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Film and postproduction is migrating toward 24-frame to provide high quality and flexibility across
multiple delivery formats. including digital television. electronic cinema, and telecine. Dolby E is
becoming the standard for archiving and distributing multichannel audio and metadata for DTV

production and broadeast distribution.

With the new DP579 Dolby E Tri-Level Syne Interface, those working in 24P can now use Dolby E
for direct electronic transfer of multichannel audio. The DPS79 accepts tri-level syne. and used in
conjunction with the DP371/DP572 Dolby E encoders and decoders. allows Dolby E audio and

metadata to be stored on 24-frame video systems.

For more information an Dolby E and the DP579, please visit our

website.

Dolby DP579

www.dolby,.com/tvaudio

0 Dolby

BREAKING SOUND BARRIERS

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

Dolby wird the double-D symbol are registered trademarks of Bolby Laboratories. © 2001 Daulby Laboratories. Inc. S01713988




Pure Audio Excellence...

INTRODUCING THE NEW XL SUPERANALOGUE™ CONSOLE

“ “ ;— \‘Vz‘

The XL 9000 K Series is a new
analogue console from Solid State Logic.
The XL features the purest SuperAnalogue

signal path to date plus surround THE CENTRE OF YOUR PRODUCTION
sound panning and monitoring as standard. At the heart of the XL lies the entirely new K Series studio computer.
The XL has been designed to exceed the SSUs fastest control processor to date, the K Series offers new
performance requirements of new high functionality and advanced studio integration.

resolution formats such as SACD and XL operators can view and control external workstations,

DVD-A where sound quality and surround allowing the creative focus to remain in the listening sweet spot and
sound capabilities are equally important. at the centre of the production process.

l X[_ K-SERIESJ
INTERNATIONAL HEADQUARTERS

Begbroke, Oxford, OXs5 1RU. England
Tel +44 (0)1865 842300

SO I id State |.0gi C www.solid-state-logic.com

NEW YORK LOS ANGELES TAAKYD PARIS MILAN
+1 (1)212 315 1111 +1 (1)323 463 4444 +81 (0)3 5474 1144 +33 (0)1 3460 4666 +39 039 23 28 094




786 & 160SL
Blue Series®

They're in the “who's who™ of the recording
excellence. Their musical styles span a broad spectrum,
but they do agree on one thing: the dbx® Blue Series®

products are first-call on their award-winning projects.

Is it any wonder? After all, dbx® has been setting the
standard in professional signal processing for over three
decades. Using a no-compromise approach

engineers developed the 160SL Compressor/Limiter, and
the 786 Precision Mic Pre with remarkable 2Hz to
200kHz frequency response, a whopping +30dBu output
and virtually zero phase distortion in the audible band.
Want to hear more? - Visit www.dbxblueseries.com or

an authorized dbx® Pro Studio Dealer today.

»
HFEQ SPECTAUM

Composer W.G. Snuffy Walden produces
scores for network hits The West Wing. Once and
Again. Drew Carey

“Using the dbx 786 and 1605L as a pair, we've been able to
use minimal eq. Just using the dix 786 mic pre gives a really
open and warm sound which is what we thrive on here."

Producer/Songwriters. Desmond Child &
Randy Cantor’s projects include CDs for LeAnn
Rimes, Bon Jovi, Ricky Martin, & Alejanara Guzman
“The dbx 786 is the best soanding mic pre we have
heard in years. Combiving the 786 with the dbx 160SL
makes the MIDI souns and vacals very warm, bright.
clear and organic.”

www.dbxblueseries.com

160SL

R
cMPRESSO
Co e

786

PRECISION
MIC PRE

Producer/Engineeriny ream Michael Beinhorn and
Frank Filipetti are currenty warking on the forhcom-
ng Korn CD.

“Were using the dbx F60SL on our vocals. It sounds nmaz-
ing. We wied other compressors but none of them di! even
remotely what the 160SL did. It just details things so mcely.”

Engineer Elliot Scheiner s currently working on
the next Steely Dan CD, and the DTS 5.1 Remix of
Queen " t At the Opera”

“The 160SL is such o sweet sounding limiter. It is se
smooth - you can't kear it working. That's what's

remarkabie about 1t

dbx

PROFESSIGNAL PRODUCTS
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The Tannoy SuperTweeter™ is designed to provide the extended high frequencies demanded by
modern program material and sources such as DVD, SACD, and DVD-Audio. It not only resolves the
fine detail of high frequency notes, but also effectively enhances the listening experience at lower
frequencies. Music contains transient information and rich harmonics beyond the range of human
hearing for pure tones. Even low frequency notes have leadirg edge transients reaching 30 kHz. By
operating between the roll-off point of your existing speakers and 54 kHz, the SuperTweeter™ will
accurately reproduce the leading edge of individual notes, allowing the listener to experience the full
banawidth of the musical instruments and effects.

The SuperTweeter™ has been designed to match a wide range of modern loudspeakers, matching
sensitivities of 87 dB per Watt @ 1 meter to 95 dB per Watt@ 1 meter. Crossover frequencies of 14,
16 or 18 kHz can also be selected.

The addition of the SuperTweeter™ to any loudspeaker system provides increased impact,
airiness, and improves system imaging - making music sound more natural and true to life.

Tannoy » 335 Gage Ave., Suite #1 Kitchener, ON Canada N2M 5E1 B
Tek (519)745-1158 » Fax: (519)745-2364 « Toll Free Dealer Fax: (800)525-7081
E-mail: inguiries @tgina.com e Literature requests: litplease @tgina.com



© 2002 AKG USA

The reviews are in and the message is clear:
The best is back.

“The mic sounds closer to our C 451 EB + CK 1
microphones than anything else [ have heard.
I would both specify and purchase this
microphone. Nice mic.”

Chris Dietze, Clear Sound

“After extensive listening tests with the new
C 451 B, it5 clear that this has the ability to
capture sounds with all of the crispness and
detail that made us love the original mic
in the first place.”

Dave Cline, Seventeen Grand

Introducing the AKG € 451 B Condenser Microphone. Featuring the sound
of our classic AKG C 451 EB + CK 1, the new C 451 B was developed in
response to a high demand for the original from both recording and tour sound

engineers worldwide.

The C 451 B excels at capturing transient rich signals such as drums, nylon and
steelstring guitars and many other instruments. Like its famous predecessor, this

microphone will perform flawlessly on stage and in studios.

The new C 451 B.
The best is indeed back.

RAISE THE LEVEL

AKG Acoustics, 814 Airpark Center Drive, Nashville, TN 37217 tel: (B15) 620-3800 fax: (B15) 620-3875
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features

30 Mixing in a Pro Tools World
As editor of Mix's “Recording Notes" section, Blair Jackson has heard every
argument in the great analog vs. digital debate that continues to rage on
after nearly two decades. But it's safe to say that no digital audio platform
has been as widely accepted as Digidesign's Pro Tools. This month, four
top engineers—Dave Pensado, Jack Joseph Puig, Bob Brockman and Nick
Launay-talk candidly about how Pro Tools fits into our industry.

42 The Agony and the Ecstasy of Choosing a Console
Not that long ago, choosing which console to buy wasn't that difficult
because there just weren't that many choices. Today’s market is certainly a
lot more confusing, given the sea of features and price points, and the
variety of ways in which audio work can be done. Maureen Droney
investigates the decision-making process of studio owners who have
recently purchased consoles.

52 Elvis Rocks Again

i In his 25 years of making albums, Elvis Costello has never failed to surprise
his audience. A few years after his much-talked-about vocal/orchestral
collaboration with Burt Bacharach, Costello has made a vigorous rock 'n’
roll album that incorporates loops and samples. Barbara Schultz talks about

the process with Costello and his production team, dubbed The Impostor.

58 Product Hits From Musikmesse
If you didn't make it all the way to Frankfurt for this year's Musikmesse
conference, George Petersen and Sarah Jones brought back all the pro
audio news, including a “Technology Spotlight” on Yamaha's new 02R96
digital console.

Famed engineer Elliot Scheiner
built his home studio, Eyeball,
to accommodate 5.1 clients
that couldn't afford the high-
end studios he usually uses.
The new room is centered
around a Yamaha DM 2000
digital console and a Steinberg
Nuendo system. For more, see
page 18. Photo: Michael Parti-
neo. Inset Photo: Jill Fur-

manovsky.

MIX ==
© Y

=9

Check Out Mix Online! hitp//www.mixonline.com

Mix is published ot 6400 Hollis St., Suite 12, Emeryville, CA 94608 and is ©2002 by PRIMEDIA Busmess Mogazines & Media, 9800 Metcalf Ave., Overland Park, KS 66212. Mix (ISSN 0164-9957) is
published montly except semimonthly in January. One-year {13 issves) subscription is $52. Canoda is $60. Al ather international is $110. POSTMASTER: Send oddress changes to Mix, PO. Box 1939,
Marion, OH 43306. Periodicals Postage Paid at Shawnee Mission, KS and at additianal mailing affices. This publication may not be reproduced or quoted in whale ar in part by printed ar electronic means
without written permission of the publishers. Printed in the USA, Canodian GST #129597951; Canadu Past International Publications Mail Product (Canadian Distributian) Sales Agreement #0478733.

6 MIX, May 2002 * wwuw.raixonline.com




~hnolc

SOUND FOR PICTURE

124 Facility Spotlight: Cinesonic
by Tim Moshansky

125 Composer Spotlight: Mychael Danna
by Bryan Reesman

126 Sound for Film: The Art of Data
Management and Archiving, Part 3
by Larry Blake

RECORDING NOTES

146 Kodo’s “Mondo Head”
by Blair Jackson

147 Indigo Girls by Elianne Halbersberg

148 Classic Tracks: Chris Isaak's “Wicked
Game" by Maureen Droney

151 Cool Spins: The Mix Staff Pick Some
Favorite CDs

PAGE 62

LIVE MIX

62 Tour Profile: Alicia Keys
by Sarah Jones
66 High-Tech, Smart Tech: The Redondo
Beach Performing Arts Center
by Maureen Droney
76 All Access: Nelly Furtado
by Steve Jennings
78 New Sound Reinforcement Products
82 Soundcheck

COAST TO COAST

160 L.A. Grapevine by Maureen Droney
160 Nashville Skyline by Dan Daley
161 New York Metro by Paul Verna
162 Sessions & Studio News

by Robert Hanson

60 Technology Spotlight: Yamaha
02R96 Digital Console

88 New Hardware/Software for
Audio Production

90 Preview/Hot off the Shelf

92 Field Test: MOTU Digital Performer
3.02—Native 5.1 DAW Comes of Age

PAGE 60

102 Field Test: Native Instruments Spektral
Delay 1.0 Multiband Effects for HTDM
and RTAS

106 Field Test: BLUE Baby Bottle Studio
Cardioid Condenser Microphone

108 Auditions: Snapshot Product Reviews

« Audio-Technica 30 Series Condenser
Microphones

« Tube-Tech SMC 2B Stereo Multiband
Compressor

« Summit Audio TD-100 Tube Direct
Box

« TC Works TC PowerCore

« PreSonus DigiMax 8-Channel Mic
Preamp with A/D Converter

« Coleman Audio M3PH Control Room
Monitor Module

+ Hosa Technology PBP-362 Lightpipe
Digital Patchbay

208 Power Tools: Terrasonde Audio
Toolbox by Rudy Trubitt

PAGE 24

20 The Fast Lane: If Your Screen's Not
Clean—Smoke Gets in Your Eyes
by Stephen St.Croix

26 Insider Audio: The World Above
20k~What Are We Missing?
by Paul D. Lehrman

84 Bitstream: Backup Options—
Platforms and Possibilities
by Oliver Masciarotte

118 Tech’s Files: A Bit of Dis and

DAT-HHB Mods, ADAT Tweaks and
SMD Repairs by Eddie Ciletti

departiments

8 From the Editor
12 Feedback: Letters to Mix
14 Current/Industry News

18 On the Cover: Elliot Scheiner's
Eyeball Studio by Paul Verna

174 Studio Showcase
182 Ad Index
184 Mix Marketplace

192 Classifieds

www.mixonline.com * MIX, May 2002




-

N

'Yl _FROM THE EDITOR _

Consolation

he last time | bought a console for my studio was 15 years ago. The board was—

and still is—a Soundcraft 600 analog desk (these days, we tout it as “vintage”),
and I've done a bazillion sessions on that board since picking up that weighty, 7-foot
crate at Leo's Pro Audio in Oakland. Over the years, it has proved to be the right choice
for my recording projects, which include music CDs, industrials, books on tape, radio
documentaries and scoring dates.

Along the way, the board changed; I've added automation and a hot-rodded Au-
dio Upgrades master section. Also, in moving from tape- to disk-based recording, the
way in which | use the console has changed. Typically, the role of that console today
is as a monitor desk during tracking to a DAW. But when it’s time to mix (in stereo or
5.1), all sorts of possibilities arise, and | often do hybrid mixes, where | combine the
strengths of analog mixing (and racks of outboard gear) with the pluses of virtual
DAW mixing and tons of software plug-ins. There are no set “rules”; | may mix en-
tirely on the DAW or completely on the 600, or | might send mix stems from the work-
station to the analog board (or vice versa).

Every session and every person’s style of working is different, so determining the
right console for your needs is more vexing than ever. When | was console-shopping
back in 1987, the process was difficult. These days, there are even more questions to
consider: New or used? Analog or digital? Sampling rate: 48, 96 or 192 kHz? Con-
solte or control surface? Large-scale (many faders) or compact (channel layering)? Few
or many preamps—or none at all? Is a “name” console important?

When considering a mixer for stereo and surround production—LCRS, 5.1, 6.1 or
7.1—the selection process becomes more complex. Points to investigate include mul-
tichannel metering options, and methods for surround panning, whether via
mouse/screen, joysticks, panpots or some combination of all three. Control room
monitoring is another issue: Several companies offer outboard surround controllers
for expanding the capabilities of an existing console. However, a true surround pro-
duction board should have provisions for multichannel monitoring—including the
ability to solo or mute any playback channel easily—without tying up subgroups or
console buses.

Eventually, we come to the price: Self-financing, leasing and trade-ins are all posi-
bilities, but while you're thinking about money, figure in some extra dough for in-
stallation, wiring and interfacing your existing gear with the new arrival. Once you
know what you can afford, the real fun starts. A/B comparisons between large con-
soles are nearly impossible to set up, but a couple of hours of critical listening—par-
ticularly to channel separation, bus noise and the quality of the equalizers—will re-
veal much about the character of the product.

In this issue, our Los Angeles editor Maureen Droney talks to a number of studio
owners about the console selection process, and finds the decision is never easy—
even for those at the top. But one thing is clear: The more you know, the greater your
chance of finding the right console.

— /Q/

;‘ George Petersen
. Editorial Director
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ME  The Choice of Walter Afanasieft

Walter Afanasieff Grammy - winning Producer Of The Year at his WallyWorld studios

“I've been spoiled. | can’t imagine listening
on anything but M&K"

World-class producer Walter Afanasieff has made M&K Professional monitors the exclusive choice for his
cutting-edge WallyWorld Studios. Walter's multi-platinum successes include production credits with
artists such as Destiny's Child, Mariah Carey, Ricky Martin, Kenny G, Celine Dion, and Boyz || Men.

Walter counts on his M&K MPS-2510P powered monitors and MPS-5410 powered subwoofers to give him
and his artists the accurate and honest sound they need to achieve their artistic and commercial success.
He joins the hundreds of music, film, broadcast, and post-production facilities now using Miller & Kreisel
monitors - the choice of professionals. Shouldn't they be your choice?

The Choice ol Professionals.

| \ A ¢ E~ MILLER&KREISEL
; M&-JPROFI{SS[ON.\L

At winkomolessional.eon
9351 Deering A enue. Chatsworth. CA 91311 818 701-7010 fax 818 701-03609
World Radio History
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“The.ldba was,fo haye the sonic quality of AMEK but
AlsS have,jt that at a high level with Pro Tools so that
| coulc{ get th€ best of both analog and digital.”

George Petit,
Walkerecording Ltd., New York City
Web site: www.walkerecordings.com

Mic Pre & EQ by Mr. Rupert Neve o Supertrue V4 automation
5.1 multi-format mixing capability o Virtual Dynamics
Integrated 7.1 monitoring Q Up to 136 inputs to mix

Media 51. Ensure you get the best of both worlds. US Headquarters

1449 Donelson Pike
Nashville, TN 37217

Tel: (615) 360-0488
Toll Free: (888) 286-9358
Fax: (615) 360-0273
Email: amekusa@harman.com

UK Headquarters Los Angeles Nashville Montreal Tokyo Web: www.amek.com
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SWEDIEN AGREES: TRUST YOUR GUT
George Petersen’s “The Trojan Kilohorse” edi-
torial in the March 2002 issue hit the nail
smack on the head! He talked about some-
thing I've been trying ta get people to under-
stand for many years, and it'’s more true now
than ever before.

I have always loved hypertidelity. As the ed-
itorial points out, it is fat more than just being
able to buy the new high-res hyperspace for
your studio. The responsibility to make sure all
your gear is up ta the new standard goes with
it. | love the comment, “Dor‘t buy into specs
for specs’ sake!” Very true. Choosing equip-
ment must be a very instinctive and personai
process. After you make the initial choice
about what equipment you want to assess, lis-
ten to it with your hearts and ears, and make
the final evaluation with your instincts.

We must develop a willingness to follow
our instincts. Gut reactions translated to music
recordings are the most believable. If we have
good instincts, we must learn to listen to that
little voice in the back of our heads or behind
our belly buttors and do what it tells us is right.

When tested with sophisticated equip-
ment, two different consoles can measure es-
sentially the same, yet when the same musical
source is sent through these two mixers, their
musical quality will be very different. | don't
mean to imply that manufacturers' specifica-
tion staterrents are deliberately falsified. Not at
all. There are so many ways tc interpret a tech-
nical statement that we absolutely must re-
serve the right to make an evaluation with our
own needs, abilities ana emotions as part of
the process.

Don't let the printed page totally influence
your judgment when evaluating music record-
ing equipment. The perfarmance specifications
that manufacturers state are merely a starting
point for selecting equipment we want to con-
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sider. If a computer analyzed all the frequen-
cies and combinations of frequencies in the
tone of a few violin notes, would the results tell
you what kind of violin it was? The human ear
can discern such subtleties almost instanta-
neously, using exclusively subjective means
that are quicker and more accurate than any
known test equipment.

The old musical instrument makers didn‘t
measure, they just listened. Stradivarius didn‘t
have a computer. Perhaps his violins would not
have been as wonderful sounding if he had
had a computer.

Bruce Swedien

Ocala, Fla.

CONVERSION CLARIFICATION
Regarding “Building Your System" in the March
2002 issue, Paul Verna's article is a good primer
for putting together a project studio. However,
there is one glaring error regarding his reference
to the Yamaha 02RV2. He states that ADAT
Lightpipe cards for the 02R are only capable of
passing 20-bit audio maximum, which is why he
suggests using TDIF cards instead.

This is not correct. The ADAT cards are ca-
pable of passing 24-bit audio, but the stock
A/D converters in the 02R are only 20-bit. So,
using the TDIF cards will still only pass 20-bit
audio to a DAW.

With different A/D converters, the 02R can
handle 24-bit audio. One good example is the
Apogee APBAD card that fits in an available ex-
pansion slot in the O2R. It gives the user eight
channels of 44.1/48k, 24-bit A/D. This 24-bit au-
dio can then be sent via either ADAT or TDIF in-
terface cards in the 02R for connection to a DAW.

Tom McClure

Via e-mail

APPLES OR ORANGES?
In his otherwise-fine January “Tech’s Files” col-
umn, “Dynamic Resurrection: The Altec 438"
article, Eddie Ciletti states, “Know the differ-
ence between peak limiting (fast attack and re-
lease) and compression (medium attack and re-
lease).” Sorry, but this is not the difference
between limiting and compression. Limiting per-
tains to cut-off of peaks while compression re-
duces the high-level signals and increases the
low-level tones, i.e., it squeezes—compresses—
them; and compression, per se, has nothing to
do with the attack and release time, which
could be fast, medium or slow.

Oliver Berliner

SounDesign Engineers

Beverly Hills, Calif.

THE PRICE IS RIGHT

| enjoyed Stephen St.Croix’s humorous slant on
the goth/slacker generation (Fast Lane, Jan.
2002 issue}—from a literary point of view—but
as | was reading it, the voice | heard narrating
was from the “Cranky Old Man” bit that Dana
Carvey did on Saturday Night Live (Back in my
day, all we had were bulky $6,000 instruments
that made only one sound each, and went out
of tune on a daily basis—and that's the way we
liked it!)

In defense of cheaply made all-in-one devices:
Granted, your magazine is geared toward engi-
neers and producers, but | think a lot of these
new devices that St.Croix mentions are meant to
be songwriting/compositional tools—something
that makes the creative process flow smoothly,
and enables the user to flesh out ideas for a song
that'll later get produced “for real.” They sound
good, they're affordable to those of us who are
still starving musicians (who can't afford a pool—
asbestos-filled or otherwise), and most impor-
tantly, they enable the user to make music quickly
and intuitively. What the heck’s wrong with that?
Do you really get that offended when a so-called
“non-musician” is creating something that
sounds like music?

I'm sorry to sound like a disrespectful whip-
per-snapper, but I've heard St.Croix’s sentiments
echoed by other people whom | respect, and |
can't help but think of these guys nervously
watching the proliferation of great-sounding
softsynths and FX plug-ins, and they're realizing
that for the cost of repairing one of their Leslie
horns, they could have the software equivalent
of a roomful of perfectly integrated, high-end
instruments and recording equipment (no
patchbays, no aligning tape heads) that all work
wonderfully together, and can be mastered and
burned to a CD in one fell swoop.

| respect the impassioned guitar player, at
one with his sweat-covered, lovingly crafted,
curly-maple such-and-such. But at the same
time, something’s gotta be said for the grade-
school kid who made the life decision to “get
into music” because he was inspired by the cool
beats and arpeggios he was playing on some
battery-powered, all-in-one, beatbox-FX-D)
thing at the music store one day. And it was
cheap enough that he could own it—not just
dream about owning it.

Joe Fry

Via e-mail

Send Feedback to Mix
mixeditorial@primediabusiness.com
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Introducing Laminar Spiral Enclosure™ Technology:
The new Genelec 7000 Series LSE Active Subwoofers.

The Truth - in black and white: a sevolutionary, proprietary technology [and shape]
that will forever change your expectations of what an accurate, multi-channel
professional sarround-sound monitoring environment should sound like. The new
Genelec 7000 Series consists of four (4) active subwoofers — painstakingly engineered
to enhance the entire range of our active monitoring systems — from the award-
winning 1029's right up to the formidable 1039’s.
These new subwoofers look different for a very good reason: Laminar Spiral
Enclosure technology. LSE™ is evident in the unique circular shiape of the enclosures,
identical in execution for the 8”, 10”, 12” & dual-driver 12” models. This radical
design departure dramatically alters how high-level, low-frequency acoustic energy
is delivered to virtually any critical-listening acoustic space.
The matn benefit? The compromises inherent in traditional ported enclosures are
now things of the past; the unrestricted laminar flow of low-frequency energy ’;‘;:‘I""’I’Z";H‘“I‘I’: b Myt ::;::f;;:z f:f“,:‘s::‘;;’e‘:‘::
emanating from the rigid, tuned enclosures of the 7000 Series is truly an extraordinary two smaller odels (70504 & T0604; and are lorgrr system (7071A).
listening experience. When combined with the latest 6.1 electronic bass-management
technology, Genelec Laminar Spiral Enclosures not only turn things around, they give

the professional a whole new perspective on the meaning of superior performance.

GENELEC

ACTIVE MONITORING
www.genelec.com The Whole Truth and Nothing But The Truth™

s
Genelec Oy, Oly tie § FIN-74100 lisalmi, Finland «358 17-83881 Fax: 358 17-812267 Genelec tnc., 7 Tech Circle, Natick, Ma 01760 5087652-0900 Fay: 508/652-0909 www.genelec.com
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MARANTZ, DENON MERGE OPERATIONS

NEW COMPANY FOR A/V CONSUMER INDUSTRY
Marantz Japan Inc.. Royal Philips Electronics and Denon Ltd., announced
the creation of D&M Holdings Inc. (Sagamihara City, Japan), a joint holding
' company based on the merged operations of Marantz and Denon.
Included in the merger were staff changes: Tatsuo Kabumoto, presi-

dent/CEO of D&M Holdings; Mitsushige Sakamoto, president/CEQ of De-
non; and Takashi Sato, president/CEQ of Marantz.

The Denon and Marantz brand names will be maintained, as will sales,
marketing and distribution channels. Marantz acquired the trademark rights
and sales subsidiaries operating in Europe and the U.S. from Philips last May.

BLU-RAY DISC

digital high-definition video and more than |3 hours of standard TV broad-
casting. The companies involved include Hitachi, LG Electronics, Matsushi-
ta Blectric Industrial Co., Pioneer, Royal Philips Electronics, Samsung Elec-
tronics, Sharp Corporation, Sony Corporation and Thomson Multimedia.
These companies plan on licensing the new format as soon as the specs
are completed, which is expected around spring 2002.

Blue-Ray Disc’'s main specifications include: 23.3/25/27GB recording ca-
pacity, 36Mbps high-speed data-transfer rate, phase-change recording for-
mat, MPEG-2 video-recording format, and AC3 and MPEG-|, Layer 2 au-
dio-recording format.

'DVD FOUNDERS PRESENT

Nine leading companies an-
nounced that they have jointly es-
tablished the basic specs for a
next-generation, large-capacity,
optical-disc video-recording for-
mat called “Blue-Ray Disc* The
disc enables the recording,
rewriting and playback of up to
27 GB of data on a single-sided, single-layer, { 2cm CD/DVD-sized disc us-
ing a 405nm blue-violet laser. The disc can also record over two hours of

NONPROFIT CELEBRATES RAY CHARLES | £ ATING SPRING BREAKERS

HEAR (Hearing Education and Awareness for Rockers) teamed
up with The National Campaign for Hearing Heatth (NCHH) on
Cancun’s beaches during this year's Spring Break. The goal was to
teach teens, musicians and music lovers about the dangers of
hearing damage and tin-
nitus, HEAR's Street
Team passed out earplugs,
hearing literature and
provided listening tests to
willing Spring Breakers.
“Our Street Team s

Pictured at Ray Charles’ studio in LA. are: [L-R bock) Blues Lab students Mike
Sheridan, Fernando Guzman, artist Ray Charles, Robert Shepherd, Zach Obi-
die, Delton Smith, Moises Rosales, Joaquin Bynum. (L-R front) Ron Baker,
Melvin Williams, Blues Lab founder Dane Gillibrand.

Ray Charles and his recording engineer of 16 years, Terry Howard, were pre-
sented with the Blues Lab's Soldier of Blues Award at Charles’ recording studio
in LA The award is presented to those whose career is an Inspiration to young
blues musicians.

Paying tribute to Charles, high school Blues Lab students from Watts, Comp-
ton and south-central LA performed a set of his classic songs. Former Guns
‘N Roses guitarist Slash joined in on the festivities, remarking that “it's really
important that younger cats learn to appreciate the foundation of where
modern music comes from.”

Founded in 1998, Biues Lab, a nonprofit organization, provides free instruments
and after-school jam sessions for disadvantaged youths across the nation.

To find out more about Blues Lab, check out www.blueslab.org.
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Above: An MTV crew member wearing
ear plugs. Below: MTV Spring Break
crowd with performer Ludacris.

made up of volunteers
—teens, bands, DJs and
health students through-
out the US. who care
about their hearing and
who want to help us tell
their friends and fan base
how important it is for
their music sake to pro-
tect their hearing” com-
mented HEAR. execu-
tive director Kathy Peck.
Event sponsors included

MTYV, Sonomax, Etymotic Research/ER20 Earplugs, Aearo EAR
plugs, Westone Labs, Future Sonics and Ear-Q Tech Computer

Hearing Analyzer.



—— .
! PROFESSIONAL AUDIO NEWS AND EVENTS

COMPILED BY SARAH BENZULY

SAE MIAMI OPENS, MEADOWS TO 301

SAE founder/owner/CEO Tom Mis-
ner, left, welcomes mastering engi-

neer Glenn Meadows to the Studios
301 team, as Mark Martin looks on.

- A ragtag collection of industry journalists gathered in

Miami March | for the official opening of SAE's 36th
recording school. While gathered in the brightly col-
ored, thoroughly moderm lobby. following a walking tour
of the facilities, SAE founder Tom Misner took the op-
portunity to announce the hire of venerable mastering
- engineer Glenn Meadows, who will head up the mas-
tering operations of Misner’s Studios 301 (Sydney and
Byron Bay Australia, Stockholm, Sweden, and Cologne,
Germany), as well as teach at the institute’s schools.
SAE Miami, which is being run by Mark Martin,who
also heads the Nashville institute, is going full-tift with

A

its first round of students. Classes are purposely being kept small, and yearlong enroliment is
planned for no more than 200, to facilitate one-on-one instruction and hands-on operation.
Rooms and learning labs range from music-composition cubicles, to ProTools stations, to main-
tenance benches, to 5.1, Mackie-equipped surround suites, to an SSL G Plus room, all the way

up to a showcase Sony Oxford mix stage.
For more information, visit www.sae.edu.

" MIX LOOKS BACK

For Mix's 25th anniversary
this year, we begin looking
back at where we started.
Here are the Number One
albums and singles from Bifl-
board, May 1977, with spe-
cial props to the engineers, producers and studios
who make the magic.

NUMBER ONE ALBUM
R iisa) $9)17g

W For the second consecutive

month: Rumours, Fleet-
wood Mac. Producers:
Fleetwood Mac, Ken
Caillat, Richard Dashut.
Engineers: Ken Caillat,
Richard Dashut. Mastering: Ken Perry, Ken
Caillat. Studio: The Plant (Sausalito, CA).

DREXEL U. OFFERS MUSIC INDUSTRY DEGREE

Philadelphia-based Drexel University's College of Media Arts &
Design recently launched a bachelor's degree program in mu-
sic industry, with special emphasis on the business/financial side.

In addition to coursework, students work for Drexel's
new music label, MADragon Records, where they manage
production, including songwriting and recording, manage-
ment and marketing. Students also arrange scores for movies

done by Drexel film students and produce musical routines for the Drexel Dance Team.

"Our program is unique because it addresses all aspects

of the music industry’ said one-time Broadway sound de-
signer and sound effects editor for Sony Television, Dr. Barry

NUMBER ONE SINGLES
'a- -~

: The Eagles’ “Hotel Califor-
nia.” Producer: Bill Szym-
czyk. Engineers: Allan
Blazek, Bruce Hensal, Ed
Marshall, Bill Szymezyk.
Mixing: Bill Szymezyk.
Studio information not available.

Leo Sayer’s “When | Need
% You.” Engineers: Bill
Schnee, Howard Steele.
Studios: Studio 55
{Hollywood).

Atticks, director of the program.”lt's important for future mu-
sical professionals to have a well-rounded understanding of
the business decisions that will affect their professional lives
Check out www.drexel.edu for more.

Stevie Wonder’s “Sir
Duke.” Produced by Stevie
Wonder. Engineers: John

Fischbach and Gary
Olazabal. Studio info not
I available.

KNITTING FACTORY HOSTS GIBSON AWARDS

The Edge (Best Rock Guitarist), Adam Clayton (Best Bassist) and U2 (Best Guitar Band)
were among the winners at the Orville H. Gibson Guitar Awards held on February 26,2002, L
at the Knitting Factory (Hollywood). Rock guitar pioneer Scotty Moore and legendary ban-

jo player Earl Scruggs each received the Orville H. Gibson
Lifetime Achievement Award.

Some of the winners include: Dave Matthews (Best
Acoustic Guitarist, male), India.Arie (Best Acoustic Guitarist,
female), Brad Paisley (Best Country Guitarist. male), Gillian
Welch (Best Country Guitarist, female), Keb’ Mo’ (Best Blues
Guitarist), Acoustic Aichemy (Best Jazz Guitarist) and Pete
Yorn (Les Paul Horizon Award—Most Promising Up-and-
Coming Guitarist). Nominees and winners are voted upon by
members of the music media.

Scruggs

CORRECTION

in “Building Your System" (March 2002), the list
price of Auto-Tune was incorrect. The correct price
is $399 and not $299.

The Focusrite Penta "Field Test” (December
2001) listed the incorrect retail price. The correct
price is $450.

Mix regrets these errors.
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TEC AWARDS DISTRIBUTES PROCEEDS

4;

The Mix Foundation for Excellence in Audio has announced the distri- :‘E " |
bution of $45,000 from the | 7th Annual Technical Excellence and Cre- 2= Bé I
ativity (TEC) Awards, held last December at the New York Marriott

Marquis.

Over half of the proceeds have been donated to the Sound Partners program of
the House Ear Institute (Los Angeles) and Hearing Education and Awareness for Rock-
ers (HEAR), based in San Francisco. The remaining proceeds will benefit scholarship
programs at Berklee College of Music, EXpression Center for New Media, Middle Ten-
nessee State University, University of Massachusetts-Lowell, University of Miami, Uni-
versity of Southern California. the AES Educational Foundation and the Society of Pro-
fessional Audio Recording Services (SPARS). A significant contribution was also made
to the Marriott Associate Assistance Fund, established to meet the needs of families of
Marriott employees directly impacted by the events of September | [, 2001 .

“We are proud to once again provide funding for numerous organizations of im-
portance to the pro audio industry’s future!” said Hillel Resner, president of the Mix
Foundation. Even though the events of 9/1 | affected attendance at the TEC Awards,
thanks to our sponsors’ generosity, we have been able to maintain our donations at ap-
proximately last year's level. The industry is to be commended:’

The 18th Annual TEC Awards will be held on Monday, October 7,2002, in Los An-
geles, at the Wilshire Grand Hotel. For information on tickets and sponsorships, contact
Karen Dunn at 925/939-6149 or e-mail info@tecawards.org. Information about the Mix
Foundation and the TEC Awards can also be found at www.tecawards.org.

IN- MEMORIAM:
DAVID BLACKMER, 1927-2002

David Blackmer, the founder of dbx and president of
Earthworks Audio, passed away on March 21,2002, at
his home in Wilton, NH. A radio-building hobbyist
since age |0, Blackmer started in the audio business as
a stockboy at Boston's Lafayette Radio in the 1940s,
surprising the staff by fixing radios that had been
" deemed unrepairable. While in the Navy, he learned radar electronics and later stud-
ted at Harvard and MIT, followed by jobs at Trans-Radio Recording Studio and
Raytheon, where he designed telemetry circuits for the Mercury space program.

When Trans-Radio owner Lou Lindauer formed API in 1968, he turned to Black-
mer for help in designing recording products, which led to the development of the
VCA and level-detector circuits used in compressor/limiters.

In 1971, Blackmer founded dbx. based on the concept of using decibel expansion
(hence the name “dbx") to replace the peaks lost from the limited dynamic range of
magnetic tape. This led 10 much more. Blackmer's VC A and RMS detector changed the
world of audio, yielding classic products such as dbx noise reduction, dbx compres-
sors, the subsonic synthesizer, OEMVCAs for automated consoles and circuits for ear-
ly stereo televisions.

Blackmer sold dbx to BSR in 1979 and stayed with the company for several years,
He went on to form Earthworks—initially as a construction company to restore an
old mill he bought in New Hampshire—but returned to his love of audio in develop-
ing Earthworks" award-winning line of high-performance microphones, Zero Distor-
tion Technology preamps. and its newest products, the Sigma 6.2 time-coherent, 40kHz
bandwidth reference monitors.

Besides touching the lives of millions of listeners worldwide with industry-stan-
dard products that have stood the test of time, David Blackmer's lifelong quest for
excellence in audio remains an inspiration to audio professionals everywhere. He
will be missed. George Petersen
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Following in his father’s footsteps, Erik
Papp has been named as Summit Au-
dio’s (Watsonville, CA) president...
Shure Inc. (Evanston, IL) has hired
three category directors: Rick Frank =
for microphone products, Scott Sul-
livan for personal monitor and
phonograph products, and Bob
Rieder for audio processing prod-
ucts...Recording/mixing  engineer
Steve Hardy has been added to SOS
Management's (New York City) talent

Steve Hardy

roster...Veteran mixers Glenn Navia,
Henri Perotti and Bill Smith, as well
as music director Andrew Knox,
have joined New York City-based
HSR Studios. For these new hires,
company founder and CEO Howard
Schwartz has rebuilt four of his 15 au- W
dio-for video suites ...Howling Mu- Richard Ngo-Tran
sic, a producer of original music for television com-
mercials, has brought Academy Award-winning (U-
571) sound designer Jon Johnson onboard as chief
sound designer...Richard Ngo-Tran joins JBL Profes-
sional (Northridge, CA) in the music industry product
manager position...Based out of L.A., Denny McLane
has teamed up with Nashville-based BSS Audio USA
as the company's regional sales manager...Working
out of Santa Barbara, CA, Kurt Metzler is Sennheis-
er's (Old Lyme, CT) Western regional distributed
brands market development manager...New distribu-
tor news: Audient (Herriard, Hampshire, UK) appoint-
ed ATl Group Distribution (Jessup, MD), the newly
formed distribution division of the ATl Group, to han-
dle U.S. sales and marketing responsibilities for Au-
dient’'s mixing consoles, surround sound processors
and graphic EQs; Network Pro Marketing (Los Ange-
les) is the exclusive North American distributor for
Formuta Sound (UK). The U.S. authorized service cen-
ter is located in Las Vegas...Britt Strickland joins Grif-
fin Public Relations & Marketing (New York City) as
account executive, where he will work with Griffin
clients in the wireless, semiconductor and professional
audio industries...Digigram (Montbonnot, France)
hired Frank Seidel as communications
manager...Digidesign (Daly City, CA) has retained the
services of Chandra Lynn, new artist and press relations
consuitant...Get out those address books: Rocket Net-
work (San Francisco) opened a permanent UK office
and demo facility at: Unit 202 Canalot Studios, 222
Kensal Rd., London W10 5BN; Crest Audio’s (Fair
Lawn, NJ} new address is: 16-00 Pollitt Dr., Fair
Lawn, NJ 07410; 201/909-8700; fax 201/909-8744;
and SurgeX (Pipersville, PA) relocated to 6131-B
Kellers Church Rd., Pipersville, PA 18947; 215/766-
1240; fax 215/766-9202.




Legendary producer and 9-time Grammy
winner Phil Ramone is one of the most
respected and recognized names in the music
industrv. From a beginning engineering
records for jazz greats john Coltrane and
Stan Gelz. Phil went on to amass « star-
studded portfolio that includes projects as
diverse as Tonv Bennetl. Elton John. George
Michael. Luciano Pavarotti, Paul Simon. and
Barbra Streisand.

Flliot Schemer. studio engineer extraordi-
naire. is no stranger to success either. hu\'ing
worked with some of the most-listened-to
artists ever recorded: Phil Collins. The Eugles.
Fleetwood Mac. lohn Fogerty. Steelv Dan
and Sting. justlo name a few.

Together. Phil and Elliot have merged their
amazing talents on projects with \atalie Cole.
Aretha Franklin. Billv joel and Frank Sinatra.

To accurate capture the essence of an artist.
they relv on 40 Series microphones. “The
first time Tused the 40 Series. Thnew that A-T
was on lo something s special.” savs Phil.
“They have an almost md“lLdl ability to bring
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:)L:]l]l::: Il:u[tl ln ‘{ll\u}:uk;r::mnu while JI\\J\\ J Y‘\rn(m o
cmaini :“' IC ] CSOLICe. ‘ ‘
' l \\) L [ y Q\)

Tahe a lip from these music industiv legends

and tiv 40 Series microphones on your nevt -~
session. \Who hnows? You might just be making

musical history = like thev have.

spectabthanks to Capitol studios Hollvwood ¢\ @ aUd|O'teChn|ca
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World Radio History



ON THE COVER

Elliot Scheiner’s Eyeball Studio

By Paul Verna

hy do engineers build home stu-
dios?

Their motivations tend to fall into two
categories. On the one hand are those
who—for lifestyle, business or other rea-
sons—create facilities that allow them to do
virtually all their work at home. These engi-
neers usually have solid enough track
records to ensure that projects will follow
them wherever they go.

On the other hand are engineers for
whom a home studio is little more than a
workshop—a demo room, or a place that
might allow them to do minor editing on
works in progress in commercial facilities. The
engineers’ budgets for such setups are usu-
ally as modest as their expectations for them.

Then there’s Elliot Scheiner. His new Eye-
ball studio—which occupies a second-floor
room in his home in Reading, Conn.—is nei-
ther a be-all, end-all facility nor a rinky-dink
basement contraption. It is a well-appoint-
ed, professionally spec’d studio designed to
accommodate a niche within Scheiner’s new
specialty of remixing old masters in 5.1
channels: projects that simply wouldn't get
done on commercial studio budgets.

That means Scheiner continues to do the
bulk of his work at his favorite “outside”
studios, which include Presence in West-
port, Conn., Sony and Hit Factory in New
York, and Capitol in L.A.

“The reason | built this room is that, af-
ter the September 11 attacks, as things
started to more or less get back to normal,
| received inquiries about doing a couple of
different 5.1-channel projects. People
would say, ‘I would like to do this or that but
I honestly cant afford to spend the kinds of
budgets we've been spending to do the ma-
jor catalog pieces. If | can’t do it for X num-
ber of dollars, | won‘t do it at all.’ | thought
it was more important to have catalog out,
because this is an emerging market, so |
built a room designed specifically for low-
budget stuff.”

Noting that he went back to Presence to
remix R.E.M.'s Automatic for the People,
Scheiner says, "I didn’t build this to put stu-
dio owners in jeopardy.”

The centerpiece of Eyeball is the first in-
stallation of the new Yamaha DM 2000 dig-
ital console and a Steinberg Nuendo system
Other equipment highlights include Stein-
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READING, CONNECTICUT

Scheiner, comfortably at home with his Yamaha DM 2000 console and MSP10 surround monitoring.

berg DD8 format converters, Alesis HD24
hard-disk recorders, a Yamaha SREV1 sam-
pling reverb, dbx 160SL compressors, five
Yamaha MSP10 monitors, an Eventide
Orville processor, a Studio Technologies Stu-
dtoComm 5.1-channel controller, and Mon-
ster cabling throughout the studio.

Scheiner chose the Yamaha DM 2000
because of its sonic performance, high res-
olution and extensive channel capacity.
Comparing it to other digital consoles tai-
lored to high-end project s:udios, Scheiner
says, "l love this console. It has so many be'ls
and whistles. | wanted a board that gave me
more than 24 channels of 24-bit, 96kHz au-
dio, and with the Yamaha, | have 96 full-res-
olution channels.”

Scheiner designed and ouilt the studio
himself, with extensive input from Sony Stu-
dios VP Dave Smith, who advised him on
sonic treatments and other acoustics issues.
“Dave took a look at the room and talked
about how to treat it sonically,” says Schein-
er. “He was my main consuitant.”

The first project Scheiner undertook at
Eyeball was a 5.1-channel remix of Candy
Man, an early-'90s solo album by Toto
sirger/guitarist Steve Lukather that was
originally released in Europe. The surround
version will be issued this year by DTS Er-
tertainment as part of a guitar series.

When Scheiner went to check his Candy
Man mix at Darcy Proper’s mastering suite at
Sony Studios, he discovered a bump in the
upper midrange that indicated a problem in
his studio’s acoustics. Fortunately, he was
able to rectify it easily, and the room is now
accurate to Scheiner’s exacting specifica-
tions.

Since completing the Lukather album,
Scheiner has been remixing Automatic for
the People and Donald Fagen’s Nightfly in
5.1, as well as doing a new surround version
of Steely Dan's Gaucho at a higher resolu-
tion than his original 5.1 mix—which was
among the first projects done for discrete
multichannel in the late-'90s. In addition,
Scheiner is working at New York’s Sear
Sound on a new Steely Dan album, which
for now will be stereo-only.

Whereas all those major projects are tak-
ing place in commercial studios, Scheiner
anticipates getting back to his home facility
in the near future to remix a Roy Orbison
greatest-hits project in 5.1, and a Japanese
pop album.

“I'love warking at home, " he says. “I got
up this morring, drove my son to school, and
went to work. | haven't gotten out of any
gnarly clothes yet. That's pretty cool.” n

Paul Verna is Mix's New York editor
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BY STEPHEN ST.CROIX

If Your Screen’s Not Clean...

Smoke Gets in Your Eyes

elcome back. This is Part Three of the
two-part series on making what you see
look better than what you really have.

Those of you who don't feel the need to bring a little
light into your control rooms need only skip this last
video column, for next month, I shall return to my ap-
pointed recording industry pontifications.

But right now, we are going to look at screens.
If you hung with me through projectors and
plasma, then I bet you can make it through one
more. After all, this is for your studio, remember?
Where there will eventually be as many display
devices as outboard processors. And as for the
promised (or threatened) line-doubler/de-inter-
lacer material, it will come later. Things got pretty
interesting, and in the end, there was no way to
fit both that and the info in the screens in one col-
umn, even one of these double-length monsters. 1

www.mixonline.com

chose screens so that you would know what 10
use with your new projector.

AND NOW, DRIVE-IN MOVIES:

SCENES ON SCREENS

All cars were once black, and all screens were once
white.

As technology advanced, cars eventually became
available in several thrilling new shades of black, and
screens in way too many kinds of white. And in the
end, as we all know, cars finally shipped in every color
that the demented designers could think up. Remem-
ber Fiat 850s in slurpy green, fluorescent puce and
even Da-Glo safety-vest orange? Or maybe that was
before your time.

And projection screens? They remained 10 kinds of
white until only a few years ago. But finally, as new
projection technologies expanded the potential screen
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market by a thousandfold, certain heretic
manufacturers began subtle experimenta-
tion with screen surfaces.

BACK TO BIKES

One of my Harleys has 40 coats of alter-
nating blue, aqua and red-tinted clear,
masked in patterns over a three-color
saran job, all floating over six different sil-
vers and three golds, misted in varying
densities and separated by their own
slightly tinted sets of clear coats. All this is
laid down over a new technology that
uses a finely crushed, pigmentless, holo-
graphic material that produces rainbows a
quarter-inch over the surface in the pres-
ence of a single-source light, while chang-
ing to a muted, coarse silver under diffuse
light.

The actual bandwidth (color spec-
trum) of the floating rainbow is controlled
not by tint or pigment, but by layers of
high-Q dichromatic crystals, with each
layer's actual crystal angle and therefore
the frequency of its resonance (optical
bandpass) controlled by a lifting agent
that forces the crystals to align anywhere
between laying flat and standing straight
on end, 90" off the applied surface.

In addition, the words “Harley David-
son” on either side of the gas tank are
done in micro-bead—tiny glass spheres
that gather light and return it with amaz-
ing gain in the same direction that it came
from. This is technology evolved from the
much larger light-gathering beads used on
stop signs and license plates.

Anyway, the final effect of all this is ba-
sically a blue bike. A very deep, swim-
ming, 3-D, translucent, iridescent, multi-
layered, multitinted blue with ghost
patterns that appear and disappear as you
walk around it or as the light changes, but
outsicle of the insane few who can tell the
difference, it’s just a shiny blue bike.

Three months of labor and the ulti-
mate in bleeding-edge paint technology
to produce a final surface that you either
get or don't, depending on your level of
interest.

For the past few years, I would come
in from a nice summer ride on that bike,
have a little dinner, and watch a DVD or
maybe a DV of the ride. (A stabilized 16:9
camera with wide-angle lens on a low
frame mount produces some pretty im-
pressive. mountain road footage.) You
have no idea how big a chipmunk’s eyes
get while he decides to run left or right in
front of your wheel.

And having been through the painting
of that bike, I began to wonder more and
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more if any of these exotic light-reflecting
technologies might be applicable to my
screen. I was already using a certain
amount of one of these technologies in a
unique Da-Lite screen that 1 picked up a
few years ago, about when I painted the
blue bike. More on that soon.

WHEN WHITE IS BLACK AND BRIGHT
IS BACK
Well, it turns out that while I was riding
and wondering, projection screen mate-
rial technology was undergoing a strik-
ingly similar series of technical advance-
ments. And frankly, after many decades
of—well, let’s just say “technological sta-
bility"—it's about time.

In the world of film and video screens,
there is an official “white.” It was origi-
nally established a few weeks after light

Three months of labor
and the ultimate in
bleeding-edge
paint technology to produce
a final surface
that you either get or don't,
depending on your

level of interest.

itself was invented and has never
changed. This “reflectance standard” is
magnesium carbonate. It is considered the
Holy Unity Gain Stuff, and it can be used
to cure bacon.

It provides a matte-white surface with
a “gain” of 1, no “hot spotting” and a very
wide viewing angle. Nobody uses this
stuff, of course, but its characteristics are
the established base line for all screen ma-
terials and coatings in use today. It is the
reference for the color white and the gain
of 1: Not wo different from an average
modern white living room wall, not too
different from the screen in your local
movie theater.

As video projection became more
widespread, higher-gain screens were
needed to overcome the dismal amount
of light that the original CRT projectors
could deliver. The first real advancement
was to glue a layer of glass beads to the
white screen, just like the reflective sur-

face of a license plate or stop sign.

You understand that “gain” is just a
trick, of course; you can’t get back more
light than you throw at something. What
you can do is force the light back in the
same direction from which it came. Beads
act as tiny mirrored lenses, forcing more
light back toward the source. This means
that if you walk over to the side of a flat
white screen with an image projected on
it, then you will still see the image more
or less normally. But if you do this with
a high-gain screen, it will be nice and
bright when you are dead-center (with
the light source over your shoulder), but
as you move off-axis, it will get dimmer
rapidly.

So glass bead gain trades brightness
for viewing angle. The light is literally
taken from the sides and collected in the
center. This basic trade-off is one of the
most important things to remember, and
it must be a primary consideration when
you're choosing screens.

It turns out that there are other po-
tential problems with the gain game, as
well. Too much gain at the center of the
screen becomes noticeably brighter than
the edges, and skin tones may shift as this
selective reflectivity is typically not flat
across the optical bandwidth. In simple
terms, it is possible for higher-gain
screens to have a more green center and
more purple edges. This problem may or
may not appear in your control room
with any given projector technology, with
your given viewing angles and distances.
Prices may change without notice. Drugs
may interact differently in the presence of
alcohol.

Because there are so many variables,
and each of them is again modified by the
presence of alcohol, I can tell you which
plasma panel is the most accurate, and
even which projector is the most honest
or the most impressive to your clients. But
screens? These you have to check out for
yourself, like you would speakers.

MY FIRST CUSTOM SCREEN JOB

This would be that Da-Lite screen that I
mentioned before. It has a gain of 1.3, and
it does this without resorting to glass
beads. Instead, it uses a very slight pink
pearlescent coating that looks suspi-
ciously like a single-coat pearl that I used
to use when painting cars. 1 love this
screen. It is warm and accurate and does
not “hot-spot” (brighter center), and it has
an acceptable viewing angle. Its only real
shortcoming is that it is very sensitive to
stray light.
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MY NEW CUSTOM SCREEN JOB

There are certainly a lot more choices out
there right now, with insane gains and
various surfaces optimized for specific
projection technologies. Now  there’s a
worrying thought...A different screen for
LCD and for DLA? And just to keep things
interesting, the price spread can exceed
10:1 for any given size.

It is beyond the scope of this month’s
column, and I am sure well beyond the
scope of your interest, to tell you every-
thing that | saw and learned, so 1 will
highlight the single freak discovery, the
one with the most radical and the most in-
teresting technology. This is also the one
that the screen-dweebs are talking about
online. In fact, why don’t you drop by
yourself and see what their world looks
like—a bit different from our own RAP.
Try www.avstorum.conv. See if you can
spot the equivalent to RAP’s Fletcher.

Right now, the freak screen material is
certainly the FireHawk from Stewart Film-
screen. These are the people who
brought us the now dominant “black en-
hancement” GrayHawk 0.95-gain screen.
To bring you up to speed, this screen is
designed to help overcome the poor
blacks of today’s digital projection tech-
nologies by controlling ambient light re-
flection. It works. With a gain of 0.95, it is
noticeably darker than a normal white
screen. In fact, the material itself is a mid-
gray. Kind of scary looking, actually,

And while black depth and detail are
certainly improved with this screen—dra-
matically in situations with some ambient
light, like a control room—it is just too
dark for my use, with my Marantz projec-
tor. I just don't have enough lumens to be
able to sacrifice much brightness for bet-
ter contrast. And 1 guess 1 must not be
alone, as evidenced by the existence of
the FireHawk.

So, I will focus the remainder of this
month on that screen. Keep in mind,
though, that there are three entire families
of options out there. Basic white systems
and their various silky variants with gains
from unity to 1.3 (I do like my Da-Lite),
high-gain  monsters that will return a
blinding movie from a 15-watt Easy-Bake
projector (check out the Draper M2500
screens), and finally the freaks, which, in
this case, turn out to be the old standards,
the establishment itself, provider of
screens to Hollywood: Stewart.

SHOW AND TELL
I have to admit that when 1 first fired up
the Marantz on the Stewart FireHawk, |
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thought, “What have I gotten myself into?”
It was cold and dark, and though it clearly
made better blacks in ambient light, 1 felt
my environment was controlled enough
that ambient lightfall was not a pressing
problem. And when used in total dark-
ness, the FireHawk's one claim to fame,
greater suppression of ambient and there-
fore crisper blacks, would be moot.

In fact, I was so discouraged that I put
it away to reconsider. And away it stayed
for more than three weeks. But when my
deadline arrived, I knew 1 had to pull it
out and try to explain why it wasn't work-
ing for me. And so...

In the world of film
and video screens,
there is an official “white.”
It was originally established
a few weeks after
light itself was invented

and has never changed.

Even with my worries about it being
so dark, it was obvious that this screen is
pretty clever. Not magic, no shards of bro-
ken physics on the floor under it, but
pretty clever. It has a background material
that is a very dark silver-gray, much darker
than even their negative-gain GrayHawk,
But on top of this extreme negative-gain
backing is a sophisticated high-gain sur-
face that yields a final system gain of 1.3,
but with a gamma curve all its own.

Talking to Stewart was like talking to a
custom paint shop. They are actually
aware of and use a lot of these freaky tech-
nologies to control how coatings and iri-
descent crystals stick to their screens, They
are clearly using muitilayer technologies
with different materials in each layer. They
unofficially admitted w0 secrets like con-
trolling the angle of crystal stand-off. For
me, it's comforting to think that there’s a
litle bad bike in every good screen.

So when I fired it up again, there was
medium-low ambient light in the room,
as a plasma searchlight was on in the
back. Both the Da-Lite and the FireHawk
were up. The FireHawk was clearly
darker, and mid-colors seemed faintly sil-
very-green compared to the Da-Lite.
Shadows and the top and bottom blank-

ing bars were pretty impressive, though.

Then 1 turned off the plasma and
added about half as much ambient light
with a variable-output halogen using a
diffusion filter.

It was then that 1 realized that 1 might
not have originally understood exactly
what the FireHawk is for, or what it does.
And that may be because what it does ac-
tually changes dynamically as the back-
ground light level changes.

Using this %kW halogen, 1 spent half
an hour changing ambient light, checking
and double-checking what I saw. When
the room was very bright, the Da-Lite (the
brighter screen) died. The image con-
sisted of areas of ghostly milk and other
areas of nothing. The FireHawk, on the
other hand, just sort of sat there and de-
livered. There was a totally usable image
on screen at a full 4 kW of ambient! The
only bad effects were that the image
looked colder and darker, and dark
shadow detail disappeared. It was weird
how little the image changed. In fact, it
was very weird, almost as if it wasn't pro-
jection technology at all.

My standard 1.3-gain pearl acted ex-
actly like a screen, growing predictably
more washed as room light increased, un-
til there was almost nothing left. The Fire-
Hawk seemed to do this weird sort of
crossover thing that almost looked like it
could break the laws of physics. As I took
the room light up, it acted like a screen,
but sort of a desensitized one. It seemed
to react to ambient about one-quarter as
much as a normal screen. As 1 brightened
the room, the Da-Lite began to give up,
but the FireHawk seemed to switch to a
new mode and finally looked like a huge
printed photograph instead. A new expe-
rience, to say the least.

All parts of the image were quite a bit
darker than the objects in the room, with
white being a definite silver-gray, yet the
image was intact.

And then 1 went back to low, and fi-
nally no ambient light conditions to re-
create the situation that made me origi-
nally doubt its validity. And sure enough,
I didn't like it that much, even though col-
ors were undeniably more dense and,
well, serious, and blacks were amazing.

And then came the Homer Simpson
“Doh!” This screen is way different from
what I am used to, so maybe 1 owe it a
dedicated projector setup. So 1 set up the
Marantz specifically for the FireHawk. Ab-
solutely everything had to be redone, in-
cluding color and even overall color tem-

—CONTINUED ON PAGE 177
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The World Above 20k

What Are We Missing?

ike most of us, when 1 was a kid, 1 suffered

from a bad case of technolust. Among my fa-
. vorite reading matter were catalogs from Allied
Radio, the monthly Popudar Electronics, and the pub-
lications of the American Radio Relav League, the or-
ganization of ham radio operators, of which T was a
member—although, at the age of nine. not a very ac-
complished one. One of my favorite books of theirs
wis a slight volume called The World Above 50 Mz,
which talked in vague terms about how hams of the
future might be able to take advantage of what were
then considered “trash™ radio frequencies. Although
these high frequencies (or very short wavelengths, as
we used o refer o them) might be uscable for things
like commercial television and FM radio broadcasts,
they were not much good for any sort of long-distance
communication, which is what hams lived for. Novice
ham operators (like me) were allowed to operate
voice transmitters way up there around 144 MHz,
where they wouldn't bother anyone. Much more valu-
able to experienced hams was the spectrum between

wrere.mixonline.com

2 and 30 MHz, because signals at those “short-wave™
frequencies could bounce off the ionosphere and
travel around the world. Above 50 MHz was of inter-
est only o “experimenters.”

Since those davs, the VHF, UHF, SHF and EHF (8"
for Super and “E" for Extra, in case you were wonder-
ing) bands have, of course, been used for a stunning
varicty of purposes and are now viciously fought over
by a plethora of different wireless services, both real
and imagined. With the advent of the communications
satellite, short-wave radio (with the exception of prop-
aganda broadcasts into unfriendly nations) went more
or less the way of the dinosaur. Congested spectra made
signals that did nar bounce, but instead beamed right
through the ionosphere, much more valuable.

Today, we all wlk nonchalantly about 700MHz
digital television broadcasts, 900MHz wireless phones,
1.9GHz digital cell phones and Ku-band satellites.
which use the 13 10 18GHz band. In Europe, re-
search and field testing are going on into frequen-
cies as high as 60 GHz—which would have a great
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future in point-to-point  transmissions,
were it not that they tend to be disrupted
by things like snow.

But you don't want to hear me talk
about radio, you want me to talk Gf at all)
about audio. Just as the radio amateurs of
yore considered 30 MHz the top of the
useable spectrum, audio engineers and
enthusiasts have long regarded the 20kHz
upper limit of human hearing as an invi-
olate parameter, and signals above that
simply didn't need to be dealt with. In the
days of analog, this proved to be very
helpful, because the physics of audio
transducers and media—the pe and
tape heads, microphones and speakers—
made recording ultrasonic frequencies a
difficult proposition indeed: Above about
10 kHz, for every tiny increase in high-
frequency response, was an enormous in-
crease in Cost.

This is not to say that the world above
20 kHz has been completely ignored.
Phonograph records have long been—at
least in theory—capable of playing higher
frequencies; in fact, the ill-fated 70s
quadrophonic LP system known as “CD-
4" (for “Compatible Discrete,” not the
other kind of CD) took advantage of this
fact by putting the back/front difference
signal onto a 30kHz carrier, which meant
that signals as high as 45 kHz were being
cut into the grooves (even though they
did tend 1o disappear after a few listens).

And there have always been labora-
tory instruments, both transducers and
recorders, capable of handling ultrasonic
frequencies. Some of these, like B&K
microphones, have trickled their way
down into the professional audio world.

In analog audio, the top-end response
of a system generally sort of fades away
gracefully the higher you go, not untike the
noise floor. In digital, however, because of
the need for a fixed-clock frequency, there
is an absolute limit, the Nyquist frequency.
above which signals cannot be processed,
period. Ever since the first digital systenis—
FI, DAT and CH—put a brick wall up in
front of any frequencies over 20 kHz,
voices have been grumbling that this really
wasn't high enough. Many of the grum-
blings were objections to the phase distor-
tion that the lowpass filters engendered be-
low 20k, but some were complaints that

we were losing “detail™ in the higher fre-
quencies, which could never be recovered,
and that in order to achieve true “high fi-
delity,” our audio systems needed  to
stretch further into the ultrasonic realm.

In recent years, as the cost of band-
width and digital storage has plummeted,
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those grumblings have become a deafen-
ing roar. Much of the pro audio commu-
nity is now regarding ordinary  CDs
(which were once described, lest we for-
get, as “pure, perfect sound forever™ with
something approaching contempt, while
even sub-$1,000 home recording systems
are boasting about the superiority of their
90kHz sampling rates so that those of us
with plain old 4+4.1 and 48kHz hardware
are feeling left behind.

But do we really need these higher
sampling rates? Or is the whole thing, as
some say, just a marketing scam to shame
us into junking perfectly good equipment
and buying all new stuftf? Or is it perhaps
something that we audio pros have
latched onto to make us feel superior to
the great unwashed millions who are
forced to listen to lo-fi audio that tops out
at a paliry 20k?

Well, the question of whether we need
to do this actually has 1o be broken down
into three questions: First of all, can we
hear sounds above 20 kHz? 1If not, do ul-
trasonic frequencies somehow  influence
sounds that we carnrhear? And if they dont,
is there something about higher sampling
rates that makes the stuff in the audible
band sound better? I'm going to deal with
the first two parts this month and then try
to tackle the third in another column.

There’s no  question that there is
plenty of sound energy far above 20 kHz
in the musical and natural worlds. For
some striking evidence of this, take a look
at a paper (www.cco.caltech.edu/~boyk/
spectra/spectrahtm) by James Boyk. a pi-
anist and electrical engineer at Caltech,
which shows, among other things, that
the spectrum of a trumpet with a Harmon
mute slopes down lincarly and smoothly
from 2 kHz all the way to /02 ktlz—and
probably beyond, but that's where his
spectrum analyzer Guits.

But do those frequencies actually reach
us? As 1 wrote here a couple of months
ago, Dr. Chris Halpin, an audiologist at
Massachusetts Eye and Ear Infirmary and
an erstwhile electronic musician, says that
there’s no way O measure a human's re-
sponse to sounds above 13 kHz or so. It
doesn't mean we dont hear sounds up
there, it just means that they have not fig-
ured out any objective means to quantity
our sensitivity to them—or lack of it. What-
ever it is, however, it's awfully small. Ac-
cording to the tests Dr. Halpin gave me, for
example, my sensitivity at 10 kHz is down
some 60 dB and plummeting. If the curve
were to continue, my sensitivity at 20 kHz
would be -120 dB, which is probably com-
fortably below the noise floor of my nerv-
ous systen.

Interestingly, the audiologists tell us
that we also can't differentiate between
dissimilar frequencies in that range. When
anything above about 12 kHz tickles the
cilia deep in our inner ears, it registers in
our brains as “high,” and that’s about all
the information we get from it. It might
appear, then, that as long as there is some-
thing going on in the top octave, it sounds
perfectly okay to us.

But surely people have done some
hard research to see if we respond to fre-
quencies above 20k, haven't they? Well, a
search of the literature actually turns up
one—count ‘em, one—formal study in this
area. A paper presented at the AES Con-
vention in October 1991 by five gentlemen
from the National Institute of Multimedia
Education in Japan is titled “High-Fre-
quency Sound Above the Audible Range
Affects Brain Electric Activity and Sound
Perception.” (It is preprint number 3207,
available from the AES at www.aes.org.)
Its quite a fascinating  document  with
some pretty weird results. The rescarchers
stuck electrodes on the scalps of a rather
small sample of people—I10 men and six
women, ages 20 to 3+—and played them
the recorded sounds of a Gamelan or-
chestra, a source that is very rich in high
harmonics. The subjects heard the record-
ings through two systems: one with re-
sponse out to 40 kHz, and the other with
a lowpass filter at 26 kHz.

In A/B testing, the subjects could not
hear any difference between the two sys-
tems. However, the rescarchers found
that six of the 16 subjects showed a
marked increase in brain electrical activ-
ity, which started anywhere from 20 to 80
seconds after the music started, when
they were listening to the 40kHz sound.

—CONTINUED ON PAGE 202




LLLLLLLLLLLLLLLLL0088888¢

YOUR AUDIO SKETCHBOOK.

(actual size)

Inspiration, like lightning, almost never strikes twice.
You've got to he ready to get your ideas down when they hit.

KORG's new PXR4 Digital Recorder delivers serious studio power in an incredibly
light, compact package. The PXR4 performs high-quality digital recording/playback; edits
with time compression and expansiory; has 4 tracks and 8 virua\ tracks (for 32 possible
takes); packs a pro-quality built-in mic; boasts 77 digital modeling effects, and records

directly to SmartMedia™ cards with the high-quality sharability of MPEG. The PXR4 s your
audio sketchbook, ready to record, mix and edit...whenever and wherever inspiration sirikes.

®2002 Korg USA. For the desler nearest yov: (800)335-0800. PXR4
For more info wia fax: (631)393-8530, Doc#3306. wwwekorg.com




he limited by your imagination. My phi-
losophy is don't sit there lamenting the
sound vou're given. Fix it. That's vour job.”

Pensado usually prints his mixes 10
Quantegy 199 tape (which he endorses,
along with Digidesign and SSL) and 10
DAT. He says the mastering engineers he
works with have been largely compli
mentary of his Pro Tools mixes.

Asked about the quality of the record-
ings that have heen coming 1o him since
the proliferation of Pro Tools. he says.
“From an engineering standpoint. it's not
great. From a creative standpoint, it's bet-
ter than ever. But I'd rather work with
someone who's really trying new things
and failing than someone that plays it safe
and gives me a hunch of sterile tracks. The
beauty of Pro Tools is that it opened the
music field up 1o so many kids who did-
n't have access 10 it before. It was only 25
years ago that if you couldn’t hire live mu-
sicians, vou couldn’t be a producer. One
of the reasons people hated drum ma-
chines so much is that it gave access 1o a
lot more people and made the litde club
bigger. Pro Tools has given opportunity 1o
a lot of people, and that's going 1o be very
good for our industry in the long run.”

BOB BROCKMAN

New York-based engineer and producer
Bob Brockman was a recent nominee in
the Best Engineered Recording categony
for Laurie Anderson's fine Life on a String
CD. He's probably best known. however.
for his work with R&B hitmakers such as
Mary 1 Blige. Babyvtace, Toni Braxton. the
Notorious B.LG.. The Offays and many
others. Along with his panner in NuMedia
Productions, Yaron Fuchs, he's currently
toiling over the much-anticipated album
by Boston's Wicked Queen.

As o top mixer, Brochman receives
tapes that are all over the map in terms of
quality, “evervthing from stellur-sounding
stuft 1o absolute crap.” he says, “And it has
1o do with who's involved in the earlier
stages. Unfortunately, 1 believe the age of
the great recording engineers is over. With
the corporate nature of the record busi-
ness and the cost cutting. @ lot of produc-
ers | work with engineer their own
records, and a lot of artists engineer their

32 MIX. May 2002 « www.mixonline.com

own records, 100, Even the Laurie Ander-
son record, o lot of it was done by Laurie.
hecause she couldn't afford to hire an en-
gineer 1o work for a vear-and-a-halt' on her
record. And. of course, vou have more
people recording 1o Pro Tools because ics
cheaper than working with 2-inch.

“You dont expect an artist who's
recording their own stull 1o he totally on
top of the recording aspect of it But I've
found that one of the things that ¢nds up
happening in the case of Pro Tools is you
have source material that may be very in-
teresting 1o listen 1o, but which is olten
recorded at a really, really low level: its
10-bit or -bit or even 6-hit. When you
have a lower level recording at 24-bit, the
lower the level gets. the lower the bit res-

olution. That's just the way PCM works. If

you don't record a super-hot level. then
vou're not getting all the bits in the word
resolution.  and. consequently. it can
sound preuy degraded.

“So that's a problem T find with some
projects that are from home studios, start-
ed on ADNT and mavbe bumped across
to Pro Tools: When vou're doing a D-1o-
D wanster, you don’t necessarily have the

option of increasing the word size. If it's
recorded soft 10 ADAT or soft o Pro
Tools. youre pretty much siuck with what
vou gel. So as a mixer. yvou end up trving
1o recover it by puting it through tubes
and whatever analog processing vou can.,
“My studio [NuMedial is set up so that
I have 64 inputs into a Harrison Series 10.
and we have 18 outputs from Pro Tools,
and we have tons and 1ons ot outhourd
stult from Manley and GMIL and AP and
Neve—LA-4s, LA-2s, LA-3—it's a prer
thick rack. 1 put erenthing across e

thing.” he savs with a laugh. "We usc
Fatsos, we use Distressors: anything
Can o uy o generiale more w armth
more analog feel.

“I'm old enough that I mixed for ab
15 vears ol analog tape through anu
consoles betore the advent of Pro Too
But in the past 16 months, | haven't mixe
one record on anualog. Even rock 'n’ i
records that started out on analog got
bumped 10 Pro Tools, and we ended up
mixing that way. Digidesign has become
the de facto industry standard.”

And how does Brockman think it
sounds? “1 don't think it sounds great.” he

“You can’t argue about the ease of
editing, and the playlists, the tuning
and moving in time. | just wish it
didn’t sound so harsh,” .
—Bob Brockman <
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notes matter-of-factly. “You can’t argue
about the ease of editing, and the
playlists, the tuning and moving in time—
all these things you can do to smooth out
a vocal performance that you were never
able to do on analog tape. There's a great
deal of power from a producer’s stand-
point working in Pro Tools. T just wish it
didn’t sound so harsh. Sonically, it's not
all the way there for me.

“I've heard records that were mixed off
analog, or records that were remastered
off analog, and even on a 16-bit CD, and
you can really hear the difference. There's
a marked difference, but these days, no
one seems to care. If it's delivered that
way, that's the way you have to mix it.

“On this Wicked Queen record, I've re-
ally gotten into using the Fatso, which is
a tape-saturation algorithm  compressor
box. I'm recording everything through
it—guitars, lead vocals. I've recorded vo-
cals with it and without it to Pro Tools,
and the level of clarity and penetration
you actually get from the source material
is really markedly different. It adds a o™

Except for his work on Christina Aguil-
era’s Mi Reflejo CD, which was digital
from start to finish, Brockman still likes to
mix down to half-inch, “to put the mix
across analog heads to get a little dither
into the mix. IUs never as gratifying for me
to mix oft the 2-bus of Pro Tools as it is
o bring up everything separately into a
hig console and mix it onto half-inch. 1
hear the difference.” His current tape of
choice in that regard is BASF 900, “which
has great clarity but also low-end satura-
tion. When you go to half-inch, you real-
ly hear how the low end integrates, as op-
posed to 24-bit DAT, which is pretty much
exactly what's coming off Pro Tools.”

Like many mixers, Brockman has also
worked on hybrid projects that combine
Pro Tools and 2-inch analog. "On this new
Gabriella  Anders album, where she's
working with The Roots rhythm section,”
he comments, “the bass, drums and gui-
tar were cut to 2-inch and then the vocals
and the percussion and Keyboards were
done in Pro Tools. So that was a situation
where we were running Studer 24 and Pro
Tools was chasing. The producers really
wanted to maintain that analog sound for
the rhythm section.”
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Brockman also laments the fact that
Pro Tools is not compatible with some
other popular formats, such as Logic Au-
dio. “Logic plug-ins are great,” he says,
“but. unfortunately, they don’t work with
the DAE engine. What ends up happen-
ing when you have to convert the output
engine from, say, MOTU to DAE, is that
the plug-ins get blocked out. So if that's a
cool delay or chorus and it's part of the
production, you can lose it. Also, the
plug-ins sound different played out
through a MOTU engine vs. a Digi engine.
That's a big problem.”

He concludes with a paraphrase of
Rodney King's famous remark: “I wish
everyone would just get along.”

JACK JOSEPH PUIG

For the past several years, Jack Joseph
Puig has been one of LAs first-call mix-
ers. Working out of his own fabulously
equipped room at Ocean Way (you loved
it on the cover of the October 2000 M iv),
Puig has worked with a wide array of
artists, including No Doubt, the Black
Crowes, Collective Soul, Five for Fighting,

Green Day, and many, many others.
When we spoke recently, he was in the
midst of doing mixes for Sheryl Crow and
the Counting Crows.

“Most of what I get these days are Pro
Tools sessions, and what I've done is I've
created a sheet that goes out to people be-
fore they send me the Pro Tools informa-
tion,” he says. “On that sheet is a very de-
tailed explanation of what we want: For
example, we explain that it has to come
condensed to 64 voices. We don't want it
to come with more than 64 voices, he-
cause then we have the headache of try-
ing to figure out what everything is and
how we're going to deal with it. We also
ask people to give us a rough mix of the
session. So in Pro Tools, you have to leave
two voices [out of the 64] to print to.

“We have a lot of issues with labeling,”
he continues. “I'm not someone who
wants to spend his time hunting for swiff.
I generally demand that either the pro-
ducer or someone from the band is
around to help me find things. With ana-
log, you usually only have 24 choices, or
say. 48 choices; but with Pro Tools, there's

“It’s to the point'now

where you've gotta learn it;

there’s no way aroundit.
'Cause it’s not going away.” ¢
—Jack Joseph Puig
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almost an unlimited number of choices.
You have these layers, and which is the
right performance? That's a real, real prob-
lem. The problem with having to go
through all that is expensive and you're
taking time that should be used to mix the
record looking for stuff.”

Like Brockman, Puig believes that “the
sound of analog, without a doubt, is still
superior. There’s no question about it. I'll
get projects in and throw the faders up
and it'll sound great, and I'll say, ‘How did
you record this?” ‘Oh, we did it on 2-inch
first.” Every single time.

“I just did a test myself: [ recorded two
sides for a band on Maverick called Ebo,
and what I did was I recorded simultane-
ously to 2-inch and to Pro Tools. And the
difference was dramatic. 1 could pick out
the better-sounding analog one with my
eyes closed—ithat one, that one, that one;
never missed it. It was really telling. And,
unfortunately, all these plug-ins that are
analog simulators basically just take off
the highs. They just make it woolly and
dull. Their concept of what analog does
is not right in my opinion.”

Does transferring a 2-inch tape to Pro
Tools affect the sound much? “The Pro
Tools holds it as well as it can. It's never
the same as playing it from analog, but
when we made the jump 1o 24-bit Pro
Tools, it at least became do-able; it be-
came acceptable, Obviously, if you've got
a rack of Prism or D/ converters, which
are quite expensive, it becomes that much
better, but when we eventually make the
big jump 10 [Pro Tools] 96 and so on, it’s
going to be amazing.”

All Pro Tools sessions are not created
equal, Puig has learned, and when he has
multiple sessions coming in recorded at dif-
ferent studios under difterent conditions, he
notes, “The clock is extremely important.
The length of the cables that carry the su-
perclock o the 888 and the quality of the
BNC connectors are extremely important. If
you get the cables the right length, which
basically means all the same length, and
you get a great BNC connector and a great
clock. that alone makes a big difference.
What really sounds great is if you have a
Sony HR machine and you leave it in ‘in-
put’ and then use it for the converters.
That's awesome, but expensive.
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“The problem that | 'hear

with digital is that

it’s very shallow;
there’s not that much ;
dimension to it.”

—Nick Launay

“One of the most important things
about all-digital stuff—whether it’s 3348
or Pro Tools—is the kind of level you're
able to put on there, because, obviously,
you want to use all the bits. The kind of
level the analog console feeds is really too
much for it sametimes. And that's one of
the biggest issues of digital and analog
meeting on a daily basis in professional
recording studios. What I do is align my
Pro Todds systems for a lower level. T used
10 do that with other digital recordings
that were really hot, and even analog
once in a while. Because it you get the
front end too hot, you're f***ed; you run
out of headroom.”

Puig says that about 85% of the work
that comes through his door now is on
Pro Tools. “There are people holding out
with 3348s—some old<imers—but that’s
not going to last. You can’t do half the
stuff you can with Pro Tools, and now it's
getting to the point where people are
used to coming to the session and saying,
“‘Can we move this, can we do that? Can
we [ix that”” And all those things are near-

ly instantaneous with Pro Tools. IUs to the
point now where you've gotta learn it;
there’s no way around it. As an assistant
engineer and an up-and-coming engineer,
if you don't know how to run Pro Tools,
get out! 'Cause it's not going away.”

Puig believes that the combination of
analog gear he favors and the new digital
plug-ins has actually expanded his sonic
palette, allowing him to make better
records. “What I'm discovering is that
there are digital equalizers and compres-
sors that, when married with the analog
stuff, sounds great. Like the way an L1
would talk to an LA-2 is different than
how a C1 wlks to an LA-2, etc. The kind
of curve that it does, maybe combined
with a 550A or combined with a Pultec or
whatever, creates a sound of its own that
can be really cool. I like to look at all the
possibilities.”

NICK LAUNAY

When we caught up with producer/engi-
neer/mixer Nick Launay, he was finishing
the tracking for the latest dise by Ameri-
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can Hi-Fi at Sunset Sound, and was get-
ting ready to move over to Atlantis Stu-
dios to mix the project on the SSL 9k
there. Then it was off to Melbourne, Aus-
tralia, to continue work on Nick Cave's
new CD. Thats the way life is for the
globe-trotting Launay: Though English, he
works all over the world, has a home in
LA, but also seems to have a special
affinity for Australian bands. Among the
groups he's worked with are INXS, the
Living End, Midnight Oil, Gang of Four,
Killing Joke, Kate Bush, Silverchair and
Public Image.

Launay is basically still an analog guy:
He likes to record bands, as a whole
group, to 2-inch. That's how he’s making
the American Hi-Fi album. Still, he notes,
“I love Pro Tools, and I use it a lot. In the
case of [American Hi-Fil, they've got an in-
credibly good drummer and they're all
great musicians, and there was no need
to go in there and move kick drum hits
and all the things that Pro Tools lets you
do. We actually thought of doing the ba-
sic tracks and then going to Pro Tools, but
we decided not to; there's no need to. It's
nice to be able to say that.

“I'm always open to new things, but |
always put sound first,” he adds. *I do find
it extremely frustrating that Pro Tools
doesn’t sound better than it does, and that
o my ears digital doesnt sound very
good—still. What is it, 18 years now?
Those who think it sounds great haven't
used analog, or if they have and they re-
ally can’t hear the difference. they per-
haps need to change careers; the differ-
ence is enormous.

“The problem that 1 hear with Pro
Tools, and with digital in general, is that
it's very shallow; there’s not that much di-
mension to it. [ don't think people really
looked into that aspect of it. I think they
put their tones up and see the frequency
response, and they try to get it techuical-
Iy correct, where what they should be do-
ing is trying to understand why when you
record on analog, it sounds more three
dimensional—even if you're dealing with
a mono signal. It has something to it that
has depth that you don't get on digital,
and 1 frankly don’t know what that is. But
my ears hear it.

“With digital, everything sounds like

it's in two dimensions; everything sounds
like it's right up close, even if you've got
a drum sound with a lot of drum ambi-
ence. When you record it on analog, it
feels like you can feel the room; there’s a
depth and warmth that’s very pleasant to
listen to. Something gets lost when you go
to digital. The sonic depth is missing.”

To compensate, when he does mix
Pro Tools sessions, “1 do whatever I can
to make it warmer and to bring in some
of that depth. T might put the whole thing
through a Fairchild at the end. I'll use as
many Pultecs and Motown EQs as 1 can.
I try to use the best A-to-1) converters |
can find. If I can get a hold of them and
I have the budget, I'll use Apogee con-
verters. I think they're the warmest. They
might take a littde punch out, but that's
easier to get back in mixing than the
warmth.

*I never record directly to Pro Tools; ]
never have. 1 like to set up a band all in
the same room, playing oft each other. If
they're a guitar band and they've got two
guitar players, well, they have to play di-
rectly to the drums at that time; it's like a
live performance. We do takes until they
get it right. Then T'll slice on 2-inch; T'll
edit between the best takes. The end re-
sult might be a 2-inch multitrack  that
might have up to 30 edits on it just 1o get
the best performance.

“Once 1 get the basic band takes on
2-inch, sometimes I'll wansfer it to Pro
Tools for overdubs and vocals...and we
just suffer the loss,™ he says with a chuck-
le. “I'll make slaves in Pro Tools or I'll mix
the 2-inch to stereo guitar pairs and drum
pairs, etc., and then continue in Pro Tools,
doing overdubs and vocals. Then, at the
end of the day, I'll sync the two up and
I'll play my original backing band track off
analog. That's the way I've done the last
five or six albums.”

Though he generally engineers and
mixes the albums he produces, Launay is
not shy about getting help with the Pro
Tools work. "When | started getting into
Pro Tools a few years ago, T thought, “This
is crazy. I'm staring at a screen all day. All
the things I love about making music are
not there any more. The capabilities of this
incredible piece of equipment are fantas-
tic, but I'm beginning to lose track of what
we're really trying to do here.” So 1 decid-
ed I should employ a Pro Tools engineer,
and that was a really good decision for me.
It lets me spend my time doing what 1
want to do and what 1 do best—concen-
trating on the song and geting the best
performances.” |

Blair Jackson is Mix s serior editor.
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urchasing a console, especially a

big-ticket one, has never been

easy. Previously. choosing which
console to buy wasn't that difficult: There
weren't that many out there, and they did-
n't perform that many tunctions. For your
high-end studio, you picked from among
two or three manufacturers and bought
the latest, biggest, baddest, sexiest model
you could afford. For your mid-priced stu-

The Studio Owner’s

Tough Decision

dio, you bought used. For your demo
room, you got some smitll version of a live
mixing board.

Today, with prices of farge-format con-
soles approaching seven figures, and
shakeups in the leasing business narrow-
ing options, studio owners have to put a
lot more thought into what they need
from a desk. As for that demo room—
well. it's now a full-fledged studio. capa-
ble of turning out a finished product. And
among the decisions for it are: Do you
even need a console? If you do, there’s a
bewildering array of choices.

It the high-end market, sometimes suc-
cess comes from sticking with the tried and
true. Kevin Mills owns Larrabee Studios
(L.A), which, during the past 10 years, has
grown from two rooms to three facilities
with seven rooms. Mills has mainly avoid-
ed the agony of console indecision; his
core business traditionally has been mix-
ing, and he has stuck with Solid State Log-
ic. When he decided to also get into the
tracking business two years ago, he pur-
chased a facility, now culled Larrabee East,
already fitted with two classic Neve 80758s
that were left in place. Presently, Larrubee
North houses three SLY0O0 Js, while West
has hung on to Swudio A’'s popular E Se-
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OF CHOOSING A CONSOLE

rics and is in the process of upgrading Stu-

dio B 1o SSUs Latest, the K Series.

“I've had people suggest cenain con-
Mills comments. “For example,
Fletcher at Mercenary: Audio in Boston
has been trying 1o talk me into the Rupert
Neve 90930 which he absolutely loves.
And, cenainly, the new Neve console has
its admirers. But we purchased our first
SSLin 79, when there was only one oth-
er in the city, and because
of that, we've preity much
developed an SSLmixing

soles”

clientele. We've just extrap

olated on that, especially

since the ] Series. which,

because of its sound quali-

vowon over a lat of people
who didn’t like SSL.

“Until we got Larrabee East, though, |
wasn't aware of the amount of people
who still wanted 10 mix on Neve 8078s.
Studio X there has een one of our most
successful rooms. [ get calls asking if I'm
ready to sell [the consoles]. but instead I'm
adding on. We made the 32-in tracking
console a <40-in. and we're getting new
Martee Flying Faders for it, because a lot
of the people who want 10 mix in there
want them. There were other options, but
I'm not trving to sell people on new tech-
nology. I'm just trying to provide some
thing they want to work with.”

About his decision 10 be one of the first
10 take possession of SSLs latest incarna
tion, Mills says, "Buving the K was a nat-
ural progression. 1 still do not own a dig-
ital console, ¢ven though people tried
hard 1o convince me. Digital technology is
a completely different dynaniic tor the
recording studio investor. Look wt our Stu
dio B with its E Series. which still works
areat. People love it, the room is booked.
Or ke the 8078s, which were built in the
1970s. Good analog consoles  maintain
their value and their tunctionality. where
as digital technology can go from heing
extremely expensive 1o being worthless in

a second. What's a 3348 worth now? A
Mitsubishi X8507 You can't sell them. The
same occurs with other digital technology.

“The average studio owner buys a con-
sole and finances it over four vears. But
vou count on there being residual value
after four years, and that vou will gel re-
UM On your money over more yedars.
There was no way | could buy a $700,000
console that [ knew had a high probabil-
ity of being worthless at the end of four
years. You can’t make money that way. So
I went with the J in 1998, and the K is the
same technology, just improved—beter
handwidth, beter functionality, a much
faster computer that will support lots of
new software and better suited 10 sur-
round mixing.”

That said. Mills admits that in his busi
ness. surround capability is not presentlv
a necessity. To be perfectly honest.” he
states, it's completely unimportant. Our
Studio 3 is one of the only tully 5.1 sur-
round mix rooms with large monitors in
LAL and in three years, weve never
turned on the system. Although T think
that's going o change. and centainly |
want to be prepared tor it.”

Mills offers the opinion that centain
vintages of analog consoles are more like
v o maintain their value, “Evervbody
knows that there are cenain bad years tor
a car.” he asserts. “For consoles. the sane
is definitely true. When vou have a lot of
SSLs. you find that there are certain vears
that, for whatever reason, just don't sound
as good. The G that we had in Studio A
at West was just not one of the good Gs.
[t always sounded thin, We put in a J. but
now, since we were redoing A, we de-
cided 10 go with the K. Meamwhile, the
old E in Studio B is clicking on all ¢ylin-
ders, and it its not broke, you don't fix it”

The fact that the K Series is not back-
ward-computible with the ] for mixing is

By Maureen Droney
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not an issue for Mills. “Generally, our
clients want to do their recall in the same
room that they did the original mix in,” he
says. “And, centainly, if I'm going to invest
in a new console. I'd rather it be the next
generation.”

About his brand loyalty, Mills com-
ments, “Some people get different con-
soles, and if they have a clientele that likes
them, that's great. My clientele is more, ‘1
need a ] to mix on. I've just got a call to
mix for four days and I need 1o get in
somewhere where studio issues aren't a
concern. 1 want monitors that I'm used to,
a Pro Tools system that doesn’t crash, and
well-maintained consoles that T can just sit
down and work on.’

“These days.” says Mills, “we are con-
stantly focused on one thing: oftering
more for the same price. Costs go up, but
if you have the volume of business, you
pay down your debt and you run the busi-
ness conservatively and efficiently, you
can do it. I firmly believe that, upcoming,
the key to profit is all about value-added.
There's going 10 be a shakeout. and 1o
stay in this game, you're either moving
torward or vou're falling behind.”

The Hit Factory New York and The Hit
Fuactory Criteria Miami comprise 13 stu-
dios and six mastering suites. Although not
a total Solid State Logic operation, SSLs

Wil
w

W)

I'm not trying to sell people
on new technology. I'm just
trying to provide something
they want to work with.
—Kevin Mills

It's true that the lifespan of some digital technology can

be equivalent to a laptop. If you have clients

that want to work on it, that’s the chance you take.

—Troy Germano

definitely dominate their landscape. In
April of this year, the New York operation
will take possession of the East Coast's
first two K Series.

"We do have other consoles.”
notes CEO Troy Germano, “two
Sony Oxford digitals, one Neve
8078 that was part of Criteria in Mi-
ami when we acquired it, one

eve VR, and two Euphonix Sys-
tem s, which we are currently
building roows for. The two 9000
K Series will be going into two new
studios at our 421 West 5ith Man-
hatan facility.”

Germano doesn't agree that the
nwsic industry isn't ready for digi-
tal consoles. “The Sony Oxfords
have a following,” he says, “und
they do very well. We were the first
in New York with it, back in Janu-
ary of 95, And when we complet-
ed our renovation of The Hit Fac-
tory Criteria in April of 2001, we
opened Studio F a new room built
for another Oxford.

“We have a lot of clients who
are very loval 10 the Oxfords, and
we're going to try o develop a
clientele for the Euphonix System
5.7 he continues. “But we're also

very excited about the SSL K Senes. It re-
ally is an enhanced 9000 |, and for our
needs, that will be ideal.”

Germuno agrees that surround capa-
hility is not a key factor in his console de-
cisions. “IUs not a big part of our business,
but it's inportant to us,” he offers. “We will
he equipped tor it. Obviously. the | Series
can handle 5.1 niixes, and the K Series can
handle all formas. We're prepared, and if
it becomes a big part of our business, that
will be a pleasant surprise. For us, the im-
portant features on the K Series are the re-
mole mic preamps and the faster comput-
er. Those are what people are going ta be
attracted 1o right off the hat”

In The Hit Factony's quest 10 stay on
the technology foretront, Germano has
made concessions to the digital world, but
he's adamant that an analog SSI remuins
the industry workhorse. “IUs true that the
lifespan of some digital technology can e
equivalent 1o a laptop.” he acknowledges.
“If you have cliems that want 1o work on
it, that's the chance you tuke. Because we
have multiple rooms. we are able to try
new technologies. but it can take a lot of
persuading and work sometimes 1o get
others to understand the benefits of a dig-
ital conscle.

“That's why I still feel the best consoles

wwwe mixonline.com e MIX, May 2002 43
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for what we're doing, day in and day out,
are the 9000 Series. SSL provides great
service and suppon, they build @ great
product and they listen o what their
clients have to say. We purchased our first
console from them in 1984. We've now
purchased 25 consoles; that says a lot.”

Issues are different on the Central
Coast; Chicago Recording has 12 studios in
two different buildings, servicing clients in
music, television and radio commercials,
audio for picture, surround mixing and
DVD authoring. In 2001, CRC also opened
the soon-to-be three-room  Glenwood
Place in Los Angeles. According 1o exec-
utive VP Hank Neuberger, CRC accom-
modates that diverse work with a variety
of consoles, including Neve, SSL, Harri-
son, AMS/Neve Logic, Euphonix, Yamaha
and Amek Rupert Neve.

“Different  muarkets have different
needs,” he contends. “In our music
rooms, the clientele likes to see Neve and
SSL consoles. In post-production and au-
dio for picre, the clients are not as
locked in. For those markets, we tend to
let our staff engineers have a lot of input
into what tools they need to satisfy their
clients. That makes for a little differemt
purchasing decision; we can go with a
more individualized approach. It's the en-
gineer's needs that I'm primarily
interested in.”

For Neuberger, the physical
footprint of a desk also comes
into play, as does post-produc-
tion’s more ready acceptance of
digital consoles. “Post-produc-
tion has moved into digital con-
soles a lot faster than music
recording,” he notes. “We've had
excellent results with  digitally
controlled consoles in that area
for a long time: our Harrison 10
and our Euphonix 2000 and
3000. Those engineers are doing
back-to-back sessions and need
to be able to instantly recall in-
tricate setups; when that type of
product came out, it was a big
breakthrough. 1 also think
they've embraced digital con-
soles in that area, because a lot
of our work in those rooms ends
up on video, which is virtually
all digital now. The clients are
expecting that their audio is han-
dled in a digital domain as much
as possible also.”

CRC owns two digital Eu-

iy
o]

phonix System Ss, and ac-
cording to Neuberger, has
been very successtul with
them. “Control rooms for
post tend to be a little small-
er,” he explains. “One of the
greul things about the Sys-
tem 5 is that the 8-module
buckets have only two
wires coming out of them:
a power cord and an Ether-
net cable. We were able 1o
build our own custom
frames that not only coordi-
nated with the look of the
but could be cus-
tomized to maximize the space. We
got a smaller footprint with a very
sophisticated group of functions.
*Its ironic, really,” he com-
ments. “In a music room, the nix-
ers still like to be spread out across
the roomy; they still like consoles
with 72 or 80 I/O. Post mixers don't
have any of that ltype oft hangup.
With digital and digitally controlled
analog consoles, you can get 80 in-
puts on a very small desktop. Ac-
tually, with the Euphonix, you can
do 80 inputs on one fader! Having

room,

It is something we've been
sensitive to in the past two
years, making sure that any-
thing we buy has the neces-
sary busing and monitoring
facilities for surround.

—Hank Neuberger

24 faders that give you ready-uc-
cess to 90 inputs is a real asset with the
Logic or the System 3.”

Neuberger finds the easy interface 1©
hard disk recorders another plus for digi-

= _1:1—"!‘:
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The Robb brothers: Bruce, Dee and Joe

For a number of years, we've traded
a shortage of inputs and functions
for sonic quality. But it got to

the point where we realized we
couldn’t continue to make that
trade-off and be competitive.
—Dee Robb

e

tal consoles. “These kinds of studios have
relied on hard disk recording even longer
than music rooms, so interfacing those
recorders with the consoles readily has
been a plus. Music studios still
like analog consoles, and I don't
blame them. When vyou're
patching  dedicated effects in
and out—this vintage compres-
sor, that particular mic pre—it
makes sense to keep your audio
in the analog world. But for
post, digital consoles definitely
are an advantage.”

At CRC. surround capability
is increasing in importance, but
is still not a primary concern—
analog or digital. “Out of our 12
Chicago rooms, we have sur-
round capability in three,” Neu-
berger says, “although we can
set it up in any room. It is some-
thing we've been sensitive to in
the past two years, making sure
that anything we buy has the
necessary busing and monitor-
ing facilities for surround.”

At Glenwood Place, CRC's
L.A. branch, the consoles are a
System 5, an Amek/Rupert Neve
9098 and, upcoming, an SSL
9000. “Different tooks for differ-
ent jobs,” says Neuberger. “The

44 MIX, May 2002  www.mixondine.com
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The SADiE Workstation.

Brainteaser: Which 10-year old technology
leader offers audio professionals more real-
world audio production solutions than any
other digital audio workstation company
in the world? That's right! SADIE.

Whether your facility’s workflow requires
the raw power of the SADiE 24#96" or
ARTEMIS™ systems, the affordable RADIA,”
and now - Super Audio CD & DVD-A Direct
authoring solutions - there’s a sophisticat-
ed, field-proven SADIiE Mastering System
for your most crtical production work.
There simply isn't a mastering or sound
restoration task a SADIE can't accomplish -
better. And faster.

All our systems offer the feature-rich, intu-
itive interface of the new SADiE4 software
system.

SADIE systems have proven their worth
with lterally thousands of customers world-
wide - working day-in, night-out - across
dozens of demanding high-end user applica-
tions. Our reputation for the highest sound
quality, as well as exemplary feature sets
and plug-ins (like the acclaimed restoration
tools from CEDAR"), is equalled only by our
renowned, no-nonsense customer support.

Let us show you the essential tools for
mastering your art. And how a SADIE
Workstation makes serious work, serious fun.

SAD1E

Master The Art”

The SADIE Artemis® Audio Workstation at Gateway Mastering &
DVD, Portland, Maine. Audio mastering pro, Bob Ludwig (right)
with mastering engineer, Adam Ayan. Gateway masters the art of
high-resolution audio and surround sound projects using SADIE.

SADIE Inc., 2218 MetroCenter Blvd., Nashville,TN 37228 Tel: 615.327.114D Fax: 615.327.1699 www.sadie.com World Headquarters: SADIE UK, Tel: +44 (0)1353.648.888 Fax: +44 (0)1353.648.867
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System 5 is set up with a 1-1o-D link 1o a
large Pro Tools system. [Us perfect for mix-
ing to picture and surround. The 9098 we
put in because we think it's the best-sound-
ing console Rupert Neve has ever been as-
sociated with; the golden ears guys really
loved the sound of it and also feel that its
autonxtion is state-of-the-an. The SSL 9000
is a proven, accepted, top-of-the-line
choice. especially in the Los Angeles mar-
ket You have 1o listen 1o your customers.
If thar's whin they want. then that's what

we have o give them.”

For some time, The Village Recorder in
West Los Angeles has been a fully Neve fa-
cility. But. according 1o CEO Jeft Green-
berg, remaining all-Neve was not the pri-
mary reason he decided. in October of
2001, 1o make The Village one of the first
to ke delivery of a Neve 38R, “We want-
ed 10 go with whatever had the best
sound.” he insists. “We really hadn't even
planned o upgrade, because a lot of peo-
ple, especially our film clients, liked the
VR Legend that was in Studio D. But when
we stted listening, the 88R sounded so
beautiful that we just had to do it [t was
important 1o me to be able 10 say 10 our
clients that we are providing them with

the best-sounding console made today.”

To faciliate his decision. Greenberg
sought the opinion of engineers he re-
spected, such as Al Schmiu, Steve Kemp-
ster and Nathaniel Kunkel. even sending
Kunkel (o England 10 assess the S8R proto-
type. “They all agreed that it sounded
great.” he says. Al Schmiu has gone on
record as saying it's the bhest-sounding
board he's ever heard.

“Robin Porter i Neve was involved
with the construction and design of the
original 8048s with Rupen,” he continues,
“the last board that Rupert really worked
on. And the 83R is Robin's design all the
way through. We had a lot of confidence,
and also we had a part in it. We had mod-

[HE PRE-OUNED OPTION

Dave Malekpour is president of Rockland, Mass.,-based Profes-
sional Audio Design, a supplier of new and used audio equip-
ment, including both large- and small-format consoles. PAD is
also the exclusive U.S. agent for certified pre-owned SSLs, and
provides factory-trained technicians who can rework the desks.
Recently, PAD has supplied pre-owned SSL G Plus consoles to
Cherokee and Music Grinder Studios in Los Angeles, as well as a
Neve VR60 with Flying Faders to Bennett Studios in Englewood,
N.J., and, in the San Francisco Bay Area, a vintage API to bassist
Les Claypool of Primus.

“From our position, we see everything—new and used—
that's out there,” Malekpour comments. “Because in today’s
market, there are so many kinds of studios, when we get a call
from someone who's looking for a console, | try to help them
fully understand the goal of their studio. For example, we have
clients who do original music composition for high-profile tele-
vision ads. They're set up like a traditional recording studio, put-
ting instruments and vocalists through a console, but they don’t
necessarily have to please customers who are buying studio
time. Then there are commercial studios that make their living
selling time to whoever wants to come in, with a lot of that time
bought by producers and engineers who drive the choice of
where to work.

“The console is still, in most cases, the primary part of a
recording studio. It's where everything is brought together and
the work surface that everybody gathers around. We'll see peo-
ple who put in a Sony DMX-R100 or a Mackie D8B, but they’ll
put it into some kind of giant console-type surface because that’s
what people are comfortable with. It's not just about making an
impression; it's that there are four or five people who all need
to be involved in decision-making. They need a place to sit and
be a part of it.”

The next step is getting the options you need for the money
you have to spend. "The question should be, "How am | going
to be working?"” Malekpour continues. “'Do | work ali-digital,
in which case a small digital console may be really useful, or am
I recording a lot of microphones and instruments where | want
some musical coloration’? Typically, in a DAW environment,

people are buying lots of
front-end equipment. But,
instead of buying tons of
outboard preamps and EQs,
an alternative might be to
find a good, used analog
console.

"We also have customers
who have a 9000 J studio
who want to create a second
room. Because of budget
constraints, or because they 4
don’t want to compete with Dave Malekpour, president of PAD
their main room, a pre-
owned 4000 G Plus can be a great environment It provides a
comfort factor; people understand how to get around on it and
they know what the end-results will sound like. Having equip-
ment that people are familiar with is definitely a driving factor
in the used market.

“A program like ours gives people a particularly good reason
to buy a second-hand console. If you buy one that’s been serv-
iced or even upgraded, with all the kinks worked out, and you
can get a warranty, it's the best of both worlds.

“It's not going to be as cheap as buying something off eBay,
but some of those things you buy ‘as is’ will become nightmares
for a long time to come. There's a lot of attractiveness when you
see something going for five percent of what it was originally.
Chances are, though, parts are unobtainable, the price of them
is very high or working on those consoles is very difficult due to
the way they were manufactured.”

Malekpour is confident that large-format consoles aren’t go-
ing to disappear anytime soon: ”Analog consoles can have ex-
tremely fong residual value; some of the ones we're selling to-
day are from the early ‘80s and people still want them. We have
finance companies that will only do three years on some digital
products, but we can get five-year leases on analog consoles that
are 10 years old.”

~—Maureen Droney

46

MIN. My 2002 o www.mixonline.com




WU AR

Logic Platinum 5 and Logic Control set the new
standard by which success must be measured.
Engineering experience, inspiration and invalu-
able input from professional users around the
world combine to make a highly-regarded music
production system even better. The superiority of
the Logic Platinum 5 software becomes even
more apparent when connected with Logic Control
and Logic Control XT hardware. With hands-on
access to hundreds of MIDI and audio functions,
this is a peerless combination designed to grow

successful by design

R
emagic

Technology with soul

B R

Music Production
Soft- and dardware

Logic Platinum 5
Logic Control

along with your creative needs. New autornation,
11 new plug-ins, hardware independent audio
scrubbing, renowned POW-r dithering and
enhanced functionality in the score and MIDI edi-
tors are just some of the innovations in Logic
Platinum 5. A range of optional software instru-
ments, including the new ES2 and EVOC20, round
out a music and audio production system
designed to let you work faster, achieve more suc-
cess, and have more fun.

Technology with soul.
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ules out 1o us two years before the release
of the desk so that Al and Steve, among
others, could listen. They did listen, they
made suggestions and a lot of those sug-
gestions were executed. When we got to
the stage of final listening, which [ would
never buy without doing, we really felt
that the product was extraordinary.”
Besides pure sonics, other criteria for
the choice were familiarity of operations
and flexibility for the console o work well
in applications from rock music recording
to film mixing. The 88R’s remote 1081 mic
preamps were also another factor; The Vil-
lage’s package included 36. And for Green-
berg, unlike for some other decision-mak-
ers, surround capability was a primary re-
quirement. “We do a lot of television and
film mixing in that room,” he comments,
“and we needed o be able 1o handle all
the variations of stereo and surround.”
Being one of the first to purchase a
newly designed console is a bold move;
Greenberg sees the 88R's uniqueness as a
plus. but not as a deciding factor. “The fact
that the 88R was unique was not part of
my criteria,” he states, “But 1 do feel that

There are still a lot of

unresolved issues with
digital, not the least of
which is being boxed in
by sampling rate.

—Leslie Ann Jones

48 MIN. May 2002 o www.mixonline.com

with so many SSL 9000s in
town, they are bound 1o
start weighing on each oth-
er. Again, our decision was
ultimately about the sound.
The vintage Neve that I have
in Studio A has been called,
by many people, the best-
sounding console they've
ever worked on. I wanted to
have  something  good
enough for those people 10 go
back and forth on, and 1 think
that's something we've done.”
Traditionally, Cherokee Stu-
dios in Los Angeles has made stub-
bornly independent  console

to handle all the variations of

We do a lot of
television and film
mixing in that
room, and we
needed to be able

stereo and surround.

—Jeff Greenberg

choices. “We've always prided

ourselves on the sonics of our consoles,”
says VP and co-owner (with brothers
Bruce and Joe) Dee Robb. “So for a num-
ber of years. we've traded a shortage of
inputs and functions for sonic quality. But
it got 1o the point where we realized we
couldn’t continue to make that trade-off
and be competitive. The possible solu-
tions, such as sidecars, were not at all el-
egant. We even toyed with the idea of
constructing a console, which we've done
before and know is a hormific experience.
None of those options seemed reasonable.

“We had two things o accomplish: We
didn't have a viable mix room: the only
console we had with a lot of inputs was
the Otari Advanta DSP desk, which just
isn't universally accepted. We also want-
ed to upgrade our tracking room.

“Al the time we started looking, the
Neve 83R wasn't yet available, so it really
ame down to an SSL 9k or a G Plus. SSL
made several studios available for us 1o do
mixing, and we also polled our regular
clients and people like Toby Wright, who.
although he liked to track on our A-Range.
had never mixed with us. Interestingly, the
people that we polled liked the 9k better
for wacking but heavily preferred the G Plus
for mixing. And that was our reaction, too.
With the G Plus, there is definitely a sound,
and iU's one of the rare occasions where 1
have to say that adding a sound is not a bad
thing! Normally, our feeling has been that
we want everything—the  recorder, the
monitors, the console—to be as transparent
as possible. So, in a way, there are a lot of
things about the SSL that go against our phi-
losophy of “less is best.” But the fact is, for
the mixing process, you put your program
up on the G and there's this sound that's
really good. And this isn't very technical o
say, but there's also a higger gratification
factor with the G Plus: you crank the EQ,
and it really does what you want it to.

Having decided on a G before SSL be-

gan building the Classic, the only option
was to buy used. and a deal was struck to
have the desk they decided on—the
“Bluestone.” formerly owned by The Hit
Factory—completely refurbished by Pro-
fessional Audio Design. [See Sidebar, “The
Pre-Owned Option,” for more on Profes-
sional Audio Design.] Cherokee is anoth-
er facility actively involved in surround
mixing. so that capability was a necessity.
The Bluestone G had already received
some surround mods at Hit Factory, and
Cherokee also added a PAD surround
monitor matrix.

For the tracking room, the Robbs felt it
was important to achieve the kind of trans-
parency they'd enjoyed with their Trident
A-Range desks. Before deciding on an APl
Legacy. they went through an extensive
round of blind testing with different man-
ufacturer’s modules. "We listened o every-
thing. and we could always tell which was
the A-Range.” says Robb. *When we lis-
tened to the AP, we thought the API guys
and our engineer were tricking us—hav-
ing us listen to the same thing twice. We
couldn’t tell them apart, and that was very
exciling. The other aspect was that once
we switched in the equalizer and the dy-
namics. it brought in all of the wonderful
API chasacter. We pretty much on the spot
decided that was the way 0 go.

"Even though we'd listened to mod-
ules, we were nervous until we actually
had it in the room and turned on, because
sometintes things change when you put it
all together in a big console. But after the
first session, we high-fived each other. It
sounded great. We also love the func-
tionality of it. It doesn't have quite the au-
tomated features of a 9000 or the 88R, but
i's a really intelligent tradeoff. It has the
relatively pristine signal path we wanted:
Only three ampilifiers in the chain as op-
posed to 16 or 18, and those three are dis-
crete, Paul Wolff, the chief designer. real-
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If you don‘t have a DAW system, TASCAM's

For all the details on tre MX-2424 go to

www.mx2424.com

Albcopyrights are the proper~y of their respectwe halders

MX-View waveform editing software runs in
native Mac and Windows versions and
connects via a fast 100Mb Ethernet interface.
With MX-View, you get sophisticated,
sample-level' waveform editing, drag-and-
drop editing on the fly, click and pop repair
with the pencil tool, onscreen metering for
up to six MX-2424s, editing across multiple
machines, easy management of virtual tracks
and much more.

TASCAM

a whole world of recording
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'CHOOSING
CONSOLE

ly did an incredible job. It has the features
and functionality that the A-Range didn't,
but we were uble to keep the high sonic
level, so we're thrilled.”

Up in San Rafacl, Calif,, on Lucasfilm’s
Skywalker scoring stage, Leslic Ann Jones,
director of music recording and scoring,
has been evaluating the options.“You have
o look at a finite amount of time for use
of a console now,” she comments, “not
only as a business decision—depreciation

and how soon you can make your mon-
ey back—but also just in terms of use-
ability. We've made the decision 1o go
with another analog console. There are
still a lot of unresolved issues with digital,
not the least of which is being boxed in
by sampling rate. We have clients who
can’t take advantage of high-sample
recording formats because they choose 10
mix on digital consoles that are 24/48.
Personally, as an engineer, 1 never want
w get boxed into that. Nor do T want our
clients 1o be. An analog console allows
you 1o go 1o any format. We do have an-
other room in the music and scoring de-
partment that has a Euphonix System 3,

vintage
2001

The M150 Tube represents more than
seventy years of experience building the
world's finest microphones. It's not a
reissue, but a stunning new tube mic
that is the culmination of all that has
gone before. it is the ultimate Neumann
Mmicrophone — for now.

Give us a call or visit our web site to learn more about the M150 Tube

NeumanniUSA the M 150 Tube

Tel: 860.434.5220 » FAX: 860.434.3148 wwwi.neumannusa.com/M150/mix
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but I'd rather keep that as an alternate for
now, for several reasons, including sam-
ple rate and familiarity.

“For us,” she continues, “there are only
wo choices: a Neve 88R or an SSL 9000
K Series. We have been a Neve facility for
a long time, and our clients tend to be
more audiophile. They're not the typical
function-oriented SSL G and E Series
users, so until now, we were never able
1o consider SSL as an option. That’s
changed with the 9000 Series. 1 think the
9000 K and ] users are more fidelity-con-
scious than the traditional SSL. user, and
that's more our marketplace. Also, SSL has
done quite a lot of research and work in
this area, and their consoles are used on
many scoring stages.

“Both of those consoles have very flex-
ible 5.1 capability straight out-of-the-box,
but we still need a scoring panel with a
flexible matrix—which they both offer—
but, of course. adds 10 the cost. We're also
looking at remote mic preamps, another
extra charge. Because of the music that
we do, and who our clients are, there are
things that end up being options for us,
such as gold switches, that a more tradi-
tional recording studio might be able 1o
forego. Other options for us have 10 do
with scoring, like being able to split the
auxes up between one side of the console
and the other, so that if you have an or-
chestra on the left side of the console and
a rock band on the right, you effectively
double your amount of sends.”

As far as footprint goes, the decision
has been made 10 stick with 72 inputs,
with the possibility of adding a digital
sidecar. “A small Sony or the new Yamu-
ha would provide us with some instant re-
call of panning and the kind of radical
stuff that people working on 5.1 mixes
sometimes want to do,” Jones says. “You
can’t do that with an analog console, but
you don't need 144 inputs for it. You only
need a dozen or so 1o cover those things
in a mix that you might want 1o fly around
the room or do radical EQ changes with.”

Given all the above considerations, ul-
timately, according 1o Jones, a major de-
ciding factor will be the final price of the
console and its options package. “Being
Skywalker Sound notwithstanding,” she
states, "we have a finite amount of mon-
ey 10 spend and we have to spend it as
wisely as we can. We are looking at some-
thing that's going 10 last five or six years
before we make a switch. We're hoping
by then that digital consoles will become
such that we can put them in and not wor-
ry about limiting our clients” options.” Wl

Maureen Droney is Mix's LA. editor.
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As the great studios of the warld refit with new S1 3000 SuperAnalogue™ and Axiom-MT digital consoles,
it's never been easier to buy a classic, pre-owned S1 4000.

professional Audio Design is North America’s exclusive factory-authorized supplier of pre-owned SS1 consoles,
gach sold with a full warranty and on-site commissioning by our SSl-trained technicians.

Every console is prepared for sale in strict accordance with factory procedures and we can also andertake
custom upgrades, expansions and reconfigurations to customers’ requirements.

Professional Audio Design always has a wide choice of pre-owned SS1 cansoies in stock and favourable financing
is available. Call today or visit our web site for a full list.

www.usedssl.com
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The recording room and main control room, with its Neve VRP Llegend con-
sole, at Windmill Lane Studios.
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lvis Costello is 4 mighty resilient artist. Next time

you find yourself sweating the small stuff, think

about this: The song Costello and his co-pro-

ducers mixed at the end of the sessions for his

latest release, When I Was Cruel (Island), is titled

“The Imposter vs. the Water Tide,” because, he
says, “The weekend that we recorded it, seven feet of water
came into our storage space and destroyed all my guitars.
Hopetully, some of them will be salvageable. We did lose a
lot of instruments and amplifiers, and sadly, the little [5-waut
Sears Roebuck amplitier, which was the sound of this record,
will probably not survive, but I think T got my money’s worth
out of it. It was an impulse buy in Red Bank. New Jersey. |
just saw it in a shop window, and it lasted till the last day of
the session. It was starting to complain that day. Little did it
know that its days were numbered.” He displays a surpris-
ing sense of humor under the circumstances, but maybe
that’s because, for Elvis Costello, the spirit of his work has
always been at least as important as the ools.

In fact, pre-production for When I Was Cruel hegan as much
with the pursuit of a feeling as with firm ideas about sounds.
“1 decided 1 wanted to make something like a rock ’n’ roll
record, Hut I didn't want it to go like one that 'd made in
the past,” Costello explains. “In other words, you go into a
room, and you teach people rhythmically what you think it
goes like, and they interpret that, and, obviously, they feed
hack to you a lot of ideas of their own. That's been very pro-
ductive, and, obviously, when I had a band of my own [The
Attractions] and we toured all the time, we worked the dif-
ferent permutations of three chords or nine chords or how-
ever many chords we were using, and different rhythms,
pretty well, We made a lot of records, and many of them
pretty good, I think, but 1 don't have that setup anymore. |
don’t have a regular band, so I was trying to find something
that gave that propulsion to the music.

“So, I started messing around with some really simple ma-
chines, kind of kids' drum machines, really. 1 described it as
having a thing with big, orange buttons on it—if it had big,
orange buttons, I'd probably like it—and a really cheap litdle
sampler that runs on batteries, so that means you can take it
anywhere and record anything.

“I pretty much had the blueprint of certainly a good halt
of the record, either having just written in the way I've al-
ways written—ijust with a guitar or a piano, though in this
case, it was all on the guitar—or the ones that were partic-
ularly rhythmically propelled, they were really integrated
with these kind of big, stupid machines. They're big, bold
strokes machines, incapable of any sort of subtlety. So, 1 had
demos of me sort of bashing the songs out, and it was
thrilling. because it was like rebounding off of a band the
way you do at the very beginning.”

As you can guess from Costello’s description of his work-
ing method, the sounds he was working toward during the
writing process were much more rhythm-driven and some-
what more electronic than the type of music he’s normally
associated with. When he was ready to dig deeper into the
actual sounds and arrangements that would end up on the
album, Costello reassembled a production team that he had
worked with recently on some tilm music. Costello and the
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three members of the technical team—oen-
gineer Ciaran Cahill, assistant engincer/ed-
itor Kieran Lynch and engineer/program-
mer Leo Pearson—are collectively referred
to as The Impostor, and each is credited
with co-producing the album.

“We tried to work as a team, and no-
body was the boss particularly,” Costello
says. “Obviously. I'm governing  the
thing, from the point of view I'm writing
the songs and 1 know what I want to
hear, but 1 allowed them responsibilities
tor different arcas. Ciaran Cahill took care

of the engineering, and Kiaran Lynch of

the editing and housckeeping, and Leo
Pearson more of the rthythm processing.
If we created a sound and we wanted it
twisted a litde bit to give it a liule more
character or a little more grit, Leo usual-
ly had that job.”

“Elvis liked what we were doing,”
says Pearson, who has done program-
ming for Irish groups The Corrs and 2.
“He hadn't worked a lot, or maybe ever,
with MIDI stuft and digital, and he got a
bullet out of some of the sounds we were
getting together.”

The team went to work in Dublin, Ire-
land’s, premier facility, Windmill Lane, to
develop their ideas and track with a
band: Pete Thomas on drums, Cracker's
Davey Faragher on bass and Steve Naive
(who joined the sessions close to the
end) on piano/keyboards.

“1 didnt really intend for there 1o be
any other musicians on  this  record,”
Costello jokes. “I thought T'll only call any-
body else when | run out of fingers my-

self. And then, by coincidence, [ suppose,
the other person 1 have to thank for bring-
ing the other arm into the music—apart

from the fact that T would have run out of

technique as an instrumentalist—was Bob
Dylan. He came and did a show outside
of Dublin, and 1 was asked o open for
him. If that hadn’t happened, T might not
have put the band wgether to play that
show. And because coincidence brought
Pete Thomas and Davey Faragher to Eu-
rope at that time, and 1 was able to ask
them to do that show with Steve Naive,
who lives in Paris, we found ourselves in
the situation of having a rock "n’ roll com-
bo in Dublin at exactly the same time as 1
was going to go in and record the proper
versions of these songs T'd
heen working on at home.”

The recording sessions
were fast and furious, by
design, because  Costello
helieves strongly in the im-
portance of immediacy and
momentum in making a
rock 'n’ roll record. The
group were after quite a va-
riety of sounds, however,
50 a number of approaches
were used.

“Elvis would have a kind

of a seed or an idea—a de-
mo he'd recorded in his
kitchen—and the song was
taken from there,™ explains
Ciaran  Cahill,
known Costello since Cahill
was the assistant engineer
on All This Useless Beanty six years ago.
“Then Leo would start oft getting a groove
together, picking out some sounds, and
we just kept layering. On the album, there
are many difterent approaches to record
ing, from putting the band in a room and
letting them go at it full-tilt, o looping up
something that Pete Thomas was playing.”

who  has

From left: engineers Ciaran Cabhill, Leo Pearson and Kieran Lynch
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Recording was through the facility’s
72-input Neve VRP Legend console, us-
ing Amck mic pre's as well as the pre's
in the board. “We recorded 1o 2-inch on
a Studer A827," Cahill says. “We used lots
of very nice, posh microphones on the
drum kit: Neumann U47s and [AKG] C12s
as overheads, and then standard [Shure)
1338 on the snare drum, 87s on the toms
and one U47 being heavily compressed
by an [176 UREI compressor. Guitars and
everything after that we used basically
Shure Beta 58s, and for vocals. Especial-
ly for vocals. A lot of the vocals were
done in the control room.™

“The setup in the live room prety
much just stayed the same, and the setup

in the control room, as well,™ says Lynch,
who, in his three years as a staft engineer
at Windmill Lane, has worked with artists
including U2, The Cranberries and R.EM.
"We had the drummer right down at the
dead end of the room with loads of
screens around him,” says Cahill, “We had
the bass player next to him with his amps
screened oft from the room, and then we
had Elvis in a kind of booth of screens
with a vocal mic and whatever DI he
needed for guitar, and sometimes they'd
all play in the room together. Then he'd
come in and lay down the guide vocal in
the control room with us.”

There are songs on the album like
“45," "Alibi" and “Tear off Your Own
Head (It's a Doll Revolution)™ that are vin-
tage-rocking  Costello:  stuttering,  slam-
ming distorted guitar, jungle drums and
the almost  tongue-in-cheek  bounce  of
Steve Naive's keyboards. But as Costello
intended, Whert [ Was Cruel also takes him
into some new territory, such as on the al-
bum's sultry, complex title track, which
even contains a sample(!).
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The truth about nothing but
the truth.

The problem with most so called reference monitors
is they simply can't reproduce the full range of audio
frequencies needed for true representation of the
sound, especially low frequencies. Today's most
common monitors use a 2-way design with 8"
woofers to cover the low frequencies, but they can't
go down low enough to give you the lowest octaves
that are essential to the character of so many

instruments, like bass and drums.

Ported v sealed boxes.
Some designs use ported cabinets to help do the job

woofers cant do on their own. While a port can
extend low frequency capabilities, it can't deliver the
transient response of a sealed box. At high levels,

airflow through the port produces turbulence that

reduces efficiency and actually causes high frequency
noise. There’s no getting around it—If you want a
true reference, you need a

sub-woofer.

The truth
about the
“hole” truth.
With the advent of 5.1
surround sound, the low
frequencies have
received much more
attention. Many companies now
offer subwoofers as add-ons for
stereo monitors. But when
components arent designed to
work together matters can get
more complicated, and new
problems are often
created—such as an audible hole

in the sound.

Introducing

the worlds
first 2.1
system.

The Blue Sky 2.1

System is the

first stereo

nd
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monitor to deliver full range sound without
compromises. It is a true system in every sense. It
includes two powered 2-way satellite speakers and a
powered subwoofer with a 12" driver in a sealed
cabinet. 2.1 Bass Management circuitry directs all
the frequencies where they belong. It's a true
integrated three-way system. Every component is
optimized for the system. Our 2.1 system delivers
coherent, seamless audio that is more accurate and
more full range than even the most expensive

alternatives.

Your room is a part of the system.
Because of its essential design, the 2.1 system allows
the user to place the satellites for
optimal imaging and the
subwoofer for optimal bass
response. The system
design acknowledges the
listening environment as a
major factor in what we hear integrated 3uway syser
The Blue Sky BMC (Bass
Management Controller) offers a total in-place
solution for controlling any 5.1 system.*
With Blue Sky Systems, you get
accurate, full range audio in a
real room—your room. And
the transition berween
subwoofer and satellite is

gYsT

smooth, even bass response throughout the

totally seamless. It reproduces

monitoring area.

Truth is the most valuable thing we have.
Let us economize 1t — ya i

Why did we build such an
amazing system at such an
affordable price?

Because we can!

Blue Sky is dedicated to developing better solutions
to improve the process of sound creation and
reproduction. Our mission to to develop innovative
products that are not only technologically advanced,
but affordable to the greatest number of serious
people.

Blue Sky 2.1 and 5.1 systems

have been field tested in some of

[TUCASFILM

1HX

today's most demanding rooms.
They've earned the THX seal of approval and raves
from some of today’s most well respected audio

professionals.

Visit us on the web at www.abluesky.com for more
complete information on our products, company,
philosophy, and technology—and see who's using
and ralking about Blue Sky.

Then hear what you've
been reading about. Call
or e-mail us for the
location of the Blue Sky

showroom near you.

sky

Because we can.

Blue Sky is marketed
worldwide by Group One Ltd.
T: 631.249.1399

F: 631.753.1020

*See our website for details. SAT
6.5 and SUB 12 are approved for
use in THX pm3 Certified
Studios. THX pm3 is a
registered trademark of
Lucasfilm Lid. The 2.1
symbol is the property of
Blue Sky Intl.




“It started with a "60s Ttalian pop
record by Mina,” Costello explains, “and
it's a two-bar loop that's just put through
this litle kind of kids™ sampler, and
there's a little bit of backward bass that's
also on that, and me sort of humming a
litde Serpentine melody, which, again, is
sort of switched backward, and then |
play my Ferrington baritone  guitar
through a couple of distortion effects,
and a Fender bass direct in across that,
which is kind of playing the timpani line.
And to that we added a litde clip of Steve
playing a litte French Impressionist kind
of piano, and Bill Ware of the Jazz Pas-
sengers playing vibraphone.”

The vibes were recorded at a separate
session that took place in New York at
Avatar Studios  last  September. Engi-
neer/producer Kevin Killen, a longtime
friend of Costello’s, was recruited ©
record the vibes and a horn section that
included Roy Nathanson on alto sax, Jay
Rodriguez on tenor sax, Curtis Foulkes,
on trombone, and Frank Lacy on trum-
pet and trombone.

“An unusual thing that happened,”
Costello says, “was that T had invited
Frank Lacy to play trombone on "Spooky
Girlfriend,” and his agent said when 1
made the booking, “You know, Frank
plays trumpet,” which I didn't know. I
said, "Well, mavbe he could bring the
trumpet,” because 1 really hadn't thought
of having trumpet in this section, but that
turned out to be the wild card. It brought
some kind of raw sound to it that I'd nev-
er heard before on the trumpet, and 1
love the way it sounds. It's exactly the
sound [ had in mind, and T didn't know
I was missing the trumpet line tll it was
there...Some of those lines, particularty
on the song 15 Petals,” have a little East
African, Arabic kind of feel to them. It's
sort of slurred: rude is the only word 1
can think of to accurately describe ™

Killen miked the horns with Neu-
mann U87s and 67s. He recorded 1o a
Studer A800  MKIV  2-inch  machine,
locked 0 a Pro Tools session of the
tracks that Costello and his bandmates
had recorded back in Dublin. For longer
projects, Killen usually brings along
quite a lot of his own outhoard gear, and
his own ProAc monitors, but in this case,
time and vibe were of the essence. 7l
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brought four Hardy Ml1s,” he says, “and
I used the [SSL 9000 J] console mic pre’s
and those. This was such a fun-filled ses-
sion—and we literally only had the horn

section for about three hours—that |
thought 1 should probably just make sure
cverything is working, and Avatar is a re-
ally good studio: they've got great main
tenance there, and 1 know the rooms
sound really good, too.”

One factor that definitely affected the
vibe of these sessions was the strong
emotions in the studio not two weeks af-
ter September T Tt was an odd atmos-
phere in the wown,” Costello says. “In fact,
Bill Ware had to go inside the disaster
zone to retrieve his vibes from The Knit-
ting Factory, and we very nearly didnt
nuake the session, because the police
originally weren't going to let him ke
the van in there. Twas really delighted o
see everybody. Some other
musician
came, too, and it was a fab-

friends of ours
ulous session.”
“We  had
length as to whether the ses-
sion would even happen in
New York,” Killen
“He had planned it prior to
September H, and when that
happened, he obviously had
some second thoughts as to

discussed  at

recalls.

whether to come over and
whether the musicians would
be available  or  anybody
would be up for playing a
session. But we talked it out
and came to the same con-
clusion that it would be great
for everybody o immerse ourselves back
into music again. When people showed
up that day, everybody was really happy
to play and to do something constructive.”

Costello brought the horn and vibe
tracks back to Dublin to mix with his co-
producers on the Neve at Windmill Lane.
“We had gone digital to sort out arrange-
ments and whatnot, but we didn't do a lot
of mixing in the digital domain,” Pearson
says. “We came straight back [from Pro
Tools] out to the Neve console. When
you're using keyboards in certain places,
and atmospherics, it's really casy for it to
sound crappy through digital, you know?”

“Most of the distortion came from
Leo's guitar pedals,” Lynch adds.

During the mix, varving amounts of
reverb was added with one of the stw-
dio’s EMT plates. The engineers also em-
ployed some AMS delay, the Line 6 DL+
and one of their favorite picces of gear,
the SPL Transient Designer.

“We occasionally put [the Transient
Designer] across the vocal,” Cahill says.
“It sounds really interesting. Tt will add
or subtract 13 dBs of attack to the sound,
or add or subtract 24 dBs of sustain, so
you can make a rock drum kit sound like
a hip hop drum machine.”

“All hail  the
Pearson exclaims,

Also during the mix, one of the al-
buns longest songs was split into two

Transient  Designer!”

separate tracks. “The two "Dust” songs
started off as one song,” Lynch says, “and
the band jammed on a basic groove, and
then when we listened to that, Pete had
been drumming a swing pattern over a
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