber own arrange-
ments at all? Would she bave bad a
band in the rearrangement of “Re-
spect”?

Oh, yes. She and her sister, who passed
away, were always singing each other
parts, and then she’d come in the stu-
dio and sit down at the piano.

Tell me a little bit about working with
the Allman Brothers. People don't tend
to ask you that much about them, but
TI've always thought they were really a
great band, and underrated.

That was an adventure. I was supposed
to do the Allman Brothers in '69 or
something like that, in New York. As
fate would have it, I got dispatched ei-

ther to Memphis or Los Angeles whern
I'm supposed to be doing them in New
York on their first album. So one of the
chaps that was working for me, Adrian
Barber, did them. They were on a bud-
get—they had to be in and out in two
days, and that was it. And Adrian was
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not familiar with the Allman Brothers,
but he did a helluva job recording, 1
thought.
You already knew Duane [Allman]
JSfrom Muscle Shoals. ..
I knew Duane, but I didn’t know the
rest of the band.

For some reason I was in Macon,

Georgia, for something, and I went
from where I was staying, walking
down Broadway toward [Capricorn
records chief] Phil Walden’s office, and 1
hear the sound of this band coming out
of this rehearsal room studio. I didn’t
walk in; I just heard them playing. And
I stood there for about five minutes,
and I thought, “Whoever this is, they
belong in a studio. They're wasting time
where they are right now. Get them the
hell out of there. They swing, they're
blue, and they're driving, all at once.”
To me, it’s three cultures all at the same
time. It was wicked. So 1 get down to
Phil’s office, and I said, “By the way,
whose facility is that up there?” He said,
“That’s our studio.” I said, “Who’s in
there now?” And he said, “The Allman
Brothers.” I got up and I said, “Phil,
send them down to me in Miami to-
morrow. Get ready to record. Don't let
them play any more. They’'ll lose their
edge.” So they came down to Miami
like two, three days later, and that’s
when we started Idlewild South.

Was that Criteria?

That was Criteria. Ronnie Albert was
the engineer, and he was beautiful. He
was young and impressionable and as
fresh as they were. He didn’t have any




inhibitions. He just flew. He said, “I
want to do this instead of that.” I said,
“Fine. If you think it'll sound better, do
it.” And boom, boom. The band came
in, and I think we did three, maybe
four songs in two days, and then they
had to go back on the road. So we
were halfway through an album in
one sitting.

Was Criteria all MCI equipment at this
point?

Well, Jeep [Harned of MCI] had altered
or customized every bit of [Criteria
owner] Mack Emerman’s equipment,
and brought the Ampexes up to snuff.
He didn’t have an MCI tape machine
yet. He was still updating Ampexes.
And the console was modified by Jeep,
whatever the species of it was. Or it
might have been the first version that
MCI built. T know I did (the Allmans’]
Eat a Peach and [Derek & The Domi-
noes’] Layla on that MCI console.
When you did Derek & The Dominoes,
you'd done Cream, so you already bad
a relationship with Eric Clapton. That
was quite a different animal, though,
than Derek & The Dominoes. Did you
know it was going to be a classic?

We actually did the whole album in ten
days—vocals, everything. The only

thing that was altered was Eric changed
the solo on one song in October, and
we added the piano part to “Layla.” But
I said when we finished the initial pass
at the album, “This is best album I've
done since Ray Charles’ Genius.” Be-
cause that’s the way it hit me. It just

killed me. And of course the record
didn't hit for a year. It was like a dead
dog. Thank God Atlantic had the pa-
tience and the perseverance to stick
with it. Because it could have fallen by
the wayside. But they stuck with it for a
year, and a year later, after “Layla” hit, it
became the national anthem. It had to

DURACELL
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happen. I think by the time it hit I was
into the [Aliman Brothers’l Fillmore
album.

Let me ask you a delicate question
about drugs. Obviously there’s lots of
cocaine, there’s beroin bappening dur-
ing this era at some sessions. ..

I will give you my reading on drugs, in
spite of Bobby Whitlock, in spite of
Eric, in spite of anybody. The Aliman
Brothers and Derek & The Dominoes—
if I denied that they drank, that they
used ups and downs, that they smoked,
I'd be lying. But when I said, “Two
o’clock we’re starting,” then at two
o'clock I would have four, five, six,
seven people walking in clear-eyed,
fresh out of the shower, wanting coffee,
and saying, “What are we doing
today?””—lucid and clean as a whistle.
Every one of them. I don’t know what
the hell they did when they weren’t
with me—don’t know if they'd been in
bed or where they’d been, but at two
o'clock they were ready to play.

I think about Coltrane sessions,
where Paul Chambers would show up
an hour late. One time Philly Joe [Jones]
shows up, but he doesn’t have his
drums because they're locked in a club.
Another time Elvin [Jones] shows up,

You want to be the one to tell him
the battery in his microphone died?
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and he’s like three feet off the ground. I
didn’t have that problem with the musi-
cians that we are talking about now,
Even later, with Clapton, when be was
having more problems? Ocean Boule-
vard and that era?

There wasn’t a drug problem, but
there was an alcohol problem. I'll be
honest that there was one time when
we were doing something acoustic
during—it might have been “Hand
Jive,” or something like that, during
the 467 album—and Eric was on his
second bottle of scotch. I went out

there, and I started drinking scotch,
and both of us fell asleep on the floor,
side by side! Wild, right? Here’s Eric
and I on the nod, like, “Hey man, we
better stop.” [Laughs.] The alcohol
problems that I had on Ocean Boule-
vard were far worse than any other
kind of problems that I had on any-
thing else with the Brothers or with
Derek.
You recorded some really key stuff with
Rod Stewart. You did six albums, or
something?
[Laughs.] The madman. Yeah.

The first time I saw Rod Stewart he
was playing tambourine and singing for
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Jeff Beck. Then it was like ten years
later that [Warers president] Joe Smith
called me up and said that they were
on the verge on signing him from Mer-
cury, and one of the reasons was that
he wanted to make records like this and
that, and would I record him? And I
said, “Of course. It'd be my pleasure.”
And that’s a whole other adventure and
another series of funny stories.
Generally speaking, be was good to
work with?

Oh, yeah. But he was a tough task-
master.

Were those mainly session guys, as op-
Dposed to a band, on those records?
Well, the first two albums that I did
with him, Atlantic Crossing and Night
on the Town, if you will notice, I used
all studio musicians. You will notice
David Foster was my piano player.
[Laughs.] And the truth of the matter
is, in all sincerity, I loathe having to
record a group, because I'm limited by
the invention or the facility that the
group can play. When I was doing
Rod’s first albums, you'll notice 1 was
casting—I'd have this drummer and
this bass player on two songs, and
then this piano player with this drum-
mer on another. It was like casting a
movie. Later on, when his band did
their world tour, right after Night on
the Town, and it came time to record
again, all of a sudden I didn’t have the
luxury of calling for this musician or
that musician. And if I did, I'd be
putting somebody’s nose out of joint.
So the production concept changed
drastically from the first two albums to
the later albums.

Rod Stewart, because of English tax
laws and considerations having to do
with financing, when he started record-
ing for Warner, his advisers said they
didn’t want him to say the songs were
written in England, because then they'd
be subject to tax. And they didn’t want
to record them here because blah, blah,
blah. So we’re doing the tracks here,
the vocals there, and he'd write a song
when he was on a plane. They found
every way to evade pinpointing where
the songs were done.

At one point, the situation was:
Everything is fine, but we can’t do the
vocals here because we did the tracks
here. This is some of the stuff I did in
Memphis or in Los Angeles. So the en-
deavor is we zap up to Toronto to put
the vocals on. We're up in Toronto
about two days, and in the middle of
the second day in the studio working
on a vocal and out of a clear blue sky,
Rod lifts the earphones off, he says, “I
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THE MIX INTERVIEW

can’t sing in this place. I can’t stand this
city. I want out of here.” He goes
storming out of the studio. And he was
singing well. I thought, “Oh, boy, what
do I do now?" Because we had
shipped the tapes into Canada, through
customs, I now have to make certain
that everything is packed the same
way, stored in the same boxes, so that [
can get it back out of the counury and
not have it held by Canadian or Ameri-
can authorities.

And Rod comes busting back into
the studio about a half-hour later. He
says, “When are we going to leave?”
Now he’s really uptight. And I de-
scribed to him, “Rod, I have a problem.
Because we brought these things into
the country, we have to ship them out
in exactly the same cases, the inventory
lists have to read the same, otherwise
we'll have...” And he has no patience
with this. “T'll wait in the car.” Finally, I
get out into the car, and he’s sitting
there with his notebook, and he says,
“Take this song down.” I look at him,
and I say, “I don't have my recorder.”
Well, I had a stream of expletives go by
that only an English soccer fan could
have used. He was livid. And I said,
“Sing me the song.” And he says, “What
for?” And I said, “Sing me the song.” So
he starts singing this verse, and he sings
me this chorus that he’s written, and [
have a piece of manuscript, and I am
scribbling down what he has written, as
he’s singing it. And I say, “Sing it one
more time, and then stop.” He sings it
one more time, and I say, “Okay, now
what’s the verse go like?” And he says,
“Well, I haven't finished the verse, but it
goes ‘la-de-da.”” And I'm thinking, “I
don’t want to make him self-conscious.
He just changed keys on me. [ won't
say anything.”

We get all the way back to Los An-
geles, and Night on the Totwn becomes
a monstrous hit. He goes on the road.
Comes back from being on the road,
and calls me up one day in Miami, and
he says, “Mate, how would you like to
record next week? I'm ready to
record.” I said, “Fine.” I get out to Los
Angeles, and he plays me one or two
songs that the band has worked up.
We start to record, and about halfway
through the first date he looks at me,
and he says, “Knock it on the head.” I
said, “What do you mean?” He says, "It
doesn’t sound good. It sounds terri-
ble.” And I said, “Rod, it's going to cost
us money. We've booked the studio,
and we've contracted the musicians for
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Left fo right: Steve Cropper, Rod Stewart, Roger Hawkins, Tom Dowd, Jimmy Johnson and Barry Beckett
recording Aflantic Crossing at Muscle Shoals in 1975.

two sessions a day for the next three
davs, and whether we record or not,
we have to pay them.” Well, now
there's another series of expletives;
here we go. I said, "Look. we have to
find something to do.” So we're going
back through old songs and notes that
I have in this shoulder bag. And I
come up with this piece of manuscript,
and [ say, “Wait a minute! Do you re-
member you played me this thing?
You sang me this song.” And [ start to
play him like two bars of it. He says,
“Give the band a lunch break. I'll be
back in an hour.” And that was *You're
in My Heart.” [ still have the original
manuscript where I scribbled down his
nutty singings when we were in
Toronto. At his last wedding, I toted
along the manuscript, and Rod scrib-
bled on the bottom of it, “Mad shout-
ings from a Toronto car park.”

You always liked tracking live. Was it
a bard adjustiment going from record-
ing that way to the more piecemeal
method that was more prevalent in the
mid- and late *70s? Even the sound of
studios changed in the "70s.

[ adjust to what the artist feels is the
maost comtorzable. If [ have myv druthers,
I will record as many musicians simul-
tancously as I possibly can. Because 1
want the breathing. [ want the inter-
action. Even if the vocal I'm taking is
never going to be the final vocal, 1
would like the vocalist to sing while the
band is pliy'ng, so if there's an inflec-
tion, if there's an ad-lib, the band re-
sponds to it. Because I can't build that
response in; [ can’t invent it. So I am
more inclined to enjoy live recording of
as many people in the band at one time

as I can possibly get.

It seems, though, it's sort of suung back
that way a little bit nouw.

The thing that really cooked it or cured
it for me was the Allman Brothers,
when we put them back together again
for the umpteenth time [a few years
agol.

Those are some really good records. 1
like Seven Turns a lot.

The first one we did was very, very
tough. We were tracking and then
adding a solo, then adding this, adding
that; it was an overdub special. It was
designed that way, it took a lot of time,
and it came off that way. But when it
came time to do the next album, T said
to them, “I would love to go back 1o
recording like we used to. Where |
have five, six of you guys in the studio
at one time, and we record.” Well,
that's when [drummer] Butch Trucks
and [manager] Bert Holman came up
with their idea of recording at Burt
Reynolds’ barn up in Jupiter, Florida.
And we set the band up in the barn as
if they were on stage—foot monitoss,
no P.A. feed, and a riser with the
drums up high. And we rented a truck
and pulled it up outside the barn. Re-
hearse two or three songs—boom—
hey, that’s ready to record. Record it,
and the only thing we're overdubbing
is either the vocal or the solo. Every-
thing else is live as they flew by on
that one pass.

Do you get the same thrill in the studio
that you did 50 years ago?

Oh, yeah. It’s still a rush. Something
goes by, and you go, “Wow.” You get a
glow, and you think, “Hey. I'm lucky
I'm here.” n
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by Jimmy Douglass

GETTING THE
INSIDE DOPE
FROM THE
HOTTEST MIXERS
N MANHATTAN
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the notorious-

Walking west on 54th Street in New York City, be-
tween Ninth and Tenth avenues, | see on the right
the new Hit Factory while aiming for Sony Studios
up ahead on the left. Just a block over is the once-
famous Power Station, now revibed as Avatar Stu-
dios. It's the end of a recora-breaking hot day in the
city, around 8:30; the sun is setting, and it's still 85°.

Int an era where the home studio flourishes and
many larger facilities have given way to one-room
project studios, | realize that | am no more than five
minutes’ walking distance from at least ten of NYC's
top, constantly booked, premier Big Rooms—Right
Track, Sound On Sound, Quad, Daddy's House and
more. These rooms have survived, and now thrive,
even though the Music has died, that Music being
traditional rock 'n’ roll, which ruled the '80s and kept
these Mega Flagship Studios afloat. It was that rock
‘n’ roll glamour that brought a lot of people into The

Game in the first place.




““““

Bob Power at Scny
Music Studios

“Prince Charles” Alexander

The street is now lined on both sides with SUVs. with
top-shelf, loaded, customized Navigators, Expeditions,
Lexuses, Jeeps, etc. As | approach. T can hear one Jeep
banging seund loud enough to shake the buildings, filling
the whole block with sonic boom. There must be 15 to 20
peopke just hangin’. chillin® outside Sony Studios and
across the street.

SORIe are in session, and some are there to be a part of
sessions. 1 suddenly recognize the song as [ hear Missy El-
liote singing a hook I recorded with her two nights earlier.
The rapper on the track is Eve from Ruff Ryders. and the
person playing the beat is none other than Swiss Beats,
one of the hot, new hip hop producers on the scene. He'’s
in the mididle of mixing this Tune, and in the new tradition
of hip hop recording. he's appealing to the Community
for mix appraval. It’s as much about Vibe as EQ.

I seems that since the early 90s, when the big rooms
Iregan feeling the threat from the smaller rap studios, NYC
hecame a roek ‘n' roll ghost town, undergoing a major
metamorphosis anl emerging a hip hop Mecca.

During the same time. I came 1o notice that the craft of
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Tony Maserati

audio engineering in the hip hop world had changed, and
I've had to alter my style of making these records and my
role as an engineer.

I went to visit with some of my compatriots (those who
were available at post time) and found an informative
view of the changing role of engineering from New York’'s
Finest. Class of the ‘90s. Millennium Closers, the Hip Hop
Magnificent Seven, Engineers for Hire.

THE PLAYERS

Jimmy Douglass, moderator: Aaliyah, Timbaland, Gin-
uwine, Missy Elliotr

“Prince Charles” Alexander: Notorious B.1.G.. Puff Daddy.
Mary J. Blige, Mase

Ken “Duro” Ifill: Will Smith. Jay-Z, DMX, Ruff Ryders
Tony Maserati: Puff Daddy. Mariah Carey

Bob Power: Erykali Badu, D'Angelo, The Routs, Tribe/De
La Soul

Tony Prendatt: Lauryn Hill. RZA, Wu-Tang Clan, Wyclef
Jean, Public Enemy, Canibus, Mary J. Blige

Joe Quinde: KRS-One, Noreaga, Fat Joe, Jay-Z
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Why New York? What's bere?
Alexander: Here in New York, you walk
out the door, and you can see anyone.
New York, being a cultural melting pot,
is a mirror image of what hip hop has
become, a cultural melting pot.

Maserati: New York vs. LA.? [ don't
feel as much of the sense of Communi-
ty in L.A. There is no hang thing there.
It wasn’t the same because the session
guys weren't the producers. They were
the players, and that’s one of the things
that has changed a lot in New York
hip hop.

In a genre of music generated mostly
by samples, sequences and very few live
musicians, do you really need these big
rooms to mix in?

Power: All I want out of a room to mix
in is enough inputs, a console that
doesn’t sound terrible, and a place
where s— works and the quality is
maintained.

Alexander: The producer’s aural ex-
perience is heightened [in a big room]
because there are large monitors in a
large space, and he can hear it like
he’s in a club. I believe that aural ex-
perience is necessary for hip hop pro-
duction. It’s not necessarily what I need,
but it’s good for the producer. And then
there’s the psychological element of
being in a successful environment and
all that. So I don’t think the big rooms
are gonna disappear.

Prendatt: Hell, no...but the Commu-
nity does. The clients in hip hop need
to hype themselves, need to amp them-
selves, to charge themselves in a way
they do not achieve being at home lis-
tening on an 80-watt or a 100-watt sys-
tem and a set of little speakers.

Quinde: Probably not, ’cause some-
times you make the beat at home and,
using a Finalizer or something, put up
the raw stuff and it’s got more of what
you want than if you mixed and
tweaked something in a big place for
ten hours. But it's more enjoyable to
mix in the big rooms. I think the listen-
ers, and the producers and the artist, are
finally liking good sound, whereas six
years ago they would be like, “What are
you doing to my mix? You're making it
sound too nice.”
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The large room also
holds the Community. I
rely on it too sometimes,
‘cause when I play the
mix I want everybody to
rock. It's a necessity to
have the people in the
room. You're kinda
seekin’ their opinion, and
sometimes your best critic
will be the passing-
through visitor who will
comment, “I don’t like it.” |§

Maserati: Do [ really
need all this gear and big
rooms? No, but I have to
have the best equipment I
can get: I want a J9000, or a full-blown
VR. I need the Edge.

Back in the day, doing rock sessions,
we'd set a start of 11 a.m., all show up
by 1, and work till 1 or maybe 2. How
are the bip bop bours ?

Maserati: The hip hop hours are around
the clock—you know that as well as I
do—and luckily we’re in a position
where we're sought after, so I can sug-
gest, when asked: “I wanna work at
noon, I wanna work at 1, and I wanna
get it done by 2 a.m. or 3 a.m.” You
know what I'm saying?

I know what you're sayin’, but do they
know what you're sayin’?

Maserati: No! I have to
be the one to

Tony Prendatt

promote
going in during the

day, while I'm alive, while I'm
awake. They still have an around-the-
clock schedule. I mean, if 'm lucky I'l
finish with Puffy at 2 in the morning,
and he’s got somebody else coming in
right behind me to do another session.
He may not be there, but he’s got his
staff there. The nature of the business is
when you're hot you're hot, and you do
everything you can to keep the ball
rolling. And they're doing it. 'm doing
it. You'’re doing it. You're trying to fill in
as many hours as you can stamina-wise
deal with.

[ don’t wanna work seven days a
week, 20 hours a day, and my clients
are cool with that. So I work six days a
week, 17 hours a day. (Laughs.)

Power: I wish there was a way to
make records between 10 a.m. and 8
p.m., but it doesn’t work that way. You
always end up with these 12- to 16-hour
days.

Prendatt: It's overwhelming, but you
deal with it ‘cause you’re there to do the
job. I work a minimum 14, maximum
22 hours on a shift. Turnaround time if
you're doing steady into a project is
max six to seven hours, and it runs min-
imum six, max seven, days a week.
Those are project hours.

Alexander: There were days back
with Jodeci, Father MC, Heavy D, we
would sleep in the studio. I think true
hip hop is 6 p.m. to like 9 or 10 the
next day. 1 like to think I do pop hip
hop, I'm lucky cause my hours are
more like 12 noon to 2 a.m.—hip hop
banker’s hours,

Quinde: The hours are endless. It's
been one big mix for the last seven
years, practically. One big day could last
seven years. A 15-hour day is an aver-
age day; a ten-hour day is a half-day.

In R&B and bip bop, bas the line be-
come one and the same because of the
beople and the Vibe? I'm calling bip
bop and REB the same.

Maserati: If they’re singing on it, and
that’s all that's on it, then it’s R&B. But
the actual clientele is the same.

Alexander: The closer hip hop gets
to pop it starts bleeding over into R&B.

Duro: Hip hop has fused with R&B,
and any hip hop engineer should do
the same.

DIGITAL OR ANALOG

In bip bop, many times we are dealing
with a 2-track loop that might bave
come off of someone’s cassette, an old
scratchy record, noisy as beck. It’s dirty,
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It's RADAR for Effanel Music.

Winner




New York's £ffanel AMusic
is one of the country’s premier

remote recording companies.

Their clients are the

“Who's Who" of the music and
television entertainment world.
To capture once-in-a-lifetime
performances, what is Effanel’s
choice for 24-bit bullet-proof
recording? Otari's RADAR Il.

Effanel's owner and recording
engineer, Randy Eziatty,
puts it this way:

‘“For my ears. RADAR 24-bit HDR is
3 superior alternative to open-ree
multitrack recording. Its reliabiltty

and ease-of-operation has made 1
the primary recorching format on

sorme of our biggest jobs. ”

Contact Otari now for full details.
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vl \ i TN www.otari.com

Otari Corporation, USA Tel: 800/877-0577 +1/818'594-5908 Email: salesdotari.com < Otari. Inc.. Japan Tel: +81/424-81-8626 Email: salesinfo@otari.co.jp < Otari Europe GmbH
Tel: +49/2159-50861 Email: euro@otari.de « Otari Singapore Pte. Ltd., Tel. +65/284-7211 Email: otarisp@singnet.com.sg « Otaritec Corp., Japan Tel. +81/3-3332-3211
Email: sales@otaritec.co.jp = U.S. Regional Offices: Los Angeles +1/818 598-1200. New York +1/212/324-1700. Nashville: +1/615/255-6080
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it's grungy, and suddenly we’re going
to digital, when in fact those analog
edges might bave smoothed it out quite
nicely. Do you bave a preference, ana-
log or digital?

Power: Whatever gets you there. Some-
times it requires digital, and sometimes
it doesn’t. I know when I'm making a
hip hop record and people start talking
the word digital, I say, “Why?” Some-
times it's cost-effectiveness. I'll stay with
two 2-inch reels for the whole project,
and you know, it'll add an extra year
onto your life while you mix, waiting
for lockup. But in the meantime, I will
have thrown things to Pro Tools,
thrown ’em back or keep it in there—
run it virtual. Whatever gets it done.
Certain kinds of music lend themselves
better to stay in digital, and I don’t think
hip hop is one of them. Still, I insist on
having it available.

Maserati: [ didn’t like digital until
Pro Tools|24. There are a lot of con-
veniences creatively. Many people in
hip hop are embracing it so quick-
ly—boom, just like that, everybody's
into it. 'm very surprised. It took me
five years to convince the guys I work
with to use a Zip drive instead of a
floppy disk.

Alexander: In the pop hip hop thing,
there’s always been this need, desire,
this want, to make samples sound clean
and great. In the pure rap hip hop, they
want it dirty. 'm not really an advocate
of changing sound drastically. If you
came to me with something that sounds
like it came from a cassette, I'd think
that’s really how you wanted it to
sound. So if you weren’t there when I
mixed it, it'll probably sound exactly the
way you gave it to me. [ don’t believe
that I know what’s right about the sonic
process. All I wanna do is service what
your vision is. It's like being a camera
man—you capture,

Prendatt: I prefer to work digital—
speed and ease. There is a marked dif-
ference between analog and digital and
how it treats the low-end necessities of
hip hop music overall. But we also live
with the fact that as technicians, it all
ends up digital by the time it gets to the
consumer.
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Since automation and recall rule the
day, and we’re not always available to
redo our own work, bow do you feel
about other people getting hold of your
recall and being able to mimic your lit-
tle secrets—and even put their name
on it?
Alexander: At first I didn't like it. I think
is disrespectful to those of us that call
ourselves mix engineers. I think because
of the whole hip hop perspective on en-
gineers, it’s kinda like we are butlers—*a
little more reverb, sir?” It’s not gonna go
away, 'cause that’s how the producers
and record companies view our work.
Our work is that interchangeable, for
many of them, and I've had my oppor-
tunity to mix some other people’s recalls
and put my name on it, too. So if you
stay in The Game long enough and if
yours gets recalled, somebody puts their
name on it. You get a recall, you put
your name on it. I don’t know how to
solve this riddle.
Do you believe only you can do what
you do?
Prendatt: Nope. The next guy’s waiting
right around the comer, and I start each
day by asking myself what I can learn
today.

Power: Absolutely not. There’s a lot
of people that do what they do,
and I do what I do. The
nuances are

different,
but nobody gives a

hoot about that. Basically, our
point is to bring forth the musical ex-
pression in as cool and digable and
bold a way as we can.

Duro: Yes. It’s just like a painter. No
two painters are gonna paint the same
picture. It’s all a Vibe thing, and every-
one hears things differently.

In the image of the traditional rock 'n’
roll session, the engineer does certain
Sunctions—EQ, effects, etc. Do you find,
more and more, that part of your job
is a little more than just manning the
console, that the MIDI gear, sync and
other issues are now included in your

Joe Quinde

tasks as well? It seems the bip bop/REB
world has created a new breed of engi-
neer/mixer with traits that beretofore
were called production—overseeing vo-
cals, moving parts and flyin’ stuff
around.

Quinde: True. Taking more of the re-
sponsibility makes it easier for them to
rely on us because the artist and the
producers—who wanna be the artist—
are very high-profile these days. And
just like the artist, it's very easy to ag-
gravate [producers]. You gotta treat
them just like the artist and make their
day go just as smooth.

Maserati: k’s gotten different. Five
years ago when producers used to
come in, the first job I had to do was
program their song, and my assistant
turned out to be my engineer. The sec-
ond job would be like flyin’ vocals.

It's very rare that they’ll bring any
piece of equipment in that I won’t put
my hands on. Any kind of new synth
or sequencer, I'll mess with it. You
gotta know the boxes. That’s been my
thing from the beginning, when I
started working as an engineer with
Full Force. I was the only guy in the

studio who knew how to use the
$900, the $550 or the 808 or things like
that, ‘cause I was the only one who
cared. The rock 'n’ roll guys thought it
was bullshit, and I thought it was cool.
Now the younger rock guys that I
know, they all have sequencers; they
all know how to use sequencers and
Pro Tools kind of stuff. I don’t think
the rock guys are not into it; I think
that they are just getting into it. They
don’t have the need for it as much,
whereas what I do, it’s from day one.

Alexander: Yes. It spills over into
MIDI programming and now Pro
Tools work. I'm amazed that anyone
can hold down the type of gig that 1
hold down and not know all those
boxes. If you're gonna sit in my seat,
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P 35 Biamplified Direct Field Monitors

ot everyone has the space for full-size diract field monitors. But everyonehas the need for monitors that provide pure,
accurate detailed sound—regardless of their size. And that's exactly what the PS5 delivers: wide range, non-fatiguing.
reference monitoring in a compact, small profile format. Oh, yes, and sound that's just ptain fun ta listen to.
We get that sound through the use of custom drivers, crossover components, and amplifiers. That's right, amplifiers—one for
the woofer, and one for the tweeter. Giving each driyer its own amplifier means the:mps can be far more efficient, since each
- one is dedicated to a specific frequency range.

The resuit: Increased dynamic range. Higher SPL. Greater transient response. Improved dampmg Smoother phase response
Lower intermodulation distortion,

Or to put it another way:

Mixes You Can Tr
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odeling amps shouldn't be just forlthe‘ﬁﬂw.

way we feel. Introducing the JT5

to the Johnson family. Keeping_im@r&acitio; o'f :é_,esigning amps

for the real working guitarist. the JT50 focuses on giving you complete
flexibility over your tone and effects, something the competition assumes

you don't need.

Let's start with the |2 modern and vintage amp models. The JT50's
exclusive VsTube digital technology delivers the warmth and dynamic
response you