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The Birth Of A Legend

The Diaphragm

All GT Electronics AM Series mics use a
super-thin 3-micron, gold-evaporated
mylar diaphragm for the ultimate in
sensitivity and transparent response.
Over 1” in diameter, the extra-large
diaphragm is precisely tensioned by
hand to ensure perfect accuracy.

The Tube

The GT AM61 and AM62 maintain an
all-tube signal path for preamplification.
The tube, a military-spec GT5840M, is
the most advanced audio vacuum tube
ever made. It offers incredibly low self
noise, a long life and nearly non-existent
microphonics. The result...classic, warm,
rich tone that you demand from a
legendary tube mic.

What turns a studio microphone

into a legend?

Natural warmth. Rich character.
Crystalline clarity that perfectly
captures the fine details of every
nuance. Most importantly, it
provides an indescribable intimacy
that makes listening a deeply

emotional experience.

Legendary mics are made by
people who share a passion for

the art of sound. Se we gathered
together some of the most
passionate designers in the
world to create GT Electronics, a
new division of Alesis that's dedicated
to the qudlities of legendary
audio equipment design. It all starts
with the AM Series large diaphragm
studio condenser microphones, which
offer everything you'd expect
from a legendary mic except the

legendary price.

GT. The new legend has arrived.

Fixed Cardioid Cardioid, Fixed Cardioid Cardioid,
Omni, Omnj,
Figure 8 i Figure 8,
Super-
Cardioid
AMS1 AMS2 AM61 AM62

CLASS A FET CLASS A FET U B E T U B E

I_
GT Electronics - A Division of Alesis Corporotion Gq
® Alesis is a registered trademark; AM51, AM52, AMé1, AM62 and GT Electronics are tradeinarks of Alesis :

GT Electronics 1633 26th Street  Santa Monica CA 90404  www.gtelectronics.com the new legend
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Focused on Film ...

Perfect for Post

Avant is the only digital console with

a control surface designed specifically - P
for multi-channel film mixing and video

post production. SSLs Real Time Resource

Processing means that all the controls
on every channel are always available, -

whether the consoie has 24 channels | 4
with a single operator or 96 channels E N T E Q p g | S E

and three film mixing positions.

Avant combines the. look and feel of a P ® D "o S ° T

traditional analogue console with all the g

-

digital benefits of dynamic automation
plus global or selective snapshot instant

reset. With 32 main mix buses, 24 pre-

dub buses and a 64 x 8 digital monitor
matrix, Avant becomes the iogical choce

for multi-channel surround sound mixing.

“Avant is an increcible product
that is specifically made for large
Hollywood-style pict sres.”

André Perreault, chief operating officer and head mixer,

Enterprise Post

Solid State Logic

Internacional Headauarters
Begbroke Cxtcrd OXS |EU England
Tek +44 "1865) 842300

Fax: w44 (1865) 842 18

Email::sales@solid-state-t=gic.com

hrtpZ'hwww. solid-state-logic.comx

New York Lzs Angeles Tokyo Paris Milan TJoronto Singaoore

+1{212) 315 1411 +1 (213) 463 4444 +81 (3) 5474 {144 +33 (1) 3460 4666 -39 12) 2522 49%6 + (4 6) 431 A +65 (0) 438 2272



PROFESSIONAL RECORDING EQUIPMENT

COMPANY PROFILE: Manley Laboratories, Inc.
in recent years has expanded and thrived under
EveAnna Manley’s leadership. Our | 1,000 sq. ft.
building houses our own machine-shop, printed
circuit board manufacture, audio transformer
winding, engraving, and silk-screening
facilities. All custom design, R&D,
assembly, testing, and quality control
processes are performed with
precision and pride at the
Manley factory, located
just 35 miles east of =y
Los Angeles.

NEO-CLASSIC:
MANLEY ALL-TUBE GEAR
We take a purist approach to
everything we build; refining,
executing, and expanding
upon Manley’s legacy of
vacuum tube design
philosophies proven over years
of real-world experience, using
high quality modern components,
many of which are fabricated in-
house. This attention to detail
delivers the rich, present, and
natural sound our vacuum tube
designs are renowned for. Never
small, sterile, or boring.

Beyond this, Manley means reliability,
real technical support, and a company
attitude that professionals depend on.

BIG BANG FOR THE BUCK: LANGEVIN
LANGEVIN is a legendary marque of
premium electronics whose lineage goes
back to World War ll. MANLEY acquired
the LANGEVIN brand name several years
ago. With these products we offer you the

MANLEY LABORATORIES, INC. different sonic flavor that ALL-DISCRETE
13880 MAGNOLIA AVE. CLASS A CIRCUITRY brings using fresh,
CHINO, CA. 91710 USA R L e e

TEL: (909) 627-4256 cquipment,
F A RE C2099 SRS AR We believe that good music and those who
email: emanley@manleylabs.com create it deserve the finest gear.

http://www.manleylabs.com CIRGLE4020N PRODUCT INFO CARD The choice is yours.



The unique Tannoy Dual Concentric point source techinology offers the
professional recording engineer a strategic advantage when mixing and creating
effects for film and music in the 5.1 surround format.

True surround sound is a virtual 3-dimensional sound stage that demands linear
phase and amplitude response vertically as well as horizonta.ly 1o be convincing,
The smooth, conical dispersion of the Dual Concentric propagates a naturally
holistic wavefront in all directions into the mixing environment, empowering the
engineer with accurate 3D spatial imaging fcr superior results.

Unlike stereo which only has to create an accurate image between and some-
what to the sides of the mix position (usually a small sweet spot), convincing
5 1 surround mixng and scoring demand much more from your monitoring
system. The environment must be transformed into a totaly 3-dimensional
zound stage to be done effectively. This relies on a linear response from the
loudspeaker bott on and off axis in both the horizontal and vertical planes.

This ts simply not possible with conventional multi-driver discrete loudspeakers,
which pose a plethora of problems with amplitude linearily, especially off-axis
in the vertical dimension. While they might work fine in a tixed position for
stereo music production , they just cannot compete with the Tannoy Dual
Concentric's ability to reproduce accurate imaging and placement in a 3D stage
requiring a linear response on all axis.

If yuu're interested in superior results when scoring, producing and mixing 5.1
you should know what the best in the business have known “or years, Tannoy
Dual Concentric point source constant directivity driver technology can
accurately steer your next surround project into the big time.

Please contact TGl North America for more information.

CIRCLE #003 ON PROOUCT INFO CARO

‘Whether | am creating a pounding action cue ar @ subtle mood
piece, it is essential that | know. how the music tralv sounds.
The detail and accuracy of the fannov Dual Cencantric gives
me “oriplete confidence that my scorerwill bond seamlessy
withi the scene and the charactzrs ard not clash =th the
dialegue or the sound effects. Brad Fieded

Credits: Terminator Il ® True Lies ® Striking Listance
* The Accused * Tom Hanks ‘Earth tothe Moan™* Blue Stee

Ty “
Mf'/ld.rlf’tl

For my Music, Sound Design, Editoria;, ADR, Foley and 5.1
Surreund Film Mixing, Tannoy Dual Cencentric Speckers deliver
trensparent, meticulous quality throughout all the studios. This
zontributes to a seamless audia envirorment from: room té
-oom without the listening fatigue assodiated with cther
designs. | can trust my results from Tenacy on ol ay projests.

Frank Serafine

Credits: Orgazmo *® Field of D-eams * Huntﬁrﬁd chber»
® Llight of the Navigator
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TOTAL CONTROL. TOTAL CREATIVITY.

MGRE CAPABILITY 72 channels,
56 inputs * MORE SENDS 8 mono
and 2 stereo aux sends per
channel + MORE PROCESSING 4.8
channels of digital paramet-
ric EQ), compression, and
gating. plus reverb, delay,
MORE AUTOMATION

More dynamic and snapshot-

and chorus *

automation parameters than
any comparably-priced digi-
tal console - MORE INTUITIVE
One-touch commands and
an analog look and feel make
the D8B easy to use = MORE
CONNECTIVITY Ethernet port
and connections for optional
mouse, keyboard, and moni-
tor * MORE STORAGE Internal
hard disk for saving seads of
automation files for instant
session recall + MORE OPTIONS
Open architecture for add-
ing more I/0, "famous
name” effects, and software
upgrades * MORECONTROL The
Mackie Real Time OS™
automates nearly every D8B
function and all are acces-
sible from the console and
optional monitor * MORE
CREATIVITY Put all of these
features together and you've
got the Digital 8-Bus—a

creativity powerhouse

EASIEST TO USE “It acts, walks
and talks very much like an
analog console.” - Bruce
NazARiAN, VIRTUAL POST,
BURBANK Ca - With some
digital consoles, you fee! like
_you're working on a cori-
puter. The [D8B] feels just
like working on a regule,
analog console. Rignt out of
the dox, it's so easy to use, |
couldn’t believe it. " — Brian
FORAKER, RECORDING ENGI-
NEER FOR YES, HEART. AND
O1nco Boingo « “With the
Digital 8-Bus, you just go for
it. It’s very much like anaiog
boards—not a lot of pages to
stzp through. You can keep
_your mind on the music and
the task at hand.” - STeve
Boycs, Aubio DEPT. MANAGER,
RepMonD, WA - MORE 08B DETAILS
12 discrete high- definition
mic preamps * Supportof all
SMPTE frame rates and
MIDI Machine Control *
Full 5.1 and 7.1 surround
sound capabilities - SUPERIOR
AUDIG GUALITY 24.-bit, 128X
oversampling D/A and A/D
converters ° 32-bit internal
processing * Apogee UV22*
Super CD Encoding

-
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digital right.

All along, our goal has been
to create the first affordable
no-compromise digital console.
We designed the D8B to sound
as pristine as the finest analog
consoles—and to perform auto-
mation tricks even $500,000
digital desks can’t do. We
believe that the result—by any
standard—including sonic
quality, ease of use, reliabil-
ity, and sheer processing -
power—is worth the wait.

I invite you to visit W
your authorized '
Mackie

Digital -

Systems :
dealer for

an in-depth

demo and our 36-page tabloid
brochure. Call us for your

local dealer and a free video.

GREG MACKIE, FOUNDER

= = €606 E
= B2 806008
66600C
oo ( > i ar ‘1[ $DC0DT
= o | | 60600
[BLerL T i T ae+] 'Z:.z_':.:._.:“o o e oo

© 1998 Mackie Designs Inc. All rights reserved. “Mackie.” th2 “Running Man” figure, and “d8b” are tradamarks or registered trademarks of Mackie Designs Inc. Pentium is a registered trademark of Intel Corporation.



o ] e

Z - F 76Hz L 303 H:
0.0d8 I :i504E

- | 190 B 320

e R B e e W
4742 Hz |7 20000H |
i 64ade | .98d |

c K E BUILT IN SCENIC WOODINVILLE
- " Dot
p{gf /4)/4 Wé wsl'w./macki.e.:c:u‘m

World Ra istory




FROM THE EDITOR

LOOKING FORWARD, LOOKING BACK

Sometimes the best way to get a grasp on the future is to look at the past. A
century ago, filmmakers were in the formative period of creating the art of ¢in-
ema. At the time, the camera was typically used simply as a means of docu-
menting whatever took place before it, and it was years later when the camera
was established as a creative tool used to shape moods and emotions through a
rich palette of choices in angles, perspectives, exposures and editing.

Meanwhile, in audio, producers and consumers were struggling with the for-
mat wars of disk vs. cylinder playback systems. The disk emerged victorious,
but as in the film world, recordings were also relegated to the role of documen-
tarian, merely capturing any audio performance that took place in front of the
horn. By the mid-1920s, breakthroughs such as electrical recording brought the
microphone into the chain, although critics at the time were far from unani-
mous in their praise of the new process, often complaining that—compared to
acoustic recordings—the newtangled electrical recordings were lifeless, unnat-
ural and harsh. (Sound familiar?) But eventually, as other advanced tech-
niques—multi-miking and eventually multitracking—were developed, audio
engineering became a creative partner in the recording process.

Today, the entertainment industry faces challenges similar to those of the
past. Will DVD (Video and Audio) simply be relegated to the role of a conve-
nient—albeit higher-resolution—means of storing product created for other
media, or will it emerge as a legitimate new creative medium of its own, with
fully developed interactive properties? As a more recent example, consider
CD-ROM, which although successful as a storage medium, never went much
farther than the stage of providing talking—but mostly print-based—encyclo-
pedias, text databases (such as dictionaries and phone books), searchable
books (such as the Bible or the works of Shakespeare) and the ever-popular
chase/hunt/shoot/loot games. In most cases, the degree of user interactivity
provided by CD-ROMSs has been limited to either typing in search keywords or
deciding which alien to destroy first—hardly a brilliant use of an unexplored
new medium.

On the audio side, new formats may offer untold interactive possibilities
beyond the simple bonus track. In addition to providing lyrics and band
graphics, new formats could include several mixes on a single disc, such as a
surround mix, a limited-dynamic range stereo mix for playback in cars,
extended remixes, and instrumental mix synched to lyrics for karaoke play-
back (don’t laugh, a market's there!). At the same time, an artist’s comments
could be tied to a playlist of music clips, with comments on techniques, idea
or themes as they play back, providing a mini-documentary on the releusc,
with or without graphics (guitar lessons anyone?). Add in the promotional pos-
sibilities, such as short movie-style trailers plugging carlier releases by the artist,
and we’re on to something that any label—large or small—would support.

The point is, we've barely scratched the surface of what new media has to
offer. And like those filmmakers who were tied to an unmoving camera 100
years ago, we have a world of possibilities before us.

Let’s start looking forward.

George Petersen

ABP
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LETTERS TO MIX

FEEDBACK

DAYS OF WINE AND DIGITS

I confess. I read Stephen St.Croix’s “Fast
Lane” every month. Yes, he is out of his
mind, yes he often confuses the bejesus
out of me and, yes, he does offend
many with his straight-to-the-jugular ap-
proach. But damn it, we need it.

Our industry is often so confused
and misled that many would-be leaders
are becoming either so jaded or so sub-
missive to market claims that they can
barely make a decision on their own.
The issue of 96k 24-bit devices being
the be-all and end-all, when the real
end-all is 44.1k 16-bit, makes my skin
itch (The Fast Lane: *96 bottles of Beer
on the Wall, 96 Kilos of Hurts,” Sept.
'98). Here we are in our sweatshop, de-
veloping a great 16-bit device, but be-
fore we can even get the idea out of the
gate, it is tossed aside because it ain’t
where our 24-bit industry is!

I turned 40 this year. One week full
of pranks and obscene liquor fests
crowned by a surprise party. One of my
pals was kind enough to give me three
albums (original 33 rpm vinyl—no really,
they did exist) with a “Happy 50th” card!
Andy Williams, CCR and Tom Jones
(funny like a dagger). The 1963 record-
ing of Andy Williams, Days of Wine and
Roses, states: “This guaranteed high-fi-
delity recording is scientifically designed
to play with the highest quality of repro-
duction on the phonograph of your
choice, new or old. If you are the owner
of a new stereophonic system, this
record will play with even more brilliant
true-to-tife fidelity. In short, you can pur-
chase this record with no fear of its be-
coming obsolete in the future.”

Wow! I thought to myself, we are in
an age where audiophiles are arguing
that vinyl may still outperform the finest
digital, while tubes sound better than the
solid-state that fixed the tube problems
we had in the first place. Now we are
building mega-bit digital recorders to
solve the problems we had with the ana-
log ones while introducing phase distor-
tion and compression schemes to
reintroduce tape saturation. When it is all
saidd and done, we are then zapping the
least significant bit down to 14-bit resolu-
tion! Yikes! Do we not know our history?

I do not have a solution, but I do
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have a significant first step. Let's assign
the least significant bit to the accordion,
or better yet, that overplayed, over-
processed bagpipe sound that everyone
is using since that sinking boat movie
and those noisy, green tap dancers
made the scene. The world would be a
better place.

Peter Janis

Director, CablelTek

Port Coquiitlam, B.C.

A MONITOR BY

ANY OTHER NAME

Compact Monitor Corporation is grati-
fied that you successfully guarded our
anonymity and thereby kept the best se-
cret in professional audio. We appreci-
ate our new, clandestine “Compact
Systems” identity [as the company was
incorrectly identified in the Bonnie Raitt
Tour Profile in Sept. 98],

If you swear not to reveal them,
we'd be pleased to share other secrets
with you. The only requirement is that
you be in the Hollywood arca: We do
accept MasterCard, but we don't give
Oul stage passes.

Jobi DeBord

President and CLEO

compict Monitors Corporction

Stuclio City, Calif.

CONSOLE CORRECTION
Michael Hedges was wrong about the
retirement date of Abbey Road/Studio
2’'s EMI Mark IV desk [Internationat Up-
date, Oct. "98]. I engineered America’s
*You Can Do Magic™ in Studio 2 on that
very desk in 1982, and I have photos to
prove it.

Chuick Kirkpatrick

Cooper City, Fla.

BREATHING IN THE STUDIO
Regarding “Studio Equipment Modifica-
tions™ by David Ogilvy (Oct. "98), did 1
correctly understand a phrase from the
final paragraph from Fred Hill: *...dirt and
fine particles in smoke are certainly the
biggest factor in decreasing longevity™
Did Mr. Hill mean tobacco smoke?
Are there truly any idiots left today that
still allow the carcinogenic poison
known as tobacco smoke to pervade
not only their bodies, but to help de-

stroy expensive equipment as well?

Interestingly, the same October issue
included a comprehensive article on
protecting hearing. Perhaps you should
include an article on protecting the
lungs, hearts and other organs of all of
your readers from tobacco smoke. Un-
like those of sound, the dangers of to-
bacco smoke are easily eliminated by
enforcing a smoke-free policy.

Mark A. Thomason

Fort Worth, Texas

CLARIFICATION
I read with interest the Technology
Spotlight on the Neumann M147 micro-
phone in the October issue of Mix. |
found it very informative, as 1 am very
interested in this microphone. Howev-
er. the article makes a reference to the
fact that the M147 is not a hybrid design
but is a true tube microphone. As the
M147 is a transformerless design, 1 veri-
fied this with Neumann. Their response
was that the M147 uses the same output
configuration as the M149, which is a
tube impedance converter followed by
a solid-state line driver circuit operating
at unity gain. I thought Mix readers
would appreciate this clarification.

Dean Richered

Milhveakee, Wis.

www.execpe.com/~drichard

MISSING PERSON
In the September issue of Mix, a picture
appears of George C. Scott. The caption
states that the picture was taken in
1968/1969; that is not true. The picture
was taken in 1988, The reason [ know
this is because the beautiful woman sit-
ting in back of Mr. Scott is my mother.
Patricia Childs is a Nashville-based pro-
ducer, and a lovely lady. A published
correction would be appreciated, in-
cluding a mention of my mother, for,
without her, Mr. Scott surely would not
have done as fabulous a job that day.

Jeremy M. Childs

Nasheille, Tenn.

Send Feedback to Mix, 6400 Hollis
St. 12, Emeryville, CA 94608; fax
510/653-5142; or mixeditorial
@intertec.com.




Simply the best _

When it comes to quality,

digital innovation and true
VX/VXS Capricorn
client appeal, the facts Advanced analog console Large-format digital console
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speak for themselves.

This year’'s TEC nominee

studios own:
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CONSOLES
Logic 3
13 AMS NEVE ANALOG Digital editing & mixing system
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Advanced

Dbrogital

MiXer

Panasonic is taking digital further today with the DA7 digital mixer,
an entirely new standard in quality, flexibility, affordability, ease-of use and
value. 24-bit converters, 32 inputs, 8 buses, 32-bit processing, moving
faders, instantaneous recall of all settings, surround sound
mixing...nothing this fully featured has been this easy to use

or affordable... and it’s available NOW! Incredible sound
quality, Internal 32-bit processing and 24-bit A/D
and D/A converters give this mixer sound worthy

of consoles costing several times its price.

Easy-to-use. The DA7 is one powerful mixer. "
If you know how to run a traditional mixer, you
already know how to run a
DA7, since it has a smart, user-

friendly design. To access any of

the 32 channels, just press its

select button and all parameters for the

channel-EQ settings, bus and aux assign-
ments, and dynamics and delay settings come up on the
large backlit LCD screen. To access individual parameters, just touch the
appropriate knob in the console’s master section. This automatically calls
up the sub-menu on the LCD screen and zooms in on the appropriate
function. No more digging through menus or getting lost in functions;

just adjust EQ, Pan/Assign, Dynamics/Delay, or Aux... and you're there.

The power to control. The EQ section offers 4 true overlapping para-
metric bands active on every channel (with the top and bottom bands
switchable to low or high peak/shelving, or low pass, or high pass filters).
Each Aux return also provides two bands of fully parametric EQ. The
dynamics section offers variable attack/release times and levels for
threshold and ratio on each channel, and delay is adjustable up to a
maximum of 300ms. 50 Memories each are provided for

EQ, Dynamics and individual channel set-
tings. In addition to full dynamic moving
fader automation of 32,000 events,
there are 50 "snapshot” or “scene”

memories. Plus, a Macintosh and

., - -
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windows software package (that greatly expands the capabilities of the

DA7), will soon be available.

Surround sound at your command. You'll be mixing surround soon.
The DA7 is equipped to mix 5.1 channel today. The DA7 has 3

built-in panning modes, and all modes provide full
dynamic control of panning, and can be copied,
stored, and transferred to any other channel. An
optional MIDI joystick gives you yet a fourth

method of surround control.

MIDI and more. The DA7 features 4
up/down/left/right cursor keys that can be
switched to output MIDI Machine Control com-
mands to MDMs, sequencers, or workstations.
Data entry is done through the large parameter dial

or an alphanumeric keypad. There's also an undo/redo

button, a solo-mode set, and a built-in Talkback mic.

Take on the world. The rear panel sports 16 analog mic/line inputs
(8 XLR with individual software-switched phantom
power, and 8 with TRS); 16 channel inserts (pre-
A/D); and 6 auxiliary send/return jacks (1,2 use
S/PDIF; the rest use +4dB 1/4inch connectors).
Along with the 2 digital and 4 analog Aux returns, the
DA7 has 38 total inputs. Digital 1/0, provided via XLR
connectors switchable between AES/EBU and S/PDIF,

offer the master out signals and they can be assigned to inputs 15 and 16.

The DA7 rear panel also offers MIDI In and Out, word clock 1/Os, both a 9-
pin RS-422/485 serial port and PC port for Mac or Windows with software
support for both, a 1/4 inch footswitch jack for controlling Talkback on/off
or automatic punch in/out, and a D-15 subconnector for the optional meter
bridge. So, take your digital mixing further
today by going to the nearest

Panasonic dealer and auditioning the

DA7 for yourself!

For more information call:

1-800-777-1146 or visit our website at
www.panasonic.com/proaudio

PANASONIC PRO AUDIO
TAKING DIGITAL FURTHER
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ivailable at @ Store Near You

J-Step Functionality
24 Bit A/D and 0/A

Moving Fadeﬂ\.q.% .f'i

Taking Digital Further Panasonic




WORLD AUDIO NEWS

Digital Audio Research Lid. (Surrey,
UK) announced the appointment of
Studer North Amercia as its exclusive
sales representatvie for the USA and
Canada, effective immediately. The
partnership was finalized following
discussions during the 105th AES
convention in San Francisco.. . Otari
Corporation, based in Foster City,
CA, for 28 years, announced its relo-
cation to Southern California. The
new address is 8230 Remmet Ave.,
Canoga Park, CA 91304. Phone
818/594-5908; fax 818/594-7208...
Sascom Marketing Group announced
the addition of new technical sup-
port staff (Micheal Morissette in
Montreal and George Dobo in
Toronto), the opening of a service
center in Montreal and plans to
open an office in Vancouver. Sas-
com recently withdrew from repre-
senting Augan, Spendor, Stage Tec
and TL Audio products in the U.S.
For additional info, call 905/469-
8080...Wayne Freeman was tapped
for director of sales and marketing at
Amek (Manchester UK). Freeman, a
25-year industry veteran, last served
as marketing manager for Otari and
has held top-level positions at
Fairlight, Trident and Soundcraft.
Freeman can be contacted at Amek’s
SoCal office: 310/789-5204...Avalon
Design (San Clemente, CA) appoint-
ed Brad Zell to the newly created
position of product manager...At
Montebello, CA-based Tascam,
Patrick Killianey was appointed
product specialist in the sales de-
partment. Killianey previously
worked for Limelight Audio Services
as a sound system designer and at
Guitar Center as an in-house clinic
instructor.. . Jennifer Jones was
brought onboard as media and artist
relations coordinator at Rochester,
NY-based Applied Research and
Technology (ART).. .JBL Professional
(Northridge, CA) announced the
promotion of Michael MacDonald to
the position of president. MacDon-
ald will report directly to Mark Terry,
who will serve as CEO. The promo-
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tion of MacDonald follows the reor-
ganization of the Harman Pro Group
into two geographic-based operating
units, Harman Pro Group, America,
and Harman Pro Group, Internation-
al...The International Teleproduction
Society (ITS) elected Howard
Schwartz (President/CEO of Howard
Schwartz Recording Inc., NYC)
board vice chairman. The position
was formerly held by Townhouse
Post Productions (Washington, 1D.C.)
CEO John Prescott...Raper & Way-
man Ltd. (Manor House, UK) an-
nounced its acquisition of specialist
cable manufacturer Connectronics.
The company now comprises four
divisions: Raper & Wyman Pro
Audio, R&W Sound Engineering,
Ticket Audio Productions and Con-
nectronics. For further info, e-mail
r+w.proaudio@dial.pipex.com...
Madison, Wl-based Sonic Foundry
announced the promotion of Doug
Nestler to director of retail business
development. The company also
signed a licensing agreement with
Hewlett-Packard, wherein Sonic
Foundry will produce software to be
included in HP’s hardware.. . David
W. Carlin was appointed director of
sales at Cintas Technologies’ (Chula
Vista, CA) new Information-Com-
munication-Entertainment division
(ICE)...Paul D. Bauman was appoint-
ed project manager, research and
development, at Heil Acoustics
(Gometz-la-Ville, France).. Jaffe
Holden Scarbrough Acoustics Inc.
(Norwalk, CT) announced the hiring
of Anthony Nittoli, Sam Brandt and
Byron Bishop...Natalie Stocker
joined EMTEC Pro Media (Valencia,
CA) as marketing manager...Audio
and video systems designer Lenny
Berlingieri returned to AST Sound
(NYC) as part of the sales team...
Verne Searer was named director of
market development for Pro Co
(Kalamazoo, Ml). Searer previously
worked for Crown International. ..
Level Control Systems (LCS) moved
to new headquarters at 13 Montice-
do #2306, Sierra Madre, CA 91024. B

—FROM PAGE 12, CURRENT

DVD “CONVERGENCE” FORUM
Immediately after the AES convention,
hundreds of entertainment industry pro-
fessionals gathered 45 minutes south of
San Francisco tfor a DVD Forum that em-
phasized convergence. Appropriately,
the first day of the conference concen-
trated on DVD-Video and DVD-ROM,
with projections for the emerging DVD-
Audio format.

Warren Licherfarb, president of
Warner Home Video, provided the
keynote address. He said that without
the driven support by Warner Home
Video and early adoption by Colum-
bia/Tristar, the format would not have
the suceess it is now experiencing. Now
“every major studio is in DVD,™ he said,
and the format has grown ten times
taster than VHS and four times faster
than CD in the same introductory time
period.

Dan Russell, Director of Platform Mar-
keting from Intel Corp., demonstrated
“convergence,” the newest industry buzz
word, by showing New Line Cinema's
Lost in Space on a DVD-Video player—
and then in a DVD-ROM drive utilizing
the “value added™ aspects of the disc.
Intel discussed a new high-performance
system designed around their new Kat-
mai Processor, which would provide
Web access and act as a movie player
and sterco. Projections show there will
be an installed base of 8 to 12 million
DVD-ROM drives by the end of 1999.

But most of the day was devoted to
DVD-Audio. Representatives from the
WG-4 updated progress on the DVD-
Audio spec. The “pure audio content
structure™ will include scalable linear
PCM multichannel audio; super-high-
quality linear PCM stereo; downmix
control for multichannel-only content:
and optional audio formats. The Inter-
national Steering Committee’s require-
ment of longer than 74 minutes of
playing time for all playback modes
without any loss of original music data
led to the inclusion of Meridian's lossless
encoding scheme, MLP (see page 80).
The WG-4 hopes to see ratification by
year's end.

CORRECTION

Since our October “Technology Spot-
light™ on the Yamaha D24 Digital Multi-
track Recorder, Yamaha has supplied
updated information. While the 1224
will simultancously record and play up
to eight tracks at sampling rates of up to
48 kHz, it can record and play a maxi-
mum of four tracks when operating at a
96kHz sampling rate. u



Been

disappointed
with digital?

Maybe it's because the new
digital technology often zets
shoehorned into an outdated
concept called “a console’”
Try Otari’s new Advanta
Digital Production System —
the Anti-Console. Blasphemy?
Use it, and listen.You'll believe.
Call 1-800-877-0577.

FOR THE WAY DIGITAL
1S SUPPOSED TO SOUND.

www.otari.com

8D in coopition with Sanyo Kogy/o,.a membe h
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FROM THE PRODUCERS OF THE CRITICALLY ACCLAIMED...
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Recording and Mixing Consoles. Best known for:

Superior Sound Quality Precision Surround Panning  Hi-performance Dynamics High Reliability

Total Automation Instant SnapShot™ Recall Powerful Machine Control Modular Expandability

Headquarters (Palo Alto, West US) Tel:(650)855 0400  Los Angeles (West US & Int'l) Tel:(818)766 1666
New York (East US) Tel:(212)889 6869 ¢ Nashville (Central US) Tel:(615)327 2933 © London (Europe) Tel:(171)602 4575 » Tokyo (Japan) Tel:(03)3288 4423
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THE FAST LANE

TwO STATES, TWO PARTS

THE ALIENS AMONG US, PART O

NTRO

Over and over | hear warped

and confused interpretations of
what goes on in the binary world.
Recently there have been way too
many of these over and overs, so 1
thought I would do a column on
what really goes on in there. Then,
as I was writing it, I realized that
even more is happening than I had
originally thought, so now it's two
columns. Yes, this is a two-part
column. Personally, I hate when
they do that, but in this case...1
guess I had that much to say. So
here we go.

Ones and zeros. That's all.
That's it! Ones and Zeros. Digital
data is only a stream of ones and
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zeros, Two states. And our own
dear-to-our-hearts digital audio
data is just one format of those one
and zero streams. How could it be
any more simple? Ah, how could it
be any more complex? Or any
more confused?

Well, T will touch on the most
common areas of confusion, based
on what people ask me, and what
other poor, confused souls tel/ me.
These points may look a little rudi-
mentary to you, but I ask vou to
take a look anyway—there just
might be a new fragment of data
for you, or maybe even a new
look at the implications of the dig-

BY STEPHEN ST.CROIX

MLUSTRATION: BARRY FITZGERALD

ital world that we are all moving
into.

CHARMINGLY MISGUIDED
BELIEF NUMBER ONE
“Once it's digital, it’s safe.” Upon
interrogation, it is usually revealed
that those who say this do in fact
have same sort of loosely struc-
tured belief that once audio has
been converted to digital data, it
magically becomes immune to all
of the horrible potential fates that
threatened it in the analog world.
Some go so far as to pontificate on
what a wonderful world it would
be if all audio were all digital, all
the time.

We, humans that most of us are,
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FNTER A NEW TERRITORY...

THE WORLD'S 1TRST 24 BIT / 96K
SAMPLE RATE DIGITAL DYNAMIC
PROCFSSCRS.

THE NIW DRAYWMER DIGITAL SERIES
CHERS HIGHER SPEC, LOWER NQIsl.
AND THE WiIDEST DYNAMIC RANC,
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TRANSAMERICA AUDIC GRDUP INC.

2921 CALLE OLIVIO « THOUSNAND OAKS - CA 91360
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WWW.TRANSAL DIOGROUP.COM - TRANSAMAG@AOLCGM
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653000

Fully-Featured 8-Bus Inline Recording Console

British EQ Section with 2 Fully Parametric Mids

4 Stereo Inputs, 4 Mute Groups
Full MIDI Mute / Automation

~Talkback, Solo-In-Place, PFL and Oscillator gl

Hmmm.... it’s a concept.... take a world

- class recording console with stunning
British EQ, dual fader in-line
monitoring, build in a couple of
brilliantly warm tube preamps and
offer it at a fabulous price.That’s what
our engineers at Allen & Heath have
done and the reviews are rave.

The preamps are located in the master
“section of the console and are available
+to any strip on the desk making them
~ marvelously easy to use, and (very

importantly) consistent in their phase

« I -

Comprehensive Group and Input Metj

o Rad
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- 2% ~

PEYX L AR

relationship with the rest of the signal
path.

With our famous British 4 band (fully
parametric dual mid band) equalizer,
the most comprehensive routing
system available and extraordinarily
versatile metering topology it begs the
question, "Why hasn’t anyone done this
before?"

We’'ve done it, and you’re gonna love it.
Audition your Allen & Heath GS3000 at

your dealer today.
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AnthroCarts!

Built like tanks with a Lifetime Warranty!

Configure Them for Yeur Music Application ¢ Tough as Nails
Dozens of Shapes and Sizes * Over 75 Accessories ® Order Direct!

%

ANTHRO

Since 1984. Prices from $29S. GSA contract. Available for CEM appl! cations.

-
Call for a free Cata'og: A

800-325-3841 A2
6.00 AM to 6:00 PM PST, M-F ™y
i ad

!
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Anthro Corporation
Technology Furniture’
Tualadn, OR 97062

Fax: 800-325-0045

Japan 03 (Tokyvo)-3947-2735
www.anthro.com
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must fuce the fact that we reside in an
andlog world—so far. Now, of course,
not all humans reside in their original
analog world. Many programmers and
a good 30% of the gamers out there do
seem o reside within an imaginary con
struct—an analog model of a digital
world that emulaies their original ana-
log world. They often aren't even aware
that they are peering through the mon-
itor's glass into a vinual reality that is
working hard to emulate the real reality
that they are sitting in. They know more
about. and do beter in. that world than
the irrational, unpredictable organic one
outside. But digital auism aside. we live
in an analog world. Digital music is
meant 1o eventually be converted to
analog so that our silly old organic cars
can capture it. This really frustrates
those hard-core bit-heads

THE CIRCLE MUST

REMAIN UNBROKEN

Okay. A/D conversion. Getting better
all the time. But all A/D conversion
adds noise, distortion and many other
unplcasant artifacts. Of course. the trick
is 10 bury these problems as deep as
possible. and 24-bit converters do dig a
decper hole than 16-bit converters. 1
know that vou already know all this, so
I will not waste vour time elaborating,
But I weithell vou this.

The human brain has heen evolving
for quite some time. Duh! Ever since
the first undifferentiated cell decided 1o
bhecome o brain (and the very first
heavy metal drummer came 1o be). ad-
ditional cells have been joining up for
the express purpose of enhancing sur-
vival odds.

We are organic beings, and we
evolved solely within an organic. ana-
log world. This is a crucial point. Sur-
vival is pretty important for any specics.,
Without survival, the other two func
lions. eating and procreating. just aren’t
quite the same. are they?

Hearing is a hemispherical sense.
You cun hear sounds from anvwhere
around vou, as opposed to sight. which
only works in straight lines (and vou
have to literallv aim the sensors. as well).

Since hearing is a surround sense, it
is of course u pertect candidate for un
arly warning svstenm, and so it is. We
are cery sensitive 1o tiny changes in sur-
rounding background sounds and nois-
es. [tis believed that. in the interest of
keeping CPU load down to a reason-
able level. the brain is most interested

—CONTINUED ON PAGE 231



POST PRODUCTION

New delivery channels. including DVD.. satellite,
cable. digital TV and the internet. are providing an

explosive increase in the number of routes available

to deliver material to an ever-maore entightened audi- Fi.M SOUNDTRACK
ence. demanding complex levels of audio format.

This in turn has created a requirement for power-
ful audio tools capable of generating and controlling
these significantly more complex formats. effortlessly ’ z
combining and distributing the increase in the num- L
bers of audio channels.

Manual operation is no longer an option.

Are you ready for this?

People who work with Soundtracs DPC-|l Digital
Production Consoles are

They're assured of 160 automatad channels with
comprehensive digital audio processing. controlled by
an intuitive worksurface.

They're also dubbing in all current and known
future mix formats in 24 bit and feeling secure with
the knowledge that ‘future proof’ 96kHz resolution and
7.1 operation is built in.

And they're saving time by aopening up creative

possibilities with each new project they produce. )
For a full colour prospectus, or better still book a

personal demonstration simply call Soundtracs.

e 160 Digital Channels

o Werksurfaces from 16 to 96 motorised faders
o 24 bit Conversion

o 96kHz eperation

e Stereo,LCRS.5.1,71

DTRAC\ , [
ACS 316 South Service Road . eMe - NY11747-3201 Soundtracs PLC. Blenheim Road . Longme:

"ephone: (+1) 516 393 8520 . Fax (+1) §16 333 9108 . email: soundtracs@korgusa.com  Teli{+44) (0)181.388 5000, Fax (+44) (0)181 388 ;
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Superb Stereo...

20/20bas Biamplified System: a name synonymous with

detailed, precise audio reproduction. Unparalleled imaging.

Smooth, accurate frequency response. True sound—for true mixes.
(Just ask the engineers whose bas mixes have won Grammy Awards.)

20/20bas Biamplified System.



..Spectacular Surround!

Expand your stereo 20/20bas system to full-blown surround with the addition of center, right-rear, and o
left-rear bas and our new active 20/20 System Subwoofer”—a thundering 15"/250W monster featuring
our unique dual input/dual crossover design. Simultaneously monitor the discrete Dolby” Surround
LFE (Low Frequency Effects) channel while extending the low-end response of each bas satellite.:

~—

20/20 Triamplified Surround System.
Yes, you can believe your ears.

PO. Box 4189, Santa Burbara, CA 93140-4189 |
Voice: B05-566-7777 Fax: 805-566-7771 \
E-mail: info@eventl.com Web: www.eventl.com

EHECTRONITS
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INSIDER AUDIO

robably the higgest question

every studio owner has to

face every day—besides
whether to get out of bed in the
moming—is when to upgrade. Just
the word “upgrade” is enough to
strike fear into the heart of anyone
with an investment in audio or
camputer equipment. By accepting
that you need an upgrade, you're
admitting that you're behind the
times, that you're not competitive,
that the investment you made just
a few short years or even months
ago is worthless, and that you're
going to be spending a lot of
money you didn't know you had.
Not to mention that you're about to
head into the Valley of Death By
Down Time.
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Not too long ago. the decision
to make a major equipment
change in a recording studio was
relatively easy. It was sort of like
deciding to get rid of an old car: If
the cost of keeping and maintain-
ing it was higher than the value of
whatever you could still get out of
it, it was time for it to go. If you
were in a competitive market with
a ten-year-old mixing board, and
you discovered the guy down the
street was beginning to siphon
business away because he had a
newer, flashier. more-LEDs-per-
square-inch board, then it might be
time to replace the old desk with
something a little more air courant.

BY PAUL D. LEHRMAN

Like trading in your old car to a
dealer or selling it in the classified
ads, you could always find another
studio that would be happy to
have your old console. or you
could build a “B” room and stick it
in there, and so you could recover
at least a part of the cost of the up-
grade.

But there are far more complex
issues facing studio owners today
than simply calculating the “re-
maining useful life” of a major
piece of gear, or trying to keep up
with the Joneses down the street.
The concepts and buzz words of
modern audio technology are
much better known (if no better
understood) among nonprofes-
sionals—i.e.. clients—than they
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MICROPHONES « RECORDERS * MIXLCRS ¢ EFFECTS o KEYBOARDS  GU ITARS o AMPS o SPEAKERS « STUDIO FURNITURE & MUCH MORE - §

1. Convenience. You 2. Savings. You get a 3. Service. You get 4. Respect. You get
get the right gear, fair “ProNet” price. great Tech Support treated with respect.
when you need it! and Service, when

What does Music

We stock in tremendous Shouldn't shopping for
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Acoustic-K™

Araps

THE ULTIMATE

ROOM OPTIMIZATION
SOFTWARE

- Recording Studio

- Project Studio

- Video Edit Suite

- Home Theater

- Critical Listening Room

For Stereo or Surround-Sound
Monitoring, or just to learn more
about acoustics

You Will Believe Your Ears

With Acoustic-X software
you are the

eXpert

Acoustic-X™ Software Corporation

376 Queen Street East

Prwe Toronto, Ontario, Canada
M5A 1T1
Phone:(416)868-0809
Fax:(416)861-0620
WWW: pilchner-schoustal.com
E-Mail: acoustic@idirect.com

Inquire about a Demo
at a music sfore near you
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INSIDER AUDIO

used to be, and as the saying goes, a
litte knowledge is a dangerous thing.
Whether or not they have anything to
do with their projects, some clients will
insist that you have the latest plug-ins,
operating systems, digital effects and
tube preanmps, or they'll take their busi-
ness somewhere “hipper.” It doesn’t
make any difference that they're pro-
ducing a video that’s going to end up
on a kiosk in the middle of a railroad
station waiting room—if you haven’t
got 24-bit 96kHz converters and a
mixer with automated effects and 5.1
surround panning, they’re not interest-
ed in you.

Coming from the opposite side,
manufacturers are much more aggres-
sive than they used to be when it

comes to pushing stuff into customers’
hands. A few years ago, the average
pro audio ad said something like, “This
will make your records sound better,”
or “This will save you time.” Today, the
same hype machine that has made the
people in the top income brackets of
the richest nation in the history of civi-
lization feel inadequate if they don’t
drink the right colored soda water has
been called into service to sell gear to
you and me: “Buy this, or you'll be left
behind by the people who are cooler
and know better than you do.” And
getting something back for your old
gear? Forget it! You're in the 28% tax
bracket, so you're significantly better
off donating that three-year-old com-
puter or five-year-old reverb to a local
school or nonprofit than trying to get
cash for it.

But upgrading anything in today’s
highly interdependent studio, as [
opined in one of my very first “Insider
Audio” columns about three years ago,
can be very tricky. When life was more
discrete, trading in one compressor or

equalizer for another didn't atfect any-
thing else in the studio one iota—unless
you count having to re-label the patch-
bay. But in digital and computer-based
systems, changing just one element can
throw dozens of others out of kilter.

To stretch the automobile analogy a
litle further, in the days of discrete ana-
log components, mastering a new piece
of gear wasn't that different from getting
used 1o a new car: After you figured out
where they put the rear defroster con-
trol, found the hood release latch, set
the buttons on the radio, and realized
the hard way that you can't close the
sunroof if you're parked on a hill in the
rain, driving a new car is pretty much
the same experience as driving an old
one, only the potholes don’t seem as
annoying, the exhaust system is quieter
and the world seems to go by faster. In
today’s studios, however, after you've
changed the operating system on a
computer or DAW, it might feel like the
steering wheel is on backward, the turn
signals open the gas-tank cover, the
clutch operates in reverse, and the horn
doesn’t sound, it blinks. And, oh yes—
there seems to be an extra wheel or
three (or 3.1) attached.

Since no one company is in charge
of all the components—hardware and
software—in a computer, you will un-
doubtedly find that when you change
your operating system (or almost any-
thing in that operating system, like new
sound drivers), some cherished pro-
grams will no longer be functional and
will need to be replaced to remain com-
patible. You may need to add more
RAM to support all these new ver-
sions—and the cost of doing all this can
easily be more than the cost of the up-
grade you started out with. Worst of all,
you may have to reformat your hard
disk and risk losing everything that’s on
there.

Even more annoying—and more ex-
pensive—is the amount of time all this
takes. Down time for installing new
programs and revisions, and for fixing
all the things that subsequently break,
has become a significant factor in many
studios’ budgets, as well as a nasty
Catch-22 in their business strategies: If
you're busy, you can't afford the down
time, but if you don’t do the upgrade,
you'll lose business. More than one stu-
dio owner has expressed a perverse de-
sire for business to stow down for a
little while, just so they can have time
to do a simple upgrade in their studio.

Ignoring the problem is no answer,
either. 1 was once told by a tech sup-
port director at a major manufacturer




that if I didn't want to deal with con-
stantly messing around with my system,
and [ was happy with how my studio
was working, [ could “freeze time™:
Leave everything just the way it was,
and do my gig. But after a remarkably
short period of time, that is going to
stop working. Not only wouldn't I be
able to take advantage of any of the lat-
est goodies that require an updated sys-
tem, [ wouldn’t even be able to get
bugs fixed—because the bug fixes are
only available in the new versions that
contain all the latest goodies, which
needs the updated system, which re-
quires new versions of utility software,
which needs extra RAM, and so on ad
nauseam. [ wanted o ask him whether
he was still maintaining his bug report
database in Lotus 1-2-3 on a PC-AT, but
I figured I knew the answer.

Since I wrote that column three
years ago, the situation has, if anything,
gotten worse. The pace of new tech-
nology introductions has continued to
accelerate, and whatever you buy today
will be obsolete—not in a year, not in
three months, but the moment you take
it out of the box. And if it isn't, then it
will be at the next trade show, when
the manufacturer announces its next

generation of toys. These will be faster,
cheaper and have more tracks/bits
wingdings, but—and we're really sorry
about this—they won't work with what
you have now. While a new automo-
bile (last car analogy, I promise!) loses
maybe 15% of its value the moment
you drive it off the lot, the SuperWon-
derMachine you just spent a few thou-
sand dollars on will have lost about
75% of its value by the time you get it
running. Assuming that you do.

For people without unlimited
sources of funds and rows of techni-
cians to solve their problems, all of this
causes fear, panic, sleepless nights and,
in a lot of cases, complete and utter
paralysis. How many of us have put off
getting that new software, or installing
a hard disk or CD-R drive, or subscrib-
ing to the next operating system, be-
cause we were terrified of getting the
“wrong” product, or of what this
change would do to our work schedule
and our bottom line?

Fortunately, this issue is being ad-
dressed by people other than audio
writers. At Mix's StudioPro98 confer-
ence in New York this past summer,
the organizers came up with a panel
topic called “That Dangerous Upgrade

RECORDING CHANNEL

Path.” Not surprisingly, because of my
outspokenness on the subject (and the
fact that they didn’t have to pay airfare
for me to get there) they asked me to
moderate it. [ recruited people from a
number of different parts of the industry
to sit on the panel and was heartened
at their enthusiastic response—not even
the manufacturers I asked to join me
winced when I told them what the
topic was.

Besides the manufacturers, we had
three studio engineers and managers on
the panel, along with a representative
from the retail side. Next month, I'll get
into what they said. I'll also share with
you some rules I've developed, over
the years and with the panel’s help,
about how to deal with upgrades in
today’s studio environment. [

In the past year, Paul D. Lebrman, ed-
itorial director of Mix Online (wuwuw.
mixonline.com), bas bought two new
consoles, three computers, a set of pri-
mary monitors, a synchronizer, a
mastering deck, a reverb, and be bas
installed new operating systems in
three samplers. And be bas changed
Jobs. He intends to spend the next year
trying not to go broke.

Tuse-TeEcH MEC 1A

If you're ready for some serious recording, then
you're ready for the MEC 1A. It's an all tube based
microphone preamplifier, equalizer and opto-
compressor - designed and hand crafted to deliver
Coitesso the warmest vintage quality recordings with pure and
X realistic accuracy.

And if you're serious about specs the MEC 1A boasts
a frequency response of 5Hz to 60kHz and extremely
low noise <-85 dBU. But the real truth is in the
listening

Q 1A - Equalizer

Visit your local Tube Tech dealer today to hear the
difference, and seriously consider putting the
MEC 1A in your studio. You deserve it.

Tube Tech... in a class by themselves.
For a dealer near you call
1-888-4WARMTH.

Midrange Equalizer

"Great sound and high quality performance.”
Dave Boyer, Audio Media Magazine

o lejion

iryt
.

Microphone Preamplifier

"it's extreme value for the money. This really is a killer box."
Zenon Schoepe, Studio Sound

"We threw everthing at it and it kept on spittin' it back,
bigger and better."”
Little Feat - Under The Radar

Exclusively Distributed and Supported by:

t.c. electronic

ULTIMATE SOUND MACHINES

Program Equalizer

TC ELECTRONIC INC., 790-H HAMPSHIRE ROAD,
WESTLAKE VILLAGE, CA 91361
PHONE: (805) 373-1828 - FAX :(805) 379-2648
EMAIL: INFOUS@TCELECTRONIC.COM
WWW . TCELECTRONIC.COM

A 2B - Stereo Compressor and Limiter
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You Get 2 Channels Of Classic dbx
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ompression... And The Rest Of It For Free

So, you're finally getting around to putting some
real gear in your studio. .. and if you know your
stuff, you're already planning to buy at least two
channels of dbx compression. And you could
always use a good de-esser, a limiter, a great gate
with tons of frequency and amplitude control,
with the ability to trigger it all with some
sidechain stuff, right? So why not get all that other
stuff for the same price as 2 channels of great dbx
compression?

Or maybe you just got one of those PC recording
cards with the ‘“amazing 20 bit digital
performance” on RCA jacks. Blah Blah Blah. Big
Hairy Deal. So where’s the dynamics processing?

No compression? Limiting? De-essing? EQ? Oh,
and where’s the rest of the bits? They left off the
bits that really count: the noise floor bits. If you
want to record anything serious, do yourself a
favor and leave the amateur RCA jacks behind
and join the world of true 48 bit DSP horsepower.
You'll hear a huge difference.
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We took our industry standard compression—we
wrote the book on compression, and added all
sorts of other goodies. Stuff like a limiter thatis a
true brick wall, a de-esser that has precision con-
trol, the most versatile parametric EQ section
around, and sidechain functions, and stuffed it all
into the DDP.Then, in a fit of overkill, we added 48
bit internal processing, as well as 24 bit input and
output capabilities via the optional I/O card.
That’s super-quiet, super-powerful 24 bit digital in
AES/EBU or S/PDIF, you choose. Nice to have
choices, isn’t it?

Hurry up and get down to your pro audio
dealer today, before somebody else beats
you to your DDP.

dbx

PROFESSIONAL PRODUCTS

CIRCLE #018 ON PRODUCT INFO CARD

* Digital input/output module optional H A Harman International Company

email: customer@dbxpro.com ¢« URL: http://iwww.dbxpro.com



Photos by Eric Slomonson

Presentation of the 1998 Les Paul Award to rock
‘n’ roll legend Neil Young was the highlight of the 14th
Annual Technical Excellence & Creativity Awards, held
September 27 at the Fairmont Hotel in San Francisco.

(L-R) George Duke and Ray Benson present
the TEC Award for Signal Processing Technology (Software) to
Harvey Schein for the Lexicon LexiVerb.

Young shared his wry view
of the current state of audio
technology with an appre-
ciative audience of nearly
800 industry professionals.
Led by the ever-popular
master of ceremonies Father
Guido Sarducei, the crowd
also witnessed the induc-
tion of the late Colin
Sanders, founder of Solid
State Logic, into the TEC Awards Hall of Fame. The
award was accepted on Sanders’ behalf by his sister,
Elaine Elliot-Smith, and SSL's Derek Hobbs.

TEC Awards were also presented in 27 categories of
Institutional, Creative and Technical Achievement. (A
complete list follows.) The evening's presenters included
musicians Ray Benson, Jonathon Cain, Craig Chaquico,
George Duke and Pete Es-
covedo, studio owner David
Porter, producers George

Father Guido Sarducci keeps
the audience laughing during
the 14th Annual TEC Awards.

Guitarist Craig Chaquico,

who presented awards in the
Creative Achievement
categories, and TEC Awards
Executive Director Karen Dunn.
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Massenburg and
Narada Michael
Walden, engineers
Al Schmitt and Leslie
Ann Jones, Record-
ing Academy presi-
dent Michael Greene and
entrepreneur Barbara Orbi-
son, widow of the late Roy
Orbison. Previous Les Paul Award winner Alan Parsons
presented this year's award to Neil Young, and Mix edi-
tor George Petersen made the Hall of Fame presentation
for Colin Sanders.

The House Ear In-
stitute’s Hearing Is
Priceless campaign
and Hearing Educo-
tion and Awareness
for Rockers (H.E.A.R.)
will once again re-
ceive 50% of the
evening’s proceeds to
continue their efforts
in hearing conserva-
tion. The remaining
funds will be divided
between the AES Educo-
tional Foundation, the
SPARS student assis-
tance program, the re-
cipients of the TEC Awards Scholarship Grant {see
“Current” on page 10 for details) and various audio
scholarship programs throughout the United States. B

Bob Clearmountain
accepts the TEC Award for
Recording/Mixing Engineer.

Elaine Elliot-Smith and S5L’s Derek
Hobbs accept the Hall of Fame
award on behalf of
the late Colin Sanders.

{L-R) Mix Foundation
president Hillel
Resner presents
House Ear Institute’s
Dilys Jones and Jim
Boswell with a check
from the proceeds of
the Mix L.A. Golf
Tournament held
last June.




Recording
Academy
president

Mike Greene
and Barbara
Orbison
present
awards in
the
Institutional
Achievement
categories.

Peter
Chaikin
accepts the
TEC Award
for the
Yamaha
O2R V2

in the
category
of Small
Format
Console.

Producer
Narada
Michael

Walden (L)
and
percussionist
Pete Escovedo
present
awards

in the
Creative
Achievement
categories.

Presenters George

Massenburg (L)
and Al Schmitt

enjoy an amusing

moment while
presenting the

Technical Achievement

awards.

Neil Young,
Les Paul

Award winner,

Mix Publisher

Jeff Turner and

Neil’s wife,
Pegi.

’

Clair Brothers
Gene Pelland
accepts the
TEC Award for
Sound
Reinforcement
Company.

Ryan Hewitt
accepts the

TEC Award for
Remote/Broadcast
Recording Engineer
on behalf of his
dod, David.
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The 14th Annual

TEC Awards were
partially funded by the
generous donations of:

JBL Professional
Mix Magazine
Quantegy Inc.

Alesis Corporation

AMS Neve

Audio-Technica

Disc Makers

Eastern Acoustic Works
Gibson Musical Instruments
Harman Music Group

Solid State Logic

Sony Professional Audio

Yamaha Corporation of America

AKG

Aphex Systems

Apogee Electronics Corporation
Clair Brothers Audio
Digidesign

E-mu Systems

Emtec Pro Media/BASF
Euphonix

Lexicon Inc.

Mackie Designs

Meyer Sound Laboratories
The Recording Academy
Neumann

Ocean Way Recording Inc.
Oram Consulting Inc.
Roland Corporation U.S.
Shure Brothers

Skywalker Sound

Studer North America

TC Electronic

Telex/EVI Audio

The Village Recorder

Akai Musical Instrument Corp.
CreamWare US

Dolby Laboratories Inc.

Mick Guzauski*

Howard Schwartz Recording
Otari Corporation

Lisa Roy’s Studio A Consulting
Sony Music Studios

Tannoy /TGl North America
Todd-AO Studios

*Mick Guzauski’s name was
inadvertently omitted from
the video screen of Bronze
Sponsors. The TEC Awards
apologize for the mistake.

If you are interested in
purchasing a video of the

14th Annual TEC Awards,
please send a check for
§29.95 to: TEC Awards,

1547 Palos Verdes Mall #294,
Walnut Creek, CA 94596.
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1998 TEC AWARDS WINNERS

OUTSTANDING INSTITUTIONAL
ACHIEVEMENT

Acoustics/Facility Design Company
Walters-Storyk Design Group, Highland, NY

Sound Reinforcement Company
Clair Brothers, Lititz, PA

Mastering Facility
Gateway Mastering, Portland, ME

Avudio Post-Production Facility
Skywalker Sound, San Rafael, CA

Remote Recording Facility
Effanel Music, NYC

Recording Studio
Ocean Way, Nashville

OUTSTANDING CREATIVE
ACHIEVEMENT

Avdio Post-Production Engineer
Gary Rldstrom, Gary Summers, Chris Boyes,
Tom Johnson, Lora Hirschberg

Remote/Broadcast Recording Engineer
David Hewitt

Sound Reinforcement Engineer
Dave Kob

Mastering Engineer
Bob Ludwig

Record Producer
Don Was

Recording/Mixing Engineer
Bob Clearmountain

John Sanborn accepts the TEC
Award for the Euphonix C$3000 in
the Large Format Console category.

OUTSTANDING TECHNICAL
ACHIEVEMENT

Ancillary Equipment
Apo?ee AD-8000 8-Channel
Analog to Digital Converter

Amplifier Technology
Hafler P4000

Mic Preamplifier Technology
Manley VoxBox

Computer Software & Peripherals
JBL SMAART Pro

Microphone Technology
Neumann TLM103

Sound Reinforcement Loudspeaker
Technology
JBL Professional Venue Series

Studio Monitor Technology
Mackie HR824

Musical Instrument Technology
Roland VDrums

Signal Processing Technology (Hardware)
TC Electronic FireworX

Signal Processing Technology (Software)
Lexicon LexiVerb

Recording Devices/Storage Technology
Tascam DA-98

Workstation Technology
Digidesign Pro Tools|24

Sound Reinforcement Console Technology
Soundcraft Series FIVE

$mall Format Console Technology
Yamaha 02R V2

Larze Format Console Technology
Euphonix C53000

(L-R) Producer Narada Michael Walden,
musician Ray Benson, Mix Foundation
president Hillel Resner and
producer/musician Alan Parsons.




=y The World’s First

DA-45HR
The 24-bit Master .
$2,149° |

DAT Recorder

(No Hype Required)

DA-60MKIH
$-head Time Code Master
$6,999*

DA-30MKil
The Studic DAT Master
$1,399*

R —— e U ——

TASCAM DA-45HR

OPER'CLOSE
=
T

24-BIT HIGF

DA-20MKII
‘roject Studic DAT Master
$969*

DA-302
The Dual DAT Master
$1,869*

Now Available At Your TASCAM Dealer

With digital and analog I/O, word clock, and a menu driven environment, TASCAM's

Ea mbleDDA;: :{ecor der 'DA-45HR DAT recorder is brilliantly designed to master from DAWSs and other digital re

$2.059* s. Plus, its Standard mode provides complete backward compatibility with 16-bit DAT
ake every mix a master work with the First Family of DAT. See the entire line of T

‘or the facts on the first family of DAT .
and the entire line of TASCAM professional DAT recorders at your dealer now.

professional audio products visit:
‘www.tascam.com
:all TASCAM FaxBack at 800+827+2268.
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FAXBACK

Amerca, Inc 733 Telagragh Ad s 2
- <

TEAC
Montzbeto, CA 50640 (321) T26-030)

Jor del Carmen, Coyoacan, Maxco D F 04100 {$25) 6581941

* Maradacrurer's Suggested Retal Prce (US)

CIRCLE #019 ON P




Power Factor Correction Technology [PFC)

Ultra-high power N-channe! MOSFET’s

Constant high damping, 2000 or greater
(up to 1kHz]. even during clipping

Four-step Class H Current-Cell™
MOSFEZ; output

Uncompromised 20Hz-20kHz full
bandwidth performance.

Distortion- <0.03% THD. 4Q), 20Hz-2kHz
@3200 waits

Light". *PowerWa

PowerLight"9.0°/¢ Features

Massive current capacity Variable speed fans
for huge bass

ks ¢

* Lowest AC current draw per output watt

Computer Conirol Data Port

Neutrik Speakon™ output connectors

DC, sub-audio and thermal overload protection
Patented Output Averaging™ short circuit protection

Balanced inputs, Neutrik “Combo” (XLR & 1/4")
and Phoenix-type detachable barrier strip

Zero-inrush at startup

» Stereo/Bridging/parallel mode switch

din, y Inc



INTRODUCING THE
POWERLIGHT 3.0

The new flagship uf the PowerLight

family, the PowerLigh: 9.0PFC, delivers

the highest continuous output capacity

vi anyaudio amplifier. With an unequaled

4300 watts/ch at 2 ohms, even the most

power hungry subs will never run out

of gas again. And because it includes

our exclusive Single-stage Power Factor

Corrected (PFC) power supply combined

a ¥, 1-CHAKNg with a four tiered DC supply, average

o S ""2 a ¥, AC current draw 1» 30-50% lower than
b~ conventional amplifiers.

. L
n . LTI

W : o g The 9.0 delivers more than just raw
SiGmL u power. State-nf the-art high-speed
e AU L components and high-power MOSFETs
ensure the lowest distortion and noise,
while its high damping factor maximizes
speaker contral. And because it's a
PowerLight, vou'll have a compact
IRY chassis weighing only 59 Ibs, so
you can dropthe name: "B Breaker"” from

your amp rack.

cnnggcre,u PROFESSIONAL AMPLIF(ER
ol - - - » EE 5 -m .33
= T oY

Model Watts per chamnel So chieck out the mast powerful amp on

ol 4o i the planet. Better vet, listen to it. Forthe

dealer nearest you call (800) 854-4079

1600 | 3200 | 4500 ar visit our website for more infomation.
2001z-200 1z, 0.2%: 111D

IRz, 1.1 www.gscaudio.com

The non-linear current draw of conventional amplifiers severely
Jistorts the AC waveform, using less than 70% of the power. -Sh%r% AC draw
. ; ; th distort
The smooth current draw of the PowerLight 9.0PFC uses 99% of | 2 2 cangitsabio

current.

the A€ energy — the result is 3000 watts of undistorted music [
with an average current draw of less than 25 amps at 120VAC. ‘ C Smegth A drcm A U D I 0]

results i more
. Fov vorrecied V ysable current
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MASTERVISION

When Hank Williams decided to expand

and build an all-new MasterMix in Nashville, he was
aware of all the uncertainties associated with being a stu-
dio owner in the late "90s. New technologies. New for-
mats. New delivery svstems. New business. New
competition. So, he decided. when you have the chance
to build from the ground up in the audio industry, it's no
longer enough to stay current: you have to look ahead.
And looking ahead for Williams translated to DVD au-
thoring.

The new MasterMix includes sister company: tacility
MasterVision (pictured on this month’s cover). Nashville's
highest-profile DVD-authoring environment to date. A
joint venture between Williams, Mike Poston and Tracy
Martinson, MasterVision shares the sume Russ Berger-de-
signed space. shares files over the
same Sonic MediaNet network
and shares clients with MasterMix.
But the new facility brings new
opportunities. and the markets
seem 1o be there.

“Corporate is a huge market
here in Nashville,” Martinson suys.
“It's a short plane ride to Chicago
and Atlanta, and we're centrally
located to tap into a lot of that
work. As DVD-ROM becomes
more prevalent in laptops and of-
fice machines, there will be more
interest. T think DVD-ROM is what
people wanted CD-ROM to be.

“Then one of the more interesting markets, especially
heing here in Nashville, is the Christian-religious market,”
Martinson continues. A lot of the religious organizations
have archival footage of their speakers and their leaders.
on both film and video, as well as audio-only. We get
cvervthing from S-VHS to “%-inch to 8mm film 1o Digital
Betacam to D1—the whole gamut—and we clean it up.,
NoNoise for video, basically, and assemble it. To have the
ability to put their message out and have picture being
plaved. with access to eight different languages. becomes
very interesting o them.”

The project Martinson is most excited about, however,
is a benefit for the Center for Missing Children, with a song
written by veteran Nashville songwriter Peter McCann and
performed by Kathy Mattea and Michael McDonald. The
song was recorded and mixed at Seventeen Grand by Gary
Paczosa and Jake Niceley, produced by George Massen-
burg. Video was shot, documenting the process, and the
resulting DVD. due out on RCA in January. will feature a
randomize function to pop up screens of the hundreds of
missing children across the country. All the time and effort
was donated. To Martinson, who has five of the top ten
reviewed DVD-Video dises to her eredit from her davs at
Sony, it was a perfect use of the medium.

As we went o press, the stereo mix had been com-
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MasterVision principals, left to right, Hank Willioms,
Tracy Martinson and Mike Poston

pleted. and Martinson was awaiting a 3.1 mix and video of
the performers. MasterVision houses a production room
with three Sonic Solutions stations, along with the DVD
Theater (on the cover) for client presentations. quality
control and critical listening. An 8-channel Sonic Solutions
svstem sits 10 the left of the Panasonic DA7 digital con-
sole in the spure, comfortable room. Monitoring is via a
custom PMC surround system, with [B1s left and right, a
custom [B1 in the center and TB1s in the rear. Bryston 4B
amps power the svstem, and all wiring is from Kimber
Kable. The choice for high-resolution converters had been
narrowed 10 Apogee or dB Technologies at press time:
the facility can encode, decode in Dolby and can decode
in DTS (though MasterVision is in negotiations with DTS
to develop onsite encoding).

DVD-Video has garnered a lot

of the glamour press, and with 2
million players already out there
(ves, it's true, they won't play
DVD-Audio discs), that makes
sense. Still, there is a lot of techni-
cal misinformation out there, Mar-
tinson sayvs, and much of her job
in the carly going has been edu-
cating clients about the possibili-
ties for the format, whether Video,
ROM or Audio.
“People ask me all the time
how much a DVD costs to make.”
Martinson says. I ask them what
they wunt to do. You can't say that
it's ten songs and is going to take x amount of hours. IU's
so much more lavered. You have to sit down with the
client, storyboard it, work with the video people—the
misnomer is that it's like mastering an album. But it's not.
Mastering is a part of the process, not the end of it. For a
full-on DVD-Video project. the client will be more like the
director of a film working with the picture editor—day-to-
day interaction.

“One thing about moving to Nashville that surprised
me was that DTS has done an excellent job of getting the
word out here.™ Martinson continues. I was surprised
about the debate between DTS and Dolby being as hot
as it was. IU's not something [ saw in New York or [.A. My
personal opinion is that it’s not just an audio quality issue,
but also a marketing issue. It's very different for a corpo-
rate client who will make a kiosk or give them to sales
people vs. someone who is going to mass-produce a disc
and send it out to Tower Records. To say which is better,
DTS or Dolby. takes more looking into than just bit rate. |
hope in the future it's possible to put both formats on the
same DVD-Video disc. But with DVD-Audio. there's no
reason 1o choose, since you can have multichuannel, high-
resolution audio. IUs not up to me to decide on a specific
format and hawk it it’s my job to provide the best options
to my clients. for their individual projects.” ]

PHOTO DONNIE BOTT
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BY RICK CLARK

ILLUSTRATION BY JEFF FOSTER

Ask anyone in
music which instrumentalist
gets the brunt of the jokes, and most
would say, “the drummer, of course.” Most
drummers don’t seem to mind, though, probably
because they know that there is precious little popular

music that would function properly without them.
There are plenty of recordings that rock or groove without any combi-
nation of vocals, guitars, kevs or horns, but imagine the Rolling Stones
without Charlie Watts, “A Night in Tunisia” without Art Blakey, Rush
without Neil Peart or hip hop without drum loops. M Whether it is Ste-
vie Wonder’s playfully funky grooves, Tony Williams’ wondrous, lyrical
phrasing and sense of dynamics, Keith Moon’s explosive roar or Stewart
Copeland’s agitated synthesis of rock, reggae and ska grooves, drums
support and heighten the emotional essence of music with a
rhythmic physicality and grounding. B For this Mix ap-
plication feature, we enlisted four well-known
producers and engineers to discuss

everything from
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equal in level to how loud it is in the
overheads and mess with the phase
until you get it right. T usually use 57s
on the toms, too.

“Sometimes, some drums don't give
you that 100% happy feeling in the res-
onance department. Adding a mic un-
derneath the tom tom, usually out of
phase with the top mic, adds back that
boom boom you are so used to hearing.
I usually use 421s for that, and I gener-
ally don’t EQ. I just knock it out of
phase. Knocking it out of phase will do
a lile bit of a natural midrange dump
because of its distance to that top mic. A
lot of times, that mid-dump is propor-
tional to the size of the drum. What 1
mean by that is, the bigger the
drum, the farther those mics
are apart and the lower
that canceling frequen-
cy is, which is about
right for the bigger
drums. You want to
go down with the fre-
quency with the mid-
dump.

“A lot of times, when you
lean on an overhead picture like this,
the ride cymbal—ijust by virtue of the
fact that the drummer generally keeps
the ride cymbal lower and closer to the
drum Kit than a crash cymbal—some-
times needs a little help. So although it
is totally against everything I know, T'll
put another mic on the ride cymbal to
help bring it into the picture. The more
mics, the more of a headache it be-
comes to keep it all phase-coherent.

“A lot of times, in rock music espe-
cially, it gets hard to keep that sound-
stage picture clear, and I understand
that a lot of people nowadays—you
kids out there—don't necessarily want
it to be clear. Fine! But in case you are
one of those who want to keep it a lit-
tle cleaned up, usually the best way out
of that is to put some of that super high
16 or 17kHz-type EQ on those over-
heads. It makes an artificially detailed
drum picture, but it has a tendency to
detail the drums in a place that is well
above the smear of clectric guitar
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crunch stuff. The higher frequencies are
not really in those guitar sounds. So
those higher frequencies are a good
place to go to pull the drum detail out
of the guitar hash.

“My favorite reverb is the room the
drums are sitting in. That is actually air
molecules moving around in sympathy
with the drum kit. When | do set up
room miics, I like to set up room mics,
meaning I don’t mike the drum kit from
the room. I mike the room. I usually
have a tendency to use large di-
aphragm condenser mics looking away
from the drum kit toward parts of the
room that sound good. I'm getting
what's coming off the walls and floor
and ceiling. [ think the reason [ like that
is because it enables me to maintain a
detailed drum picture and yet add a
room sound to it

“If you put your room mic up look-
ing at the drum kit, you will often en-
counter some problems with main-
taining the clarity of the drum’s sonic
picture. Let's just set up a typical sce-
nario: The stick hits the ride cymbal.

| USUALLY LIKE TO USE

CLICK TRACKS, WHICH ARE NOT
METRONOMES, BUT ACTUALLY TONAL
SEQUENCES THAT FOLLOW

THE CHORD CHANGES.
—PETER COLLINS

The sound gets to the overhead mics in,
say, 2 milliseconds. Then that sound ar-
rives to the room mic in 47 millisec-
onds. Now you have smeared the
definition of the drum picture. And
that's happening with all of the cymbals
and all of the drums and everything.
But if you're just getting the reflections
off the wooden walls of the tracking
space, the wood doesn't reflect those
higher frequencies, and therefore, they
don’t have a tendency to smear the de-
tail of the drums.

“There are some pretty bright-
sounding rooms out there, and Ardent’s
C studio is one of the brightest. But
even our C studio doesn’t ever get up
to the point of smearing that detail. If |
do end up mixing stuft where people
had mics looking at the drum Kkit. 1
have a tendency to dump everything
from about 3 or 4 kHz up. I then let the
overheads serve as the providers of the

detail and not the room mics. That's
often helpful.”

PETER COLLINS

Peter Collins has produced an amaz-
ingly wide range of critically and com-
mercially successtul projects, ranging
from Rush and Queensryche to Jewel,
Indigo Girls and Brian Setzer. Collins.
based in Nashville, more recently pro-
duced Bare Jr. and a duet with Elton

John and LeAnn Rimes.

“Generally speaking, these days, 1
like for the listener to be able to see
the kit in its entirety, rather than split
up over the stereo system, with cach
component cleanly separated. I'd rather
be able to ‘see’” the drummer sitting in
the room with the kit, with the kit
sounding like one instrument. rather
than a whole bunch of percussive cle-
ments. So when I'm recording. 1 want
to have that vision at the end of the
day. I think that’s found on most of my
records, over the last few years; partic-
ularly on the Brian Setzer record, which
has a very organic sound to it that isn't
hyped up.

“I'm a huge fan of pre-production,

so that the drummer is totally

prepared and we can nail it

very quickly in studio.

try to catch the early

performances. They

don’t get better. They

usually get worse. It's

important to catch the

drummer while they're

fresh and not ‘thinking.’

Then you just get a natural flow
of performance.

“I usually like to use click tracks,
which are not metronomes, but actually
tonal sequences that follow the chord
changes. It's also helpful for everybody
concerned, in terms of reminding them
what the pre-production was. It gives
everyone some room o breathe
around it, because it isn't as rigid as a
metronomic-type click.

“For me. a personal landmark
record was Rites of Passdage by the Indi-
go Girls, which we recorded with Jerry
Marrota over at Woodstock. We used
Bob Clearmountain’s mix room, which
was normally not used for recording.
We had Jerry in a booth in this small
room, and the drum sound was ex-
tremely present, It is the complete an-
tithesis of the stadium rock sound.

“On the last two Rush records,
Counterparts and Test For Echo. 1 went
for a much more organic. less-hyped
sound. My philosophy with Neil's
[Peart, Rush’s drummer] drums has
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changed over the years. In 1985, when
I first worked with him, they wanted an
ultra-high-tech sound, which was very
fashionable in those days—the days of
Trevor Horn, Yes and Frankie Goes to
Hollywood and all those British bands.

Rush specifically wanted to be in that
arena. It was not a particularly organic
sound.

In those days, when we did Power

Windows and Hold Your Fire, the engi-
neer James ‘Jimbo' Barton was instru-
mental in achieving a unique sound,
utilizing high compression on the
drums and a very clever use of reverbs
that were very much larger than life.
At the time, Neil was triggering sam-

ples of African drums and all sorts of

other odd things, plus he had a small
kit behind him and a big kit in front
there in the studio together, with all his
toms and percussion stuff. He would
spin around in the middle of a song
and play the smaller kit and then come

IN R&B MUSIC, PUTTING HOOKS
IN THE RHYTHM SECTION USED TO BE A VERY
POWERFUL TRICK. AFTER ALL, WHEN A PERSON
IS SINGING YOUR SONG, THEY SING LYRICS,
AND THEN THEY SING SOME PART

OF THE GROOVE.

— NILE RODGERS

back to the big kit.

“A very good example of understat-
ed drums are the drums on the single
remake 1 did of Jewel's ‘Foolish
Games,” which was a Top 10 hit, The
drums created a really cool momentum
to the track, without you being very
aware that they were there. Omar
Hakim played, and it was a really beau-
tiful, subtle performance.”

NILE RODGERS

During the late '70s, Chic were un-
questionably the most elegant band
with the deepest R&B grooves in the
world of disco, A key component in
Chic’s artistic vision was producer/gui-
tarist Nile Rodgers. Rodgers (newly in-
stated president of Music Producers
Guild of the Americas) has since pro-
duced some of the biggest acts in pop-
ular music. Rodgers has created drum
tracks featuring signature musical
hooks as memorable as any great lyri-
cal or melodic instrument line in pop.
Over the last year, there have been
three Number One hip hop hits (Will
Smith, Notorious B.1.G., Puff Daddy
and Mase) using grooves from
Rodgers’ productions. Among Rodgers’
many credits are Madonna, Peter
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Gabriel, Duran Duran, Power Station,
Vaughan Brothers, Paul Simon, Al Jar-
reau, Sister Sledge and David Bowie,

“1 look at the drums as the founda-
tion of the record, the foundation of the
groove, the foundation of the song and
the foundation of the mix. Everything
is based around the drums. I think of
the drummer as an instrumentalist and
a COMPpOSser, s0 we are composing a
drum part. We're not just playing the
record; we are playing a composition
with a beginning, middle and end.

“Most of the time, we all play to-
gether when we are cutting a rhythm
track. Often, F'll say to the drummer,
‘You're the only person who counts
right now. We are all subordinate to
you, because we can all change our
parts.’

“When I'm recording drums, 'm ex-
pecting some unique, wonderful thing
to happen that is going to inspire me to
say, ‘Wait a minute! Let's make that a
hook!” That was certainly the case with
Madonna’s song ‘Like A Virgin,” which
Tony Thompson played drums on. I'm
not sure that I gave Tony the actual pat-
tern, but I sure know that when I heard
it, I went, ‘Hey, I want you to do that
every time at this point.” It just became
a hook.

“In R&B music, putting hooks in the
rhythm section used w0 be a very pow-
erful trick. After all, when a person is
singing your song. they never sing a
lyric all the way through. They sing
lyrics, and then they sing some part of
the groove.

“Another song that jumps out at me
is ‘Modern Love,” by David Bowie.
When we sat down and rehearsed the
song, I said, ‘Okay, Omar. this is what
your pattern is going to be.' e played
it, and we started grooving, and while
we were playing the song, 1 noticed
that he was changing the pattern. After
we finished the performance, I liked
what he did so much that we then
went back and changed our parts to
sympathize with his parts.

“A drummer's ability to understand
the beat and how to shift the feeling
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and vibe, to be on top of the beat or
behind the beat, is essential for me to
feeling comfortable with a musician, if
a person doesn't understand the differ-
ence in interpreting a beat and inter-
preting swing feel or isn't able to rock
and groove behind and on top of beats
and all of that stuft, then that isn't a per-
son I want to play with, I'd feel uncom-
fortable with them.

“When I think about those days with
Chic, we played the songs like 10, 11
or 12 minutes at a pop with no click
track. We just grooved like that. "We
Are Family’ has to be like ten minutes
long. When you start the record at the
beginning, all the way toward the end,
you don't feel like there is some big
groove shift.

*I grew up in a vibe that was like,
‘The only time you speed up is if the
conductor makes you speed up.” But
R&B bands were all about pocket and
laying and sticking right there and
being able to set your watch to the
tempo. We were like metronomes. We
would just practice grooving. You had
1o be able to play the same thing, over
and over and over again, and be able

game and start every hand with two
aces, you would feel pretty good. So
every time I walk into a recording stu-
dio, I'm trying to get in there with as
many aces as possible—a great engi-
neer, gredl equipment, great musicians
and hopefully great songs. Then I try to
make it as good as it can be.”

ELLIOT SCHEINER
Elliot Scheiner has worked with many
of the most successful and influential
acts in pop and rock. Many of his pro-
ductions feature a drum sound that is
immediate and organic, while not over-
whelming of the emotional thrust of the
material. On radio and in critical listen-
ing environments, Scheiner's work
sounds great, and the string of Platinum
artists he's worked with (including The
Eagles, Fleetwood Mac, Jimmy Buffett,
Acrosmith, John Fogerty, Billy Joel and
Steely Dan) attest to that fact. Most re-
cently, Scheiner's projects have includ-
ed Stevie Nicks, Toto and a new Steely
Dan album.

"I go in with the attitude that I don’t
want the players to do what I want
them to do. I want them to do what

I NEVER PUT MICS UNDERNEATH. | DON’T SEE
THE BENEFIT. IT’S MORE PHASE SHIFT THAT |
HAVE TO WORRY ABOUT, AND IT ISN'T ADDING
ANYTHING. | CAN USUALLY GET WHAT | WANT
OUT OF THE TOM TOMS FROM RIGHT ABOVE.
—ELLIOT SCHEINER

to keep it there for an hour if you had
to. Nowadays, 1 use click track all the
time, because all the drummers I know
are completely comfortable with them.
As a matter of fact, I only started using
click tracks when drummers I knew
started requesting them.

“Traditionally, it is older players who
have been playing in blues bands or
more freestyle bands who have prob-
lems with click tracks. I've been a good
enough coach with these drummers to
make them very comfortable with
clicks. That's because I program some-
thing that feels musical to them. It feels
like part of the arrangement, and they
are not just playing to a metronome. In-
stead, they're playing to something that
is swinging.

“If you could go into every poker

they do. Obviously, somebody saw
something in them. In the case of a
band, I feel that it is my obligation to
capture what somebody saw. The
whole trick with a lot of this is in plac-
ing the mics right.

“I've always felt that the drums and
bass were the heart of the record. On
most of the records I've mixed, the
drums are fairly loud. With the excep-
tion of a few rock 'n’ roll records,
where they are sitting back a little
more. most of the records I've done are
records where I can afford to keep the
drums way up there, like The Eagles
and Fleetwood Mac, John Fogerty loves
loud drums. He had the drums louder
than I have ever mixed them. I
wouldn't have thought about mixing
them that loud, but they definitely
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perfect tool for a sound designer like Scott Martin Gershin of
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worked that way.”

"Nine out of ten times, I find the
same mics will work for most any
drummer’s kit. On the kick, 1 normally
will use a [AKG) 112, Occasionally, T'll
find a bass drum that won't work with
that mic. In that case, I'll go to an RE-
20. Tt seems to be working in those situ-
ations where a drum is tuned a little bit
differently—usually a litle lower—and
where I'm not getting enough attack.
The RE-20 gets me a little bit more at-
tack on the drum.

“For snare drum, | use one mic and
one mic only. It's on top, and I seldom
use a bottom mic, unless somebody in-
sists on it. I have always used an SM57.
[t gives me the natural sound of the
drum. They take a beating and they

don’t overload.

“For the rack toms, I used to use
421s. The 421s worked great on just
about anyone’s toms. I did some live
recordings for The Eagles, and 421s
worked out fine. But when I worked for
Fleetwood Mac, their front of house guy
was using SM98s on Mick’s toms. The
live mixers use them, because you don't
see them. They are teeny, and the front
of house guy gets everything he needs
out of them for live stuff, but I wasn't
getting everything I needed out of them
for recording,.

"I ended up putting ATM-25s in
there, and those worked out great. 1
close-miked each tom, and 1 didn't have
o use any EQ. The 98s were already in
place, and the front of house guy wasn't
going to lose his 98s. So I had to posi-
tion my mics pretty close to the 98s and
pretty close to the heads. Those mics
take a beating as well. I was surprised.
I've been using the ATMs in the studio
as well.

"I never put mics underneath. I don't
sce the benefit. It's more phase shift that
[ have to worry about, and it isn’t
adding anything. I can usually get what
[ want out of the tom toms from right
above.

"For overheads, I've always used C-
12s. T keep them up fairly high. I try to
get more than just the cymbals. I try o
get as much good leakage as I can from
the rest of the kit. T usually place them
right above the cymbals, anywhere
from four to six feet, depending on how
many cymbals there are. I will also
angle them a bit.

“For hi-hat, I'll mostly use a KM8I,
positioned away from the drummer on
the back side of the hat. If you're look-
ing at the drummer from the side, and
the top of the hat that is closest o the
drummer is like 12 o'clock, then T will
place the mic at about 4 o'clock, not 1o
close to where his stick hits.

“I've been using RE-20s as room
mics, and I bring them down to chair
level for somebody who is sitting
down. Sometimes I will face the drums,
and sometimes I'll face them away from
the drums. Either way, I end up captur-
ing what I want, with very little EQ. I
really like big, live rooms to put drums
in. I can always put batfles around the
drummer, but I like to start with a very
live room and then work down.” ]

Rick Clark is a writer, songuwriter and
producer based in Nashuville.

Burlington A/V Recording Media, Inc.
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Rick Essig

It's been 15 years now since the Compact Disc arrived on the U S.
scene and began its slow but steady climb to the top, stimulating
in the process a then-nascent market for digital recording technol-
ogy. The impact on both the recording industry and the pre-
recorded music market has been profound. Mastering engineers,
in their role as linison between the worlds of recording and man-
ufacturing, have been at the center of these technological up-
heavals, dezling with changes in recording formats on the one
hand and in consumer formats on the other.

Today, the music industry finds itself in a position similar in
many ways to that of the period leading up ta the CD’s emergence.
Sales of the flagship product (then the LP, now the CD) BY
have leveled off after years of strong growth (then the
disco boom, now the CD boom). On the horizon is new, higher-fi-
delity technology for audio delivery (then €D. now DVD-Audio or
Super Audio CD) that would require major investments in new
methodologies (then digital, now surround and higher resolution).
But consumers are largely oblivious, and the industry itself is not

uniformly convinced of the value or wisdom af the new formats.
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With this in mind. it seems ke a good time 1©
pick the brains of a few mastering engineers on the
impact of all these technological changes. taking
stock of the current situation and looking where
trends might lead in the future. For this forum. |
posed a few such questions to those laboring on the
front lines of mastering. including Hank Williams of
Nashville's MasterMix (Alan Jackson, Brooks & Dunn,
Steve Earle); Robert Vosgien (John Hiatt. Lee Rite-
nour, Fourplay. Charlie Musselwhite). newly returnetd
to Capitol Mastering in Hollywood after a decade
long stint at CMS Mastering: Chris Gehringer of New
York City's Hit Factory (Dn Hill. Method Man, Di-
vine); and Rick Essig of Frankford’Waynce Mastering
Labs (Rolling Stones, Elton John. Tori Amos, Sarah
McLachlan;, also in New York.

What are the most imporiant charnges yoit've seen
over the last several years in the way maleridl comes
into your facility for mastering? Hauve netw techioln-
gies affected the extent to which mastering involves
not onby sound enbancement and makiig prodiic-
tion muasters, but also editing ciid mdster frrepadra-
tion?

Rick Essig: New technology has definirely atfected the
stte of the art of mastering in virtually all aspects of
the craft, from digital audio workstations (0 comput-
er-controlled cutting lathes. The DAW is perhaps the
biggest asset in terms of allowing much more work to

Robert Vasgien

Chris Gehringer

he done in a single clay than any other new ol 1o
come down the pike in quite a few years. We're
equipped with three SADIE workstations here al
Franktord, Wayne. and they have increased produc-
tivity 110%. The DAW has also allowed a more cre-
ative environment for me as the engineer because of
the unlimited editing capabilities of SADIE. I tind my-
scll doing things 10 songs that would have been im-
possible in the analog 2-track domain. or even tlre
early digital systems such as the Sony DAE-3000,
which was the de tacto editor until a few years ago.

As far as master preparation. on the older systems
everything had 10 be sequenced in reallime. Se
guencing can now be done after initial recording
miuch faster and more efticienty with SADIE. Th.u
goes double for jobs that require curse removal and
song spacing. Sound enhancement is still pretty olei-
school with us: 30 years worth of vintage and custom
analog gear just sounds better than most of the digital
stuff out there now.

Another big change I've seen has been with the
advent ot digital tape praducts. Mast masters that
come in today are either on DAT, CD-R or PCM-1630
U-Aatic ape. We sull get the occasianal half-inch or
quarter inch analog tape, but it’s the exception rather
than the rule. For the client who is on a budget, dig:
il tape is far less prohibitive from a cost standpoint
than analog. Storage is greatly increased on digital vs.
analog. as well. But you still can’t bear the sound of a
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well-recorded half-inch analog tape,
provided both record and playback ma-
chines are properly calibrated.

Chris Gehringer: The magneto-optical
machines are very easy to use. The
transport is instant, and there's no de-
generation of the material. It might be
the wave of the future, and I really
enjoy using it. Another plus is that with
the MO you can choose your bit prefer-
ence—16, 24, etc. Also, DATs and half-
inch can wear down over the years. But
[ like half-inch because it generally has
a fuller and richer sound than DATs.
Digital does what digital does—it
doesn’t change the sound.

Hard disk recording—I use Sonic

Solutions—has limitless abilities on edit-
ing, multichannel recording in master-
ing and assembly of albums. It has
given me the ability to EQ, edit and as-
semble while focusing on each song at
one time. This allows me to focus on
each step more clearly than when mas-
tering used to be a live procedure. It al-
lows me more of an individual focus.
People used to bring projects in all to-
gether on a 14-inch reel; now they can
bring an album in piecemeal and we
can put it together. You can demo as
many nondestructive edits as you like
with total recall.
Robert Vosgien: Almost all the major-
label projects—the bigger-budget stuff
that I see—is coming in on half-inch
tape with no noise reduction, which is
my favorite format. But a lot of projects
come in on DAT now, which is a big
change from the days of mostly quarter-
inch. Also, with some of the affordable
disk-based editing systems available,
some of the smaller independents are
dumping things out on CD-Rs and
bringing those in as masters.

[ actually find that with some of the
lower-priced editing systems, going in
and out can degrade the sound, so the
damage can be done before it even gets
on a CD-R master. Many times when
mastering [ need to check the client’s
edited version against their pre-edited
version, and lots of the time there is a
quite a difference: The original has a
clear, open sound, and the edited has a
veil over it. Sometimes people who try
to save money by doing the editing be-
fore they come into mastering end up
spending more, because after we hear
the difference, we end up going back to
the original and re-editing on our own

system. It's tough to pin down the
cause, but the bottom line is that clients
have to be really aware of the systems
they are doing that kind of editing on.
But overall, for the people who have
access to a decent system for their edit-
ing, we spend less time putting things
together in mastering now than we
used to.

Hank Williams: Fortunately, we are see-
ing more analog sources after so many
years of DATs. We also have some
clients that are using high-bit-rate MOs.
[ see a tendency for clients to want us
to use our editing systems as multi-
tracks, adding elements of vocals or
lead instruments to change the mix
they brought in. The boundaries be-
tween post work, mastering and other
entertainment services are slowly going
away.

What bave been the most important
changes over the past few years in the
tools you use in the mastering environ-
ment? How do you expect to see those
tools evolve in the future?

Essig: Again, it has to be my DAW that
stands out in my mind as the single
biggest change from the days of writing
detailed EQ and level-change cards that
had to be reproduced exactly for every
different master that you made, be it a
quarter-inch Dolby B cassette master or
master lacquers. Now I can dump into
SADIE and generate any sequence to
any format with no hassle. So I see the
workstation as the tool of the future.
Once the design of digital sound
processes gets up to speed in terms of
sound quality, the sky’s the limit.
Gehringer: Hard disk editing, automat-
ed consoles, EQs and compressors.
When mastering was a live procedure—
such as with vinyl—you couldn’t do as
many things or make as many changes
4s you ¢an now.

As for the future, that's very hard to
say. Did you ever think, years ago, that
computers would be used for music?
Computers are going to bring tapeless
transfers to the forefront of the music in-
dustry. The day will come when I no
longer have to actually send a tape to
the plant; I'll be able to e-mail it. Some-
day, sessions might be done via com-
puter links to studios or homes live so
producers, artists and engineers can lis-
ten in an environment that they feel
comfortable in, though 1 don’t know if
that will necessarily be a good thing.
Vosgien: I'd have to say that the biggest
change has been from tape-based edit-
ing to the hard-disk based editing sys-
tems. I do all my processing either
before or after A-to-I) conversion, and
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then use a Sonic Solutions system just
for editing. The tlexibility you get with
Sonic is light years ahead of any tape-
based system, and I expect that in the
future Sonic and the other systems will
all be quicker and eusier to use, with
less crashing and other weird stuff
going on. But I am also still using the
Sony 3000, which is hased on the PCM-
1630 format. As far as the masters that
2o to the plant, I am more in favor of
going right from the 1630 than sending
a PMCD [Pre Master CDJ or a CD-R.
For the enhancement tools them-
selves, [ love a lot of the tube stuff that's
out there now from companies like
Tube-Tech and Manley. It's kind of like
“new old stuft.” 1 always loved the
sound of the original tube gear. and 1
think the new stuff is quieter and more
reliable. The tube gear helps a lot of the
DAT and other digital material. At the
same time. the Daniel Weiss digital gear
is just fantastic.
Williams: Our major changes have been
designing our own muastering preamps

to enable us to monitor digital and ana-
log signals both pre- and post-EQ with
a Class A signal path. We have also pur-
chased 24/96 modules trom Daniel
Weiss. Oh, and we've just moved into o
brand new facility. That's our biggest
tool change!

You've seen the introduction (with
varying degrees of success) of a num-
ber of different audio delivery formats
(consumer) over the course of your cd-
reer. What's your take on houw the lead-
ing mastering facilities have adapted to
these new technologies without being
thrown off by all the changes?

Essig: We've always had a wait-and-see
approach to emerging technology. If it
catches on, then we get the necessary
gear to provide masters with. On the
whole, most of the consumer product is
generated at the production plant—they
still pretty much take standard digital
formats from us.

Gehringer: DCC and MiniDisc never
took oft. Although we used the same
technology, the record companies satu-
rated the plants and consumers with too
many formats in too little time. The
1630 is still alive and kicking. Most of
the main changes are absorbed by the
plants and not the mastering facility.

ADVERTISEMENT

Digital was probably the greatest
change in my career, and just like any-
thing else, you learn to use it as best
and as fast as you can to keep up.
Vosgien: From a business standpoint, 1
don’t think it's good to run out and
jump into something real quick. It's re-
ally risky to get involved in things that
won't be out for a couple of years.
When I was at CMS, we ran a real lean
and mean operation, without a lot of
extra capital to make those kinds of
jumps. There are certainly bigger bud-
gets over here at Capitol, but T would
rather sit back a little bit and see how
things develop before jumping in and
making the investment.
Williams: Everyone has their own mix
of formats they deal with. If you are tak-
ing care of your clientele, you won't get
*thrown oft.,” With DVD) being used in
more than the music end of the enter-
tainment industry, 1 think there is a far
greater possibility of success compared
to some of the past consumer formats.
How important do you think surround
Jormats will be in the near-term to the
daily work lives of mastering engi-
neers? What changes bave you or will
you be muaking to accommaodate mas-
—CONTINUED ON PAGE 209

HoLLywooDbn’s BEST KEpPT SECRET Is OuT!
GKS ENTERTAINMENT MASTERING STUDIOS - History In The "lle-Making"

HOLLYWOOD, CA-The fine art of tearing
down the old to make room for the new has
left our architectural landscape with strip malls
for everyone. Why spend more money pre-
serving  historical landmarks when you can
start from scratch? GKS Entertainment’s Senior
VP of Mastering & Creative Services, Lou
Hemsey, can tell you why.

Hemsey, along with his team of creative
gurus, has restored and renovated the historical
“Sound Labs™ mixing room and recording stu-
dios in Hollywood. Originally designed by the
legendary Armin Steiner, the studios were
used by Columbia Records to mix and record
top artists in the 70's.
They have converted
the mixing room into a
fully equipped, state-of-

the-art HDCD  Sonic
mastering suite.
Steiner, who  was

enthusiastic about the
remodel, said, “Every
famous 70's artist that
you could think of
mixed in that room. It
is great to sec il live on.The room was one of
the first *Quad’ studios in the country, premicr-
ing the Neve automated console, Sony DAE
1000 editing bay, and was all built transformer-
less.”

“One of the things | loved about the room
was its size.” states Hemsey. *Fam not a fan of
huge, pristine monitors positioned three feet
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away from the creative team in a room that has
little cubic volume. Steiner’s *Quad” design (a
forerunner to today’s 5.1 surround and the new
DVD Multi-Channel Audio format) gave us
spice; this room “breathes correctly’. With
Steve ‘Coco’ Brandon, we
redesigned the main monitor sof-
fits, changed their center azimuth
and resealed the back  casings,
leaving the fronts exposed with
part of the speakers protruding
over the front of the soffit”
Hemsey  chose  the  Genelec
1038A, triamped, self powered
monitors
with a 15 inch

woofer
rather than go with two
12's on a side with a sub:

“For me, much better
reality when mastering,
especially  for  records.
Additionally, with the
speakers in the soffits
and an appropriate  dis-
tance between the engi-
neer and the speaker...
evervthing we hear reflects the real world a lit-
tle better, subsequently our CD masters, both
for records and film, transkate beautifully out-
side the studio.”

Hemsey chose the Sonic Solutions USP High
Density Workstation, Pacific Microsonics HDCD
AD/DA Converter (24 bit @ 96kHz and
88.2kHz), Massenburg 9500 Mastering EQ and
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Cranesong’s STC-8 Sterco Limiter/Compressor.
“The room’s pedigree is impeccable,” states
Hemsey. “All the best have passed through this
room, mixing hit after hit, overdubbing and
tracking” With Hemsey's creative edge, “The
Musician’s Mastering Engineer”
is seeing a new era of ground-
breaking music pass through
these good ol walls.

Hemsey is not the only fan of
GKS Entertainment’s Studio One.
In less than a year it has seen a
series of radio edits that climbed
the charts. Hemsey edited MCA
artists Blink 182 and their
rcleases Josie and Dammit, followed by
Tracey Chapman & B.B. King’s The Thrill Is
Gone; later, the clean version of Sublime’s live
LP Stand By Your Van. Others include The
Murmurs, Semisonic, New Radicals and,
most recently, MCA recording artist Dada
worked with Hemsey to complete a smokin’
radio edit of their new hit single California
Gold.

Recent mastering sessions include MCA
artists Dada, Melky Sedeck, Richard
Buckner, Elektra’s Old ‘97’s, Alligator
Records’ Little Charlie And The Nightcats,
latin/rap artist Lucky Luciano, rising rap stars
DA Congregation, the return of 80's rockers
Pretty Boy Floyd, and Joshua Kadison (pic-
tured above). -Peter Kluge

GKS Entertainment Studios 323.962.2444
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DENNY PURCELL

PRESIDENT OF GEORGETOWN MASTERS, NASHVILLE

astering is a job for the

highly patient and the con-

summate diplomat. Denny
Purcell is both. He has spent more
than two decades as one of
Nashville's finest, and most respect-
ed, mastering enginecrs.

Bom and raised in Indiana, Pur-
cell was a musician in the '60s and
moved to Music City USA in the
early "70s after trying his hand at en-
gineering in New York. As a sec-
ond engineer at Quadrafonic Sound
Studios, he worked with the likes of
Neil Young, Dan Fogelberg, Linda
Ronstadt, Jimmy Buffett, Joe Walsh
and countless others. When pro-
ducer Elliot Mazer wanted to record
Young's Time Fades Away tour,
Purcell and Gene Eichelberger
helped build a mobile in just two
weeks, and remained with His
Masters Wheels—which featured a
custom Neve console and the last
pair of Ampex MM-1000 16-tracks
ever buit—for two years.

When the fuel crisis hit in the
early '70s, artists stopped touring.
Mazer bought the Grateful Dead's
Alembic Studios in San Francisco
and moved the truck's equipment
into the control room. Deciding
that his fate lay elsewhere, in 1974
Purcell moved back to Nashville;
the only job he could find was as a
mastering engineer at Woodland
Mastering. There, he cut gospel
music for eight hours a day. “I was
allowed two pencils per day, and 1
had to use the cutoff filters,” he re-
calls. “I was allowed no clients.”

He later mastered Kansas' huge-
ly successful album Masque, and
ended up running Woodland Mas-
tering, remaining there for some 11
years. In 1983, he struck out on his
own and founded Georgetown
Masters, where he remains today.

During his long career, Purcell
has earned more than 500 Gold
and Platinum albums in just about
every musical genre. “Some
weeks,” he offers, “Georgetown
garners 50 percent of the country
charts, 50 percent of the inspira-
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tional charts, as well 20 percent of
the pop charts.” Success indeed.

We caught up with this busy,
soft-spoken professional between
remastering sessions for a series of
DTS-sponsored DVD-Audio releas-
es by MCA artists.

What attracted you away from
remote recording to mastering?

That's a really simple answer. 1
moved back here to Nashville to
see more of my daughter, Rissie,
from my first marriage, and the only
job I could find was mastering. 1
much prefer mastering because I'm
a guy who has to see the end of his
work. I get to do at least 200 al-
bums a year. When I worked in the
studio with some really famous
artists, they might work on two or
three projects, and the product
might never come out. If you're a
studio engineer, at best you might
be able to work on ten albums in a
year. Now I get to work on [be-
tween] 150 [and} 200 albums; I've

BY MEL LAMBERT

been doing that for 20-some years.
Did you sometimes find it frustrat-
ing as an engineer that your work
didn’t make it onto vinyl?

Always! Lots of wonderful things 1
got to hear nobody’s ever heard.
You mixed the master tape in the
studio as an engineer, then you
hear the vinyl come out...For years
I cut lacquers. But when 1 started
[Georgetown Masters], I bought
Alan Zentz's systems: two highly
modified [Neumann} VMS-70 [lathes)
with §X74 cutter heads, and bat-
tery-powered electronics. They
were incredible; then we put the
Compudisc [cutting automation
computer] on them. They also had
Panasonic quartz-lock direct drive
[motors]. It was like the hot rod of
hot rods!

Because that combination would
give your clients an advantage, a
much better-sounding cut?

A big advantage. At that time, in
1980, the Neumann VMS-80 had
bearing problems, and for two
years they didn't sort that out. In
the meantime, a few people had
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Compudisc. The headache back then
was, vou went to all this work to get the
sound right. then vou had to walk be-
hind the console, address the lathes and
figure out how that physics would apply
1o a disc. You know, a whole other
question. But with the Compudisc. 1
didnt have to worry about that as much.
How long did it take you to learn the
limitations of vinyl?

Doing it wrong several times and then
having it come back. There’s lots of
things | could do that, by the time they
were replicated, might not work. It took
me at least two years to figure out a lot
of that.

Is patience a necessary attribute for a
mastering engineer?

There's no question that it’s paticnce
with clients, patience with technology.
In other words, calm. linear thinking
amid an ever-changing terrain of musi-
cal and human dynamics.

The typical client that comes to work
with me has been with a project for two
or three months. He's “Octinoid.” mean-
ing cight-times paranoid. In mastering
houses. we usually stay “Quadrinoid.”
four-times paranoid. And a client will
come in and say, “Please listen to the
guitar on cut number 3; it's driving me
nuts!” I've never heard the music in my
life—I'm gonna hear it for one or 1wo
days, and that's it. I have an entirely dif-
terent focus. I listen to the same song
and say. “You know, the guitar doesn't
bother me. but I can't hear the vocal.”
Then he goes even more Octinoid.

Basically. patience is very important:
you cnd up being sonic therapy for
vour client. But I have a big advantage:
I have an assistant who does setups.

writes cards for evervthing 1 do. and
who actually lavs down everything. All ]
do now is EQ. Most of my time is just
spent listening (o the music—seeing
what I think it needs and then leaving
my room. 1 have a little $3.00 bell like
they have at hotels. When the bell goes
off, it means I've done my part. Then
the client comes in and listens. When
he's done listening, he rings the bell
and I come back in.

You don’t like being there with the
client?

Oh, I'm there talking with the client, but
not while he’s checking what I did. It's
wasted time for me. (1 call that bell a
$3.00 answer to a complicated ques-
tion) If he's happy with what we did.
my assistant. Jonathan Russell. lays it
down. If he's not. we make changes
until he approves it. We alwavs EQ first
in my place

What sort of reference systeni do you
bave in your room?

My main monitors are Duntech Sover-
cign 2001 Mark 1ls with the Nelson PAS
X1000 amps, which is 2,000 watts into 4
ohms. with Alphacore silver wire. [ driv
[the Duntechs] simply bi-wired. Betore,
was using the Threshold SA12E's—and
I still like them—but of late 1 prefer the
X1000s. 1 audition amplifiers and wire
preuy much all year round

What do you use as a reference soirce?
1 have different things that 1 listen 10. 1
@o to the Dire Straits or Mark Knoptler
[CDsl that I've gotten 1o work on. I just
did Sultans of Swing: The Very Best of
Dire Straits. I've done [Knopfler's
soundtrack albums forl Weg the Dog.
Princess Bride. Last Exil to Brooklyii and
Metroland. Then | did Golden Heart.
which is a marvelous CD: one of his
best albums to me.

Clients turn around from the console for critical listening on Georgetown Masters’ own Wall of Sound
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What was your most memorable mas-
tering project?

That's hard to say. One of the most
memorable, in the pop arena. was the
Kansas album, Masque. Then, in the
popular music/country category, it
would be working on Garth Brooks’
first album. The producer came in on
the third song and said, “Hey, Denny, 1
don't know what you're thinking, but
do it like you always do it. These tapes
aren’t going any place.” That was a big
deal to me because Garth Brooks is the
higgest-selling solo artist of all time. We
just finished a live album, which is a
double-CD set |Garth Double Livel.

Do you work with Nashville artists
primarily, or a wider range?

I get [projects] from all over the world.
In the '70s, pretty much what was going
on in Nashville was just local people. A
lot of them, let’s say 20 to 30 percent,
wanted to fly to LA. or New York to do
mastering. When I built this place, 1
studied the world market for equip-
ment, with my friend Rick McCollister,
who built most of my electronics. When
I was a teenager, 1 used to race go-carts
all over the United States. I could never

THE AMEK DIFFERENEC

A FULLY AUTOMAT
FOR THE SAME P
VERY ORDINARY

AR SN R R R S RN EE RN

AMEK’s SUPERTRUE automation system, which is used on-all
AMEK consoles, is standard on Big. With the lcrgww

MA KK

KNOPFLER

goldon heart

do better than 13th place in the Nation-
als. I watched the person who won first
place. I'd never seen a go-cart like that:
It was handmade; it was all “esoteric.”
That day, a light bulb went off in my
head. You can’t win a stock car race
with a stock car. Nobody in Nashville
had built discrete, handmade. propri-
etary circuits; since that time. we've
heen off and running and very compet-
itive in the world market. We're one of
the Top 10 places in the world.

What's the most popular mastering for-
mat you're seeing?

Right now. what we're seeing is half-
inch analog on [Ampex] ATR without

mm
v

RI
DE

noise reduction, 30 ips. I have two fully
modified ATRs with three different
headstacks, three different outputs and
different electronics.

Why different electronics?

Because we listen to each on each proj-
ect and decide which personality suits
where the music wants to go. If the proj-
ect is digital, it's either [Sony] PCM-9000
at 44.1 or 48; Genex [GX8000] if it's 88.2
or 96 kHz. Everything I'm doing is 24-
bit; has been for several years. If you
want to hear pretty much exactly what
you hear in the studio monitors, then
the answer is digital, 24-bit 88.2 or 96
kHz, on a Genex. Since 1982, I have
been trying to get digital to sound
equivalent to analog; I don’t mean col-
ored, I mean equivalent in resolution.
I'm convinced now that Pacific Mi-
crosonics at 88.2—or soon to be 96k—
at 24-bit is higher-resolution than
half-inch analog. That's dramatic to me.
If the project arrives on analog tape,
how do you get into the digital domain?
We choose first of all which headstack
to play it on, which electronics and then
we listen through converters. We spent
one whole day [on] Knopfler's Golden
Heart album listening to converters.
And we picked the Pacific Microsonics.

A AR R R RN R R RN

user base of any automation system, you could start your proj
on Big and move easily to the largest AMIK-.??
L4 )

A fully automated console;, with Vocal Rua"‘ﬁn‘M‘Wl%g
Dynamics for the price of other very standard dellux You may
‘)'.

just want to finish the whole project on Big!
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| knew it cold be all over one day..

Jmtil 1 used the
Aphex Dominator”

QQQ
$ a musician, you’ve got

to take care of your ears,
which is why I always insist
on guaranteed protection for
our in-ear monitor systems -
for myself and my band.”

The Dominator allows the
audio to hit an exact maxi-
mum point above which the
level does not go any high-
er. Other devices may effec-
tively limit the signal, but
the resulting sound may not
be a faithful reproduction of
the original. If you’re look-
ing for complete protection,
as well as true fidelity, the

Aphex Dominator is the
only choice for ear moni-
tors. Don’t gamble with

your ears— they’re your
most precious instruments.

Clint Black

CIRCLE #036 ON PRODUCT INFO CARD

ApHE Improving the way the world sounds*”
11668 Randall Street, Sun Valley, CA 91352 U.S.A.
S Y S T E M S 818-767-2929 » Fax: 818-767-2641 » http://www.aphexsys.com

The Bominator is covered by U.S, Patent #: 4843626. Foreign patents issued orwapding: AphexsestDominator are trademarks of Aphex Systems Ltd.



In a normal day's work, if I get a half-
inch analog master, I record it 24-
bit/88.2, using the PMI Model One and
a Genex 8000.
What are you listening for?
Once you've heard something once,
you never again hear it the same. A pro-
ducer, engineer or artist who's been on
a project for two or three months is al-
ways wanting to hear it like other peo-
ple hear it. [ have the distinct advantage
of listening every day in the same room,
to the same monitors.

If you go up to a guy who does a

I

painting in 30 minutes and ask: “How
do you do that?” he just says, “What do
you mean how do I do that? That’s what
I do.” There's a great jazz guy who ex-
plained that “Talking about music is like
dancing about architecture.”

What's your editing system?

[ have three Sonic Systems and a SADIE.
Unlike a lot of people, we EQ first. The
concept behind that—which is back-
wards to the way that I worked before
we started using computers or digital
audio workstations—is that, these days,
the product ends up being spit out of
some sort of digital audio workstation,
whether it be Exabyte, 1630, PMCD,

JOEMEE Y

CD-R, whatever. All [ try to do is simple
logic. If it has to go through a digital
audio workstation, I have it go through
no more than once. I have two edit
suites, a production suite, an analog
suite and a digital suite.

If it's an analog tape, you EQ in the
analog domain?

Yes, [ EQ in the analog domain.

For digital projects, you EQ in the
SADIE?

No. With digital, it depends. But 90 per-
cent of the time with digital tapes I EQ
in the analog room. If touch-ups are
necessary, [ do them with my Muse
digital console.

What do you use for compression?
Different things for different projects.
Years ago, a friend of mine came to me
with a CD and said, “Tell me how they
did this.” I gave the CD to [design engi-
neer] Rick McCollister, and he came
back a few weeks later with a box and
said, “Try this; see if this does what you
want.” He came up with a digital com-
pressor that allows me to add up to 6
dB of gain without getting any overs
[digital clipping]. It certainly changed
the sonic integrity, but it depended how
important the level was. That's an arena
that I wish we never would've gotten
into! But if you don't use it, you're not
as loud. And then people think that’s
not as good.

Do you think you could pull out a
vocal that was buried in a mix and

make it sound the way the producer
wanted it to?
[ get some of the best tapes in the world
delivered to me, and the engineers and
producers have spent at least a day or
two on each mix. The magneto-optical
disk or tape is full of versions. In other
words, [ get one song title and maybe
ten versions: “Vocal up a half”; “Vocal
up one”; “All vocals up a half; “All vo-
cals up one”; “Bass up”; “Bass down.”
Usually, within that will be a version
that'll work. Most of my clients either let
me pick the version as [ hear them, or they

When it comes to our ads we love
to play around, but when it comes
to compression we are very Serious
If you're serious about your sound,

then it's time you try JOEMEEK.

PMI AUDIO
23773 Madison Street, Torrance, California 90505
toli-free 877 JOEMEEK {563 6335) tax 310 373 373 4714
site www.joemeek.com emait info@joemeek.com

PMI Audio. distributor for
JOEMEEK, BPM Microphones and CLM Dynamics.

got meek?
) ™
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With high speed, low noise and low distortion
electronics, the VSM-1 Tube Microphone’s
servo-valve topology and CAD’s exclusive 1.10"
Optema™ Series capsule achieve extraordinary
bandwidth with exceptional frequency

and transient response.

In other words, it

sounds big. Really big.

The new high performance
VSM-1 Tube Condenser Mic

from CAD.

For a dealer nearest you,

call 1-888-702-7075.

The future of
studio recording
has arrived.

Professional Microphones

The Revolution Continues.

www.cadmics.com
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dictate to me which version. Sometimes
we edit together several different versions.
But to answer your question, I cer-
tainly have brought vocals out, to some
degree. The thing to remember about
mastering is that anything you improve
in one area—if you're not very, very
careful—you sufter in another. And the
constant decisions that we make are, is
the gain worth the loss?
Obviously, your overall aim is to Reep
the artist’s or producer’s intention, but
at the same time retain the “magic”
that was in the session.
That's exactly right. The whole reason [
do this is that I love songs; what [ do
each day allows me to help other peo-
ple hear songs better.
What do you do for a 5. [<<bannel mas-
tering project? Somebody brings you in
a new mix. What are you listening for?
It's important that I tell you first that [
got into this arena thanks to Chuck Ain-
lay. DTS wanted to [remix a number of
5.1-channel tracks| for [several] MCA
artists. Tony Brown, president of MCA
here in Nashville, uses Chuck Ainlay for
most of his mixes, so I got into it very
early on. I've been doing it for over a
year, and I've done ten or 11 projects.
What DTS has done is to fund the si-
multaneous 5.1 releases when the [nor-
mal stereo CD] album comes out.
Chuck and I came up with a 20-bit so-
lution, since the DTS [DVD-Audio for-
mat] is 20-bit. Instead of some
inexpensive A-to-Ds, D-to-As and [bit
splitters] using a DA-88, we decided to
use three Pacific Microsonics Model
Ones, because we like that [converter]
better than any others, and then to
record all that to a Genex.
So that'’s six channels of 20-bit audio
onto a Genex MO?
Yes, 20-bit, through three $20,000 A-to-
D/D-o-A systems. We did the first proj-
ect that way, the Vince Gill album High
Lonesome Sound. And that, according to
people at the MPGA and other mastering
engineers, has gotten acclaim as one of
the best of all the 40-odd DTS projects.
How do people listen to these? Do you
need a modified CD or laserdisc player?
You need a CD player with a digital
output, a DTS decoder and then six
channels of playback. But for remix,
and mastering, the most critical thing
I've leamed from Chuck is properly set-
ting up the monitors.
What do you use as a mastering array?
Right now, my dream case—and I'll
give this up—is five Duntechs.
—CONTINUED ON PAGE 210
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* The Meyer Sound Self-Powered Series

. Since the 1995 introduction of the Self-Powered Series, over 13,000 units
have been sold. With the advent of this new innovative series, Meyer Sound|
took a huge technological leap beyond all existing loudspeaker systems.

-~ Listen to what some of audio’s top professionals have to say about these
powerful, industry-defining tools...

“We really nailed it! Our new Self-Powered
cabinets give us the flexibility to adapt to any
environment on tour, and we now have the best
stadium sound I've ever heard.”

Jeff Thomas o FOH Engineer, The Dave Matthews Band

“Self-Powered speakers mark a new beginning
for both Meyer and the live sound industry.”

Mark Frink o MSL-4 Review o Mix Magazine, August 1996

—
“Only Meyer Sound’s Self-Powered Series
. guarantees us a world-class sound system
- 5 preferred by most artists and producers.”
- Marcio, Nelson & Marcos Pilot o Loudness Sonoriza, Bratil

“Setting up 18 stages in one week... we never
could have done it without the Self-Powered
5 Series. Nething is easier to use, easier to
[' )1 maintain, or sounds as great.”

Miguel Lourtie o Systems Engineer - EXPO 98 < Lishon, Portugal

“The sound was amazing, incredible... the music
almost came at you in 3-D!...Simply, | have never
s | experienced speakers like these before.”

Mike Klasco o UPA-IP Review o DJ Times Magazine, May 1998

“* Imagine what you'll be hearing...

Meyer Sound Laboratories = 2837 San Pablo Avenue = Berkeley, California 34702 ﬁ
phone: 5104851166 + fax: 510 486-8356 < e-mail sales@meyersound.com = www meyersound.com i NMeyer Sound
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INTERNATIONAL UPDATE

HOT SOUNDS, BIG BUSINESS

razil has always been fa-

mous for its music. espe-

cially world music and jazz.
What many people don’t know is
that Brazil's music industry is the
third largest market in the world.
This is remarkable not only rela-
tive to the size of the country, but
because the market is almost en-
tirely self-contained. Brazilian
artists rarely go outside the coun-
try to record or mix, and most of
the music that's made is pur-
chased in Brazil. The music-lovers
support their own vital musical
community.

“Our market, in the past four
years, has doubled in size,” says
Sergio de Carvalho, artistic direc-
tor at the Universal Music label.

Mosh Studios’ new VIP Suite

“Nowadays, around 100 million
CDs are sold per year. And at the
moment, domestic production rep-
resents 75 percent of the market.”
The rapid growth is most likely a
result of a relatively stable econo-
my—people now can afford to buy
CD players—and the fact that the
best-selling albums are local pro-
ductions, The samba style called
pagode, for example. is responsible
for 50% of the market share inside
Brazil.
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Most of the musical production
done in Brazil—for domestic and
international release—takes place
in world-class studios in Rio de
Janeiro and Sao Paulo. Rio, the
best-known city in Brazil, is sur-
rounded by a spectacularly beauti-
ful landscape and is where the
majority of artists choose to live.
Sao Paulo, on the other hand, is the
biggest city in South America with

BY ADINALDO NEVES

Midas Studios is one of Sao Paulo’s newest commercial facilities.

almost 20 million people, and it has
the highest per-capita income in
the country. This is why a high
percentage of the advertising com-
panies and commercial post-pro-
duction studios are located in Sao
Paulo. Mixvisited a few of the stu-
dios in each dty.

ROCK IN RIO

In the beautiful area of Barra da Ti-
juca in Rio de Janeiro. just one
block from the Atlantic Ocean, is
AR Studios. With three rooms and
extensive amenities, including re-
served parkirg and o good snack
bar, AR is one of the newer studios
in the market. Studio A was de-
signed by John Storvk of the Wal-
ters-Storvk Design Group, based in
New York.

We asked Storyk about his ex-
perience working in Brazil, on this
studio as welf as on Midas Studios
in Sao Paulo. “Professional studios
in Brazil have the same high level
of quality and demands as any
other studio in the States or Eu-
rope.” Storyk says. *The few pro-
jects that we have been involved
with are truly world-class.” But, he
adds, "These studios have taken a
bit longer to build. Some materials

—CONTINUED ON PAGE ™4
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CIRCO BEAT

Buenos Aires, Avgentiric

he Walters-Storyk Design Group (Highland, N.Y.)

has, in addition to its many U.S. and international

projects, been designing high-profile Latin Ameri-
can studios for about five years. Most recently, the de-
signers celebrated the opening of Circo Beat; located in
Buenos Aires, it is the personal studio of multi-Platinum
pop star Fito Paez.

Paez is regarded as “one of Argentina’s true super-
stars,” designer John Storyk says. “He is a wonderful
piano player and anthemic, melodic pop songwriter. He
has a magnetic voice—very captivating. When he per-
forms and records, he loves to use lots of live instruments:
strings, etc. This was important information to us in con-
figuring the studio. The studio room needed to be capa-
ble of live string work, as well as deader rock 'n’ roll’

Paez had chosen and purchased a well-situated build-

Circo Beat’s control room, with SSL 4056 console and

Argentina’s first Genelec 1039 monitars

ing for his facility, but a great deal of work went into
turning the place into the versatile and atiractive studio
pictured here. “Fito liked the building because of its lo-
cation—somewhat out of the center of town, quite pri-
vate,” Storyk explains. “The building had been deserted
for some time and had originally been constructed as a
sort of recording studio, but the design left quite a bit 1o
be desired.”

To achieve the flexible acoustical environment that
Paez's musical inclinations require, Storyk designed an
elaborate system of adjustable side panels and remote-
controlled, motorized ceiling panels for the recording
room. “These panels, having one re-
flective and one absorptive side, can

BY BARBARA SCHULTI

Circo Beat Studios is the personal studio of pop star Fito Paez. The
recording room includes two iso booths, @ 3M 100C ANSI Lumins LCD
projector, metorized screen and variable acoustics via adjustable side
panels and motorized ceiling panels.

RT = (.8 sec

Figure 1: Reverb fime mecsurements of the Circo Beat studio show RT60
Decay (Magnitude over Time) at 1 kHz. Decay time is 0.4 seconds for
closed-paned configurafion, 0.8 seconds for open-panel configuration.

be rotated to one’s taste to chunge reverberation time
and reverberation patterns.” Storyk says, “so a broad
range of applications and instriment placement can be
acconunodated. Repositioning the panels can reconfig-
ure the rcom's reverberation time [RTGD] from 0.4 sec-
onds 10 0.8 seconds at 1 kHz [see Fig. 1]. This versatility
makes the room equally suitable for
classical recordings, film work. pop

PHOTOS XAVIER VERSTRAETEN
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music and a wide range of other appli-
cations.” Two dead iso booths are also
part of the impressive 1.200-square-foot
room.

In the control room, acoustics are
controlled with three custom-designed
hanging clouds scen in the photo. A
large wood Diffractal mounted at the
back wall is used to control sound dis-
tribution and reflection patterns at the
mix position. Transfer function mea-
surements—which show the time-com-
pensated level difference between a
source signal and its reproduction by
the room speakers (Fig. 2—were taken
in this room using the JBL SMAART

Pro system. which was designed by

WSDG principal acoustician Sam
Berkow. The control room is
equipped with an SSL 4036 con-
sole and Genelee 1039 main
monitors. Genelec 1031 and
Yamaha NS10 reference monitors
are mounted on motorized lifts.
Also featured are an Ouari 24-

track. 2-inch analog recorder. Pro
Tools and four Alesis ADATS.
Because Storvk lives in New

Figure 2: Transfer function graph (decibels over frequency)
after system equalization, showing the level difference between a

York and has numerous project  source signal and its reproduction by the room speakers

commitments at any given time,

he is assisted in his South American
work by an Argentine partner. Sergio
Molho. who owns Fingers Multimedia,
a Buenos Aires radio and TV produc-
tion facility. "Working in South Ameri-
ca has proven to be not that different

than most locations outside of the
major media centers in the U.S." Sto-
rvk says. "Having partners in these lo-
cations is the key for quality control
on our projects.” For more on Circo

Beat, visit www.wsdg.com.
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PROJECT RECORDING IN PORYTO ALEGRE

by Charles Di Pinto

For the past year, my second home
has been Porto Alegre, a Brazilian city
about the same size as my hometown,
Philadelphia. Growing up in the
States, I developed my musical ideas
based on listening to artists like Thelo-
nious Monk, Stevie Wonder and
Jimmy Smith. Half of my family is
from Brazil, however, and several vis-
its to the country added names like
Eumir Deodato and Tom Jobim to my
influences.

Porto Alegre is quite different from
the rest of Brazil due to the influences
of German and Italian colonization.
I'm considered somewhat of a gringo
here, but most of the time, it’s been
several aspects of my American up-
bringing that have allowed me to help
artists realize their musical expecta-
tions; some of the elements that pop
up in Brazilian music are very Ameri-
can, and I can deliver an authentic ap-
proach to the production.

Before coming to Brazil, I'd worked
with Philly-based artists like Dean
Freeman and done commercial audio
for companies like GMA/Muller Marti-
ni. Here, I'm producing bands like
Dive, Pedro Verissimo, Miro Fagundez,
Dell Carter, and “Gabriel, Mano Sa, e a
Trilha da Formiga.”

During September, [ had been in
the studio with Gabriel, Mano Sa, e a
Trilha da Formiga, or The Ant Trail, a
band comprising nine top-flight artists.

I first met these guys back in July,
when their two vocalists, Gabriel and
Mano Sa, approached me to listen to
some of their work. We were soon in
the studio putting together their cur-
rent effont, Caravansara.
Caravanscra, which means “mix-

L to R: Engineer Charles Di Pinto with Mano Sa and
Gabriel Mooger of Ant Trail

ture of cultures,” has strong Afro-
Brazilian Middle Eastern and
African-American influences. At times,
it doesn’t come off as a predominantly
Brazilian work, as it draws so convine-
ingly from other genres. And then
there’s a bit of the American culture
and experience that I brought to the
project, as well.

The concept for the sessions was
clear from the beginning. This was a
group that thrived in a live setting, and
that was the energy [ was after. On-
stage, they count on the participation

of contemporary dancer and backing
vocalist Thais Petzhold, making their
performances visually, as well as mu-
sically, exotic.

Recording was done direct to hard
disk where possible, and with ADATSs
where practical. I've never been the
greatest fan of the onboard A/D con-
verters on the ADAT, so in this case [
used the 20-bit converters on a Yama-
ha 03D. On the computer, I'm a Logic
Audio guy, which I've been using on
several platforms for nearly a decade,
since my Atari 1040 days.

Tracking took place at my private
studio, Upstairs Productions. My
12x16-foot personal room is on the
upper floor of a house in Porto Ale-
gre’s “chic” residential area, called
Moinhos de Vento. The recording
room has a flexible wall and 10-foot
ceiling, all treated with thick acoustical
foam. We started with only a few
bandmembers (guitars, drums, vox and
bass), laying down guide tracks to a
synchronized ADAT/Logic Audio sys-
tem. The whole project relied on a lot
of overdubs, where we would spend
several days working with each instru-
ment. Percussionists were tracked sep-
arately and as a group.

The band members are mostly ses-
sion musicians, and all are studio vet-
erans. Caravansara relies heavily on
the Cozinha, which translates to
“Kitchen,” and refers to the percussion

—CONTINUED ON PAGE 211

T2 MIN. DECEMBER 1998




Everyone has a go0d i
to say about our AD*8000

24-BIT
DIGITAL AUCIO
CONVERTER

POWER

= E S s PR e '
YNC SOURCE JRSITX3Y 3]
SOFT UMIT
CRVSTAL  AMBaA Q¥ER
wC AMBIE  E— [PUe— +1.0 0
= AES'EBU FYV:UaEE OVERS _ -2 ‘
SIFDIF  AMBD o LoD =
VICEO AUTOCLEAR Uvaz A
PAL  WTSC BEW OFF — =10
-
— — — 0.0 s .14 1
e——— ———— )
DIGITAL IN =
L SAMPLE RATE _ METERS =
48 L e -
<y OCX o AVERAGE - 26
® 44. SRC o HOUD — - ey
x 001 ERROR . crc =
+ 11001 ele MUTE 1.0 e -50
——e | —— ———— ——
B r—— | —— _ \,

If you're looking to upgrade the front end of your signal chain
o a world-class standard, the AD-8000 will take you there.”

—NMichael Cooper, Mix Magazine

"...the AD-8000 is necassary for virtually anyone serious about
igital recording... [great converters] simply are a must. And so is

he Apogee AD-80C0.”

Project studios running Pro Tools 24...
puying an AD-8000... Highly recommended!

—David Frangioni, EQ Magazine

should strongly consider

—Mike Collins, Sound On Sound
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‘The AD-8000 is a very flexible box...a natural companion to
DMs and DAWs. This one is going to turn some heads.”

—Frank Wells, Audio Media

"...a complete digital toolkit which could quickly find itself the
ub of a digital systems for high-quality recording, flexible dub-
ping and multiformat transfers” —Dave Foister, Studio Sound
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INCE TS INTRODUCTION, the AD-

8000 has rapidly become an
industry standard for high-quality A/D
and D/A conversion. Owners and
reviewers alike agree: the Apogee
AD-8000 delivers a uniquely flexible,
versatile conversion solution for any
facility. And it's an Apogee — it sounds
great! Quite simply, it's the heart of
digital audio.

“| stopped a mix [on Prince of
Egypt] to use the AD-8000 because
it sounds so much better,” —Alan
Meyerson, engineer with Hans
Zimmer.

“If you're doing any recording
whatsoever on to digital, the AD-
8000 is a prerequisite,” —Simon
Franglen, music producer on the
movie Titanic.

“Nothing else I've used sounds
so much like analog... I've never
heard a digital system like it.”
—Don Was, producer, Bonnie Raitt,
Rolling Stones etc.

“It's the sound of the AD-8000
we like most of all: we're using it on
all our projects!” —Marty Frasu &
David Newman, Oscar-nominated
for the music to Anastasia.

“The AD-8000 is a massive
improvement: it makes Pro Tools
sound like a 2-inch tape machine!”
—Juan Patifio, producer with Lisa
Loeb.

www.apogeedigital.com

APOGEE ELECTRONICS CORPORATION,

3145 Donald Douglas Loop South,
Santa Monica, California 90405, USA.
Tel: +1 310/915-1000 Fax: +1 310/391-6262.
Email: info@apogeedigital.com.
Apogee, UV22 and Soft Limit are registered trademarks of

Apogee Electronics Corporation.
Other trademarks are the property of their respective owners.
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—FROM PAGE 70, RECORDING IN BRAZIL
are not available in Brazil. We either
had to manufacture them—such as cus-
tom acoustic treatments—or, in fact,
import them. In the case of AR in Rio,
most of the materials were imported.
“Also relevant is the kind of music
people record in these studios,” he con-
tinues. “They have to be versatile
enough to accommodate anything from
orchestras to world music. In our expe-
rience, Brazilian music demands more
live recording spaces. Lots of acoustic’
room for percussion and rhythm work.”
AR’s control room is equipped with
a Neve V3 with Flying Faders and Gen-
elec 1034A monitors. The outhoard rack

has plenty of vintage tube gear, as well
as state-of-the-art digital processors. The
spacious recording room contains a
Yamaha C7 grand piano, plus two iso
rooms. Studio B has a Euphonix CS2000
board and Westlake Audio HR-1VF
monitors. The recording room in B was
designed by Brazilian engineer Carlos
bButweller, and the control room was by
George Augspurger. Studio C is a mas-
tering and editing room, based on Pro
Tools |24 and Westlake Audio BBSM-12
monitors (this room was also designed
by John Storyk).

Just under the statue of “Christ the
Redeemer” is Discover Digital. This
colonial-style house is the place were
many well-known Brazilian artists come
to track and mix in a familial environ-

VIRGINIA AODRIGUES” “301 NEGRD

“In my voice/I bear the night and the
sea./My song is the light/of a black
sun in pain.” That's the first verse to
the title track of Virginia Rodrigues’
first album, recently released in the
States on the Hannibal/Rykodisc
label. This recording is a hypnotic
blend of ethereal, almost operatic vo-
cals with mostly traditional Brazilian
percussion instruments; strings and
homns are added to the more samba-
able tracks. Milton Nascimento, Dja-
van and Gilberto Gil also guest on
the release.

Three engineers—Marcos Vi-
cente, Denilson Campos and Mario
Possolo, who mainly works for
Gilberto Gil—worked on different
songs on this project. Vocal tracking
was done at the offices of the artist’s
Brazilian record label, Natasha
l Records (Santa Teresa, Rio de

Janeiro), where the engineers set up
a purpose-built project studio. “Vir-
ginia doesn't like real studios,” ex-
plains Vicente. “She feels the
ambience is too cold to get a good
vocal performance.” Using untradi-
tional methods, Rodrigues likes to
lay down her vocals first, to a guide
guitar or piano. “All of the vocals
were recorded in a room with no
acoustic treatment,” Vicente says.
“1t’s just a small room with a big ceil-
ing and a closed door between her
and the equipment.”

The setup at Natasha is similar to
many U.S. project rooms: two ADAT

XTs, a 32-channel Mackie console
and Yamaha NS10 monitors. A vari-

ety of AKG, Sennheiser and Schoeps
mics were used. Once they had the
vocals down, the project moved to
Fibra Studios to record instruments
and to mix. Fibra is a smallish com-
mercial facility that mainly hosts
music and jingle recording sessions.
For consistency, the same recorders,
console and monitors were used
there, along with Lexicon PCM 70
and 80 reverbs, Yamaha SPX990 and
1000 reverbs, and dbx 160XT com-
pression.

The instruments were recorded
one by one and added to the tracks,
but the vibe of this album—with the
otherworldly beauty of Rodrigues’
voice and the intoxicating rhythms of
the musicians—is as genuine as if it
had been all recorded in perfor-
mance. —Barbara Schultz
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DIGITALLY ENHANCED MIC PRE-AMP
The TC Electronic Gold Channel is a Digitally
Enhanced Miceophone pre-amplifier and a
DSP signal refinement toolbox. Plug in your
microphone, connect ihe Gold Chanrel's
outputs to any analogug or digital recorder,
and safely capture your signal in the best
possible recording quality.

MULTI EFFECTS PROCESSOR

Want to breathe some ‘ire into your music?
Get ready for FireworX! An explosive Nulti
Effects Processzor. The FireworX' broad
palette of effects includes: Vocoder - Ring
Modulation - Synth Generator - Formant Filter
- Resonance Filter - Mukitap Delay - Reverse
Delay - Reverh - Dynamics - Chorus - Flange
- Phase - P-tch Shift - Fractal Noise and more

TC ELECTRONIC ING.,

TC ELECTRONIC A/S, SINDALSVEJ 34,

STUDIO EFFECTS PROCESSOR

The Engineering Group at TC Elecironic was
given carte blanche to create the optimal
studio effects pracessor. Being mwusician:
and studio angineers themselves, they have
a feel for wrat is needed in modern high-
grade pracessors The library of effects
includes: Reverb, Pitch Shift, Delay, Chorus,
Ambience, Equalization, De-essing. Phasing,
Compression, Gares, Expansion. Limiting,
and Stereo Enhancement.

Finalizerez=3

ﬁ .

|

DK-8240 RISSKGV, DENMARK

STUDIO MASTERING PROCESSOR

The Finalizer Express is the fast anc efficient
way to turn your mix into a prcfessional
master! Based upon the TC Heciron.c
Multi-Award winaing Finalizer Masiering
Technology, it delivers the finishing touches
of clarity, warmth and punch to your mixes,
putting thz world of professional mastering
within your reach.

t.C. electromc

ULTIMATE SOUND MACHIIT
790-H HAMPSHIRE ROAD, WESTLAKE VILLAGE, CA 91361, USA -
FOR LITERATURE CALL TOLL-FREE: 800 288 5838 E-MAIL- INFOUS@TCELECTRONIC.COM - HTTP://WWW.TCELECTRONIC.COM/FINALIZER

PHONE: + 45 8621 7599 -
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STUDIO REVERE PROCESSOR

Setting the new industry standard with the
VSS3 technology the M2DO0 is the best
sounding, most versaile and easiest to use
professional revero today and well into the
future. Combining the ultimate control of
directivity ir the early reflections with a
transparent and harmonically magnificent
ta'e, the art of reverberation is brought to at
new and higner level.

Finalizer

STUDIO MASTERIMG PROCESSOR

The Finalizes Plus gives you the extensive ard
complete range of controls you need to add
tre finishing touches to ycur mix. Compared
to the Finalizer Express thz Finalizer
Plus offers an even wider range controls
alowing you to fine-tune every aspect of the
mastering proces:.
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INTERNATIONAL UPDATE

ment. The recording room is large
enough for 20 musicians, and the con-
trol room has an 80-input Amek Ein-
stein with Supertrue automation,;
Westlake Audio BBS 15 monitors; and
a variety of recording options via three
ADAT XTs, two M20s, a 24-track Otari

AR Studios’ control room A

MTR-90 and a Pro
Tools|24 system. The
studio is perhaps best
known for the quality of
its hard disk-based edit-
ing/mixing. “We started |
doing edits, tuning voic- |
es and mixing in the |
digital domain much
earlier than anybody |
else in Rio,"” says Guil-
herme Reis, Discover’s
chief engineer and part- |
owner. “People used to
bring their vocal tracks
here to be fine-tuned.
Next year, we'll be able to exchange
files between the two rooms and mix a
complete project without leaving the
digital domain.”

Discover has hosted some of the
best-known Brazilian artists, including
Grammy Award winner Tom Jobim,
Leila Pinheiro, Ivan Lins and many oth-
ers. Amenities that contribute to the stu-
dio’s relaxed vibe include a swimming
pool, hammocks and a restaurant with
Brazilian home cooking.

Also in Barra da Tijuca is Impressao
Digital. Studio One was designed by
Carlos Dutweller and has a 48-channel

PHOTO: RANPHIS ZEITUNE

Discover Digital is built inta o colonial-style house.

SSL 4056 G with VCA automation and
Total Recall; the console is scheduled
to be upgraded to a G Plus by the end
of the year. The Westlake Audio TM-1
main monitors are powered by Bryston
4BST amps, and tape machines are two
Studer A820s with 32 tracks of Dolby
SR. Some very high-profile work has
been done in Studio One: Liza Minnel-
li recorded her vocal track for Frank
Sinatra’s Dusets album there; Tom Jobim
recorded his part for Duets II and Paul
Simon, Dionne Warwick, Milton Nasci-
mento and Djavan are also on the
client list.

E—;Wi—_]i ((E [LSurround Sound Monitor System

The Complete Solution To Multi-Format,
Multi-Channel Loudspeaker Control

5.1 or 7.1 From Any Console
200+ Inputs By Up To &
Outputs

Fully Programmable

Mute, Dim, Mono, Solo &
Cut Controls

Pec / Direct Switching

Use As Mixer For Stems &
Sub-mixes

Programmablé Parametric Room
Equalizer / Monitoring Format
Selector

Insert For Encoding / Decoding
Matrixes

Modular, Expandable Design
Noise -96dBu @ 22Hz to 22kHz

Sl I

www.sascom.com Ph 905.469.8080 . Fax 905.469.1129
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Advanced loop editing
tool set supporting
Sonic Foundry’s ACID..
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digital audio editing for windows

Forge Ahead With Confidence

When you need absolutely brilliant audio for your next project, look to the ultimate sound editing
software for Windows, Sonic Foundry's Sourd Forge 4.5. Discover a new level of interactivity,
accuracy and overall control. Extensive effects. Flexible features. Expandable power. Isn't it time to
start using the one audio editing package that gives you complete confidence and control?

MORE INFORMATION SEE OUR WEBSITE WWW.SONICFOUNDRY.COM OR CALL 1 800 57 50
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by Philip De Lancie

IU's been a long time coming,
but the technical specitications
for a new audio-oriented format
based on DVD are now essen-
tially complete. The DVD-Audio
specitication is being prepared
by Working Group <1 of the
DVD Forum. a group (com
posed largely. but not exclusively, of consumer
electronics hardware manutacrurers) dedicated 10
ensuring the orderly development of a versatile and
inter-operable family of DVD products. With D\'D-
Audio presentations at the 105th AES convention
and & DVD Forum conterence just two davs later
(also in the San Francisco area). WG formally re-
vealed the basic outlines of the new format (much,
but not all. of which was previously known).

Still, WG4 chairman “Bike™ Suzuki of JVC re-
ferred 1o the specification as being only ~almost”
ready. A final recommendation from WG4 was ex-
pected 1o go tor approval to the DVD Forum's own
steering committee at the end of October. at which
time pressure was likely 1o be mounted on WG9,
which deals with copy protection issues. 1o come
up with a solution that will allow the DVD-Audio
format to finally see the light of day:.

The basis for WGi's work has been a set of re-
quirements sct forth by the International Steering

MINL DECIEMBER 1998

Meridian Audio’s Robert Stuart is flanked by
Colin Aldridge, marketing director, left, and
JVC’s “Bike” Suzuki, WG4 Chairman

Committee (ISC). representing
the interests of the world's major
record label trade associations
(the RIAA, TFPL and JRIA). Most
of the 15 requirements—con
cerns like support for high-res-
olution audio, multichannel
tsurround) plavback and CD
compatibility—have long been
part of WG4's brief. But this
summer the ISC recognized that even DVD s limit-
ed in terms of both bandwidth (the playback data
rate) and otal storage capacity. and added to its list
the requirement that playing times, even for high-
resolution multichannel sound, approach those of
the 7+-minute CD henchmark.

To mect this requirement, WG4 mandated that
all DVD-A plavers support a lossless data compres-
sian scheme chuampioned by Meridian Audio of
Cambridge. Englund. a 21-vear-old hi-fi manufac-
turer best known for its audiophile CD players. re
ceivers and other hame stereo gear.

Uniike “perceptual coding” schemes that reduce
data rates by discarding “unneeded” audio data,
Meridiun Lossless Packing is more analogous to
stuffi and other software wilities that reduce the
size of computer tiles without altering the informa-
tion. According to Meridian and WG4, MLP viclds
a decaded output that is bit-for-bit identical with the
original signal.
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Figure 1: Meridian lossless Packing savings

The actual degree of compression achieved by
MLP depends on the program material itself. but the
claimed reduction in bandwidth and storage re-
quirements is significant (see Fig. 1). Without com-
pression. for instance. 90kHz 24-bit audio requires
2.3 megabits per second per channel. That works
out 10 13.8 Mbps for 6-channel sound—which ex-
ceeds DVD-A's 9.6 Mbps bundwidth—and a total
required capacity of 7.7 gigabvies. which exceeds
the 4.7GB capacity of DVD-5, the least expensive
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the licensing of MLP for DVD (sce sidebar).

What is the bistory of MLP and Meridian’s involve-
ment with its development?

Meridian has supported the development of MLP
both with funding and with system design and en-
gineering input. Through my efforts in WG, Merid-
ian has also supported the not inconsiderable
problem of getting MLP adopted as mandatory in
the DVD-Audio format. We became involved
through my efforts as chairman of ARA. which
formed u technical commitiee in 1995 and wrote a
proposal for a high-quality audio format based on
the DVD disc.

There was a long-standing relationship between
myself, Meridian and two of the advisers 10 ARA—
Michael Gerzon and Peter Craven. We had long
had a passion for signal coding questions and had
made several projects together. At that time, it was
clear to all concerned that lossless compression was
an obvious way to go. Over the following vear.
Peter, Michael and T evolved some strong ideas on
good ways to approach this, and one or two key

Figure 2A: Meridian Lossless Packing—encoder and decoder

DVD to replicate (and thus most attractive 1o la-
bels). Used on typical program material at that res-
olution and channel configuration. MLP is expected
10 reduce bandwidth by 38% to 52% (10 6.6-8.6
Mbps). allowing anywhere from 73 to 89 minutes
on a DVD-5.

That capacity might fall as low as 54 minutes if a
separate MLP-encoded 96/24 stereo mix is also pro-
vided on the same disc, in which case DVD-A's
ability to deliver some channels of 1 muliichunncl
mix at lower resolution than others could be used
to reduce data requirements and thus lengthen du-
ration.

To find out more about MLP and its application
10 DVD-A. 1 interviewed Meridian chairman Robert
Stuart, a co-developer of MLP and longtime activist
in the Acoustic Renaissance for Audio (ARA) group,
which has pushed for super-fidelity audio on DV
since 1995, T also contacted Roger Dressler of Dolby

Laboratories about his company’s involvement in
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Figure 2B: Encoder core

inventions appeared. As it turned out. at the time
these first inventions were being patented, Michael
Gerzon died.

Around two years ago, T could see clearly that
the specification for DVD-Audio had moved for-
ward—multichannel and high-resolution were now
accepted—but that there would still be a strong re-
quirement for lossless compression. So. Meridian
decided to fund the development of a lossless cod-
ing system. This development process has taken
two vears of steady effort on the part of Peter

p
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Craven, Malcolm Law, myself and oth-
ers at Meridian. In that time we turned
the concepts into a working system,
evolved it, tested it and managed to
build in all the very powerful features
that we knew would appeal to content
providers.

Meridian Lossless Packing (MLP) is
now integrated into MLP Lid., a sub-
sidiary company in the Meridian Audio
Group. MLP Ltd. will take the core
technology and develop encoders, de-
coders and other products and ideas.
How did MLP come to be adopted by
the WG4 for the DVD-Audio specifica-
tion?

MLP was selected in a committee
process that took place this year be-
cause of its superior compression and
peak data-rate performance. These
were central factors for best supporting
the DVD-Audio format and providing a
safety margin for encoding and playing
time. Interestingly, these were the very
features on which we had initially con-
centrated and laid out in the ARA Pro-
posal.

How and by whom bas the bit-for-bit
accuracy of decoded MLP material
been independently confirmed?
Bit-for-bit accuracy is determined by
encoding and decoding audio files (as
WAV, AIFF or DVD format) and doing
a bit comparison. We also do this by
capturing the output of a real-time de-
coder and making the same bit com-
parison. In the selection process for
DVD-Audio, JVC performed indepen-
dent tests on a number of different
audio items.

The MLP encoder atso inserts check
data into the MLP bitstream. A patent-
ed check method is used, and this al-
lows the MLP decoder to indicate that
the complete process from encode to
decode has been lossless. We imagine
a “lossless” light. The MLP decoders in
the Meridian Surround Processors im-
plement this feature.

What is the input format to MLP en-
coding? Does it work from audio that
is already in linear PCM form, or are
the data reduction techniques applica-
ble as well to audio in other digital for-
mats? Is there the possibility of direct
conversion from analog, or is there al-
ways an analog-to-PCM conversion be-
Jore MLP enters the picture?

The MLP core always accepts and de-
livers PCM. It is not applicable to low-
resolution bitstreams, or text and
picture compression.

What is the range of word lengtbs and
sampling rates to which MLP can be
applied?
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DOLBY T0 HANDLE MLP LICENGING

When it comes to the licensing of technology for consumer electronics
products, few companies have the depth of experience of Dolby Lab-
oratories Licensing Corporation. Perhaps it's not surprising that Merid-
ian Audio turned to Dolby—already deeply involved in DVD formats
due to the mandated inclusion of Dolby Digital (AC3) surround play-
back in DVD-Video players—to handle licensing for MLP.

“Dolby is the exclusive licensee of Meridian for MLP and is acting as
the licensing entity for MLP technology,” says Dolby’s Roger Dressler,
director of technology strategy. “Dolby will handle all the licensing and
technical support aspects in the same manner as for other Dolby tech-
nologies, such as Dolby Digital. This includes IC implementations. con-
sumer products and professional encoders,”

Dressler describes MLP as a “good fit with Dolby’s technology and
strategy. MLP is a form of signal processing used to reduce data rate
and storage capacity, which is very much in line with our core busi-
nesses at Dolby, and it represents a very high standard in its field of
lossless coding. Furthermore, MLP incorporates a ‘systems approach,’
which is very much in line with our philosophy for Dolby Digital. It's
not just a compression system. but a comprehensive system for effi-
ciently delivering audio to a range of user requirements, and it includes
particular attention to factors such as compatible stereo reproduction,
sidechain data for assisting the decoder with future, additional pro-
cessing applications, and additional channels.”

It is actually a bit unusual for Dolby to handle licensing for tech-
nology developed out-of-house. “We don't seek to handle outside
technologies,” Dressler says, “and have turned away many such pro-
posals. But we were approached by Meridian to consider handling the
licensing of MLP should it be adopted in DVD-A. Recognizing that the
fit was so good—and that most of the prospective licensees for MLP
were already Dolby licensees—made the decision quite straightforward
on a business basis.”

Beyond the strict business reasons, a touch of nostalgia may have
played a role in deliberations at Dolby, whose beginnings in studio
gear have been somewhat overshadowed by later ventures into sound
for film and home theater. “MLP gives Dolby the opportunity,” Dressler
says, “to provide technology for a unique market segment that harkens
back to our roots: the music industry. With the transition to digital
meaning less use of A-type and SR in studios, we feel that MLP once
again gives Dolby the opportunity to offer music producers and artists
greater freedom of creativity: more channels, better quality or both,
and to assure it can be delivered through to the consumer.”

Deep as Dolby was in the technology and politics of DVD, the
company was well-positioned to support Meridian in its efforts to win
MLP’s incorporation into the DVD-A specification. “Much of our role
was in helping Meridian with their technical presentations through our
liaison office in Tokyo. Several such occasions occurred well before
the WG4 decided to formally consider adopting a lossless system.
Dolby also has been in touch with the U.S. music industry to explain
the benefits of lossless technology, which we believe helped move the
concept forward. This grew into Dolby helping Meridian with some of
the meetings in the ULS. and Japan during the evaluation of the lossless
systems for the format. Many of the questions about how MLP would
be supported and licensed for all the manufacturing companies were
quickly answered once Dolby and Meridian were able 1o announce
their relationship. Since Dolby is a known quantity in this regard, that
was of some comfort. But it did not affect the selection of MLP, which
was done on a purely technical basis.” —Philip De Lancie
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Although the limits are not strict, we envisaged MLP for sam-
ple rates from 32 kHz up to 192 kHz and for word-lengths
between 14 and 24 bits.

Describe the MLP process: the stages the material goes
through, bow MLP distinguishes redundant from unique
data, what patterns it looks for, and what assumptions cre
made about the content of the incoming signal.

The MLP process (see Fig. 2) uses a number of proprietary
technologies. It uses three methods o reduce the data rate.
Lossless processing and lossless matrixing are used to reduce
the correlation between channels. Lossless waveform predic-
tion is used to reduce the inter-sample correlation, with a
very large palette of special filters. And Hufman coding is
used to reduce the data rate by efficiently encoding the most
likely occurring successive values in the serial stream.

This combination of methods has been designed to en-
sure not only a very good compression ratio, but also to en-
sure the all-important issue of holding down peak data rate;
lossless coding produces a variable rate of output data, and it
is necessary to keep the peaks low enough for use on carri-
ers. MLP also uses a proprietary data buffering scheme to
smooth the data rate.

MLP makes no assumptions about the incoming data, and
it is not looking for patterns. It operates on waveforms. How-
ever, the lossless processing is applied to lossless 1R predic-
tion methods, and this is particularly helpful on real-world
audio signals from real microphones, which tend to have an
output that falls with frequency.

Since MLP's ability to reduce bandwidth requirements varies
depending on the program material, bow is absolutely loss-
less performance at a given data rate assured in the fixed-
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bandwidth mode?

The fixed data rate mode may be achieved by a two-pass
process, in which case the encoder and packetizer determine
the bandwidth that is needed. Alternatively, the operator may
“dial-in” a fixed data rate. If the MLP encoder cannot achieve
the compression, the encoder will issue an error message and
the operator needs to take action. The likelihood of this aris-
ing depends on the rate requested. There are a very small
number of signals that can be made up to prevent MLP from
achieving adequate compression, but on real audio material,
we have never been able to catch it out in the task of fitting
any audio within the bandwidth of the DVD-Audio specifi-
cation.

That said, the issue of the amount of compression is im-
portant. If there isn’t enough compression to control peak
data rate or to get that extra two minutes of playing time,
MLP’s method allows the content provider to make fine ad-
justments to the incoming signal to save on data rate. For ex-
ample, input precision can be moved in 1-bit steps. In
addition, the system is very effective at detecting band-limit-
ing. So playing time can be increased by redithering a 24-bit
signal to 23 or 22 bits—with or without noise-shaping—or
by filtering one channel to LFE [low frequency effects), or re-
ducing the audio bandwidth at 96kHz sampling from 48k to
40k before feeding it to the MLP encoder. This gives content
providers almost limitless scope to tweak playing time and
channel options,

What are the various multichannel options supported by
MLP for the DVD-Audio application, and what kind of
mixed-resolution playback options are available?

MLP’s bitstream supports up to 63 channels, with sampling
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In commercial recording and pest produiction,
there’s no room for compromise and
no time for excuses.

While you're up and running 24 hours a day,
Although the M20 uses our new seven days a week, your recordlr?g-[ equipment
20bit ADAT Type I recording has to set the pace for your facility. So the
Jormat, it's complerely compatibie Alesis M20™ was designed to handle all the
with more than 110,000 ADATs 5 . s -~ . q The M20's cumprehensive feature set
in use around the world. business you take on. With features like a direct-drive, includes built-in SMPTE/EBU syc,
servocontrolled tape transport that offers the fastest lock MIDI Machize Control, provision for
times of any MDM ever made. Comprehensive built-in 9-pin edit cantrol, a true jog/shuttle
= . e | wheel that scrubs forward and back-
e =_AD synchronization. And many more features we added T it T
PreERidd e=i A e .}-.4.._;. mesanins suaa v off the professionil ADAT users’ wish list. cade tracks. Everything you ever
FER L A - wished for in an ADAT. And mare.
Let’s not forget audio quality. The M20 features ADAT
Type II, the only MDM recording format that writes

|
: . s .m®- 20 bits to tape. State-of-the-art 24-bit A/D converters
| il memmn that yield an astonishing 115dB of dynamic range.
Whether you're mixing a jazz combo or posting
a leature film, you'll hear the difference.

So if you've been waiting for an MDM that works as hard
Nght M20s from hundreds of yards asyou do, it's here. Take care of business with the M20. The M20' S-VHS recording media
m,;': iﬁ;mi’;yﬂ;: e‘::;'d Available today at a select range of Authorized Alesis is the Lo expeimme i S
D™ eter display. Professional Audio and Broadcast dealers. ot ;gﬁ;gﬁ:; i
- - gets stored on each tape.
Cost? About fifteen butks.
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riates ranging from 32kHz up to
192kHz—including the set based on
44.1kHz—and up to 24-bit resolution.
Mixed rates are supported in that some
channels can have sampling at twice
the rate of others. Mixed resolution is
supported automatically—you can feed
24-bit to some channels and 16 to oth-
ers, and the compression will be auto-
matic.

The MLP stream has an information
channel that allows decoders to know
if it is dealing with speaker feeds—and
it so, which speakers—or if the signals
are hierarchical. It also has provenance
data describing it speaker feeds are

from hierarchical or binaural sources,
as well as copyright and ownership
data. This allows the stream to be very
complete and enables sophisticated re-
ceiving equipment to reconstruct more
accurate surround.
How will MLP bandle dounmixing
Srom surround to stereo on DVD-
Audio, and what are the MLP options
allowing producers to influence the
downmixed result?
DVD-Audio has four ways of delivering
2-channel version of a multichannel
mix. Which one will be used will de-
pend on the playing-time requirements,
the data rate of both mixes, and the de-
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sires. prejudices. budget and time-scale
of the content provider. A separate 2-
channel mix can be placed on a second
layer, on a second side, or in a separate
track or separate audio stream in a
track on the same layer as the multi-
channel mix.

Alternatively, the player can make a
downmix at playback time of a multi-
channel mix stored on the disc. The
downmix is not fixed; DVD-Audio has
a huge number of options for the tables
of mix coefticients used to create the 2-
channel mix, and the mix parameters
can change. The downmix option can
be very helpful if the multichannel con-
tent is very long, or if it is high-preci-
sion, which uses a lot of the disc
budget, or if the provider cares less
about the 2-channet or cannot afford to
make two different mixes.

MLP supports all of the options of-
fered by the DVD-Audio specification,
but it offers a number of added bene-
fits. It allows longer playing time
and/or higher resolution in both mixes.
It can, in some cases, remove the need
to use a second layer. Also, with MLP
the downmix is made by the MLP en-
coder rather than the player. The MLP
stream then carries both the 2-channel
and multichannel versions in the same
stream and delivers both losslessly. The
2-channel version is carried virtually for
free in the payload. And because the
MLP encoder is in a piece of pro gear
and its downmix can be monitored, the
mixer can make the mix using the en-
coder and listen to it before signing off
on it.

Many producers would prefer to create
their own stereo mix rather than rely
on an algorithm to dounmix from a
5.1 mix.

Some will, some won't. Some will care
more about the 2-channel mix and may
put on a restricted-precision multichan-
nel mix.

Assuming a limited-bandwidth LFE
channel, side-by-side delivery of sepa-
rate 5.1 and stereo mixes would re-
quire storage space equivalent to 7.1
channels. Using MLP on all 7.1 chan-
nels, bow many minutes of 24-
bit/96kHz audio would fit on a DVD-5
DVD-Audio disc?

DVD Audio only allows six channels in
a stream. So, rather than having the
multichannel and 2-channel mixes in
the same stream, you have two sepa-
rate regions, one containing multichan-
nel and the other containing two
channels. This is necessary anyway in
order to constrain peak data rate. Using
MLP, these two sets of content at
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We concentrated first on the quality of conversion with the AUDI/O™
series. Then we added the profgssional eatures you need to get the job done

right. Nothin§ {'anc , just great sound and ease of use. 24 bits is cur standard,
as always. ADAT

freedom from groun
music/[[;ro audio store. Fu
site.

1§htpipes provide compatibility, low cost, ease of use, and
100{)3 and EMI/RFI. Check them out at your [‘avorlte
I specifications and suggested list prices available on
our we

AD/24
DA/2 4

Eight channels in a standard half rack package. Mix and match octets of conversion.
Balanced XLRs (+4/-10) and 117dB S/N ratio make sure your audio is pure. Features word
clock, activity/peak LEDs, 48KHz/44.1KHz sainple rates.

AD/9624
DA/9624

Mastering quality converters run at 96KHz/88.2KHz switchable to 48KHz/44.1KHz. Eight
channels made themn great for DVD/surround. Can also be used as an AES/EBU interface.
Connects to STUDI/O via the S/MUX™ system. Features +4dBu balanced XLR, switchable
dither, bit splitting, precision analog level trins, LED indicators for status and signal level.

AES/8

Designed for video post, to connect AES/EBU, SPDIF, and TDIF equipment to your DAW via
STUDI/O. Features word/video lock, source switching per channel (AES/TDIF), input sample
rate tracking (async. sample rate conversion), pull-up/pull-down locked ta NTSC/PAL video,
activity LED’s on each input and output channel, illuminated buttons, switchable SPDIF/AES
output format, full 24-bit signal path (20-bit sample rate conversion).

STUDI/0

Of course, the Award Winning DAW interface which
gives you everything you need (pristire 24-bit audio,
compatibility, expandability) without everything you
don’t need (high price). Just about every audio editor
around - Mac and PC - is compatible (check our website
for up to date compatibility info and application notes),
and with the new the S/MUXTM system you can now use
your favorite application for 96KHz projects.
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In Your Dream... youre producing
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of goose-down pillows, surrounded by agreeable
musicians with golden, perfectly-tuned
instruments and super models who feed you
fresh tropical fruits, fan you with palm
fronds and massage your feet...and any piece
of professional audio or midi equipment

you could possibly desire can be rented
day or night, and delivered to almost
anywhere in the world and
in perfect working condition...
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96kHz/24-bit would typically play for
more than 70 minutes cach. The play
time increases 1o 76 or 83 minutes for
23-bit and 22-bit resolution. It also in-
creases if the bandwidth of the audio is
less than 48 kHz. The reduction in
word-size can be made with any suit-
able box and can use an arbitrary set of
dithering/noise-shaping methods, in-
cluding no shaping,

Aside from the capacity issue, are there
other obstacles to putting both a 5.1
MLP and a stereo MLP mix on one disc,
and letting the listener choose depend-
ing on personal preference and the
configuration of the playback system?
There are none. The lintit will be what
the content provider wants 1o do. A
multichannel player will allow playback
of the multichannel or the 2-channel
versions, Of course. a 2-channel player
must play the 2-channel version.

What is the current state of MLP en-
coding gear? Are encoding devices
commercially available? From whom?
Right now. MLP encoders exist as de-
velopment tools, but they should be
available for content generation by
years end. We consider that there will
be a significant market for MLP en-
coders in recording, mastering and dis-
tribution systems, so real-time and
near-real-time stand-alone hardware
encoders are under development, as
are PC-based encoders. And Meridian
is in discussion with all the major mak-
ers of DVD authoring systems.

What is the current availability of MLP
decoding equipment? What major semi-
conductor suppliers have agreed to
market MLPcapable playback chips?
Meridian has already added MLP de-
coding to its surround decoders. The
next commercial phase is expected o
be MLP decoders in DVD-Audio play-
ers. We are in discussion with ten semi-
conductor makers. all of whom we
expect to make the decoder availuble
in IC form.

What applications do you foresee for
MLP in addition to the DVD-Audio for-
mat? What steps have been taken or
planned by Meridian or others to en-
sure widespread adoption of MLP de-
coding capability in settings other than
DVD-Audio players?

We see applications in recording,
archiving. distribution and filmmaking,
but our current efforts are concentrated
on DVD-Audio. Following this, we will
focus on outboard decoders and pro-
fessional applications ]

Phil De Lancie is Mix's media & mias-
tering editor.
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Dr‘otéa The incredible new Protéa Digital Equalizer from ASHLY is like nothing
mERRRRRRRREOVEILIERDITE you've ever experienced for live sound, permanent installations, or
even recording. It complefely redefines the possibilities of equalization with four independent channels of
28-band, 1/3-octave equalization, accomplished in full 24-bit digital resolution. Its simple, push-button
inferface is as close to analog as you can get, while maintaining
unprecedented control over all parameters via a high-resolufion
LCD display which provides immediate visual
representation of all functions. Need to adjust a
frequency? Press the button and watch the fader move in
real-ime on the LCD display. Plus, it provides built-in
O AGRDFulFructon full-function compressor/limiters, fime-delay alignment
emote Control with Display A
functions, high and low pass filters, and much more, all fully
programmable and storable. Whether you operate it from the front-panel, from the available full-function
remote (which works from up fo 1000 feet away with an ordinary mic cable or snake), or via the free
Protéa System Software for Windows™, you won't

believe the control and quality the Protéa affords C -
you. We've even designed it to grow with you, Lo an e
with 2- and 4-channel digital equalization slave o CWE

units available for expansion of up to sixteen -

chonels of prcie, rlnl dighal equlizator. vt v e 168 b8 S,
Never has digital equalization been so easy fo use. o Computes o Greatly Expand Your Possibilies

Power Amplifiers « Graphic Equalizers « Parametric Equalizers * Crossovers ¢ Remcte-Controllers » Mixens Signal P-ocessors

AS H I Y Ashly Audio, Inc. ® 847 Holt Road, Webster, NY 14580-9103

Toll Free: 800-828-6308  Tel: 716-872-0010 ® Fax: 716-872-0739 © http://www.oshly.com
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by Loren Alldrin

n the average recording studio, it's

a safe bet that the power amp is

one of the least-appreciated pieces

of gear in the rack. With a dismal

number of LEDs and knobs for the
money, the power amp doesn't exactly
pack the wow factor of a new digital
| processor.

Thankfully, power amps are too busy
with their crucial role to be concerned
with fanfare. The power amp is respon-
sible for turning a trickle of electrons
into a mighty flow of current, strong
enough to fill a room with sound. A
good power amp responds almost in-
stantaneously, all the while maintaining
a ruler-flat frequency response with

negligible distortion and noise.

There are as many approaches to
building these workhorses as there
are manufacturers. Output topologies,
power supply designs, input stages, tube
vs. solid-state—the amplifier design field
is as varied as any other in the studio
realm. And price points can range from
several thousand dollars for a mono
block to a few hundred for a stereo.

So whether you're after a high-dollar
amp with more tubes than a '60s
electronics store or an inexpensive
MOSFET design to drive a pair of near-
fields, today’'s market has something
for you. Here is a survey of new studio
power amps introduced this year.




AB International introduces new 3-,
4- and 6-channel amps; each amp style
is available in three different output
power configurations. All models offer
balanced XLR and %-inch inputs, bridge
switches, sclectable input sensitivity and
“soft clip™ circuitry. The 3-channel ver-
sions offer an internal crossover with
selectable frequencies for bi-amplified
operation. Output power for 4- and 6-
channel amps ranges from 200 watts to
600 per channel into 4 ohms; prices
range from $1.108 10 $1.849 (4-chan-
nel), $1,479 to $2,490 (6-channel).
Three-channel amps offer stereo output
power from 330 to 800 watts, with sub-
woofer outputs between 750 and 1,500
watts. Prices for 3-channel models
range from $1.572 to $2.490.

The Millennium 2 and Millennium 3
2-channel power amps from BGW are
now available with a built-in processor
card for bi-<amplified monitoring appli-
cations. The MIL 2 TMC-2 and MIL 3
TMC-2 offer switch-sclectable cross-
over points, highpass filter, screen loss
equalization, horn equalization, low-
frequency delay and low /high-tre-
quency output attenuators. The MIL 2
TMC-2 ($1,048) puts out 300 watts per
channel into 4 ohms, while the MIL 3
TMC-2 ($1.408) delivers 430 watts.

New from Bryston is the 9B S-chan-
nel monitor amplifier. Designed for
surround monitoring applications, the
9B delivers 200 watts per channel into
4 ohms or 150 watts into 8 ohms. Each
amplifier channel has its own dedicat-
ed power supply and is modular for
quick service. Other features include
ultralow output distortion (0.007% at
rated power): quad-complementary
output section; balanced XLR, %-inch
and unbalanced RCA inputs; and 20-
year transferable warranty. The 9B is
available in standard ($3.695) and
THX-approved versions ($3.795).

Carvin DCM 2000 stereo amp

Carvin introduces four redesigned
stereo amps suitable for studio or live
sound use. All four offer improved
cooling, redesigned chassis, XLR and
“-inch balanced inputs, opto-isolator
limiting circuits, hand-wound toroid
transformers, signal/clip/protect LEDs,
bridging switch for mono operation
and multispeed fan. Power output per
channel into 4 ohms is as follows:

DCM 600 ($360) 250 watts, DCM 1000
(5440) 350 watts. DCM 1300 ($510)
500 watts, DCM 2000 ($640) 700 watts.

Made in England and now distrib-
uted on our shores, the Chevin Re-
search line (a division of Sennheiser)
includes 11 single-. dual- and quad-
channel amplifiers designed for studio
or live sound applications. The com-
pact, single-rackspace AS00 (8999,
stereo) only weighs nine pounds yet
delivers 350 watts per channel into 4
ohms. The stereo A730 (51.349) puts
out 425 watts per channel; the Q06
(52.849) delivers 600 watts to each of
four channels. All Chevin Research
amps offer variable-speed fan, so-
phisticated speaker and amplifier
protection. symmetrical audio sig-
nal path, wide power bandwidth
and fast wansient response,

Chord Professional (distributed
by Professional Audio Design,
Rockland. Mass) introduces the
SPA 1424 amplifier for critical studio

monitoring applications. The mono
block APS 1424 delivers 500 watts into
t ohms through 24 specially designed
MOSFET output devices. The Class AB
SPA 1424 also offers high-frequency
switching power supply, lightweight
chassis (10.5 pounds), unigue "dynam-
ic coupled™ rail system, balanced XLR
input and dual output conncctors for
bi-wiring. The SPA 1424 has a list price
of $4.295.

Ready for double-duty in studio or
live sound racks are the new CE 1000
and CE 2000 amplifiers from Crown.
Both offer stereo or bridged mono op-

Crown CE 1000 amplifier

AB International
916/783-7800
www.abamps.com
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BGW

310/973-8090
www.bgw.com
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Bryston

800/632-8217
www.bryston.ca
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Carvin

800/854-2235
WWW . carvin.com
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Chevin Research
860/434-9190
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Chord Professional

Distributed by Pro Audio Design
781/982-2600
www.proaudiodesign.com
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Crown Audio
219/294-8329
www.crownaudio.com
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FEATURED AMPLIFIER MANUFACTURERS

Demeter Amplification
818/986-7103
demeteramps.com
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914/691-6077
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LAX Sonic Solution
818/710-7604
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Distributed by Canorus
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WWW.Canorus.com

CIRCLE #246 ON PRODUCT INFO CARD

QSC Audio

714/754-6175
www.gscaudio.com
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Samson

516/364-2244
www.samsontech.com
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Hot House Four Hundred studio amplifier

eration, three-way balanced inputs,
variable-speed cooling fan, signal pre-
sent/clip/fault LED indicators, SST
plug-in module compatibility and
three-vear warranty. The CE 1000
($700) delivers 450 watts per channel
into 4 ohms; the CE 2000 ($1,000) puts
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out 66 waits per channel into 4 ohms.

Targeted at both studio and audio-
phile applications, the Demeter VTHF-
300M mono block tube amp delivers
350 watts ovtput in pentode mode and
180 watts in triode. The VTHF-300M
($2,650) offers gold-plated RCA con-

nector, 31-detent input potentiometer,
polypropylene caps, eight Ruby select-
¢d and matched power tubes, individ-
ual tube bias controls, tube adjustment
pins and variable feedback control.

Hot House Professional Audio debuts
its model Four Hundred high-resolution
control room amplifier. Designed from
the ground up as a studio monitor amp,
the Four Hundred offers 200-watt out-
put per channel into 4 ohms, bridging
capability, 3 to 180k Hz bandwidth,
balanced XLR and %-inch inputs, and
toroidal transformer with split-dual
secondaries for improved stereo separa-
tion. The Hot House Four Hundred has
a list price of $1,699.

New from LAX Sonic Solution is the
MA-2400, a stereo amp that delivers
220 watts per channel into 8 ohms
(330 into 4 ohms) and can be bridged
for mono applications. The Class H
MA-2400 ($680) offers LAX's NLR cir-
cuit to reduce nonlinearity caused by
overdriving, with two-rackspace chas-
sis, balanced XLR inputs and three-
year warranty.

Nagra's newest offering into the stu-
dio and audiophile markets is the
stereo MPA MOSFET power amplifier.
Delivering 350 watts per channel into 4

@ 7-Drive / 200 CD-R Capacity
@ Networkable to 28 CD-R Drives

@ Analog / Digital Audio
Import Options

@ Simple ONE-BUTTON Operation !
@ Copies All Current CD Formats Pt

@ Best Selling CD-R Duplicators

in the WORLD!
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Winner is...

Hafler P4000

Once again Hafler's
Buperior amplifier
lechnology is confirmed!

Winner of the 1998 Mix

Hafler
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Hafler P4000 was chosen
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QSC PLX Series stereo amplifiers

When you use soundbusiness
to track recording budgets,
you're in good company...

PolyGram e Virgin ¢ MCAe Worlds End Management
Universal Music ® Interscope ¢ BMG Classics

N2K Encoded Music ® Warner Bros. Nashville

Def Jam ¢ Elektra Entertainment e Glen Ballard
Pioneer Music Group ® Mercury Nashville

Freeworld Entertainment ® Windham Hill ®« Don Was
The most powerful and innovative software system ever for

creating, editing, and tracking phonograph recording budgets,
payments, AFM and AFTRA reports, and much more.

Step into the future...call today!

E Ware Systems, Inc. 888-600-4934 Developed in associat th XWare, Inc.

w.soundbiz.com * eware@soundbiz.con Wir or Macintosh
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ohms, the MPA offers Class AB output
through eight hand-selected MOSFETS,
Power Fuactor Correction technology
for smoother power draw and bal
anced XLR inputs. The MPA remote
control version ofters an infrared re
mote, 4-input switching capability. out-
put power meters, balance control and
mute button. Distributed by Canorus
Inc. (Nashville, Tenn.). the Nagra MPA
has a list price of $12,000 for the stan-
dard version and $14,500 with remote
control/multiple input option.

The new PLX Series of stereo am-
plifiers from QSC includes four mod-
els, all sharing the same two-rackspace
chassis and low 21-pound weight. All
PLX amps offer high-frequency Pow-
erWave™ power supplies: variable-
speed fan; switch-selectable highpass
filter. bridge mode. parallel mode and
clip limiter: balanced XLR and %-inch
inputs: 3-segment LED signal level
meter with clip indicator; and detent-
ed input level controls. Output power
per channel at 4 ohms: PLX 1202
($798) 325 watts, PLX 1602 ($1,198)
500 watts, PLX 2402 (81.498) 700
watts, PLX 3002 (81,798) 900 watts.

For monitoring needs that can be sat-
istied with an affordable. low-power
amplifier, Samson introduces the Servo
120. The Servo 120 delivers 60 watts per
channel (into 4 ohms) with low distor-
tion and a 10 to 100k Hz bandwidth.
This single-rackspace amip ofters silent
convection cooling. bipolar design,
toroidal power supply. S-segment stereo
input level meters, balanced or unbal-
anced inputs and front-panel head-
phone jack with speaker-disable switch.
The Servo 120 has a list price of $199.

Yarkville Studia Reference SR-300 amp

Yorkville introduces a new amplifi-
er and a new amplifier line with their
Studio Reference SR-300 amp. The
stereo SR-300 delivers 150 watts per
channel into 4 ohms, balanced %-inch
inputs. push-terminal and %-inch out-
puts, front-panel attenuators, signal
present/limit/clip LEDs, convection
cooling and selectable highpass filter.
The SR-300 lists for $499. |

Loren Alldrin is a Nashuville-hased
engineer, producer and stidio owner.




I Learn to Mix with the

l":%‘The world’s biggest educator in audio and multimedia is

=248\ coming to America, ard when it comas to the WOW!
factor - it is hard to compare anything to the SAE
Institute of Technology.

(Total practical

three very simple reasons.

: education)
Frst, there are 27 SAE Institutes in 14 countries arcund the world. Our
US students have an impressive graduation rate leading to a high percentage of
® them obtaining professional employment. Only SAE makes it possible for
(And only us) students to transfer between any of our schools. Imagine starting in the US,

moving on to London, Paris, Munich or even Sydney! It’s all part of the better
SAE education system. Currently there are over 12.000 students at SAE!

YOU.

(And only you)

Neve VR and SSL G+
consoles in zll our
US Institutes
(The studio standard)

Second, we teach the whole persor. Our practical curriculum is designed for
the individual student, we have more studios and facilities than any other audio
or multimedia school. Our programs are standardized throughout the world,
each SAE Institute adapts its courses to fit in with local market needs. There
is no chance of a class of 30 being taught mixing in cramped conditions -
not at SAE!

Third, we offer fully recognized qualifications, with our accredited Sound
Technology Diploma**,the Multimedia Producer Diploma, the Bachelor of
Arts (Honors)* degrees in Recording Arts and Multimedia Arts that lead
to Masters and Doctorates. Graduates of SAE have the opportunity of a |
paid internship with the Walt Disney Corporation. Our programs are =
industry recognized and widely respected since 1976. '

For more information and a free color catalog call any of these centres of educational excellence:
New York (212) 944 9121 Nashville 1-877-272 8346

London Paris Singaoore Sydney Athens Auckland Zurich Milano Stockholm Hamburg Rotterdam Amsterdam Munich Geneva Melbourne Frankfurt Vienna

Tel: 1-877-27 AJDIO www.sae.edu

** In cooperation in sound engineering with
* In exclusive educational association with P
MIDDLESEX UNIVERSITY - LONDON (Q)Aq@‘wp Entertainment®
INSTITUTE
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Way More
an Four More

.

ou could say that the new Festex FD-8 is a duplicate version of Fostex’s

groundbreaking FD-4 digital recorder plus 4 channels more. But you'd

be overshadowing the FD-8's amazing list of powerful. professional
features. Because in addition to offering 8 channels of pure Fostex digital audio.
the FD-8 also gives you two independent recording modes (one maximizes
sound quality. the other recording time). 16 Virtual Tracks (for a total of 24
recording tracks), "Digital Track” inputs and outputs. and much more. Even full
MIDI implementation. Plus, just like the FD-4. it gives you the freedom to
choose your own optional SCSI recording media from a wide variety of avail-
able removable and hard drives. And with an M.S.R.P. of only $899. it shines a

whole new light on what you can expect from a portable digital multitracker.

TING Mic Inpats Optical Dynamic Fanme £Q Plus Sweep
1161 jacks provide Fall Cut/Copy/Paste/Move Uncompressed With Mic Trim on Input digital signals Analog 8 IN x 2 OUT 3-point EQ
best solution plus Undo and Redo. 41.1kHz, channels 7 and 8 from other sources familiar mixer with (2 shelving &
1o exchange up 1o 16-bit linear for use with low-Z and output directly. 105+8 dynamic range. 1 parametric types)
eght tracks of data CD-quality digitai ardio. microphones. on all 8 channels

with an ADAT™.

-E

1 T L E 8 S

Fostex

Don't need a full eight channels? The original imitless multitracker, the FD-4, gives you

faur channels of pure, “no-compression” digital recording and imany of the professional features you'll find
in the FD-8. It's the only four-track multitracker that tets you choese your own recording media from a variety
of removable and hard drives. And—best of ali—you can get your hands on one for under $600!

Fostex Corp. of America ® 15431 Blackburn Ave. ® Norwalk, CA 90650 Fostex
Tel: 562-921-1112 @ Fax: 562-802-1964 ® hitp://www.fostex.com @ e-mail: info@fostex.com



DAVE JERDEN

FUNDAMENTALS FROM JANE’S TO CHAINS

quick perusal of his credits

shows that Dave Jerden has

worked on a lot of really
cool records. He blends a it of the
purist with the iconoclast, and he’s
assembled a discography that cuts
a wide swathe through musical
styles. One of the very first engi-
neers to use samples (Jerden was
recording and mixing engineer on
Herbie Hancock's groundbreaking
1984 album Future Shockand its hit
single "Rockit™), he was also the
guy behind the board for that un-
forgettable moment when the gui-
tars come slamming in on Alice In
Chains’ “Rooster” from 1996's Dirt.
A few other highlights: Jerden was
the recording and mixing engineer
on Talking Heads' Remain In Light
and David Byrne and Brian Eno’s
My Life in the Bush of Ghosts, and
the producer/mixer of Jane's Ad-
diction’s Nothing's Shocking and
Ritual De Lo Habitual, Social Dis-
tortion's  Social Distortion and
Somewbhere Between Heaven and
Hell and The Offspring’s Ixnay on
the Hontbre. He has also worked
with Frank Zappa, Tom Verlaine,
Jane Child, Red Hot Chili Peppers,
Anthrax and the Rolling Stones.

A previous interviewer called
Jerden a “sonic bricklayer.,” an apt
description that conveys his unique
blend of skills—artistic, yet all busi-
ness. He's a guitar-loving rock engi-
neer who is also totally comfortable
with technology. In person, he
comes across as intense, highly cre-
ative and quite serious, with a de-
meanor rescued from severity by
frequent flashes of dry humor.

He'd just finished mixing The
Oftspring’s latest release, Ameri-
cand, when we found him at El
Dorado, his Los Angeles recording
studio of choice. It's an industrial.
warehouse-type space, and the
control room was equipped with
three separate computer rigs, a
super-sized roadcase packed with
guitar amp heads, and a second
wall-sized roadcase filled with
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Summit tube gear. As we talked,
Jerden seemed to be in constant
motion—opening road cases to
display a piece of gear, paging
through screens on a computer,
pacing out to the studio to point
out a detail. Even in repose he em-
anates a considerable energy field.

Did you start out as a guitar
player?

Guitar and bass; 1 started playing in
bands when T was 12. My father
was a buass player, and he encour-
aged me. Most kids. when they get
their first guitar, it's a piece of crap.
But when ¥ took an interest in play-
ing guitar my father bought me a
really nice Gibson. Then, when |
had an opportunity to play bass in
a band. he bought me a Fender
Precision bass. I played in bands
carly on, not because I was any
good, but because 1 had good
equipment.

Did you take lessons?

For a few years. My dad was al-
ways trying to push me toward
heavy reading—he had goals for
me to be a jazz musician.

Wait a minute. Nobody's parents’
goal is for their kid to be a jazz
musician!

BY MAUREEN DRONEY

I was really fortunate. All along the
way I had encouragement from my
familv. And when 1 crossed over to
engineering, they were also totally
supportive.

How did you make that transi-
tion?

I wasn’t making any real money as
a musician. I was in a band with
Eddy Schreyer, who has Oasis Mas-
tering now, and he went to engi-
neering school, sa 1 decided to try
it. It was called the University of
Sound Arts; it wasn't any great
shukes, but ane thing 1 learned
there was what books to read. 1
bought this one book, Modern
Recording Technigues, by Runstein,
and I memorized it. 1 figured if I
knew everything in that book, it
would give me a good start. 1 still
to this day use a lot of what 1
leamed in that book.

So you went to school and read
books and got a job as an assis-
tant?

I got a job at Smaketree Studios as
engineer/assistant/whatever. After
that I worked at a studio called Re-
dondo Pacific, and after 1 left there,
El Dorado hired me because they'd
just purchased an MCI automated
console, which 1 knew how to run.
That was the first El Dorado—it's
now torn down—a studio built in
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the '60s for rock 'n” roll. Of course, this
was the late "70s and it was still in the
'60s. I went in there and the owner gave
me $4,000 to redo the whole studio. So
I hired an acoustician for one hour for
$160 and had him write down on a nap-
kin what he would do if he was going
to remodel. Then I hired a foreman,
brought in a crew and redid the control
room. And that was the room where 1
did “Rockit” and Talking Heads.

That's where I really learned. be-
cause I was by myself—I did everything
that came in the door and all the main-
tenance, t0o. Disco, country or rock n’
roll, T approached it all the same. If 1
didn’t know how to do something, I'd
get the book and read about it, or I'd
make phone calls and pick people’s
brains.

Houw did "Rockit” come about?

I'd already worked with David Byrne
and Brian Eno, and Tony Meilandt,
who worked for Ilerbie Ilancock, came
to the studio and said, "This will sound
crazy, but if T put you with Herbie and
this production team called Material, 1
know we'll get a Gold record.”

Bill Laswell and Michael Beinhorn

were the two Brooklyn guys who were
Material. They had recorded the tracks,
then they came out here and we did
overdubs in Herbie's garage and mixed
it in a couple of days. The record com-

When | set up mics,
for doing drums,

the first thing I’'m always
thinking about is phase—

will one mic serve

better than putting

up four mics?

pany people came to the studio for
the playback. and when it was over
they just sat there. . .stunned. Because
there was this new thing called sam-
pling on it, and scratching. And no
singing. They were like, “We've got to
have vocals, let's put some vocals

on it!” Bill Laswell was sitting there with
a beer in his hand and he laughed

David Bowie
Magic Dick & ) Geils
Polygram

Frank Zappa
Burning Spear

Heartbeat
MGM/UA

Richard Thompson
Phish
Rounder

Roy Orbison

NRBQ

Rykodisc

Alison Krauss
Morphine
BobMarley

Bruce Cockburn
Tone-Cool

Arlo Guthrie
Medeski Martin & Wood
Sweetfish

The Beach Boys
Bob Mould
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and said, “I've got a plane to catch.”

About three months later I was in
Manhattan and 1 saw a kid on the street
with a beat box dancing to “Rockit.”
People were throwing money into a jar
in front of him and I thought, “My God,
I've just recorded something big.”

You et Herbie because you'd worked
with Eno and Byrne. How did you
weet thein?

After we'd redone El Dorado, we were
going to run an ad in Mix magazine. |
looked at our pitiful equipment list—
people back then were using nice live
chambers and EMT 140s, and our re-
verb unit was a BX10, a little cheap,
dark, spring reverb. I couldn’t advertise
that, so I made up something. I said we
had a new digital thing called a Lexicon
224, My plan was to go to the owner if
we got any bites and say we had to go
out and buy it. I'd done this before—he
always came through when he saw a
need for something that we'd actually
make money on.

About a week after Mix came out,
Brian Eno called—he'd read about the
224 and wanted to look at it. In a panic
I called an equipment broker who had
one that was going to The Village
Recorder. It was the only one in town,

know these guys?

they know us!

THEY TRUSTED US WITH THEIR MASTERING.
508-481-9322 www.cdndr.com

unparalleled service, experience, and technology




European Operations
4 Cooper Louse ¢ Ravens Lane
Berkhamsted, terts HPPE2DXN
Phone: +41 (0) 1442 875 900
Mobite: +44 (0) 973 748 351

digital.
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digital.

Harrison

For more Intormation:
wwiw.digitalengine.glw.com
wwiwghv.eom
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monitor system

core

finally!

You knew someone wiould

eventually build the state-ot-the-
art digital console vou realty wanl
No convoluted menus or arcane
control svstems, no ld-vear-old
technology - just a digital console
that works like a console should.
FHarrison's revelutionary new
digritalengine™ mining svstem
tinally deliverst Utilizing
Flarrison's proven
SeriesTwelve/MPC control surfag
and automation svstemy, the '
digital.engine™ provides
unparalicled digital processing
power with a vontrol surtace
common to that ot its analog,
counterparts. The digital.engine'y
is the only console architecture
designed to adidress the issue ot
divital transition with an upgrade
path for existing SeriesTwelve ang
MPC users. The digital.engine'™
providues:

« 40-bit internal progessing with
sample rates tromy 4401 KHz to
YoK Iz and 24-bit converters

576 full progessing channels
without resorting to processing
allocation schemes

136 console-wide buses digital
Touted to 1344 inpats and 1344
outpuats

Iull console automation lrom
the inventors of the tully-
automated console

Surround panning and
monitoring in every surrownud
tormat availabie

e | larrison’s exclusive DDSP™
hybrid architecture allows
intermining of analog aid
digital processing within the
same console

¢ The digital.engine' has the
lowest lateney of any large-
format digital console

Headquarters
7104 Crossroad Blvd e Suite tI8
Brentwood, TNE37027
I"hone: 615-986-7700
Fax: 6l 5-986-7707
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and everybody was screaniing to get
their hands on it, but I begged him to
let me borrow it and he did.

Luckily it was easy to use.

I learned it literally an hour before Eno
¢ol there. He walked in, and [ acted
like T knew all about it. THow he lis-
tened to it was by using some casseties
of beats that he was working on—we
scrolled through the ditferent sounds
and [ said, “These tracks are really
cool.” Brian said. “You like this stuff?”
and we started talking about music and
then he lefi. A few days later the studio
nunager said. “You must have made a
greal impression on Brian Eno; he just
booked nine weeks with David Byrme.”
And out of that I went to the Bahamas
and did Remeein in Light.

Somebody told me once. "If you can
picture vourselt doing something. you
can get there” Well, for me, it's the
same with equipment: If I imagine my-
self using the picce of equipment 1
want, somehow it arrives in my life.
The latest thing my engincer Brian Carl-
strom and T were imagining was a full
digital studio, and now we've got 48
tracks of 2/&-bit Pro Tools.

20% of the power

24% of the size

28% of the weight -
34% of the cost
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Dave Jerden produced and engineered the album
that took Social Distortion from L.A.’s punk scene
to a national audience.

You've thought about a digital studio

Jor a long time.

I've always been interested in the idea
of hard disk recording—the problem
was reliability. The Pro Tools sounds
great. and I like all the plug-ins. We
haven't had any problems—no system
crashies. no loss of information. The
biggest problem. I think. even for those
with experience. is it leads vou to a lot
of choices; you can get lost in it. We're
good at avoiding that problem. Brian
[Carlstrom] and my assistant. Annette

Cisneros, and | have done a lot of
records together. So we approach our
recordings the same as always. We don't
get lost in the process, and instead of
adupting to the Pro Tools method, we
have the Pro Tools method adapt to us.
Do you record directly to Pro Tools?
We do on overdubs. We start off on the
Studer for tracking. and I mix 1o the
Studer half-inch.

It surprised that you record guitars
directly to Pro Tools.

Some of them we do, some go to ana-
log. There’s so much opinion about dig-
ital and analog, and through the years
I've been involved, on the sidelines or
actively, in all these different arguments
about equipment: about VCAs not
being any good, Neve vs. SSL, blah blah
blah. My whole philosophy has always
heen to use what gets the job done the
best.

I've miixed stuff that’s been done on
really cheap equipnient that sounds
gorgeous, and I've worked on a lot of
stutt that's been done on all the proper
high-end gear and it sounds like crap.
It's all in how you record it. Because
most people don’t know what a good
sound is, they just go fishing.

T've always heard that if you replaced a

And 100% of the speed, accuracy and definition

of our renowned top of the line Model Two Thousand...
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FOR THE WAY DIGITAL
IS SUFPOSED TO SOUND. |

Ouari, Inc., Japan

Phone (81) 424-81-8626
Fax: (81) 424-81-8633
wwwetar.cop

Ouari Corporation, USA
Phone. (80C) 877-0577
Fax: (€50) 341-7200
www.otarl.corn

Otari Europe GmbH
Germany

Phone (49) 2159-50861
Fax: (49) 2159-1778

Otari Singapore Pte Ltd.
Singapore

Phone: (65) 284-7211
Fax: (65) 284-4727

Now there’s
RADAR I
HDR Series
Digital
Multitrack

You know and trust the great sound, speed and user
familiarity of RADAR? Now enjoy 24/48 tracks of
24-bit record/replay from a single removable hard drive.
RADAR {| - everything you want in a random-access
equivalent of a conventional multitrack. An enhanced
controller for track arming and optional metering

of up to 48 tracks, multiple machine control, user-
definable macro keys and digital /0.

No wonder RADAR has replaced analog and
digital multitracks in hundreds of facilities.
Call 1-800-877-0577.  www.otari.com
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sound, you were quick to get rid of the
original.

[Laughs] It's not that T have to erase stuft

to keep my psychological center; it's
just practicality. Sometimes I'd do that
only because T didn't have the opportu-
nity to save stuff, because 1 didn't work
in studios where 1 could make slave
after slave. But I don’t sce any point in
holding on to something if T know what
I'm going with. I don’t always erase
everything, but I have absolutely no
problem making decisions.

When 1 first started out, T had a 24

track machine and a 28-in board, so all
my recording had to be very organized,
and 1 had to print all my eftects. When [
shoved up my faders for mixing, it was
pretty much just balancing and we were
done. T still print any important effects;
I'm economical, and I don't leave choic-
es for later.

The studio bere seeins very live—is that
where you like to put the druins?
Actually, T usually put the drums in the
smaller iso booth, then T put a P.A. sys-
tem out in the studio and pump the
drums back out through that. It's a way
to control the amount of cymbals, be-
cause when you set up in a live room,

96 kHz. selectable word lengths. noise
shaped redithering. and full digital
metering on all channels. It provides
master or slave operating modes. The
unique PLL guarantees ultra-clean
lockup to an AES reference. in block.
frame and sample boundary alignment.
does it sound? In a word

h«'ztm‘z

the measure of excellence!

Awesome Specs!

Incredible Sound!

The eight channel AD2408-96 is the finest A-to-D
converter available. It has sample rates up to

How
Incredible! Call today.

® THD+N: <-110 dB FS (0.0003%).
measured @ -3 dB FSD (20 Hz - 20 kHz)
Ultra-low intrinsic jitter = 9 pico seconds
Sophisticated phase-locked-loop circuitry
achieving jitter attenuation which exceeds
50 dB at all frequencies > 50 Hz, with side-
bands and idle tones below -134 dB while
phase-locked to external AES sync
Internal. external. or redundant power
supply options available

1/O - Connections: all gold pin connectors

Analog inputs: balanced XLR

Digital output options: AES/EBU (110 Q
XLR). or SMPTE 276M (75 £2 BNC)

H) x (127 D)

Size: (197" W) x (1 *h”

BENCHMARK MEDIA SYSTEMS, INC.
Phone 800-262-4675, FAX 315-437-8119

http://www.benchmarkmedia.com
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you often get too
much of them. T also control

how much cymbals T get by how far 1
open the sliding door between the
booth and the room. That way I can
vary the sound and tatlor it for each
song, instead of having the same drum
sound for the whole atbum.

[ also use Ibanez DM1100s on the
room sounds. [ got turned onto them
when T was doing Jane’s Addiction—
Perry [Farrell] used one onstage for his
vocal so he could adjust the delays and
effects as he was singing. He lost the
box, though, after the Nothing’s Shock-
ing tour, and we couldn't find another
one. Then just a couple of years ago 1
was in Black Market Music and T found
two of them. The guy said, “You can
have these picces of junk for a hundred
bucks cach.” I've been using the hell
out of them since, and one thing T use
them on is drums.

It’s a chorus and delay.

It's a delay unit. Within that you can get
chorus and phasing. See, the most im-
portant thing for me in recording is tak-
ing care of the fundamentals. The
physics of sound are so simple, there
aren’t really that many things that you
can do with it. You can change the
level, the amplitude, the phase, any-
where fram zero to 360. and you can
change the time, yvou can delay a
sound. That's it.

Everything you hear in the studio
comes from these fundamentals. If you
look at phase and use it 10 your advan-
tage, being aware of how time can re-
late to phasing and being aware of
amplitude. as far as the Fletcher Munsen
curve—all that stuff—yaou can create the
effects you want. You've got to be
aware of the basics. For example, T use
a sound pressure meter when I work.
That’s pretty rare in a recording studio.
Well, the optimal level for mixing is 84
dB. T have a mark here [on the monitor
potl where 84 dB is, but I still check it
every once in a while.

Why optimal?

Remember, 84 dB on the Fletcher Mun-
sen curve is the optimum between
highs and lows. as the human ear hears




them. When things get lower in vol-
ume, the bass tends to go away, so
you'll put too much in. At low volumes,
you may also tend to put on too much
high end. If you listen too low, when
you tum it back up it may be too bassy
and too bright. On the other hand, if
you listen too loud, the stuff may come
out bass and presence shy.

Those fundamentals are the most

solid ground you can work on; I think
people often overlook that now. They
think in terms of, “This is recording.”
But it isn’t—it’s sound. I also like to
keep track in a mathematical way of all
that stuff. I know what my delay times
are from the earliest room sound, all the
way up to a half-note, and the triplets.
Why?
[ don't use reverb much, so how I get a
spacious sound if I want it (instead of
just slapping on a reverb unit, which
may just sound dark) is to use various
delays.

Reverb is just reflections, coming
from how far the walls are apart within
a certain spatial environment. Digital re-
verbs use algorithms, which are mathe-
matical templates that will simulate a
room size with delays. What I do is to
take the tempo and meter of the song
and set up delays that correspond to
those reflections—the earliest reflection
in a room sound would be about 30
milliseconds, all the way up to a half
note, and the triplets, and the dotted...I
set up all these delay times for the
tempo of the song. If the tempo
changes, I recalculate.

Having the basics down frees you up to
be creative.

It's easier to learn a few basic rules than
it is to try to learn every piece of equip-
ment. You can spend your time learn-
ing how a Harmonizer 949 works, then
some day you don’t have one and you
want that sound. Well, think about
what that 949 is doing. There’s so many
different ways to solve a problem—you
don’t need to have a 949 to have its
sound.

If I was stuck on a desert island, I'd
need something that could delay, and it
could just be a tape machine. And I'd
need something that you could change
the phase with—that could be a solder-
ing iron. So maybe a tape machine and
a soldering iron is all I'd need.

When I set up mics, for doing
drums, the first thing I'm always think-
ing about is phase—will one mic serve
better than putting up four mics? I keep
that in mind, thinking, one foot equals
one millisecond. Sound travels at 1,100
feet per second at 70 degrees at sea

level, and a millisecond is one-thou-
sandth of a second, so, basically, one
foot is one millisecond.

So you're using the three-to-one rule to
prevent phase cancellation.

There’s that, and there’s also the other
one, the 9dB one, where you can look
at your console meters, and, if you have
a mic on the snare, and it’s picking up a
tom over here, the tom should be 9 dB
down from the main snare signal so
there’s no phase discrepancies.

Ub, do you oun stock in Summit?
[Laughs] No, my engineer does. 1 like
the sound of tubes. We use the pre-
amps, compressors, EQ...line mixers,

too; there's a full studio in this rack. We
mainly just use the console for monitor-
ing and mixing. Even though I use the
VCAs on the SSL to mix in the end, and
I'm recording on Pro Tools, the first in-
troduction from the outside world into
the studio of every sound is always
through tubes.

What are your favorite microphones?
Lately I've been using really cheap mics,
like ones that come with phone ma-
chines, because there’s a color I'm going
for. But I do like Telefunken 251s, U47s
and C-12s. As for a desert island mic,
probably the most versatile is an SM57,
and for a good, balanced condenser
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mic, the U87, or my favorite, the UG7.
What mics do you use on drums?
My setup ftor drums is pretty much the
same all the time, and probably the
same as anybody else’s. More important
than the sclection of the mics is the se-
lection of the drums. I use The Drum
Doctor, Ross Garfield, a lot: he's got
three snares [ like. I mike the top and
bottom of the snare with SM357s, with
the phase flipped on the bottom. T like a
fatter hi-hat sound, almost like a heavy
metal hi-hat, so I go for those kind of
cymbals, and on that I'll use either a
KM84 or a Sennheiser 451, with pads.
always top- and bottom-mike the toms,
unless theyre concert toms, and I al-
most always use toms with top and bot-
tom heads. T use Sennheiser 421s on the
top and SM57s or 421s on the bottom,
with the phase tlipped on the bottom.
For overheads, C-12s or 87s or 414s, and
[ try to mitke sure the ride cymbal is
picked up properly. Sometimes I have
the mics over the drummer’s head with
a stereo technique, or I'll just have them
spread out. Sometimes I'll use various
condenser mics, 84s or 451s, as filler
mics to pick up china cymbals, or what-
ever else they may have.

For bass drum I use an AKG D112: 1
put a sandbag in there, and usually 1
have a front head on with a hole cut in
it. I like using smaller bass drums;
they've got more punch—a 22- or an
18-inch kick sounds great to me. A 26
is good if you've got the right room for
it and you want to go for a Bonham

sound, but if I'm going for a sound like
that, I use less mics and a lot of com-
pression with Fairchild 670s, going for
that classic “Andy Johns™ drum sound.
But usually I stick to smaller kick
drums. And of course 1 compress every-
thing when I'm recording.

How do you mike electric guitars?

A 57 angled in at 45 degrees, coming in
somewhere between the center or the
cdge of the cone.

That’s quite a large road case your
amp beads are in.

[ prefer to have the amp heads in the
room when [ record. T had the cases de-
signed by Anvil—we hook them all up,
and I can go through them, boom,
boom, boom. and see what we want to
use.

Do you tri-amp the speakers?

What you mean I think is what I call
triple tracking—I approach guitar
sounds with highs, mids and lows. So,
instead of bringing all three up with
one sound., and one amp, using EQ. I'll
use an amp basically dedicated to lows,
one delegated to midrange and one for
high end. T might use a Vox, or a
Matchless cabinet like an AC30 with a
Big Muft, that will give a big bottom
end, especially with a Les Paul. Then
for midrange I'll use some kind of Mar-
shall, a 30- or 100-watt lead. or a Bog-
ner, and for high end I'll use a Soldano
or another Bogner for a more piercing
sound. The basis of the sound is the
Marshall in the middle, and I'll bring the
others into the mix. [ don’t mix them
onto one track; they stay on separate
tracks all the time—for some reason it
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just sounds better. I'll use three amps
for the buss, too, when I'm tracking.

To split the tracks, I use something
called the Lucas Deceiver, which is a
box that takes care of the ground prob-
lems. It's an active splitter, with an op
amp. Terry Manning builds them down
in the Bahamas. I love the Deceiver.
People ask me all the time how I split
the signal: then they try to do it without
one, and they give up because of all the
ground buzzes and stutt.

Do you own a lot of outboard gear?
What I own is more musical stuff—
amps, synths. I do own some EQs—Tri-
dent A range, a Neve Prism rack,
Massenburg, API 550s—but the out-
board tools I use are pretty simple.
When I mix, I have only a couple of
things plugged in on the board: an
H3000 tkarmonizer, my AMS DDL and
maybe a long delay—all the other ef-
fects have already been recorded. It's
not like some guys who have to have
100-input hoards because they have all
this stuft set up.

I understand setting up a bunch of
equipment and just seeing what's going
to happen. I've done that, but in the
mixing process there are already a lot
of creative decisions to be made, so 1
helieve that when you get to mixing,
you're not recording anymore, you're
not creating in that sense anymore—
you're creating in the sense of putting
together the song.

What's new on the market that im-
presses you?

Software. Acid, by Sonic Foundry, is
very interesting. It puts together loops
tor you, one against the other, automat-
ically. Pretty amazing. Unfortunately, it
only runs on IBM. and our setup here
is Mac—I have it loaded in my IBM
notebook. T also really like AMP Farm.
It emulates like 40 ditferent amplitiers
quite well. If T want a really authentic
AC30 sound. I have AC30s I will use.
But AMP Farm does get a pretty good
AC30 sound. It’s the guitar equivalent of
drum samples.

Do you still spend a few days in the sti-
dio getting comfortable before you
record?

When I'm recording a whole album,
there's a period where I'm trying to ac-
climate the band to the studio, T get
them used to the headphones, the smell
of the studio, what the coffee tastes
like—it only takes a couple of days.
The point being, if you are going to do
something important in the creative
world, you have to look beyond just
pushing around faders; there has to be
a bond made between the producer,




y: W7 T8 Standard
for Concert 4174/

440 Hz $ 440

y: WY T8 Standard for

Condenser WJ Uy 1174

ADK, §§:TR

CIRGLE #066 ON PRODUCT INFO CARD 803-772-2007 E-Mail infﬂ@ﬂ (Tetel’ g



N 1999 Model from MARANZ..the CORGI0 -
now af [he L

200 LIST

BIC

PRO AUDIO c & Write Once

Pro Audio & Recording Equipment + Digital Video + Digital Multitrack
Recorders « Cassette Decks » CD Recorders « Digital Mixing Consoles
DAT Recorders * Hard Disk Recorders » Microphones * MD Recorders

2624 Wilshire Blvd, Santa Monica, CA 90403
310-828-6487 Fax: 310-828-8757
Open: Mon-Fri 11-5 - All Major Credit Cards

CIRCLE #067 ON PRODUCT INFO CARD

Dlglfal_AUdIEJ_TaD_e

VIL L ACHLA ; Ei |||;| T’\|uf\l

UT“H \/lh #E\/ N E\/ANS DALLAS AUSTIN
RICK RUBIN PREMIER FLOOD ANDY WALLACE
DAWSEY WEINBERG HULL VANDETTE LIAN

PROFES blONAL S[PV[CF
WORLD CLASS MASTERING

masterdisk corporatlon
t 45th Street, New York, NY 10036, (212) 541 ) i
nasterdis

CIRCLE #068 ON PRODUCT INFO CARD
106  MIX, DECEMBER 1998

the band and the engineer. It's almost
like a family, and you have to under-
stand each other and establish trust.

Also, recording should be fun, it
shouldn’t be this arduous process of 18-
hour days, seven-day weeks, to where
you've totally lost perspective and
you're completely burned out. It should
be fun, like going to play a baseball
game.

Bill Szymzyck once said to me bis pbi-
losophy in the studio is, “If you're not
baving fun, it’s time to go home.”

I agree. I don’t have any problem going
all night if everybody’s having a good
time and it’s working, but how I gener-
ally schedule my work is six days a
week, eight hours a day. Now that’s the
hours I'm in the studio—the engineer
will be here more hours, making back-
ups, etc. But the eight hours 'm here
are all focused work. I've got a goal for
the day, and when I'm done with it, we
go home.

I saw a quote from you in HiFi where
you said your style as a producer is to
do your job and to let everybody else
do theirs. But you didn’t say what your
Jjob is.

When people ask me to produce a
record, that means, to me, to make a
record by whatever means. I may be a
psychiatrist, a technician, a musician,
but the overlying important thing is that
I have a point of view all the time. The
main job, which may include all those
other duties on top of it, is to be a per-
son who has a point of view and main-
tains it on the whole project. 1 let the
musicians make the record and do their
parts, but it’s in the framework of a
point of view that we've all agreed on.
Because productions can get lost really
quickly if the objective has not been
maintained.

To do this, I use my initial reactions
as a listener, and I ask questions. What
do I expect to hear from this person or
this band? What is the essence of this
band? That is, stripping away everything
they're not, and then looking at what’s
left. We get in agreement, musically and
stylistically, about what they are, and
we form a general image of what it’s
going to be, the theme. We fine-tune as
we go along, but we're always moving
toward the objective, so at the end of
the day we can say, ‘Yeah, we made
the record we wanted to make.’ That's
the job. u

Maureen Droney is Mix's Los Angeles
editor.
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SOUNDELUX OFFERS
THREE NEW CONDENSERS
Soundelux Microphones
(Hollywood, CA) has intro-
duced three new condenser
microphones. The U95S is a
multipattern wbe condenser,
similar to the company’s U95
but with improved specs
and slightly longer body.
Price is $3,599. The PTM, a
cardioid tube condenser op-
timized for vocals, is aimed
at the project studio market

and is priced at $1,199. The
U97 is a smaller, multipat-
tern FET condenser and is
priced at $599.

Circle 327 on Product Info Cord

APOGEE ROSETTA

A/D CONVERTER

The Rosetta AD from
Apogee Electronics (Santa
Monica, CA) is a cost-effec-
tive 2-channel analog-to-dig-
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ital converter that oters two
AES/EBU outputs in addition
to ADAT, TDIF and S/PDIF
interfaces. The first unit in
the company’s new Solution
Series, the one-rackspace
Rosetta Al» converts to
44.1/48 kl1z sampling rates
ad includes Apogee
UV22HR processing for re-
ducing the word length of
24-bit signals to 20- and 16-
bit formats. Designed as a
front end for a computer-
hased DAW or DAT and
MDM recorders, the Rosetta
AD features the Soft Limit
process to maximize levels
and reduce “overs™; bar
graph meters and LEDs :indi-
cate levels. The unit accepts
both balanced and unbal-
anced inputs.

Circle 328 on Product Info Cord

COLLIER 2X3PM
PARAMETRIC MIXER
Collier Electronics (Austin,
TX) offers the 2x3PM Para-
metric Mixer, a combination
2-channel mic or instrument
preamp and 3-band para-
metric EQ. Channels may be
EQ'd separately and are also

available on a mixed output.
Additional inputs niay be
added to the mixed output.
Front panel controls include
input gain controls for both
inputs on cach channel,
high- und low-cut shelving,
and center frequency. Q and
boost/cut controls tor each
of the 3-band parametric EQ
sections. /O connectors are
XLR and %-inch.

Circle 329 on Product Info Cord

LUCID TECHNOLOGY
24-BIT DACS

Lucid Technology (Lynn-
wood, WA) debuts a
complementary pair of 2-
channel, 24-bit digital audio
converters. The half-rack
analog-to-digital ADY624
($899) and digital-to-analog
DA9624 (8749) operate at
sample rates of 32, 4.1, 48,
88.2 und 96 kHz. Twenty-
segment peak-hold LEDs
and a headphone output
provide monitoring facili-
ties. Additional features in-
clude 16-bit noise shaping,
external sync via word
clock and simultaneous dig-
ital output on multiple con-

nectors. 1/0s include XLR
analog and AES-3 S/PDIF
and TosLink optical
conneclions.

Circle 330 on Product Info Cord

HAFLER

POWERED SUBWOOFER
The TRM10S Transeana
powered subwoofer from
Hafler (Tempe, AZ) is a one-
cubic-foot vented enclosure
containing a single 10-inch
woofer and a 200-watt am-
plifier with MOSFET output
stage and Class G/Transeana
topology. Designed to aug-
ment Hafler's new TRMO
Active Monitor System (or
any small monitor that
requires a subwoofer), the
TRM10S includes an ad-
justable crossover (24dB
octave Linkwitz/Riley)

and covers a 25 to 110Hz
frequency range.

Circle 331 on Product Info Cord

DYNAUDIO

ACTIVE SUBWOOFER

The BX30 active subwoofer
from Dynaudio Acoustics
(distributed by AXI, Rock-
land, MA) is a compact de-
sign incorporating a 12-inch
woofer and 140-watt amplifi-
er. Switchable crossover fre-
quencies are 80, 95 and 120
Hz, and the BX30 ofters con-
tinuously adjustable phase
control, Targeted at the sur-
round market, the BX30 of-
fers low-frequency response
down to 22 Hz (-3dB). In-
puts are stereo XLR. Price

is $2,999.

Circle 332 on Product Info Cord
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CLM DYNAMICS
EXPOUNDER

The DB500s Expounder Dy-
namic Equalizer from CLM
Dynamics (distributed by
PMI Audio, Torrance, CA) is
a stereo mastering EQ that
includes dynamic equaliza-
tion capability. Each channel
of the three-rackspace
DB500s ofters two bands

of parametric EQ over the
200-8k Hz range, plus high-
and low-frequency controls
selectable between bell and
slope curves; these high and
low filters may be switched
to act on the signal dynami-
cally. Similarly, a pair of
high- and lowcut filters may
be switched to track the
frequency content of the
treated signal, allowing for
automated hiss and rumble
reduction. Additional fea-
tures include /3 controls (di-
vides by three) on individual
EQ band gain controls,
12dB/24dB-per-octave filter
roll-off selection and individ-
ual in/out switches for each
of the five EQ and filter sec-
tions per channel. LEDs indi-
cate input level and peak
signals. The unit may be
stereo-linked. Price is $3,999.

TC ELECTRONIC M3000
STEREO PROCESSOR

TC Electronic (Westlake Vil-
lage, CA) has introduced the
M3000 Studio Effects Proces-
sor, a single-rackspace, dual-
engine stereo processor
featuring 24-bit A/D and
D/A converters. Effects in-
clude reverb, delay, chorus,
flange, tremolo, pitch
change and phasing. Dy-
namic effects include dy-
namic EQ and compressor/
limiter and gate/expander
functions. The user interface
includes an LCD readout and

PREVIEW

LED metering, and presets
may be stored in RAM or
may be written to PCMCIA
cards. I/Os include AES
EBU, S/PDIF, TosLink opti-
cal, ADAT, MIDI and analog
connections: 16- or 20-bit
dithering may be selected.
A pedal input is standard,
and the unit offers multiple

simultaneous digital outputs.

Price is $2,499.
Circle 333 on Product Info Card

LINE 6 POD

GUITAR AMP EMULATOR
The POD from Line G (Cul-
ver City, CA) is a program-
mable amplifier emulator
and effects unit for electric
guitar. The stereo desktop
unit offers a choice of 16
“amplifier” types, which

CHANMEL
VoLUME

may be combined with 16
digital effects. Eight rotary
pots emulate the tone and
effects controls for each
amp selected, and addi-
tional effects may be pro-
grammed or edited via
MIDI on either Mac or PC.
Additional features include
stereo outputs and a head-
phone monitor output.
Price is $399.

Circle 334 on Product Info Card

WESTLAKE ADDS TO

LC MONITOR LINE
Westlake Audio (Newbury
Park, CA) adds two compact
speakers to the company’s Lc
monitor series, The Lc3w12
contains a 12-inch paper
woofer, a 6-inch midrange
woofer and a 1-inch dome

tweeter. Frequency response
is 40 to 18k Hz; the Lc3wl2
handles 100 watts. The small-
er Lc3w10 (12.25x21.5x
13.375 inches) has a 10-inch
polypropylene woofer, 5-inch
cone mid and %-inch tweeter.
The Lc3w10 is capable of
handling 80 watts and offers
a frequency response of 42
to 20k Hz. Both units contain
integrated passive crossovers
but may also be bi-amped.
Westlake also has redesigned
its BBSM-5 Near Field Moni-
tor System for improved
performance; frequency
response is 55-20k Hz.

Circle 335 on Product Info Card

YAMAHA

POWERED NEAR-FIELDS
Yamaha's Professional Audio
Group (Buena Park, CA) in-
tros the MSP5 powered, bi-
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