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’E chnology is changing the music industry day by
day. But, change without focus and compatibility
celivers only chaos. Where should you turn?

The ADAT Group. Composed of a diverse group of
manufacturers who have delivered extraordinarily
focused products to the music industry, their
products are successful because they shape technology
into an extension of your creative personazlity.

Now, as members of the ADAT Developer's Program,
thev all agree on one thing: the technology of ADAT.

Far more information on The ADAT Group and the ADAT Developer's Program call I800-525-3747

All trademarks are property of their ruspective hdders.

As a digital multitrack format. As a way of harnessing
the incredible power of digital audio to make all the
products of the ADAT Group work together as a
compatible svstem.

In this day of leapfrog technology, the last place you
want to be is on the bottomn. Over 15,000 ADAT
customers worldwide have chosen to stay on top.
More than all other digital multitrack owners
combined. To keep them there, The ADAT Group
keeps pulling out all the stops. Making it safe
for you to leap.

The ADAT Group - Focus on Compatibility™
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A FAMILY OF COMPATIBLE PRODUCTS

Scenaria

OmniMix

ESNDIGITAL

Multiple Systems - Multipie Users

ScreeaSound

With SSL’s unique family of digital products, audio post-production for
film and video moves to new heights of speed, accuracy and creative
potential.

SoundNet - The world’s only multi-user digital audio network system.
ScreenSound, Scenaria and OmniMix users can work on the same, or
diverse, projects without having to waste time up- or down-loading;
SoundNet also provides a central database of all audio held on hard disk
or optical discs, removing the need to duplicate sound libraries.
ScreenSound - An integrated digital audio-for-videp editing suite.
Hard disk recording, editing and mixing, combined with multiple

machine control.

Solid State Logic

International Headquarters:- Begbroke, Oxford, England, OX15 1RU. Tel: (0865) 842300
Paris (1) 43 60 46 65 * Milan (2) 262 24956 - Darmstadt (6151) 93 86 49 - Tokyo (3) 54 74 11 44

New York (212) 315 1111 - Los Angeles (213) 463 4444
In USA call Toll Free: 800-343 0101

Scenaria - 24-track random access secorder, multi-channel editor, 38-
channel digital mixing system, and ramdom access video are just some of
the features which enable Scenaria te set new standards in audio post
production.

OmniMix - All the features of Scenaria, plus a configurable output bus
structure, suitable for 4, 5 or 6-channel surround sound and a variety of
stem mixes. MotionTracking™ dynamically automates panning to an
exact position within the surround sound field. Spatial Processing™
provides advanced digitall audio effects to emulate the characteristics of

objects moving in space and time.

The Queen’s Award for
Technological Achievement




his 1s no Fairy Tale

-@X Briiel & Kjaer
Exclusive 8.5. Distributor ® Briiel & Kjaer/T.G.1.

-—

This is real life. The frog won't turn
into a prince and his voice won't sound
like Diana Ross — at Briiel & Kjaer
capturing reality is what we're all about. 'J

Todays studios are full of good ‘
sounding microphones but, fortunately, we ~ §
are not one of them. With Briiel & Kjaer
you are the artist. We supply you witha

-

blank canvas and you get to add the colors, [ 1/
not us.

The B&K 4000 series offers 6 different }
condenser mics, featuring true omni or

cardioid pickup which can be passively
and accurarely altered by our exclusive
acoustic pressure equalizer (APE) adaptor. i
They're available in both 48 Volt Phantom
or 130 Volt powered versions offering
unmatched 168dB dvnamic range for the
most demanding snare drum crack to the
qubtlest details of natures acoustical
z*embles.

A

W)b CAN'T AFFORD NOT TO!!

North AmL ica Inc. « 300 Gage Avenue, Kitchener, !
Ontario, Ca ada N2M 2C8 « Tel (519) 745-1158 | i
Fax (519) 745-2364 1
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“By-combining the ELF system with your
studio main or compact reference monitors,

you can hear and hopefully fix LF problems the exaet
before they go onto disc or on the air.”

George Petersen

 June 93, MIX apposite
of all
traditional

thinking . . .

EF

Experts believe that ELF 1, cH

"ELF" (extended low frequency) ANNE; Lo

is such a revolutienary new bass WFREQU :
technology - it will eventually become the industry ENCY INT

standard for all low frequency sound reproduction. EGRATOR

The Bag End ELF-1 utilizes a patented dual integrator to operate the driver

below resonance. The traditional "above resonance” speaker design is limited in the low

range, offers clumsy phase shift and delay from the use of equalizers and filters, favors the notes

near resonance, and requires a large box to reach the low range notes. Whereas, the ELF system delivers
pertectly flat frequency response down to 8 Hz (more than an octave lower than the lowest musical note), naturally
uniform phase response and dynamic driver protection, all within a very smalf enclosure.

The Bag End ELF-1 is the exact opposite of all traditional thinking. It is power and fidelity. It will change your basic thinking
about bass sound forever. Call today or contact your local Bag End-dealer and check out for yourself the biggest little new kid in town.

ELF « and the ELF symbol are
BAG END Loudspeakers P.O Box 488 Barringlon, IL 60011 (708)382-4550 Fax: (708)382-4551 [ar Longewickersham Labs.
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A nd with good reason.

Alesis was iounded on digiial
T e snase Toemeior. technology, so we know whal it
takes to make the best-selling digital multitrack. The Alesis ADAT"Digital
Audio Recorder's sound quality, sample accurate synchranization capability
(ADAT Synchronization Interface), fiber-optic digital interface (ADAT
MultiChannel Optical Digital Interface), and wide range of peripherals
available now, give ADAT owners the creative flexibility they need.
-

TEC AWARD WINNER

AL

The Alesis Al-ITMADAT tn AES/EBU and S/PDIF Digital Interface with sample raie converter let you trangfer audio
digitally to or from the ADAT systera and external units such as DAT, Clxs, and other digitai recording formats.

The Alesis Al-2"Multi-Purpose Auwdia/Video Synchronization Interfuce by TimeLinc (the leader in synchron:zation
hrvh cts) connects ADAT to the uwlzl of video_ film and multi-media pmaduction using SMPTE. 9 sin and

Focus on Compatlblhty1 L
Its revolutionary impact on the recording industry has made ADAT the
de facto standard in digital multitrack. The enormous

number of ADAT users worldwide, the fact that Fostex has T] Hm; 'Ol Mf 3™ the tape area that ADAT does. ADAT’s

licensed the ADAT fo-mat for their own digital recorder, and

the growing list of leading companies focusing on industry compatibility
by becoming members of The ADAT Group™, all mean that when you
choose ADAT, you're compatible with a vast array of music and audio
equipment, now and in the future. And, you're supported by a network
of professionally trained Authorized ADAT Service Centers worldwide.

The ADAT Format - made for multitrack
ADAT records eight tracks of 16-bit linear, 43 kHz sample rate audio, with
no data compression "tricks” or channel sharing. We chose Super VHS
(S-VHS") tape as a foundation, then designed ADAT's data structure and
heads specifically for the rough-andHumble, back-and-forth, punchrin-and-
out environment of multitrack recording. To make sure that recording one
track wouldn't disturb any other track, we divided each helical scan into
e R we

An 8 track, 8mm recorder’s helical scan: there are only four audio irack to hare a block w

OREEME N

An ADATs helical scan: ADAT tracks ave safely scparated into 8 discrete data blocks.
1Both vertical dimensions enlarged for clarity)

LT |

se all over

z.nlt"mn-

| the
made more

eight separate data blocks. Some
digital ecorders combine data
from two different channels into
the same data block on tape, which 27 fime you press record.

means that each time you record @ saconsms raacc * _ *
track, another track must beread  savaacx mace sy

into a buffer and actually re-record-
ed even though it is in “safe” mode.

'_I'he 8 track, 8mm helical scan format risks
introducing errors into “safe” tracks each and

The ADAT format records each track discretely, as
all professional multitrack recorders should.

Bigger is Safer
Microscopic contaminants in the studio aren't just pro-
bable, they're statistically inevitable. If the format can't 1'

> /2"
e ¥
overcome them, they'll cause mistracking, noise, distor- l
tion, even total muting of the audio. Formats smaller than
S-VHS are more vulnerable to contaminants, dropout, and
misalignment, especially when exchanging tapes between
machines. One 8mm digital format attempts to squeeze
the same amount of sound into onetenth

G
S-VHS tape offers more total surface area 'Eq
to meet the demands of digital recording, and its wider 100 |
micron tracks are five times less vulnerable to ﬁ,’},’fﬂ",fjf}',,ff, )
being derailed by dust. Because even though Sems 7,4t ) 2 !
technology makes it possible to make formats gt " %6k, \ 4
Jormat (133 mm?*) —-— Y

smaller and smaller, dust stays the same size.

Actual microscopic comparison of the ADAT tape format and the 8 track,
8mm helical scan format (enlarged approximately 100 times).

The 8mm's 20-micron tracks squeeze more data
into the same area, with little room for error.

ADAT's wide 100-micron tracks offer an
extra margin of safety for digital audio
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More than Sony. More than
Mitsubishi, More than Yamaha,

More than just a tape recorder-

The ADAT System

ADAT, when combined with the BRC™ Master Remote Control, is a

complete digital recording and digital editing system with features

that no other recorder, analog or digital, can

match. The BRC is a full-function autolocator

and MIDI/SMPTE time code chase-lock

synchronizer. Plus, it controls digital copying

between ADATS, like a disk-based recorder,
but muca simpler to use.

The ADAT MultiChannel Optical
Digital Interface digitally transmits

A fiber aptic -

eabie for digiat - UP 10 eight ADAT channels at once
c-mnection is . 3 .

ncluded wits — OVer a single fiber optic cable to any
etery ADAT.

track on any ADAT in the system
without repatching,all in the digital domain.
Now you can “fly in” that perfect vocal part to
multiple locations in seconds, with absolutely
no generation loss. And our new QuadraSynth™
keyboard has an ADAT digital interiace so you can
record it without ever leaving the digital domain.

The BKt Master

autolucation points, copy und paste digit,
editing and more.

hote Control shown
with optronal RMB™ Remote Merer Bridge,
upercharges your ADAT System by adding
SMPTE and MIDI synchronization, storabie

L14 "CHORIUS 1"
00:25:33:15
Unlikeanalog autolocators, the BRC can

recall 460 points, storable on each ADAT
tapie for later recall, so you can keep your

ADAT/BRC digitally stores
important session notes
Instead of scribbling notes on cumbersome . /
studio track sheets, the BRC lets you store 400 :Z:i:.’:ptrhzlmlrfst ::;f:zfs %Zl}r”a"ft:n
autolocation points, 20 Song start points, punch in and out points. MIDI terpo
maps, SMPTE offsets. and more in the two-minute data header of the ADAT
tape. The BRC's alphanumeric display lets you name «ach cue point and song.
It even has a handy built-in list of 16 standard cue point names you can edit.

The ADAT Worldwide Network

Thousands of ADAT Warldwide Network ‘™ multitrack recording group
members are reaping the henefits of choosing The ADAT System. As
WWN members. they are able to cullaborate and exchange ADAT tapes
with other talented musicians, prixlucers, composers
and engineers throughout the world. Alesis is St - w'o&
proud that so many creative people worldwide @
are using this American-made product, makng } s
2 0 . FrwoS .
ADAT the most popular digital multitrack tape
recorder in history. The recording professionals below don't
endorse ADAT. they use it every day. Their credentials speak for
themselves. Visit vour Authorized ADAT dealer and see what the
new standard in ligital multitrack recording caa do for you.

al

v

Dave Jav Owen Francis Web Mick | Andy Rav om Russell Tim

Rouze Graydon Bradley Buckley Staunton Guzauski Hiiton Benson Size Brower Wilson
Technical Twe time Country Music One of the tap Grammy- 1.A. sleading Quner and Ore of ountry lHas engineercd and ~ Two Emmys Consultant and
engineer for Grammyx Award  ilall of Famer. dance and prp nomated chief Matimem Chairman of the st s stoltest mixed @ wide range  (eight xom systen desiguer for
Larry Carliton winning(tweine Producer of many  engineers in engincer and mixdeaen largest pro-audio preucer, arvanger/  of music from roc) nations) Sound leading recarding
currently using nominations legendary country Hellywood. studio ouner, enginrer. equipment-for writ-rs. 3ADATs to legendary jazz devignyr and artists and
ADAT to record producey, music artists. 1ADATs and a 3ADATsand a 4ADATs and a hire company in and a HR( 3ADATs anda producer for film songumiters

all Larrvs live engincer, writer, 9ADATs and a RC. BKT BrC the U.K. and BRC. tetrviston and Has installed mare
roncert. and guitarist BRC. Europe. Plenty of major theme ADATSs thas he
2ADATsand a 4ADATs and a ADATs parks. 2 ADATs rementbers

BRC. BRe and @ ARC.

W Alesis and ADAT are registered tradimarks of Alesis Corpomtion.

AL, A2, BRC, RMB, QuadraSynth, ADAT Worldwide Network, The ADAT Group ard Focus on Campatibility are trademarks of Alesis Corporation
The ADAT Group of manufarturers an developing products that are fully compatible with ADATs digwal and sync protocols. They :nclude Fustex,
Timelane, Ihgdesign, Steinkerg Jones, 1. Cooper, Apagee, Amdex, Synthar, Musonix. Saandtrax, Mar! of the Unicomn, Emagic and others
VHS and S-VIIS are registered trademarks of [VC. & Grammy is a reqistered trademark of NAKA S All trademarks are the prperty of thetr respective holders.

Alesis Corporation 3630 Holdrege Avenue Laos Angeles CA 90016
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FROM THE EDITOR

o what's new? Judging from this,
our annual AES new product roundup issue, plenty. For starters, 41
new recording devices are previewed this month, along with 58 mon-
itors and loudspeakers. Forty-one new mixing console models are
also debuted here, as well as 78 new signal processing devices. All
told, 455 new products for audio professionals are being spotlighted
in this issue.

So which are the hottest new products in this year's crop? That's for
you to decide. Whether you get the hands-on demo at the AES in New
York City this month or have to wait until your favorite toy store gets
the gear of your dreams, only you know what is right for your partic-
ular needs. We'll do our best, however, to review and comment on the
most innovative, well-designed and popular units throughout the year.
And then next October, we'll see which of the year's new products
rise to the top for Mix readers, as measured by their votes at the
Technical Excellence and Creativity Awards.

If you are making the trip to AES this month, we hope you plan on
attending this year's TEC Awards. This is the ninth year that Mix read-
ers have voted for their favorite new products, the most talented
industry professionals, and the businesses and institutions that set the
standard for excellence in professional audio.

A star-studded affair to be held at the swank Marriott Marquis, on
Friday, October 8, the TEC Awards aren’t just an awards show. The
event raises money to support hearing conservation and education by
the House Ear Institute and the H.E.A.R. organization. The TECs also
generate funds for scholarships in audio education, awarded directly
to leading schools and through scholarship programs with the AES
and SPARS. So far, over $200,000 has been raised for these causes
since the TEC Awards were initiated.

Celebrate the industry’s finest, and support hearing conservation
and education, all for the price of dinner in New York (at one of the
better places, of course).

Keep reading,

David Schwartz
Editor-in-Chief

v BPA Circutation independently audited and verified by
INTERNATIONAL Business Publications Audit of Circutation since 1985.
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AuUDIO HisTORY BLOWN TO 24 BITS.

INTRODUCING THE PCM-9000 MASTER DisC RECORDER
Listen to the future of 2-channel recording and mastering. With magneto-optical technology,
4 the PCM-9000 is capable of 16-, 20-, or 24-bit recording. It stores up to 100 minutes of
audio per disc and provides quick random access and non-lincar editing. Removable discs

offer virtually unlimited re-recording and playback, with a life expectancy approaching forever

This is sonic performance that will blow vou away. Call I-800-635-SONY,, ext. BITS.
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URRENT

AES TAKES UP DIVERSITY ISSUE
We niay be witnessing the birth of
a new and much needed Audio
Enginceering Society committee—
the committee on diversity. At the
Berlin AES convention in March,
the board of governors formed a
working group to address the
glaring lack of women and mi-
norities in audio enginecring and
appointed Laurel Cash-Jones, a
consulting engincer at CJ Technol-
ogy. as chairperson. Depending
on the board’s vote at the New
York convention, this working
group may become a permuanent
committee of the AES.

A committee on diversity
would explore the reasons why
there are so few women and mi-
norities in audio enginecring and
develop ways to rectity the situa-
tion. The ultimate goal is to pro-
mote and expand the opportuni-
tics for women, blacks, Hispanics
and all other minorities within the
industry. One idea is to create a
student outreach program. The
comnittee would sponsor audio
professionals to speuk al

|

|

Sound, (filling in as acting vice-
chair tor Marjori Schmugler); AES
education committee chair Roy
Pritts of the University of Colo-
rado; Les Harrison of Hollywood
Sound Systems; AES membership
committee chair Wieslaw Woszezyk
from McGill University; Zenobia
Millet of MTM; Anette Vlacancich
of Pacific Title; Joe Martinez of
DIC Digital; Morgan Martin of
Lambda Unlimited; and Rhonda
Wilson of Meridian Audio.

The forum will take place on
the morning of Thursday, October
7, and is open to all AES conven-
tion attendees. —Georgia George

SYQUEST AND DYNATEK

JOIN FORCES

SvQuest Technology (Fremont,
Calif.)) and DynaTek Automation
Svstenis entered into a joint mar-
keting agreement to expand the
presence of SyQuest-based stor-
age systems in the sampler and
digital recording market. SyQuest
manufactures 5.25-inch removable
Winchester disk drives (and re-

cently began producing 3.5-inch
drives with 110MB cartridges) that
DynuTek has used in its line of in-
tegrated SCSI mass storage sub-
systems.

SyQuest has not had any direct
tie-ins to the recording market,
but DynaTek’s Digital Music Stor-
age division was created in 1990
to specifically address the storage
requirements of nonlinear digital
audio and video applications.
“SyQuest products figure promi-
nently in both our TRACK series
of rack-mountable subsystems
and our general line of products,”
said Lorne Weiner, director of Dy-
natek’s Digital Music Storage divi-
sion. “This cooperative effort is a
natural progression in DynaTek's
relationship with SyQuest and
demonstrates our mutual commit-
ment to the audio and video
recording industries.”

ATI SPLITS, LINEARX FORMED
Audio Teknology Inc. recently un-
derwent a restructuring, splitting
into two unaffiliated entities. ATI
will continue to manufac-

high schools and univer-
sities about a variety of
career options and might
also arrange for students
to visit or intern at pro
audio companies.

As one ol its first ac-
tions, the working group
on diversity will be host-
ing an open forum at this
month’'s AES convention
to discuss professional
practices and create job
strategies for minorities in
the 90s and beyond. The
forum panel will com-
pris¢ most members of
the working group. in-
cluding Cash-Jones: Car-
on Weidner of Eight Ball

TEC AWARDS ANNOUNCES PRESENTERS
A stellar group of audio professionals have
signed on as presenters for the Ninth Annual
TEC Awards. to be held October 8 at the Mar-
riott Marquis in New York City. Presenters in-
clude NARAS excecutive director Hank Neu-
berger. session drummer Bernard Purdie, pro-
ducer Phil Ramone, engineer Al Schmitt, in-
coming SPARS president Howard Schwartz.,
Lovin® Spoonful’s John Sebastian. former E-
Street drummer Max Weinberg, and Miv mag-
azine's own George Petersen. Creed Tavlor
will present the Hall of Fame Award to Rudy
Van Gelder: Les Paul will present the Les Paul
Award to Peter Gabriel.

Tickets are selling fast. For more informa-
tion, call Karen Dunn at (510) 939-6119.

ture the Paragon sound
reinforcement mixing con-
sole, while new compuny
LinearX Systems Inc. will
handle the LEAP and LMS
products previously dis-
tributed by ATI.

ATl is continuing oper-
ations in a new Colum-
bia, Md,, facility. Found-
ing partner Larry Droppa,
who served as ATI vice
president, was appoint-
ed president of ATI and
is now sole owner of the
company.

Former ATI ¢ngineer
] and president Chris Strahm
purchased the LEAP and

-CONTINUED ON PAGI 16
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Blue Line.

The Newest Modular Microphone Family from the Leader in Condenser Microphone Design.

Every polar pattern, every configuration you'll ever need, interchangeable in seconds.
All with the rugged construction, precision craftsmanship and impeccable audio quality - o
that are unmistakably AKG. AKG Acoustics, Inc. 1525 Alvarado Street, San Leandro, CA 95477 510/351-3500

1992 AKG Acouslics, Inc. AKG s a regisiered trademark of Akustische u. Kino-Gerate Ges.m.b.H.. Ausina.

USE READER SERVICE CARD FOR MORE INFO




Tre WorcD's LEADING PROFESSIONAL Aupio
WORKSTATION Now Has Mayor New
FEATURES, DRAMATICALLY IMPROVED

PERFORMANCE, AND LOWER SYSTEM PRIcES,

INCE 1991, THOUSANDS OF AUDIO PROFESSIONALS HAVE COME TO
S depend upon the power and flexibility of Digidesign’s

Pro Tools* for audio post, music, and broadcast production.
Indeed, you'll find hits made with Pro Tools on just about any top
movie or music chart, just about any week of the year. In many
circles, Pro Tools is even considered the de facto standard of
multichannel professional audio workstations.

Rather than let this success go to our heads, we let it go to our
brains. And ears. And hands.

You see, we've been thinking. And listening. And working
hard. All to build something even better. Now, it's ready, and it's
called Pro Tools 2.0.

Two Point Oh Wow. Pro Tools 2.0 is a new, software-based
advanced user interface. Without any modifications or additional
hardware, 2.0 runs with all past and present Pro Tools hardware.

If you're already familiar with Pro Tools, the first advancement

More Than Speed and Efficiency. The benefits of
Pro Tools 2.0 go far beyond the obvious. For instance, we
improved Pro Tools’ already acclaimed audio quality: Our new
digital EQs are as effective and musical as they are clean. We've
added a host of intuitive automation, autolocation and transport
features. Pro Tools now has a no-wait waveform overview mode.
There’s complete time-stamping. Enhanced grouping. Better
scrubbing. More session management options. Bigger, brighter,

Thauks to our new Apogee<lock-equipped SMPTE
Slave Driver; Pro Tools 2.0 delivers ultra high-fidelity,
ultra lowjitter, ultra-casy digital synchronization in
playback and record, complete with varispeed.

faster, and more accurate VU metering. Improved MIDI sequencing
and control. Extensive undo commands. In fact, Pro Tools 2.0 has
dozens of new features, and scores of enhancements, for audio
post, music, and broadcast production applications.

You MicHT CALL THAT IMPRESSIVE,

you'll notice is that 2.0 combines full-featured recording, mixing,

signal processing, automation, along with advanced wavefarm

and event editing — all in one, easy-to-use, integrated program.
There is simply no other interface as fast, as powerful, as

flexible, and as complete.

Are you a Pro Tools owner who has been hokding

your breath as you read this ad? Al registered

owners will be offered a 2.0 Upgrade Kit,
including software, new manuals, and an

instructional video. ANl for just $49.
THIS WAY UP
LTI i

There’s Much More To Come. We've become the industry
leader by responding to the needs of the people who use digital
audio. And by listening carefully to people like you, we have a
clear vision of what a professional digital studio should offer.

First of all, it should offer power, flexibility, loads of features,
and excellent sound quality. It should be highly cost-effective,
without compromising performance or quality. It should be
modular, to allow each user to have the power he or she needs,
without having to pay for unnecessary features. It should also be
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backed up by the best customer support in the entire industry. It's
no coincidence that all of this describes Pro Tools 2.0, perfectly.
A Vision To Share. We believe that a truly professional
digital audio workstation should have a truly open architecture.
By “open,” we mean that you should be allowed to add
software-based power when you need it. (DINR,” our amazing
Digidesign Intelligent

[NTEGRATED VIDEO!

THE NEw PrO TooLs PosSTVIEW™ OPTION
INTEGRATES FRAME-ACCURATE, FULL-SCREEN,
FULL-MOTION, RANDOM-ACCESS DIGITAL VIDEO*
WITH YOUR PRO TOOLS SYSTEM. THE PosTtView
PACKAGE ALSO FEATURES MACHINE CONTROL*
FOR PERFORMING CHASE LOCK OF VIDEO DECKS
10 PrRO ToOLS AUDIO. CALL DIGIDESIGN
ropay AT 800-333-2137. ExT. 443
FOR MORE INFORMATION.

CRIGURES SOME ALDITIONAL THIKDSPAKTY. HARIWARE

—a 256-channel, 24-bit

Noise Reduction™ kol system which will allow
system, is the first of many — you to “drop in” DSP
forthcoming Digidesign el and other cards from
software “plug-ins.”) = Lexicon, Apogee, and

By open, we also mean o] o other leading
that your workstation 1“ 2 manufacturers. No muss,
should have powerful and 2ol no fuss. You can even
affordable upgrade paths. - 1 - automate and route your
(We think Pro Tools 2.0 Lo At fe e | existing analog and
makes this case quite ';ZLIZ' ii’ , _f ""’”“'l! digital gear within this
elegantly.) new, all digital

And by open, we environment.
actually believe that your WE CALL lT l)RO T«)ls 2. Of course, all past
professional digital studio and present Pro Tools

should allow you to
integrate hardware and
software from a variety
of manufacturers, and
not just us. Which is
why, in 1993, we are

releasing the
remarkable Digidesi
With cur TDM Digital Audio Bus, Pro Tools gidesign ]
offes your studio an open door to the fiture, TDM Digital Audio Bus

systems will be easily and affordably upgradable to be totally
compatible with the Digidesign TDM Digital Audio Bus.

Now that’s what we mean by open.

Make Pro Tools 2.0 Your Reality. Thanks for taking a few
minutes to read what we had to say. Hopefully, we've helped you
understand better the depth of our commitment to the people
who use Pro Tools today, and will be using it tomorrow.

So while we call it Pro Tools 2.0, you might call it exactly what
you need. And if so, perhaps your next call should be to us.

TO0LS 2.0

For more information about Pro Tools, or about upgrading to Pro Youls 2.0, you can
reach us at (800) 333-2137, ext. 443 (S & Canada), or ivternationally at
+1-415-688-0600. Call today, and we'l et you the informatien vou need rigit away.

We can also provide you with information about DINR and other Digidesign products, as
well as Pro School (the ultimate digital training ground). And if you life, we'll be hapoy to
schedule you a free, no-obligations Digidesign Professional Audio Senmnur, or provide you with the
name of your Digidesign Professional Products Dealer.

USE READER SERVICE CARD FOR MORE INFO

digidesign
* 1360 WILLOW ROAD » MENLO PARK
CA o USA = 94025 » 415.688.0600
* 48 RUE DES TOURNELLES »
75003 PARIS © FRANCE » +33.1.40 27 0967

San FRARCISCO @ Los AnGELES @ SEATTLE @ NEw York
(H1cA60 @ NAsHYILLE @ Pais @ LOKDON © MELBOURNE
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INDUSTRY NOTES

Audio-Technica U.S. (Stow, OH) | sales and marketing support...
appointed Kazuo Matsushita as its = Manufacturer Jiri Donovsky of
new president. Promoted were | Hollywood can now be reached
Philip J. Cajka, to executive vice | at (213) 960-9472; tax (213) 461-
president and chief financial offic- | 7391...Celestion Industries (Hollis-
er, and Kenneth Reichel, to exec- | ton, MA) promoted Brian Coviello
utive vice president, marketing. | to pro division sales and market-
Also at A-T, Kevin “Kal” Mullens | ing manager.. William Snow is E-
joined the pro sales staff...Roscoe = mu Systems’ (Scotts Valley, CA)
Anthony was promoted to the | new vice president, marketing. ..
newly created position of director | BASF (Bedford, MA) reorganized
of marketing communications for | its technical service groups. The
JBL Professional (Northridge, CA). | Audio/Video Technical Services
He will be responsible for the | Group will be consolidated with
worldwide coordination of all ad- | the Computer Products Applica-
vertising, trade shows and other | tions Engineering Department
marketing programs...Alesis Corp. | under the direction of Gerrit Nijs-
(Los Angeles) opened 16 regional | sen...New reps for Audix Corp.
service centers to support Owners \ (Tulatin, OR): Ross Associates will
of ADAT recorders. The company | handle Audix products in Massa-
is also producing two ADAT news- | chusetts, Vermont, New Hamp-
letters and an ADAT training vid- | shire, Maine, Rhode Island and
co. For information on these items | Connecticut: GMS Sales will cover
or to locate a service center in | Minnesota, Nebraska, lowa, and
your aredt, contact the company at | North and South Dakota; Bob
(800) 5-ALESIS...Creative Labs of | White Associates represents the
Milpitas, CA, opened an expand- | company in West Virginia, Ohio,
ed support center in Stillwater. | Michigan, Kentucky and Indiana
OK. Open seven days a week, the  ..Sound Associates of New York
facility can be reached at (405)  City hired noted technician and
742-0622...Allan Nichols was = manager Tony Marra to head up
named director of sales and mar- | the company’s new service cen-
keting for the Mark IV Pro Audio  ter...Pro audio/video and M1
Group (Buchanan, MD)...Amek/  equipment rental company The
TAC (North Hollywood, CA) ex- | Toy Specialists opened a new of-
panded its sales statt, appointing | fice in Tampa, FL, headed by
Dave Lewty as the new sales man- | Mark Prater; phone (800) 445-
ager tor the Northeast and Mid-At- | 3330...Altec Lansing (Oklahoma
lantic states...Fostex Corp. (Nor- | City, OK) recently reorganized its
walk, CA) reorganized its sales | marketing department. Akira Mo-
and marketing managment. Vice | chimaru and David Schultz are
president of sales Steve Cunning- | now applications managers for ar-
ham is now also responsible for | chitectural spaces, including hous-
marketing. David Oren will act as | es of worship and auditoriums,
vice president of product devel- | while Tracy Cranton and Gary
opment... Two hires in sales and | Jones are applications managers
marketing at Crest Audio (Para- | for distributed systems, encom-
mus. NI): Sam Spennachio is re- | passing markets such as airports,
gional sales manager for the Crest | theme parks and meeting facili-
console division. Lisa Vogl is the | ties. Other Altec appointments in-
company’s new marketing service | clude David Humphries to the po-
manager...Apogee Electronics of | sition of manufacturing manager,
Santa Monica. CA. hired Greg = Roger Hawthorne 1o customer
Laney as its new sales engineer | services manager and David Read
and Angie Orduno as additional | to technical service manager. ®

—FROM PAGE 12. CURRENT
LMS products, which are sup-
ported by his newly formed
LinearX, for which he serves
as president and chief engi-
neer. Vickie Sheppard, former
business manager of ATI, is
vice-president and general
manager of LinearX. The com-
pany operites out of the former
ATI offices in Portland, Ore.

CONFERENCE NEWS

The Society of Motion Picture
and Television Enginecrs will
hold its 135th Technical Con-
ference and Equipment Exhib-
it, titled “Integrating Technolo-
gies in the Digital Era,” Octob-
er 29 to November 2 at the
L.A. Convention Center. Con-
tact SMPTE at (914) 761-1100.

The fifth annual ITA Mag-
netic and Optical Media Semi-
nar will be held November 4-5
at the Nikko Hotel in Atanta,
Ga. Contact the ITA at (212)
643-0620 for more information.

The 1993 Professional Loud-
speaker Workshop will be
held October 28-29 in Pasade-
na, Calif. More than a dozen
loudspeaker clusters will be
rigged in 4,000- and 1,000-scat
auditoriums, and TDS analysis
and double-blind listening
tests will take place. Call David
Kennedy & Associates at (714)
895-7221, ext. 701.

The National Association of
Broadcusters issued a call for
papers for the NAB Broadcast
Engineering, NAB HDTV World
and MultiMedia World confer-
ences, to be held in conjunc-
tion with NAB '94, March 20-
24, 1994, in Las Vegas. Contact
the NAB at (202) 775-4981.

The summer Consumer Elec-
tronics Show (June 23-25 at
the Chicago Iilton) will revert
to a three-day, trade-only show.
Call (202) 457-4900.

Finally, it has been con-
firmed that next summer's
NAMM show will again be
held in Nashville, July 30-31.
This past summer’s show at-
tracted 270 exhibitors and more
than 10,000 attendees. Sounds
like a possible new tradition in
the making. ]
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What's more fascinating than
a4 man who can sing

)\ two notes at the same time?
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That’s the ATXT DISQ™
Digital Mixer Core.

Up until now, it's
been the same old song.
Your studio either stays
analog or goes digital.

But all that's
changing thanks to the
ATXT DISQ Digital Mixer
Core.
Invented by the company that's

2 O | 1)1

been involved with audio since its
inception, this remarkable system
ofters you the unheard of. Namely,
the capability to go back and forth
between analog and digital. At the
mere press of a button.

Analog is still music to many
arlists’ ears.

After all. many rock
musicians still prefer

analog. To their way of
thinking, digital lacks a
certain wallop.

The great thing about
the DISQ System is that it
supports analog lovers
while giving them the option
of evolving 1o digital.

system that
and digital at the

Others are really
@ digging digital.
On the flipside,

there are artists and
producers—be they in

Contemporary Pop. Country,
Jazz or R&B-who are already |
sold on digital. They feel it
lets them hear nuances they
never heard before. And that
digital is important in
editing and mastering.

The bottom line? The
DISQ Sysiem lets you
cater to the exact tastes
of any client.

Adding digital by adding to your
analog systemi.
The DISQ System
works in tandem with
your existing analog
boards.

Meaning you
avoid the big
learning curve a
new digital console

requires. So when
clients ask for a
certain sound,



T

AIXT Bell Labs: A name
that’s pure platinum.

an engineer still knows which of

3.000 faders and knobs to move a

mere fraction of an inch to Not surprisingly. the

technology for the DISQ System
came from the best R&D (not to be
confused with R&B) facility in the
world-AT&T Bell Labs.

A mixing svstem that's both

give ‘em what they want.

Spend halfas much to do
twice as much.

Besides the incredible

flexibility the DISQ System’s analog and digital. [t's not impossible.

- e
. SRS | & s S [

capabilities atford you, there’s It's the AT&T DISQ Digital Mixer Core.

also the cost savings. For details. call 1 800 333-8805. Outside
Because you simply add the the US. and Canada. dial 919 668-2934.

DISQ System ruck to your pririE .,o.o..,p,o‘p,' AP AP AT AT ST 4T ST G

X

existing hardware, there’s not
a ton of pricey equipment to
buy. Or install. Meaning your
downtime is kept to a bhare

minimumn.
: . 4 :
Add other stuff anytime AP, & / 2 : j
down the line. %ca' B P L TS .r‘f.."ldm
. ) . To arrange a lislen. see s in New York at the Audio Enginecring Society
You won't get hit up for Converdicn this Oclober. Room 3D05. Whao knows? Mayvhe yoidll see

- Tueenn v 2o there.
lots of gadgets when you want

to upgrade. either.
Typically. all it takes is
oo l_ o e
new sormware. ——
E ~ 5 . L n—
In fact. the DISQ System is — A T
- . 0.9 —eeen
so flexible that mixing hoard —ccanm— I&
. 9 . N 4
functions can be changed with —
a mere tweak.

USIs READER SERVICE CARD FOR MORIE INFO



INSIDER AUDIO

by Ken C. Pohlmann

THE DERIVATIVE
OF CHANGE

ur distant past was recently made
available to us. The images are still
very fresh to all veterans in the re-
cording studio business. An in-line
mixing console stood in the center of
the control room—perhaps 36 inputs.
Tracking and overdubbing were both
easy affairs, but complicated mix-
downs often required several pairs of
hands: the engineer, the assistant, the
producer and maybe a bandmember
or two to manipulate all the knobs
and faders. Great fun. The open-reel
tape recorders were lined up across
the back of the room. The master re-
corder laid down 24 tracks on 2-inch
tape. The 2-tracks used %-inch tape.
Of course, all machines were equip-

ped with noise reduction, but con-
troversy still surrounded the issues of
whether noise reduction involved
sonic sacrifice, and which tape speed
(15 or 30 ips) was best for a particu-
lar application. Your assistant engi-
neer was finishing high school next
spring. There was always a supply of
razor blades and a sticky tape dis-
penser nearby for splicing. The art of
editing certainly took considerable
experience, not to mention dexterity.
The musicians were a fine bunch of
fellows—occasionally a little picky
on microphone selection. You al-
ways kept a few direct boxes handy
in case someone was using an elec-
tric instrument.

20 MIX, GCTOBER 1993
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Power Users Prefer Sonic

OUND ONE COR
New You'k ZJOHN PURCELL

winvestigating digital work-
stations for feature film and
ulfc-l Wu mﬂl

o A N B ®

Berkeley/JIM AUSTIN

iiWe were the first to install the
SonicNet for film sound post.
We’re impressed with the
SonicNet’s true network capabil-

ities, having experienced the

bottlenecks of stand-alone work-

1-mpm unndnn nnu |

stations. The dialog editing is
much faster than conventional
cutting and provides superior

sound with substantial savings.”

iWe use Sonic systems for a
wide variety of projects —from
radio and TY spots to daocumen-
taries. Our clients are amazed at
how fast we can edit and how
easily we can make changes.
‘With two systems and SonicNet,
we can share soundtfiles and
collaborate in a way that has

never been possible before.)

Haovston/DWiSHT COOK

SIUIND W O R M

Moin Office
1891 Eost Francisco Blvd., San Rofael, (A 94901 USA Tel. 415 4415.4800 Fox 415 485.4877

Sonlc Europe

achter.19, 3634 KD Rotterdam, The Netherlands Tel. 31.10.414.7354 Fox 31.10.414.7365

SONIC SOLUTIONS

USE RFADER SE
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Ten Reasons Why You Should Ch

1. The DR4d can 3. BlelclSis iV miMad Another cool DR4d
simultaneously record 4 tracks directly to starda-d advantage is the ability to otfer scrubbing of audio,
SCSI-compatible hard disks, not tape. Tape like “recl-rocking”on analog decks - only with much
recorders which use a cassette tormat (VHS, 8Smm, better quality. Our Jog/Shurtle wheel lets you scrub
etc.) have a huge problem: without at least two through the audio at various speeds, forwards or
machines, you can’t edit. But even a single DR4d backwards. So finding precise editing points is orly as
allows random access editing that tape recorders just complicated as using your cars.

can’t ofter. Move, Copy, Insert, Copy + Insert, Move

= Insert, Erase, and Delete with ease. Edit with 4. One concept
complete confidence, because if you try an edit but we did want to carry over from tape recorders is the
change your mind, the Undo function will instantly user interface. Friendly, tape machine-style controls
restore the previous arrangement. [t's a breeze to copy make the DR4d by far the casiest hard disk recorder
any part of a track and paste it anywhere on any track, to use. With dedicated buttons for Play, Stop,

even with a specified number of repeats. Or perkaps Rewind, Fast Forward, and so on, what could be
use the Insert commands to instantly slide track data simpler? If you've used an analog deck, then you

know how to use the DR4d. Punch-
ins/outs can be performed
manually or
automatically
from the front
panel, or via
footswitch. Like
you'd expect.

in time against other tracks. This editing power
encourages experimentation, and thus, your creativity!
Imagine it. Do it.

2. DR TNRAINTE] Another problem with tape

1s t.hc time required to physically move frf)m one DL4d
point on the tape to another. Concentrating on your Remote
music is what's important, not waiting for tape to

shuttle back and forth. Never again waste such

precious time: the DR4d allows ycu to instantly move 5. 1RGN ELEINE R Up to four DR4ds can
to 108 different locations. Set up repeat sections, jam be chained together to create a 16-track system,
along with your tracks, then drop into record to simply by plugging an optional cable between units!

capture it all while it’s still immediate, fresh. And the optional DL4d Remote makes it a snap to
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yse the DR4d Hard Disk Recorder

control all of them. An optional, factory-installed 200 i DEDICATED DESIGN S ¥R
MB internal hard disk offers 32 track minutes of dedicated digital audio praduct, rather than an add-
recording right out of the box. The DR4d can handle in board for a computer. It’s a tool designed for a
up to seven hard disks and supports seamless overflow single purpose: to record and edit audio precisely,
recording across multiple disks. With enough disk effortlessly, and affordably. We think you'll agree
storage space, you can actually record on all four tracks that it succeeds on all counts beautifully.

for an incredible 24 hours!

W EXCELLENT CONNECTIONS QY
balanced TRS 1/4” Input and Output jacks, easily
switchable between -10 and +4 dBu levels, simplify
interfacing with any type of console. The DR4d’s pair . . . T
of digital I/O ports allow communication with other A 1 gjbl(; rcifgljioln.'llﬁsztl?HstarIldax: sam};:le
digital devices in the form of both XLLR and RCA rate; tneude b’ d ’ fmh 2 Full 926' dlr31 Z or, the
connectors (AES/EBU or Type II selectable), as well as GFEULATE S LG B ynamic range,

9. =elfl s R e FFANE ad The DR4d contains
Akai’s own advanced digital technology, including
super-clean 18-bit 64x oversampling A/Ds and
advanced single-bit 8x oversampling D/A convertors

N I W AT kg oy et | ] you can rest assured of always sounding your best.
SCSI port for access to external hard disk drives. Just i} $1995.00 Simply put, the DR4d is the
plug and play! best value in digital recording today. For the first
A YOU'VE GOT OPTIONS USRI NERSH time, the nucleus of a professional quality 4-track

. hard disk recording system can be yours for only
ones, at that. For digital access to all four channels $1995.00! Just add i ternal rernal hard disks
simultaneously, the IB110D provides the two additional P
AES/EBU ports. For SMPTE timecode applications and you re B s oux'-latest LTS S
(slave or master), the IB112T is installed in seconds. creafing your next masterpiece.

The IB113M interface gives you MIDI In, Out, and

Thru, and the IB1118S is a second SCSI port which will AKAI
allow connection to computers for visual wavetorm )

editing and magneto optical drives for data backup. ] ” ‘[_" ;4 d DIG'TAL
gatlec?izgaﬁzcmf/slm(i:ec"o change without notice P.O. Box 2344 Ft. WOI’ih, X 76102

Consult your Akai dealer for information on compatible hard drives 817) 336-5114 Fax 870-1271
USE READER SERVICE CARD FOR MORE INFO




INSIDER AUDIO

Today the studio is a far different
place. The Macintosh computers host
the hard disk recorders, and 13Ms
host the automation and test equip-
ment. Young men and women sit at
workstation terminals, swaying to the
music in their headphones, the sound
of typing occasionally fills the air.
Digital tape housed in cartridges pass-
es unseen through modular digital
multitracks (128 tracks) and DATS.
The razor blades are housed in dis-
posable BIC shavers, back in the
medicine cabinet in your apartment
(your microwave pancakes are in the
freezen). Time code runs throughout
the room, as does MIDIL You check
your e-mail every morning. You just
bought a CD recorder for $4,000.
Your next purchase will be a Video
Toaster. OMF looks good. Then you'll
have to decide on whether to install
FDDI or CDDL Your room has many
more software controls than hard-
ware ones. You're sifting through as-
sistant engineer resumes looking for
a good C++ programmer. The very
definition of the word “tool” has
changed. Musicians are a fine bunch

of fellows, unless they had a head
crash last night.

The era of multitrack analog re-
corders passed into oblivion with the
widespread availability of profession-
al digital audio technology. In fact,
the advent of digital audio changed

Ours is a business of
technology, and thus itis a
business of change. Those who
intuitively understand the
nature of change profit from it;
those who do not understand it
do not profit for long.
everything about audio. Recording,
cditing and processing were all rein-
vented, and networks and multime-
dia were introduced. Dig deep o
find a decade-old issue of Mivand
vou'll see advertisements for the old

equipment—sheet metal, knobs and
meters—now appearing as anciently

quaint as dinosaurs. Now look at the
ads in this issue—manufacturers would
suggest that you examine them very
caretully—and you'll observe that the
product categories are mainly digital
and mainly did not exist ten years
ago. Ours is a business of technolo-
gy, and thus it is a business of
change. Those who intuitively un-
derstand the nature of change profit
from it; those who do not under-
stand it do not profit for long.

The changes in your control room
are as obvious as the wrinkles on
your face, but the timeless force of
change, insidiously working every
day, conceals its own magnitude and
destiny. You do not notice your wrin-
kles but are shocked when you see
how withered a long-lost acquain-
tance appears. Change is not casy to
accommodzte because its intent is to
nuiike us old, to push us aside, to make
room for the next, younger genera-
tion. We intuitively enjoy change, we
adapt to it, we benefit from it, but
we are afraid of it, because change is
immortal, whereas we are not.

The youngest adapt to everything
that is new because they do not
know the old. They do not even rec-
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ognize change, because it requires
perspective that they have not yet ac-
quired. Everything that is presented
to them is immediately accepted as
correct—that is, never, never ques-
tioned. They are enamored of tech-
nology because it is modern, be-
cause it offers change. They intu-
itively know that change is a code
word for opportunity, for them. Their
capacity to learn is undiminished, be-
cause the capacity has not yet been
taken. A display may show a picture
of physical controls, but they are
quite comfortable manipulating knobs
with a mouse. Even then, the picture
of controls was devised for the older
generation, to case their transition by
giving them the familiar; soon, to sat-
isfy the new market majority, those
displays will be replaced by icons se-
lected by the younger generation,
Open-reel digital tape recorders were
designed to accommodate analog-
style razor blade editing, but blade
editing disappeared in favor of elec-
tronic editing. Then the open-reel
machines disappeared as well. That
is how change works—incremental-
ly obliterating the old, until the old
has been completely erased.

s WHEN
WITH

DDA

YOU CAN
AFFORD
ONE
THAT'S SO
QUIET YOU
CAN
CAPTURE
THIS

A

As the young grow older, they
begin to recognize change and be-
come accustomed to it. They reach a
stride in which change is the engine
in their carcers and their lives.
Change moves them to a better life.
Their command of knowledge is im-
pressive. They are the reason we
idolize youth. They are said to be
children of the new generaion, but
in reality they are its masters because
they are the ones inventing change.
They wield technology well, lever-
aging every old invention into a doz-
en new ones. They work long hours
to conceive, design, engineer and
manufacture change. Instead of adapt-
ing the old, they discard it and invent
something quite different. The strong-
est icon of the past. the reel of tape,
is repudiated. With a smile, they
know their new invention is shock-
ing, radical, better. By directing change,
they make their mark in the world.
They have a pact with change—sell-
ing their future security for their pre-
sent enthusiasm. For most, their lives
peak.

They grow older. Experience be-
comes less of an asset and more of a
burden. Their once-flexible ability to

Now there’s no need to settle for second best. The Forum Composer is a top class
desk that’s fully digital compatible. It's ideal for the project studio, offering 24 to 40 inputs
(with 24-track monitoring) at an outstandingly competitive price and with DDA’s legendary

sound quality.

With Direct Output, Input meter-
ing on all channels, Digital Input

and Stereo Input options, the Forum

Composer series offers you more than most.

And of course, DDA’s incredibly low noise performance means

that, should you want to record a pin drop, that’s just what you’ll get - nothing more and

nothing less!

adapt becomes arthritic. They have
seen too much change. They can’t
keep up any longer. They prefer to
remember the good old days—2-
inch tape, razor blades, that sort of
thing. They are more concerned with
preservation of principle than with
new income and growth. Their job
descriptions change. Artists become
investors, engineers become manag-
ers. Fast-moving technology passes
them by, Career opportunities are
passed to a younger generation.
They decide that they have adapted
too many times, that they cannot
learn any more new tricks, that they
have no more skins to shed. The
music is foreign, the technology is
foreign. They choose to get oft the
ride. They pass their invaluable wis-
dom to the younger generation, who
hardly listen. They are noble in their
preservation of the old, but they pass
into history, remembered for the
changes they enacted when they
were young, |

Ren Poblmann is author of Princi-
ples of Digital Audio and The Com-
pact Dise Handbook and co-atthor
of Advanced Digital Audio.
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DIDA

aMARK IV company

USA Mark IV Pro Audio Group. 448 Post Road, Buchanan, Michigan, MI 49107, USA

Tel: (616) 695 4750 ¢ Fax: (616) 695 0470 « Toll Free within USA (800) 695 1010

DDA, Unit 1, Inwood Business Park, Whitton Road. Hounslow. Middlesex, England TW3 2EB
Tel: 081 570 7161 « Fax: 081 569 5510
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by Stephen St.Croix

REDRUM

ou wouldn't listen to your music
backward, would you? Okay. We all
did listen to our music backward for
a few years there—so we could find
out that Paul was dead, or that the
devil was living in Burbank, or that
we should cut our parents up with
an axe. Yeah, yeah. So we did all of
those things. Well, I'm out now, and
I immediately spent a few days try-
ing to get my new Metallica CD to
play backward so that I could get my
new instructions, but...

Now my CD player is back from
the service department, and I'm re-
faxing by the pool as I write this col-
umn for you, and a thought passed
in front of me: If you don't listen to
your music backward anymore, why
are you willing to listen to it upside
down?

For you science dweebs out there,
let me pose a question. Most adult
males in the United States of Ameri-
ca shave, and they do this in front of
a mirror, so they have learned how
to deal with the image reversal. But
think about it for a moment: Why
does a mirror reverse teft and right,
but not up and down?

Anyway, back to the question at
hand. Listening to music upside
down bites. Tt sounds terrible. Why
do you do it? Why do you record it?
Maybe upside down isn't the right
term. Maybe I should say inside out,
I guess it depends on where you
look in the audio reproductive chain.

Let’s go to the top (look—I got
here muueh faster than I usually do).
Upside down music. You record a
vocal and look at the waveform on a
scope or in the editing window of a
DAW. Nice wavy lines. Not the same
on the top as they are on the bottom.
Right? Vocal takes are a really good
example for my point here, because
they are in fact highly asymmetrical
and always have been.

What does “always have been”
have to do with it, you might ask?
Well, speech evolved as a method of
communication. As humans learned
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to speak, they tearned to listen and
understand. Bear with me here. Most
humans vocalize using expelled air,
and they all do it basically the same

ay. The resuttant asymmetrical wave-
forms (speech) have a great many
common factors, not the least of
which is predictable asymmetrical

waveforms. Human ecars have been
training to listen to this very speech.
in its original, acoustic, noninverted
form since the first word was spo-
ken. That word was, by the way,
“Mine!”

Now we—the recording guys—
come along with a mic, compressor,
mixer. noise reduction, tape recorder,
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Introducing Dyaxis ll™ Studer’s 2nd generation digital
workstation delivers real-time DSP power, unlimited
channel capacity and immediate interchange between
projects, in a modular multitrack system. Stack up to
six 8-track systems for 48 tracks of simultaneous
playback. Work with individual processors off-line,
then combine all 48 tracks for final assembly.

Onboard Dolby AC-2" 4:1 data compression lets you
Plug & Play" optical removable media. Unieash your
creative potential with the power of Dyaxis II. Call

your Studer representative now fer complate details.
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The Seriou

THE TASCAM DA-88
THE DiGITAL MUuLTITRACK DECK
For SERIOUs PRODUCTION

It's true. The first machine
designed specifically for low cost
digital multitrack production is now
available. And it comes to you from
the world multitrack leader, TASCAM.
[t's simply the most advanced, well
thought out and heavy duty digital 8-
track deck you can buy. The best part
is, it's incredibly affordable. ‘

The DA-88 is built for production.
The integrity of TASCAM'’s design is®
evident in every facet of the deck.
From its look and feel — to its
exceptional sound, unsurpassed
features and expansion capability: =8

GoEs FASTER, L.AsTs Lo
AND TAKEsS A BEATING

While we admit that it's i eres
looking machine, it's tough to see its
finest asset. The tape transport.
Designed and manufactured by
TASCAM specifically for the DA-88, it's
fast, accu-ate and solid. And that's
what counts in production — in
personal studios, project studios or in
those demanding high-end facilities.

You'll notice it uses superior Hi
8mm tape, giving you a full 108
minutes of record time. What's more,

Adding the optional SY-8& synchronizer card

VARI SPEED
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the transport is lightning fast and yet
so quiet you'll barely hear it blaze
through a tape.

We didn't stop there. Because
production environments are notorious
for constant, if not abusive, shuttling,
punching, 24-hour operation — you
get the idea — the transport was
designed and built to take a beating.

is as easy as changing a Nintendo® cartridge. With it you're

SMPTE and MIDI compatible. And no matter how many DA-88s you have locked up, you
need only ane sync card. Other optional accessories include AES/EBU and SDIF2 digital inter-
faces ailowing the digital audio signal to be converted for direct-digital interfacing with digital
consoles, signal processors and recording equipment.

1993 TEAC America, Inc, * Nintendo is a registered trademark of Nintendo of AfigficaJhe.

Even more impressive is the
transport’s responsiveness. Take a
look at the front panel. Notice the
shuttle wheel? Turn it just a bit and the
tape moves at one fourth the normal
play speed. Turn it all the way and it
flies at 8 times faster. Do it all night if
you want. It's quick, smooth and it's
precise. Need to get to a location
quickly? Accurately? Shuttle a bit and
you're there. The location is easily
viewed on the DA-88's 8-digit absolute
time display — in hours, minutes,
seconds and frames. With the optional
SY-88 sync card it displays timecode
and offset, too.

You ALREADY Know How
To OPERATE IT

Unlike other digital multitrack decks,
the DA-88 works logically and is simple
to operate. Like your analog deck. All
functions are familiar and easily
operated from the front of the deck.
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Take punching-in and out, for
example. You have three easy ways to
do it. You can punch-in and out of
single tracks on the fly. Just hit the
track button at the punch-in point. Hit
it again to punch-out. You can use the
optional foot switch, if you like.

Or, for muitiple tracks, simply
select the track numbers you want to
punch, push play, and when you're
ready, hit record to punch-in, play to
punch-out.

Finally, for those frame accurate
punch-ins, you've got auto punch-in
ard out. In this mode you can rehearse
your part prior to committing it to tape.

No matter which way you choose,
your punch-in and out is seamless and
glitch free due to TASCAM's sophis-
ticated variable digital crossfade
technology.

That’s not all, you also can set your
pitch (+ 6%), sample rates (44.1 or 48K),
as well as crossfade and track delay
times. All from the front of the DA-88.

USE READER SERVICE CARD FOR MORE INFO

COMPLETE SYNCHRONICITY

There's more. Add the optional
SY-88 synchronizer card to just one of
your DA-88s and you've got full
SMPTE/EBU chase synchronization.
The best part is, you can record time-
code without sacrificing one of your
audio tracks. You also get video sync
input, an RS-422 port to allow control
of the DA-88 from a video editor, and
MIDI ports for MIDI machine control.

A DiGITAL RECORDING SYSTEM
THAT GrOws WITH You

The DA-88 is truly part of a
digital recording svstem. Start with 8

tracks today — add more tomorrow. \
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Adding tracks is as simple as
adding machines — up to16 for a total
of 128 tracks. They interconnect with
one simple cable, and no matter how
many DA-88s you have, they'll all lock
up in less than 2 seconds.

Controlling multiple machines is
made simple with the optional RC-848
remote. With it you can auto locate
and catch 99 cue points on the fly. It
comes complete with shuttle wheel,
jog dial, RS-422 and parallel ports, and
it controls other digital and analog
machines, too.

LisTEN To THE REsT

Of course, the sound quality is
stunning. With a flat frequency
response from 20Hz to 20kHz and
dynamic range greater than 92dB, it
delivers the performance you expect in
digital recording.

So get to your authorized TASCAM
dealer now. Check it out. Touch it. And
listen to it. Once you do you'll know
why the TASCAM DA-88 is the serious
machine for digital production. The
TASCAM DA-88 is the choice of
studios worldwide. And at only $4,499,
it should be your choice.

TASCAM

Take advantage of our experience.

7733 Telegraph Road, Montebello, Cafifornia 90640
1213) 726-0303



FAST LANE

another pass through the mixer,

T H E maybe a litde ofthoard Q. and on to

the 2-track. Tow many times do we

P R o F E S S | o N A L’S have the potential for a little good

old American phase reversal? Enough,

considering that very few people
c H o I C E even know that it matters.

scientific studies (done by actors
playing scientists) have shown that
intelligibility drops dramatically if
recorded human speech is inverted.
This is fact, kids! 1f you think about
it, there is no surprise here. Humans
never experienced inverted speech
in the wild, at least not until politi-
cians and TV evangelists were invent:
ed. So all learning was optimized 1o
take advantage of any and all infor-
mation that could be extracted, in-
cluding phase-sensitive data.

So the next time that you love

your mix and the vocal is exactly
where you want it, but you just can’t
seem to understand the words, try
inverting the vocal. If that doesn't
work, try inverting the vocalist. While
my experiments have shown that
there is no real-world gain whatso-
ever to be had from inverting the vo-
calist, it looks funny, and everybody
in the control room generally enjoys
it. We use gravity boots on cables
suspended from the ceiling.
— , Hey. film guys! The same goes for
lil prOl }_?)l . || ” l .I = you. You would not believe the im-
provement that you get in certain sit-
uations with this cheap (well, free,
actually) trick!

Featwured:

High Performance Power Amplifier

|nternationa|ly renowned manufactu rers Drums. Come on. Listen to a snare
. ‘ . . inverted and noninverted. One sounds
and distributors of professional amplifiers like 2 recording, and one sounds real,

assuming that you have some hasic
miking skills. And kicks? If you are
the audience, a kick drum is sup-

and speaker systems

AUSTRALIAN MONITOR AUSTRALIAN MONITOR posed to crush your rib cage, clean,
U.S.A, CANADA sharp and fast. Compression front. If
P.O. Box 226 Malvern P.O. Box 51517 itis inverted, it feels totally silly, sim-

Philadelphia 19355
Tel: 215-380-1394
Fax: 215-380-1358

2060 Queen St. E. Toronto
Ontario M4E3V7

Tel: 416-693-0300

Fax: 416-691-7193

ply wrong. The only person in the
world who is supposed to hear a
kick as an atmospheric rarefaction is,
of course, the drummer himself. Think

Australian Monitor about it.

Again, you film guys: Harleys don’t

AUSTRALIAN MONITOR  AUSTRALIAN MONITOR  AUSTRALIAN MONITOR suck air in through their exhaust
FAR EAST PTY LTD EURO pipes. 4+ Magnums don’t inhale fire

45 Genting Lane 53 College Street Untere Grabenacker 3I-4 and cat lead through the ends of
#02-02 Genting Complex Gladesville N.SW 2111 W - 7516 Karlsbad 2 their barrels, and all airplanes push
Singapore 1334 Australia Germany compressed air out the back, unless
Tel: 65-742-9131 Tel: 61-2-816-3544 Tel: 49-7248-4446 [l]cy N in sSOMme \'cl'y _\‘Cl'i()us trou-
Fax: 65-742-81C3 Fax: 61-2-817-4303 Fax: 49-7248-4447 ble. Lets kL‘C]) it that way. ]

Distributed in more than 30 countries
Stephben St.Croix is a Mix contribut
ing editor.
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“Installed it Monday...
Booked it Tuesday...

...we didn’t even have enou time
to shoot a pretty picture!” eh

e
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“It’s here. It’s the first in the world. Serial number 001..
Didn’t even sweep up yet, and we're makirg money.

And we love it!

Nothing sounds like those beautiful old API discrete consoles.

That’s what we wanted. So we went back to Paul Wolff at API, and that’s
exactly what we got! The good old, brand rew Legacy Series.

Affordable, discrete technology combined with . .
more than enough features to earn them a TEC award nomination!

But just listen to that incredible sound!”

-- Steve Loeb,
Greene Street Studios, New York
212-226-4278

%"api API Console Sales: (USA) Phone: (708) 653-4544 Fax: (708) 665-4966

Japan: Henry Dienr, Timelord, In¢, Tokyo, Phone: 81-33-721-4431. Fax: 81-33-721-4432
Western Europe: Iain Roche, PAN Technical, London, Phone: 44-71-247-6101 Fax: 44-71-247-6104
Eastern and Central Europe: Henryk E. Krol, SI International, Wisla, Poland, Phcne: 48-3865-362) Fax: 48-3232-2859

USE READER SERVICEICARD. FOR MORE INFO



Why not get everything professional

Digital Audio Workstations have to offer?
Create your best part out of 10 recordings and use it

in five different places... record 100 takes in the same
place, on the same track... synchronize sound FX toa
picture in less than a second... erase a word and bring it
back a week later... and do all this on a machine that
gives you instant access with incredible editing speeds,

the sound quality you want, and the reliability you can Optional DM-80-S Mulutrack Mandger control

count on projecl aher projecl. for the Macintesh™— casy to learn, fust to use.

Problem is, many DAWS just can't give you all of Problem: Some DAWSs are the weakest link in the audio

these things. chain. The DAW you buy should deliver sonics as good or
Here’s why: better than any piece of audio equipment you own.

Problem: Some systems use a single computer
for graphic user interface and for audio information
processing, This slows the whole system down, and
makes you wait.

The Answer: Choose a DAW from a company that knows
professional audio, not just a company that knows comput-
ers. But most of all, ask audio professionals who own one.

The Answer: A workstation that sepa-
rates the hardware “engine” from the user
interface computer. This way, audio infor-
mation processing is not slowed down

by the user interface, and the interface
computer operates without the load of
additional tasks. And you save time and
money.

Problem: A system crash in the middle
of a complicated project could cost you as
much in time lost as some of the less pro-
fessional DAWSs are worth. You should
expect reliability you can count on from
your DAW, and get it.

The Answer: First, call around. Check
the reputation of DAWs. We have DM-80s
working every day all over the world in
high volume production environments.
Our customers will tell you they're reliable.

Problem: Some systems don't give you a
user interface that's familiar and easy-to-use.

The Answer: Buy a DAW that lets you choose either a We believe you'll find all these answers and more in the
dedicated hardware remote that gives you familiar tape Roland DM-80 Digital Audio Workstation. Call us at
recorder controls, or computer software control that is (213) 685-5141, ext. 337, or FAX (213) 722-0911 fora
simple to understand and easy to operate. brochure. Or better yet, schedule a demo. You're going to

like what you hear.



“The thing is just impossible to screw up! The DM-80's non-destructive editing is
the only way to go—revisions are extremely easy, and very quick.”

— DAVID ESCH
DIRECTOR OF COMMERCIAL PRODLCTION
WPNT CHICAGO

“Edits fast, sounds great, and doesn’t break. The DM-80 multilayering capabilities and
simultaneous recording on all tracks gives us the flexibility to do whatever we want”

— JOEL VALENTINE
PRESIDENT
21T CENTURY SOUND DESIGN, HOLLYWOOD
("NORTHERN EXPOSURE™)

the Word
on the streedt.

“The first DM-80 paid for itself in two months, so we bought a second one...
Ilike the editing ease—no waiting. It's my ‘word processor’ for audio.”

— MICHAEL STANTON
COMPOSER/ARRANGER
ALDIO PRODUCTIONS, INC., NASHVILLE

“The DM-80 is our sectet weapen! It's a very enabling technology.”

— Maz & KILGORE
GRAMMY NOMINATED PRCDUCERS
NEW YORK

“What goes in... comes out! And the sound is wonderful. Easy editing, plus easy
sync to video lets me concentrate on the creative aspects of the production.”

— RICHARD FREITAS
EMMY AWARD NOMINATEL AUDIO PRODLTER

“Operational speed and ease of editing make the DM-80 the greatest
thing since sliced bread! We use it for all our production.”

— VINCENT FUMO
SENIOR EDITOR
INDEPENDENCE BLUE CROSS, PHILADELPIHIA

“The DM-80’ power and speed allow me to complete a
half-hour television documentary every week. As an investment,
the DM-80 has proven to be a very smart choice.”

- JIM HEFFERNAN
EMMY AWARD WINNING SGUND DES:GNER/PRODUCER
VIDEOSMITH, INC., PHILADELPHIA
(*1ST FLIGHTS WITH NEIL ARMSTRON(Z")

land’
S
Pro AudioVideo

USEREADERSERVICE CARD FOR MORE INFO
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The Real-Life Exploits of
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Post-Production Guns for Hire

Will Travel

Who Pack DAWs in Their Holsters

n the beginning, there was the
studio, and if you worked in film,
you worked for a studio—or you
didn’t work. If you were an audio ed-
itor, you showed up on the studio lot
and worked in the room with the
equipment that the studio supplied.
Slowly over time, as directors, pro-
ducers and stars gained control—and
Hollywood sought to trim costs—the
old order broke down, and more and
more work was done on the outside
by independents. By the late "70s, the
trend extended to audio, as prom-
inent supervising sound editors
opened their own facilities, and the
studios shut down their in-house ed-
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itorial departments to concentrate on
mixing.

Today the audio post-production
workload is divided among freelanc-
ers, large independents, smaller inde-
pendents, project studios and, once
again, the major studios, which are
reopening and revitalizing their sound
departments. Within this changing
landscape, a new species of freelance
editor has evolved: One who sup-
plies not only the talent, but the
equipment, which often includes full-
blown digital audio workstations.

For example, to cut music tracks
on last summer’s TV mini-series Queen,
New York-based music editor Todd

Kasow packed up his Sonic System
and five gigabytes of disk storage,
checked it onto a transcontinental
flight, and set up shop at Larson
Sound in Burbank. “I've got the whole
system mounted in a portable rack,
he explains. “I put two covers on it,
and I can be anywhere in the world
in two days.” Call it BYOW.—bring
your own workstation.

Freelance supervisor/sound de-
signer Jeff Sandler traces the origins
of the BY.OW. phenomenon to the
late '70s, as freelancers and indepen-
dents became ascendant in Holly-
wood: “A lot of guys started to show
up with their own amplifiers and
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headphones,” he explains. “Since the
studios were required by the union
contracts to provide facilities, it was
something that wasn’t talked about
much. But a lot of people owned their
own Moviolas and got a rental in-
come from them. When I was editing
on mag, [ hrought along a six-gang
synchronizer with a disconnect on
the first gang so I could freewheel. 1
have always wanted to have the tools
to do the job right”

So when digital workstations ap-
peared an the scene in the mid-'80s,
Sandler made a decision 10 educate
himself in the new technology. He
left a staff position at Sound Storm in

CUSTRATION

DAY E

Glendale, Calif., bought a Hybrid Arts
ADAP-1 disk recorder and hung out
his shingle as a freelancer. The gigs
came steadily, and one ADAP quick-
ly became two. then three. By the
end of last year, as Digital FX ac-
quired first Hybrid Arts and then
Waveframe, Sandler had upgraded
his ADAPs to Digital F/X Master 2-
tracks and added two 8-track Wave-
frames: a Waveframe 400 and a Wave-
frame DCS. “I can now bring 22 tracks
of digital input and output to the gig”
he reports, “because I tandem up the
systems. And I now have to move
evervthing araund in a truck.”

For those with dreams of instant

EMBER
wealth, however, buying a worksta-
tion and going freelance is not exact-
ly the equivalent of an Instant Lotto
ticket. In fact, Sandler characterizes his
equipment as a double-edged sword.
“Creatively, this is the edge that
cuts for me,” he says. “I have total cre-
ative freedom, because I am confident
I can do anything. I am never stuck
for what I want and need in my work.
And with this gear, I'm also compati-
ble with hundreds of other machines
in town. If a studio or independent
has got the contract, and they sud-
denly need more staffing, 1 can offer
the equipment and the talent in one
package. That’s the good side.
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“On the negative side;” he adds,
“I'm so well-equipped that it be-
comes difficult for a studio to hire
me. I look like competition. There is
a fear that if T let my client near this
guy, he may want to stay with him. 1
have often witnessed people walking
away with other people’s clients. So
I can’t say it's an unreasonable fear,
but all I can say is it's something I've
never done”

or some freelance editors, an

investment in workstation know-

how and technology has pro-
vided the entry into a full-time posi-
tion at a studio. Rob Sephton, who
recently made the transition from
freelance editor to Disney staffer, ex-
plains: “In late '89, I was brought in
as a sound editor on New Jack City,
doing group ADR and some effects. 1
went out and bought Sound Tools for
the job, because 1 could see the po-
tential of the technology for film: For
example, the ability to preview and
audition all the tracks prior to the
mixing stage and then reducing the
need to order reprints.

“This gave me a creative edge and
possibly a foot in the door at the time
with the independents [studios] who
were willing to see how production
could work in the digital domain,
Sephton continues. “For the next
two-and-a-half years, 1 was travelling
all over the place. As the technology
got more and more visible, the major
studios started thinking, ‘Let’s bring in
these guys and lease their equipment
and see how this stuff works.” That's
basically how 1 came to Disney.”

However, music editor Carl Zittrer,
who uses a 4-track Digidesign Pro
Tools system in his work, cautions
that equipment alone does not make
for carcer advancement: “I never
even considered that 1 was investing
for career reasons. I never thought, ‘If
I buy this, it will look like I'm up to
the moment, then people will hire
me." [ did it because 1 could do bet-
ter work faster. If the result of that is
that people like what 1 do, then the
investment was worthwhile. But far
more important than investing in any
equipment is investing the time to
see what works for you. Only then
should you consider spending the
money.”

The term “investment” crops up
frequently when editors talk about
their equipment. Unfortunately, the
problem with an investment in capi-
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tal equipment is that it behaves like a
car rather than a certificate of deposit:
The value drops as soon as as you
take it off the showroom floor.

Presumably, the payoff comes in
terms of better gigs and increased
rates. But with the rapid pace of tech-
nological change, many freelancers
seek to measure the payback time in
months, rather than years. Sephton’s
experience is typical. “When 1 first in-
vested in a 2-track Sound Tools, it
cost something like $6,000,” he ex-
plains. “1 got that back within eight to
ten months of working on shows. As
the technology kept advancing, 1
traded the first system in on a 4-track
Pro Tools, and then 1 upgraded to
eight tracks. It was money out of my
pocket, but it got me gigs—good pic-
tures. 1 can say that, in the long run,
I was able to grow and continue in-
vesting in the system from the initial
cost. 1 have never quite caught up to
what I've put in, but I have paid back
quite a bit”

One of the ways in which a sys-
tem can pay for itself is in terms of
increasing the workload a freelancer
is able to handle within a given time
frame. (*I am able to do a couple of
jobs at a time,” Kasow reports.) An-
other source of revenue is in rental
income for the equipment above and
beyond the creative fee. But Sandler
warns, “You can't always charge for
the equipment. As an entrepreneur,
you often have to flat rate the bid and
include both facilities and services in
it” In such cases, of course, the bet is
that the time savings and reduced
transfer costs that a DAW can offer will
make the flat bid a profitable one.

Sandler also cautions that this very
speed of the new technology can just
as easily backfire on a novice unused
to pricing digital domain services.
“The biggest problem is with the guy
who has what he thinks is a year’s
worth of work in an analog medium,”
Sandler says. “So he goes and buys a
couple of systems, and what once
took him a week now takes him a
day. Now he's in a situation where
the amount of billable hours is less,
because he’s working less and the
stock charges have all but disap-
peared. So what can he do? e can't
charge more than the market will bear”

The resurgence of the Holtywood
studios is creating additional competi-
tive pressure among freelancers. Ma-
jor studios such as Sony, Universal,
Disney and Warner Bros. have revived
sound departments that were moth-

balled in the "70s—and are equipping
them with workstations. With more
work going to in-house facilities, the
competition for freelance work is be-
coming fiercer; and with workstation
technology becoming more wide-
spread and commonplace, equipment
is less likely to provide an edge.

According to Sandler, this devel-
opment is a natural outgrowth of the
freelancers’ success. “The swing is
going back to the studio owning the
equipment, because the private en-
trepreneur has sweated out the bugs,”
he says. “The technology is proven.
The studios are coming off the side-
lines based on our work?”

Sephton agrees, but notes, “There
are still studios and independents out
there who haven'’t invested that will
hire you and your system. But if you
do lock on, they will eventually get
tired of paying for both you and the
rental. Then it's decision time!”

For freelancers, the options (with
apologies to Lee laccoca) are basical-
ly threefold: to lead, follow or get in
the way. The pathway of leadership
consists of continuing to pioneer new
services and markets. Sandler specu-
lates that film editors displaced from
the coasts will increasingly make
their ways toward growing markets
in the country’s heartland. “1 just
spent some time in the Midwest,
Texas and New Mexico, and the op-
portunities I saw there were incredi-
ble” he explains. “Whatever happens
with the studios, the day when L.A.
exports all the film and TV product to
the world is through”

oining a studio sound depart-

ment is an increasingly attractive

option. After a year as a full-time
contractor, Sephton is joining Disney
full-time and negotiating to sell his
equipment to the studio. Sandler
hopes for the same opportunity. “If a
major studio said, Jeft, come aboard,’
I'd do it,” he says. “I enjoy being a
member of a team and contributing
to the creative process. 1 don't partic-
ularly like finding the work and hold-
ing onto it”

The other alternative—getting in
the way—consists of abandoning the
nomadic, freelance life in favor of set-
ting up an independent shop. Skip
Lievsay, cofounder of C-5, a major
New York independent, recalls that
this is exactly how his business be-
gan. “My partners and 1 started out
being freelancers, buying dubbers
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and effects libraries and dragging
them from editing room to editing
room,” he says. “Every time we'd make
some money, we’d buy more equip-
ment to do a better job. C-5 was a
natural progression, born of the de-
sire to stop schlepping everything
home every six months”

Despite the preceding cautionary
tales of freelance life, the idea of
going it alone no doubt still appeals
to those rugged individuals among us
who tire of staring at the same four
walls every day. But in this world of
shrinking budgets and tightening
deadlines, does saddling up your

workstation and hitting the trail still
make economic sense? 1s the work-
station-slinging freelancer an endan-
gered species?

ephton offers these cautious

words of encouragement: “For

the person that’s out there con-
templating the large investment, it's
still wide open. There are still movies
being made independently. It’s a very
historic time in terms of the way this
is being integrated into the film
arena. If this is what you want to pur-
sue, computer savvy is going to be
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the ticket. But I don’t know how
much longer somebody who has
their own equipment will really have
an advantage. In the end, people
want the driver, not the car”

Zittrer echoes these concerns.
“Obviously, T would advise people to
do this, because I've done this,” he
says. “But keep in mind, two years
ago if you wanted to rent a Pro
Tools, I don’t know if anyone would
have known what to rent you. You
had to buy the equipment because
the technology wasn’t well-under-
stood. But that is all changing. Rental
houses are now renting the complete
package: hard disk, videotape, trans-
port, speakers. I don’t know if you
can rent hundreds of them like you
can with Moviolas. Nevertheless, the
hardest part of becoming a music ed-
itor is not getting the equipment; it's
breaking into the business.”

Kasow remains firmly committed to
his independence. “I look at it this
way,” he explains, “this is probably the
first time in history that we, as free-
lancers, can even afford to buy a sys-
tem that is complete: $30000 replaces
what hundreds of thousands bought
no more than six years ago. But in
the future, 'm sure the technology
will also weed out a lot of people.
For now, it's made my work fun
again. When I get up in the morning,
I'm excited. When 1 make a mistake,
s0 what? And 1 think that it makes my
relationship with directors and editors
a lot easier, because if somebody
wants to make a change, its fine; no
problem.”

Sounding another note of opti-
mism for freelancers, Lievsay, from
the vantage point of distant New
York City, views the centrifugal forc-
es currently emanating from Holly-
wood as a rather short-lived trend—
proof of the cyclical nature of the film
business. “It’s like the seven-year itch.
Suddenly everybody has to go back
to the soundstage” he says. *Two
years from now, a major talent like a
Jim Cameron or Steven Spielberg is
going to say, 'I can’t work here; 1
want to work with this guy, and he's
not on your staff,” and the cycle will
break, and people will go indepen-
dent again.”

As a marketing consultant to the au-
dio industry, Ted Pine is fully rack-
mounted and can be shipped any-
where in the world in under two days,
Sreight collect.
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was in 1990 that the virtual audio buzz began to
rise above the noise floor in the pages of Mix
and other magazines. A Mix two-part scries on
3-D audio by Dan Daley in February and March
of that year was followed in October, 91, with
“Psychoacoustic Satisfaction: Exploring the

vices are single-rackspace-size and are much less expen-
sive than the original RSS processor. And some of the tech-
nology embraced in AKG's CAP 340M, which was almost
the size of a refrigerator and capable of most anything hav-
ing to do with 3-D sound, now appears in its BAP 1000 (as
yet unavailable in the U.S. as of this writing). Its function is

Frontiers of 3-D
Sound” by Linda Jacobson.
These articles helped to
bring the subject out of the
realm of the acoustics labo-

ratory and into the recording
studio, alerting readers to a
set of new products that
promised recording engi-
neers a “virtual world” of

sonic possibilitics. And soon,
3-D sound localization was
touted not only as the

B
coolest effect since the fuzz
box, but also as a possible
replacement for the panpot

and mixing console!
Since that time, some 3-D
sound companies have fold-

ed; some new products
have appeared; and some of
the companies are putting
out new, smaller, cheaper

versions of their 3-D sound
processors that make the
technology more accessible.
For example, Crystal River
Engineering (Groveland, Calif.) has introduced a
new version of the Convolvotron called the
Beachtron, aimed primarily at inexpensive virtu
al reality applications. Roland (Los Angeles) is in-
corporating some of the sound localization tech-
nology found in its RSS processor into a “di-
mensional space delay” (SDE-330) and a “di-
mensional space reverb” (SRV-330); these de-
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BY DURAND

to provide a “virtual re-
cording studio” environ-
ment for the headphone
listener. And still other
companies are planning to
put the technology on in-
expensive chips, aiming
their sights at the video
game market

The trend seems to be
to develop “special pur-
pose” devices for manipu-
lating spatial sound, rather
than “general purpose”
machines. Why is this?
Simply because the larger
devices couldn’t really



The effects of binaural recordings, either made with
dummy heads or with binaural mining consoles,

are undeniably more impressive than normal

stereo when heard over headphones.
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produce all of the effects that they
claimed, especially over loudspeak-
ers. More to the point, manipulation
of the controls of a general-purpose,
3-D audio device inferred that the
recording engineer could control or
predict all of the spatial percepts a
listener of the processed sound
might have. Although credits 1o the
wonder of Q-sound, RSS and other
3-D sound technologies appear on
CDs, the net effect of the processing
seems to be more in the realm of a
vague sort of “spatial enhancement,”
rather than of creating virtual sound
sources at many different locations
around the listener. Furthermore, the

- Power Mixer

Large mixing consoles can come in mighty handy when the situation
calls for lots of microphones and several different mixes. But what about
those applications when the needs are much more basic? Introducing the
MM-6 PowerCard from ASHLY. Just plug this input option into any of
ASHLY's new amplifiers and you've got all the power the job requires
without the extra complication and cost of a separate mixer.

The MM-6 has separate controls for each line level channel, allowing
for the connection of two stereo sources or four monaural ones.
Phantom power is provided for condenser microphones, and there are
even patch points on each channel for the connection of an equalizer or
any other signal processing device. Combine all this flexibility with any
of ASHLYs latest amplifier models, and you have a truly powerful pow-
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cost of a device can be greatly re-
duced (and the number of units sold
increased) if the sophistication of the
human interface and the levels of
signal processing are limited in
scope.

This isn’t to say that 3-D sound
technology is a misnomer or hype.
The effects of binaural recordings (ei-
ther made with dummy heads, or
with binaural mixing consoles such
as those produced by 1ead Acous-
tics of Norwalk, Conn.) are undeni-
ably more impressive than normal
stereo when heard over headphones.
In the psychoacoustic rescarch I con-
duct with Elizabeth Wenzel at NASA-
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Ames Research Center (Moffeu Field,
Calif.) and in similar studies from
university and government research
laboratories, we've actually found
that virtual sources over headphones
are almost as accurately localized as
real sound sources, if you eliminate
“reversed” judgments (hearing sound
from the back instead of the front is
still problematic under some circum-
stances).

Furthermore, we've all probably
experienced “supernormal” spatial
experiences over stereo loudspeak-
ers with “pre 3-D sound” technolo-
gy. For example, many electronic
music composers—for example,
Maggi Payne’s release Crystal, on the
Lovely Music label—have produced
wonderful spatial effects over loud-
speakers that required none of the
current 3-D sound technology. So
the problem isn’t with 3-D sound
technology itself. Rather, it has to do
with the fact that it's difficult to har-
ness that 3-D spatial imagery over
loudspeakers in such a way that the
imagery can be transported to a
number of listeners. Why is this?

First, consider the use of crosstalk
cancellation and variants on the orig-
inal theory proposed by Schroeder
and Atal in 1966. Three-dimensional
sound effects truly depend on being
able to predict the spectral filtering
occurring at each ear. But each loud-
speaker is heard by both ears; this
crosstalk affects the spectral balance
significantly. Crosstalk cancellation
compensates for this by supplying a
180" out-of-phase signal from the left
speaker to the right speaker, delayed
by the time of arrival to the ear, and
vice versa. But for this to work over
the entire audible range, you need
to know exactly where the head and
speakers are, and even the effect of
the person’s head on the crosstalk
signal. No 3-D sound system allows
inclusion of the listener’s head size,
although they should since smaller-
headed people require less interaur-
al delay to move a sound to a par-
ticular position as compared to larg-
er-headed people. Some progress in
the area is being made (read
“Prospects for Transaural Recording”
by D. H. Cooper & J. L. Bauck, Jour-
nal of the Audio Engineering Society,
1989). But despite the best efforts,
crosstalk cancellation probably re-
quires further development for most
contexts; the 3-D sound system
needs input about details of the lis-
tening space and location of speak-




ers and listener to be effective.

Auditory localization involves
more than pinnae filtering and inter-
aural differences in day-to-day expe-
rience; there are spatial aspects to re-
verberation, expectation and com-
parison to previous knowledge,
Doppler shift, and the interaction of
the other senses, especially vision.
Perhaps most important is the fact
that spatial hearing involves move-
ment of the head to clarify an audi-
tory source’s location; in other
words, virtual sources positioned
without head tracking aren’t as virtu-
al as ones that are.

One of the most significant fea-
tures of virtual reality is the fact that
one can move relative to a virtual
auditory or visual source, and the
source remains fixed in space inde-
pendent of the user. This gives a VR
system its immersive quality: Sources
stay fixed in space in the virtual
world just as in the real world. A
loudspeaker is a real source that re-
mains fixed; but hearing 3-D sound
over loudspeakers with crosstalk
cancellation requires sitting at the
“sweet spot” at a certain distance. So
far, head trackers are only used for

HEY! THIS Ea's spaRT,

| thought our eighteen hours of
work had gone right down the drain.
What sounded OK at 2AM just
wasn't making it the next morning,
and now my client was on a plane.
To Japan. For three weeks.
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Its difficult to Aarmess that 3-0 spatial
imagery over loudspeahers in such a way

that the imagery can be transported to a
number of hsteners.

headphone-based 3-D sound sys-
tems; current tracker technology
only allows movement within a lim-
ited space.

In the future, someone might fig-
ure out how to make trackers good
enough (and light enough, without
cables) so that a computer could cal-
culate your position relative to sev-
eral sets of loudspeakers and pro-
vide compensatory signal process-
ing. But the most formidable barrier
may be that the culture surrounding
home stereo listening seldom favors

So | hooked up my new Dolby
Spectral Processor. It didn't take
long to get the vocals popping back
out of the mix, the horns punching,
the bass cutting through. It even
added the final sparkle to the master
that made the recarding.
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a single listener—the “audiophile”—
who actively listens while facing the
loudspeakers. More often than not,
loudspeakers are heard as back-
ground music, and/or by multiple
persons perhaps watching a televi-
sion monitor.

Finally, there’s the notion of
transferability of experience, where-
by a naive person may assume that
there is a single reference standard
for a sound recording, but the truth
is that recorded sound is a highly
malleable art form. Most profession-

It saved the session.
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for a demo of the Model 740.
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al recording engineers have the abil-
ity to “hear” their mix independent
of the differences in tonal coloration
(timbre) between different speakers
and different listening environments.
Even within a single control room,
the virtual sound source positions
resulting from a stereo mix will be
different—in the absolute sense of
how many degrees separation there
are between the hi-hat and the key-
board track—when switching be-
tween the Yamaha monitors placed
on top of the console and the JBLs
mounted on the wall.

The key here is that the relative
placement of sources remains con-
stant with amplitude panning. But 3-
D sound involves frequency-depen-
dent time and amplitude differences
that are very “fragile.” In other
words, the relative placement of im-
agery doesn’t transfer between dif-
ferent speakers or rooms very well.
The dependence of frequency-de-
pendent time differences in 3-D
sound brings up the issue that most
loudspeaker systems are not time-
aligned; rather, higher frequencies
are differentially weighted between
different brands of speakers. Essen-
tially, the time-alignment characteris-
tics of each speaker system will con-
tribute in an unpredictable manner
to the spectral transformation of
sound at the eardrum, as will the re-
flective characteristics of the envi-
ronment.

S0, 3-D sound processing is avail-
able and usable, but in its current
form still seems best suited to head-
phone playback. Those who are
mixing with current technology will
have to realize that the ability to har-
ness 3-D sound effects in a transfer-
able way to loudspeakers means at-
tempting to predict what their listen-
er will actually hear. As long as the
demands of the engineer or listener
aren’t too specific, there will be a
guarantee of success; but by de-
manding improvements, engineers
and designers will produce better
products. The worst thing would be
to put listeners in a position to be
disappointed by promising too
much. Since we’re building a virtual
world, we ought to be more honest
about what occurs within it. ]

Durand R. Begault works at the spa-
tial auditory display laboratory at
NASA Ames Research Center, devel-
oping and psychoacoustically evalu-
ating 3-D auditory displays.
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A TRIP THROUGH TIME |

RMONT’S

NEW ENTRY IN THE
HiGH-STAKES STUDIO GAME

by Dan Daley passes over southeastern toward Rutland. Vio This
Connecticut. Already set quintessential downeust
The Adantic North Air- 1o the default squawk of  hamlet has the closest
lines Beecheraft 15 1200. it means we've left usable tield to Time Ma
seater’s transponder is the New York City area’s  chine and Time Capsule.
clearly visible up through  radar control behind., a pair of rooms within a
the aisle as the aircraft heading north-northeast building situated on a

breathtakingly beautiful
and scerene 85-acre es-
tate. which was chosen
10 be the site of the latest

/ .
| A ontry in the major-stu
" ‘v \ v in the maj

" N | Ea dio/oltheat-location

7(/ - ‘ ' %\‘
£7870 ¢

sweepstakes.

Owner Michael
Cordell is tall and wiry,
with a closely cropped
head of dark brown hair
and a GQ sort of insou-
ciance that belies the in-
tensity with which he re-
gards music—nhis own
and music in general. A
graduate of NYU with a
music business degree.
the 26-year-old Cordell
7 might be the template for

& the (k'n}frzlli()n \ studio
< T—s owner. The project stu-

; ‘ dio revolution began
\N 2N 7 &

during his adolescence
\\ 7
N\

cians having their own
studios was a given
rather than a novelty.

/ and the idea of musi
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Above: control
room with
owner Mike Cordell

Right: view of the studio
facility from the outside

Left page photo: indoor pool
at the living accommodations

Iime Machine is a residential stu
dio. of the Caribou Ranch era.
which evolved from a personal
recording environment 1o a mega
dollar, top-dog-cquipment commer-
cial studio, vet remains anchored in
the personal musical ambirions of
its owner

Iime Machine began because |
wanted 1o record my own music.”

Jacksonville, Fla.

savs Cordell, who
has a band with his
brother. A native of

Corcell. whose profes-
sional background in
cludes recording local
college bands in Geor-
i came upon the site
in central Vermont in
199C and fell in kove
with it. He began build-
ing the structure that
now houses two con-
ol 1ooms the following vear. first
putting in a self-designed control
room with a DDA console and a 24
track analog deck. with a small, ad

jcent recording space.

But Cordell’s aspiations quickly
outgrew a single building. and he
cmbarked on a recording complex
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In fact with both analogue and digital inputs
and outputs, they’re simpler to use than a
reverb or compressor and, in real time.

produce results so good that you will never know that your
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that now features two control
rooms—Time Machine and Time
Capsule—sharing a common isola-
tion space. In addition, there is a
New Englandish residential building,
dubbed the Lake House, which
fronts on a man-made trout pond
and can sleep a dozen comfortably
in tastefully appointed bedrooms;
Cordell's residence; and the Poot
House, with a huge, heated swim-
ming pool, racquetball court (which
will double as a live reverh chamber
once fiber-optic connections are
made) and Jacuzzi, all connected by
a web of graveled roads that are tra-
versed by golf carts in the dry sea-
son and snowmobiles in winter.

The Currier & Ives-picturesque
opulence of Time Machine's grounds
was capitalized by Cordelt and his
famity, a subject on which he bristles
stightly. But with the access to
money apparently came a genetic
predilection to technology and cre-
ativity: His father devised the auto-
motive airbag. “Time Machine is not
about making money,” Cordell as-
serts. “It's about making music, for
me and for other people. It's intend-
ed as a profitable venture, but the
prime principle behind it is music,
not money.”

The main room—Time Machine
is a classic New England bare wood
motif with cross beams and pegs in-
stead of nails. It has an 80-input SSL
G-Plus Series desk with Ultimation
and 22-degree angled wings rather
than the usual 45-degree ones. There
are 72 E Series and eight G Series EQ
modules onboard. Ted Rothstein cus-
tom monitors serve as softitted mains,
while a hydraulic riser moves behind
the console to bring up an array of
close-field monitors. A combination
of new and vintage signal processing
gear, including Fairchild 670 sterco
compressors, sits in racks beneath a
polished Vermont granite-topped
producer’s desk, which sits in front of
the custom-cut, flutter-free diffusors
lining the back wall. *Most of the ma-
terials used in here are of local origin
and were often milled locally,” ex-
plains Bruce Marshall, Time Ma-
chine’s chief engineer.

Time Machine faces onto a sizable,
sunken, high-ceilinged overdub
room, with a 7-foot Yamaha grand
sitting on marble tile floor and a
glassed iso booth with a drum cupo-
la atop it.

Directly opposite the booth is
Time Capsule, the second control

room, which shares the overdub area
and is intended now to be Cordell's
personal studio. It has a Euphonix
console with the CS-2000 software
update, although the most striking
feature is that it is suspended from
the ceiling by heavy-gauge wires like
an SR array, as are the near-field
speakers. Genelee 1037As are the sof-
fitted mains. The tower for the con-
sole is directly below the room,
downstairs in the reception area. A
movable outhoard rack is designed to
slide under the suspended console at
precisely the right height to prevent
swinging when in use. While Cordell
considers it his room, both rooms will

be available for rental. “I'm transpar-
ent here, except as the host,” he says.

Time Capsule’s design and the
renovation of Time Machine were
handled by John Storyk, who tried 1o
keep the Vermont architectural ver-
nacular intact. “It's a long, deep
room,” he says, “and after analyzing
it with our CART Ray Trace software,
we were able to position the rear-
wall diffusion and add parallet,
downward-stoping windows to either
side of the room. That allowed for a
17 1o 18Hz room but kept the natur-
al-tight motit.”

Time Capsule’s design was more
complex, he says, requiring more
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construction, such as adding an inter-
nal stairway. “It’s 1 more typical 2511z
control room, but we managed to
keep the natural light and unusual
shape,” Storyk says.

Cordell decided against putting in
a tracking room, at least initially, be-
cause, he says, it would have nega-
tively aftected the aesthetics of the
studio building. But one could be
added in the future, and there are also
contingency plans to be able to cover
the 60-foot-by-15-foot pool and use it
as a tracking room once fiber-optic
lines have been luid down. The studio
will also be getting its own propane
generator, as at least one other build-
ing already has, to ensure uninter-
rupted power during the winter.

On the bottom floor of the
labyrinthian building is the central
machine room, with a pair of Studer
A820 MkHs, an Otari MTR-90 and a
Sony 3348, as well as several 2-track
decks. All wiring runs through the
lower level's ceiling and was de-
signed and installed by Robert Knox,
Time Machine's chief tech and late of
Criteria, The Plant, Sigma and Com-
pass Point. All machines and console
wiring converge on a large 120-pin

For over 12 years. Sweetwater Sound has
been dedicated to providing musicians with
the very latest technological breakthroughs at
atfordable prices. From synths and samplers
to multitrack recorders and mixing consoles,
Sweetwater has everything you need to make
your dream MIDI system or home recording
studio a reality. 1sn't it about time you found
out why musicians and engineers around the
world have come to depend on Sweetwater
for all their equipment needs?

KORG
Roland

KURZWEIL

plug board, allowing any machine to
talk to cither room. The same goes
for the AES, MIDI and time code in-
formation.

*None of the AES or other poten-
tially noisy signal carriers ever show
up in the console patch bay,” says
Knox. “Everything is video-refer-
enced, and all the cable runs are
bundled and separate from one an-
other.” A TimeLine System Supervi-
sor and a computer route machine
control, and any console or remote
can run any machine. “Everything is
house-synched,” he says. “1 basically
looked to see what the limits of
wiring could be.” And the research
into wiring the entire compound for
tiber-optic cables is nearly complete,
adds Bruce Marshall. “If someone
wants to do guitar solos from the
gazebo or beside the lake, they can,”
he says.

Marshall was a freelance engineer
working at Platinum Post in Orlando
when he met Cordell last year. Mar-
shall’'s extensive connections to stu-
dios throughout the country became
Cordell's network as the two went
on a tour of facilities. including Logic
in Milan, Peter Gabriel's Real World,

YOUR ONE-STOP MUSIC TECHNOLOGY SOURCE

Whether you're a
first-time buyer or a
sceasoned pro look-
ing to upgrade your
gear, Sweetwater
sells products from
over 80 of the best
names in the busi
ness and our prices
aresolow, youwon't
have 1o take a sec-
ond job just to start

making music! With a sales staff that's the most
knowledgeable in the industry and a factory
authorized service center on premises, you
have to ask yourself: why go anywhere else?

CONFUSED? WHAT ARE YOU WAITING FORé CALL US FOR FRIENDLY, FREE ADVICE AND GREAT PRICES!

London’s Abbey Road and Conway
Recorders in Los Angeles, looking
for the technologies and approach
for Time Machine.

In seeking to accommodate his
own musical ambitions and the
needs of commercial clients, Cordell
formulated a balanced marketing
plan, one that he acknowledges is
still evolving. “The place is project-
oriented,” he says. “And by the na-
ture of the equipment and the loca-
tion, it has to appeal to larger bands
and budgets. Word-of-mouth is a big
part of how the studio will be mar-
keted. There have already been a
number of substantial inquiries
about the studio, from record labels
and engineers.

“T knew I wanted a major facility,
one that would address my needs
and those of a wide range of musi-
cians,” he says. “It had to be a place
where creativity was primary. But it
also had to be sensible. It could
have been [South African mega-stu-
dio] BOP in the backyard, but it's
not. There’s a trend toward looking
at what big studios cost. I'm more
interested in how good the music
can be.” u
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one-time op-
tometrist and ham radio
operator, Rudy Van
Gelder started recording
jazz musicians in the
tiving room of his par-
ents’ Hackensack, N,
home as a hobby. Later.
he became jazz's pre-
mier recordist, with mu-
sicians not only crossing
the Hudson  from
Manhattan  but
coming from all
over the world to
record at his self-de-
signed studio in En-
glewood Clifts, NJ.

Known particularly
tor his Prestige and
Blue Note recordings,
Van Gelder has record-
ed the best from his
home studio: Duke Ell-
ington, Count Basie,
Miles Davis, John Col-
trane, Art Blakey, Jimmy
Smith, Ray Charles,
Thelonious Monk, Son-
ny Rollins and countless
others. Always the pre-
cise  technician, Van
Gelder became known
for capturing juzz instru-
ments with a clarity and
accuracy not known be-
fore in the idiom, and
great musicians sought
him out.

Van Gelder's studio
hecame known not only
for its sound but also the

its setup. Van Gelder's
first studio was built into
his family’s home by
supportive parents. He
had a small control
room with a glass win-
dow overlooking the liv-
ing room, where the
musicians played. In
fact, sleeve photos trom
classic LPs by 1o-
race

MIX. OCTOBER 1993

comfort and feeling of

Sil-

ver and
Bud Powell

show family
lamps and trinkets.

Van Gelder was such
an integral part of the
jnzz scene that even the
titles of some classic
tunes carried specific ref-
erences: “Chasing the
Trane”

got its
name because Rudy
sometimes chased John
Coltrane around the stu-
dio with a microphone,
since the tenor saxo-
phonist wouldn't stay on
mic. And the tune
“Klook's Comer™ referred
to drummer Kenny
“Klook™ Clark’s practice of
always setting up  his
drums in a favorite comer.
When listening to the
classic sessions Van
Gelder engineered 30
or 40 years ago. the
music still sounds time-
less and alive because
the musicians are really
blowing and the music
is so well-recorded.
This year, Van Gelder is
being inducted into the
TEC Hall of Fame to
commemorate his past
accomplishments. but
Van Gelder's career
is more than the
stuff of history.
It's on the
cut-

ting edge of
recording tech-
nology and great
jazz. music—the
two loves that in-
spired him in the
first place.

What was your first
experience with

Jazz?

When I was a kid.
my friends

played instru-
ments, and

they would

come over to

my house
my parents’
house—
and have
jam ses-
sions.

BY JEFF FORLENZA

PHOTO OF RUuDY VAN GELDER
BY MERRY ALPERN
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Tapeless Multi-Track!

Creation Technologies introduces RADAR
with as many tracks as you want, from 8 to 24
or more. We use IBM one-gigabyte drives
to deliver 8 tracks each, with 20 minutes of
recording on every channel. There's no mess- |
ing about here with “virtual tracks”
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than Sony and Otari, RADAR works better.

Finally. From Creation, digital
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master recorder costs so much
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CREATION
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durable than any other. We set a
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ty on our drives. We can do this
because IBM rates our drives at an
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We refer to our digital recorder
as RADAR, meaning Random
Access Digital Audio Recorder.
It allows you to do things DASH
machine owners only wish they
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to call us right now for more infor- ° digital systems.

mation. RADAR works better and
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-FROM PAGE 54, RUDY VAN GELDER

Were your parents musicians?

No. Well, actually, my father was a
trumpet player in his early years. 1
had uncles who were professional
musicians all their lives.

You were an amateur musician
yourself, weren't you? What instri-
ment did you play?

Yeah, sort of, in the high school
years. I played trumpet in the
marching band.

When did you start fiddling with
electronics and ham radios?

I think about the same time:
pre-teens and through the
teenage years. That was my in-
terest in amateur radio. And
then, of course, the music, too.
And they sort of came together
into this recording thing.

Was there any singular event in
your life that solidified in your
mind that you wanted to be a
recording engineer?

Yeah. It wasn't specifically a
recording engineer. When I was

in college, 1 was going to school

in Philadelphia [for optometryl,
and T was in a professional
school learning a profession,
and on our off hours we used to

£0 to various clubs in Philadel-
phia to hear music. Then, T don’t
remember exactly why, we
ended up going to a radio sta-
tion, WCAU in Philadelphia. 1
walked into their control room,
and the environment there gave

me a very strong feeling. It was
that “this was the sort of place
that I'd like to be.” 1 felt strong-

ly attracted to the sort of things
that were happening in this
beautiful new radio studio, as
compared to the kind of activities 1
would be engaged in in the profes-
sion I was studying. It was a very
strong feeling, and I do remember it.
But that didn't result in “Now I'm
going to do that,” because at that
time there was no profession known
as recording engineer.

Most parents would rather their chil-
dren be optometrists, but your pdar-
ents actually built a studio for yout in
their home. Your parents were very
supportive of your aspirations.

Yes, extremely so. They knew 1 was
interested in that, and they sort of
lived with the inconvenience of hav-

ing musicians come in the later years
to record there and just take their
space away. They were very good
about it, and I couldn't have done it
without them.

Hou long did this go on at your par-
ents’ bome in Hackensack?

Well, prior to that T was just doing it
as a hobby—you know, kids playing
with toys. But in Hackensack, the

udy lived over

in Hackensack,

New Jersey, so
we recorded right there
in his living room: It was
a tight litle room. That's
where most of the Pres-
tige records were done
until later, when Rudy
had another big studio
built...I did Walkin’ for
Prestige there, and, man,
that album turned my
whole life and career
around. We knew when
we finished that session
that we had something
good—even [producer]
Bob Weinstock and Rudy
were excited about what
went down.

— Miles Davis

phone started to ring, and people
wanted to record. So that must have
gone on for nine years.

And you constructed all the gear for
this early studio?

In the early years, yes, because there
weren’t any console manufacturers:
If you wanted a console, you built
your own, At that time, there were
three major record companies, and
they also built all their own stuff.
The thing about my place was that it
had a very nice sound.

Did you know about acoustics and
studio design at the time?

Not in the sense of studying it, no. 1
had no formal education in that. At
the time, that was also hard to come
by. So I just went to places and lis-
tened to music—both classical and
jazz music—and got a feeling for the
way the rooms sounded, and that
developed into a desire on my part
to have a litde place of my own.
Prior to that, when it came to doing
certain types of projects, 1 had to do
it as a remote. I had to pack up
some very heavy, awkward, unreli-
able portable equipment and go to a
place and record it. And that insti-
gated the desire to get my own
place where I could make a true stu-
dio out of it.

What was your first professional
recording?
A fella came to me with a trio. It was

Joe Mooney, an organ player; Lucky

Pizzarelli, a guitar player; and a bass
player by the name of Bob Carter.
This person—I don’t remember his
name—had a label called Carousel,
and he liked Joe Mooney and want-
ed to record him. So that trio came
to Hackensack, and we set 'em up. |
remember the organ coming in,
since at that time @ didn’t have an
organ. We made a nice comfortable
setup in that space, and we did two
songs. They took the tape that 1
made and went to RCA Studios and
did a master, and that was the first
commercial release. There was a
disc jockey on WNEW [New York
Cityl named Al Collins, and he had a
program called “Collins on a Cloud”
that was on at 4 o’clock every after-
noon, and he loved that record. He
played it alt the time. That was the
first time 1 ever heard anything that 1
had done played on the radio. It was
quite a thrill. 1 still remember it. It's
still a good record, t00.

Houw did this session come about?
Did you know the producer or the
musicians?

It was, 1 believe, on the recommen-
dation of the musicians, who had
heard about me and been to the
place, liked the kind of thing 1 did,
and so the people in the trio said,
“Let’s go to Rudy’s,” and that's how
that started. Of course, that’s been
the motivation ever since.

Were those first sessions cut directly to
78 pm discs?

No. Now remember, you said “com-
mercial” recording. At that time we
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had tape. So it went to a tape, which
went to RCA, who did the mastering
on their Scully lathe in New York City.

Bt some of your first recordings for
your own personal use were to d
transcribing turntable?

Yes. Of course, that was years prior,
when I just did it as a hobby.

Have you ever done mastering?
Yes. I've done thousands of mas-
ters—of my own work and others.
Particularly classical. I worked for
Vox Records for over ten years
doing nothing but mastering. The
recordings would come in from Eu-
rope, and I'd make masters for all
the plants in this country and ex-
ports that used to go to Spain, South
Africa, France, Germany. I had two
lathes going constantly for at least a
decade. T can remember 1 did 14 in
one day.

Since you bave a backgrond in meis-
tering. bow do you feel when other en-
gineers master your recordings?

As the years went on and 1 had
cnough control of the situation, |
would recommend to the client that
I would prefer not to do a session at
all unless 1 did the mastering. This is
not to say that these people who do

udy Van Gelder had a great deal to do with
the Blue Note sound. Rudy is such a great
engineer. And Alfred Lion, the owner at that
time of Blue Note Records, also had a great
deal to do with the Blue Note sound. Alfred had a
certain sound in his head that he wanted to hear
and he used to tell Rudy how he’d like different
things to sound and him and Rudy would work to-
gether. So | think a lot of that Blue Note sound
comes from them getting their heads together.

ny—and they knew how I felt about
that, and 1 wouldn't have accepted
the job it I had known what they
were going to do. I did the mix, and
the producer and the musicians
themselves liked what I did, and
everybody was happy. Then they
took it back to Paris, and somebody
added a litde reverb to it and
changed this and changed that, and
I am very unhappy about that.

How about recent remastering of

t's funny, people always talk about a

“Steely Dan sound.” All we were trying to

do was reproduce the kind of clarity that

Rudy Van Gelder used to get on his Prestige jazz

records in the late '50s: very little reverb, with all

the instruments pretty much equal and very dry.

nothing clse but mastering are
wrong. That's just not the way 1 op-
crate. I just feel that's a part of the
process that I really should do my-
self in order to assure the producer
and the musicians that what they
came o me for in the first place is
going to be executed. And that is
very often contradicted. Well, not
very often lately. But just recently 1
had a problem with someone who
came to me—a European compa-
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—Donald Fagen

your early recordings? Does that

bother yon?

Yes and no. Yes, some of it is very
incompetent. Some of it is getting
better now as time goes on. 1 feel it's
just remarkable that people still want
to hear the things I've done in the
distant past and that they are still
being made available. So in that
way, I'm sort of grateful to the com-
panies that control them now. But |
still teel that T could probably do it

— Horace Silver

with a little better understanding of
how it should sound. But, of course,
it's their vaults, their tapes. So they
have their own people do it.

Let's talk about your recording. with-
out getting into technigues or
specifics. Did you know that the
sound on jazz recordings conld be
better?

Oh yes. T always felt that. Of course,
I enjoyed the music, myself. And 1
sort of had a rapport with the musi-
cians, and 1 tried to understand what
they were trying to do. 1 always felt
that jazz musicians should be treated
in a way that was a little more as if it
were a major effort than the way
they had been treated in other
places. But that was a strong feeling
on my part—that 1 could allow cer-
tain types of clients who came to me
and had faith in me—to allow them
to compete on a quality level with
the biggest companies. And particu-
larly with jazz.

Horace Silver once said that you set
the standard for a piano sound in

Jazz. Was that your doing? [Blue

Note producer] Alfred Lion’s? Horace
Silvers or a particilar picnist?
That was me, mainly.

And Muse Records owner Joe Field
said you're the one to record B3 or-
gans: everyone else is an impostor.

Well, T guess I'm guilty of that, too.
[Laughs] Jimmy Smith has said that.
He's one of the creators of the mod-
ern jazz organ sound, and he's often
said that I did it better than anyone.
This all started when Alfred Lion
brought Jimmy Smith to me to
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record. At that time, with one or two
exceptions that I know of, jazz or-
ganists were not recorded properly.
A lot of jazz fans didn't consider an
organ to be a jazz instrument. 1 re-
member in those times there was a
lot of resistance to that. I remember
one session in particular where we
were having a little trouble record-
ing Jimmy, and Alfred said to me,
“Rudy do something,” and 1 did. So
I must say the motivation for the
recording of that type of jazz organ
came from Alfred Lion. 1 would
never have gone out on my own
and said, “1 would like to do it this
way.” Although 1 do and T have feht
that way about piano. Its just a co-
incidence that the first commercial
record I made had a Hammond
organ—that Joe Mooney thing. But 1
did have an affinity for the keyboard
instruments at the time.

How about brass instruments? Like
with Miles' trumpet, did you feel you
had to improve the sound of bis
trumpet on those Prestige sessions?

I don't think T had anything to go
by. On those Prestige sessions with
Bob Weinstock—who is really one
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way of approaching it. So when Bob
brought Miles, it wasn’t a question of
what had been done before, be-
cause I don't think Miles ever
recorded like that before Bob
brought him to me. Miles and 1 had
a certain kind of feeling going. |
knew what he wanted, and I appre-
ciated what he did. At that time, it
was breaking new ground for me,
too. So I used to think about it like,
“How am [ going to do this when he
comes in next week.” I just sort of
felt the necessity to get it right and
understand what he was trying to
say. I think it came together. A lot of
the little bits that Bob Weinstock put
on the record, like Miles speaking to
me before the takes, sort of captured
the mood of those dates.

You 've said that you don’t like to
speak in technical terms—I{ike dB
and Hertz—with the producer. What
is your ideal interaction with a pro-

ducer? Would it be along the lines of

I want this to be brighter?”

Yes, that's right. When they talk
about dB, like "Give me +3 B at
such and such frequency,” I don't
get along with people like that. I like
to hear what they feel and not to tell
me how to do it. And now, very few
people come to me and talk like
that. I guess I'm lucky.

Speaking of producers, how was it
working with Bob Thicle?

I haven't scen Bob for many years,
but Bob is responsible for bringing
me some of the greatest people, like
Duke Ellington, John Coltrane—
though I had recorded Coltrane
years before. I think the johnny
Hartman Lush Life sessions with
John Coltrane is one of the best
things I've ever done, and Bob is re-
sponsible for that. I did some things
with Coleman Hawkins with him.
And many, many things outside of
the jazz field. I had a lot of fun with
Bob. It was an interesting period,
and Bob had a way of bringing in-
teresting people around.

Houw about Creed Taylor?

I've been working with Creed since
he was with labels like Bethlehem
and A&M—ull those Wes Mont-
gomery things, Quincy Jones for
A&M Records, Jobim's record Waee,
and then the MGM/Verve years, and
then, of course, the CTI period. He's
really a great creator—I have the
greatest respect for Creed. He has a

way of dealing with the whole
situation that brings out the best
in people, and the records be-
come trendsetters.

Houw about Mark Feldman at
Reservoir Records?

Mark’s one of the new guys on
the block. He's got a little com-
pany called Reservoir, and he
does piano-oriented things. He's
not in my past—I'm working
with him right now.

Well, yoit re not just part of histo-
ry, you re working into the fiture.
I hope so. Right now, I'm having
my difficulties with the digital
workstations, just like everybody
else. If the wind stays right, 1
should be proficient on the Sonic
Solutions system in about three
months, maybe six.

How about digital recorders?
I've had them for years now.
Since the carly '80s, I've used
nothing but digital recorders. 1
have a pair of Sony 3324s and
3402s, Vi-inch DASH. I've been
using those, Of course, the 1630
DMR 4000 combination for mas-
tering. There are some new and
very interesting developments in
that field happening right now,
which I'm really on top of and
very excited about. Of course,
we have DATs.

Is it bard to convince jazz musi-
cians that digital is the way to go?

It is. In the beginning, it was im-
possible. No one even under-
stood what it meant. That move

in my situation came totally from
me. No one asked for that, The
only time was much later when
Creed Taylor was doing a film
and he wanted the final mix to be
digital, and I did that. Creed was the
only one to ever ask me to do any-
thing digital. Everyone else didn't
care, didn't like it, or didn't want to
pay anything extra for it.

What gave you the spark to go digital?
Very simple, the sound. At that time,
1983 or 1984, I had made a lot of
records, and [ had been battling the
technology for a long, long time.
This was after the PCM 601 days,
and I got my first digital recorder, a
Mitsubishi X-80, which I still have if
anyone wants it. After listening to
the digital recordings. 1 was just to-

‘m a jazz lover from
way back. | used to
buy Blue Note and
Prestige records when | was
in high school in Virginia.
Rudy Van Gelder was the
engineer even on those al-
lbums | was buying in high
school. When | started my
own label, CTi, the bulk of
the recordings were with
Rudy. It's almost like | don't
have to say anything to
him, and he doesn’t have to
say anything to me. We just
nod. Over the years of
working with somebody like
that, you think like each
other. I'm a die-hard digital
fan. And I'd better be, be-
cause otherwise | wouldn’t
get along with Rudy at dll.
He’s a staunch supporter of
digital recording. He's ab-
solutely right, it sounds bet-
ter than anything.
— Creed Taylor,
owner/producer
CTl Records

1

tally turned around by that. All you
have to do is just hear that—just
hear a 1k tone on a digital machine
and compare that to anything. I felt
there was nothing else worth ex-
pending any cffort with. All the
other attributes of the digital
recorders were just gravy compared
to the improved sound.

Have you tried any of the digital
mixing consoles?

There was a thing I did with Creed a
couple of years ago where we used
a digital mixer, which was absolute-
ly unusual for the time. Now, I un-
derstand Dave Smith at Sony Classi-
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cal is putting together a 24-track dig-
ital mixer with another manufactur-
er. [ believe strongly that’s going to
happen and should happen.

Along the digital theme, how do you
Sfeel about digital effects and digital
signal processing?

I don’t know if my attitude is typical,
but as a matter of fact, there’s a proj-
ect I'm involved with now where
what I do is slightly remove myself
from that, and [ let the musicians
handle that part. It's a lot of synth
tracks, and the producer hires a pro-
grammer and works it out, or they do
that someplace else, and if they want
to record anything acoustic to go
with those synth tracks, then they
come here. It’s not that [ don’t do an
occasional pitch change or something
like that when necessary, but I con-
sider that more of the musician’s part
of it than the engincer’s. And the
room here is built with that in mind.
We have more acoustic space than
we do control room space. And the
trend nowadays is just the opposite.

You did remote recordings of Art
Blakey from Birdland and Jobn
Coltrane from the Village Vanguard.
How did the bands’ playing differ
Sromi when they played in your studio?
Was there a fervor on the bandstand
that wasn't there in your studio?

[ think there was an equal fervor,
but different. There were things that
I did in the studio for Art that they
are repeatedly reissuing that just
sound great now, musically and son-
ically. The Birdland remote had
[Birdland’s MC] Pee Wee Marquette
and all the ambience of the room.
But when Art came to my studio, he
had the African percussion people
on one side of the room and his
band on the other side of the stu-
dio—that was something else. |
don’t think that one is better than
the other; they're just different.

Tell me about your classical record-
ings. Do you approdach a classical
session differently?
Oh sure. There are different require-
ments, different people, different
personalities. It's difficult in a differ-
ent way. [ haven't been doing too
much of that recently, but [ spent a
decade of my life doing that. I really
am glad [ have experienced that.
Sonically, it’s very rewarding. [ like
the sound of an orchestra. [ did a
-CONTINUED ON PAGE 254
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Daniel Lanois

And the

Arxrt of Somnmnic

VEaamipunlation

y now, Daniel Lanois is prac-

tically a household name in
music circles. His engineering and
production credits with Brian Eno,
Peter Gabriel, U2, Robbie Robertson,
the Neville Brothers and Bob Dylan
are shining examples of his expert
craftmanship. Named (co-)producer
of the year at this year’s Grammys,
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by Jeff Forlenza

Lanois is not one to rest on his laurels,
and most of 1993 has seen him touring
with his virtuosic trio, promoting his
superb, critically acclaimed second so-
lo album, For the Beaiity of Wynona.

An avid sound compiler, Lanois is
constantly reinventing familiar mel-
odies with his sonic "menus™: proj-
ect-specific sounds and effects filed

I
R T G
& W

and categorized for endless combi-
nations and possibilities. His pro-
ductions stand out for their out-of-
the-ordinary sounds, deep bottom
end, moody ambient fields and pas-
sionate performances from the artists.
When he’s not working with other
musicians, Lanois is busy writing, track-
ing, mixing and manipulating his own
evocative, sultry songs. We talked to
this multitalented musician/producer
as the tour drew to a close.

Were there any records that inspired
you when you uere younger—great
productions that you drew inspira-
tion from?

There certainly were. Hendrix rec-
ords were pretty inspiring to me. For
different reasons then than now.
Back then, I just was fascinated with
the energy and the guitar playing. As
I hear them now, 1 realize that they’re
a fantastically useful reference for
sonics. They’re very powerful rec-
ords, and yet the drums are not loud.
[Mitch Mitchell’s] drums are supply-
ing melody, believe it or not—it’s
melodic drumming. The power is re-
ally coming from the guitar. So for
me, it's forever useful to refer to that.
For that matter, the same thing ap-
plies with a lot of funk music: James
Brown as an example. The drums
aren’t loud. The rhythm is coming

CONTINUED ON PAGE 69
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LanOiS Live An Interview With Engineer Mark Howard

by Jeff Forlenza

nown for recording bands

in remote places with port-

able cquipment. Daniel Lanois ap-
plied this same modus operandi when
it came time to tour with his own
band. The band—a soultul power
110 consisting of bassist Daryl John-
son {of Neville Brothers fame) and
21-ycar-old drummier Briun Blade—
carted their own console. recorders,
monitors and effects 1o cach date. In
fact, Lanois’ tour bus also served as a
nobile studio. since they mixed each
night's show on the bus with equip-
ment held steady with bungee cords.
Supporting his litest release. for
the Beaity of Wynona, Lanois played
smaller clubs in the States and 1,000-
10 2.000-seat theaters in Furope, We
caught up with Lanois’ engineer Mark
Howard. another Ontario native, when
the tour playved San Francisco's heau-
CCONTING 11 ON PAGE 82
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—-FROM PAGE 66, DANIEL LANOIS
from the network: the bass, the guitar
and the drums are just minor com-
ponents. I'm of the opinion that it’s still
that way. Even with modern records,
my favorite ones have that rhythmic
network. And 1 like to make records
that way as well.

You like to bave everybody play-
ing together when you record ratber
than tracking one instrument at a
time and overdubbing. Is that correct?

I love to get people playing to-
gether, and 1 love to know immedi-
ately whether we've got something
or not. I don’t like to live with the
promise that we're going to come up
with something by overdubbing and
overlaying. For me, it’s essential to
have the drums, the bass and at least
one harmonic instrument—the foun-
dation—or else you just don’t know
what you've got.

Does that ever cause problems
with tracks bleeding onto otber tracks,
or other difficulties down the line?

Bleed is only a problem if you need
to repair things or make changes.
What [ usually try to do is get people
physically close together and then try
to isolate the amplifiers and the drums
the best that you can so that, in the
event that you need to do a repair
on the bass, for example, you can,
and you’re not going to have a
bleeding problem. The technique
that works out pretty well in that
way is to keep the musicians togeth-
er and have two sets of amplifiers:
have an amplifier in the vicinity of
the musician that becomes like a per-
sonal monitor that allows feedback
to happen naturally, and then you
have another amplifier, identical to it,
around the corner or down the hall
in a little room, and that’s the one
that you might choose to use in the
end. So I double-mike: | mike a close
amp and a distant amp. That way,
you're not going to have other in-
struments bleed into those amplifiers.

A lot of your productions bave
sounds coming out of instruments
that we don’t usually expect to be
coming from those instruments.
Were those sounds created by the
Dlayer, or you, at the time of track-
ing, or do they come up later in the
process? Like on U2’s Achtung Baby,
The Edge bas a lot of different guitar
sounds. Did be come up with those
sounds when you first recorded bim,
or did you discover those sounds
later in the project?

People 've worked with like ma-

nipulated sounds. And there’s a gen-
eral encouragement in the air to
weird things up. Some of it happens
at the source: In the case of Edge, he
usually goes through some type of
signal processor—not all of the time,
mind you, some of the time. So some
of it will go down on tape already
weirded out. Other times, we'll just
experiment on the console and try to
introduce a lot of processing gear.
What usually happens with that is
you embarrass vourself nine times,

and then that tenth time you hit on
something. And [ usually print that
on the 24-track. and it’s never for-
gotten, and I have access to it.

Do you keep extensive notes and
track sheets, so you know where these
different sounds are?

What [ like to do is keep a list of
unique sounds to a specific project.
So if we hit something that everyone
is going “wow” about, then we lay
out very detailed notes on how 1o
get that sound. So that becomes part
of what you might call the “menu”
for that record. And it goes for guitar
sounds and also vocal sounds: If
you're doing a sweet vocal and there’s
a particular echo that is inspiring to
the singer, well, you give that vocal
sound a name—maybe it becomes
“sweet heavenly vocal sound”—and
then you have another that is the
“down-dirty, aggressive vocal sound,
which might be orocessed through a
Korg A3 and distorted back through
an amp. This menu gets developed

pretty early on in a project—the first
third of a project—during the reck-
less part of a record.

Would that be considered pre-pro-
duction?

No, just early days in a record. For
me, there’s no such thing as pre-pro-
duction. Everything gets recorded all
the time. Pre-production usually means
working under less pressure, and a
lot of nice things come out of that
period. I don’t want to lose that loose
creativity, so everything goes to tape.

From
Esplanade
Avenue,
New Orleans’
Kingsway
Studio

KAREN KUEHN

Do you bave any favorite effects
or processing gear that you like to
use on vocals or guitar?

I currently like the Eventide H3000;
it’s really good.

How about vintage processing
gear, like various pedals and boxes
that you come across?

Yeah, it’s forever inspiring to find
these footpedals. I use a Chandler tube
driver as a kind of overdrive pedal
for guitar. To this day, I love the Korg
SDD 3000, a rack-inount digital delay
unit. It’s a great box for recording be-
cause it elevates the output of the
guitar by about 10 dB, so you're hitting
your amp a little barder. Even if you
don’t have any effects dialed up, even
in bypass you get the advantage of
that [signal] elevation. T quite like that
silver digital delay pedal by Boss.
Some of the crazier ones are pretty
good: the Small Stone by ElectroHar-
monics—*“the bad Stone”—kind of
stupid-sounding, but good. Envelope
followers are fun. [ used to use this
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Roland chorus echo—a tape-echo ma-
chine—although it's pretty unreliable.
It's a bit like the Echoplex concept.

Where do you like to listen to mix-
es? In the control room, a car, an-
other room?

I like using small speakers a lot of
the time, near-fields; EV has got some
good little ones. T used to have a pair
of these Advent speakers that were
actually taken from mono radios, so
it was like two mono radios, but they
were real nice-sounding speakers, 1
like back speakers also in studios.
You get tired of hearing your near-
field references or your front speak-
ers. You shut them off and have some
speakers in the back of the room
someplace, maybe in the lounge area.
So you get to hear your music from
20 feet away, and that tells you a lot
about vocal halance and bottom.

Tell me about vocals. A lot of en-
gineers say that's the hardest ele-
ment to get right on a project. Do
You bave any special metbods to get
a good vocal performance?

Having a very good vocal sound
carly on is real important. 1 general-
ly use dynamic microphones when
tracking, because you can get close
to them without a lot of leakage.
Like a Beyer 88 or a Shure Beta 38.
They're really usetul, because you
can really lean into them—sceream
into them, and they don't distort. [
like to equalize the vocals a lot and
compress them quite a bit. It makes
the vocals more exciting and makes
people sing better and feel beuer
about their singing, and you get a
snowhall effect: As confidence builds
up. you get better performances. For
more delicate vocals, Tlike to use tube
microphones. I've got a couple of
Neumann U47s, and theyre good. I've
got a whole mess of unusual Neu-
manns [ don’t even know the model
numbers of. They're weird old things,
like something that should've been
used in the military. I've also got a
bunch of these pencil-sized Neu-
mann wbe mics from the "50s that are
also great.

How do you mike pianos?

I like to use ribbon mics on piano;
an RCA 77. It's delicate, but it's pret-
ty reliable on piano—a nice, full-
bodied sound, always musical. I al-
ways mike the piano in mono with
that microphone. It's one mic, one
track, and you can put it wherever
you want in the stereo image. But 1
think the fact that it's 2 mono source
gives it a sort of pinpointedness, a
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definition in the blend.

How about drums? How do you get
such a big, melodic drum sound with-
out it being overpowering in the mix?

I treat the drumkit as a kit, rather
than as components. When you walk
into a room and somebody’s playing
a drumkit, there's not any particular
drum that is jumping in your face—
it’s going to be balunced. Where that
balance works, T like 1o use it on
records.

When working on a new song, do
you track the rhythm section first?

£
$
5

Or do you work with a click track
and get the vocal down first? Or does
it vary every time?

Depends on the record and the
group. In the case of U2, T would say
60 percent of the time—recently, like
on Achtinng Baby—Larry [Mullen Jr.f
used a time reference. Sometimes it
would be a loop of some kind, some-
times it would be a click. He likes to
do that because it makes it easier to
edit. So if we get a great take but
we've got to redo the end, then he
knows that, as long as he's listening to
that click, we're going to be able to
make it work in the control room. It's
also real good for manipulations. We
did a lot of drum manipulations over
the years. If you're playing to a click,
then any echo you dial up is going
to remain consistent from beginning
10 end. But there are those times when
time reference is not a friend, and
you want to cut loose and play some-
thing that wavers around, and that's
why you like it.

How do you like to record acous-
tic guitars?

For acoustic guitars, I have a Law-
rence pickup in the soundholes; it's
an older, carly '80s model. 1 send that

pickup to an amp—a nice, sweelt-
sounding amp like a little Fender
Tweed amp, for example. And that
gets put in a closet or down the hall,
and it becomes the sound you de-
pend on if you get into trouble—the
nonleakage sound. And then you put
a microphone on the guitar as well. 1
usually try to compress and equalize
quite a bit. Now, if somebody’s sing-
ing and you decide to dump that vocal
later, then, of course, your miked
acoustic guitar recording is ruined.
So that's when that safety amplifier
comes in handy. On the Bob Dylan
Oh Mercy record, all the acoustic gui-
tars were amplified by a pickup like
I described, and we would just have
the amp six feet away but with a
whole bunch of blankets and gobos
around it. People were singing in the
room. Bob did all of his vocals live.
We ended up doing punch-ins and
got no leakage from the guitar.

Can you tell me about your mod-
ulay; recording-on-the-go setup? You
can record wherever you want. How
bas that affected bow you work?

What's happened with me over
the years is that I've combined per-
formance and recording. 've not
separated the studio from live per-
formance. So wherever you happen
to be set up, given that you're al-
ready miking that band for purposes
of P.A., then you have license to
record. The equipment these days is
compatible, and it's casy to interface
recording equipment into almost any
setup. So whether we're on stage or
in a rchearsal room or in the studio,
it almost doesn’t matter. "How ¢an we
hook up a tape recorder to this rig?”
becomes the question. And it's usu-
ally a matter of a few hours” work.

And that must belp in your song-
writing if you always bave tape roll-
ing during rebearsals and live shouws.

Very much so. Jam sessions often
bring about song ideas or certainly
grooves or music beginnings, The
same thing applies to U2: A ot of
their writing comes out of these fiery,
spontancous jams. There's a reason
for [that musicl to be. It came out of
joy, or it came out of feeling right
about a groove at that moment. And
those are very reliable sources.

And later you might add lyrics to
those jams?

Later, you might say, “That's a great
jam, a great groove. Now let's write
some chords and build a song around
it” Even if you end up redoing it, the
fact that you have documentation of
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E'RE GROWING

SPECTRAL has announced so many innovations this

L — D year that we thought we'd bring you up to date.

StudioTracks™ 2.0 adds real-time MO support, on-the-fly
punch in/out, faster and faster editing, improved auto-mixing,
and too much more to fit in here. AutoTracks™ performs
CMX auto-conforming. The SynCleck ™ translates almost any
studio reference to digital audio clocks for time base resolving.
The ADAX™ series of converters makes our multi-channel
ins and outs even lower cost. And the new AudsioPrisma™
delivers 12 tracks of random access recording with 12 channels
of mixing and EQ all in a single board with high powered
WINDOWS-compatible software. Meanwhile, the list of
production facilities using SPECTAL worldwide continues to grow,
and the audio production credits stack up. These are the same
customers, by the way, whose ideas have shaped our product line
and refined ourremarkably flexible. AudioEngine™
workstations into the ‘mst efficient, powerful, and cost effective
in the industry. Here’s thanks to all our customers, and an
invitation to the rest of you to join in SPECTRAL's success.

\
\
X
¥

Come see us at AES NY booth #732



The Audiokngine
Digitad Andio
Workstation

POST

* Lock to all frame rates, and clock to house swc or even unresolved time code? X ves
* Auto-assemble audio to video or film cue lists, and print the audio edit lists? [ZYes
* Mix, auto-mix, and EQ discrete tracks in real time within the digita workstation? % Yes
* Customize the interface to match your working style? K Yes

o Scrub back & forth to external video, or scrub with a mouse, trackball, or scrub wheel? 1% Yes
o Easily align out-of-sync audio, or quickly place an effect at the current frame? Eves
* Cut out a word, syllable, or breath; reduce a sibilant, or boost a consonant in speech? = Yes
* Compress or expand the audio time length, reverse, normalize and pitch shift audio?  CaYes
* Do ambient looping quickly and easily with minimal disk space? [ZYes

* Record real-time audio and edit directly on magneto-optical as well as hard disks? B Yes

o Show clients a great looking intuitive work environment that does their job every time? [ Yes
* Own and create on the most flexible, most complete svstem on the market?  Yes
* Do alt this and much more at the most reasonable price available? = Yes

YOU CAN! Just say YES to SPECTRAL, the system of choice for assembling and editing
audio to picture, and you'll be able to:say YES to almest any audio job. The most
flexible, most cost effective system combined is upgradable to 24 tracks, 24
channels of I/0, and can also be configured for tracking, music editing,
mastering, radio production, signal processing, sound design znd more.

USE READER {gﬁ?gﬁaf’#_{?D FOR MORE INFO

ENo
HNo
M No
BNo
HNo
HNo
B No
ENo
HNo
B No
ENo
HNo
B No

SPECTRAL
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MASTERING THE DIGITAL DOMATIN

19501-144TH AVE. NE. SUITE 1000A « WOODINVILLE, WA « 206-487-293) » FAX 206-487-3431
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Hear Tomorrow

day

Digital Audio Mainframe

everb and much, much more! Leading edge technology (at a cost half what you might

expect), engineered to deliver legendary TC Electronic quality, the M5000 is a

software-based digital signal processor capable of interfacing with your world the way
you want it to: AES/EBU, SPDIF, optical 1/0; analog |/0; real time MIOI; SMPTE; serial
remote; standard RAM card slot; optional 3.5" floppy drive, SCSI interface, and LAN port;
slots for up to four totally independent true stereo DSP carcs—all in a 2U 19" rack unit.

Algorithms include reverb as only TC Electronic could do it, pitch/harmony effects, and
unmatchable chorus/flange/delay effects. Other algorithms are already under development by
TC Electronic and third party programmers. Since the M5000 is software based, updating or
adding new algorithms is as simple as loading in a RAM card o~ floppy disk.

Thanks to its open architecture, software-based design, and over-the-top specification, the
M5000 will never be obsolete. A dream machine today, the M5000 has many futures—this

OF DENM-ARK T D‘
| TECHNICAL EXCELLENCE & CREATIVITY |
t.c. electronic .

Technolcgy for today and tamorrow.

is just the beginning!

International Head Office DENIMARK: Phone:(+£5) 86 26 28 00 Fax:(+45) 86 26 29 28
AUSTRALIA: (03) 428 8787 AUSTRIA: (222) 601 17 BELGIUM: (011 281458 CANADA: (514) 738 3000 CHILE: (2) 231 2356
ENGLANO: 06391 658 550 FINLAND: (3) 0-532 055 FRANCE: (1) 48 47 45 26 GERMANY: 052 313 2972
GREECE: 8837 629 HOLLANO: 30 414500 HONG KONG: 3 620202 ISRAEL: (0) 3 5441113 ITALY: (0) 2-5084 278
JAPAN: (O) 3 332 3211 KOREA: (02) 741-0831 NDRWAY: (2) 770710 PORTUGAL: (1) 4754348 SINGAPORE: 748 9333
SPAIN: (93) 796 31 00 SWEDEN: (+45) 86 26 28 00 SWITZERLAND: 0383 /872656
TAIWAN: 2 7182388 U.S.A.:{BO5)373:1828 Fax: (B05) 379-2648
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the initial seed is really helpful.

How much of your musicality do
you bring into productions for other
bands?

I usually try to play along with
people, on guitar or percussion. By
doing that, you're developing a mu-
sical rapport. It means you're already
part of the team. so it's not like an
outsider barging in and muaking peo-
ple uptight.

Let's talk about the ambient fields
that so many people associate with
your work. Does that come from
your work with Brian Eno?

The whole ambient sound and
textural manipulation of sound is re-
ally Brian Eno’s idea. He got inter-
ested in this world in the late "70s,
and I hooked into it with him about
1980. 1 think a good conclusion of
that kind of work is a record called
The Pearl, it's a1 Brian Eno and Harold
Budd collaboration, and I'm credited
as producer and collaborator. It's a
wonderful record: It's Harold Budd's
music with Brian Eno and Daniel Lan-
ois manipulations. It's a great source
of reference, a landmark.

Your work with Robbie Robert-

son is a great example of that type of

moody, textural recording. Did those
ambient beds come about at the
start of a song with Robbie, or did
they come later in the creative process?

Quite often, the textural manipu-
lations are done after the fact. Some
of the parts are played that way, On
Robbie’s first record, there's a song
called "Fallen Angel” that’s got some
great textures on it. And those tex-
tures were played by a guy named
Bill Dillon. It's actually a sound 1 de-
veloped with Bill, and [ brought it to
the Robbie project. 'm not really
doing that sound currently, but we
were excited about it back then,
about '80, '87.

Your productions seem to be ex-
perimental or unorthodox. It seems
as though other producers don't take
as many chances as you do. Why do
you think that is, and how do you
get away with it?

When you're working with Peter
Gabriel or a group like U2, these
people have such a foundation laid
in the music business that they will
be given the benefit of the doubt.
The luxury of working within an or-
ganization like theirs is that what you
do is going to get a chance to be
heard. And if it happens to be good,
then people will love it and enjoy it.
For slightly more obscure people,

IN CANADA: 221 LABROSSE AVE., PTEvGLAIRE.-PQ

UP NOW!

These libraries contain the cleanest, most usable sounds created by artists
and engineers who actually use the sounds in real-world recording and produc-
tion situations. CD-ROMs from Q Up Arts load into your sampler tuned, crossfade
looped, normalized, mapped and ready to play with lots of presets. CD-Audio
discs from Q Up Arts are logically arranged and de-noised to decrease sampling
time and give you more time to make music. Call us today and Q Up!!!

CD-ROMs

Master Studio Coll. V. 1 & 2
300Mb each of rare and ethnic instruntents and percussion.
“The Master Studio Collection contains thousands of well-recor-
ded usefud sound effects and musical instruments that provide a
wonderfid varied resource for the sound editor/designer.”
—Bitl KorpNIcK, Emmy award-winning sound editor
Sonic Images V. 1 & 2
300Mb each of synthesized orchestral sounds, musical FX
created by Christopher Franke (ex Tangerine Dream).
“I believe in the Sonic Imuages sounds. Thev're clean and
powverful. Iuse them every dav."—Hermie Hancocx
Denny Jaeger Master Violin Library
NEW! Now available EIIVEIIIXP condensed!
“We've never heard anvthing like the Jaeger libvary. Sampled
strings just aren’t going to get any better than this.”
—KFYBOARD review

CD-AUDIO

Heavy Hitters Greatest Hits

30 minutes of drum hits from Alan White (Yes), Tommy Lee

(Motley Criie), and Jim Keltner (legendary session drummer).

“...What's on this disc is first rate..." —GrEG RuLE, Kevboard

“This is the most happening, usable drom library.
Thev're the very best.”—Davip Bryan, Bon Jovi

Charlie Morgan Master Drums
Dry and ambient Loops, Fills, Grooves and Samples of soul, rock,
blues and ethnic. Actual drum patterns from albums by Elton
John, Kate Bush, Tina Turner and more, CD Audio: $99™.

All Drums 1 from legal Radio

For producers, film score, radio-DJ’s, sound editiors and
designers. 70 minutes of DDD acoustic and electronic tracks
with brushes, malicts, rolls, comedy fills, loops, and grooves
from every genre. Now 379°°!

“The electronic loops are strong...this CD is ovzing with great
heats and fills.” —Marn Grev, Kevboard

All Drums 2 from lllegal Radio

Dance, Techno-pop drum loops and grooves. *59°°
Bundie Special: All Drums 1 & 2 both for *99™

Trails & Reflections from Alpha Dmega
Loops«/FX/Stingers/Reverbs! Do it like the pros do! Why tie up
vour DSP’s when you can have over 500 Reverbs on this truly
unique Percussiow/FX CD? 250 Mb of Rap, Rock, Ethnic and
Orch. Reverb only samples taken DDD from the |€xicon 300;

world’s cleanest reverb. Mix with your own percussion library
or use as is (o creale breathtaking new sounds $99*.

Introducing the

Sabian Cymbal Sample Library
The best cymbals in the world are now on two CD-Audio discs.
Sample it! The first comprehensive library of cymbal sounds for
professional performance and recording applications—directly
from Sabian, Performances by these reknowned drummers,
percussionists and programmers:Chester Thompson (Genesis),
Richie Hayward (Little Feat), Mitchell Peters (LA Philharmonic),
Carmine Appice (all time rock great), Mike Baird (LA Studios,
Jowney ), and innovative programmer Reek Havok.

ip Arts Floppy Si.
for Ensonig EPS 16 Plus and ASR- 10! Sixpack A: Sonic
Images/Master Studio sampler; 17 Mb from two proven
libraries. 3§99, Sixpack B: Techno/Dance/Rave loops,
sounds and sequences $§9%. Or both sixpacks: $99re,

All brand names, logos & trademarks are proprietar o registered trademarks of their respectite companies.

CD-ROM LIBRARIES
EEMAX I

1. Volume | SFX $179
2. Volume 2 SFX $179
3. Volume 3 Ethnic, Rock & Presn. $179
4. Volume 4 Orchestral $179
5. Sonic Images Volume | $399
6. Sonic Images Volume 2 $399

AKAI si000/1100

professional
1. Denny Jacger Master Violin Library

3-disc set $1200
. Sonic Images Vol. | $399
- Sonic Images Vol. 2 $399
- Heavy Hitters Diams $399

Master Studio Collection Vol. 1 $399
. Master Studio Collection Vol. 2 $399

@nsonia) {)SE /asr-10

1. Denny Jacger Mstr. Violin Libr. $349
Images Vol. 1 $349
¢ Images Vol. 2 $349
4. Master Studio Collection Vol. 1 $299
5. Floppy sixpacks! $59

€ -— —
==ll&=NE
. Denny Jacger Master Violin Library
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you've got to work harder in terms
of marketing and so forth. One of
my favorite current strange records is
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he's a great engineer. If he has to
rummage through the closet and pull
out cables and be soldering stuff, and

ital recorders is that they seem to be
more troublesome. And when they
do present you with troubles, it’s the
kind of troubles that you don’t want to
have—like dropouts, glitches—weird
stuff that you have to bring people in
for. 1 haven't got time for that.

How do you keep the inspiration
and fervor up during a long record-
ing project? How do you keep every-
body inspired and focused?

Records have highs and lows. It's
a dynamic range of enthusiasm as
well as music. In my experience, en-
thusiasm will be rekindled by a chance
to look at the music from a different
point of view. So quite often, if some-
body has enough steam left to pre-
sent the whole operation with a dif-
ferent angle, then that will often keep
people going for a couple of days.
To give you an example, when Brian
Eno and 1 were working with U2, they
would take weekends off; we would
work weekends. We would come up
with other angles to look at a song.
So when they came back we’d say,
“Here's another blend, another mix.
Here's another way to look at the
rhythm” If it got a vocal out of Bono,
then you can't put a price on that.

Tell me a little about your solo al-
bums. They seem to be in the genre
of folk records, but their sonics and
Dproduction are a league above the
traditional folk record. For your own
creative process, what do you draw
upon? Is it those Hendrix records? Is
it your own background in song-
writing and personal bistory?

I draw upon personal experience
for my story-songs. Sometimes 1 use
very old, traditional-like melodies,
because 1 believe that melody is
timeless. Even on some of the Hen-
drix records, some of the tunes on
there, if you play them on a dul-
cimer, they would sound real folky.
But he applied his sound to those
melodies, and he takes it to another
place. 1 like that challenge of taking
melody and reinterpreting it. Like this
record 1 just got yesterday, “Creep”
by Radiohead—what they've done is
a reinterpretation of a traditional
melody. So what they’ve got going
for them—as the English usually do—
is a great production, a heavy guitar
sound and an attitude. But if you
were to study this thing, melodically
and the chord changes, it might as
well be the Roy Orbison song you
never heard. So it's just reinterpreta-
tion, reinvention.

Like your song “Jolie Louise” [from

Do you prefer that over tracking
with digital machines?
We made some good records with

Acadie/, that sounds like a tradition-
al folk song with futuristic sonics
layered on top of it.

That's a melody 1 stole from my
dad. He used to play that on his violin.
I’s from a jig. The fact that it’s melod-
ic makes it memorable, makes you
want to hear it again. The sonics real-
ly are aesthetics. Sonics are emotion:

DANIEL LANOIS

Lanois’ sonic masterpiece, For the
Beauty of Wynona

A sound can make you feel a certain
way, but 1 think melody makes it last.

Tell me about the studio you've
been using most recently, Kings-
way, and bow New Orleans bas af-
Sected you.

I work with two guys from New
Orleans now, drummer Brian Blade
and bass player Daryl Johnson. I'm
very excited about working with these
guys. That’s the New Orleans influence
that’s affecting my life right now. 1
set up a studio down there called
Kingsway, and it's fantastic. Exotic lo-
cation—it’s in an old mansion, and
it's full of wonderful-sounding rooms
and staircases and hallways. As well
as being aesthetically unusual and
wonderful, all the rooms sound good.
One room’s got a wood floor, high
ceiling, marble fireplace; you can play
an amp in there, and you don't want
to leave. Drums sound great: We've
gotten real tight drum sounds in
there. Ranging from that to recording
drums at the bottom of the staircase
to get a more powerful Led Zep-
pelin-type sound.

How about bass? It seems that
your productions bave a great bass
response that otber recordings don’t
bave. Is that something you decid-
edly strive for on a project?

I made the decision a long time
ago that 1 was going to go after bot-
tom end. As a teenager in my first
studio, 1 wasn't very good at nailing
bass. 1 didn’t know how to do it, and



the initial seed is really helpful.

How much of your musicality do
You bring into productions for other
bands?

I usually try to play along with
people, on guitar or percussion. By
doing that, you're dcvcl()ping_, a mu-
sical rapport. It means y()u re alrcady
part of the team, so it's not like an
outsider barging in and making peo-
ple uptight.

Let's talk about the ambient fields
that so many people associate with
your work. Does that come from
your work with Brian Eno?

The whole ambient sound and
textural manipulation of sound is re-
ally Brian Eno’s idea. e got inter-
ested in this world in the late "70s,
and 1 hooked into it with him about
1980. 1 think a good conclusion of
that kind of work is a record called
The Peart, it's a Brian Eno and Harold
Budd collaboration, and I'm credited
as producer and collaborator. 1t's a
wonderful record: 1t's Harold Budd's
music with Brian Eno and Daniel Lan-
ois manipulations. It's a great source
of reference, a landmark.

Your work with Robbie Robert-
son is a great example of that type of
moody, textural recording. Did those
ambient beds come about at the
start of a song with Robbie, or did
they come later in the creative process?

Quite often, the textural manipu-
lations are done after the fact. Some
of the parts are played that way. On
Robbie’s first record, there's a song
called “Fallen Angel” that's got some
great textures on it. And those tex-
tures were played by a guy named
Bill Dillon. It’s actually a sound 1 de-
veloped with Bill, and 1 brought it to
the Robbice project. I'm not really
doing that sound currently, but we
were excited about it back then,
about '86, ‘87

Your productions seem to be ex-
perimental or unorthodox. It seems
as though other producers don’t take
as many chances as you do. Why do
you think that is, and bow do you
get away with it?

When you're working with Peter
Gabriel or a group like U2, these
people have such a foundation laid
in the music business that they will
be given the benefit of the doubt.
The tuxury of working within an or-
ganization like theirs is that what you
do is going to get a chance to be
heard. And if it happens to be good,
then people will love it and enjoy it.
For slightly more obscure people,

QUP NOW!

These libraries contain the cleanest, most usable sounds created by artists
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Denny Jaeger Master Violin Library
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“We've never heard anvthing like the Jaeger librarv. Sampled
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Heavy Hitters Greatest Hits

30 minutes of drum hits from Alan White (Yes), Tommy Lee

(Métley Criie), and Jim Keltner (legendary session drummer).

“...What's on this disc is first rate...”" —GrEG RULE, Kevboard

“This is the most happening, usable drum librarv, |EIT]
Thev're the very best.”—Davip Bryan, Bon Jovi

Charlie Morgan Master Drums
Dry and ambient Loops, Fills, Grooves and Samples of soul, rock,
blues and ethnic. Actual drum patterns from albums by Elton
John, Kate Bush, Tina Turner and more. CD Audio: *99°°,

All Drums 1 from lllegal Radio

For producers, (ilm score, radio-DJ’s, sound editiors and
designers. 70 minutes of DDD acoustic and electronic tracks
with brushes, mallets, rolls, comedy fills, loops, and grooves
from every genre. Now $79°!

“The electronic loops are strong...this CD is oozing with great
beats and [ills.” —Mark Grev, Keyboard
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Trails & Reflections from Alpha Omega
Loops/FX/Stingers/Reverbs! Do it like the pros do! Why tie up
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unique Percussion/FX CD? 250 Mb of Rap, Rock, Ethnic and
Orch. Reverb only samples taken DDD from the [exicon 300;

world’s cleanest reverb. Mix with your own percussion library
or use as is (0 create breathtaking new sounds *99°,

Introducing the

Sabian Cymbal Sample lerary <
The best cymbals in the world are now on two CD-Audio discs.
Sample it! The [irst comprehensive library of cymbal sounds for
professional performance and recording applications—directly
from Sabian. Performances by these reknowned drummers
percussionists and programmers:Chester Thompson (Genesis),
Richie Hayward (Little Feat), Mitchell Peters (LA Philharmonic),
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you've got to work harder in terms
of marketing and so forth. One of
my favorite current strange records is
Bone Machine by Tom Waits. ‘That's
a record that a tot of people have
never heard, and it's one of my
faves. 1 think not only sonically but
lyrically that's a great record.

How much engineering do you do
on your own records and productions
Sor others? Is it a combination of
you and Mark Howard engineering?

It varies a lot. In the mid-"80s, |
was doing all my own engineering.
The first record @ did with U2, Unfor-
gettable Fire, 1 engineered. 'm doing
a litde bit less of it now, but I still
like to get my hands dirty. T still like
to process and manipulate sound:
‘That thrill is never going to go away.

What qualities do you look for in
an engineer?

The engineer who impresses me is
the engineer who's got a microphone
in his hand, and he's speaking into it
as | walk into the room, and there's
a sound happening. If [ say to an en-
gineer, “Sce that guitar amp over
there? The guy's playing something
really nice, why aren't we recording?”
and he tells me, “We are recording,”

THE SMART CHOICE!
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he's a great engineer. If he has to
rummage through the closet and pull
out cables and be soldering stuff, and
meanwhile the guitar player's falling
asleep, then that engineer might as
well colleet garbage or something.

Why did you choose Mark How-
ard to be your engineer?

Mark Howard has a taste for the
unusual, and he's a hard worker.

Mark told me about bis method
of recording straight from preamps
to tape, bypassing the console, when
be was recording upy in Canada.
How do you feel about that method
of recording?

That came out of necessity. We
carry a preamp rack around with us,
and sometimes it's hard to know if
you can trust a cheap-ass console
that you may be presented with, Car-
rying your own preamps, you can
punch right into tape. It just ensures
that you got a sound to tape that you
can work with later. It's a matter of
convenience, and it's something that
you trust and know. The APl pre-
amps and EQs are fantastic, and the
Neves are pretty good as well.

Most of your recordings were
done with Dolby A noise reduction.

Do you prefer that over tracking
with digital machines?

We made some good records with
Dolby A. That's why we like it. I like
all tape recorders. Yellow Moon was
done on 24-track analog with trans-
formers and Dolby A, and it’s a real-
ly warm-sounding record. For vocals,
digital machines are great because
they punch better: You get in and
out of tracks that you won't be able
to on an analog machine. But to be
honest with you, the slight personal-
ity shift that you'’re going to get in a
multitrack tape recorder is not near-
ly as important as the ideas and the
grand approach to capturing music.

You just finished a tour. How did
it go?

It was a real success. Nice events,
nice people. We couldn’t have asked
for more.

You were recording every show?

We were recording two ways: We
had a 24-track Fostex for a while, then
we had an Alesis ADAT; we've gone
through two of those already. That
little 24-track Fostex is a real work-
horse: We dragged it all over the
world, and it ran fine with no prob-
lems. My biggest complaint with dig-

The Ultimate in Digital Audio Workstations

With the smart choice, you can:
DELIVER superb quality digital mastered audio

INCREASE your creative freedom

CUT production time, develop your projects faster
HAVE 50 stereo tracks whenever you need them

The features you would expect o find
in higher-priced Digital Audio Workstations
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YES!
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Automated effects sends
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can't afford to compromise. You need
microphones capable of exceptional
sound with a full range of accessories
to make every assignment easier.
Whether you're working in the studio,
miking performers on stage, or capturing
elusive sound in the field, you don't get
a second take.

When you use Sennheiser, you'll
think we've built our mics just for you.
Actually, we have. Our mics are designed
for the real world and provide unequaled
performance.

Sennheiser offers microphones for
every professional application includ-
ing three ranges of shotgun mics;
lavaliers with small profiles and big
sound; studio tools with unsurpassed
accuracy; and musicians’ models that bring
out the best in every singer and player.

When your job depends on the
performance of your microphones, you
know you can depend on Sennheiser.
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ital recorders is that they seem to be
more troublesome. And when they
do present you with troubles, it’s the
kind of troubles that you don’t want to
have—like dropouts, glitches—weird
stuff that you have to bring people in
for. I haven’t got time for that.

How do you keep the inspiration
and fervor up during a long record-
ing project? How do you keep every-
body inspired and focused?

Records have highs and lows. 1t's
a dynamic range of enthusiasm as
well as music. In my experience, en-
thusiasm will be rekindled by a chance
to look at the music from a different
point of view. So quite often, if some-
body has enough steam left to pre-
sent the whole operation with a dif-
ferent angle, then that will often keep
people going for a couple of days.
To give you an example, when Brian
Eno and I were working with U2, they
would take weekends off; we would
work weekends. We would come up
with other angles to look at a song.
So when they came back we’d say,
“Here’s another blend, another mix.
Here's another way to look at the
rhythm.” If it got a vocal out of Bono,
then you can’t put a price on that.

Tell me a little about your solo al-
bums. They seem to be in the genre
of folk records, but their sonics and
production are a league above the
traditional folk record. For your own
creative process, what do you draw
upon? Is it those Hendrix records? Is
it your own background in song-
writing and personal bistory?

I draw upon personal experience
for my story-songs. Sometimes 1 use
very old, traditional-like melodies,
because 1 believe that melody is
timeless. Even on some of the Hen-
drix records, some of the tunes on
there, if you play them on a dul-
cimer, they would sound real folky.
But he applied his sound to those
melodies, and he takes it to another
place. 1 like that challenge of taking
melody and reinterpreting it. Like this
record I just got yesterday, “Creep”
by Radiohead—what they've done is
a reinterpretation of a traditional
melody. So what they've got going
for them—as the English usually do—
is a great production, a heavy guitar
sound and an attitude. But if you
were to study this thing, melodically
and the chord changes, it might as
well be the Roy Orbison song you
never heard. So it's just reinterpreta-
tion, reinvention.

Like your song “Jolie Louise” [from

Acadie/, that sounds like a tradition-
al folk song with futuristic sonics
layered on top of it.

That’s a2 melody 1 stole from my
dad. He used to play that on his violin.
I’s from a jig. The fact that it’s melod-
ic makes it memorable, makes you
want to hear it again. The sonics real-
ly are aesthetics. Sonics are emotion:

DANIEL LANOIS

Lanois’ sonic masterpiece, For the
Beauty of Wynona

A sound can make you feel a certain
way, but 1 think melody makes it last.

Tell me about the studio you've
been using most recently, Kings-
way, and bow New Orleans bas af-
Sected you.

I work with two guys from New
Orleans now, drummer Brian Blade
and bass player Daryl Johnson. I'm
very excited about working with these
guys. That’s the New Orleans influence
that’s affecting my life right now. |
set up a studio down there called
Kingsway, and it’s fantastic. Exotic lo-
cation—it’s in an old mansion, and
it’s full of wonderful-sounding rooms
and staircases and hallways. As well
as being aesthetically unusual and
wonderful, all the rooms sound good.
One room’s got a wood floor, high
ceiling, marble fireplace; you can play
an amp in there, and you don’t want
to leave. Drums sound great: We've
gotten real tight drum sounds in
there. Ranging from that to recording
drums at the bottom of the staircase
to get a more powerful Led Zep-
pelin-type sound.

How about bass? It seems that
your productions bave a great bass
response that otber recordings don’t
bave. Is that something you decid-
edly strive for on a project?

I made the decision a long time
ago that 1 was going to go after bot-
tom end. As a teenager in my first
studio, I wasn’t very good at nailing
buass. I didn’t know how to do it, and
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“On Paul Simon’s ‘Born At The Right Time Tour,’
every vocal microphone was a Beta 58. In addition, 34 of our 100-plus
inputs were from percussion instruments. Many rehearsal hours were spent on
microphone choice and placement. We found the Beta 57 to be a valuable tool—
perfect for bongos, bata, wood blocks, cowbells, and temple blocks.

It’s a fast, accurate, wide dynamic range microphone with little low-end coloration,
strong midrange, and well-controlled high frequency response.
Challenged by a virtual forest of percussion gear in close proximity,
the side rejection and isolation delivered
by the supercardioid pattern proved real assets.”

Dyl

David Morgan, House Sound Engineer,
Paul Simon’s “Born At The Right Time Tour”

Beta 57

Shure Beta Microphones.
Buy Them On Word Of Mouth Alone.

Some of our best salesmen are the engineers who use Shure Beta microphones night after night. They prefer Shure Beta’s
advanced transducer design, extraordinary gain-before-feedback and true supercardioid polar pattern. Not to mention its
outstanding sensitivity and low handling noisc. But most important, they’ll tell you nothing beats a Beta for live performance.
Next time you set the stage, bring along a Shure Beta. And hear the sound that’s got sound engineers talking. For more informa-

tion, call us at 1-800-25-SHURE. The Sound of The Professionals?.. Worldwide. SHURE BEYA
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there weren't a lot of great teachers
in my neck of the woods. Maybe out
of that frustration came a will to
learn how to do it. It often comes
from the source and the approach.
You're not going to get a great bass
sound if you don’t have a good angle
on how to play a great bass. It’s also
the equipment, the amp. Sometimes
I get a good sound going direct. |
like to use these Taurus Moog ped-
als [which bassist Daryl Johnson uses
live], and they sound really good di-
rect: To this day, people are still sam-
pling their sound.

When you speak of records lack-
ing the bottom, it’s so hard to place
the responsibility on any individual.
It’s really a philosophy. To say that
Bob Marley records have great bass
and what a genius the engineer was,
well, that would be unfair because
the bassline and the way the guy’s
playing is really the whole thing. So
you gotta look at your bassline, and
maybe it should be played on key-
board, maybe it should be played on
pedals, maybe it should be on a Music
Man with flat-wound strings, maybe
it should be on a Fender Jazz with
round-wound strings. [t's good to
have a good bass menu of sounds.

Do you work a lot with organs,
like the B3, for keyboard bass?

I love keyboard bass. The Yama-
ha CS80 is an old synthesizer that |
used to use for bass. Organ is a real
nice bass sound. You know what’s a
good bass sound if you play it really
soft? The Wurlitzer electric piano, if
you just put it through a bass amp
and play it real softly, you get this
BOMMM-BOM-BOM-BOMMM-BOM-
BOM [sings the bassline| like the
bassline to “I Heard it Through the
Grapevine.” Sometimes double bass-
lines are good. [ doubled the bass-
line on “Fallen Angel” from Robbice
Robertson’s album. It’s the bass, and
then I asked the bass player to play
the same thing on the bass strings of
a guitar, so it’s like an octave bass.
The bass sound on “Sledgehammer”
from Peter Gabriel’s record is one of
those little octave pedals and a whole
bunch of EQ and compression on
the console.

Do you like to do a similar ma-
nipulation with vocals, like dupli-
cating a vocal and then pitch shift-
ing it or delaying it and stacking
layers of vocals to get a chorus effect?

I guess the most interesting vocal
manipulations recently have been

stranger things than that. It’s like over-
driving vocals through, as an exam-
ple, the Korg A3, and then taking that
distorted processed signal and doing
yet another generation of manipula-
tion perhaps through a repeat echo.
So you still have your clear fore-
ground and this strange, dirty, more
unusual sound in the background.

When you play live, are you try-
ing to re-create what you've done in
the studio, or is there a different ap-
proach?

We're trying 1o make it work live.
And quite often, it turns into some-
thing different, and 1 just accept that

it does. That’s just the feeling musi-
cians get with their instruments on
stage, and we just take it to another
level if we need to.

You just finisbed up a long tour
supporting For the Beauty of Wy-
nona. What's next for you?

I'm listening back to all the jam
recordings from the road and just as-
sessing what [ have. It's very exciting.
Then I'll use those ideas for songwrit-
ing and arranging. I'm looking forward
to making a record with Daryl John-
son and Brian Blade. 'm doing a
soundtrack for a film called Caniilla
with Bridget Fonda and Jessica Tandy.
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When you do soundtrack work,
do you see pictitre before you score?

Some of it 1 did based on the
script, and some of it I'm doing 10
picture. I have a fantasy that 1 could
assemble a band and have themes,
and we would watch picture and do
renditions of those themes right on
the spot. IUs sort of old-fashioned,
but I'm trying to find a way of wking
it into the future. |

Jeff Forlenza would like to thank en-
gineer Andy Taub of Coast Recorders

Jor bis belp researching questions for

this intervieie.

CFROM PAGE 67 LANOIS LIVE
tiful, ornate club., the Great American
Music Hall.

How many inputs are coming off the
stage from this three-piece band?
There are 15 mic inputs coming
off the stage. Of the 32 channels I'm
using, I'm using a lot of those for re-
wurns in stereo. 1Us really quite sim-
ple: Brian has a small jazz drumkit;
Dan uses two amps, a Fender Bass
Man and a Vox AC30; and Daryl has
Peavey TNTs with 15-inch speakers
and a graphic EQ and amp built into
it. Daryl also plays Moog bass ped-

the studio as well as on the road.
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als. So coming off the stage 1 have 15
inputs: six on the drums; two for the
buass ‘cause he's got bass pedals and
bass guitar so | seperate those; and
Daryls also using a Djembe—a drum
from Senegal, which he got from
Peter Gabriel's studio—so I have a
litde condenser Shure 93 atached
onto the drum. And I have two in-
puts for Danicl’s guitars—tonight
he's using the Vox amp, and 1 just
use Shure SM57s on it Then there
are three vocal sends, and 1 do a trig-
ger off of the kick drum and return
the trigger here, and all my cffects
return in stereo—IlH3000, Prime Time,
SPX. 1 do a ot of sending effects into
separate effects o get different kinds
of weird feedback loops.

What are some of problems you
Jind on the road?

A lot of these PAL systems are out
of phase. 1 carry phase boxes with
me, and I check all the systems. And
prewty often, T'll find one or two
speakers out of phase. In the ULS. the
standard for the systems in the clubs
is really bad. In Europe, the standard
is much higher, the equipment is
well-kept, and I havent found any-
thing out of phuase in Europe yet.
Current can be a problem in Europe,
but we carry our own transformers. |
don’t seem to have as many guitar
problems in Europe. In the Suues, 1
get a lot of buzzes.

Tell me about Daniel’s vocals.

Daniel is very fussy about his vo-
cals. T use Neve preamps and Beta
S8s. 1 get a really nice low end from
them for Dan’s vocal. 1Us great be-
cause he likes that breathy sound. 1
managed to capture that live with
these mics. At soundcheck today, 1
was having a problem with his vo-
culs because they had old 58s. So 1
switched to a Beta, and suddenly it
was clear with a nice midrange.

What about processing on bis
vocals?

1Us mainly AMS-type processing—
delays. Tried to stay away from re-
verbs. Mostly his vocal sound was
done through a Neve 1081 preamp
or APl 550A preamp.

Do you try to re-create some of
the ambient textures that Daniel is
Jamous for on bis records in the live
situation?

Yeah. 1 did all those sounds for
the records, and we reproduce them
live. Its all processing. Over the years,
you come up with different effects
and sounds. On this tour, it's mostly

CONTINUED ON PAGE 245
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it a Dblessing or a
curse to have a hit
album the first time
out? Consider the
case of Marc Cohn.
The immenscly tal-
ented New York-
based singer-song-
writer burst onto the scence in
1991 with a brilliant debut album
(titted Marc Cobn) that wasn't
merely “a promising first effort,”
but a work that displayed a ma-
ture artist in full creative bloom.
The album yielded a bona fide
hit single—the tuneful, anthemic
“Walking in Memphis”"—on its
way to going Gold, and in carly

PHOTO: KAREN KUEHN

1992 Cohn was awarded a Gram-
my for Best New Artist.

The upside of this sort of suc-
cess is that, as Cohn put it, “It’s
wonderful to finally know that
there is an audience for what you

~do and that you will probably be

able to carry on with this career in
the way you always dreamed you
would.” The downside is the pres-
sure, both externally—trom record
company types who, quite natu-
rally. are always looking for artists
to keep topping themselves com-
mercially; and internally—artists
invariably want to expand their
creative palette while also ex-
panding their fan base.




The fabled “sophomore slump”
often occurs when artists either try too
hard to reproduce their first album
(always tough, considering they've
usually had years to hone their song-
writing skills before their debut
album, and then just a few months to
come up with songs for the second
record) or bend over backward to
show a different side of their talent,
usually alienating a lot of
their hard-won fans in the
process. Cohn says, “I
wanted my new album to
connect in some way
with the last one, so it
wasn't a complete depar-
ture. At the same time, I
didn’t want to make this
my debut record, part
two.”

L-to-R: John Leventhal,
Marc Cohn and Ben
Wisch at Quad Studios,
NYC during the
recording of

The Rainy Season

BLAIR JACKSON
When he was ready to start
recording his second album last fall,
Cohn enlisted the two key members
of the team that made his first—pro-
ducer/engineer Ben Wisch and
multi-instrumentalist John Levan-
thal—to co-produce the record with
him. Using Quad Studios in Manhat-
tan as their home base, the trio
began a recording process that

CO-PRODUCER

BEN WISCH

OFFERS A

GLIMPSE

INSIDE THE

MAKING OF

MARC COHN’S

SUPERB

SECOND

ALBUM,

THE RAINY

SEASON
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would eventually consume  six
months but result in the release this
past June of an album that clearly
surpasses Cohn's maiden voyage,

To get a slightly different view of

the making of The Rainy Sedason, we
talked to co-producer Ben Wisch at
three different times during the
album’s construction: First in No-
vember, when just a few tunes had
been laid down; then in February,
by which time the bulk of the record
had been recorded, though not com-
pletely mixed, and once in May,
after the record was finished. Fol-
lowing the project this way allowed
us to get a glimpse of how the in-
tentions of the artist and producers
matched up with the reality of what
happened in the studio, while also
gaining a sense of the pace of work.

NOVEMBER
“We've worked on seven songs so
far, and we haven’t run into any
major problems yet,” Wisch cheer-
fully reported during our first con-
versation in November '92. At that
point, the record company deadline
of February 17 was four months
away. “Last time around, when we
ran into a problem, we had o search
for the answers. Sometimes we
didn’t even know what our options
were. This time around, because we
experienced so much making the
first album, when we run into an ob-
stacle, we usually know it's this or
that thing. Like if we try to cut a
track with a rhythm section, and we
listen back and it sounds very stilted,
or Marc's emotion isn't cutting
through on the tracks, we know
what to do—how to make it so Marc
really leads the tempo until you get
to the chorus, and then you get
more exact with the tempo.

“We've been trying to go for a lit-
tle more of a band sound on this
record,” he continued. *So far on

four songs we've used a band of

Marc, John [Levanthal], Jim Keliner
on drums and Iutch Hutchinson,
who works with Bonnie Raitt, on
bass, and they really sound great to-
gether; it fell together easily, and we
may go buack and do some more
songs that way.”

Of the decision to record mostly
at Quad Recording in New York
City, Wisch said, "It's old, it’s funky,
but Marc and [ both really like the
vibe of the place. It feels like a place
where you can work. It has a great-
sounding piano, although interest-

ingly enough, of the seven songs
we've worked on, only two are
piano songs, whereas last time, he
wrote primarily on piano. But Marc’s
a great guitar player, too, and that's
what he's been writing on.”

On the first album, Wisch said,
“almost every performance was live,
and on this one there have been a
number of tracks where we've edit-
ed parts of various performances,
hopefully keeping the feel of a
whole performance. 'd say we're
trying a little harder on the technical
end to make everything sound real-
ly good, just taking more care all the
way around. When 1 listen to the last
album, I can pick out things that
were less than perfect or sonically
not high-tech enough, but I think
those are the things that in ten years,
when we look back at Marc’s first
album, people will think it’s *charm-
ing.” First albums aren’t supposed to
be perfect. Not that we weren't try-
ing to make it perfect—we were—
but we were learning along the way,
t00.”

According to Wisch, “Marc is an
all-night kind of guy in the studio. In
the past three days, he's written two
new songs, one of which we record-
ed last night. He woke up in the
middle of the night and wrote it
down. It's called "Mama’s in the
Moon.” We recorded it with him on
guitar, John on mandolin and Mino
Cinclu on clay pot. So far my incli-
nation is to just leave it like that.
We'll see.

“Ite’s got another new song that
he really likes that T haven't even
heard yet, called *Baby King.” He
says in his head he hears o tuba in-
stead of a bass, and he wants o sing
all the background parts himself. 1
don’t know—he brings. in these
ideas, and we'll talk about them and
usually try them out. He has a real
good sense of what he likes and
what sounds good.”

For Cohn's vocals, Wisch used
Neumann UGT7 tube mic, “which can
be tricky,” he noted, “but Quad has
four of them, so we're covered.”
Generally speaking, Wisch likes o

record dry, “except for some of
John's guitar parts—he’ll put on

some effects that go to tape. On
Marc's vocals, ll record with no EQ,
because if there are any punches
that come later, you don't have to try
to match it.”

Though Wisch felt strongly in No-
vember that the album was moving
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forward well, he did acknowledge
that there were @ number of areas o
work on: Wardel Quezergue, the
noted New Orleans horn arranger
whose work was so effective on
Robbie Robertson's Storyeitle album,
wis set to contribute arrangements
to two songs, including the prospec-
tive (and eventual) title track; Wisch
expressed some qualms about a
tune called “She's Becoming Gold,”
cut with the rhythm section of Tony
Levin and Manu Katche: “and then
there’s this great song called “The
Things We've Handed Down' that
we've tried, but we'll probably have
to recut,” Wisch said.

FEBRUARY

When, on February 24, [ reminded
Wisch of his February 17 deadline,
he laughed and said, “Yeah, well,
we are close, we're very close. 1 feel
good. Since the last time we talked,

I've gone through a lot in terms of

getting this thing together. We have
about half the record mixed, and we
have a total of nine tracks that are
completely recorded, and we still
have one, possibly two more songs
to record, though they're very small,
intimate songs.”

During the months between our
conversations, “we’ve been working

BBSM-15

BBSM-4

22 Years of experience has told us
that it takes at least cight days to
build an accurate monitor. Not just
a monitor that reproduces quality
sound, but once that ensures the
absence of all sonic imbalances.
Whether your business is recording,

Come see us

ITTAT
22 YEARS
OUR SO
TOo REACH
YOUR E

BurlIt’s
WORTH THE WAIT

R

digital editing or post production the
equipment you choose will determine
the level of satisfaction you are able
to give your clients. At Westlake
Audio we believe that before our
sound reaches your ears it has to
satisfy ours

at AES ((
Booth #1039 "\,

1

from aconstic design
down beat

Audio

Manufacturing Group

2696 Lavery Court. Unit 18
Newbury Park, California 91320
805 499-3686 ¢ FAX 805 498-2571

1 SE READER SERVICE CARD FOR MORE INFO

88  MIN. OCTORER 1993

pretty steadily, but with breaks for
the holidays and all.” He and Cohn
and Leventhal went to Los Angeles’
Record One to cut two more songs
with Hutch Hutchinson and Jim Kelt-
ner and keyboardist Benmont Tench
(of Tom Petty & the Heartbreakers
fame). “The last song we recorded in
California is a song calted ‘Walk
Through the World,”” Wisch said,
“and we're thinking that will proba-
bly be the first radio track. It's a
good song, and 1 think we came up
with a great arrangement. So doing
that song solved one riddle for us.
Once we got that song on the
record—one that we know radio
will like—we realized we could
relax a little bit.”

There had been changes to a
number of songs. “Mama’s in the
Moon” was embellished with slide
guitar and keyboards from Leventhal
and some very cool, atmospheric
marimbas and vibes courtesy of Mike
Manieri. According to Wisch, “The
version of ‘She’s Becoming Gold’
with Manu Katche and Tony Levin
wasn’t working out for us, so we
recut that here with two percussion-
ists instead of a rhythm section, and
that’s the version that’s ending up on
the record. We've got a lot of percus-
sion and a frame drum driving the
track now. And we got David Crosby
and Graham Nash to sing backup vo-
cals on it.” (They also appear on one
other track.) Wardell Quezergue’s
arrangement for “The Rainy Season”
did work out, “and did I mention that
Bonnic Raitt played slide and sang on
that?” Wisch asked. “Marc opened
some shows for her, and they hit it
off. She adds a lot to the track. We
tried Wardell on another track, but 1
don't think we're going to use that
we'll probably use different horns on
that.”

Did “Baby King” get recorded,
with a tuba instead of bass?

“It did get recorded,” Wisch said,
“in California with five singers and no
tuba. Jim Keltner played drums, and
we may still add some bass.” The
vocal group on that tune included
Was (Not Was) singers Sir Harry
Bowens and Sweet Pea Atkinson,
longtime Ry Cooder backups Terry
Evans and Willie Greene Jr., and
Arnold McCuller. They also (sans
Greene) sing on the haunting “Paper
Walls.”

And what of the troublesome
“The Things We've Handed Down™?
“In addition to ‘She’s Becoming
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Gold,” that’s a song that's haunted us
somewhat. We did recut it, but
we've celiminated that version as
well, and actually, just last night we
attempted to record it one more
time, this time with Marc playing
clectric piano solo, and that seems
like it's going in the right direction,
rather than having him play with
other musicians.”

Just as Leventhal was probably
the key member of the production
team during the lengthy overdub-
bing process (he plays just about
ceverything, it seems), Wisch, with
his engineering chops, was the driv-
ing force behind the mix. “We've
been rough mixing all along,” he
stated. “What mixing at this point
does, though, is give us a chance to
really hear the songs and make sure
they're completely finished and the
mixing concepts are there. For
singer-songwriters, the most impor-
tant thing is for the artist and the
song to come through—hopefully
the production is a support unit.
Certainly for someone like Marc, it's
important to keep the vocal and the
lyric out front and make it the most
powerful thing on the track, because
that's what's going to draw the lis-
tener in.”

Wisch was putting in long hours at
Quad touching up mixes. “I'm here
most of the time, and then I'll mes-
senger tapes over to Mare and John.
Marc likes to listen at his house, then
he'll calt up, we'll make some
changes, or they’ll both come in and
have a big pow-wow.” What gets
changed? “With Marc, it's usually
vocal stufft—the amount of reverb on
his voice; this line is too loud and this
one’s 100 soft. I've been using very
little reverb, which is great; when you
can pull that off it’s cool, because it's
that much different than most of
what’s on the radio.” Wisch's reverbs
of choice for the record were primar-
ily Lexicon PCM 70, 480 “and some
Yam:ha stuff. T don’t use that much
outhoard gear. This room [at Quadl]
has a woody, carthy quality to it
that's enabled me to not use a lot of
reverb, on the drums especially.”

So Ben, you've been working on
this for half a year now—are you
burned out yet? Again, he laughs.
“No, not really. We definitely have
those end-of-the-record blues or
whatever you want to call them.
There are definitely times we look at
cach other in the studio and say,

—CONTINUED ON PAGE 182
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LUNCHING WITH BONZAI

by Mr. Bonzai

AL SCHMITT

THE UNFORGETTABLE TOUCH

Downbeat for the historic 1993 Frank
Sinatra Project is scheduled for 7 p.m.
in Studio A under the world-famous
Capitol Records tower on Vine Street
in Hollywood. Engincer Al Schmitt is
setting levels for the 55-picce A-player
orchestra while producer Phil Ra-
mone is going over charts for the
evening's work when...the Chairman
of the Board arrives a half-hour carly!

The tension in the air is almost
tangible as engineers scramble to po-
sition microphones and multiple ma-
chines are engaged for the historic
session. There are no excuses when
working with Frank Sinatra, and ev-
ervone knows if it ain't
right, he might walk
out without a word.
Collective  breath s
held as the 77-year-old
crooner.  dressed  in
grey slacks and blue
sport coat, leisurely
wilks out into the big
room, picks up his mic
and starts  off with
“You Make Me Feel So
Young,” which he tast
recorded in the very
same spot on January
9. 1950.

Michael Mazetti, who
is running the com-
puterized telepromp-
ter, confides to me that
Mr. Sinatra is in espe-
cially good voice and
good spirits tonight.
[1e's enjoying the work
and taking the song a number of
times to get it right, even ad-libbing
a bit. After a playback that everyone
likes, he says, “That's fair...now let's
make a record”

As the last note hangs in the air,
Schmitt glances over at me and sighs
a mighty big sigh of relief. Ramone
smiles, blesses himself and glances
up toward heaven. Sinatra calls for
the next number, “I've Got a Crush

92 MIX, OCTOBLER 1993

on You."” After a take, the superb
band cranks up for “South of the
Border” and OI' Blue Eyes scats
through the lyrics but then decides to
move on to “What Now My Love,”
finishing with “my last goodbye...my
lust bye-bye”

Al Schmitt, awarded six Grammys
for his work as an engineer, began
his career more than 40 yeuars ago
with Tom Dowd in New York City.
His first Grammy was for Henry Man-
cini's soundtrack for Hatari in 1961,
and his most recent award was for
last year's “Unforgettable™ Nat and
Natalie Cole duet. In between, Schmitt

made records with Sam Cooke, Bar-
bra Streisand, George Benson, Jefferson
Airplane, Toto, Steely Dan, Jackson
Browne, Diana Ross, Michael Franks
and Ray Charles, to name but a few.
Join us now in the lounge at Capi-
tol, directly above the studio where
history is being made again...

Bonzai: So how do you like working
with Mr. Sinatra?

Al Schmitt in
front of Capitol
Studios’ mural
in Hollywood
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Schmitt: 1Cs one of the biggest thrills
of my career. Somebody asked me a
few years ago if [ had any regrets,
and 1 said t had one—that T had
never worked with Frank Sinatra. He
was my idol As a kid, T used to play
hooky from school and take the sub-
way over from Brooklyn to see him
at the Paramount Theater in New
York. Anyway, [ thought 1 would nev-
er have the opportunity to work with
him because 1 didn't think he would
be recording anymore.

When Phil Ramone called and
asked me if T would work with him,
[ didn’t know who the artist was.
Then he says its Frank Sinatra! When
I hung up, I old my wife I would do
this one for free. You can put that in
the article, because T be paid by the
time the story comes out. [Laughs)

It's been an incredible thrill, and 1
was nervous about it—a huge un-
dertaking, a 55-picce band, a roaring
band with some of the best players
around. French horns, harp, basses
and celli and saxes, strings...and
Frank. We first put him in an iso
booth, but he was there for two min-
utes and said he couldn’t sing in
there. So he's out there with the band,
goboed off, and it's gone pretty well.
The first day, he had laryngitis, so he
stayed a few minutes and left. The
second day, he sang a little and was
having a little trouble getting loose,
and he left. T guess he didn’t want to
strain his voice. Then the third night,
he came in and sang for three hours
and was such a trooper!

Bonzai: I was surprised the night
was here that he was taking so much
time, doing multiple takes.

Schmitt: You know, we didn't think
he was coming that night, and he
showed up carly and wanted to go.
We were scrambling. We had the band
cooking, we opened the microphone,
Frank started to sing, and you knew
it was going to be a good night. He
was in good voice, singing well, Every
time | hear him, T get goose bumps.
Bonzai: | noticed he was using a
hand-held mic. That's odd for a stu-
dio session, isn't it?

Schmitt: Well, we tried three differ-
ent microphones on him, and this
was the best-sounding mic. Years
ago, we weren't concerned with the
leakage as much, because we weren't
trying to do things like tune voices
up and so forth. Now leakage is a
problem, because if we want to tune
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him, we tune the leakage also, and
we get the band out of tune. This was
the best way to work with him: It
gave us the best isolation. His live
sound man thought it was a good
idea, and he feh comfortable. When
that mic went into Frank's hand, he
just seemed more comfortable. He
hasn't made a record in ten years,
but he doesn't give you the impres-
sion he's the kind of guy who would
be nervous.
Bonzai: It looked to me like he runs
the entire show.
Schmitt: Certainly does. [Laughs] He
is the Chairman of the Board.
Bonzai: Don't you have noise-han-
dling problems with a hand-held mic?
Schmitt: Well, it’s a live show RF mic:
Cerwin-Vega electronics with a Shure
87 element. He was comfortable and
felt good. Last week, when he fin-
ished, he said to the band. “Okay, bus
teaves tomorrow at 10 o'clock. We're
going to Philadelphia” That was his
way of saying they were good, and he
was going to take them on the road.
Later we went out to dinner, about
seven of us, and he was talking for
two hours, and everyone he men-
tioned he spoke about with good fecl-
ings. It wasn't something | expected,
and tlearned a tot that night about
the way we should speak of others.
Bonzai: What comes next with the
Sinatra project?
Schmitt: Well, it's similar to what we
did with Nat Cole and
Natalie. Other vocalists
will come in and record,

track to a multitrack tape. We did
some filtering and had a drummer
do a live click to the vocal. We then
played the click and the vocal back
to the orchestra with Johnny Mandell
out there and Natalie in the booth.
She sang all the way along with him,
80 it was a total duet. Then in the
mix, we would mute her on certain
passages and mute him on some. We
sampled him in certain sections, so
we could fly him in and he could an-
swer her. Johnny Mandell did the
arrangement, and he did it much like
the original so that the leakage things
were filled up by the orchestra. And
then we mixed it It was that simple.
We used echo and wined him up in a
few spots. The engineer who worked
on it with me was Dave Reitzas, and
he won a Grammy also. We worked
together, hand-in-hand, on that, and
between us it wasn't that difficult.
What they did in the movie Bird
was tough, with a totally new rhythm
section over Charlie Parker's sax. The
original recordings were mono, so
they had to filter out drums, bass and
so forth. This Sinatra album will be
casier, but one of the challenges
we'll have is that a lot of the artists
will be singing via satellite from Lon-
don, Miami, New York. It's going to
be a wonderful record when it's done.
Phil is very meticulous, and he's re-
ally done his homework on this. We've
known cach other for at teast 30
years, and this is the
first time we've worked
together. It's been a ball,

and we'll take Frank Basically, because he's really got
out in spots. Pavarotti his shit together.

is supposed to do a | am an Bonzai: You started out
cut, Elton John, Natalie in 1950 with Tom Dowd,
Cole, Willie Nelson, Glo- acoustical didn’t you?

ria Estefan. Schmitt: Yes, Tommy
Bonzai: tas your expe- q was kind of my mentor.
rience on Ihg U;gﬁn;!{ol- engineer. He had slzlrlcc}; his stu-

table album come in
handy?

Schmitt: Yes, but you
know that cut on the
album was fairly easy

| like

working with

dio nine months before
I got there, and [ learned
alot from him. F was an
apprentice and watched
the way he worked.

to do. People say, “My orchestras, First of all, he was very
God, how did you do meticulous, and I would
that?” Nat had recorded and the watch him move the mi-

“Unforgettable”™ on a 3-
track, with him on the
center-track. Although
he was in the room with
the orchestra and there
was quite a bit of leak-
age, he was pretty much
by himself on that track.
So we transferred that

more players
there are,
the happier

| am.

crophones. He'd move
the mic an inch, and
it would change the
sound. This taught me
about the subtleties of
microphone placement.

Way before this, when
I was a kid, my uncle
had the first indepen-
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dent recording studio in New York
City, Harry Smith Recording at 2 West
46th street. He had worked previ-
ously for the major labels. T used to
get on the subway and go to his stu-
dio on Saturdays and watch him
record. It was one microphone in
those days, and they moved the mu
sicians around to get the levels and
balance. He was recording on wax,
and then on aluminum-based ac-
ctate, and during the war it was
glass-hased. T remember my uncle
telling me as a child that you had to

look at work with this equipment as
if you were a watchmaker, and you
were working on a very delicate
watch. T was in awe of all this and
learned to take good care of the
equipment.

Tommy was also like that—metic-
ulous—and it rubbed off on me. The
studio was called Apex Recording on
57th Street in Manhattan. One of Tom-
my'’s hig hits was “If | Knew You Were
Coming, I'd [fave Baked a Cake,” with
Fileen Barton. We did all the Atlantic
Records stuft before they built their
own studios. We did a major amount
of stuff with Prestige Records—artists
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like Sonny Stitt, The Coasters, The
Clovers, The Drifters, Ruth Brown. A
lot of the old beboppers.

I was in the business for about
three months, and my first real ses-
sion was on a Saturday. There was
no one there, and I had just been
doing voice and piano demos. I
turned around, and a bunch of mu-
sicians were coming in, and [ said,
“Wait a2 minute, what's going on?” 1
was told there was a session for Mer-
cer Records. 1 explained there was a
mistake, because I had only done
demos and wasn’t qualified to make
a record. 1 got on the phone and
tried to reach my boss but couldn’t.

So I ended up doing this session:

the Duke Ellington Band with Billy
Strayhorn on piano. Duke Ellington
sat right next to me, and I kept say-
ing, “Look, this is a mistake” He pat-
ted me on the leg and said, “Don’t
worry, son, we'll get through this”
He calmed me down, and we did get
through it. It sounded okay, and after
that, things got easier for me.
Bonzai: Who else did you work with
during that period?
Schmitt: Modern Jazz Quartet, Chris
Conner, a lot of jazz with folks like
Chet Baker, Gerry Mulligan. T loved
bebop and did records like The
Streetswingers with Bobby Brook-
meyer and Jim Hall for World Pacif-
ic. One of my first big hits was with
Connie Francis, “My Happiness,” which
was Number One for quite a while. |
did some work with Jessie Belvin,
Sam Cooke. Sam was really my fa-
vorite artist to work with; I was the
engineer on “Cupid; “Another Satur-
day Night,” “Bring It on Home,
“Twistin’ the Night Away,” and all
those records. Hugo & Luigi were
producing in those days at RCA, and
I'd moved out of engineering and
into production to become a staff
producer. Hugo [Peretti] and Luigi
[Creatore] left to start their own label.
Sam said he wanted me to produce
his records, so 1 produced all his
later work: Sam Cooke at the Copa,
Shake and all those records.

The night Sam was killed in 1964,
I was with him earlier in the evening:
We had dinner at Martoni’s here in
Hollywood and were discussing the
next project. RCA was at 6363 Sun-
set, but before that was on the cor-
ner of Sunset and Vine, which used
to be the NBC building. That's where
the original RCA studios were, where
I did all the early Mancini things.

Actually, the first Mancini record,
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Introducing the new AUTOCOM from
Behringer

Uli Behringer knows great sound when he hears it
Nicknamed “The Ear” since childhood, his special gifts
as a musician and engineer are reflected in every one
of his products.

So it makes perfect sense that his new AUTOCCM
Compressor/Limiter produces the smooth, musical
sound that immediately distinguishes Behringer
processing in any setting.

But Rehringer also wanted to make the AUTOCOM
incredibly easy to use. So he developed an intelligent
"AUTO" processor that automatically sets attack and
release times based on the dynamic content of the
program material, without any "“pumping” or
"breathing.”

He also included manually adjustable attack/release
times for more sophisticated control over the

©1993 SAMSON

THE SOUND OF OUR COMPRESSION IS MUSIC TO THE EAR.

compression. And a switchable Soft/Hard Knee
function that lets you vary the AUTOCOM from softer,
“musical” compression to a harder, limiter-type effect.

For added flexibil.ty, the AUTOCOM operates in dual
mono or true stereo. Endowed with Behringer quality
down to the smallest detail, it features servo balanced
inputs and outputs and a five year warranty.

The new AUTOCOM from Behringer. The Ear for

musical compression.
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THE PERFECT EAR. ./ [BEHRINGER\

For more information about Behringer Signal Processing,
please call 1-516-932-3810 or write to Samson Technologies
Corp., P.O. Box 9068, Hicksville, NY 11802-9068.

Behringer s exclusively distributed in the U.S. by Samson Technologies Corp
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“Peter Gunn.” was started by Bones - he REVOIUtlon O O
Howe, and | finished it. 1 did Break- R : Y
Sast at Tiffany’s, Mr. Lucky, Mr. Lucky a ges on o
Goes Latin, Experiment in Terror and

(X{/cllltliul which had “Baby Elephant SansA mp PSA_ 1.
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Bonzai: Why d hink that rec- | Qi 0 L}
onzai: Why do you think that rec- Still 100% Analog. , &
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and shakers, original kalimbas and create an entirely new arsenal of your own. Engineered for direct m
so forth. That record was all live-to- recording and live performances, SansAmp PSA-1 delivers >
2-track, with no overdubs. We had consistent pro quality sound studio to studio, venue fo venus. m
five percussionists, bass flutes, French _ b
horns and trombones, strings, brass. 5E You just play e ’;l”fveft“'”}' Z”‘:d(z’-
I S TN ) — a instrument, turn the knobs
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h’ut Jud 'G‘m/a‘ml at Cm negie {1:1// L L ingreasing or decreasing the output fével =
won. It was a wonderful album, and of an external effects processor, you can 3 %'.
she had just made her comeback, O achieve 0-75% wel/dry mixing ratios eI
but it wasn't all that well-recorded— internally. I
. . . o O
there was distortion. But it did win, §§ g 2 ‘ <« Loy
and those things happen. I didn't ex- L g Access 98 virtual tube amp rigs | ° “-- - :
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and I had a microphone up for a
guide vocal. It was an Altec, proba-
bly a $60 microphone, but there was

1k
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Bonzai: You got Grammys for two al-
bums with Steely Dan?

Schmitt: Aja and FM—No Static at |
Al a single that turned into an atbum. |
Bonzai: Don't most people think of |
Roger Nichols as their engineer? .
Schmitt: And they should. Roger is |
the thread that goes through all the |
Steely Dan albums, But Bill Schnee |
and Elliot Scheiner, two of my fa- |
vorites, both won Grammys for their ’

y Load"and off-load your presets, map
program focatiqns, and select MID/
channels (including Omni Mode?. Make
1| rermote program changes via MIDI or

$| momentary footswitch.
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work with Steely Dan. On Fil, it was
CONTINUED ON PAGE 208
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PRODUCER’S DESK

by Blair Jackson

ToNy VISCONTI

A BRILLIANT CAREER

ike many people, I always assumed
that Tony Visconti, the enormously
successful producer/engineer/arrang-
er/songwriter whose career has span-
ned a quarter-century, was some pro-
per English gentleman. First, of course,
there’s the name—like viscount, which
is just below an earl in English peer-
age. Then there's the incredible list
of (mainly UK) acts he's worked with,
including, in the 60s, Procol Harum,
The Move, T. Rex and Joe Cocker; in
the '70s, David Bowie, Badfinger, Gen-
tle Giant, Thin Lizzy, Rick Wakeman
and Paul McCartney; in the "80s, the
Boomtown Rats, Hazel O'Conner, The
Stranglers, Squeeze's Difford & Till-
brook, The Alarm and U2. And when
I actually talk to Visconti, T detect a
strong English accent and speech lit-
tered with colloquial British expres-
sions. Surprise, surprise: Tony Viscon-
ti grew up in Brooklyn, New York.
As a young teenager, he played
guitar in various Brooklyn bands and
at weddings, and by 16 he was a pro-
fessional double bassist in the Cat-
skill Mountains resort circuit, all the
while developing his arrangement
and composition chops. He moved
to London in 1967 at the behest of
top British producer Denny Cordell
and immediately found himself in
the heart of the local recording scene,
first assisting Cordell on arrange-
ments, orchestrations and some pro-
duction, and then on his own. He
discovered the enormously popular
Tyrannosaurus Rex and eventually
made 13 albums with them. But he is
probably best known in America for
the nine records he made with Bowie,
including Space Oddity, The Man
Who Sold the World and the moody,
adventurous '70s “trilogy,” Low, He-
roes and Lodger. He has worked with
American acts—John Hiatt (All of a
Suddeny, Sparks (Indiscreet) and
Iggy Pop (The Idiot) are the most
prominent—and after years of living
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in England, and even owning a top
studio there (Good Earth, which he
built in '72 and ran until '89), he now
resides north of Manhattan in West-
chester County. Still, it’s not like Tony
Visconti has “come home™ exactly.
He still works in Europe more often
than not, frequently working in France.
A true jack-of-all-trades, Visconti
is a refreshingly down-to-earth fellow
with many a tale to tell. In fact, he's
currently working on an autobiogra-
phy with Q magazine staft writer John
Tobler. That should be something.

What are you working on right now?

Just today, I finished an album with

Les Rita Mitsouko. This is the fourth
album I've done with them—they’re
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PRODUCER'S DESK

enormouisly popular in France. They're
big, 1 think, because they've broken
all the rules of Ixing a French group.
They're actually innovative and do
new things, rather than copy Ameri-
can and British groups. And for that
reason, 1 think theyre going to be
the first French group to he big out-
side of France.

What'’s been your experience work-
ing in French studios? 1 dassume
you've worked at Guillaume Tell and
Studio Davout and places like that.

I've worked at them all, Generally,
they're very well-equipped. They're
going out for phenomenal prices. 1t's
really worth it for an American group
to get a little Paris holiday and record
there. It's about $1,600 a day for 48-
track digital. I think it's going to be
discovered in a big way sometime
soon. Pve heen recording there for
more than 15 years, because when |
lived in London, it was so casy to go
over there and make an album, and
for tax reasons, it was ideal for some
of my bands to record outside of
England.

Ab yes, tax exiles.
Tax dodgers is more like it. [Laughs]

Is there a French approach to re-
cording, or are they just following
the lead of British and American en-
gineers?

Well, those are certainly the most
successful models worldwide., Gen-
erally, I'd say the French record very
timidly. They record like the Ger-
mans recorded 23 years ago, which
is to say they watch their levels very
carcfully, and they rarely print cffects
on tape, so if you want to chorus a
guitar, they'll record the guitar on
track 12 and put the chorus on tracks
13 and 14, because they're territied
they might want to take it out in the
mix. Recently. they've started to ex-
periment more, and there are some
really good producer/engineers com-
ing up now,

How is it that you went to Britain
originally?

I left America in 1967 to go to Britain.
In American studios at that time, it
was still the old regime where you
had to make an album in three days.
You'd take six to 12 hours for re-
cording, three hours to mix it. I was
being trained as a record producer in
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PRODUCER'S DESK

New York by my publishing compa-
ny. They'd tell me what budgets were
available. And I was doing a little tal-
ent scouting. [ was a rejected song-
writer, so in one fell swoop I was
fired as a songwriter and hired as a
record producer, because my demos
were good.

Anyway, it scemed like all the
records 1 was buying were British
records, and then [ would read arti-
cles about how the Beatles took one
week per song to make Revolver—
like 13 weeks on an album—and 1

works:
The Collet Advantage:

milling machines.

angular adjustability.

And there are accessories like:

While knobs with set screws were being set aside for their
unsightly appearance and untimely wearing out. Collet
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thought, just give me fwo weeks, and
'l make a great album!

Then, through very lucky circum-
stances, I met Denny Cordell, who
was the producer of Procol Harum
and Joe Cocker and The Move and
Georgie Fame. He had come to New
York to make a record with Georgie
Fame called "Because I Love You!
and he was hiring all these good
players like Clark Terry to play on it
but he didnt have a chart. He thought
he was just going to play them the
demo, and then they’d write their
own charts. So 1 said, “That’s going
to cost you a fortune in New York
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City” So I wrote a quick arrangement
and copied out the trumpet line from
the demo, and then the session went
very well, and he hired me to be his
assistant in London.

When 1 went there, it was every-
thing I hoped for. We were in the stu-
dio all night long, taking weeks and
weeks to make an album! [Laughs]

What was taking so damn long over
there?

[Laughs] We were really taking our
time to get great sounds in the stu-
dio, not just a live sound. Previously,
most records were virtually live rec-
ords. Well, the Beatles changed all
that. They taught people to do it
piece by piece—concentrate on the
drums, then add a bass, then add a
guitar and so on. That takes hours
and hours. And working on 4-track,
as we were back then, you really
had to plan ahead. On one 4-track,
you really could only get away with
eight or nine track-bounces before
the sound really deteriorated. And
even having the luxury of two 4-
tracks, it was quite limited.

One of the things that really struck
me about T. Rex was bow different
your string arrangements were than
most records of that era. You and
Paul Buckmaster seemed to be doing
the only cool orchestrations in rock.
What 1 did with the strings in T. Rex
was an old trick. really. If Marc Bolan
[the group's leader] played some-
thing on the guitar that came out of
his head spontancously, T would turn
that line or figure into a string part.
And when you have that guitar part
doubled up with four cellos and then
a violin adding a counterpoint to that,
it suddenly sounds incredibly clever—
as if it was conceived like that in the
first place. So 1 used the strings to re-
inforce the rock band, rather than in
a traditional supportive way. So in
“Bang A Gong," the strings reinforce
the guitar changes. Toward the end,
the strings started to get more far-out
and have their own voice, but we al-
ways kept it in the rock genre. T used
to approach it saying, “If Marc Bolan
could play the cello, what would he
sound like?”

Was Bolan a pretty sharp guy? In the
States people either seemed to love
bim or think T. Rex was a fraud. The
whole early glam scene be was a
part of was really looked at conde-
scendingly by most people here.
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s or comedy team.
, Stacey Foster is the technical
audio advisor and Bobby Palladino
is the chief audio engineer for this
ever-popular and innovative NBC
show. Because they have set such
high audio standards for this com-
plex program, their thoughts on the
microphones they use should be
of interest to every video or film
audio engineer.

To quote Stacey Foster, “We have
used all the world’s standards for
our shotgun applications. Nothing
has approached the performance of
the Audio-Technica AT4071a. There
really is a dramatic difference. The
AT4071ais a lot warmer, has more
gain and basically sounds much
more natural. It also has an ex-
tremely good off-axis response.
When we first compared the
AT4071a shotgun to what many
consider the world standard, we
were blown away!

AT4071a Line + Gradient
Condenser Microphone
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“We couldn’t believe there could
be such an audible difference
between the two. Every engineer
immediately wanted to know what
we had done to the sound. Obvi-
ously, cost is not a determining fac-
tor when we select audio products.
We want the best that money can
buy, but here is an instance when
the best — the Audio-Technica
AT4071a - also represents an
incredible value.”

Bobby Palladino explained that
the show uses two AT4071a shot-
guns on booms, and a third wireless
AT4071a on a fishpole. While they
&glso use RF body microphones
when appropriate, Bobby note:s
that, “...shotguns provide better
dynamic range...and the boom

SAaAn o "

actually i
Because the show is produced
live before a studio audience of 300,
the microphones must also offer
excellent gain before feedback. In
addition to a stage foldback system,
there is the on-air mix and a house
system as well. Bobby Palladino
concludes that, “I've really been
impressed by the improved perform-
ance of our audio product since
we switched over to the AT4071a.”
if you would like great-sounding,
natural, and problem-free shotgun
performance for your studio, ENG,
or A-V application at reasonable
cost, investigate the 40-Series
shotguns today. At your A-T sound
specialist, or write, call, or fax for
details. Available in the U.S.
and Canada from
Audio-Technica U.S., Inc.,
1221 Commerce Drive, Stow,
OH 44224. Phone (216) 686-2600.
Fax (216) 686-0719.

audio-technica.

INNOVATION [ PRECISIONCTINTEGRITY
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PRODUCER'S DESK

He was very bright and very intu-
itive. He wasn't very disciplined—it
was hard to get him to sit down and
practice—but he was very talented.
America was going through a very
cool period back then [late "60s, early
"70s]. You had to have long hair and
wear jeans and be very laid-back.
And Marc Bolan was a real obnox-
ious cosmic punk. He was trying to
ram his British success up everyone’s
nose, and Americans did not take
well to it. Had it been a few years
later, when Elton John came over
and did the same thing, Mare would
probably have gone over better here.
His timing was off.

Were you at all intrigued Dy what
was bappening in the States while

You were over in Britain—the whole

West Coast scene?

I was aware of it, but concentrating
on British music, I wasn't an aficiona-
do or studying it. I was a local British
producer producing British acts.

Looking back on some of the records

You did in the late '60s, bow do they

sound to you sonically?

Actually, they sound surprisingly good
to me. I was speaking to Bono last
year, and he wus saying that the
drum sounds today have gotten so
ridiculously big that there’s only one
way to go: back to the sounds that
we got, which were ambient and dry.
We definitely miked up the room,
but the drum sound had to be done
in that spot—we had no digital de-
lays or fancy reverb programs, no
gates. It was really an art to record-
ing that’s a bit lost now.

LEven when 1 go 20 years further
back than my records—to carly R&B
records—sometimes my jaw drops
when I hear those drum sounds. There
are some terrific drum sounds, mainly
because the drums were being picked
up by the vocalist's microphone.

Since you were concentrating so
much on capturing the individual
elements and figuring out how to
stack tracks, how did you manage to
make your recordings sound like
performances?

A lot of them were performances of
a band, with a lot of overdubs. All
the T. Rex stuff was done live as a
band, but then we overdubbed like
mad, buried the mistakes. [Laughs]
Marc would sometimes have four or

five guitar parts on top of each other
to fatten it up. Or he’d have three
solos he liked, so we'd play them all
at the same time during the mix.
[Laughs]

How did you get jobs back then?

I worked for Denny Cordell for two
years, and through him, I made a lot
of contacts. I met both David Bowie
and Marc Bolan during those two
years. I met Bowie through his pub-
lisher, Denny Partner, and Marc
Bolan I found on my own—I went
talent scouting and found him play-
ing in a club one night. Then, having

hits with those two guys, people
came to me,

It's funny that Cordell ended up
going to Tulsa and being the archi-
tect of that whole scene, with Leon
Russell and Dwight Twilley.

He was always heading west, and [
was always heading east, and we
crossed somewhere in London. He
wanted to get an American sound—
that's why I was hired originally. He
thought I was going to help him get
the sound of some down-and-dirty,
funky American rhythm section. My
hidden agenda was I wanted to learn

OPTIFILE 3D
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CONSOLE
AUTOMATION

Retrofits any console
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control, gives you total command over mix and machines.
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how the Beatles made records; sim-
ple as that.

What was Bowie's status in England
when you started working with bim?
He had one album out, called The
World of David Bowie, and it was
pretty good. On one track he'd sound
like a rock singer, and on the next
he’d sound like Anthony Newly. He
was hard to pigeonhole because of
that, and to some people he was
cven laughable. But I liked him, be-
cause he was quirky and unpre-
dictable. That's what I liked about
Marc Bolan, too. Anyway, I stuck it
out with him for about two years be-
fore the "Space Oddity” single came.
Actually, I hated “Space Oddity™ and
didn't produce it. T didn’t think it was
his statement. He was in his folk-
rock period, and the record compa-
ny was saying, “We don’t really like
these songs,” and so his manager
Ken Pitt said, *We have to come up
with a hit song” The record compa-
ny even suggested we re-record that
song, “Incense and Peppermints”
[the Strawberry Alarm Clock hit].

David considered it for about a day
but, fortunately, turned it down.
Then he came up with “Space Oddi-
ty” as a commercial ploy—it was
around the time man was landing on
the moon and all. I thought it was a
cheap and not very original idea for
a song. So I walked out of the ses-
sions. I was very, very idealistic in
those days. [Laughs]

We had our ups and downs, but
we got together again after he was
Ziggy Stardust, and he asked me to
help him finish offt Diamond Daogs,
and then we got together again for
several years.

limagine the Philadelphia soul style
of the Young Americans album was
quite a departure for both of you.

That took me completely by surprise.
When David told me the people he
wanted to use—Willie Weeks on
bass (one of my all-time favorites),
Andy Newmark on drums, Dave San-
born on sax, [ said, *Yeah, I'm head-
ed for Philadelphia!™ T went there
expecting to do a straight producing
job—make sure the sessions went
smoothly and supervise—but when [
got to Sigma Sound. I took one look

at this board, and it was a real home-
made job; there were no labels on it,
the EQ was very, very nondescript.
And when I asked who was engi-
neering, they said, “Well, you are, be-
cause Bowie doesn't like my sounds.
He said, when Visconti comes, just
show him how to use the board” Up
tilt then I had done a lot of mixing,
but I hadn’t done much session en-
gineering, because it's a scary thing
to be in charge of 20 microphones
and all that. I was jet-lagged, and 1
literally went from the airport to the
studio, and that night we recorded
the “Young Americans” track. It was
quite a night. I could tell it was spe-
cial, and I just had to get it right. So
with the help of my friendly engi-
neer, we were able to get it that night,
and we never re-recorded it.

That was a great album. Also, Bow-
ic did his vocals live in the room. So
we tried this thing that someone had
once described to me where we got
two identical microphones, stuck one
about three or four inches higher
than the other, and had identical lim-
iting on both, but the bottom mic
was out of phase with the top mic,
50 both microphones were picking
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