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Magic Wand

The cold, hard facts of room acoustics
challenge every studio, large and small. JBL
engineers thought it was time for a litle magic.
Introducing the LSR6300 Studio Monitors, the
first reliable solution for tackling the real-world
problems inherent in every room. Featuring the
exclusive JBL RMC™ Room Mode Correction
system, you can accurately measure boundary-
induced low frequency modes with the included
hand-held acoustic analyzer and then adjust
each speaker’s 1/10th octave parametric
equalizer to correct problems in your room.
Designed from the ground up, the LSR6300's
uncompromising specs and features give you
total control of your music production. See your
JBL Dealer today and experience the power of
LSR6300 Studio Monitors with RMC - magic
you can really put your hands on.

LSR6300 Studio Monitors -
Mix Without Boundaries.

Learn more about the power of the LSR6300 Studio
Monitors and RMC at www.jblpro.com/LSR

H A Harman International Company
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LogicPro7

. Half studio. Half instrument. Total creative freedom.

mlu More of a suite than an application, Logic Pro 7 sets a new standard in music creation and audio production. New Apple
imaginable and Sculpture lets you synthesize anything naturally via component modeling. The 70 effect plug-ins, 34 software

Images are of the band Kid Galahad making the film Helio You. For more information, visit kidg.net. TM & ©2005 Apple Computer, inc. All rights reserved. "SRP For more information, visit




g
Loops let you produce instant sound beds, Uitrabeat delivers endless drum-machine permutations, Guitar Amp Pro models any tone ‘
instruments and expandable DSP processing power, thanks to Distributed Audio Processing, will make the $999" price tag music to your ears.

www.apple.com/logic.



When you're serious about what you record and produce you choose your tools wisely.
Everything that you put in the signal chain is there for a purpose.

Ellipse iDP represents the very best in nearfield reference monitors available.

Unparalleled precision, imaging and accuracy are the hallmarks of the legendary Tannoy
Dual Concentric driver. Ellipse iDP adds response to 54kHz, a digital processing and
system control through networking.

The result is the new standard in reference monitors. Ellipse iDP.

TECHNOLOGY

TECHNOLOGY

B T: 519.745.1158 F: 519.745.2364 E: inquiries@tannoy.com  W: tannoy.com
ZiDP :
Nu ™ N (QULELEEINNES) ) | (@}DUA

CONCENTRIC
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DV-RA1000

The new standard in high-definition
2-track mixdown and mastering.

Wired
remote
controt kit
included.
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Introducing the ultra-high-resolution
successor to DAT and CD recorders.

Created in collaboration with Sony, the new
DV-RA1000 is the first affordabie, true

Direct Stream Digital recorder. It writes 2855 MHz
1-bit/2.822 MHz DSD - the ultimate 192 kHz
acquisition or archival format —or 24- 1724 kHz
bit PCM directly to standard DVD+RWs ~_ 96kHz
in real time. And then lets you editand ~ 252kH2
process the results without having to ::1‘:(:22

transfer to a DAW.

Naturally, the DV-RA1000 is your logical
choice for creating master DSD stereo tracks for
Super Audio CDs.

But it has far more uses than that.

Live two-track recording. Because the
DV-RA1000 records in real time at ultra-high
sample rates, it’s perfect for audio-
phile location recording. In DSD
mode, frequency response exceeds
100kHz and dynamic range is 120dB.

Archiving. Storing all those old
2825F  school 44.1 kHz masters? Get almost

' 5 hours per disk with the DV-RA1000.

Easy transfer to computer. The
DV-RA1000 creates UDF discs, a stan-
dard format read by Mac®, Windows® and Linux
computers. Or you can stream your data directly
via the DV-RA1000’s USB 2.0 port.

1-bit
24-bit
24-bit
24-bit
24-bit
24-bit
24-bit

Mastering from any source. We have
nothing against DAT and CD-RW recorders
— TASCAM makes some of the best — but
these formats simply cannot

109 Min.

66 min.
66 min.
72 min
133 Min.
267 min.
290 min.

Up to 192kHz/24-bit
recording

Records to DVD+R/RW,
CD-R/RW media*
Multiband compression
and 3-band EQ effects
+6% pitch control

USB 2.0 port far use as
DVD data drive
Balanced AES/EBU 1/0,
running at normal,
double-speed and
double-wire formats
Balanced XLR and
unbalanced RCA I/O

/ *e'® «n

compare to the sonic quality of
the DV-RA1000’s 192 kHz/24-bit
or DSD recording formats.

Get the details of this major
recording advancement on our
web site or visit your TASCAM
dealer today.

== M-,
——

SDIF-3 DSD 1/0 for
external conversion &
DSD audio processing
Word Sync in, Out, Thru
RS-232C serial control
PS/2 keyboard connec-
tor for title editing
Records to standard
CD-DA, Broadcast Wave
& DSDIFF formats
Headphone output
Supports UDF disk for-
mat for cross platform
computer compatibility
Wired remote control

TASCAM

* CD recording 15 at 441 kHz/16-bit {Red Book spec) only.

The use of fatuous wittictsms in our fine print has been temporarily suspended
due to the Seriousness of this product. €2005 TASCAM. Ail Rights Reserved. All
spectfications are subject to change without notice All trademarks herein are the
property of their respective holders

sfory

CONTRACTOR

WWW.,
tascam

.com

DJ AND
PRODUCER
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CREATIVITY




PROFESSIONAL AUDIO AND MUSIC PRODUCTION

MAY 2005, VOLUME 29, NUMBER 6
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We are an industry in transition. Hardware interfacing with software.
Commercial studios working with private facilities. High-resolution recerdings
distributed in low-res formats. The one thing we do know is that amid all the
uncertainty, the professional audio community will always care about quality.

31 Quality in the Age of “Good Enough”
Is there a need for high-end recording when budgets are diminishing,
consumers are listening on earbuds and there are just too many delivery
formats available? Senior editor Blair Jackson expounds on these topics.

36 Audio Engineering 2005
Whatever happened to the “art” of engineering? Maureen Droney asks
several respected engineers how their craft has evolved.

44 The Consumer Conundrum
While our industry continues to debate the merits of high-end surround formats,
are we forgetting the consumer, who has opted for MP3 and iPods?

62 The New Model of Manufacturing
Just because something is costly doesn't mean that it is high quality. And just
because a mic costs $99 doesn’t mean it's a dog. Added features, enhanced
functionality, free upgrades—manufacturers are doing what they can to compete.

70 Concert Sound Breakthroughs
Line arrays, DSP, in-ear monitors and wireless, digital mixers—the live sound
industry continues to make strides in quality gear for engineers on the road.

50 The Hybrid Production

54 The Curriculum Quandary
PAGE 50

58 Archival Standards

74 Profile: Bruce Jackson by Sarah Benzuly

76 Profile: Mark Knopfler by Rick Clark

78 Profile: Keith 0. Johnson by Heather Johnson
80 Profile: Rudy Van Gelder by Jeff Forlenza

PAGE 74 176 Quiz: Final Words on Quality

Check Out Mix Online! http://w mixonlinexcom

{Volume 29, Number 6} is ©2005 by PRIMEDIA Business Mogazines & Media, 9800 Metcalf Ave., Overand Park, KS 66212, Mix (ISSN 0164-9957) is published monthly. One-year (12 issues) subscrip-
tion is $35. Canada is $40. All other infernational is $50. POSTMASTER: Send address changes to Mix, P.O. Box 638, Mt. Morris, IL 61054. Periodicals Postage Paid at Shawnee Mission, KS and at
odditional mailing offices.This publication may not be reproduced or quoted in whole or in part by printed or electronic means without writien permission of the publishers. Printed in the USA. Canodian
GST #129597951; Canada Post Publications Mail Agreement #40597023. Canada return address: DP Global Mail, 4960-2 Walker Rd., Windsor, ON N9A 6)S.

6 MIX, May 2005 * www.mixonline.com



-
THE PERFECT MATCH
_

The DPA 3521 stereo kit. Two DPA 4021 compact cardioid microphones
matched within 2 dB on frequency response, sensitivily and self noise.
Supplied in a robust carrying case with an XY/ORTF holder, two goose-
neck mounts and two magnet bases, the DPA 3521 is designed for low
profile mounting inside pianos. Its also the perfect stereo pair for drums,
horn and string sections and choirs, and a spot pair for acoustic ensembles.

The DPA 3521 stereo kit - the perfect partner for your instruments.

TEC Award Nominee
4088 Cardioid Headband

M/
W
)
N
For more information contact DPA Microphones, Inc., Lyons, CO 8054C, Ph.: 303 823 8878 |

info-usa@dpamicrophones.com www.dpamicrophones.com MI CROPHONES
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I've ever had in my studio and
they're not going anywhere!
They look and sound great!”

“l use HR824s in my home
studio as my main go-to

monitors, and 624's on the
bus during our Projekt
Revolution tour.” ’ —

s Mike Shinoda « Linkin Park |

— .
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“My Mackie HR624 =

Studio Monitors sound 1
.

up too much space inmy ( {z\

studio—they‘re perfect.”

gorgeous and don't take
| Justin Meldal Johnsen < Beck, Air, Imarohot j

p
- : o
A -
! -
e “We've got the
@ 3 HR824'sin our

project studio
and we love their
true sound. We

would be lost
= -olf ~— -1 without them.”
A
1 MXPX
“Mackie HR824 e —— e~ —

nearfields are my
audio reference to
the real world. What L |

elsecanlsay?” | ‘
o p I
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Ben Margulies - Mariah Carey, Lisa Lavie 9%

“Mackie HR824 moanitors are the
first pair of really good speakers

ARLetly it e SiIE

\HH SERIES STUDIOD MONITORS

“MACKIE MONITORS

ARE MY REFERENGE TO THE

REAL WORLD.”

The artists pictured in this ad can
afford just about any studio
monitors they want.So we're

oud they ch use Macki ' .,
pr ud.t eyc c.>oseFouse. ackie o, | =D
HR Series monitors in their home . ‘
and project studios—day in and _ - ,

day out—without cash or
coersion from us. If you're looking
for professional studio monitors
you can trust to tell the truth, visit
yourlocal Mackie dealer and ask
for an HR Series demo_The real
world awaits.

-

-
o

=
' MACKIE.

www.mackie.com




FROM THE EDITOR

We All Care About Quality

| here’s a scene in the movie Sideways where the Paul Giamatti character, sidled

up to the wine bar with his buddy, is discussing the release of a special reserve
with the pourer (Sandra Oh). It's supposed to be a fabulous wine, but Giamatti can‘t
help himself—finds it too young, hasn't filled out yet, etc. The pourer agrees, and
they start breaking it down, at which point, the buddy (Thomas Haden Church)
pipes in, with a big smile, “Tastes good to me!*”

Now, if we think of Giamatti as the veteran engineer, the one who won't accept
mediocrity no matter what label it peeks out from, and we think of Haden Church as
the typical music consumer, we begin to see just where the audio industry resides in
2005. We are at a crossroads, where the capability for producing and delivering music
atincredible fidelity, in full-blown surround, has finally arrived, and yet the consumer
overwhelmingly has declared that compressed formats “sound good to me. "

These two streams do not need to be in conflict. No engineer working in 24-bit,
96k is going to dumb-down a mix based on a popular release format (i.e., down-
loads). That would be a wholly unnecessary compromise. And no consumer, per-
fectly content with the portability and convenience of an iPod, is going to have an
arm twisted and plunk down cash for an SACD if that's not what they want. Again,
not necessary. Low fidelity and high fidelity can co-exist as they always have.

The same can be said for other areas of the professional production industry. The
decades-old argument of analtog vs. digital has now morphed into a debate over profes-
sional vs. prosumer. Or features vs. performance. Or, well, | guess we do still talk about
analog vs. digital. But the point is, as we find professional audio manufacturers mak-
ing their way into Best Buy, and as processing power inside and outside the computer
expands exponentially, can we continue to use price or features or (gasp!) whether a
record was recorded in a project or commercial facility as an arbiter of quality?

Quality, no matter what Phaedrus may have been searching for in Zen and the
Art of Motorcycle Maintenance, is not an absolute. Yes, we can be somewhat objec-
tive and note that a vintage Neumann, reconditioned to perfection, sounds better
than a Radio Shack lavalier. But if a $99 Casio keyboard sound makes it onto a hit
record and the tone is right for the song, who cares that it wasn‘t a B3?

In putting together this special issue of Mix, the only assumptions we made,
in answering our own question, was that all 50,000 readers care about quality.
They may not agree on what it s, but they all tend to “know it when they hear it,”
whether in a new product offering or a hit song. And in our approach, we made no
judgments on price or features or fidelity or budgets. As Stephen St.Croix points out
in his “Fast Lane” column, a crappy, noise-filled Billie Holiday number can still bury
any number of hit singles released in the highest of high fidelity.

So if you find yourself next to Thomas Haden Church at the wine bar, and he's
asking for a taste of the screw-top, by all means, raise a glass and say, “Good for
you."” Then reach for the private reserve.

[ losn GD
Tom Kenny /
Editor ‘
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MALIK]
O N YX 800R ANALOG MIC PREANP WITH 192kHz DIGITAL OUTPUT .

20 0 O

3

We didn’t mean for it to outperform tweaky
mic preamps costing three times as much.

™ _ =1 2]
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( Okay. That's a lie. We totally did.)

When you pay thousands of doflars for a”boutique”
studio microphone preamp, you should expect
tight, focused high-end, superior ambience
retrieval, detailed lower bass octaves, and a highly
articulated midrange. In short, it should give you the
most from any mic you plug into it.

Not coincidentally, that's also what you get with
Mackie's new Onyx 800R 8-Channel Premium
Microphone Preamp — at a decidedly less than
boutique price. The no-compromise Onyx 800R
features new high-performance analog
circuitry developed specifically for 192kHz
audio, coupled with the finest A/D
converters on the market, giving you

World Radio Histo
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y

impressive specs like 123dB dynamic range and
an amazing 0.0007% THD.The 800R also gives
you tweaky features like a Mid-Side Decoder
and Variable Mic Impedance control, which

lets you “tune”the preamp to any

connected microphone.

So how does it sound? In the words of one our
big-name studio beta testers,“The Onyx 800R brings
a whole new dimension to classic mics we’ve used
on countless records. This is by far the best mic
preamp wefve come across in years.”

We couldn‘t have said it any better.
Visit your Mackie dealer to learn more.

8

MMK. EO
@

www.mackie.com
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|

DIGIDESIGN

ICON

INTEGRATED CONSOLE

¥

think big.

Big things often come in small packages.
Like D-Command, the newest member of
the Digidesign ICON tactile worksurface
family. Packing amazing control and
1CON-exclusive Pro Tools functionality
into a compact console, D-Command

puts you in command of your creativity.

Visit www.digidesign.comiicon to learn more about the all-new D-Conumand
tactile worksurface option for ICON. For ICON mquiries. email ICONmnfo'w digidesign.com.

Intuitive, touch-sensitive console control * Pro Tools| HD Accel DSP and 1/0 resources « 192 kHz sample rate support
Precision 48-bit mix bus * Industry’s finest plug-in options * Automatic Delay Compensation * Integrated video and delivery
Total session recall * Unparalleled automation features * 200x more bandwidth than M1DI-based controllers
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Letters to Mix
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BEHIND WALL OF VOODOO'S
ALTERNATE REALITY

| read with amusement your piece on the
making of Wall of Voodoo's Call of the West
["Classic Tracks,” March 2005], particularly as |
was the recording and mixing engineer for the
album at Hit City West (LA.). My recollection
is that “Mexican Radio” and “Hands of Love”
were originally cut prior to the album to see,
by the powers that be, just what direction the
project would take. Both tracks were finished
before the green light was given to complete
the rest of the album. After those two songs
were finished, Richard Mazda brought in Jess
Sutcliff to record the remainder. [Then], Jeff had
to return to England and the project fell back
[to me and] Avi Kipper for the overdubs and
mixing. In fact, | mixed “Mexican Radio,” “To-
morrow,” “Lost Weekend,” “Hands of Love,”
the title track, “Call of the West,” and maybe
“Interstate-15" and “They Don‘t Want Me.” As
for the Spanish noise pollution at the end, the
assistant, Susan Wipple, and | simply tuned in
a Mexican radio station in one of the studios
next to the room we were in and captured some
chatter from the airwaves and flew it in. | do
remember asking, “Can we do this?” And | do
know [that] | said that we should at least find
out what the DJ was saying.

On the album and CD, Jess’ name appears
first and larger than Avi's and mine. On the EP,
my name and Jess’ have equal billing. | was
proud that my mix was used for the record and
get a thrill every time | hear it on the radio. The
biggest rush came when, in episode #914 of
Seinfeld, Kramer sings the chorus while install-
ing the reverse peephole. The track was also
played for the end credits.

When the CD Call of the West came out, my
engineering credit was mysteriously dropped
out. | could tell you about the EMT gold-foil
plates, the Master Room reverb, the 451 with a
20dB pad and elbow on the snare, Joe [Nanni,

14 MIX, May 2005 « www.mixonline.com

drummer] playing on pots and pans, janitors and
dogs interrupting the vocals, the bunny dust,
Stan’s [Ridgway, vocalist] comment “It's kind of
loud in here" referring to the headphone mix
and the epic 20-minute piece about Raul the
Clown that never made it on the record.

Despite the fact that some people’s memo-
ries are selective, | still believe these were great
people to work with. Stan is an American
treasure. | owe [producer] Richard Mazda for
turning me on to Brian Eno's Strateqy Cards,
which included his brilliant words, “The tape is
the music.” It was a great time in our lives and
we thought we knew everything back then.
My girlfriend says it's just a case of the older |
get, the better | [once] was and that ! should be
happy that others are so proud of my work.

Perhaps this is a problem that many record-
ing and mixing engineers experience, as this
isn't the first time my name has been omitted
from a major release. It seems there should be
some legitimate way to correctly document
credits that follow a song from its initial release
through to subsequent re-releases.

I never got into this for the money and cer-
tainly not for fame. I truly love my work and the
people | work with. Sometimes, it's a thankless
job. And sometimes people can‘t thank you
enough. Just give credit where it's due.

Robert “Bert” Battaglia

EN MEMORIUM, MUSCLE SHOALS
I've recently read, with great sadness, of the
end of Muscle Shoals Sound in Sheffield, Ala.
Although it will continue on within the film
industry, it will never be the same. Being born in
Florence, Ala., I knew it as a legacy. One of my
earliest memories is flying into Muscle Shoals’
airport and seeing copies of Gold records on
display by artists such as the Rolling Stones, not
to mention countless others who had recorded
there who never reached the status of the
Stones, but ended up with their own top-notch
piece of history. Ya'll have the list and know
the history. How about a feature on Muscle
Shoals Sound Studios? And play it pretty for the
swampers.

Jon Head

Traverse City, Mich.

ROMANCING THE UPGRADE

I wanted to pass on some thoughts about Paul

Lehrman’s article in the April 2005 issue [*Ad-

ventures in OS X“]. | value his monthly column

and, while I can't really take issue with what was

written, I would like to share some thoughts.
Steve Jobs made a mistake not releasing

OS X to developers until it was ready to launch.
it kept almost every studio user from upgrad-
ing until two years later. It is a big jump for
everyone—it's a new environment, it has its
own unique logic and its own limitations—but
it is still an improvement. If companies would
embrace open standards like Core Audio, Core
MIDI and AudioUnits, it would make everything
better. If companies would agree on a standard
for libraries and locations, it would streamline
OS X and reduce [user] frustration.

Getting everyone to agree on the MIDI
standard was hard enough. Companies like
proprietary rights; they don‘t want to get on
the love train. At the same time, they don't
spend enough time on technical information,
installers or updates. There is no excuse for an
application not overwriting a user template [or]
not removing out-of-date, conflicting files upon
installation or updating. There is no excuse for
an application not to use OS-defined libraries.

Lehrman is like me, | suspect: something
of a romantic. We expect technology to actu-
ally fulfill its promise. We expect it to be stable,
functonal and inspired. Does anything actually
work that way? Have you ever had a computer
system that ran flawlessly and completed any
task you set it to do? It should be that way, but
it's not. Won't ever be. Did you ever have a con-
sole that didn’t need maintenance at the critical
moment? Did you ever have a tape that didn’t
stretch at exactly the wrong place? Never had
a guitar amp that didn‘t secretly long to be a
radio? Frustrating, perhaps, but still better than
the alternative.

There are actually workarounds for most of
the problems mentioned [in Lehrman’s column],
but who ever likes that sort of solution? In a
year, everything will be new again—we'll all be
lost again—but at least it will be new pastures.

Todd Zimmerman

Studio 139

GETTING WIRED WITH CILETTI

Just got done with “Tech’s Files: Zen and Now—
Acoustics, Patchbay Wiring and Balanced Audio
Circuits” [April 2005]. Finally, | get some good
info on wiring! Here's a suggestion or maybe a
plea: Eddie Ciletti, write a small book on studio
wiring and sell it on your site as a .pdf. | would
buy it

William DeMarco

Send Feedback to Mix
mixeditorial@primediabusiness.com
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Genelec, the benchmark in active reference monitoring, offers the
most complete line of active reference monitors far professional
audio, no matter what type of audio you are producing.

The new 8000 MDE™ Series monitors deliver powerful, extended
resolution and realism - from electrical signal to acoustic event.
With extended frequency response and lower distortion across
their entire bandwidth, the 8000 Series offers consistently precise
monitoring with no tolerance for error.

Combined with Genelec’s 7000 LSE™ Series subwoofers,
accurate reference systems can be easily integrated into nearly
any environment, whether you are working in stereo or surround.

Contact us for system specification and a demonstration using
the complete range of Genelec 7000 and 8000 Series monitoring
solutions in your room.

www.genelecusa.com

Intemational inquiries: Genelec Oy, Olvitie 5, FIN-74100, lisalmi, Finland

T +358-17-83881, F +358-17-812267 Email genelec@genelec com

In the USA: T 508.652.0900, F 508.652.0909 Email genelec.usa @ genelec.com

In China: T +86 10 8580 2180, F +86 10 8580 2181 Email genelec.china@ genelec.com
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| REMEMBERING MARTY FELDMAN

16 MIX, May 2005 »

On January 21, 2005, Martin
Feldman passed away. Many knew
him as the founder of Paragon
Recording in Chicago in 1969; others
as co-creator of Chicago-based
EARS (Engineering and Recording
Society). Feldman got his start
as a gigging drummer in St. Louis
before heading to Chicago to learn
under legendary engineer Malcolm
Chisholm. According to Gary Khan,
founder of Pegasus Recording Co.,
Feldman was most comfortable
“holding court” anywhere, but
Chisholm was the only person who
commanded Feldman’s immediate
and respectful attention with a
stern, but simple, "Martin!” as only
Chisholm would call him. While at
Paragon, Feldman worked with such
luminaries as Earth, Wind & Fire and
a who's who of Chicago-based R&B,
soul, jazz, rock and blues artists.
Thanks to Khan for helping us
round up the following sentiments.
Gary Khan: “In a post-EARS
meeting discussion, he reminded us
that mere presence in a professional
studio meant you had proven skills.
To quote in that context: ‘Remember
when you actually had to have talent
to set foot in a studio?’ [Paragon]
had such a wide reputation that
Queen’s producer called from
England for studio time at the height
of their popularity, but [Feldman]
dismissed the call as a prank. Marty
was (much) later approached at
a Grammy Awards show by him,
somewhat reticently, who asked
if he'd ‘somehow’ offended Marty.
Marty still languished over ‘all the

studio time he could’'ve booked
doing Queen’s endless layering
overdubs!™

Bruce Swedien: “In 1969,
[Swedien’s wife] Bea and I were
living in Chicago. I had a staff job
recording and mixing music for
a major Chicago-based ad music
producer. To tell the truth, I was
getting very bored with recording
music for advertising. But I have
always loved recording records. I
love recording a meaningful musical
statement. I had to do something!
Bea and I talked about it into the
wee hours many a night. She said
that I must be true to my calling.
The only thing to do was to go
freelance and broaden my options
for session work. I did it! I told the
jingle producer that I was going
freelance. I think I was one of the
first in the industry to do this!

“Marty Feldman was the first
studio owner in Chicago to open his
studio to me. I am forever in his debt
for that kind gesture. Marty was a
great guy and helped me attain my
independence. I love ya, Marty!”

Tom Radtke (past session
player with Feldman’s wife, Bonnie
Herman): “I do remember Marty's
great ‘no problem’ attitude when
it came to production requests. I
was working on a Bill Quateman
album, and Bill and the producer,
Robin Cable, from England, wanted
an organ overdub for a track, but
something big! A big B3 sound or
something—and remember, this is
before samples. The next day, I show
up for more rhythm tracks and Marty

AVID TO ACQUIRE PINNACLE

With an expected close date of
July 1, 2005, Avid has acquired
Pinnacle Systems Inc. in a cash
and stock transaction. Pinnacle
shareholders will receive 0.0869
shares of Avid stock and $1 in cash
for each Pinnacle share. At closing,

it is expected that Avid will issue
approximately 6.2 million shares
and pay $71.3 million in cash, for
a total value of $462 million based
on Avid's stock price of $62.95 at
market close on March 18, 2005.
Pinnacle purchased Steinberg

wewe. mixonline.com

has audio cable coming out of that
third-floor control room, down three
flights of stairs, out the door and
along the sidewalk on Huron, down
the street and across State, down the
block running into the back of this
big church. They were recording Dick
Reynolds (of Comtrack) overdubbing
on this kick-ass pipe organ. I walked
into the control room and Marty
had this big grin on his face. ‘Big
enough?’ he asked. Ah, the ‘70s. He
will be missed.”

Ed Cherney: “Marty Feldman
hired me as an apprentice engineer
at his Paragon Studios the night
that Jimmy Carter was elected
president. It was one of the happiest
days of my life. He gave me my first
opportunity to follow my dreams.
Marty created a studio that at the
time was on the cutting edge of
technology, music and creativity.
Marty took personal responsibility

in January 2003, whick was then
bought by Yamaha in December
2004. Avid purchased M-Audio in
August 2004. Thus, Avid will only
be acquiring Pinnacle’s broadcast
and graphics capabilities. According
to Avid president and CEQ, David

for educating and molding kids that

wanted to grow up to be recording
engineer/producers. He made sure
that you learned everything abous
the business and art of recording
music—from the way you held
and moved a microphone, cleaned
a toilet, mopped a floor, edited
tape, made copies, treated clients
made coffee, tuned drums—and
capturing great music. Any success
that I have had can be directly
traced to the discipline, education,
interest, caring, opportunity and
love he showed me and many others
that passed through his beloved
Paragon Studios. The time that
I spent at Paragon with Marty I
consider a gift and his spirit travels
with me wherever I go.”

Tom Fiegle (former Paragon
employee, now with Shure and a
new studio owner): “He changed
my life.”

Krall, “Just as our acquisition of M-
Audio brought us into the consumer
audio business, by acquiring
Pinnacle’s consumer video business,
Avid will be able to tap into the next
generation of video editors while
they are still learning their craft.”



MUSICIAN'S HOTEL

BRINGING TECH TO TEXAS

Now in its 15th year, South by Southwest (www.sxsw.com) has
emerged as the showcase for both emerging bands and established
artists looking to move on up. With more than 1,300 bands over four
nights, it truly is a music lover's dream. The only problem is that
even with most of the performances taking place in a club-infused,
five-block stretch of Sixth Street in Austin, fans have to sometimes
make difficult choices about who to see.

Shopping around in the

Guitar Center Pavilion

PHOTOS DAVE VANN

This year, Mix, Electronic Musician and Remix magazines brought
technslogy to the event for the first time. Based on the popular
Remix Hotel, the Musician‘s Hotel, held in the Austin Hilton,
provided rooms full of technology and musical instruments
from sponsors that included Alesis, Akai, Apple, Broadjam,
the Conservatory of Recording Arts and Sciences, Digidesign,

,Mi; Nashville editor Rick Clark {left) ihterviews Ronnie .l'don'rose

Discmakers, Guitar Center, Mackie, M-Audio, Native Instruments,
Numark, Shure, Submersible Music and the Musician’s Atlas. Also,
Mix, EM and Remix editors conducted lively Q&A sessions with the
likes of Ronnie Montrose, Dwight Twilley, AMD's Charlie Boswell,
Bob Ludwig and the lads from Kinky.

For more on Musician's Hotel and SXSW, see £M senior editor
Mike Levine's full report at www.emusician.com.

COMPILED BY SARAH BENZULY

MIX FOUNDATION

ANNOUNCES SCHOLARSHIP WINNERS

§ on T TR

Individual scholarships for the 2004 TEC Awards
Scholarship Grant were awarded to Tyler Andal, Kayla
Knoll and Nathan Tocci.

Andal, 16, a recording industry major at Middle
Tennessee State University, is interested in audio
engineering, producing and session performance, and
hopes to teach later on in his career.

Knoll is currently studying at Ex’pression College for Digital Arts, after
which she hopes to intern to learn and master new technologies, taking
these experiences into developing her own production company while

composing music.
While on his way to completing a bachelor’s
degree in Sound Recording Technology at UMass
Lowell, this summer, Tocci will be interning at an
L.A. recording studio. Post-graduation, Tocci would >

like to be hired as a pro recording engineer for a
project studio that focuses on rock, pop, vocal or
classical projects.

In other TEC news, the 10th Annual Mix L.A. Open, sponsored by the
Mix Foundation for Excellence in Audio, will be held on Monday, June 13,
2005, at the Malibu Country Club. Proceeds will benefit
the House Ear Institute’s Sound Partners program
(www.hei.org) and L.A.-based Sound Art (www.
soundartla.org). Space is limited, so golfers should
make their reservations early. For information about
sponsorships or entry fees, go to www.mixfoundation
.org or call Karen Dunn at 925/939-6149.

N

Ty[ei Andal

Kayla Knoll

Nathan Tocci

Who Rick Belt, Beyerdynamic general manager
Main responsibilities: designing the future of
the brand. To that end, I have assumed the roles
of director of marketing and director of sales.
Additionally, I oversee all departmental operations.
Previous lives:

e March 2000-August 2004, Sennheiser product manager of RF wireless

systems

e 1997-March 2000, freelance sound engineer, studio engineer/
producer, ENG and EFP location sound recordist/mixer, system designer
and some installation
* 1995-1997, store manager at Fox Music House (Columbia, S.C.)
e 1992-1995, Full Sail Center for the Recording Arts course director
of advanced recording and production
e 1988-1992, staff engineer at Platinum Island Recording Studios
(New York City)
If I could do any other profession, it would be...designing and
building furniture.
The last great movie I saw was...Ray.
Currently in my CD changer...Bryan Adams Waking Up the Neighbors
(mixed by Bob Clearmountain, who is my hero).
When I'm not in the office, you can find me...making sawdust (and
furniture) in my woodworking shop.
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NEWS —

5.1 Production
Services (West L.A.)
has promoted Sandi

CHICAGO NARAS HOSTS

created position of
VP, production...
Recently employed |
by QSC Audio, [
Jon Sager joins
| JBL (Northridge,
‘ CA) as product manager, engineered
| sound...Trew Audio (Nashville) news: i
Skylor Morgan promoted to product
specialist for Nashville and Toronto
offices; Robert Milner is the new sales
rep in Nashville; and Rob Rightmyer |
is director of information technology
for both offices...Inter-M Americas
(Chester, PA) hired Dave Dermont as
technical support specialist and named
PowerLines Marketing (Evanston, IL)
as its rep firm in northern Illinois
and eastern Wisconsin...Moving to the
States from the Queen’s land, Thomas
Jensen (service manager) and Phill
Scholes (service engineer) are two new
faces at SSL's New York City office...
|  New representatives announced: SLS
Loudspeakers (Springfield, M0) added
Ouzunoff & Associates (Yorktown
Heights, NY) to represent upstate
New York territories and New England;
Holophone  (Toronto, Ontario)
appointed Digital Media Technology
(Hong Kong) as its rep in China,
| Hong Kong and Taiwan; AXI (Rockland,
MA) is the exclusive U.S. distributor
’ for LA Audio (Hampshire, UK); HME
. (San Diego) added numerous sales

Jon Sager

reps, including Applied Technologies
Group (North Carolina), AVWest Inc.
(Arizona), Best Audio (California),
| Fault Line (Oregon/California), John
B. Anthony Company (New Jersey),
Shaeer Media Solutions (Maryland)
and Sound Vision Marketing (Florida/
Puerto Rico); Manifold Labs (Little
Ferry, NJ) selected ELECTORI (Tokyo)
to distribute Plugzilla in Japan;
AmericanMusic&Sound (Agoura Hills,
CA) signs Vestax (Tokyo) for exclusive
| U.S. distribution deal and appointed
Joe Jack Giacopelli as Vestax product
manager; and NAPA (Agoura Hills,
CA) added Focusrite (High Wycombe,
| England) and Novation to its roster of
distributors.
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Taylor to the newly r

SURROUND PRODUCERS GRAMMY P&E SEMINAR

The NARAS organization and Pressure Point
Studios (Chicago) brought all-star producers
Elliot Scheiner, Ed Cherney and George Massenburg
to a very chilly February 17 in Chicago to talk to
area studio professionals about the future of
surround sound, particularly format challenges
and obstacles to overcome the current record
company business model. During both sessions
that day, Massenburg, Cherney and Scheiner
played examples of surround mixes they had
done in the past few years, talked about personal
philosophies and experiences with artists and
record companies, and took questions from
engineers and studio owners.

Massenburg cited industry figures showing
that more than 28 million homes in the U.S. have

INDUSTRY EVENT

From left: Pressure Point studio manager Chris
Schneider, Sarah Mudler (Chicago NARAS), Ed
Cherney, Steve “Silk” Hurley (Chicago NARAS),
Elliot Scheiner, Pressure Point producer/engineer
Larry Sturm and George Massenburg

surround playback capability and said, “Once
the ears have heard surround, they will always
choose it as the preferred listening medium
when available.” —Craig Dalton

SSL, GUITAR CENTER IN-STORE TOURS

Solid State Logic and Guitar Center held the first of
16 in-store tours featuring SSUs AWS 900 Analogue
Workstation System and Xlogic line of outboard
gear on March 8, 2005, at GC's Hollywood location,
attracting local studio owners, artists, producers and
engineers. The yearlong tour will hit GC Pro stores in
San Francisco, Boston, Seattle, Denver, San Diego,
Houston and Las Vegas. Visit www.solid-state-logic
.com or www.gcpro.com for dates and times.

According to Rick Plushner, president of SSL
North America, “Each SSL clinic features guest
praducers and mixing engineers talking about
modern-day production techniques and their
experiences in making hit records. {The March 8
event featured Grammy Award-winning producer
David Kershenbaum, who recently purchased twe
AWS 900s.] SSL staff is on hand to answer
questions and help create an exciting event.”

Seated at the SSL AWS 900 is record producer
David Kershenbaum; standing [from left) are Robby
Scharf of Guitar Center and SSL's Phil Wagner




Taking care of business
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With the ability to handle FOH, monitors, or both simultaneously,
specifying a Seundcraft MH Series mixing console Is always a sound decision.

Add modular construction®, a choice of frame sizes, 8 VCA groups and legendary
Soundcraft sound quality - all at refreshingly affordable prices - and perhaps it's
no surprise that MH3 and MH4 consoles are such a global success story.

MH4 now equipped to handle 16 separate monitor mixes

v
i

Now the flagship MH4 is even more flexible, with a new input module
featuring true mono/stereo switching of Aux busses to detiver 16 mono,
12 mono/2 stereo or 8 mono/4 stereo monitor mix configurations.

- IN".’M' \\'Q \\'\""‘ AR '-- " So if live sound is your business, find out more about
Soundcraft MH Series mixing consoles at www.soundcraft.com/mh
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— ¢ Soundcratt

* The Soundcraft MH3 dual purpose live performance cansole features a semi-modular

construction in blocks of 8, and is equipped to handie 12 morsitor mixes 1n 12 mono, H A Harman international Company
10 mono,*1 stereo andl 8 mono: 2 stereo contigurations

Soundcraft T: +44 (0)1707 665000 E: info@soundcraft.com Soundcraft US T: 888-251-8352 E: soundcraft-USA@harman.com
www.soundcraft.com/mh
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THE FAST LANE |

Quality Software

At 10 Percent of Retail Prices

uality.
What the hell does that actually mean? Oh,
yeah, I guess I should tell you now that this
column has nothing to do with computer software.
I just titled it that way because I felt a need to honor
the bulk of my carefully filtered incoming e-mail, and
“Penis Enlargement, Could the Guy in Front of Me Even
Be a Bigger Dick?” was just too long a title.

And to further clarify my intent, I'm not even writ-
ing about how bad a certain Pathetically Tolerable
DAW sounds.

And I leave you to research how writable DVDs
delaminate and send your life’s work into the ether.

Ah, yes—ether. I shall forego telling you about the
quality parties that doctors used to have as soon as it
was invented and Roofies weren’t ready yet. All T will
say is that those were dangerous days for surgeons’
female companions carrying little glass bottles and
handkerchiefs.

There will be no compression complaints, no sample
rate—conversion horror stories. No analysis of why alumi-
num electrolytics sound like crap or why bad slew rates
make bad music even worse.

None of that.

Nope, I am going all the way back to the beginning.
This month, I'm ignoring how we are recording and
focusing on what we are recording.

WRONG AGAIN
I guess this would pretty much be where you would
expect me to attack rap or metal or puppy-lust pop. But,
alas, I cannot, for I have vowed, for this one month, to
talk only of music.

Shall we begin?

Most of us have a pretty clear understanding that
there are good cameras and bad cameras. The bad
ones might be out of focus, have distortion, uneven
or unpredictable exposure or any of a hundred other
shortcomings. The good ones work.

And we all know that possession of a good camera
does not ensure nor even imply the creation of good
photographs. Experience, skill, understanding of the
technology and the eye of an artist are the components
that make good photography possible. A true pho-
tographer will certainly get more prints that earn the
label “art” with the best gear than with bad gear, but
don't forget that there are thousands of grainy, techni-
cally flawed prints out there that are truly stunning,
emotional art.

The best gear increases your chances of more qual-
ity product, but only if you already have what it takes.
If you dont, it only helps you produce slicker crap.

www.mixonline.com

BY STEPHEN ST.CROIX

And so it is with music—but even more so. Most
powerful photographs are seen and stolen by the pho-
tographer. They are not posed or staged. The person
doing the capturing is the artist. Most photographers
are opportunistic manipulators. They develop a skill
for finding potentially powerful images, waiting for
lighting or circumstances to peak, blocking and ar-
ranging angles to maximize impact, and then bracket
the hell out of 20 motorized shots. Then maybe they
print one.

Though we know that the
photographer is responsible for
the creation of the image,
and we know that the artist is
responsible for the creation of the
actual content of the song,
we act as if we believe the engineer

and producer are the creators.

But in music we have “talent.” Everything is posed,
arranged, practiced, rehearsed, executed and punched
in a controlled environment. Not to mention com-
pressed, EQ'd, edited, pitch-corrected, mastered and
hyped. Hell, the actual process itself seems to intrinsi-
cally prohibit the creation of true art.

THE BUCK STOPS WHERE?

And though we know that the photographer is re-
sponsible for the creation of the image, and we know
that the artist is responsible for the creation of the
actual content of the song, we act as if we believe the
engineer and producer are the creators. They may be,
if they are very good, the creators of the sound, but
not the soul.

Billie Holiday. The recordings are pretty crappy.
But the music, the arrangements, the execution, the
intensity, the pain, the pleasure, the whole story—this
is music, this is quality, this is history, this is art. A
heart-wrenching glimpse of haunting musical beauty
born of trapped obsession and pain. Ten bucks.

Hank Williams, Patsy Cline, Bob Marley, Louis Arm-
strong. Roy Orbison, k.d. lang. Ray Charles, Stevie Ray



Sleeps in cars.

Works in bars.

Gets spat on a lot.

We wouldn’t have it

any other way.
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Vaughn. Spooky masters of art and tech-
nology like Annie Lennox. The raw sim-
plicity that speaks directly to the working
class of the time—The Kinks’ “You Really
Got Me,” The Troggs' “Wild Thing.” Anger,
rebellion and pain focused so sharply that
the result burns through all pretense in
Johnny Rotten’s “I Did It My Way.” Joplin.
Cream. Queen—Freddie Mercury's final
performances.

Even the real-deal doo-wop—absurdly
simple games with sounds that resonated
within the souls of millions.

And finally the instrumentals. All 154
people who followed surf music felt every

The Most Important

Link [n'The Chain...

note of every hit every time they heard
the same damned songs. Ventures, Sa-
faris, Shadows. And way before all that,
Acker Bilk and the others who thought
like him,

I trust [ don't even have to name the
original Delta blues and gospel boys who
started it all. Just be embarrassed if you
can’t think of five of them in 10 seconds.

And I don't even want to get started on
the intensity of Seattle’s offerings.

No, I'm certainly not talking gear here.
I'm talking about quality. Real quality.
What comes out of the artist’s mouth after
he shows up, rolls a joint, puts on the cans

Unequalled component selection, innovative design
and strict attention to detail make Apex microphones

the pinnacle of performance and value.

Apex210 Ribbon Mic

Apex-SP2 Studio Package

apexelectronics.com

550 Granite Court, Pickering, Ontario L1W 3Y8 « Phone: 905-837-8481 « Fax: 905-839-5776
4625 Witmer Industrial Estate, Niagara Falls, NY 14305 = Phone: 716-297-2920 » Fax: 716-297-3689
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and leans into the mic and says, “Okay,
let’s roll.”

LOST ART, OR JUST AN

ART THAT’S A LITTLE LOST?

Hell, I don’t know. There certainly are
several artists out there today playing
and singing from their hearts, but the sad
truth is that the vast majority of products
released today are nothing more than
buckets of bits.

There certainly are several
artists out there today
playing and singing from
their hearts, but the sad
truth is that the vast
majority of products
released today are nothing

more than buckets of bits.

We live in a time where bling-bling is
considered good. That is so wrong.

Maybe more artists need to have their
legs broken or their hopes crushed or
come home to eviction notices. Some of
the most powerful songs ever released
bubbled up through a sea of heroin.

I just don't think I'm going to hear it
in your voice if your song is about how
your Ferrari got dinged while you were
in getting a new O ring for your Rolex on
Rodeo Drive.,

Hell, I dont even want to hear your
damned voice if that’s all you've got to say.

Let me be as straight and simple as
possible. I'm calling for content. Character,
individuality, actual singing and playing,
the telling of real stories.

If there's no blood on the sword, it’s
just a toy.

Can a few more of you out there do
that for me? For everyone else? For your-
self?

I hope so. ]

SSC bad a knife shoved into the front of bis
neck and pulled all the way around to the
back two weeks ago. He is home from the
bospital now and feels be has the right to
sing the blues about it, but be can’t because,
well...be bad a knife shoved into the front of
bis neck and pulled all the way around to
the back two weeks ago.
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All audio interfaces are not created equal. Your
microphones, outboard gear and software all affect your
sound, but you ultimately depend on your audio

interface to translate your music between the analog and

digital realms with the greatest accuracy possible. ! 1820
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ProTools HD192 Interface costing thousands of dollars) -

at a fraction of the cost.

And that's just the half of it. E-MU’s Digital Audio e 520

] . $39999
Systems also provide you with hardware-accelerated

VST plug-ins (over 600 presets) and zero-latency
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On the Road With Kronos

Chamber Music That’s Eclectic and Electric

hen a string quartet gets on an airplane, they

get five seats, with the extra one for the cello.

But here’s a question: Does the cello get a
baggage allowance? For most groups, that may not be a
big deal, but for Kronos Quartet, who schlep along the
electronic equipment they need to create their unique
sound (as well as a modicum of lighting gear) packed
into nearly a dozen hard-shell Pelican cases, it can mean
a huge difference in what a tour costs.

If you don’t know Kronos Quartet, you should. Not
long ago, the group celebrated its 30th anniversary as
one of the most daring and innovative “classical” music
groups in the world. Violinist David Harrington founded
the group in 1973 in response to hearing a performance
of George Crumb's revolutionary (and fervently anti-war)
quartet “Black Angels” for amplified string quartet.

Since then, they have recorded more than 40 albums
by themselves, one of which earned a Grammy for Best
Chamber Music Performance in 2004, and dozens more
with other artists ranging from Nelly Furtado to Joan Arma-
trading to the Dave Matthews Band, as well as soundtracks
for films such as Heat, Requiien fora Dream and 21 Grams.
They have commissioned more than 450 new works and
arrangements and have performed the works of almost
every major composer of the 20th century, and promise 1o
do the same for the 21st. And, they’re fantastic.

I'm ashamed to say that despite all my years following
the contemporary classical scene, I had never heard Kro-
nos play live. But I finally got my chance to hear them at
an arts festival in the .dead of this past winter in Ithaca,
N.Y. They played a typically eclectic program: works by

www.mixoriline.com

composers from Mexico, Nicaragua, India (with a pre-re-
corded track by tabla virtuoso Zakir Hussain) and Azer-
baijan, as well as a new work by renowned American
composer Terry Riley. The encore was their rendition of
Jimi Hendrix’s interpretation of The Star Spangled Bean-
ner, complete with gobs of distortion, feedback, scream-
ing rockets and bombs bursting all over the stage—all
played live through a couple of small racks of processing
gear. They blew the audience, and me, away.

Unique problems call for unique solutions. Kronos is
the only string quartet in the world that travels with a
full-time sound engineer (actually, two engineers alter-
nate) because they're the only string quartet in the world
that uses amplification at every performance. Shortly
after the concert that I saw, engineer Scott Fraser took
some time away from the group and let his cohort Mark
Grey take over for a tour of Australia and New Zealand.
“We leapfrog over each other,” he says, “so we can ac-
commocdate each other’s schedules. I tend to do the
gigs in Japan because the Japanese promoter we work
with likes to have consisiency, and I do Latin America
because I get by in Spanish fairly well. Mark gets to do
Scandinavia.”

Fraser has been working with the group for 14 years.
He started his career, like so many of us, as a musician
with a tape recorder. “I was playing guitar in rock bands
in the ‘60s, and when I discovered Hendrix, I discovered
electronics,” he recails. “That led to an appreciation of
Pink Floyd, and I got a tape deck and started doing my
own musique concréte in 1971, Other musicians realized
I had a tape recorder, and so they asked me to record
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Toll-Free Tech Support

_and Great Prices?

Only at Sweetwater!

Ever notice how mast music retailers’ ads have begun to look like supermarket ads ...special on aisle

five and so forth? Musicians need to save maney. We get it. But buying audio gear also requires highly
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Service Center.
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Bag End monitor
systems offer a flat,
accurate frequency

and time response
from 8 Hz to above
20 kHz.

i
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The MM-8 or M-6

combined with any
Infrasub™ bass
system creates a
customized wide
band monitoring
system.

S-21E- Single 21-inch
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flat response
down to 8 Hz

D.-fZ2EDA low profile
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4

www.bagend.com
847-382-4550

Time-Align® and Nearfield Monitor™
are trademarks of E.M. Long Associates
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their band demos.

He went to college to study music and
theater sound design. “I couldn’t get a mu-
sic degree where 1 was,” he says, “because
there was an ensemble requirement, and
they didn't have any way to accommo-
date someone who played electric guitar.
Meanwhile, they had one little room with a
modular Moog system and a Putney synth.
So [ spent every spare minute I had in there
teaching myself synthesis.”

Afier college, he found work in the ship-
ping room of Burbank, Calif’s legendary
Location Recording Service, where “I hung
around with great people. [Transformer
guru] Deane Jensen ran his business out
of there. Eventually, I worked my way up.”
He went freelance around 1977, starting outl
with a TEAC 33408 4-track reel-to-reel and
has never looked back. At the same time,
he started doing live sound for a wide va-
riety of artists, including jazz and big band
acts, folk festivals and “square stuff” such as
Peter Nero, Mel Tormé, Leslie Uggams and
Sid Caesar. On the classical side, he toured
with piano duo Katia and Marielle Labeéque,
and on the rock side with The Residents.

One of his favorite gigs was a 20-year
relationship with the Aman Folk Ensemble,
who performed authentic folk dance music
from all over the world. “I got 1o work with
every possible kind and variation of stringed
instruments and weird horns,” he recalls.

He got the Kronos job through connec-
tions with the quartet’s first resident sound
engineer, Fred Stites, and his successor, Jay
Cloidt. “They brought Fred in when they
decided they needed to have consistency,”
he explains. “I had toured with him on a
few acts. Afier it became too much for him
to be on the road all the time, he recom-
mended me.”

Kronos tours for about five months
every year, with an enormous repertoire
to draw on. “On any given tour, there are
usually no two nights that are the same
show,” says Fraser. “A given piece, if it’s
good, they’ll do for years. Some promoters
or producers want specific pieces, so they'll
work a program around that. Sometimes
they’ll set up a tour around a new CD.
Usually, they’ll have up to 20 pieces ready
at a time for a tour and they’ll do about
six a night.

“They feel that an evening’s program
should have the same structural integrity
as an individual piece; in other words, the
whole program is a composition and they
work the programs out months in advance.
Sometimes they’ll have to make a change if
the promoter prints something different in
the program or if it’s a big outdoor festival

—CONTINUED ON PAGE 156
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into re-defining the production of vocals. Combining
a complete suite of voice optimized tools and
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Quality in the Age of “Good Enough”

Audio Engineering 2005
The Consumer Conundrum

The New Model of Manufacturing

+ Concert Sound Breakthroughs

The Hybrid Production
The Curriculum Quandary
Archival Standards

Plus, profiles on Bruce Jackson,
Mark Knopfler, Keith 0. Johnson
and Rudy Van Gelder
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Why settle for anicon when
you can have the real thing?

SYSTEM57VIC

Euphonix has redefined the Digital Audio Workstation controller
with the introduction of the System 5-MC. Based on the successful
System 5 console range with 8 touch-sensitive knobs per channel,
touch-sensitive moving faders and high-res TFT displays, the System
5-MC also includes the innovative MC controller for fast access to
recording, editing, and mixing functions in any application.

Be Real

The console surface connects to one or more workstations via high-
speed Ethernet, with direct control of applications that support

the EuCon protocol, such as Steinberg’s Nuendo and Merging’s
Pyramix. Other DAWS can be controlled via HU!, MIDI and
SmartSwitch keyboard macros. System 5-MC is the ultimate controller
for music and audio post-production professionals.
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By Blair Jackson

it was the late, great Nashville engineer Denny Purcell who, in a moment of frustration and

resignation, opined about the audio industry, “We live in the age of 'good enough.”

Indeed, many people today argue that despite the better efforts of so many throughout

our industry, there has been a decline in the quality of recordings, of equipment and of the

overall music business climate. Music listeners are settling for mediocrity instead of insisting

on excellence. Convenience always seems to trump fidelity.

As with the music industry doomsday sce-
narios of two years ago, the carping and kvetch-
ing about quality is not without some justifica-
tion—but neither is it a true crisis, nor even a
radical departure from historical precedent.

One reason things look so bleak to so many
in our field is that to a large degree, much of
what we do is an adjunct to the record busi-
ness, and that industry has been going through
strange and depressing times for at least a de-
cade, with no end in sight. As the major labels
have become consolidated as part of larger
corporate entities unconcerned about the “art”
of music, instead interested only in generating
profits for iiber-companies’ stockholders, label
rosters have been decimated, recording budgets
have been dramatically slashed and there has
been a serious negative trickle-down effect that
has eaten away at recording studio profits and,
by extension, audio equipment manufacturers.
The lengthy studio lockout is virtually a thing

of the past; indeed, rare is the project now that

is fully recorded and mixed in a single facility.
Record companies know that studios are strug-
gling to find business and are forcing recording
rates to go lower and demanding that projects
be completed more quickly, quality be damned.
Indie labels have taken up some of the slack,
but they are in no position to be the sort of
free-spenders that the majors were from the late
1960s until the early '90s.

Recently, 1 called up an old record biz col-
league of mine, Howie Klein, to ask him about
the deterioration of the record business. A
one-time music journalist, Klein’s industry cre-
dentials include founding the fine San Francisco
Bay Area-based new-wave label 415 records
(Romeo Void, Translator, et al) and stints as
president of both Warner/Sire and Reprise
Records. Now, he’s semi-retired, teaching oc-
casionally at McGill University and still working
with young bands when the inspiration strikes.
What, 1 asked him, is the cause of the record

industry’s malaise?
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“In one word, corporatization. 1 don't
believe the corporate form of organizing
business can work with art. It was just a
matter of time before the entrepreneurs who
got the modern record business going—Mo
Ostin and Ahmet Ertegun and others—were
going to be superseded for one reason or an-
other—and age was a certainly a factor—by
people who weren’t music-loving visionaries
but who were basically corporate hacks.
That’s not to say that everyone in the music
business is a corporate hack. But at the very
minimum, the power to make decisions has
gotten into the hands of people who are just
corporate hacks.” In other words, he says,
the power migrated from the divisional level
of the record companies when giant corpora-
tions bought those companies. “The power
was gradually taken over by the corporate
owners. It was disastrous for the artists, the
employees, music in general. Aside from a
few guys at the top who made tens to hun-
dreds of millions of dollars, everyone else
was the loser.”

How does the corporate climate filter
down to the labels? Klein says that at least in
rock music, he believes the most successful
model is to find artists whose musical vision
you believe in and to support them. “They
don't break on the first album. Occasionally
they do—you find an Alanis Morrisette who
comes along and sells 23 million copies of
her first record. Much more common would
be something like Depeche Mode or Barena-
ked Ladies, two bands I worked with, where
it takes five records before they break.” Klein
notes that in the case of those two bands,
their eventual success led to Platinum sales
for earlier albums that had not been success-
ful, but in the current climate, the only thing
that matters is breaking bands immediately
to improve quarterly profits.

“The other more insidious thing that’s
happening is that the music people are
slowly disappearing and being replaced by
business people,” he continues. “When I was
chosen to be president [of Sire], I was chosen
because 1 was thought of as an artist’s guy,
but then once I was president, my job had
nothing to do with that. 1 was supposed to
figure out budgets; I was like an accountant.
They would ask me, ‘Okay, how many cop-
ies are we going to sell of the next Ministry
album?’ ‘How the *** do I know? The band
didn’t even write the songs yet!” But they lit-
erally based everything on how many they’re
going to sell. With Alanis and Jagged Little
Pill, we figured she was going to sell 25,000
and she sold 23 million. Doesn't that tell you
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the system is idiotic? When 1 felt it reached a
point where it was irrevocable, I retired.”
From a sonic standpoint, the develop-
ment that has audio-conscious types fretting
is the continued proliferation—explosion,
really—of MP3s as the medium of choice
for so many music lovers. It was bad enough
when x-thousand people were downloading
“shared” MP?3 files for free through pirate sites
all over the Internet. But with the success of
Apple’s iTunes and iPod (AAC encoding), and
similar ventures by other companies, the sup-
posedly inferior technology (as compared to

At the very minimum,
all the power to make
decisions has gotten into
the hands of people who are
just corporate hacks.

—Howie Klein

CD) has been embraced and legitimized by
the music industry. Add into the equation that
many people are listening to MP3s on either
tiny “ear buds” or inferior computer speakers,
and it’s easy to understand why audio engi-
neers and others sometimes wonder, “Why
am I slaving long hours in the studio trying
to make pristine recordings?”

But step back for a second and take the
long view. As Crosby, Stills & Nash sang in
“Déja Vu,” “We have all been here before.”
I hold in my hand, exhibit A. This quaint
piece of plastic casing with some flimsy tape
on small spools is called a cassette. There
was a time not so long ago when engineers
complained about the comparatively hor-
rible sound of cassettes; unquestionably,
they were inferior to LPs. Some even argue
that the quality drop-off between LPs and
cassettes was greater than from CD to MP3.
Eventually, cassette sales eclipsed album
sales, even though everyone knew they
didn’t sound as good. Why? Convenience, of
course. Cassettes gave us music on-the-go—
for cars, Walkmen (okay, “personal stereos”)
and large and small boom boxes.

But you know what? It didn’t change the
music one iota. There isn't a single engineer
who settled for inferior recordings because
the ultimate destination for many music
listeners was going to be a shitty-sounding

cassette played through mediocre car speak-
ers or a $49 “blaster”

The sad fact is, beyond the issue of cas-
sette quality, most people did not have very
good home hi-fi systems to listen to LPs ei-
ther. In the '70s, 1 had audiophile aspirations
but not the budget to match, so 1 lugged a
decent Garrard turntable, KLH bookshelf
speakers and a Panasonic amp around to my
many domiciles. Most people 1 knew had
worse systems than [ did, but we all actually
cared about music and spent hours sitting
around intently listening to albums—an in-
creasingly rare practice. In a way, CDs leveled
the playing field somewhat—they sounded
better on mediocre systems than LPs did—
and today, even the worst low-budget setups
are much better than comparable ones from
the LP age. Stil], if iTunes and CDs through
computer speakers is “good enough,” it is in
part because the majority of the population
don't own top-quality equipment, and they
don't listen to music that seriously to begin
with. However, one could argue that the
iTunes experience may help listeners to care
more about quality because listening to music
alone on buds or ’phones is an intimate act
that bonds the musician and listener.

The good news is that equipment manu-
facturers and engineers are constantly striv-
ing to make better-sounding gear and discs.
Millions of dollars (or pounds or yen) have
been poured into R&D and marketing, and
the result is a constantly evolving techno-
logical landscape. Multimillion-dollar busts
have occurred along the way—remember
DCC, the ill-fated digital cassette?—as well
as important trends that changed the way
people worked and permanently altered the
economics of the industry. Those ADATs
you have in the closet probably aren't getting
much use now that you've got your Pro Tools
rig, but they might have kept you afloat dur-
ing tough times, and they served as a bridge
to today’s digital workstation ubiquity.

Now the buzz—and the R&D mon-
ey—are going 1o high bit rate and surround
formats. Engineers and producers and record
companies are psyched. But the public is
confused. SACD or DVD-A? DVD-V? Dual-
layer? Surround for hi-def television? 5.1?
6.0? What the hell is 7.1? Those of us in the
industry are in a rarified position, having
been indoctrinated to this exciting new wave
of products and approaches through the
years. I've often thought that if every person
in America had the chance to sit in the sweet
spot in a first-rate control room and listen to
the surround version of The Eagles’ “Seven
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"It's nice to finally have a console that seamliessly blends the
analog and digital studio worlds. The AWS 900 sounds wide,
open, and punchy like an SSL should. We are loving it!”

-Jimmy Jam & Terry Lewis

Legendary production team — Janet Jackson, Gwen Stefani,
Mary J. Blige, Usher, many more. Owners of five AWS 900's.

"With the AWS 900, we get the features and sonic quality
found on large format SSL consoles, as well as complete
integration with Pro Tools*®. This is the perfect console for
today's recording studio.”

- Ann Mincieli

Grammy nominated engineer for “The Diary of Alicia Keys".
Other credits include Mariah Carey, Dru Hill, and Yoko Ono.

“I think this board is going to revolutionize the entire recording
process. The AWS 900 will enable facilities like ours to
produce materials on par with the million dollar studios at a
fraction of the cost — and that’s good for everyone.”

- Alonzo "Zo" Lee Jr. & Shamar “"Sham” Daugherty

The "Trak Starz" — credits include Chingy’s multiplatinum debut,
Ludacris, Britney Spears/Madonna. AWS 900 owners.

Ready to make a serious upgrade to your studio? GC Pro has the winning combination of
expertise, excellent pricing and extraordinary service you need. From SSL's revolutionary
AWS 900 Analogue Workstation System to the world's finest outboard gear, high-end mics,
and sophisticated DAWs, GC Pro is your one-stop solution.
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Bridges Road,” surround would catch on in
a week! But the reality is that MP3 is “good
enough” for the casual music fan and be-
sides, “Where the hell am [ going to put the
rear speakers, center channel and subwoofer
of the 5.1 system in my tiny apartment?”

“I think people are a liule wary of the
new formats,” comments mastering legend
Bernie Grundman. “At this point, I'm mainly
hoping that people will still support normal
CDs because the quality is so much better

than [MP3]. [ would hope that when people
sit down and really give a serious listen to
something, they would expect higher qual-
ity, but that may not be the case.” Grundman
is afraid that new, high-res formats won't
survive. “They're popular with the audio-
philes, but that’s probably not going to be
enough,” he says. “So far, for whatever rea-
son, the public doesn't seem to be going for
a high-resolution audio-only disc. It seems
as though people want video, 100, so the

Trevor Horn and Hans Zimmer
have trusted Questeds since 1985.

Isn’t it time you listened t00?

Make a sound judgement with the new
$6 monitor speakers from Quested
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DVD-V is more likely to stick around. Unfor-
tunately, quality does not always win out.”

Grundman works with every kind of
recording imaginable, and while he believes
that “a lot of effort is going into improving
equipment all the time,” other considerations
affect the quality of the music. “One of the
gross areas is level,” he says. “To get their
records noticed, people want them to be
louder than the next guy’s, and to get level,
there's a lot of processing that goes on. The
by-product of that is a form of distortion. It
usually isn't blatant [distortion], but it doesn’t
sound natural and it sounds less musical: it
sounds almost mechanical.

“In pop music especially, it's gone 10 a
mid-fi kind of sound. I'm finding that a lot of
the newer engineers are kind of intoxicated
with technology; they're not as aware of the
actual quality of the sound as they are in
how they can manipulate it in the computers
with all the plug-ins. Sometimes, their judg-
ment gets thrown off because they've bought
into the notion that in the digital domain,
you can do a lot of manipulation and you
won't degrade the sound, which is entirely
wrong. My rule of thumb is, anything you do
to the signal, any plug-in you put in, you're
degrading the signal somewhat. So then the
question becomes, what really needs to be
part of this track? By adding this and this, are
you gaining more than you're losing? I have
my own preferences, but on a pop or rap
track, maybe those plug-ins and gimmicks
are what the track needs to get atiention.
So then it’s more a matter of marketing than
music, maybe, but who's to say one is better
than the other? Obviously, there’s no single
answer to what ‘quality’ is in a recording.”

The “quality” question spills over into
every area of audio, from the training that
up-and-coming engineers are getling in
schools, to the products that are being
promoted by retail stores and e-commerce
sites, to the impact of diminishing recording
budgets and concomitant rise of personal
recording spaces. How has the live sound
industry been affected by these factors? Are
engineers being asked to do more with less?
Have “prosumer” and “professional” merged
for good? Join Mix’s editors for an in-depth
look at these issues and how the best in our
industry are dealing with them in this era of
lowered expectations and revenues the only
way they know how—by refusing to give
in 1o complacency and continuing to raise
“quality” ever higher. ]

Blair Jackson is Mix's senior editor.
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Nestled discreetly within the San Diego community, Rolling Thunder Studios is emerging as
THE premier recording facility in Southern California. Rolling Thunder is able to fit any recording
style, boasting state of the art and vintage equipment. Studio A is the largest recording room in
San Diego. Referred to as The Bohemian Room, it is a perfect blend of style and function. With
its ornate rugs, plush oversized chairs and laid back feel, it truly lends its self to the pursuit of
writing and quality recording.

Rolling Thunder is also designed with the human aspect in mind. Understanding the pressure
and stress that can come with recording, we have taken great care in providing for opportunities
to unwind. We offer over 400 TV channels, a lounge that comfortably seats up to 12 people and
in house massage. Also, Rolling Thunder has made arrangements to provide hotel packages to
fit the starving artist or raging rock star. With such close proximity to all of Southern California’s
hottest attractions, we have many possibilities to relax during the recording process.

Rolling Thunder Offers Discount Recording Packages
For Producers, Labels, Artists and Bands

STUDIO A: The Bohemian * Console: Neve 8058 MKIl with Flying Faders * Pro Control with Edit Pack & 24 Faders + Recordings: Studers A827 24 Track 2 inch
Anclog * Ampex ATR 102 2 Track _ inch Analog * Pro Tools Mix 3 TDM with Apocee AD8000 Converters * Alesis ADAT (2) o+ Alesis Masterlink * Tasccam CD-RW
5000 (2) * Panasonic $V-3700 DAT + Nakamichi MR-1 Cassette Deck * Pre-Amps: APl 5126 (2) * Trident (2) * FocusRite (2) * Avalon 737 SP + Joe Meek
V€6  DBX 586 + OutBoard Gear: Universal Audio 1176 Black Face (2) <+ 1176 Silver Face (1), 1178 (1) + LA-& Black Face (2), LA-4 Silver Face (2) * DBX 160
Black Face (4) * Manley Stereo "Variable-Mu" (2) * Monitors: + Mains: Dynaudio A * Near Fields: Genelec 1030 A * 10924 Sub * Yamaha NS-10’s + Tannoy
Gold + EQ’s: Trident (B 9066 (2) * NightProEQ3 * Klack-Teknik DN-410 + API(3) < EFX: Lexicon480L, PCM 80 * TC Electronic M3000, TC El (2) « Fireworx
Eventide Orville, H3000, 910 * Sony D7, V77 * Roland RSP550 (1) * Drawmer DS201 (4) + Microphones: Negmann U87's "Klaus Heyne Modified" <+ U87’s »
KM 84’s "Nlaus Heyne Modified" « KM 84’s KMl "Klaus Heyne Modified" + KMI’s, AKG 414’s, C1000’s, D190 £ + DI2’s, Sennheiser 441’s * Coles-Ribbon 4038
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engineer has to be either a producer or an
operator. They're not going to get paid $500
just to get a guitar tone, then sit there for the
rest of the day”

Albini avoids the multitasking issue by
concentrating solely on engineering. “1 let
the band be the producers,” he states. “I
don't feel obligated to reinvent the record
underway. The band makes all the artistic
decisions; I basically just execute them on a
technical level. It's not really that strenuous:

BCM 104 Project Studio Microphone

NeumannlUSA

Jistnbuted by Sennheiser

Working with a band that has their ideas
and knows what they want, I'm just mak-
ing it happen. The days are long, but I'm
not carrying sacks of dirt! I'm listening to
instructions and running up and down the
stairs a few times an hour”

WHERE ARE THE ROLE MODELS?

The downsizing of major facilities and
growth of producer-owned private studios
has splintered the recording community at

Real Time
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ultimate project studio mic -
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get real - get Neumann.
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large, leading to the loss of interaction with
mentors and experienced pros. How do en-
gineers perfect their craft in a vacuum?

“One of the things we're slowly losing,”
muses Clink, “is the ability to learn from the
past and from people who've actually done
the work. Coming up as an engineer, 1 had
the opportunity—and pleasure—of working
with so many great engineers, producers and
artists at Record Plant. I was exposed to all
those ideas and techniques, and they helped
form my style of production. Today, a guy
goes to Guitar Center, buys a Pro Tools rig,
sets it up in his room and gets his buddies
over to record. The experience of learning
from other people isn't there.”

Message boards, online tutorials, even
recording schools all provide education.
What's the difference? “Watching a How
to Do It video is not the same as actually
being in the room with a working profes-
sional,” Clink emphasizes, “where you can
ask a specific question about how to resolve
a problem or just watch what they do and
figure out why on your own. It’s not that
you can't learn by doing and making your
own mistakes. It's just that there’s a wealth of
information and knowledge that's not getting
passed down. As people spend less time in
the big studios, and as there are less of them,
the people who are coming up are not able
to benefit from those experiences.

“I also notice that it’s gotten harder and
harder to find really good personnel w staff a
studio,” he continues. “Very often, I've found
myself working with an assistant who had
the ‘I'm really a producer vibe, to the point
where they had their own [Pro Tools] rig
in the control room and they'd be working
on their own projects with headphanes on,
saying, ‘If you need something, just grab my
attention!’ That’s a lot different than working
with someone who is there to learn, observe
and complement the studio by being a part
of the session.”

Schnee adds that with today's accessible
recording technology, engineers can confuse
having the tools with talent. “Back in the
'90s,” says Schnee, “when all the musicians
ran out and bought ADATS, they would say,
‘It's great—I have a professional recorder
in my house for about $3,000” My thought
was, ‘Yes, for $3,000 you get eight channels
of “professional” audio capture. In fact, it
will capture exactly what caliber of engineer
you are!’

“That problem has continued and actuat-
ly gotten worse,” Schnee continues. “There’s
no doubt that Pro Tools is a complete profes-
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sional recording studio in a box and pretty
darn good-sounding. But, sadly, we have
the same mentality that was going on when
those ADATs came out almost 20 years ago.
People have professional recording studios
without the professional recording engineer.
That’s a sad state of affairs. The science of
audio engineering may not be as necessary
anymore; computers make it simple enough
that most people can figure out what to
do. It's the art of recording that’s likely to
be lost.”

BUILDING AND DEFENDING

YOUR OWN ENVIRONMENT

Albini’s Electrical Audio is a public studio, yet
it is, in some ways, its own world, created
for classic recording—complete with that
analog tape stockpile. “Anybody who runs
a business has to be responsible enough to
make sure the business won't go under for
trivial reasons,” Albini points out. “One trivial
reason would be if I'd tried to save money by
not properly outfitting the studio or skimping
on staff, or any of the thousand ways I could
cheap out. If I had, we'd lose our clientele

{f vou're serious about a career
in audio recording, you need
to attend a school that is as
committed lo your success
as you are:

The Conservatory of
Recording Arts & Sciences

Conservatory students work with
culting-edge equipment in world-class
studios. They study under seasoned
instructors with industry experience
who know what it takes to succeed,
An internship is mandatory for
Lraduation, and vur students choose
where they go to do it

Conservatory graduates have earned
bundreds of Gold and Platinum
records and even Grammy awands
They record music with the world's top
recording artists. If you're willing lo
put in the work. and if you meet our
requirements, we can belp you make
Jyour mark in the business loo

.

To find out more, call the
Conservatory at
800-562-6383 loday.
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because we couldn't do our job properly. For
example, we're one of the largest users of
2-inch in the country. We started stockpiling
tape a long while before Quantegy closed.
The reason being, when you've only got one
supplier for a product you use every day, if
something happens, you won't be able to
make records. I feel like it's my obligation to
make sure that doesn’t happen.”

“My studio is a custom one-off race car
kind of place,” Schnee admits. “Although,
from a user systems standpoint, you don't
realize it. Even though we built the console
with tube mic preamps, tube line amps and
all-discrete solid-state electronics, it has
worked flawlessly for almost 25 years! I'll go
to my death fighting for that kind of quality
and saying what I believe about it.

“When mixing to 16-bit DAT came in, I
couldn’t understand how certain engineers
were quoted as saying it was as good as
analog ¥2-inch,” he adds. “But now I think
lack of resolution in how they were listening
had a lot to do with forming their opinions.
If you put seven layers of tissue paper over
your speakers, you're not going to hear the

Learn Audio

Serious school. Serious students.
Sefous success.

clarity in the highs. If youre going through
tons of electronics, you may not hear the
difference in quality. Today, at 24/96 with
really good converters, we have a very big
improvement. But it took 20 years to get
here. Meanwhile, back then, the early digital
proponents were calling those of us who
liked analog crazy.”

THE LARGER LISTENING EXPERIENCE
From cathedrals and concert halls to tuned
reference rooms, throughout the ages, peo-
ple have created acoustic environments that
enhanced the experience of listening to
music, live and recorded; hence, the craft
of the audio engineer. It's ironic, then, in
the age of cutting-edge audio technology,
music seems to be becoming more of a
“background” experience as quality takes a
backseat to convenience.

“We live in a portable society,” Clink
points out. “Kids are listening to their iPods
while walking to class and playing MP3s in
their cars. It’s not so much that the consumer
doesn't care about sound quality, it's just a
matter of convenience.”
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1205 N. Fiesta Blvd. | Gilbert, AZ 85233

800-562-6383

www.audiorecordingschool.com/mix.html

Nationally Accredited by ACCSCT _
Financial Aid available to those who qualify




Ay, there’s the rub. “How do you get
people off earbuds and MP3s?" muses
Schnec. “We have the ability to deliver a
much better-sounding piece of plastic than
a Redbook CD and we can even deliver mul-
tichannel sound with it. Unfortunately, there
are three different incompatible systems that
all do a similar job! 1IDTV is arriving. With
the onslaught of $200 to $300 surround sys-
tems, multichannel is in the grasp of every-
one. They have amplifiers and speakers—all
they need is a player. But now we're going
to tell them, *Well, the product comes out in
three different formats.” Even with players
that will play all three, what a nightmare for
the poor consumer.”

CAPTURE VS. CONSTRUCTION

“In the past, if I had a musician who wasn't
able to perform,” recalls Clink, “I'd make
them aware that there was something that
could be better from their performance. I'd
give them an opportunity to practice and
hone in on it. But, if after several attempts
we couldn't make it work, I'd have to replace
them with someone better.

“Now the way we work, you can save the
integrity of the band, but you're creating a
performance,” Clink continues. “Sometimes
that's not as good as having a great perfor-
mance that you just have to ‘breathe’ on to
improve. I often see people willing to give
up easily: They'll play a couple of notes and
say, ‘Put it in the computer and fix it” Gener-
ally, I'll refuse. I tell them to take it home and
practice. They're the musician. It's what they
do and what they're getting paid for. They
have to at least try!

“We are starting 1o lose some musician-
ship. Those people who really strive to be bet-
ter—who, even when they're great still prac-
tice every day—are becoming rare. The work
ethic has changed because people know that
they have a crutch. They don't go in with the
fear that maybe they’ll be replaced.”

“It is a construction process now,” admits
Schnee, “but that started with multitrack.
The to0l isn't the problem or the enemy;
it's how it's usecl. You can give somebody
six tracks for a solo and that can be a very
freeing, experimental thing for them. You
can do the same thing, and somebody else
will take the tracks and punch them up until
they're perfect—in their eyes, at least.

“The changes that we're going through
are profound in terms of quality. In the old
days (before me!) when recordings were
done completely live, everybody had 1o
be at the top of their game: the musicians,

engineer, producer and studio. Frank Sinatra
went out there with the orchestra, counted
the song off and they made a take. When
he came into the control room 1o listen, that
was the record and it had better sound like
music! Think about what that meant for the
skill and creativity of everybody involved.
We've definitely lost something.”

PERSONAL BEST AT EVERY LEVEL
Ultimately, production professionals will strive
for excellence within whatever limitations are
dictated by the prevailing consumer format.
As for the acceptance of those formats,
Schnee says, “When the plusses outweigh
the minuses, a product wins—whether the
quality is actually higher or not. That hap-
pened with the CD. A well-mastered, really
good pressing of a vinyl LP played on a great
turntable with a good cartridge into a good
system against a 16-bit/44.1 CD is going to
win in terms of sound. But that’s about the
only plus. The CD had so many plusses: no
noise, no intergroove distortion, the ability to
play it in the car and it was close to indestruc-
tible, just to name a few. So while the actual
sound wasn't as good, it won and we were
into the digital age.

“The same thing happened when profes-
sional recording started going digital with
16-bit,” he continues. “We who felt it didn't
sound good enough had to go through a
lot of frustration with those who thought
because it was new and digital, it was bet-
ter. Then, when Pro Tools came out, it still
wasn't as good as analog, but its flexibility
as a production tool was through the roof.
Even I couldn't begin to argue with what you
could do creatively with a tool like that. For-
tunately, Pro Tools—with higher sampling
and bit rates, and better converters—now
has much better quality sound.

“There are so many problems today: the
fact that labels’ financial troubles take money
away from new talent development; home
recording, which, in many people’'s minds,
diminishes the value of the engineer; and
the lack of cohesive new formats, which
could get people excited about the enhanced
listening expericnces that are possible. So
it’s difficult—but it’s absolutely vital—to stay
optimistic about what we do individually
and about music itself. People will always
love music and live performance. For me,
the quest is, what can we do M s
on every level 1o continue 10 wuuf
make it better?”

Maureen Droney is Mix's LA. editor.
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Yamaha wanted to develop a line of
loudspeakers specifically for the installa-

V(1 tion market to compliment our exceptional
MY

mixers and electronics.

- 3
l\‘ The development concept was to apply Yamaha's
s precision engineering, consistency and unparalleled
build-quality to a family of speakers designed and
refined by American engineers with the experience
and golden ears to create a sonic signature to match
the manufacturing excellence.

Yamaha assigned Akira Nakamura to come up with
the vision and performance parameters. A legendary
speaker designer in his own right (remember the
NS10M? over 200,000 sold, etc.), he brought
his decades of experience and imagination to the
project.

Yamaha retained Audio Composite Engineering of
Escondido, California to realize the vision (adding
more than a little bit of their own “vision thing”
along the way). A.C.E. also had decades of experi-
ence developing speakers for the installation and
touring sound markets, including the G-5 composite
system for world famous Sound Image.

Michael Adams, ex-road warrior engineer (mixing
both FOH and monitors for the likes of Jimmy
Buffett, Jackson Browne, Warren Zevon, Emmylou
Harris and others) heeded his wife's request for a
career change and has spent the last several years
as V.P. of Engineering for A.C.E. developing speak-
ers for major manufacturers and noteworthy instal-
lation projects.

With Adams and Nakamura on board, two-thirds
of the trifecta were in. The third key component was
Yamaha's factory in Thomaston, Georgia. Primarily
a piano factory, they could apply the exacting toler-
ances required in building quality pianos to the new
Yamaha Installation Series.

Yamaha Installation Series.
Conceived in the East, designed and manufactured in the West.
The best of both worlds.




S ERIES EAST MEETS WEST

Mr. Nakamura's ideas:

Consistent sound characteristic across all the
models on the line-up. Phase accuracy was the key.
Rotateable horns with multiple coverage patterns
(including asymmetrical) with standard and high
power handling options on the enclosures.
Comprehensive line-up of two-way and three-way
full range loudspeakers, sub-woofers, stair-step,
under-balcony, and utility floor monitor models.
Passive and active crossover options. Efficient, sim-
ple, reliable fly-ware and hang-points.

Mr. Adams’ ideas:

Accurate, transparent and natural sonic performance.
Warm, musical, nuanced. “How does it sound?” first,
“how does it measure?” second. Array-able, durable,
paint-able.

The factory’s ideas:

High build-quality. Short lead times while main-
taining consistency and high QC. Finish and
other custom options.

Here’s an idea for you:
Contact your Yamaha Commercial Audio dealer
for an IS Series demonstration today.

Besides the absolutely stunning sound, a wide
choice of product models and second to none
build quality you also get Yamaha's rock solid,
24/7 customer support and our 5-Year warran-

ty on commercial speaker products.

This is only the beginning. Yamaha is
making a long-term commitment to
developing a comprehensive family of
professional commercial loudspeakers.

New models are being created by our

team of designers as you read this. All that is

left is for you to do is buy the new Installation Series
loudspeakers and hook them up to the Yamaha
consoles, processors and amps you already have.

Yamaha Corporation of America
P.O. Box 6600, Buena Park, CA 90622-6600
. additional information, please call (714)522-3000
www.yamaha.com
©2005 Yamaha Corporat:on of America
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Here's a simple logic problem: If all audio engineers
are consumers, does that mean all consumers are audio
engineers? That's right, the answer to that one is a big
“no,” and it’s an important fact to face up to in the
argument over audio quality.

It may seem hard to believe, but the vast majority of
the human race’s interaction with music has nothing to
do with producing it. They listen to music and acquire
the media it is distributed on—sometimes paying for it,
sometimes not. But in a time when audio engineers have

Quality Vs. Cost Vs. Convenience

broken new ground in audio quality with formats such
as SACD and DVD-A featuring 24-bit/96k in 5.1, why is
the consumer vote resoundingly on the side—at least for
now—of the less-inspiring sounds of Advanced Audio
Coding (AAC) and MP3-encoded audio?

David Pakman is COO of eMusic (www.emusic.com),
which was one of the first in the barrage of companies
to sell songs and albums in the MP3 format and launch a
digital music subscription service. As he sees it, the golden
ears of the record industry and the customers are going in
different directions. “There is a disconnect,” says Pakman,
“between where the music industry is heading in terms of
audio quality and fidelity, and the direction consumers are
going, which is portability and convenience.

“For the first time in the digital revolution, consumers took
a substantial step backward in quality with the adoption of
the digital format,” he continues. “Thirty-three rpm records
over 78s were an improvement in quality; SACD over 16-
bit/44.1 was an improvement. But for convenience’s sake,
they have taken a step back in perceptual quality.”

According to John Barrett, director of research for
Parks Associates (www.parksassociates.com), a Dallas-
based market research and consulting firm focused on
digital products and services, the compressed tastes of
today’s consumers can be traced to the limitations of the
earliest digital audio players (DAP). The first units, such as
the groundbreaking Eiger Labs F10, which was the first to
appear on the American market in 1998, had just 32 MB
of memory—enough to hold 10 or so songs if they were
compressed down to 128 kbps. “When these things first

www.mixonline.com
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came out, the portable digital players had limited space and
you had to tolerate lower quality,” Barrett points out. “People
thought, “Well, it'’s not so bad,’ and they stuck with it.

“Today, you just have momentum behind the MP3
format. That was what most of the devices and software
packages supported when they came out. Also, your
average consumer can't really hear the difference.”

Neural Audio (www.neuralaudio.com), a firm that
develops digital signal processing platforms in stereo and
5.1 for compressed audio providers such as XM Satellite
Radio, has built a business around algorithms that deliver
as much music to consumers as possible without them
noticing that a whole bunch of bits are missing. “The way
people consume music is changing,” notes Geir Skadden,
CEO of Neural Audio. “They’re consuming a lot more,
which is good, but they may be consuming less in what
you would call ‘critical listening.’ There are fewer people
coming home from work and playing their favorite songs
just to chill out; on the other hand, everywhere they go,
all day they have music in the background.

“You have this boom in casual listeners,” he continues.
“They are willing to trade convenience for quality in a big
way; you cannot ignore that. We're trying in that trade-off
to preserve as much quality as we can. Quality in music
is such a subjective thing. What we're trying to preserve
is the artist’s and producer’s intent—whether or not that’s
quality is not for us to decide. So going for transparency
is the scientific side of it.”

Right now, the hype is unquestionably on the side
of the stylish iPod. The signature DAP from Apple
(www.apple.com) has sold 10 million-plus units from
its introduction in 2001 through January 2005, with a
whopping 75 percent of those sales coming in 2004
alone and 40 percent during the past three months of
2004; another 150 million songs have been sold via the
iTunes Music Store. But David Kawakami, North American
director of Sony Corporation of America’s SACD (Super
Audio CD) Project and a key developer of the high-
fidelity Sony/Philips Direct Stream Digital recording
process, cautions against being blinded by the buzz.
“Right now, music downloads have an inordinate mind
share,” he says. “However, the total revenue the music
industry garners from sales to online stores is only a tiny
percentage of its total business. Including sales to ring
tones—which is much more lucrative than sales to iTunes



or the other online stores—the total revenue for the major
labels still hovers around five percent. Granted, they are
enjoying a meteoric rise, but that's not hard [to believe] if
you consider that a little over two vears aga, sales were
essentially zero. The more important question is how high
online businesses will go as a percentage of total revenue:
10? 20? 50 percent? If you ask 10 people in the music
business, you will get 10 |differentj answers.

“As to the relative sonic quality of music delivered on
SACD or DVD-A versus online, the short answer is that
for the download model, sonic quality is not an issue,”
Kawakami continues. “Listening to music on nice speakers
in your living room versus listening to music with earbuds
while you're on the go are totally different applications, and
they are also totally different businesses. The problem as I
see it is that in this all-or-nothing world in which we live,
it's very hard for the music industry to identify the different
segments of the market and target them with products
and services that appeal to those different consumers.
Instead, you see an industry that is always looking for the
panacea—the one product that will fit all—rather than
aggregating a number of businesses of varving sizes into a
total business plan.”

For DTS (www.dtsonline.com), one of the leading
developers of decoders for 5.1 and 6.1 processors and
the source of DVD-A releases for artists such as Crystal
Method, Frank Zappa and Porcupine Tree, the challenge
lies in turning consumers on to higher-quality formats.
The reasoning is that once experienced, consumers will
not be inclined to look back. “For people who have
been exposed to surround sound music, the response
is overwhelmingly positive,” says Brian Towne, VP,

consumer division of DTS. “However, we realize it's still a
nascent market and there’s still a lot of uncertainty.

“There is a market for higher-resolution formats,”
Towne continues. “Unfortunately, it’s still in its infancy. 1
think consumers—regardless of what they purchase—are
looking for a quality audio experience. Education of what
truly is possible is an ongoing process, and because we
see such a broad range of equipment, from very entry-
level prices up into the stratosphere, I do think consumers
care. I'm not certain we've reached out yet and educated
the vast majority of them about what is possible.”

One such educator in the field is Elliot Fishkin,
owner and president of Innovative Audio Video (www.
innovativeaudiovideo.com), a high-end Manhaitan retail
showroom where the transporiing possibilities of high-
quality music delivery are presented at their most extreme.
“A music system that’s terrific is a time-travel machine,” he
states. “It can take you from the present and make you
believe that you actually were there when those people did
it—as if you went to where people like Louis Armstrong
and Duke Ellington were when they recorded it. You feel
their joyousness, that it's a performance for you that was
captured with these recordings. In my imagination, they
were singing to me.”

If such an amazing sensation is what can be delivered
by listening to a high-resolution format or a finely tuned
home theater, or both, why aren't more consumers going
for it? Once cost is taken into account, the advantage swings
back toward online deliverable compressed formats. “My
instincts tell me that consumers won't pay more for higher
audio quality.” says Parks Associates’ Barrett. “People will
pay more for higher-quality video—they may pay more for
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a DVD over a VHS tape—but it's the way
music is used [that changes the equation].
People arent paying that much attention:
They don’t normally listen to an album on
a couch front to back and absorb it all in
like a movie.

“The people that are adopting digital
music tend to be distinct from the
audiophile group,” he continues. “What
may happen is if you had better-quality
encoding methods, you could capture
the higher-end audio crowd, but for the
mainstream crowd, they’re not clamoring.
Given two choices at the same price,
they'd opt for the better, as long as it’s still
the same file size.”

“I'm not arguing against higher-fidelity
formats, but the public is,” says eMusic’s
Pakman, who himself is also a recording
studio owner that frequently records in 96
kHz/24-bit. “Certainly, the mass market has
not shown any sign at all of rejecting MP3.
There are many reasons why the public has
thus far voted for compressed audio with
their pocketbooks, especially given that the
availability of content in the MP3 format is
much larger than SACD or DVD-A. There
is less perceptibility [between MP3/AAC-
encoded and higher-resolution formats],
and the mass market either can't hear the
difference or doesn’t appreciate it enough to
pay for new hardware and re-purchase their
CD collections in higher-fidelity format.

“Higher-resolution formats also don’t
achieve the portability and convenience
factor that digital media allows us. Digital
media is portable: It can be moved from
device to device, and some media in digital
format can be copied, which allows for
some additional portability and archival
backup. It also allows you to make your
own playlists, change ordering, do all sorts
of funky stuff. But with DVD-A or SACD,
you're still limited to the functionality of
a CD. I'm just stating the fact that a large
part of the market is purchasing music in a
lower-fidelity form because it’s convenient
and portable, and that’s coinciding with a
general rejection of much-higher fidelity
formats by the mass market.”

But far from painting a picture of a
close-minded consumer base, Skadden
believes that the current lower-fidelity state
of affairs opens up the door for a successful
music and recording industry more than
ever before. “The use of compression as
mainstream distribution is dumbing down
the consumer as to what fidelity is; no
question about it,” he concedes. “That said,
it widens the variety of content that is easily

accessible to the consumer and that shéuld
not be underestimated.

“That’s important to the music industry
because it gives you a broader marketing
platform. Let’s say you're making a format
that is not mainstream or picked up on
the Top 20 in the country. If you make it
for iTunes, people will hear it and listen
to it, they’ll go and buy the SACD and/or
surround format and say, ‘Wow, now |
really like it” So there’s an up-sell side

MUSIC D
1993

2003

B RECORD STORE
[ OTHER STORE
TAPE/RECORD CLUB

[0 7V NEWSPAPER, MAGAZINE AD OR 800 NUMBER
INTERNET [NOT INCLUDING RECORD CLUBS)

The pie charts above demonstrate a gradual shift

in unit distribution; as Web and “other store” [i.e.,
Walmart) sales grow, record stores toke a hit. Note:
Numbers do not equal 100 percent.




DRUM SAMPI.ING GETS REAL.

5 YEARS IN THE MAKING.
Grammy-win-
ning engineer
Larry Seyer
and drummer
Pat Mastelotto
(King Crimson,
BOMO, XTC,
Mr. Mister) collected hun-
dreds of vintage and current
drums for this library.

Using up to 6 mics per
drum, they recorded 8,330
stereo 24-bit samples and then
configured them as 115 drum
kits using 13 new GigaPulse™
rooms created specifically for
this library. Each of the 115
kits comes in 12 versions for a
total of 1,380 drum kits!

But it's not just the
sheer numbers that makes
Larry Seyer Acoustic Drums
a ground-breaking advance
in drum sampling. It's also
what TASCAM GigaStudio™ 3
lets you do with them. Now,
for the first time, you have
total control over:

@ what drums make up a kit

@ which of 13 acoustically
modeled rooms the drum
kit is placed in

B where in each room the
drum kit is placed

B what kind of mics are used

Larry Seyer

$] L5 .
’

Add those
nuances that
make live
drumming
live. Map
individual
strike zones
from the
surface of each instrument to individual keys.
Choose from two styles of attack: Low Latency
has drum attack edited very tight to the
sample start for sequencer composing or live
performance. Full Attack retains all the pre-
attack (you can hear the “wind of the stick”)
for sequencer playback a hair behind the beat.

GS3 MAKES IT WORK FOR YOU.
It takes the advanced features
found only in GigaStudio 3 to
unlock the stunning reality of
this drum library.

Unlimited instrument stacking
lets you build a custom drum kit
by assigning individual drums
to a different

GigaStudio MIDI

sub-channel.

Submix their

levels; add ef- voris

fects...and yet most

control overall P°f\:/erf ul

kit mutlng, :gmvgla;

tuning and level at your

through a single master MIDI channel. TASCAM
Then use the GigaPulse convolution inter- ‘t’:j:;'

face, included with all GS3 versions, to gain
incredibly realistic control over mic and kit
placement in each of the drum library’s room
environments including the soon-to-be-infa-

Finally, you can create sequenced
drums that are indistinguishable from
live performances. Because the new
24-bit Larry Seyer Acoustic Drums library
contains more live drumming varia-
tions and nuances than anything that’s
come before. And because it harnesses
the creative power of GigaStudio 3's new
features like unlimited stacked instru-
ments on the same MIDI channel and
convolving GigaPulse™ reverberation.

Playing left to right
on your keyboard
triggers samples
taken from left to
right on the
drum heads.
GigaStudio 3 makes it
possible.

."!y"}

Larry Seyer Acoustic Drums,

exclusively for GigaStudio 3:

» 7 GB with 115 complete drum
kits, 8,330 samples and 1,638
unique impulses

» 12 separate versions of each
drum kit including General
MIDI and EX; Low & Full attack
latency; 2, 5 & 7-channels

» 13 new GigaPulse™ rooms

p Stick, rod and mallet striker
variations

» Loop library with 1,444 MIDI
files for a total of 1,992,270
loops that don’t degrade with
tempo changes

» 24-bit samples using premium
multiple microphones and
preamps

» Exhaustive illustrated manual

» Expandable with future drum
kits and rooms

GIGASTUDIO3.0

B how hard and where each
drum is struck

mous “Trash Room” and “Dry Cleaner.”

Hear samples from Larry Seyer Acoustic Drums at: http://www.globalfulfiliment. net/gfsnet/
giga/r1oExpand.aspx?ProductCode=LSACDRUMS  There you can also sample Larry's video
tutorial. For more general GigaStudio information, visit www.tascamgiga.com ©2005
TASCAM, a division of TEAC America. All Rights Reserved. All specifications are subject to
change without notice. GigaStudio and GigaPulse are trademarks of TASCAM/TEAC.

TASCAM

www.tascamgiga.com
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here if you embrace the opportunity.
You can say CD sales are down because
people are dumbed down and buying off
of iTunes, and that’s the typical sad story.
But as digital music is maturing as a viable
economic model, you still have the up-
sell because the quality of digital is not
as good as what you get in stores. So you
end up getting the best of both.”

Kawakami agrees that the question
isn't whether or not consumers are taking
advantage of high-resolution formats, but
whether, with a projected 10 million SACD
players being sold by the end of 2005, the
music industry itself is. “Currently, about
three SACD titles are released per day,”
he says. “That’'s about 90 per month or
1,000 per year. The total number of titles
available worldwide is approaching 3,000.
[See www.sa-cd.net for more information.—
Eds.) However, most of the SACD releases
are coming from the so-called ‘indies,” not
the majors, who are not looking for market
segments but the ‘panacea product.’

“Independent labels tend to fly lower
to the ground and seem to be better at
exploiting specific market segments, and
they are not insignificant. The majors,
with their deep catalogs, actually have an
enormous amount to gain with SACD. Take,
for example, Pink Floyd's Dark Side of the
Moon. Thanks to [remastering engineer]
James Guthrie’s wonderful 5.1 mix of this
classic title, Capitol/EMI has shipped over
1 million copies of Dark Side on SACD. Not
bad for a 30-year-old record! But it is not only
incremental sales that the record industry
is missing out on, it is also missing out on
the opportunity to migrate the consumer to
a secure format. The high-resolution SACD
layer cannot be ripped and file-shared, so
what were those million Floyd fans buying
if not quality? After all, they can download
Dark Side for free anytime they want.”

For Fishkin, the key to solving the
consumer puzzle is the word quality
itself—not just how the sample/bit rates
and speaker connections measure up,
but where audio fits in the multitude of
quality-of-life decisions that people make
every day. “I think it’s important that
people listen to music, and 'm happy that
they do it in any way that they do,” he says.
“I just hope that those who want to seek
something better know it’s out there.

“You can think of many choices that
people make to make them feel better:
what they eat, what they wear, a happy
family life—all these things are variable.
Seeking happiness and to go for life with
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Rumors of the industry's demise are greatly exag-
gerated: CD shipments rose slightly in 2004, a sign
of optimism after a steady four-year decline. DVD-
Avudio and SACD shipments slipped, however, due in
part fo limited title releases.

gusto is what it’s about. If you have a stereo
system that costs $1,500, that’s better than
an iPod, and I suggest that if you spend
that, you should sit down once in a while

and listen to it. It's a question  Mis s
of how you use it, not just lNE
how you have it.” EXTRAS

David Weiss is Mix's New York editor.
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For the first time, Sony Pictures Entertainment has opened its audio archives to producers
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We've heard the gripes, even participated in many of them:
the roster cuts, the shrinking budgets; the home studio’s
rise, the commercial studio’s decline; the lack of work,
the vacant rooms, the silent phones; the flaky client, the
fickle consumer. We've also heard ad nauseum the negative
assumptions bellowed by both the cynically informed and
the ignorantly outspoken, such as commercial studios are
dead. Or dying. Or worse, those big live rooms are just
a waste of space anyway, and all of that analog gear is
just too big and too slow. Who needs it when you've got
a fully loaded mega-meg hard drive and 50,000 plug-ins

Necessity Mothers Re-Invention

at your disposal? One can make an absolutely technically
perfect record at home, in their pajamas, on their computer
with absolutely no contact with any other instrument or
any other human being whatsoever, right? Not quite. Not
even close.

Contrary to what the naysayers suggest, the commercial
studio industry is not dead. Not even dying, for that
matter. However, it is adjusting itself to a new business
model, one thrust upon it as a result of a radically altered
music landscape and slimmed-down recording budgets. In
commercial studios across the U.S., most of the overdub
business left for producer/engineer-owned spots years
ago, mostly out of monetary necessity. Shivaun O’Brien,
manager of Sound City Studios in Los Angeles, notes that
one regular client built his own studio across the parking
lot, where he works after tracking in Sound City’s Studio A.
“They just can't afford to stay at Sound City for overdubs,”
says O’Brien. “Engineers and producers get called to do [an
album] for $50,000 and it’s an all-in deal. They’re trying to
figure out how to keep at least some of the money.”

Producer/engineer Joe Barresi, who recently co-
produced, engineered and mixed Queens of the Stone
Age’s latest, Lullabies to Paralyze, adds that he and many of
his peers spend less time overdubbing, as well. “Nowadays,
you won't spend two months doing overdubs; you'll spend
two weeks. That's good in a way because it keeps things
fresh. And if you have to mix two or three songs a day, you
do it, instead of mixing one song every two days.”

www.mixonline.com

By Heather Johnson

Jason Carmer, a San Francisco—based producer/engineer
with credits such as Third Eye Blind, Live and The Donnas,
agrees. “In the past, we'd do the whole thing at Skywalker
Sound, The Plant or the Hit Factory in New York. Maybe you
could do that these days if you're working with a band that’s
really established and you have a larger budget, but most of
the time, you can't...unless you want to go instantly broke.”

For his most recent projects, which include producing,
engineering new albums for The Explosion and the Star
Spangled, Carmer usually spends a minimum of two weeks
on pre-production, whips out basic tracks in a commercial
facility and then moves to his studio to overdub and mix.
Of course, Carmer has the advantage of owning a Helios
console—much more of a board than what’s found in most
home/project studios.

To make the most of scheduled tracking dates, Carmer
makes sure his acts are well prepared before they enter the
studio. “Now that budgets are tighter, the more you have
your stuff together, the easier it is to go in and plug it out,”
he says. “I did a lot of the Star Spangled record at Coast
lin San Francisco], which has this "60s sound. I got all the
drums there, and a lot of the vocals, guitars and bass. Then
I'd go to my place and hole up and do overdubs.”

Barresi also focuses more on pre-production, aided now
by the Internet and digital technology. “I can get music
from bands anywhere in the world,” he says. “They e-mail
me songs and I'll burn a CD, load it into Pro Tools and
experiment with listening and re-arranging songs in that
medium. Or if the band’s local, I can just bring a laptop and
Mbox [to pre-productionl], record the band live, go home,
do a little editing, burn a CD, bring it back to the band
and say, ‘What do you think?’ We can get the arrangements
together before we even start rehearsing.”

Barresi is one of the remaining few who doesn't have
a dedicated project studio (yet; he’s in the process of
purchasing a Pro Tools|HD rig) and will record an entire
project in commercial facilities; however, he doesn't waste
a lot of time. “I never really worked at the $2,000-a-day
studios anyway,” he says. “I love places like Sound City. It's
a mid-studio price-wise, and if I can’t afford to stay there
for two or three weeks, then I cut the drums there and
move to a studio that's cheaper to do all of my overdubs.
I'd spend a little more time in that environment and spend
more money mixing in a proper studio—it’s important for
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me to be in an environment where you can
hear everything clearly.”

Miami-based engineer/mixer/producer
Charles Dye, who mixed Ricky Martin’s
Number One smash “Livin’ la Vida Loca”
entirely “inside the box,” works primarily
in the Pro Tools environment, whether it’s
mixing on the maxed-out HD system in
his own studio, The Gate, or tracking at
Martin’s elaborate home studio. He often
works in these non-commercial spaces
at the artist’s request or for budgetary
reasons. Nevertheless, he would prefer to

I do not think the
studio business is bleak.
I do think it's time for
studios té stop taking

the bullshit.

—John King

work elsewhere. “The pop projects I do
are usually major label and with larger
budgets, but nonetheless, they're smaller
than pre-9/11,” he says. “I would love to
work in a million-dollar room [more often},
but—especially with the rock projects I
produce—we just can't afford it.”

Dan Huff, Nashville-based producer of
major-label acts such as Faith Hill, LeAnn
Rimes, Megadeth and Keith Urban, uses
his Pro Tools/Control|24—equipped home
studio mainly for editing and minimal
overdubs, choosing to do most of his work
at studios such as Emerald Entertainment.
Cutting corners hasn’t been much of an
issue for Huff, but he does enjoy being
able to work after taking his kids to school,
for example. “As far as listening and going
through the massive amounts of information
we have to deal with, it’s a real godsend,” he
says. On the other hand, some clients prefer
to work at the Huff household, especially
country music artists who are known to tour
250 to 300 days a year. “They’re off the road
and it’s more relaxing for them to come over
and sing in your house,” explains Huff.

AT YOUR SERVICE

Whether he works at home or at Emerald,
Huff and other clients can take advantage
of Emerald’s expanded technical services,
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which is one example of how a commercial
studio can maintain a competitive edge in
our trimmed-down industry.

“We go to producers’ houses with
FireWire drives and fix Pro Tools systems.
We send files all over the world for clients,”
says Andrew Kautz, COO of Emerald
Entertainment Group, which operates five
separate facilities in Nashville on Music Row:
the original Emerald Studios, Masterfonics
Mastering, the Tracking Room, the Love
Shack and Sixteenth Avenue Sound. “Before,
we could basically just wait for the phone to
ring, whereas now clients have a lot more
choices and we have to adapt to that.”

“It’s a ‘whatever it takes to get the record
done’ kind of mentality,” notes O’Brien.
“Everyone steps up to the plate. A lot of
times, even my crew will loan equipment
to sessions, and producers will loan each
other pieces of gear instead of them having
to rent. Qur assistants might help out a
client at home or the runner might lend
them pedals, amp heads, et cetera. It’s what
you have to do, and in a way, it’s not a bad
way to work. It makes everyone re-focus
on what they’re doing.”

This sort of flexibility is key in booking,
as well—up to a point. There’s a fine line
between being flexible with scheduling
and day rates and getting taken advantage
of. Emerald has 10 rooms, ranging from
$400 to $2,500 per day, so they can match
a client with a room that suits their budget
pretty easily. “I just hold our department
heads accountable for a monthly budget
and it’s proven very effective,” says Kautz.
“We'd love to have [card rate] but the main
thing is making sure your customer can get
done what they need to get done. Also, we
find that if a producer cancels two days
one week and we work effectively with
him, more than likely, it comes back as
a week or a month [booking] down the
road—karma in booking, I guess!”

Barresi counters, “Some of the larger
studios are too concerned about ‘You
were supposed to start at noon and you
showed up at 1, so you're already over an
hour, and there’s overtime, and there’s a
six pack of Coke in the fridge and if you
drink more than six it’s $3 extra a can’
People are going to work in their houses,
but you want to make them come to your
place to at least do their mixing or drum
tracking. Maybe you’ve got to open up a
smaller room or cut a room in half and
have a lesser dollar value place where
they can work every day and not stay in

their home. There are benefits to that.
as well.”

Some producers, realizing their need to
separate work and home, are returning as
regular residents. It’s a win-win situation:
Studios keep their rooms filled and produc-
ers can take advantage of the creative com-
munity and accoutrements of the commercial
environment. John King, president of Chung
King Studios in New York City, rents six of
his nine rooms to resident engineer/produc-
ers. Qutside clients such as Joss Stone, Usher
and Kanye West also win, as the studio’s
three commercially available rooms contain
the absolute best gear from the Chung King
inventory. Later this year, the studio will also
become the recording home for the newly
launched Chung King Records, which prom-
ises to bring even more revenue to the 20-
year-old company. He adds, “anybody who
wants to make a fortune is in the wrong busi-
ness; what you do with your studio—that's
the future.”

The presence of longtime regulars such
as producer/engineer Jim Scott, Rick Rubin,
Jack Joseph Puig and Barresi has enabled
Sound City to maintain steady bookings
(and rates) since the post-9/11 slump,
O’Brien says, but with shorter-term projects.
They charge on a “three-tier” system “that

How long you work on
a record now depends
on two things: how well
a band plays and how
much money they have.

— Joe Barresi

PHOTO: KRISTEN KAUN

works great for the indies,” she says. “They
cut us a check up front and we give them
a lower rate. But in the last year, the majors
all of a sudden want the cash rate. Usually
it takes them three months to pay you, but
if they can get a lower rate, they’ll get you
a check the next day!”

Sure, our industry’s shifting budgets
and business models have brought on a
lot of anxiety. But by taking a positive
and proactive stance, we could emerge a
stronger, albeit leaner, recording machine
able to weather our stormy market. Come
to think of it, we already are. |
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If there’s one thing that most members of the recording
industry will agree upon, it’s that when it comes to getting
an education, there is no fail-safe plan or path to take. With
as many factors that can contribute to a person’s success
post-graduation, becoming well-educated, employable and
eventually well-established is something only the student
can control. There are now nearly 200 programs available
in the U.S. and Canada of varying lengths and emphasis;
audio students have few excuses not to find the location,
coursework or level of education that fits.

Recording schools have emerged as the de facto entry

Basic Training for Engineers

point to the industry. The older mentor/assistant model of
learning—where an engineer takes on assistants and teaches
them skills and etiquette hands-on until they get their first
break—is rarely employed anymore. As Full Sail's Recording
Arts department head Bill Smith recalls, “What I was able to
do by hanging around and learning would take a lot longer
if you tried doing that today. People are much busier and
there just isn’t time to sit with somebody and devote an hour
or two to them every day. Employers expect people to walk
in the door and be competent.”

Developing technologies, a wider variety of available
careers, the closure of large studios and new independent
business models have redefined the way new engineers are
educated. Students can become prepared through Web-
based courses, shorter-duration trade school programs,
four-year university programs and conservatory programs.
For those who want to take it to the next level, select pro-
grams, such as University of Massachusetts Lowell's Master’s
in Sound Recording, offer advanced degrees.

Regardless of program style, most recording arts students
are training for a very different, more broad-based audio
world than in the past, one that Columbia College Chicago's
Benj Kanters, a professor in the Audio Arts & Acoustics
department, finds himself regularly educating students and
their parents about. Says Kanters, “The need for engineers is
still there, it’s just not in studios anymore. It’s in the produc-
tion offices of the jingle companies, the ad agencies, the post-
production houses, the Web authoring services, the CD-ROM

www.mixonline.com

By Breean Lingle

publishers. The job market is just sprayed out across the land-
scape. The jobs just don't exist in their traditional forms.”

LEARNING TO LEARN

With more career options than ever and a constantly chang-
ing technical environment, university-level programs have
become increasingly important. As AES president Theresa
Leonard notes, “A well-rounded education is important. It
provides a young engineer the opportunity to be mobik
within the industry.”

While new technologies have influenced the way a cur-
riculum develops, educating students about core skills is still
pertinent, as Berklee College of Music professor Stephen
Webber explains. “The way that records are made, and the
industry itself, is going through a reconstruction. Learning
to adapt to change and looking around the corner [are es-
sential]. At the same time, there are a lot of core values in the
way that records have been made that are also important:
having a direction, a vision, a good work ethic, really goad
organizational skills and documentation habits.”

Dr. John Shirley, associate professor of Sound Recording
Technology at the University of Massachusetts Lowell, says,
“The main movement toward a shorter-term, application-
specific education may seem to generate faster results on a
limited scale, [but] it is actually a shortcut that hurts students
in the end. To be successful in this field, you must know why
you are pushing certain buttons. Understanding signal flow,
quality factors, acoustics, recording and mixing techniques
are paramount.”

For four-year programs such as those in the Audio Arts &
Acoustics department at Columbia College Chicago, a liberal
arts education allows students to learn how to learn. Kanters
says, “We found that we needed to arm the student with as
broad a base of knowledge about the theory of audio, the
theory of sound and the many ways in which audio can be
crafted. We're teaching them critical audio thinking, creative
thinking, flexibility—there is no rule of thumb anymore.”

Time is also on the side of university programs, contend
its advocates, including UMass Lowell faculty member Alex
Case, who lists a university’s program duration as one of the
few distinguishing factors between it and a trade school’s
curriculum. “We're not just teaching a piece of equipment or
a piece of software,” he says. “Because we have a little more
time to spend, we can talk about a range of boxes—includ-
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Now Lexicon brings you the Omega Desktop Recording
Studio, a completely integrated recording system with
everything you need to transform your computer into

a full-on professional 24-bit digital studio, all in one
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Record up to 4 tracks at once from 8 audio sources,

and mix up to 48 audio and 64 MIDI tracks almost
anywhere. .. with the lush, exquisitely rich reverbs that
made Lexicon famous in a VST version of Lexicon’s
Pantheon® reverb plug-in.
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Pick up an Omega Studio at your Lexicon Pro dealer

OMEGA DESKTOP RECORDING STUDIO™ INCLUDES: prbiergites L

Sound"™ has been on the majority of hit recordings

Steinberg” Cubase LE°— Multi-Track Recording Software since 1971. Who
Lexicon® Omega — 8 Input x 4 Bus x 2 Output USB 1/0 Mi i i e
exicon” Omega nput x 4 Bus x 2 Outpy ixer ] e XIconz
]

Lexicon” Pantheon — World Class VST Reverb Plug-In will be vours.

COMPLETE RECORDING SOLUTION

CONTAINS ALL THE COMPONENTS NECESSARY TO TRANSFORM:YQUR:-COMPUTER INTO A PROFESSIONAL 24-BIT RECORDING STUDIO.
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ing ones not yet invented—more generally
and equip students to take on each box that
comes out.”

TOOLS OF THE TRADE 24/7

Trade school programs are aware that the
environment and shortened timeframe in
which its students must learn is not for ev-
eryone. Full Sail's Smith acknowledges, “We
offer accelerated programs for those who
are focused on what they want to do and
are suited for the immersive environment. If
someone wants to take a slower approach, a
four-year program may be better.”

Still, trade schools can provide the nec-
essary technical know-how, creative learn-
ing environment and flexible schedule. In
general, trade school programs comprise
practical applications and equipment-use
classes, but general education coursework
has recently been added to many facilities’
programs.

One such trade school is Full Sail (Orlan-
do, Fla.), which offers a one-year Associate's
degree in Recording Arts, with the opportu-
nity to continue an additional nine months
to recive a Bachelor's of Science in Entertain-
ment Business. Both analog and digital gear
are used in class, and Recording Arts classes
are 50 percent hands-on, 50 percent lab-
based. Of the school's day-to-day teaching
philosophy, Smith says, “Our students are in
school on average between 36 and 48 hours
a week. We're open 24 hours a day, seven
days a week. Our program is structured so
that while first learning what the knobs and
basic functions are, the student is at a station
by themselves with the equipment so they
can work at their own pace. It’s not until later
in the program that we put them in a studio
environment to put those skills to work.”

GREAT EXPECTATIONS

Balancing the creative and the technical,
audio education programs today can be as
unique as each student and will continue
to evolve: Columbia College Chicago now
offers sound reinforcement and post-pro-
duction curriculums; Ex’Pression offers Web
design and animation; Full Sail students can
focus on sound for film.

Berklee's Webber concludes, “[Students
have] a lot to learn, and having a good sense
of where you want to go certainly helps. Be-
ing open to new ideas and learning through-
out the rest of your life is key. Hopefully, we
just whet a student’s appetite for learning. If
we can foster in them the love of doing that,
then I think we’ve done our jobs.”
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IT STARTS WITH MUSIC

While technical training is key, nearly all ed-
ucators and engineers stress that you cannot
overemphasize the benefits of a music back-
ground. Among the purists in the business,
renowned engineer Bruce Swedien believes
that some of the essential skills an engineer
can learn take place outside the studio and
classroom. An advocate of keeping music
education in schools, Swedien remembers
that, in the 'S0s, when his career started,
“The goal of recording was to present an
unaltered acoustic event. And the problem
[with that] to me was that it left the most
important thing out of the music that I was
recording: my imagination.”

Working with such talent as Duke El-
lington, Count Basie and Michael Jackson,
Swedien developed a “sonic personality,”
a step that he advises young engineers to
do. To take that step up from technical
competence to develop a signature sound,
Swedien emphasizes that students need to
listen to music in the right environment, one
that is acoustically supported. “A lot of young
people try to go into the music recording
industry without really knowing what good
music sounds like,” he says. “I hook [my in-
terns] up with Carnegie Hall and start them
going on a regular basis. Music is conceived
to be heard with acoustic support of some
sort, That doesn't necessarily mean lots of
reverb or echo.

“In addition, you can't learn how to make
unique recordings by listening to other
people’s records. By trying to learn by listen-
ing to other folk’s records, you are listening
to music with someone else’s idea of what
music sounds like, thereby short-cicuiting
your own originality. Students have to be
able to identify with that and really learn
about it long before they think about putting
a mic in front of an instrument.”

To quote one of Swedien’s students,
Nathan Tharp, who is currently working
in an L.A. studio, learning to appreciate
music artistically rather than as the sum of
its technical parts is essential. He writes to
Swedien, “I've spent enough years playing
with compression, EQ, reverb and effects
to really understand how they affect the
sound. I used to think that the big picture
was the accumulation of all these sounds.
However, while listening to you mix, [
realized that the big picture is the song
and its emotional impact. You've given me
a deeper insight into my artistic self.” B

Breean Lingle is a Mix assistant editor.

Graduaues sound OFf

Who: Jeremy Rogers

Graduated from: University of Miami

Before college, dreamed he would be: a
mixer for films

Current aspirations: to become the best
sound designer/mixer in Chicago and work
on films

Their program was great because: “It has
gotten me everything I have. Miami gives you
a great base of knowledge of audio, how it
works and how we interpret it. Also, you learn
how to learn.”

Things he wished he had learned in school:
“I would have liked for the mixing and film
side of the program to be more aggressive.”

Wise words for future generations of audio
professionals: “There are a lot of schools
out there. I [recommend you] try to decide
what you want out of the program before you
choose.”

Who: Doug Tyo

Graduated from: Full Sail

Before college, dreamed the would be: re-
cording bands

Current aspirations: to make a living as a
recording engineer and eventually get to the
freelance stage in the studios

Their program was great because: "I got all of
the basics; especially for internships, they were
great. The day after I graduated, I was driving
up to start my internship with a big studio.
Alumni status applies for the rest of your life.”
Things he wished he had learned in school:
“I would have liked to learn music theory and
tech support.”

Wise words for future generations of audio
professionals: “Choosing the school isn't as
important as getting a good internship.”



Put your outhoard EQ
Inside your DAW
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Presenting 0-Clone « |7

Software that turns your hardware equalizer into a nh!g:in —in real lime,

You know there’s no substitute for the sound of a classic hardware equ8lizer. You#lso
know hardware can’t match the Hexibility of a plug-in. But what if you'couid have Both? -
Not an emulation—it's your EQ only better &
Let's be clear: QClone isn't an emulation. You tweak the knobs on your
equalizer just like always. Q-Clone captures the exact sound of your
equalizer as you adjust it.

Presets recall your hardware sound

Save your sounds as presets, and you can instantly A/B between them.
Or get your signature hardware sound—without the hardware.

Once you've equalized a track, you can equalize that equalization—
like chaining two of your EQs together! Or make your four-band EQ
into an eight-band! There is no end to the possibilities. Finally, a way
to get hardware “inside the box.”

Put your outhoard EQ on multiple tracks at
different settings—simultaneously

Tweak one track, click Q-Clone’s “Hold” button, and the sound stays
just as you set it. Move on to equalize another track and another—
as many as your computer can handle.

(North & South America) 306 W. Depot Ave.

@Y Suite 100, Knoxville, Tennessee 37917
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for audio as a standard defined by the EBU
and referenced in AES standards. It is a very
flexible format that allows for a variety of bit
depths and sample rates and has a provision
for storing metadata in the header files.”

| NEVER METADATA | DIDN'T LIKE

Any recording project generates metadata:
information about the recording, such as
technical specifications, names of artist,
engineers, titles of pieces, transcriptions of
lyrics or spoken word and many other types
of information.

There are several approaches to capturing
the metadata. Peter Alyea from the LOC
notes that the direct approach to capturing
the metadata entirely in the header has
its limitations. “We store 2 small amount
of metadata in the file header,” he says.

We felt it was important to
try and establish some best
practices for delivering and
preserving audio so there
would be better communi-
cation within the industry.
—George Massenburg

“We have found a lack of robust tools
to manipulate and update this data in a
batch mode, so we've limited the amount
of metadata to core fields for the time
being. With better tool integration with our
database, this will hopefully change.” The
Hall of Fame’s Stoker adds, “We are creating
metadata files that are married to the audio
files. This is in the form of an XML file that
is stored in the header area of the Broadcast
WAV file itself. By using a UMID, or Unique
Material Identifier, we can ensure the data is
preserved along with the recorded audio.”
Stoker’s comment points out an important
distinction between using the BWF header
as the direct repository for the metadata
and using it as a reference to an external
repository. Rather than trying to capture
all of the metadata entirely in the BWF file
header, the Hall of Fame project uses the
header to capture a reference to an external
database record that can be maintained
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apart from the audio file itself. This approach
was recommended by Bridge Media
Solutions (www.bridgemediasolutions.com),
a consulting company that has carved out
a niche providing advice and technical
assistance to organizations engaged in audio
archival projects.

Bridge Media Solutions was a principal
consultant on the Country Music Hall
of Fame archive and many other similar
projects. According to company president
John Spencer, 2 number of best practices
have emerged fairly universally, such as the
use of the Broadcast WAV format for storing
the audio. Storing the metadata has found a
wider variety of implementations, depending
on the sophistication of the archive, funding
and other considerations. Spencer says,
“There are two principles we believe in very
strongly: metadata evolves over time and it
is too big to attach to the media.”

The practice followed by Bridge Media
Solutions is to store a SMPTE UMID in
the header of the BWF file; think of it as a
unique serial number for that piece of audio.
This UMID then acts as a pointer to the
file record in a SQL database file stored as
XML data. This database, stored separately
from the audio, acts as the repository for
the metadata. According to Spencer, “This
has the double benefit of keeping a small
header on the essence file itself and it
allows the metadata to be available offline
in a standardized format where it can be
cataloged, searched and updated separately
from the media file without losing the link
back to the audio essence.”

And even once the archive is built, it has
to be maintained. According to Spencer, “An
archive should be designed to be refreshed
periodically to maintain data integrity and to
keep up with retrieval technology.” In other
words, merely dropping everything off to a
gold writable CD and storing the metadata
as a Filemaker file won't ensure 2 long-term
future for your archive. Audio playback
devices come and go, as do data formats
tied to a specific platform or OS. Using
more universal standards such as BWF, XML
and SQL database structures ensures the
archive is relatively independent of particular
applications, devices and manufacturers.

NOISE CONSIDERATIONS

Choice of parameters for an archive depends
on what format was used for the original
recording. If the existing master is analog
(analog tape or acetate or vinyl disc),
general practice is to create a first-generation

archive that’s as close to the source as
possible, without using any filtering or
noise-reduction technologies. These can
be later applied to the archived master for
producing access copies of the material for
public consumption. According to Stoker,
“[The Hall of Fame] felt that adherence to
capturing and preserving the original is of
primary importance for the master archive,
so we elected to use no noise reduction
in acquiring the master audio from the
acetates.” Alyea notes that the Library of
Congress follows this same purist approach:
“As for processing, like equalization along
with using noise-reduction tools, we use
none of it. We will add some gain if the
source is very low, but other than that, no
processing is used to make the master file.”

WHAT’'S THE FREQUENCY? :

The use of 96kHz/24-bit sampling seems 10
allow for balancing the need for sufficient
quality and resolution with the practicalities
of storage and acquisition technologies. It
provides enough bandwidth and dynamic
range to capture the essence of the original
analog source. For materials originally
acquired in digital format, of course you
can't add resolution beyond what is there,
so these are typically maintained in the
existing bit depth and sample rate. The
LOC's Alyea notes, “Physical digital media is
captured to a file at its native bit depth and
sample rate, with no up-sampling or other
modifications.”

One of the most important requirements
in preservation is to get the material onto
a medium for which playback devices are
likely to be available in the future. According
to Bridge Media Solutions’ Spencer, “We
suggest capture to a hard drive medium, then
offloading once there is a large dat load to
an offline format such as LTO tape, which
can store hundreds of gigabytes at very low
cost.” These are then checked periodically
for data integrity and transferred to current
technology to maintain the archive’s long-
term viability.

An archive is a living thing. Once you've
given birth to it by getting the essence and
metadata into secure digital form, it will
require care and feeding to remain viable.
Archiving and preservation is M s

not just a one-time job, it's an m
ongoing adventure.

Ron Franklin is director of media products
Jor Tarari Inc.; his musical identity on the
Web is at www.ronfranklinmusic.com. 1
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ALL OF THE WARMTH...
NONE OF THE HASSLE

THE MXL V6 SILICON VALVE™ SOLID STATE MICROPHONE

Most agree the sound of a good tube microphone is wonderful. We
have all heard the warmth and silky-ness that they can produce.
But most will also agree that it's a lot of work to set them up, and
valuable time is wasted waiting for them to heat. This, and the in-
evitable fube’replocgme*r reality. We also make some of the best
tube mics available, like the V69 Mogami Edition, and we have a
solution to these age 61d dilemmas.

The new MXL V6 SILICON VALVE™ solid-state microphone.

The unique.design of the Vé6-employ's solid-state FET amplifier tech-
niques and carefully selected components to simulate what tubes
/. . EWeei silky sound that until now was
‘onlygby vacuumgiubes. We know it’s hard to believe, so
ur word for ¥, iBten to what the experts have to say...

"We had already fallen in love with the

company’s products, and now the MXL tradition continues with the new
V6 microphone. The mic has a classic look and solid construction coupled
with an incredible sensitivity to capture the subtleties of human perfor-
mance. The V6 has the full, rich sound we need to produce hit records”.

Joey P and Dale “Rambro” Ramsey,
. Producers of Grammy award winning artists including Ludacris, Justin Timberlake,
'1 Jay-Z, Sean “P. Diddy" Combs, TLC, and Stevie Wonder
“Here is a mic with all the sonic elegance and quolities of vintage tube
mics in a phantom powered condenser. They rocked the house as room
+ "'mics, every bit as good as my matched pair of U 67’s and also sounded
"~ warm and transparent on vocals. | am a fan!!1”,

Joel Jaffe,
g Joel Jaffe, award winning Chief Engineer of Studio D Recording, Sausalito California

6 easily lives up to the claims made by Marshall Electronics. It's a
nding mic, with plenty of open top end, good dynamic response,
e, and a warm tone. It lines up next to the V69 very well, deliv-
milar tone, and excellent value. | don’t know how they do it, but
rshall continues its history of delivering value-packed microphones”.

Mitch Gallagher, EQ magazine

Experience the amazing tube-like sound for yourself at an MXL Retailer near you

Tel.: (310) 333-0606
DESIGNED AND MANUFACTURED IN LOS ANGELES, CA Toll Free: (800) 800-6608
www.MXLMics.com
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At one time, quality was tied in with price: The pro/high
end paid high prices simply because the hardware was
expensive to build and, by even the most jaded, subjective
standards, it sounded better. Now, with PCs dominating
the workspace, buyers increasingly equate quality with a
price/performance ratio. While the new generation may
have reverence and respect for boutique gear and $4,000
mics, they are equally likely to rave about $99 mics made
in China or a $149 dynamics plug-in.

Following classical economics, a finished product’s

Solving the Price/
Performance Dilemma

price will reflect costs of design, materials, manufacturing,
marketing, distribution and after-sales support. And
a product’s viability—whether an interface cable or a
multichannel console—depends on a number of time, market
and product-specific factors. But in the New Economics, we
find the high end moving down the market and the entry
level turning pro. Traditional hardware companies are
leaping into software and entry-level software vendors are
becoming players. There are lower manufacturing costs but
higher R&D investment, with code writers co-existing with
electrical engineers. And we find end-users clamoring for
features but unwilling to pay more than “x” doliars.
It used to be so simple.

THE AFFORDABLE HIGH END
“It is inevitable that over time in a free-market economy,
manufacturers will increase production and reduce prices,”
says Stephen Woolley, president of MTSi and formerly with
such companies as IAG, Wharfedale Pro, Gibson, Fender
and Panasonic. “At the start of any business, there is only
one ‘first hammer’ or the ‘first loudspeaker’ at its own price.
Then things develop to where there exists a spectrum of
price:performance in products that cover all of the price
levels that the market will support.”

Today’s customers are highly price-conscious, Woolley
continues, “with loyalty only for brands that they perceive
as giving value. If these products are inferior in any

www.mixonline.com
<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>