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THE ULTIMATE

REFERENCE

q Dolby

Critical monitoring is essential for DV ities and DTV broadcasters
to ensure that quality audi steners. Dolby introduces the
DP564, the next generation decoder that supports all Dolby

Ld

surround sound formats and includes comprehensive monitering
tools. It's perfect for applications from DVD authoring to broadcast
and postproduction.

Advanced features include two AES inputs, an optical input, linear
Dolby® Digital ‘ timecode (LTC) output, and an Ethernet port for audio streaming

Dolby Surround Pro Logic® | and remote control. The front pane! incorporates a master volume
Dolby Digital Surround EX™

Dolby Surround Pro Logic®ll
Dolby® Headphone a Dolby® Headphone processor for monitoring surround sound with

control and a large display for easy setup and metering; plus, there’s

regular headphones.

www.dolby.com/DP564

00 Dolby

Audmon the next generaﬂon Dolby Digital reference decoder in your own facmty LEREARING SOBND BARRIEASE
e —— LCAXRENG OF A 4¥ L

Dolby Laboratories, Inc. « 10C Potrero Avenue ¢ San Franciscc, CA 94103-4813 * Telephone 415-558-0200 * Fax 415-863-1373
Wootton Bassett ¢ wiitshire SN4 8QJ England * Telephone (44} 1793-84210C « Fax (44} 1793-842101 * www.dolby.com
Dby, Pro Logic, and the double-C symbor are registered trademarks of Dolby Laboratories. Breaking Sound Barriers and' Surround X a-e wademarks of Dolby Laboratories.
2002 Dolby Laboratories, Inc. S01/14021




Pure Audio Excellence...

INTRODUCING THE NEW XL SUPERANALOGUE™ CAONSOLE

The XL 9000 K Series is a new

analogue console from Solid State Logic. -

The XL features the purest SuperAnalogue

signa[ 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 SSU’s 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.

4[ X[ 200 0)
KeSERIFS
J INTERNATIONAL HEADQUARTERS

Begbroke, Oxford, OX5 1RU. England
Tel +44 (0)1865 842300

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

NEW YORK LOS ANGELES TOKYD 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
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THE BETTER YOU GET, THE BETTER IT GETS.

Yl M ACKIE DI GI1TAL 8 - B U S C 0 NS 0L E

\ Mackie's Digital 8-Bus (D8B) mixing console broke new ground when it was
introduced. And continues to today. We've enhanced it with over 20 new
3rd-party plug-ins, and more are on the way. Plus a host of new features.
Mackie's Digital 8-Bus — the digital console choice that grows with you.

BRAND NEW DB8B PLUG-INS

. ACUMA FINAL MIX
- ey e Real-time, multi-band stereo
— | mastering suite that includes
3 s o everything you need to master
T — e . 1% your mixes.
‘ i 3 3 b~ : i
A ACUMA DSR-I
il :—: = = e o= Highly accurate "De-Esser”
dynamic processor that gets rid
) ) of those pessssky siblants.
e
ACUMA SATURATED FAT (in thiscase, it'sa goodlhing)
ARG o B SAMATED T 1B, st s s %
v [ e it i Mono Distortion and Cabinet
Modeling with 7-Band EQ.

Quick access to the perfect guitar]

| sound — without an amp.
.

Real-time 31-band graphic
equalizer with built in Spectrum
Analyzer. Quickly isolate the exac
frequency that you need to adjust

While other digital consoles become obsolete, the D8B

Toots Fon ARTISTS continues to evolve. Call toll-free lor detailed brochures,
(7040%  — or visit our website for more information.
j/y/aL aﬁ

1.800.258.6883 - WWW.MACKIE.COM/DBB

E. ’
20602 MACKIE DESIGNS INC. ALL RIGHTS AESERVED o ]
“MACKIE." AND THE "RUNNENG MAN FIGURE™ ARE AEGISTERED TRADEMARKS OF MACKIE DESIGNS INC ’/‘/\f‘
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PERFECT MIX.

PERFORMANCE | PRICE f

The quality and consistency of our products is not something we take lightly,
and our compact Proto-J studio monitor is no exception. It’s loaded with real high-end
features, such as a 3/4” dome high frequency unit and é 1/2” injection molded
bass/midrange cone. Convenient threaded inserts on the back of the cabinet also offer
mounting options where space is at a premium. All this smartly housed in a front-ported
bass-reflex enclosure.

Because Proto-) is so affordable, it is ideally suited to either two channel or 5.1 format
project studios, or anyone needing consistent high quality performance for their

projects, large or small.

Tannoy quality...it’s built right in.

TANNOY 335 GAGE AVE., SUITE 1 KITCHENER, ONTARIO, CANADA N2M S5E1
PHONE: (519) 745-1158 FAX: (519) 745-2364 E-MAIL: INQUIRIES@®TGINA.COM WWW.TANNOY.COM



Get vocal with VoiceOne!
(...but control yourself, please)

VOICE PITCH AND MODELING TOOL

®

LEARN MORE ABOUT VOICEONE BY VISITING:

www. TC-HELICON.com

TC ELECTRONIC INC. USA « ? (805) 373 1828 « [Fax] (805) 379 2648
WWW.TCELECTRONIC.COM




THE MOST SUPERB

FOR THE MOST ELITE VENUES

SONIC DESIGN...

INTRODUCING THE NEW STANDARD IN LIVE AUDIO

Recent acdvances in the quality and
sophistication of proftessional live
sound systems have been nothing
short of revolutionary. Tours, cluls,
broadcas! events, corporate facilities
and worship venues sound better
than ever, utilizing better sysiem
design and better components in the

audio chain

That's why Audio-Technica has been
parinering with indusiry protessionals
on the front line of this revolution

the top touring companies, award
show designers, FOIl and monitor
engineers, audio consulitants ancl
artisis to learn what i1 takes to
make the best-sounding. most reliable
and consistent microphones for the

five-sound indusiry.

We listened carefully. Then we applied
this knowledue 10 the creation ol a
new line ol high-performance micro-
phones. Each model is cdesigned 10
extend the performance of a sound

system, not limit it,

Iniroducing the new standard in live

audio: Artist Elite

AES5400
THE ULTIMATE
VOCAL PERFORMANCE INSTRUMENT

AE3300
EXCEPTIONAL PERFORMANCE
FOR EXCEPTIOINAL PERFORMERS

DYNAMICS

AEG6T00
ASSERT VE SOUND
FOR THE UNCOGMPROMISING VOCALIST

AEA4100
DESTINED TO BE THE NEXT CLASSIC

audio-technica.

Audio-Technica U.S., Inc.

1221 Commerce Ddve, Stow, OH 44224
330.68€.2600 Fax 330.686.0719

E-mail: pro@atus.ccm  www.audio-technica.com
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features

32 Abbey Road at 70
Keeping the Past and Future in Perspective
Mix wishes the legendary facility a happy 70th anniversary! Blair Jackson
interviews studio staffers, producers and engineers who made, and
continue to make, the magic at Abbey Road, going back to orchestral
sessions for '30s films, on through The Beatles and up to the present day.
Plus, photos of Stevie Wonder, Pink Floyd and many more artists.

44 New Digital Effects Processors
The current crop of multi-effects processors is more potent than ever.
Increased DSP firepower, improved user interfaces, 24-bit/96kHz
performance, parameter automation and add-on algorithms are just some
of the features Randy Aiberts points out in this buyer's guide.

50 Top-of-the-Line Wireless Microphone Systems
It's crowded out there on the airwaves. As signals from new digital TV
broadcasters and emergency response units continue to eat up frequencies,
wireless mic manufacturers upgrade their products to take advantage of
what's left. Mix talked with 20 wireless mic manufacturers about their
top-shelf systems.

62 Mix Interview: Producer Billy Sherrill
Rarely interviewed since his retirement more than a decade ago, the
architect of “countrypolitan” remains one of country music's most celebrated
producers and songwriters. Sherrill talked with East Coast editor Dan Daley

about his famous recordings with George Jones, Tammy Wynette, Charlie
Rich and many others.

On the Cover: Emmylou
Harris, one of Nashville's
leading Eghts. will be head-
lining this. summer's Down

96 AES Europe Report

From the Mountain Tour and George Petersen brings back the goods on hot new A

re-releasing the classic 1979 . 0 h
album Roses in the Snow in products introduced at the AES Europe convention, held LV i1 /\ iwrse
5.1, For more on the tour, in Munich this spring. é b=

tum to page 22; for more on
the album, see page 171.
Photo: Daniel Coston.
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Trade Show Fever

he soul of any trade show is the people who attend it. Conventions are an impor-

tant part of our industry, providing a forum for the exchange of ideas and oppor-
tunities to advance one’s knowledge, whether through AES papers and workshops or via
more structured learning sessions such as the “university” programs run by NAMM and
NSCA. But if people are the soul of a trade show, then exhibits are the backbone, al-
lowing participants to examine and explore new technologies close-up and first-hand.

Clearly, the key to any successful trade show is a vibrant mix of exhibits, industry
events and, of course, an enthusiastic audience of showgoers. However, there are two
key points to keep in mind: First, conventions are a business, and a mighty competi-
tive business at that. Second, a trade show is a dynamic entity. In order to survive—
especially in less-than-ideal financial times—a trade show has to be tough, aggressive
and willing to change to reflect new directions in the industry.

As an example of what to do right, consider this month’s Summer NAMM. In the
latter years, when the show was based in Chicago, it was often referred to as the
“wake on the lake,” due to its sluggish attendance and lack of direction. Nearly a
decade ago, NAMM decided to focus the summer show on guitars and the acoustic
instrument market and moved the expo to Nashville. The venue change not only
brought NAMM to Music City—a draw for attendees—but also served the town's
thriving recording community, which boosted the participation of pro audio exhibitors.
To cite a cliché, it was a “win-win" situation.

Having just returned from AES Europe (see report on page 96), | was able to expe-
rience a much different trade show situation. Certainly, today’s ecomomic climate is
hardly rosy, but surviving rough times requires aggressive action, and the success of last
year's New York AES—in spite of the worst possible conditions—proves this point.

in days of yore (actually, not even so "yore” ago), AES exhibits reflected the entire pro
audio industry—recording, live sound, broadcasting and duplication. Little by little, certain
market segments fell away, starting with the duplication/replication exhibitors, and to a
smaller extent, live sound products. At AES Munich, there was barely a handful of live
sound exhibits, and the overall perception was that EuroAES is becoming a local broad-
casting show. Germany is a massive market in the area of home/project studios, but this
niche was mostly absent from AES. Perhaps AES felt this audience wasn’t packed with se-
rious "tonmeister” types, but this market represents a substantial number of audio buy-
ers, which, if exposed to AES, could become more serious, educated users.

While AES seems to have been specializing of late, other shows have expanded their
horizons. Once strictly an Ml show, Frankfurt Musikmesse now includes entire exhibit
halls devoted to music software, pro recording, P.A., DJlighting and installation prod-
ucts, catering to dealers and pro users during its first three days, followed by the gen-
eral public on the weekend. Trade shows aren’t forever, as we learned with the SMPTE
and APRS shows, for example. In order to flourish, AES Europe needs to widen its scope
and look ahead, and so far, examining new host cities is a step in the right direction.
Let's hope this movement continues.

George Petersen
Editorial Director

®
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_ Yet Again,
1Ure Mr. Rupert Neve Demeonstrates
Technology can be
at’h ‘ative as the

Industry it Serves.
Dual Mic Compressor Limiter Pure Path®

Brought to you by AMEK.

The purest analogue outboard

Designed by a Legend
...just went digital Crafted by AMEK
« Dual Mic, Line and Instrument inputs '

« Variable High and Low pass filters ,
with comprehensive control |

Compressor/Limiter with pre/post

Filter facility and Inserts |
Ability to link multiple units ' A

Digital output option providing

AES/EBU, S/PDIF and OPTICAL
connections M E K

Up to 96 kHz sampling frequency eadquarters

at 24 bit resolution ’" son Pike
shville, 217
External synchronization to : (888) 286-92

ww.amek.com
Wordclock or Superclock Email o

H A Harman International Company
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Inspiration, like lightning, aimost never strikes twice.
You’ve got to he ready to get your ideas down when they hit.

KORG's new PXR4 Digital Recorder delvers serious studio power in an incredibly
light, compact package. The PXR4 performs high-quality digital recording/playback; edits

with time compression and expansion; has 4 tracks and 8 virtua\ tracks (for 32 passible

takes); packs a pro-quality built-in mic; boasts 77 digital modelirg effects, and records

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

©2002 Korg USA. Far the desler nearest your (#00)335-0800. PXR4
For more info wa fax: (631)393-8530, Doc#3306. wwworg. com




FEEDBACK

Letters to Mix

MIX Bui ‘B‘l]nuld

STRAIGHT INTO THE FIRE

“Mixing in a Pro Tools World, “ which appeared in
our May issue, raised the eyebrows—and the
ire—of more than a few Mix readers. Here is a
representative sampling of the opinions ex-
pressed, followed by fetters on a variety of topics.

GLAD GOODBYE

When | read the article “Mixing in a Pro Tools
World,” I was looking forward to some good in-
formation. | was extremely disappointed. Of the
four engineers in the article, only one of them re-
ally liked the sound af Pro Tools, and even he has
to use an SSL to mix.

It seems to me that someone had an agenda
to slam Pro Tools; there was a definite analog
bias to the article. There were some bold state-
ments made about the superiority of analog over
digital and insinuations made about the inferior-
ity of an engineer who did not prefer analog
sound over digital. What about those engineers
who can hear the difference between analog
and digital and still prefer digital?

Some of the statements made by the engi-
neers in the article were also flat-out wrong.
Most of them do not understand digital record-
ing, and yet they were used to give misinforma-
tion to the masses. | just hope that young, aspir-
ing engineers who read your magazine don‘t
take this article as truth concerning Pro Tools,
and digital recording in general.

| also find it interesting that these engineers
were chosen to talk about mixing in a Pro Tools
world when none of them actually uses Pro Tools
to mix. It would have been more fair if the article
included some engineers that actually mix within
Pro Tools, or at least use digital consoles to mix.

There are many stories of seasoned engineers
comparing mixes done within Pro Tools to mixes
they themselves have done on SSLs or other ex-
pensive analog consoles. Most of the time, the
Pro Tools mixes equal, and even sometimes ex-
ceed, the quality of the big console mixes. The
deciding factor always seems to be the guy be-
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hind the controls. Yet, this artice would lead
many readers to believe that the only way to get
that professional sound is to mix with a certain
console or a certain type of equipment.

Blair Leishman

Via e-mail

SHAME, SHAME, SHAME

Having had my attention drawn to the Mix mag-
azine cover article about “Mixing in a Pro Tools
World” by several people confused about the
seeming misinformation brought up, | was com-
pelled to read it myself in order to come to un-
derstand what the murmuring was about.

After reading this article, | am completely
surprised that Mix would take it upon themselves
to publish such inane drivel. This article had great
potential of providing advice to users on how to
work in Pro Tools to make the rest of the process
(mixing and mastering) easier, but instead, it pro-
vided an outlet for a few engineers to moan
about their begrudgings of digital recording
compared to analog recording. There were
plenty of opportunities to provide useful infor-
mation to the reading public, such as the need
to properly calibrate converters, the importance
of quality converters (the only mention to con-
verters was somebody mistaking “db Technolo-
gies” converters as D/D converters. Huh?), ap-
propriate uses of the busing within the system,
proper use of the master fader, how plug-ins are
implemented on the master fader, how to avoid
dither/truncation error from your mix exceeding
one DSP chip, when it's appropriate to use/not to
use the “dithering mixer,” etc.

Instead, you provided an outlet for a bunch
of people who don't use or know Pro Tools to
moan and groan about their misunderstanding
of digital technology as a whole. There were so
many statements made by these guys that were
totally incorrect about digital technology (and,
it's no surprise, as it appears that none of them
record or mix digitally at all) that it's very con-
cerning to me that they will be read by a popu-
lous who will accept them as truth merely be-
cause guys like Puig or Brockman said them.

Itis discouraging to have to spend my energy
diffusing the myths promoted by the major pub-
lishers in our industry. | hope that Mix magazine
can avoid publishing this stultiloquy in the future.

Nika Aldrich

Via e-mail

SOMEDAY, SOMEWAY

Jack Joseph Puig advises young engineers to learn
Pro Tools because “it's not going away.” | see his
point, and that may be true now, but doesn‘t the

history of the pro audio industry over the past 20
years indicate that it will go away? Or, doesn‘t the
fact that three out of four of your interviewees
say (in so many words) that Pro Tools sounds like
sh*t indicate that it might go away? In 1989, |
recorded an album on one of those Mitsubishi
32-track digital machines, at a time when many
thought that they were God's gift to audio. Now,
you won't find a studio on the face of the Earth
using one of those machines. Maybe people got
tired of the nasty sound, or maybe, judging by the
current popularity of Pro Toals, it didn't sound
nasty enough. | may be wrong, but | think it's pos-
sible that in 10 years’ time, Pro Tools will be in the
pawnshop next to the 32-track Mitsubishis and
the Simmons drum pads.

Marshall Crenshaw

Via e-mail

SOMETHING’S GONNA HAPPEN

Your recent article in which top mixers outlined
the pros and cons of mixing in a Pro Tools envi-
ronment was very revealing. The first thing | no-
ticed was that they only talked about mixing in
very broad terms. The real discussion was still the
core debate about which is the superior record-
ing format, analog or digital. Overall, those inter-
viewed had typical attitudes toward digital audio.

Coming from a low rung on the audio pro-
duction ladder, | can say, for those of us not
doing major-label sessions, digital is hands-down
superior to analog. Perhaps in the rarefied envi-
ronment of high-end pro studios that have first-
class equipment and a maintenance staff to keep
it in peak working order, engineers can actually
discern the sound of digital clock jitter or poorly
biased analog tape. In the project studio
trenches, where you struggle to get a good per-
formance out of inexperienced bands or decent
tone out of their crappy instruments, digital
audio’s stability and clarity are by far preferable
to all of the inherent problems associated with
analog tape.

In 10 years of ali-digital recording, | have only
had minor problems of system crashes or data
corruption. | have never had the problem of
cross-talk, drop outs, stretching or breakage. |
have never had to bake a CD to get the record-
ing medium to stabilize for me to retrieve the in-
formation. Anyone who started out scrubbing
and splicing tape with a razor blade knows that
digital is better for editing.

So the real question is, which sounds better?
The next generation of engineers will have been
raised on nearly completely digital audio. They
will not have the same precepts that we have as
to what audio “ought” to sound like. As far as
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FEEDBACK

the lack of depth in digital audio, | would say that
has more to do with tracking technique than the
medium. When every track is an overdub and the
dynamics are almost totally removed to maxi-
mize volume, how can a track have depth? The
lack of harmonic distortion and an audible noise
floor are often thought of as a lack of warmth;
in other words, the signal is too clear.

Analog has a nostalgic quality some of us
find appealing, it has a counter-culture chic that
some identify with, but for the average minor-
league engineer, it can’t stand up to the quality
of digital. For me, 1 still like the sound of 78s on
a gramophone, but they aren’t coming back, for
obvious reasons.

Todd Zimmerman

Studio 139/Uma Nota Records

Via e-mail

ROCKIN’ AROUND IN NYC
If 'm not mistaken, your article on Mixing in Pro
Tools was about just that: mixing in Pro Tools—
using all of the virtual tools, mixer, plug-ins, etc.
Your article was actually about using Pro Tools as
a tape machine. Id like to hear how Dave Pen-
sado’s mixes come out if we were to take his SSL
away and all of the other expensive outboard
gear that has been tried-and-true since the be-
ginning of audio engineering. And, make sure
we track all the drums using the Control 24 and
the real-time compressors with virtual mic mod-
eling and amp modeling. See how those mixes
come out.

| never thought DAWSs sounded inferior—
well, after 24-bit came along, anyway—but it's
all that beautifully made analog gear that brings
the mixes to life. Let’s all remember, there is no
software that comes remotely close to a good
old Neve or Fairchild. That's where the mix lives,
not in Pro Tools. A good musical performance
doesn’t hurt either.

Malcolm F.

New York City

SOMEBODY LIKE YOU
| must take issue with comments made by Bob
Brockman and Jack Joseph Puig regarding
recording in the digital medium. The comment
about “maximizing the bits” in digital is a myth,
one that has been perpetuated for far too long.
If it were true that a softer signal in a 24-bit
recording was actually only 10- or 12-bit, that
would mean that digital is a fatally flawed
medium, certainly one far below any standard
for critical recording. It would also mean that ex-
tremely dynamic material such as classical music
could not properly be recorded with digital, as
the softer passages would be at lower bit rates
and extremely grainy and dirty-sounding.
Having listened to many varied dynamic dig-
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ital recordings, | can say that this is not the case.
If you don't record extremely hot in digital, it
doesn’t mean that you're not using all of the
“bits,” you're just not using the entire dynamic
range. The idea that the bit rate for a recorded
signal varies with its level makes no sense. Why,
then, would we even need to bother setting a
bit rate for a session, since it would simply be de-
pendent upon the level of each signal? I'd expect
you guys to know better.

Zach Ziskin

Ft. Lauderdale, Fla.

SO DIGITAL IT'S ANALOG

This letter is regarding Paul Lehrman’s “Insider
Audio” column in the March issue, “The World
Above 20 kHz.” Lehrman appears not to have
had the pleasure of hearing music above 20 kHz.
I have had the thrill of hearing “high-resolution
digital music.” We have done a significant
amount of work “above 20 kHz" at Redwood
Digital, Sony Music Studios and Georgetown
Masters. We have transferred analog recordings
through HDCD Model 2 or Meitner DSD con-
verters, and we have compared the results to
44.1 and to the analog originals.

Our results from listening:

1. We converted analog at 176.4 and then
downsampled it to 44.1. The 44.1 that was down-
sampled from 176.4 sounded cleaner, brighter,
bigger and “more analog” than the direct 44.1
(using same Model 2 converter).

2. 192 transfers sound analog and were phe-
nomenally better sounding than 44.1.

3. Analog multitrack mixdowns to 96/24
sound substantially more open and analog than
do multitrack mixes from 96/24 digital copies of
the original multitracks.

4. DSD transfers from analog sound analog.

What is “analog”? It is a warm and happy
feeling one gets when listening to audio where
the medium is much less obvious than the music.

Elliot Mazer

New York City

SETTING STANDARDS
Glancing through the March issue, | came across
my friend Larry Blake’s piece ”Data Management
and Archiving.” While his treatment, as usual,
was thorough, | wonder if he has overlooked a
couple of points?

if the idea for any archiving scheme is to be
able to recover both the data and session infor-
mation—the “ingredients” and “recipes,” to
borrow from OMF-speak—then a universal file
and archiving format might be worth consider-
ing. One candidate that, as we know, has been
attracting a great deal of attention is AES31.
Rather than rely on proprietary formats from
companies whose future might look a little...

volatile, why not transcode the information to a
robust, application-independent format? Many
DAW and recorder manufacturers are already of-
fering AES31 compatibility.

And, while many of us are using Super DLT
media to archive large projects—and its 110GB
capacity certainly offers a great deal of advan-
tages—| wonder if this tape format will hold up
over time? While there is no current evidence to
the contrary, backup formats tend to be designed
to hold data for a commercially useful three to five
years. (And, despite protestations from manufac-
turers, there is little pragmatic evidence of long-
term reliability that matches that of 35mm mag
film.) Just because our filmAideo post community
opts to use Super DLT formats, we may not make
up a sufficiently large market to ensure that DLT
drives remain in production once mainstream
computer users migrate to a newer format.

It may be that a universal archiving scheme
needs to spread the load across more than one
technology. Copying and verifying data backups
from one format to another will continue to be
a necessary behind-the-scenes archiving func-
tion. Again, AES31-compatible files would fall
nicely into such a scheme.

Maybe Larry’s articles will provide the catalyst
for developing an industry consensus, including
the drafting of a tape-archive standard?

Mel Lambert

Creative director, Media&Marketing

Via e-mail

WRITER REDRESS
This letter is in response to Tom McClure’s letter
to Mix, which appeared in the May 2002 issue.
McClure wrote that a statement made in the ar-
ticle entitled “Building Your System” (which ap-
peared in the March issue of Mix) was in error.
Specifically, he disputed the fact that ADAT Light-
pipe cards for the Yamaha O2R are only capable
of passing 20-bit audio maximum. (He attributed
that statement to Mix’s New York editor, Paul
Verna, but it was actually | who wrote it.)

According to Yamaha, a 20-bit ASIC chip in
all O2R Lightpipe cards prevents the digital trans-
mission of bit depths higher than 20 bits via
those cards. Although one could record directly
to a 24-bit DAW using outboard 24-bit A/Ds,
busing the recorded tracks afterward to an 02R
via ADAT Lightpipe cards would truncate the
audio to 20 bits. (Unless, of course, the audio
was intentionally dithered to 20 bits or less inside
the DAW before busing it to the 02R.)

Michael Cooper

Via e-mail

Send Feedback to Mix
mixeditorial@primediabusiness.com
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NEWSFLASH: WAVEFRAME CHANGES HANDS

WAVEFRAME SOFTWARE GROUP TO TAKE OVER
PRODUCT LINE

WaveFrame announced that its entire WaveFrame product line
and the Waveframe trademark have been acquired by a new

company, Cybermation Inc., which will do business as the Wave-
Frame Software Group. FrameWorks/DX will continue as Pyramix
Virtual Studio, sold by Merging Technologies (www.merging.com).

For more, visit www.waveframe.com or www.mixonline.com.

PAUL W. KLIPSCH, 1904-2002

PaulW.Kiipsch, founder of Klipsch Audio Technologies, died on May 5,2002,
at the age of 98.

Bom on March 9, 1904, in Elkhart, ind., Klipsch is best known for his
contributions to developments in audio loudspeaker technology. After be-
ing drafted in World War I, where he served in the areas of ballistics and
photography, and ultimately discharged with the rank of Major, Kiipsch
committed his life to building loudspeakers. After continued research and
experimentation, patents and trademarks were applied for and ultimately
granted, including his first patent for horn design; throughout his life, Klipsch
had three patents in ballistics, eight in geophysics and 12 in acoustics. The
name Klipsch and Associates was registered in 1946, although his first em-
ployee wasn't hired until 1948,

In a memorial letter from CEQ Fred S. Klipsch, Paul W, Klipsch is re-
membered as a legend in sound."Stories of Pauls lasting wit and superior

intellect were indeed true, which is what of-
ten made it difficult to accept the fact that
he was 98 years old.

"It has been said, and | firmly believe it,
that every time you listen to recorded mu-
sic, you're hearing the passion, the genius
and the legacy of Paul W. Klipsch. He was a
verifiable genius who could have chosen any
number of vocations, but the world sounds
a lot better because he chose audio.”

In honor and in memory of Paul W. Klipsch, Klipsch Audio Technolo-
gies has published the family's obituary on its Website (wwwiklipsch.com).
In lieu of flowers, the family requests that donations be made to the Paul
Klipsch Scholarship Fund at New Mexico State University.

THREE-RING CIRCUS

STEVE BRUNO WELCOMES INDIE BANDS
Business has been good for studios that focus on indie labels.
Case point in, producer/engineer Stevo Bruno, owner/oper-
ator of the multimedia, 10-room music complex Klown
Records (Santa Monica, Calif, his fourth studio), has hosted
numerous sessions for local indie bands and labels."l like to
keep an ear to the wall and listen for new talent,” Bruno said.
"I actually have labels calling me all the time looking for new
bands. [Klown Records] is basically a ‘Disneyland’ for musi-
cians. | wanted to create a really fun, unique and profession-
al place.

Klown Records boasts a fully loaded Pro Tools TDM Mix
Plus studio with a Focusrite C/24 console. A Pro Tools-cen-
tered room (aka, the "Aquarium;” because of its“‘underwater”
design) has two iso booths and is digitally linked to five other
rooms in the Klown complex. The control room was acousti-
cally designed by Vincent Van Haaff, and is equipped with
a pair of E-V Sentry 500 mains. Recently taking advantage
of what Klown has =
to offer were Boy
Hits Car (Wind-
Up Records), Strapt,
Mother's Finest and
the Union Under-
ground. Check out
wwwi.klownrecords
.com for more.
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From left: Wren Rider, chief technician at Sound
Factory; Phil MacConnell, general manager of
Sound Factory; Paul Camarata, awner of Sound
Factory and Sunset Sound; Eric Simpson, technician
at Sunset Sound; Craig Hubler, general manager of
Sunset Sound; Lisa Matthews, traffic manager at
Sunset Sound, and expecting her second child an
October 19; and Mick Higgins, chief technician at
Sunset Sound.
Studio |, including decor changes for the control room, performance areas and lounge.
"Of course, we will retain the legendary acoustic characteristics of the control room
and performance areas," Hubler stresses. "We will be adapting the vocal isolation
booth to a dual-use configuration. It will act as an iso area during tracking and over-
dubbing, but can also double as a functional annex to the existing lounge via new fac-
ing doorways.' The renowned Live Chamber adjacent to Studio |'s control room will
be retained.

SUNSET SOUND CELEBRATES 40 YEARS

This month, Sunset Sound and Sun-
set Sound Factory will celebrate a
shared birthday cake: 60 years of
creating hits. (Sunset is 40 years
young this year, while the Factory
celebrates its 20th anniversary)
Founded in 1962 by Tutti Camara-
ta, Sunset Sound remains under the
day-to-day guidance of his son Paul;
the Sound Factory. founded in 1969
by David Hassinger, became part of
the Sunset family in 1982.

"“The philosophy [to maintain
a high-quality standard that best
suits our customers’ needs] has
proven itself over the decades,’
said Sunset Sound's studio manag-
er Craig Hubler.

Upcoming changes include a
cosmetic remodel of Sunset Sound's
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THREE-POINT PLAY FOR COMPOSER KEANE

Composer Brian Keane broke a three-way tie (with him-
self) in late April, when he walked away with the Sports
Emmy for Outstanding Music Composition/Direction/
Lyrics for the CBS special Pistol Pete: The Life and Times of
Pete Maravich, which he co-wrote with Buckwheat Zyde-
co.With three separate projects competing for the same
award at the Sports Emmy Awards, Keane was alone in
the field. He took home a second Sports Emmy that night
for Do You Believe In Miradles? The Story of the 1980 US.
Hockey Team, which won the Sports Emmy Best Picture
Award.

Keane will soon be unveiling his new studio, designed
by John Storyk and located on a 10.5-acre site in Sandy Hook, Conn.

ROBBIE ROBERTSON, GEOFF EMERICK
TO BE HONORED AT TEC AWARDS

Robbie Robertson will be awarded the prestigious Les Paul
Award at the 18th Annual Technical Excellence & Creativity
Awards, to be held Monday, October 7, at the Wilshire Grand
Hote! in Los Angeles. Also during the ceremony, famed engi-
neer/producer Geoff Emerick will be inducted into the TEC
Awards Hall of Fame. 3§ ‘~

Robbie Robertson first rose to prominence as part of The

: Hawks, backing rockabilly star Ronnie REuliEulisd
Hawkins. That group evolved into The Band, taking Bob Dylan's
music electric and creating groundbreaking albums of their own.
After they bowed out with The Last Waltz, Rcbertson moved
his musical skills into film scoring, working closely with director
Martin Scorcese. His solo recordings include both conceptual
works and modern music, with ancient roots in his Native
American heritage.

Geoff Emerick is best known for his work with The Beatles, including both Revolver
and Sergeant Pepper’s, and Paul McCartney, with whom he has worked on more than a
dozen albums. His adventurous and experimentat touch has also been evident on al-
bums by artists as varied as The Zombies, Badfinger, Robin Trower, America, Art Gar-
funkel and Elvis Costello.

For tickets or information about the TEC Awards, call Karen Dunn at 925/939-6149
or e-mail Karen@tecawards.org. Registration forms are available at wwwitecawards.org,

Robbie Robertson

WAITING FOR THE TAPE TO ROLL

Dwight Yoakam returned to
Track Records (North Hol-
lywood) with Deana Carter
for an Arista Nashville project.
Yoakam and Carter sang a
duet titled "Waiting For Your
World." Engineer Tony Peluso
(The Carpenters) and assis-
tant Sean Mclaughlin cap-
tured the performance using
South Studio's SSL 6000 E
Series.

Dwight Yoakam and Deana Carter in Track Record's
South Studio. From left: actor Ritchie Montgomery
Monster’s Ball, ER), owner Tom Murphy, Yoakam,
Carter and engineer Tony Peluso.

PHOTO: DARLEEN RUBIN

COMPILED BY SARAH BENZULY

ON THE MOVE

Who: Anders Fauerskov
What: managing direc-
tor, Tannoy (Scotland)
and CEQ,TC Group
Previous Lives:

* 1997-current, CEO,TC
Group, Denmark

e 1993-1997, managing
director, TC Electronic,
Denmark

e 1989-1993, project
manager at Boston Con-
sulting Group, Germany
* 1986-1987, financial assistant at Atlas Copco,
Chile

* 1985-1986, sales assistant at Bruel & Kjaer, Den-
mark

* 1981-1983, Danish Army, officer

Main responsibilities: helping the organization
continuously improve in product offerings and
service toward the users and customers. As CEO
of TC Group, the role is less hands-on. | need to
ensure that the strategies are set and followed in
each company.

If | could do anything else as a profession,
it would be...A professional soccer player: | wish
| could claim that an injury held me away from re-
alizing this dream, but the fact of the matter prob-
ably is that | wasn't good enough.

The one piece of advice that | would give
to aspiring music industry professionals
would be...You have to love what you are do-
ing, We all spend most of our awake hours work-
ing, so there is nothing more miserable than wak-
ing up in the morning and having to go to a place
you do not like being in.

The moment | knew | was doing a job that
1 love was...AtTC, there are a lot of people who
have moved to new positions taking on much
more responsibilities, and it is great to see them
continuously succeed.

In my CD changer: Pink Floyd's The Wall, Nickel-
back, Creed, Puddle of Mudd, Staind, DAD and
Dizzy Mizz Lizy.

When I'm not in the office, | enjoy...When
| get the chance, | always enjoy a good game of
soccer or squash, or any other sport where there
is a ball involved.

www.mixonline.com o MIX, July 2002 17



NOTES FROM THE NET

OFF AGAIN, ON AGAIN: Mid-May, Napster CEO Konrad Hilbers quit because Nap-
ster rejected an offer to be bought by Bertelsmann (the same company that bailed them
out when the major labels brought the song-swapping service to court). He was followed
shortly by the company's co-founder Shawn Fanning. Less than three days later; Bertels-
mann came up with an offer they couldn't refuse: to the tune of $8 million. In addition to
resuming his role as CEQ, Hilbers will also chair Napster's board of directors. Two weeks
later, Napster filed for Chapter | | bankruptcy protection with the US. Bankruptcy court
in Delaware. So, off again.

TO DMCA, OR NOT DMCA: According to James Rogan, the Commerce Depart-
ment’s undersecretary for intellectual property and adviser to President Bush on copy-
right matters (he also runs the US. Patent and Trademark Office). the Bush administration
is not too keen on plans to embed copy-protection technology in software and consumer
electronics. In a speech in late April, Rogan said that "the DMCA carefully balances the in-
terests of all stakeholders to ensure that content owners would enjoy the protection they
need to put their works on the Interet, and to ensure that appropriate fair use is main-
tained for consumers, scientists and educators.” The House will soon see amendments to
the DMCA (Digital Millennium Copyright Act) from Senate Commerce chairman Fritz
Hollings, D-5.C., whose Standards and Certification Acts require manufacturers to embed
a digital watermark. and Rep. Rick Boucher; D-Va., who would rather have the RIAA place
labels on protected CDs.

MEN OF HONOR

AES PRESENTS DR. FRITZ SENNHEISER

WITH GOLD MEDAL AWARD

AtAES 2002 Munich, the Audio Engineering Society awarded
its Gold Medal Award to Prof. Dr: Fritz Sennheiser in recogni-
tion of his lifetime achievements in audio and microphone
technology. Additionally, Sennheiser, the company he founded
more than 55 years ago, was honored for 25 years of partic-
ipation at AES conventions.

In his acceptance speech, Sennheiser said,When | fook back
on the many decades as an engineer and entrepreneur, | am
very thankful to call one of the most interesting fields of work
my own,The field of acoustics is so wide and varied that it has
never failed to fascinate me, even today. | am very grateful for
the AES Gold Medal Award, knowing that it also recognizes the
commitment of the many employees with whom | created my life’s work”"

DR.SIDNEY HARMAN HONORED N\
AS ELECTRONICS PIONEER
Dr. Sidney Harman, founder and executive chairman/CEQ of ge

!,T < '-I

/

Harman Intemational Industries, received the Electronics In-
dustries Alliance Medal of Honor for 2002 at EIA's Annual
Spring Conference on April 23,in Washington, D.C. Each year,
the EIA presents this honor to an individual who has made
outstanding contributions to the advancement of the elec-
tronics industry. As the founder of Harman Intemational and
developer of the first integrated receiver nearly 50 years ago,
Dr. Harman was one of a handful of pioneers who created
the high-fidelity industry.

Dr.‘jidnc;y Haman, EIA
qual of Honbr winner,
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Lorne Michaels' Broadway Video Enter-
tainment Inc. (New York City) has appointed
Brian Offutt as its COO...Chelsea, New
York-based mastering facility Sterling Sound
has added Michael Drexler (former staff
recording engineer at BMG Studios) to its
Brian Offutt  staff as a mastering engineer. .. After working

at MTV for six years as an editor/producer,
C. Scott Gorman joins Northern Lights Post (New York
City) as an editor.. Russell Waite
has been promoted to VP of inter-
national sales for Euphonix (Palo
Alto, CA). Waite will be based out of
the companys London office...
Sabine (Alchua, FL} new hires:
Robert Bull, corporate quality engi-
neer; Byra Ferkovich, engineer in software development;
Joel L. Motel, director of North American sales; and Josh
Early, sales and customer service...Based out of Los Ange-
les, Denny MclLane joins BSS Audio USA (Nashville) as re-
gional sales manager...Celebrating
his silver anniversary with Sound-
craft (Hertfordshire, England), lan
Staddon has been promoted to the
position of product development di-
rector...With five years as VP of in-

C. Scott Gorman

ternational sales and marketing for
Harman Music Group, John Batliner of Sraight-Line Sales
has been tapped as Neutrik’s (Lakewood, NJ) sales repre-
sentative in Latin America...Crest Audio (Paramus, NJ) ex-
pands its work force with the additions of Mike Cook and
Eric Oppenheimer, contracting products sales engineer
and Eastern regional sales manager, respectively...After 18
years of sales experience at EAW, Sandy Macdonald joined
Meyer Sound (Berkeley, CA) as Northeastern regional sales
manager...Eric Colbert fills the newly
formed position of operations manager at
Groove Tubes (San Fernando, CA). In other
GT news, Robert Moran has been hired as

an engineer manager...Indianapolis-based
Custom Electronic Design and Installa-
tion Association (CEDIA)} appointed Mar-
garet Sheehan to director of professional
development role...ESI (San Jose, CA) promoted JJ Jenkins
to the post of senior VP of sales and marketing, as well as
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Sy
Macdonald

taking over the reins as head of the company’s American
operations...SOS Management (New York City), a division
of Sound on Sound Recording, has brought on Mira
Tabasinske to market and book the company’s talent roster.
The company also added Cortez Farris, the fourth member
of its engineer/ mixer team...New at Shure: TaiChung, Tai-
wan-based ProSound Inc. will lead sales efforts of the com-
pany’s entire line, except for phono products. Vince Ristucci
joins Shure as its new VP of human resources.
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Pure Flexibility

Let the new Pro Tools | HD system from Digidesign’
simplify and streamline your workflow. Featuring
seamless integration and interoperability with Avid’
picture workstations, increased options and pristine
sonic clarity, Pro Tools| HD will have you

operating at the speed of sound.

192 1/0

192 Digital 1/0

96 1/0

SYNC 1/0

PRE 1/0

MIDI 1I/0

©05/02. Digidesign and Pro Tools | HD are trademarks or reqistered trademarks of Avid Technology, Inc., or 1ts subsidiaries or divisions. All other trademarks are the property of their respective holders.
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For Mix's 25th an-

niversary this year,

we begin looking

’J'f‘ \ {| back at where we

— started. Here are

the Number One albums and singles

from Billboard, July 1977, with special

props to the engineers, producers and
studios who make the magic.

"

NUMBER ONE ALBUM

Iﬁ WW For the fourth consecu-

i tive month: Rumours,
! Fleetwood Mac. Produc-
ers: Fleetwood Mac, Ken
Caillat, Richard Dashut.
Engineers: Ken Caillat,
Richard Dashut. Mastering: Ken Perry, Ken
Caillat. Studio: The Plant (Sausalito, Calif.).

Live, Barry Manilow.
Producers: Barry

Manilow, Ron Dante.
Recording engineer:
Michael Delugg. Live

recording engineer:
John Venable. Recorded live at the Uris The-
atre (New York City) in December 1976, ex-
cept “V.S.M.,” recorded at Ravinia Festival
{Highland Park, Ill.]. Mixed at Media Sound
Studios (New York City).

Andy Gibb's *I Just Want To Be Your Everything.” Producer: Barry Gibb, Albhy
Guluten, Karl Richardson. Engineer: Karl Richardson. Studio: Middle Ear Recording

Studio (Miomi Beach, FL).

MIX LOOKS BACK

NUMBER ONE SINGLES

w Bill Conti’s “Gonna Fly
] ' F A ', Now (Theme From

p Rocky).” Producer: Bill
Conti. Engineer: Ami
Hadani. Studio informa-
tion not available.

)

3 Alan O'Day’s “Undercover
Angel.” Producer: Steve
Barri, Michael Omartian.
Studio information not
R ovailable.

BHAUN CLSSIDY
: . Shaun Cassidy’s “Da Doo
| Ron Ron.” Producer:
Michael Uoyd. Engineer:
Humberto Gatica,
Michael Uoyd. Studio in-
formation not available.

Barry Manilow’s “Looks
Like We Made It.”
Producers: Barry
Manilow, Ron Dante.
Recording engineer:
Michael Delugg. Live recording engineer: John
Venable. Recorded live at the Uris Theatre
{New York City] in December 1976. Mixed ot
Media Sound Studios (New York City).

NEWSTED, MOSS BROTHERS ROCK THE HOUSE

The Moss Brothers, teenage music phenomenon trom Qak-
land, Calif. (you may have seen them on The Tonight Show),
recently visited Ashkenaz (Berkeley, Calif) to crum up ex-
citement for their second CD, Electricitation. Ex-Mezallica bass
man Jason Newsted jammed with the Brothers at the re-
lease party; Newsted plays bass on the CD, and the Broth-
ers recently opened the first three shows for Newsted's new
project, EchoBrain, on their first U.S. tour: For more, check

out www.mossbrothers.com.

From left, Reuben Moss, Evan
Moss, Jason Newsted

WHERE HAS BRIAN BEEN?
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Grammy-winning producer/erg neer/mixer Mark Linett (Los Lo-
bos, Tom Petty, Eric Clapton, Jane's Addition) recently returned
from recording four sold-out shows with Brian Wilson at London's
Royal Festival Ha!l for a live Pet Sounds album to be issued later
this summer through Sanctuary Reccrds. For more, check out
wwwbrianwilson.com.

RESOURCES FOR
AUDIO PROFESSIONALS!

+ Access Mix anywhere, anytime:
Check out highlights of our
current issue or browse through
back issue archives to find the
information you need, with news,
interviews, application articles,
field tests, equipment

reports and more—all online!

+ Click on hot links to important
sites such as the TEC Awards,
MixBooks and “20 Years of Mix a
complete database listing the
contents of issues since 1982.

DAILY NEWS!

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

EXCLUSIVE BENEFITS!

Register for your free membership to
mixonline.com and check out lively,
interactive forums where audio pros
can access information, ask advice,
or simply share experiences and
opinions with other engineers and
producers.

MIXLINE!

Register for your free, new, bi-weekly
newsletter and get breaking audio
news, deadlines, recording tips and
much more straight to your inbox.

VALUABLE INFORMATION,
JUST A CLICK AWAY!

Visit www.digitalmediaclick.com-

a portal hosted by www.industryclick
.com that links the Websites of a va-
riety of magazines and service
providers within the digital media
production community. Besides Mix,
digitalmediaclick.com offers access
to essential sites by leading maga-
zines such as Broadcast Engineering,
Engineering, Electronic Musician,
Entertainment Design, Lighting Di-
mensions, Millimeter, Netmedia,
Onstage, Remix, Sound & Video
Contractor, Special Events, Video
Systems and more.

Send your“Current" news to Sarah Benzuly
at sbenzuly@primediabusiness.com.



At last. The ultimate pro-audio combination.

Nativelools

by Apogee

Together in one box.

Twice the power - half the price! Combine Apogee’s superb-
sounding AD-16 & DA-16 16-channel 24/96 converters with the
power of Steinberg’s Nuendo workstation - on either a
Macintosh or PC - and you've stepped into a new world.

That’s Apogee’s NativeTools: the ultimate combination of
sonic quality, native processing power and value for money -
all in one package. If you're looking for the ultimate

pro-audio combination, NativeTools is the answer. @ steinberg

NativeTools is a trademark of Apogee Electronics Corporation. .
Nuendo is a registered trademaﬁr)'k of Steinberg Media Technologies AG. +1 310.915.1000 www.nativetools.com



ON THE COVER NASHVILLE

Down From the Mountain...And Into Your Town

By Blair Jackson

early three years after the release of the

Coen Brothers’ quirky film O Brother,
Where Art Thou?, and the accompanying
soundtrack of Depression-era country music
and blues, the phenomenon shows no sign
of letting up. The album has sold millions,
been awarded Grammys (including Best Al-
bum at this year's fete), and a tour featuring
a number of the musicians from the sound-
track—dubbed the Down From the Mountain
tour—is now on its second leg, drawing large,
appreciative crowds wherever it goes.

Down From the Mountain began as a
one-shot benefit concert for the Country
Music Hall of Fame at Nashville's Ryman Au-
ditorium in May 2000, after the soundtrack
album had been released, but before O
Brother, Where Art Thou? premiered. That
concert, featuring such notables as Ralph
Stanley, Emmylou Harris, the Fairfield Four,
Alison Krauss, Gillian Welch and David Rawl-
ings, John Hartford (who subsequently died)
and many others, became a theatrical film
(and later a video/DVD release) directed by
D.A. Pennebaker (of Don't Look Back and
Monterey Pop fame), and generated such a
buzz that the show later went on the road—
the first leg last winter was about four weeks
(19 shows); the troupe is now on a 42-show
tour stretching from the end of June to the
end of August and encompassing a broad
range of venues, from theaters to arenas to
sheds. A CD of the concert won a Grammy
in the Traditional Folk Album category.

When O Brother soundtrack producer T
Bone Burnett and others conceived of the
Ryman show and Down From the Mountain
film, every effort was made to have the stage
look like an old-time music concert in the
‘30s. Because it was composed of entirely
acoustic music, there were no amplifiers on-
stage, and there was also nary a modern
condenser mic in sight; rather, the stage was
dominated by vintage Neumann U47s, mics
not usually used in concert applications, but
which had the appropriate /ook for the con-
cert and film. “We tried a whole bunch of dif-
ferent microphones the day of rehearsal,”
says FOH engineer Bernie Velluti, “and | was
having no luck at all. Some of these were om-
ni patterns and figure-8s. Some of the others
turned out to be props more than working
microphones. So we did the U47s, and it
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came off fine. But the Ryman
is a small auditorium, and
when it came time to do the
tour, | wasn’t so sure. | made
up two plots—one with a
more conventional way of
close-miking things and the
other with large-diaphragm
mics.” Velluti and monitor
engineer Frank Edmonson
both work regularly with Ali-
son Krauss & Union Station,
which was also like a de fac-
to house band on the tour.
(Union Station’s Dan Tyminski
is the voice behind the Soggy
Bottom Boys, the onscreen
band led by George Clooney
in O Brother.)

In the end, Velluti decid-
ed to stick with the large vintage mics, usu-
ally putting a 47 in the middle, surrounded
by a few U87s. "We also had a section off
to the side for the little blues part of the
show, and for that we had RCA 77 ribbon
mics. We used an RCA 44, another ribbon,
on the bass.” Velluti also brought Shure KSM
32 and 44 mics, which he used to comple-
ment and occasionally substitute for the
Neumann models. “They're good micro-
phones, and they also have that look we're
going for,” he says. Though on the surface
it seems like it would be easy to manage
such a small number of microphones and
performers, “the musicians change around a
lot onstage, and you have to stay on top of
it,” Velluti says. "One person will be two feet
away from a mic singing, the next person
might be playing guitar, another might be
five feet over playing a mandolin, there are
a lot of variables in the delivery. A lot of
times, | feel like I'm mixing zones as much as
individual instruments.”

For the first leg of the tour, Velluti and
company traveled light—renting PAs as
they went or using whatever was already in
the venues. His favorite PA. was a flown JBL
VerTec array supplied by SE Systems, a
Greensboro, N.C., company that does lots
of bluegrass festivals and other acoustic mu-
sic work. “I wanted something that would
give me as much isolation from the stage as
possible, and these array systerrs are the

Just part of the lineup {l to r: Buck White of The Whites,
Patty Loveless, Ralph Stonley and Emmylou Harris).

way to go—either the [L'Acoustics] V-DOSC
or the VerTec are such a step up from the
traditional trapezoid systems,” Velluti says.
For the current leg of the tour, Velluti is car-
rying a VerTec array.

"We had different consoles every day on
the first tour,” Velluti adds. "It was the system
du jour.” They did, however, carry the Crest
monitor console Edmonson uses with Union
Station. Monitors were a combination of
wedges and Shure in-ears—different musi-
cians used different combinations, even as the
tour progressed. On this summer’s tour, Vellu-
tiis bringing a Yamaha PM3500 for FOH, with
a Soundcraft SM-20 handling monitors.

The current leg of the tour promises to
be even more challenging sonically than the
first one, mainly because so many of the
venues are larger. Velluti is aware that
small-group acoustic music doesn’t always
translate well in larger spaces. "How big
does a venue get before you lose that inti-
macy and that feel that is so important to
this kind of music?” he asks. "This is not an
in-your-face kind of show. It’s very intimate
and subtle music; the dynamics onstage are
very impertant, and you want to be able to
get that across to everyone the audience. T
Bone calls it parlor music. There's such great
talent and musicianship up there that you
want to represent that as well as you can.
There are moments in the show where you
just get goose flesh, it's so eerily good.” B



Who killed Kenny's DAT?

not only fades, gain, and start times for each track, but also the compression
and parametric EQ that takes you from final mix to perfect master. Then when
your tunes sound just right, burn Red Book or CD24™ discs on cheap CD-Rs.
So who convinced Kenny to dump his DAT? We'll never tell.

AFTER YEARS OF DEALING WITH EXPENSIVE MEDIA, MANGLED TAPES, AND
mind-numbing rewind times, Ken bought a MasterLink. It's a 24/96 stereo
hard disk recorder, mastering suite, and CD burner all in one. It comes with a
20 gig drive for almost 30 hours of recording. Non-destructive playlists save

For complete specs and a manual visit
www.alesis.com/masterlink, or call 310-301-9563
for a full-line brochure

ALESIS

INSPIRE | PLAY | CREATE
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Three’s Company
A Crowd’s Too Loud

BY STEPHEN ST.CROIX

ILLUSTRATION: CHARLE POWELL

usicians have everything they want, except
money.
Fame: Some have millions following

them, others have three girls and two guys from the
neighborhood. Some have their cribs on MTV (Ozzy
gets two years and way too many millions from that),
others live in mum’s basement and fight for a pay-for-
play spot on local-access cable. But almost all have
some sort of following.

Strokes: They get their monstrous egos fed. Some
catch the eyes of a fan in the audience and get what
they need (then or two hours later), others don't
have to stand in line at Puck’s place or to catch a
flick at the Chinese. They can dress however they
want. If they are feeling a bit unnoticed, they can
put on their most outrageous gold lamé underwear
and purple leather chaps, comb out their blue hair
and walk down the street to be recognized as the
star they are. Not like the old days when dressing
like a psychopathic lunatic got you hauled in for
suspicion of being a psychopathic lunatic. In fact, I
am sure that the number one cover for escaped psy-
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chopathic lunatics these days is to dress like a psy-
chopathic lunatic and wander around the streets
signing breasts and foreheads. Hell, it worked for...
Hell, it works.

Egos: Let's face it, musicians are allowed, even en-
couraged, to be assholes. In fact, the deep psycho-
logical need to be a flaming jerk is probably the fun-
damental driving force behind at least half of the
musicians and performers on Earth being what they
are. Musicians (most notably, but not exclusively, of
the Rock Star genre) share a fascinating position in
society with only one other group, sports superstars.
People Who Have Their Picture On The Cover Of
Rolling Stone can do any damn thing they want. In
fact, the more outrageous they act, the more their
fame and notoriety skyrocket, and their paychecks
follow.

The more famous you are, the more your insane
and illegal activities translate into money. What would
your neighbor get if he held motorcycle races in the
penthouse of the Plaza? Okay, now what would a rock
star get?



IT’S THE
NEW SOU L

OF MY
STUDIO

RAY CHARLES

When recording legend Ray Charles and Grammy-nominated
engineer Terry Howard (Barbara Streisand, Stevie Wonder,
Fleetwood Mac) decided to upgrade Ray’s recording studio, they
chose SONAR as their central production technology. Ray and
Terry could have had any software they wanted. And they both
agreed that SONAR could do it all.

Whether restoring Ray’s classic recordings, or working on his

new album, SONAR delivers the performance they demand. With
unlimited audio and MIDI recording and mixing, a centralized
interface for improved creative workflow, integrated audio looping
tools, automatable DirectX effects, and low-latency DXI software
synths, SONAR provides you with the industry's most complete
production environment for Windows.

SONAR. A new legend in the making.

SONAR is available at music retailers worldwide.

Find out more at www.cakewalk.com/SONAR or call 888.CAKEWALK (617.423.9004 outside U.S.).

Alt trademarks mentioned are the property of their respective owners.
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For that matter, what would your
neighbor pay for a first-class, last-minute
walk-on flight from New York to LA? I
can’t even count the number of times that
I have walked up to a United counter at
the last minute and moments later found
myself sitting comfortably in 2A (my well-
known favorite seat) sipping scotch while
the back of the plane was loaded. Ob-
noxious? I think that’s the point. And I've
met some of the most beautiful models
and most powerful people in America
while sitting in 2A—all part of the fast
lane, all part of the game.

And we won't even get into the free
gear, free cars and free Willie. Don't
ask. I told you, we're not going to talk
about it.

A good professional musician—okay,
a rock star—is so far out of the public’s
reach that he doesn’t even know what he
doesn’t know about them, but he knows
how to make them believe he speaks to
them—and for them. He makes them
think that they could almost have written
that song, slept with that supermodel or
at least crashed that Porsche.

Now don't give me noise for trashing
musician’s egos, clothes and damn near

Bill Schnee , Grammy Award winning

Owner of Schnee Studio, Narth Hollyw oo
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WZ-AD96 A/D 98Khz converter

ves- 0

WZ-ADOEM A/D 96Khz converter with BCh. mic pre-amps
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everything else that they do or have.
Just as Sammy Davis Jr. poked Jews and
blacks from his position of being in fact
both Jewish and black, and as he passed
on an equally deserved position of writ-
ing short people songs so that Randy
Newman could do it decades later, I,
as a working musician, claim the right
to make these observations as 1 have
personally done every damned one of
these stupid things, more or less...
mostly more.

And my opening sentence? Well, some-
what less than 1% of the musicians playing
today are making anywhere near what they
thought they would, so statistically they
don't exist. But the few that do are not fly-
ing in first class for free. No, nothing that
gauche. They are sleeping in their private
DC-10s (or better) on their way to an island
that the rest of the world doesn't even
know exists for a weekend in a comped
villa on the beach between gigs. Jagger is
next door. Every country needs its royalty.

THE ART OF PRODUCTION

FOR REPRODUCTION

Producers. Ah, yes. Producers. They get
everything they want except their name in

lights. Except the major ones. They do get
their name in lights, but they still don’t get
to stand onstage and smash a ’59 Strat into
a vintage Marshall stack or blow the reeds
out of a blues harp while thousands cheer
and the front row gets wet.

But in the studio, they steer the talent,
they mold the talent, they control the raw
energy so that in the end, not only is the
soul and spirit successfully caged within
millions of 5-inch silver discs, but it is ac-
tually unique.

Such mysterious creatures they are.
What power they have. What arguments
they win. A good producer can make the
label happy, convince the talent that they
are happy, not make the engineer quit,
and create a sound that the buying pub-
lic will spend its lunch money on.

Producers are misunderstood by
everyone. And a good producer makes
sure that these misunderstandings are in
his favor. He is both the janitor and the
landlord. He senses problems that no-
body else can hear, and has to figure out
how to get everybody to do what it takes
to fix them without letting them know
what he or they are really doing, be-

—CONTINUED ON PAGE 189

“The Panasonic AD96 sounds better than
converters costing many times more and
has taught this old analog dog a new trick »

Affordable, State of the Art 8-Channel/24-Bit/96kHz 96 Series Converters...

High Quality Sound

«Compact single-chip custom LSI circuitry
* Discrete component amplifiers

* Solid capacitors

* Low leakage transformers

* High precision metalized resistors

Low Noise & Distortion

« Discrete low noise power supplies
« Separate grounding systems

* Large capacitors

* Optimum PC board layout

* Fewer gamn slages

Taking Digital Further . . . Again

Designed For Long Term Reliability
« Carefully selected components

* Low heat & current design

* 3.3V operating voltage

* Proper temperature dispersion

* No fans

Universal Compatibility

* High bit, high sampling interface

* Built-in ADAT and AES/EBU Interface

* Proprietary dithering algorithm

* Precision metering

* Wordclock input/output

* Optional TDIF & dual AES output cards

vw.panasonic.com/proaudio

Panasonic

Professional Audio Group




The Gure for the Gommon PA

Stereo Linkable 28-band Graphic EQ and Multi-band s++++- 120A Sub-harmonic Synthesizer
Parametric EQ for optimizing your sound...., i enhances the bass performance
of your system
RTA mic input works -+« Precisely calibrated /0
with our Auto-EQ i signal level metering with
function to automatically . . . } clipping & limiting
equalize the room.. pa{xa Encoder allows for quick Classic dbx. C'omp.resswn and : -+ Alignment Delay for sptak(tr threshold indicators for
editing and parameter selection - PeakPlus Limiting tighten your i placement delay compensation

accurate monitoring of

sound and protect vour speakers-- il

Custom 122x32 Graphics LCD Digital Crossover gives you the precision ! i+ Wizard function walks you through a camplete system

displays detailed information  : and flexibility previously only availible H : setup including: speaker and power amplifier selection,
for quick graphical editing .-} i high-end touring systems ----.¢ g Auto-EQ and Advanced Feedback Suppression
Advanced 24-bit Digital Converters the dbx~ Pztent-pending Advanced Feedback seeee25 User / 25 Factory Presets ~ zreee dbx patented TypelV™ Conversion
provide 110dB dynamic range and Suppression System features 12 precision Feature JBL" speaker & i System allows hotter input signal
pristine digital clarity accurate filters to remove only the unwanted Crown' Amp tunings i without fear of clipping

feedback and not vour signal-+-+-*

: Mono/Stereo XLR inputs selectable
6 XLR Outputs can be configured as 2 2x3,2x4,  : +4dBu/-10dBV input range with ~ :
2x5 and 2x6 crossover for maximum flexibility -+~ selectable PIN 1 Ground Lift-+---

There's a reason that the biggest touring companies use DriveRacks — I™

our their most important tours. When you have literarily tons of plve ac

speakers, monitors and power amps to control, you need all of the

help that you can get. DriveRacks have been designed to handle and cnmpIEte Ellllalizatilln amd
protect expensive gear and to make setups much easier. Until now lo“ds"eaker cuntl‘nl sy8tem

the only way to get this kind of sound quality and control out of your

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

spend a lot of money. A‘,a“ahle Now

With the DriveRack PA, you not only get the protection and control 99 *
that had only been available in multi-thousand dollar touring systems, B

you also get all of our tour experience right in the box. Just push the
Wizard button and the unit will completely walk you through setting
up your system. With everything you need between your mixer and

power amp the DriveRack PA has been designed to grow with your d b x
system for years to come. So, head down to your local dealer and

PROFESSIONAL PRODUCTS
check out this amazing product at an amazing price. The Professional’s Choice In Signal Processing

For more information contact us at: (301) 568-7660 Fax (801) 568-7662 * www.dbxprocom ¢ 8760 S. Sandy Parkway, Sandy, UT 84070 USA

“ A Harman Intemational Company
*Estimated street price actual price may vary.
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BY PAUL O. LEHRMAN

Dumbing Down the Dial
Why Your Radio Doesn’t Work, and Why You Should Care

ILLUSTRATION: BORIS KULIKOV

learn about a new application of digital technol-
ogy in audio, connect with a part of the audio in-
dustry 1 left long ago, find out more ways our so-called
government has been screwing up, find out why con-
sumer electronics manufacturers are not necessarily
our friends and fall in love with a piece of retro gear.
And, 1 didn't even do all of this in my studio; 1 did it
in my kitchen. i
I live in Boston, which, besides being one of the
great university towns of the world, is a great radio
town. That's not a coincidence; almost every college
around here, large and small, has an FM radio station.
Most of them are down in the noncommercial part of
the band, from 88.1 to 91.9 MHz. Some are big
boomers, like Boston University’s WBUR, which has a
large paid staff and is a major outlet for NPR pro-
gramming, but it has little to do with the college itself.
Others are relative pipsqueaks, run by students or
volunteers, like Tufts University’s WMFO or Boston
College’s WZBC. Harvard’s station, WHRB, is actually

I t isn't often that I can, in the space of a few days,
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a commercial operation; it's run by undergraduates,
but it sells advertising to augment its budget and
broadcasts in the commercial part of the band. The
biggest gun in the noncommercial band is WGBH-FM
(where, full disclosure dictates, 1 have helped produce
a few shows and Webcasts), which is part of a non-
profit conglomerate that alsa contains two television
stations, several production companies and a bunch
of other divisions that make it one of the most suc-
cessful entities in American public broadcasting.

The variety that these stations provide to listeners
is, as far as 1 can tell, unparalleled in the country.
While commercial FM stations have devolved, under
the feudal leadership of the two remaining corpora-
tions that own the bulk of them, into the habitats of
bottom-feeding shock-jocks and cookie-cutter “alter-
native” rock and rap, the independent nonprofits at
the low end of Boston’s FM band deliver a well-
rounded diet of classical, jazz (and I dor’t mean Kenny
G), electronic, ethnic, punk. ambient and real alter-
native rock, not to mention news from places other
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Music store
should be

. All the gear you need, in stock

> and ready to ship immediately.
... The best prices available on the
o - H world’s finest equipment.
il 7 'f:" —— »
P TTYrYYN | . Professional service and
g Ty ‘ support from the experts in music

i technology.
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t Sweetwater, buying musical equipment is simple. Our

wide selection of gear from leading names like Roland,
Yamaha, Digidesign, Fender, MOTU and many more ensure we
have exactly what you're looking for at a price that won't break
the bank.

Furthermore, Sweetwater's award-winning Sales Enginees
are widely regarded as the best in the industry. They know
music technology better than anyone, can answer all your
questions, and will offer you as much one-on-one, expert
service and attention as you need to make the right choice for
your music. Call us today at (800} 222-4700 and discover how
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than Washington and Hollywood, and
public affairs programs that actually con-
nect with and educate their audiences,
and aren’t on the air at 5 a.m. on Sunday.

Am 1 laying it on too thick? Maybe. But
as readers of this column know, I've al-
ways been a big fan of radio. Even in the
age of high-speed Web access, 1 still be-
lieve radio is the best way to get people
to listen to music that they haven't heard
yet. And, exposing audiences to new mu-
sic sells records, which means that some-
one is booking studio time and buying
gear, and that's why we should all be
concerned about what’s been happening
to radio.

But that’s a big issue, and I'm going to
focus on a smaller one, or at least attempt
to. (I may run off a couple of times, try to
forgive and stay with me...)

One of my favorite stations around here
is WUMB, which is licensed to the Univer-
sity of Massachusetts Boston. WUMB is the
only 24-hour folk-music station in the en-
tire country. It went on the air about 20
years ago, originally using volunteers, and
in 1986, hired a professional staff. Its trans-
mitter puts out a middling 660 watts ERP
(Effective Radiated Power), and it’s at the

ce, the Past -

Eounore mformatlou on.Universal Audio's™

top end of the noncommercial spectrum at
91.9, which means it'’s jammed right up
against where much more powerful sta-
tions live. The university is on a peninsula
jutting out into the Boston Harbor (a beau-
Exposing audiences to
new music sells records,
which means that someone
1s booking studio time
and buying gear, and that’s
why we should all be
concerned about what’s
been happening to radio.
tiful spot that is shared with the John F.
Kennedy Library), but the station’s an-
tenna is several miles south of there, on a

hill in the city of Quincy, atop a water
tower.

o e .
icrophone

preamplifiers and compressor/limiters go to www.uaudio.com/products
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In recent years, WUMB has been trying
to increase its coverage. But upping its
power has never been an option: Accord-
ing to chief engineer Grady Moates, FCC
rules won't allow that because it might
cause interference to stations, both com-
mercial and noncommercial, on nearby
channels. So instead, WUMB has been
snapping up other available licenses and
re-broadcasting the signal from other sites.
They now have transmitters in Falmouth
and Orleans on Cape Cod to the southeast,
in Worcester to the west and in Newbury-
port up north near the New Hampshire
border. The Orleans station is on the AM
band, but Falmouth and Worcester are
on the same channel as the Quincy trans-
mitter, and Newburyport is right next
door at 91.7.

As T've watched this process, I've been
doing more than a little head-scratching. 1
know from my radio engineering days that
one of the worst enemies of FM reception
is multipath interference—the same signal
coming to your receiving antenna from sev-
eral different directions, just enough out of
phase to cancel each other out. Multipath
is especially a problem in urban areas,

—CONTINUED ON PAGE 191
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It will probably always be known as “The Beatles'
studio.” Nearly every recording session in the
group's storied career took place in the large, 19th-
century building on Abbey Road in the St. John's
Wood section of Northwest London—from “Love
Me Do” to “The tong and Winding Road,” and
everything in between: The sitar session for “Nor-
wegian Wood,” the famous string crescendo for “A
Day in the Life," the worldwide broadcast of “All
You Need Is Love”; literally, thousands of hours
spent creating the most famous music catalog in
music history. Beatles fans would hang around the
outside of the studio hoping to catch a glimpse of
their heroes coming or going, and a certain wall of
the exterior became an ongoing message board for
graffiti about and directed to the band. And then
there’s the matter of The Beatles' 1969 album cover
for Abbey Road: There were The Beatles walking
across the street in front of what had long been
known as EMI Studios, but which would forever af-
ter be known—first colloquially, then formally—as
Abbey Road Studios.

PHOTOS COURTESY ABBEY ROAD STUDIOS

Sir Edward Elgar with Yehudi Menuhin, circa 1932

A view of the Penthouse studio

Burt Bacharach in session
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Senior recording engineer Peter Cobbin
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Sir Edward Elgar was the first to perform in the studio. The bearded George Bernard Shaw is seated on

The revamped control room of Studio One

George Lucas and John Williams have recorded
scores at Abbey Road.

Glenn Miller’s final recording session was at
Abbey Road in 1944,
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Abbey Road is celebrating its 70th an-
niversary this year, a remarkable mile-
stone in a tough, challenging business,
where staying afloat 20 years is quite an
accomplishment. And, truth be told, it has
always been much more than “The Beat-
les’ studio.” It had already been going
strong for 30 years before a Beatle ever
set foot in the place, and in the more than
three decades since they split up, there
have been hundreds of important sessions
in nearly every genre of music. It is not
only the most famous studio in the world,
but it is by nearly every measure one of
the greatest.

And that has been the case from the
beginning. The building at 6 Abbey Road
was originally constructed as a large, pri-
vate home in 1830. Nearly a century later,
in 1927, a gentleman named Osmund
“Ozzy” Williams came up with the notion
of turning the building into studios for the
burgeoning British recording industry.
Unfortunately, Williams died before he
could see his dream realized, but in No-
vember 1931, EMI (Electrical and Musical
Industries Ltd.) opened the doors of its
grand new studio with composer Sir Ed-
ward Elgar conducting the London Sym-
phony Orchestra to record his inspira-
tional ode to England, “Land of Hope and
Glory.”

For the first decades of the studio’s ex-
istence, it was devoted mostly to the
recording of classical music; indeed, it
was designed with that in mind. (It also
proved to be a popular studio for Big
Band recording, attracting many of the
top acts of the day. Glenn Miller’s final
sessions were cut there, right before he
disappeared on a pre-tour flight to Paris
in 1944.) The legendary Studio One could
accommodate an orchestra of more than
100 players and a full choir—its dimen-
sions are 92x52 feet with a 40-foot ceil-
ing—and it has remained essentially un-
changed throughout the years (though the
control room has been completely mod-
ernized and enlarged, and today boasts a
Neve VRP Legend console). Studio Two,
where The Beatles did the bulk of their
recording, is roughly half the size of Stu-
dio One, but it is still large—it fits more
than 50 players comfortably. These days,
its control room is also outfitted with a
Neve VRP Legend. Studio Three is smaller
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still, but can hold up to 15 players. Its con-
trol room is equipped with a 96-channel
SSL 9000 J.

Recording tape was introduced in the
late *40s, LPs in the ’50s, and these devel-
opments combined to usher in the stu-
dio’s first Golden Era: Some of the finest
classical recordings ever made were
recorded at EMI during the ’50s, and they
are still revered today. (Some of them
were remastered at Abbey Road over the
past few years for the ambitious Great
Recordings of the Century series.) The
year 1950 also marked the beginning of
Beatle producer George Martin’s long
tenure at the studio; he started out doing
classical, but by the mid-'50s, Martin was
also working on British comedy records
by Peter Sellers’ group, Beyond the
Fringe, and others.

By the end of the '50s, the studio had
started to venture into pop music record-
ing—Cliff Richard scored a massive hit
with “Move It” in 1958. But it was the ar-
rival of the four lads from Liverpool in
June 1962 that would transform both the
studio and, of course, popular music in
general. There was a veritable pop music
explosion in Britain during the early and
mid-'60s; besides The Beatles, EMI hosted
recordings for such local luminaries as
Cilla Black, The Hollies, Manfred Mann
and Gerry & The Pacemakers.

According to Peter Mew, who came to
Abbey Road as a tape op/tea boy in 1965,
and who works as a post-production en-
gineer there to this day, the pop and clas-
sical engineers “didn’t mix much profes-
sionally; you did one or the other,
because it's really a different kind of
recording. Later on, you got some pop en-
gineers who moved over into the classi-
cal field, but you never got it the other
way. We all got along fine. There would
be some heated discussions at lunch per-
haps, but we were all keen to share what
we knew with each other; it was always
that way. 1 can remember long discus-
sions over lunch about the Tamla/Mo-
town sound and how that was achieved
and the myths that went along with it.
There was always a lot of interest in ‘the
American sound.”

In the early '60s, there was still a pre-
scribed career path for would-be engi-
neers, and there was a strict delineation
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between the engineer’s job and a pro-
ducer’s job. “There was a kind of career
structure inasmuch as when you first
started, you went into the tape library,”
Mew says. “And the reason for that is, it
gave you a chance to meet the people in
the studios, find out what the rooms were,
what went on there without getting in-
volved in any of the technical issues. You
usually stayed there for six months or so
until somebody got promoted, and then
you became an assistant, a tape op.
Eventually, because people were always
moving into dead men’s shoes, so to
speak, everybody would move up, and
the next step after tape op was cutting;
don’t ask me why, but that’s the way it
went. Then, from cutting you became an
engineer. Now, this is the way it had
always been. I'd been an assistant for a
couple of years, 1 suppose, and then
[engineer and later studio manager] Allen
Stagg came in, and a couple of the engi-
neers left and one of them suggested,
‘Why not try Pete Mew?’ So 1 was the first
person who never did the cutting step; 1
went from tape op to engineer.” Mew’s
first session as engineer was for the Pretty

Things’ S.F. Sorrow album in late 1967.

EMI Studios always had the latest and
best equipment. Even in the mono days
(the first Beatles album in stereo was
Help! in 1965), its EMI custom consoles
were considered state-of-the-art, and it
had an unparalleled collection of mostly
German microphones—“all of our micro-
phones were either Neumann or AKG,
with a few BBC ribbon mics,” Mew says.

“When 1 first arrived here 30 years
ago,” says current director of operations
Chris Buchanan, “EMI was still building a
lot of their own equipment, including spe-
cial cutting desks, which were superb. It
was nice, because in those days, it was
purely for internal use. They had to be the
best; the cost didn't seem to matter terri-
bly much. All the switches were special
hard gold, and it was all hand-built and
hand-adjusted and incredibly expensive.
Those desks are still out there, too. Oasis
has bought one of them. Another recently
sold for over 100,000 pounds.”

The success of The Beatles had a last-
ing impact on Abbey Road beyond its rep-
utation—the group ushered in changes in
the way the studio operated. During their

A 15 ips, 1-inch, 4-track master from The Beaties’ Sgt. Pepper’s Lonely Hearts Club Band sessions.
Recorded at Abbey Road Studios January 20, 1967, this fape has tracks from “A Day in the Life,” with
rhythm on track one, vocals on two, bass/drums on track three and orchestra on track four. Recorded on
February 2, 1967, the other 4-irack tune on this tape is “Sgt. Pepper’s,” with rhythm, effects, horns/guitar
and vocals/echo. Initials on the box indicate the engineer was Geoff Emerick, with Phil McDonald and
Richord Lush assisting. The EMI tape was manufactured ot the company’s plant in Hayes, Middlesex.
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early days, The Beatles worked like any
other group, churning out records quickly
and efficiently; they were just one of a
number of groups booking short blocks
of time in the studio. But as their albums
became more complex—from  Rubber
Soul on—they needed more studio time
and worked longer hours, forcing their
engineers to conform to their needs,
whereas previously, the studio had been
in complete control over when and how
long the band recorded. And because of
their close partnership with George Mar-
tin and their various engineers, The Bea-
tles also became more intimately involved
in the actual recording process than pop
artists had previously.

“Before the late '60s,” remarks Peter
Mew, “there was a rather strict delineation
of roles. Producers produced, engineers
engineered and the artists did whatever
they were told. The big record companies
were all-powerful and they dictated to the

Veteran Abbey Road engineer Peter Mew

artists what they would do. But, of course,
come the end of the '60s, the artists got
bigger than the record companies in a lot
of cases, and they were able to turn
around and dictate to the record compa-
nies. And as more record companies came
along, especially smaller ones, things
changed and the artists got more and more
power. Then they started building their
own studios and becoming their own pro-
ducers, and that changed things, as well.”

By the early '70s, The Beatles disinte-

grated into four solo careers, and Pink
Floyd was the top rock band at Abbey
Road—all of their classic albums from that

era were cut there, including Dark Side of

the Moon and Wish You Were Here. The
group became famous for its long, labori-
ous sessions; indeed. one story has studio
manager Allen Stagg turning off the
power in Studio Three one night because
he was so fed up with Pink Floyd work-
ing into the wee hours. Of course, that
would become the norm in the studio
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business the world over by the mid-
'70s, and it's stayed that way ever
since.

“Lockouts started happening here
in the mid- to late '70s,” Mew says.
“Most albums in the early *70s took
four to six weeks, which is still a lot
longer than most records in the 'G0s.
But with the coming of 24-track and
groups who could command the
budgets to do lockouts, everything
started to take longer and longer; I
don’t know if that’s a good or a bad
thing...”

On the technical side, the studio
embraced each new development, as
4-track gave way to 8-track, then 16-
track, and so on, up through Sony &
digital multitracks and Pro Tools.
“When the first 8-tracks came in, we
continued to use the EMI valve con-
soles,” Mew says, “because you were
only recording a few tracks at a time. But
pretty rapidly, EMI developed an 8-track
console that was transistorized, and that
then became our standard console. That
was then expanded to 16 tracks when that
came in. I think the first non-EMI console
we bought was a Neve for Studio Three;
that would have been in 1974 or '75."

Mew notes that the trend of deadening

A view into Studio Two from its control room

studios during the '70s never caught on at
Abbey Road: “It really wasn't feasible. We
looked into buying screens and that kind
of thing, but because we were always so
multidimensional, and the studios were
still used for orchestral sessions, you
couldn’t deaden them down so that they
could only be used for pop records.”
With the recording of classical music
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either static or in decline over the
past two decades, EMI/Abbey Road
has, like all big studios, been forced
to look for new sources of revenue
for its biggest rooms. The studio con-
tinues to draw big pop/rock acts—
everyone from Paul McCartney, Ra-
diohead and the Spice Girls, to Oasis,
Manic Street Preachers and Spiritual-
ized. But also, since the late '70s, the
| studio has become a first-call facility
for cutting film music—the combina-
tion of the magnificent Studio One
acoustics and the availability of top
local orchestras, such as the London
Symphony, made it a magnet both for
Hollywood producers and European
filmmakers. Recording film music is
now a core business for Abbey Road,
and, not surprisingly, the studio also
does a significant amount of sur-
round mixing.
Senior recording engineer Peter Cob-
bin, who joined the Abbey Road staff af-
ter many years as a successful engineer in
his native Australia, notes, “There still is
really no better place to do orchestral
work than Studio One. It's a brilliant
room.”
Though a veteran, Cobbin is one of the
new breed of Abbey Road engineers who
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are versatile enough to work in many styles
and in different recording media. When we
spoke, he had just completed sessions with
composer Lalo Schifrin that used 48 tracks
of Pro Tools with 48 Prism AD/DA con-
verters, using a Sony 3348 as a backup, all
mixed on the SSL 9000 J. Two years ago,
he was responsible for the surround mixes
for the remastered version of The Beatles’
Yellow Submarine. (“1 believe that was the
first time any engineer had been asked to
remix Beatles tracks from the original mul-
titracks,” he says with evident pride.) He
mixed Howard Shore’s Oscar-nominated
soundtrack for the first Lord of the Rings
film. And he's done work on rock DVDs
for the likes of U2 and Bjork. “I must say,
having the 96-channel SSL J Series has
made jumping into 5.1 a dream. We now
have 12 rooms here that have 5.1 setups in
them; it's a major commitment.”

The studio has also done recordings for
SACD and DVD-A releases, DVD author-
ing, and through its successful Abbey Road
Interactive wing, has attracted a steady
stream of multimedia clients. Another long-
term project for the studio is to digitally
archive all 250,000 tapes in their library to
preserve them for future generations.

“If you don't change, you don't sur-
vive,” says Buchanan matter-of-factly.

Studio Three is the smallest of the main studios.

Current director of operations Chris Buchanan

“We're very much client-driven these days.
When 1 first started here in 1972, it was
pretty much the chief engineer who told
you what technology was allowed to be
used in the studio. Nowadays, it's gone
completely commercial, and whatever a
client asks for, we tend to provide. So, if
we get a lot of inquiries in one area,
we’'ll equip accordingly; or perhaps hire
initially.”

Though still affiliated with EMI, much
of their work comes from outside vendors
today, and their large staff of house engi-
neers shares the space with independents
that come in on a project-by-project basis.

It’s an interesting balancing act the stu-
dio is constantly engaged in: On the one
hand, everyone who works at Abbey
Road is justitiably proud of the history that
fairly oozes from every room. On the
other, they want to be seen as a modern,
forward-looking studio always ahead of
the technological curve.

“Everybody who comes here to work
always savs, ‘Wow, this is fantastic, you
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~> ) DISC MAKERS

CD, CASSETTE, AND VINYU MANUFACTURING MADE EASY
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can really feel the aumosphere. feel the
history.”” says Peter Mew. “There are al-
ways going to be people who sav, ‘Oh,
Abbey Road—Beatles; living in the past.’
But it isn’t that way, and anyone who
comes to work here knows it isn't that
way. We've got modern equipment and
engineers who can handle it. But you still
know you're someplace special.

I work in a room at the front of the
building. and I look out on Abbey Road,
and I see the tourists coming along and

Stevie Wonder ot Abbey Road

signing the wall day afier day after day.
There aren't muany studios in the world
where that happens. It’s not Buckingham
Palace. you know. But I'm looking out
now and there are flowers all the way
along the railings because of George
[Harrison, who had died two days car-
lier]. It's a special place, for innumerable
reasons.”

Peter Cobbin concurs. “I appreciate
the sense of history about this place, and
I'm keen to pass that along to some of the
vounger chaps coming through the busi-
ness—that we are part of something big-
ger than all of us. And while we don't
want o just rest on our laurels, we can
learn a lot from the legacy that's been be-
stowed to us.” |

Blair Jackson is Mix s serior editor.



Gabriel can't stop recording....

HE'S BURSTING WITH IDEAS, AND NO SOONER FINISHES ONE TUNE THAN ANOTHER
pops into his head. Goad thing the HD24 captures every note in extraordinary,
24-hit detail. It's also wicked-easy to use like every Alesis recorder — and talk
about loaded: A full range of connecticns with 24 channels of analog and

Y. T

digital 1/0. Cut, copy, paste with undo. Dual removahle bays, 20 gigs standard
for 90 minutes of 24-track recording. Plus a unique method of writing to any
low-cost IDE drive that keeps the music flowing without breaking the bank.
Guess Gabe really can't stop himself. Fortunately, he doesn't have to.

GO 96K WITH THE EC-2 UPGRADE, GET IT STANDARD IN THE HD24-XR

For complete specs and a manual visit
www.alesis.com/hd24, or call 310-301-9563
for a full-line brochure.

ALESIS

INSPIRE|PLAY | CREATE




Alesis Ineko

ighteen new or significantly up-

graded digital hardware muli-ef-

fects processors have been re-
leased in the 18 months since January
2001's Winter NAMM. When Mix last sur-
veved this product category. 29 multi-ef-
fects units had appeared during a similar
18-month period. A challenging post-9/11
economy, the rising use of software plug-
in effects, and the popularity of exotic,
single-duty, boutique signal processors
may all be factors in the relatively low
number of new product introductions.
But hardware mulii-effects processors
nonetheless remain very powerful studio
tools; the current crop offers more sound-
making possibilities than ever before. In-
creased DSP firepower, im-
proved user interfaces, 24-
bit, 96kHz performance, parame-
ter automation and add-on algo-
rithms are just some of the ex-
citing features in this vear's
roundup. Not included in this list
are  dynamics-only processors,
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portable

digital
recorders
with built-in
multi-effects,
guitar multi-effects
processors or reverb-only
dignal effects processors with
tewerthan five onboard multi-effects.

ALESIS

The Incko ($199) from Alesis is a power-
ful desktop processor. Introduced at this
year's Winter NAMM show, the tiny Ineko
fits: 24-bit conventers, three purameter
knobs, program-up down and Bypass
buttons, stereo ‘-inch in and output con-
nectors. and a very simple interface into a
slender. silver 1ablelop casing. Program
names like “Stereo Trix,” “VocoBend™ and
“VibroWoDbl™ and 48 eftect parameter
names are handily printed side-by-side
atop the unit, and (wo rows of LEDs cross-
index which preset is loaded or which pa-
rameter is selected 1o control one of In-
eho's 48 high-quality reverbs, delays,
phasers. filters and other eftects.

Alesis’ Akira ($299) is a rackmounted,
programmable, 2-channel multi-effects
processor with 24-bit AD/DA, 28-bit in-
ternal processing, 48kHz sample rate, and
100 reverb. delay. pitch modulation. filter
and special effects presets. MIDI 1/O. bal-

anced +4dBu/-10dBV %-inch TRS analog
I/0 and three parameter knobs are in-
cluded, the laver for real-time parameter
control of any selected preset.

Another new Alesis multi-effects entry is
the PicoVerb (899), a simple preset reverly
multi-eftects overachiever. The PicoVerb
provides 16 effects presets at 21-biv/askHz
resolution, including reverb, flange, delay,
chorus flange and rotary speaker settings.
Truly a “compact effects processor,” the
PicoVerb cun fit in a %-rackspace or sit on a
tabletop.

BEHRINGER

Behringer has revitalized its Virtualizer
Pro DSP2024P ($149) dual-engine, 24-bit,
multi-effects processor both inside and
oul. The user interface has been greatly
enhanced, and true stereo processing on
most algorithms is now available, as is a
separate  high low-EQ per preset. New
special effects, such as Ring Modulator,
Vinylizer and Voice Canceller. have been
added. along with virtual room reverb
algorithms. including a variety of dynam-
ic and psychoacoustics processing algo-
rithms. All effects parameters can now be
fully remote-controlled via MIDI, and
users can also now edit up 1o seven
parameters per preset, as well as high and
low EQ, when customizing the 100 on-
board factory presets. New additions to

Behringer Virtualizer Pro DSP2024P




Processors

Kurzweil RSP8

the Virtualizer Pro’s 100 individual pro-
grams include distortion and tube and
amp simulation effects.

Lexicon MPX 200

EVENTIDE

Check out last month’s issue for a review
of Eventide’s next-generation multi-ef-
tects processor, the Eclipse Harmonizer
Effects Processor ($2,250). The compa-
ny’s first single-rackspace product,
Eclipse debuted last year as a sort of
H3000 with a dose of more power and

twice as many features squeezed into one
rackspace. Sporting many of Eventide’s
signature reverb, pitch change and spe-
cial effects presets, Eclipse’s dual-engine
architecture can be configured in series,
parallel, stereo or dual-mono modes.
Further, its progranis can be rapid-
searched by category or applica-
tion, and a memory card slot al-
lows for pertable presets. A

well-thought-out front pan-

el looks like a breeze t

use: 4 Tap Tempo button, a
15-pad keypad, large silver
parameter knob, two-line menu-in-
terface screen, a pair of 7-segment signal-
level meters, and lights indicating in
which of the Eclipse’s 44.1, 48, 88.2 and
96kHz sampling rates the unit is operat-
ing. Eclipse’s Version 1.1 software update
added 50 new programs and the ability
to rename hotkeys, save and load setups
and control one Eclipse with another via
MIDI.

Take one Eventide Orville Hurmoniz-
er multichannel effects processor. remove
all front panel controls, come up with a
hefty discount and what do you have?
One Orville/R “Blank Front Panel” Proces-
sor ($4,995). The unit is designed for use
with Eventide’s own Eve/Net remote-
control system, and any combination of

standard Orville, Orville/R multichannel
and DSP7000 stereo-effects processors
can be controlled with Eve/Net to create
an unlimited number of digital and/or
analog effects channels, a useful applica-
tion for multichannel facilities. In the up-
per echelons of mainframe effects and re-
verb processors, Orville'R offers all of the
effects and 1/O-routing capabilities of the
now-legendary Orville Harmonizer ef-
fects processor engine, including 4-chan-
nel reverb, distortion, dynamics, pitch
shift, phasing, flanging, EQ and more.

GIBSON

A respected company name not typically
associated with studio effects processors
is back. The Gibson Echoplex Digital Pro
($1,150) is a rackmounted, MIDI-savvy,
digital update of the classic tape-based
Echoplex that incorporates elements of
loop-based sampling, recording and delay
with a nifty foot pedal controller (EFC7,
$165) to get crazy live and in the studio

exicon

with up to nine simultaneous loops. On-
board is 16 MB (198 seconds) of 16-bit
memory time, tap-tempo control, and ac-
cess to all Record, Play, Loop, Edit and
Undo functions from the foot pedal.
Loops and sound files can be saved and
loaded via MIDI, and multi-effects presets
include delay, chorus and flange settings.
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KURZWEIL

Picking up where the Kurzweil K2600 syn-
thesizer's world-class effects left off, the
company has released the KSP8 mega nuil-
tieffects processor (82995 and its compan-
ion RSP8 remote controller ($395). Built in
a two-space rackmount chassis and billed
as a high-end 8-channel multibus signal
processor with great real-time control, the

TC Electronic M300

KSP8 doubles the K2600 KDFX's process-
ing power and adds a number of new al-
gorithms, including new surround reverbs
and additional stereo and mono  algo-
rithms. Up 1o eight channels of audio can
be processed simultaneously in mono,
stereo and surround combos, each sharing
one of 16 available processing units on up
1o eight effects buses. Users can customize
effect presets and signal chains for up to
999 object locations and store them to
SmartMedia cards, each holding a “studio”
snapshot of physical connections, analog
and digital 1O routing and levels, effects
chains, bus assignments and more per pro-
gram. Also impressive is the fact that the
KSP8 offers 249 DSP algorithms including
reverbs, choruses, delays, distortions, EQs,
cabinet simulators and compressors, as
well as 5.1 surround audio algorithms with
multichannel compression. I/O options in-
clude analog, AES/EBU, S/PDIF, Lightpipe,
TDIF and wordclock connections.

LEXICON
From under the umbrella of the compa-
ny's tHlagship 2001 TEC Award-winning

960L mainframe reverb platform, Lexi-
con released the MPX 200 ($399) last
year and recently came out with the
MPX 110 ($329) effects processor. The
MPX 110 is another affordable, dual-
channel, multi-effects rackmount unit
from the MPX line that includes Lexichip
heart, 24-hbit AD/DA converters, true
stereo processing, and 240 reverb, delay,
modulation and pitch presets. Users can
store and edit 16 programs, tempo can
be tapped in with a foot pedal, and a
44.1kHz S/PDIF output can be set to wet
or dry to use the MPX 110 as a high-qual-

ity, stand-alone sample-rate converter, if
needed.

Lexicon’s MPX 200, also a true stereo,
dual-channel processor, combines the

tune, echo, flange, pitch shift, rotary
speaker and tremolo effects. Up 1o four
program and compression parameters
can be controlled by the MPX 200's front
panel adju<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>