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The Birth Of A Legend

What turns a studio microphone

into a legend?

, ° Natural warmth. Rich character.
All GT Electronics AM Series mics use a {i1§nE :
super-thin 3-micron, gold-evaporated gaydyld; Crysfo"ine c|ority that perfecﬂy
mylar diaphragm for the ultimate in ‘ a5 N !
sensitivity and transparent response. i e | captures the fine details of every
Over 1” in diameter, the extra-large IR 1 E
diaphragm is precisely tensioned by

; nuance. Most importantly, it

hand to ensure perfect accuracy. : : '-‘-‘,_':L-.;J provides an indescribable intimacy
} e

that makes listening a deeply

emotional experience.

Legendary mics are made by
people who share a passion for
the art of sound. So 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 qualities of legendary

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 audio equipment design. It all starts
noise, a long life and nearly non-existent g ’ .
microphonics. The result...classic, warm, . with the AM Series Iorge dlophrcgm
rich tone that you demand from o studio condenser microphones, which
legendary tube mic.

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, Omni,
Figure 8 b Figure 8,
Super-
Cardioid
AMSI AMS52 AMb! AME2
CLASS A FET CLASS A FET T U B E T U B E
GT Electronics - A Division of Alesis Corporation @
® Alesis is a registered trademark; AM51, AM52, AM61, AM62 and GT Electronics are trademarks of Alesis.
GT Electronics 1633 26th Street  Santa Monica CA 90404  www.gteiectronics.com the new le gen d
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Evolutionary.

Thﬂ Yamaha IIZR Vel‘sion 2 alllls d I]ﬂWﬂN“l new 3“"3 m mi)(iim] tl)l)ls to the digital mixer tha has radically changed

the way that professionals work. With its unique capabilities, 92R ushered in a new era in creativity and productivity. 02R Version 2 proves that the revolution
is shill going strong. In fact, there are far too many new features to mention here. For tae full man festo, call (800) 937-7171 ext. 656. Viva la revolution!
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Surround Sound panning on every input

a must for TV, film and multichan

New AutoMix Features: Off
mu.
mixdown

post agplications.
eaiting Remate Control: Use 02R faders and
bigger mixes, t { keys to contr outboar
1and lo's mor y
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The unique Tannoy Dual Concentric point source technology offers the
professional recording engineer a strategic advantage when mixing and creating
effects for filr anc mwusic in the 5.1 surround format.

True surround sound is a virtual 3-dimensional sound stage that demand: linear
phase and amplituce response vertically as well as horizontally to e convinc ng.
Tae smooth, conical dispersion of the Dual Concentric propagates a naturally
nolistic wavefront in all directions into the mixing environment, empower ng the
engineer with accurate 3D spatial imaging for superior ~esults.

Unlike stereo which only has to create an accurate image between and some-
what to the sides of the mix position (ustally a small sweet spot), convincing
5.1 surround mixing and scoring demand much more from your monitoring
system. The environment must be transtormed into a totally 3-dimensiconal
sound stage to be done effectively. This relies on a linear response from the
loudspeaker both on and off axis in ooth the horizonzal and vertical planes.

This is simply not possible with conventional multi-driver discrete loudspeakers,
which pose a plethora of problems with amplitude linearity, especially off-axis
in the vertical dimension. While they might work fine in a fixed position for
stereo music production , they just canno: compete with the Tannaoy Dual
Concentric’s ability to reproduce accurate imaging and placement in a 3D stage
recuiring a linear resnonse on all axis.

If you're interested in superior results wher scoring, producing and maixing 5.1,
you should know what the best in the business have known for years, Tannoy
Dual Concentric point source constant directivity driver technolegy can
accurately steer your next su-round project into the big time.

Please contact TGl North America for more information,
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Whether | am creating a bounding action cue o: a subtle mood
piece, it is essential that | know how the music t-ufy sounds.
The detail and accuracy of the Tannoy Dual Conzentric gives
me complete confidence that my score will bong seamlessly
witk. the scene and the characters and not clask with the

dialogue or the sound effects. Brad Fiedel

Credits: Terminator Il ® True Lies ® Striking Distance
® The Accused ® Tom Hanks ‘Earth € the Mooa™ ® Blue Steel
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'f‘:o.r my Music Sound Desn, Editoria, ADR, Folev and 5.1

Suround Film Mixing, Tannoy Dual Cencentric Speakers
trarsparent, meticulous quality throughout all the studio
coréributes to a seamless audio environment fram rooi
room without the listening fatigue associated with ¢
designs. | can trust my results from Tennoy on @

Kot
Credits: Orgazmo * Field of Dreams
® Fiight of the Navigator

THOSE WHO KNOW.
jorth America + 300 Gage Avenue, Unit |
« Canada N2M 2C8 =
Fax:519 745 2364
tannoy.com
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Superb Sterto...

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- fear and
" 3 Ieft -rear bas and our new active 20/20 System Subwoofer™—a thundering 15"/250W monster fea’cunng
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} N

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

PO. Box 41B9, Santa Barbara, CA 93140-4189 "
Voice: 805-566-7777 Fax: 805-566-7771
E-mail: info@evertl.com Web: www event1.com
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FROM THE EDITOR

A DIAMOND IN THE ROUGH

January is a good time to start thinking about new purchases for the year, and
for many audio companies this includes both new and pre-owned (used) gear.
Depending on your viewpoint, the phrase “used gear” may bring to mind
images of snake oil hucksters and fast-talking car salesmen. Yet to others,
those same words may conjure up visions of discovering a pair of U47s or an
LA-2A at a garage sale or in pawnshop window. However, the reality about
the used audio market lies somewhere in the middle, and the truth of the mat-
ter is that the used equipment market is an important link in the pro audio
food chain.

Selling off older gear to help finance new purchases is a key factor that
fuels growth in the audio business. So if a large touring company upgrades
and sells last year's console to a smaller company, the buyer may in fact gain
access to what was comldued state-of-the-art just a few seasons back. And if
that mixer was great back then, isn't it possible that it's also great now—aside
from a few dings and scratches encountered along the way? So this particular
case may offer the best for both parties, where everybody gets an upgrade.

At the same time, the word 1o the wise is caveat emptor. The key to making
a smart used equipment purchase is buying the right piece, regardless of the
price. For example, 3M's digital 32-tracks—certainly great-sounding
recorders—were typically problematic from a service aspect, and the availabil-
ity of spare parts today is dicey at best—another factor to consider when look-
ing at used gear purchases. Yet buying a more recent model is no guarantee of
success, As an analogy. a low price on a 1998 automobile may seem enticing,
but if that car was previously used as a taxi or as a rental in a congested urban
ared, you may want to pass on that “bargain.” And with the purchase of any
used item, some advance research on the part of the buyer and careful consid-
eration of the condition of the product is essential. Selected wisely, a substan-
tial savings can come from buying used—rather than abused—equipment.

That said, bargains abound for the smart shopper, whether you're checking
out Mix classifieds, the trade-in corner at an audio dealer, used equipment
brokers, local musician papers—ijust about anywhere. A friend of mine bought
a mint-condition (100 hours total) Tascam 80-8 '~inch analog 8-track—a solid
workharse—for $350 at a Nashville store. 1 just picked up an Emulator I—still
a cool axe—for $200. The experience was kind of like seeing a cute puppy at
the dog pound—somehow 1 just had to take it home. And bevond local sup-
pliers, the Internet has opened up new avenues for commerce, whether you're
checking out music sources like Used Gear By Mail (www.ugbm.com), audio
auctions such as Ham Brosious™ Digibid (www.digibid.com), or the anything-
goes, street bazaar action on E-Bay (www.ebay.com).

But wherever you look for used gear, the same rules apply: Think twice,
shop sman and you may just find that diamond in the rough.

Happy hunting!

George Petersen
Editor

BPA  spans  ARP
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LETTERS TO MIX

TIMELY CORRECTION
In the lab analysis of the Hafler TRM8
Monitors (Field Test, Oct.'98), Jack
Hidley states, "The speaker has a high
degree of time alignment...” Time Align-
ment is my trademark and can only be
used with loudspeaker systems that have
been tested in my laboratory and have
received written qualification to use the
trademark. Time Align? and the deriva-
tives, Time Aligned” and Time Align-
ment” are trademarks of EM. Long, The
trademarks are licensed to companies for
specific products that meet the criteria for
their use. Hafler has not licensed the
trademarks for any of their products.

Jack Hidley has provided very useful
technical measurements, and I am hap-
py to see Mix publish them. However,
the impulse response shown in Fig. 2
(page 140) shows me that the TRM8
would not qualify for the use of the
trademark. Perhaps you could publish a
“correction” in a future issue so your
readers will be fully informed about the
use of Time Align.

Edward M. Long

San jose, Calif.

SAD BUT TRUE

[ wrote this piece for my Web site after
reading the Nov. '98 edition of Mixand
thought I'd pass it on to you.

When I first read that almost all sym-
phony recording undergoes major edit-
ing [“Digital Editing for Classical Music:
The Virtual Razor’s Edge”], 1 thought it
couldn’t be true. World-class musicians,
extremely talented musicians, who have
practiced for years upon years, who
play the classic compositions live in
large halls around the world to appre-
ciative audiences, could not possibly al-
low their work to be edited.

These symphonies are recorded with
minimalist techniques, using the finest
microphones and the most transparent
mic pre’s made, so as to capture the
true sound of the orchestra. The fine
tone of the wood of the instruments,
the brass and silver that transform
breath into sweet passages—edited?
Talk about an unplugged and natural
environment! And then you're going to
edit this? Seems strange to me,

That is, until [ started working with
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classically trained musicians. Now [ un-
derstand why they do it. These musi-
cians hear notes we cannot fathom,
much less hear. They sense nuance and
tone that just never comes up with the
rest of us in the music world. In short,
they are brilliant and they are perfec-
tionists. They drive themselves crazy. [
am a patient man, and [ have survived
sessions with these musicians, But |
have watched them agonize over deci-
sions in the process of editing, and we
were only adding violin and harp to a
world music piece! Thankfully, they oo
will finally accept the occasional flaw
(Did you hear that, Pete? Me neither.)
weighed against five more hours of per-
formance and editing, and move on.
But I wonder if they sleep at night.

Yes, I now understand but it still
seems unnatural. When laying on a
blanket on the grass, on a warm sum-
mer evening with wine, listening to the
symphony in the park, [ will no longer
just reflect on how a man or woman
could possibly compose all those parts
to come together so beautifully. T will
now instinctively listen for what parts
may necd editing if I were recording it.
Not that I would want to edit, mind
you, but knowing [ would have to.

I kept my chin up when learning
there was no Santa, but now this. And
to think that some critics remark that
popular musicians are not entirely un-
plugged when making the MTV spe-
cials. What will they say when they
discover that classical music is edited?

Eliott James

Wateree Studio

wwwe.eliottigmes.com/wateree.htm

MORE ON DIGITAL EDITING

We were very glad to see Chris Michie’s
article “Digital Editing for Classical Mu-
sic” in the November issue. It is always
interesting to hear what our colleagues
in the recording industry have to say
about their experience with different
platforms, etc. Evidently, you missed us
in your investigation of sources for your
article. We have been digitally editing
classical music for nearly 20 years now
and were pioneers in digital multitrack
editing, a subject only touched on
briefly in the article.

John Newton, our chief engineer and
company founder, began his experi-
ence with digital editing during his as-
sociation with Soundstream (Salt Lake
City), whose founder, Tom Stockham,
built the first digital tpe recorder in the
U.S. Soundstream also developed the
first digital editor that could edit more
than two tracks (i.e. four). Soundmirror
ran Soundstream’s East Coust operations
from 1981 until Soundstream closed
several years later. Soundmirror contin-
ued in our own digital explorations,
however, and we were the first studio
to own a Lexicon Opus 8-track digital
editor, which still resides here today.
We upgraded our Opus to 18 tracks and
then 24 tracks before replacing it with
the first, and possibly the largest, Sonic
Solutions 24-track digital editing and
surround sound platform in the U.S.
Our Sonic has, in turn, been upgraded
to a 36-track system, which is what we
do most of our editing on today.

Soundmirror is regularly involved in
projects that require digital multitrack
editing, from orchestral to operatic to
surround sound recordings. We have
worked with artists such as Jessye
Norman, Dawn Upshaw, the Berlin
Philharmonic, the Boston Symphony
Orchestra, the New York Philharmonic,

Jose Carreras, Yo Yo Ma, Aretha Franklin

and the Chicago Symphony, and with a
myriad of record companies, including
Philips Classics, BMG, EMI, Deutsche
Gramophone, Nonesuch, Erato and
Telarc. We would be more than happy
to share our knowledge about digital
multitrack editing and its importance in
the field of classical music recording, as
a followup to your digital editing article.
Digital multitrack editing plays a role in
an enormous number of classical music
recordings now, and its use will only in-
crease with the continued development
of surround sound.

Anna Ross

Soundmirror Inc.

Jamaica Plain, Mass.

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

@ Unrivalled AMS Neve

sound quality
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AudioFile editing
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you've outgrown a PC

Professional audio
post-production

AMS Neve's Logic 3 provides a complete audio post production suite in a
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SHOWCO REVEALS NEW
CONSOLE AT LDI
The audio highlight of the recent Light-
ing Dimensions International (LDI)
show in Phoenix was the unveiling
of Showco's new Showconsole, a live
performance board that consists of a
completely recallable control surface
connected via fiber optics to an 80-
channel analog mixer in a triple-wide
rack located at the stage. This marks the
first time a sound reinforcement compa-
ny has created its own proprietary con-
sole. The digitally controlled analog
system is based on the Harrison Se-
ries12 and will also be marketed by
Harrison for the installation market as
the LPC (Live Performance Console).
Showco vice president Howard Page
was on hand to introduce the Show-
console and pointed out that the whole
console can reset almost instantly.
Channels may be recalled to the con-
trol surface in “banks,” and a single con-
trol surface may be interfaced with up
to three 80-input mixers. “We've taken
away most of the individual channel
knobs, because an 80-input console
would be prohibitively large and
heavy,” explains Page. “You want all

the faders, but you only need to see
one full channel at a time.”

Each of the 80 channels in the
input/mixer racks offers three mic in-
puts plus a line input, allowing the
channel to switch on a scene-by-scene
basis. "Let’s say you've got a single gui-
tar player in a country band playing
three instruments,” Page illustrates.
“Now you only need one channel, be-
cause the acoustic guitar can come in
on Mic A, the electric on Mic B and the
mandolin on Mic C, each with their
own settings for EQ, dynamics and
gain.”

The console opens up a range of
creative possibilities that were previous-
ly unavailable to live sound engineers.
“We've got a few months of fine-tuning
and then we'll have one out on tour this
year,” Page says. The Showconsole is
available to the touring market exclu-
sively from Showco; sales to fixed
venues will be managed exclusively by
Harrison. Interested engineers will find
a 2x3-foot poster from Harrison
(info@glw.com) helpful. Inquiries re-
garding touring availability should be
directed to Howard Page at Showco
(hpage@vlint.com). —Mark Frink

The Technical Excellence & Creati-
vity Awards Nominating Panel is
accepting entries for product nomi-
nations for the 15th Annual TEC
Awards, to be held September 24 in
New York City. To be eligible, prod-
ucts must have been released and in
commercial use during the period
from March 1, 1998, to February 28,
1999. Categories are Ancillary Equip-
ment, Amplifier Technology, Mic
Preamplifier Technology, Computer
Software & Peripherals, Microphone
Technology, Sound Reinforcement
Loudspeaker Technology, Studio
Monitor Technology, Musical Instru-
ment Technology, Signal Processing
Technology (Hardware), Signal Pro-
cessing Technology (Software),
Recording Devices/Storage Tech-

1999 TEC AWARDS CALL FOR ENTRIES

nology, Workstation Technology,
Sound Reinforcement Console Tech-
nology, Small Format Console Tech-
nology and Large Format Console
Technology.

Companies wishing to nominate
products should send: product name
and qualifying category, date first
commercially available (proof of
shipment may be required; beta test
sites do not qualify), and a contact
name and telephone number.

Send all information to: TEC
Awards, 1547 Palos Verdes Mall
#294, Walnut Creek, CA 94596, fax to
925/939-4022; or e-mail KarenTEC@
aol.com. All entries must be post-
marked by Monday, February 1. For
more information call Karen Dunn at
925/939-6149. ]
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EX’PRESSION CENTER FOR NEW
MEDIA OPENS THIS MONTH
Ex’pression Center for New Media, a
new digital media arts school, begins
classes on January 11. The school is
located in Emeryville, Calif., and offers
“total immersion” style programs in two
courses of study, the 2,160-hour Sound
Comprehensive Program and a 2,178-
hour Digital Visual Media program.
Classes cover 3-D modeling, 3-) and 2-
D animation, digital visual effects for
films and video, Internet, music record-
ing and mixing, sound effects, live
sound, technical maintenance, 5.1 Sur-
round Sound, design and acoustics.
Classes will be taught by certified
Ex'pression faculty as well as by profes-
sionals now working in the music and
video arts industries.

Ex’pression recently named the two
directors who will oversee the schools
academic programs. Rob Gibson, for-
merly with the Academy of Arts College
in San Francisco, will head the Digital
Visual Media program. Duke Zaffery,
formerly with Full Sail Real World Edu-
cation in Winter Park, Fla., oversees the
sound department. For more informa-
tion visit www.xnewmedia.com.

SOUNDSTONE TEAMS WITH
IOMEGA AND LIQUID AUDIO
SoundStone Entertainment, an online
music retailer, announced that it has
teamed up with lomega Corporation, a
high-profile maker of removable storage
systems, and Liquid Audio to develop a
new mechanism for consumers to
download and store music securely
from the Web. The new technology is
designed to enable users to download
copyright-protected singles from Sound-
Stone.com onto lomega Zip disks, then
listen to the music using Liquid Audio’s
Liquid Music Player. The joint effort will
result in the online music industry’s first
music-of-the-month club, Tunus Collec-
tus™ Internet users will be able to visit
Tunus Collectus at SoundStone's site
and download new music singles every
month, using Liquid Music Player and
fomega’s Record-to-Play® encryption
scheme.

SoundStone recently launched its

~CONTINUED ON PAGE 16



There Is Only One Neumann

The M 147 Tube embodies all that is Neumann. From its time-honored tradition of precision
manufacture to its classic sound, only Neumann ensures that your investment today will continue
to yield superlative results in the future. Simply put, Neumann mics never become obsolete.

Neumann|USA
The Chotce of Those Who Can Hear The Difference
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NEVER BEFORE HAS SO MUCH =
POWER BEEN SO AFFORDABLE. =

It's time for you to make the move to digital
mixing. Analog mixers just don’t offer the 8
performance, features and sound quality
required for today’s digital recording and 5.1
surround mixing environments,

@

The Panasonic DA7 digital mixer gives you A
16 mic channels with up to 24 channels of analog ~ “The DA7 is extremely g
or digital 1/0 in ADAT, TDIF or AES format; 24-bit  musical and easy to

audio quality; moving faders and automation for use in any recording

less than you thought possible. environment. It offers
Quite a remarkable feat, but it's what you have @ Sound, warmth and
come to expect from the company with more punch that make it

digital experience than anyone, In fact, Panasonic tmly unique'”
set the standard for digital recording years ago Greg Ladanyi,

with the SV Series of DAT recorders. producer/engineer
. , ’ s Browne, Don Henley: =
So if you're still on the fence about digital ﬁﬂ“vﬂﬂ,e@,ﬁ,’;ﬁr&‘,’;‘d ;&2?‘ S A e e =E ol
mixing, we're certain the DA7 will convince you ~ Jody Davidson e s ey e i e

that now is the time to make your move, C A . .. : ._ -~ ¢ -~ _’.- ._. :

With products like the SX-1 and DX1000

(the DA7's big brothers), and the SV Series

of DAT recorders, Panasonic is truly

taking digital further.

(Below-the DX1000 digital console.)
*

-

@ And many magazine editors have raved
about the DAT’s exceptional sonic quality,
irtuitive user interface, automation and
affordability. (Some editors even hought

the DA7 after the review!) e e 0o s 0000 0 o «



RIGHT PRODUCT.
RIGHT TIME.
RIGHT PRICE.
RIGHT NOW.

THE 0“7

DiGiTAL MIXER.

Only

5170

. a month!

We've made it affordable. Now you can own a DA7

EII Don't just take ou~ word {us it. World-class producers, including R L =t
Greg Ladanyi (pictured left) and Denny Purcell are using the DA7 : - vith SCHEFge"35 manith, o ey Ju
Teg Lacamat Y J S $170/month lease-to-own program.” See your dealer

for details or call The Associates at 1-800-526-8638.
E - “I covdd not have done my Make your move to digital now.

= = * Program subject to customer creelt appruval and acceplance v Associates
r B

. last four major 5.1 projects oo o
% without the DA7.”

-; —-_ " Denny Purcell,
A e TAKING DIGITAL FURTHER.

l Spaglieti Wester, Joe Cacker P i

Broadcast & Dijital Systems Company

ﬁnrihv:irhigh-proﬁlepr()jects..........................u.-.....

Cal' us to meceive an informative brochuse and reprints
of the magazine reviews. Or simply visit our web site.

1-80)-777-1146
www.panasonic.com/proaudio
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INDUSTRY NOTES

Solid Stare Logic North America
news: Brian Bair was appointed 1o
sales, western region: George Hor-
ton was appointed western region
service manager. Dave Hansen was
promoted 1o technical operations
manager. eastern region. and Ernie
Fortunato was promoted (0 eastem
region service manager...Surrey,
UK-based Digital Audio Research
Ltd. announced its acquisition by
Harmuiin Pro Group. DAR will remain
at the company’s existing Chessing-
ton, UK, location and continue 10
operale as an autonomous division
of Harman Pro...BSS Audio (Nash-
ville) appointed Joel L. Motel as re-
gional sales manager. Motel recently
served at the Mark IV Pro Audio
Group as national sales manager for
the Klark-Teknik line.. . Ned C. Jack-
son wus appointed president and
CEO of Telex Communications Inc.
(Minneapolis). Jackson recently
served as VP and general manager
at DuPont... The design. consulting
and c¢ngineering firm of Rosati
Acoustics + Multimedia (Boston) re-
cently expanded its professional
audio and video sales group by
adding Scott Andrus. who will be in
charge of sales and murketing. .. The
Berklee College of Music (Boston)
launched a publishing arm called
Berklee Press, which will specialize
in high-quality books. software,
video and other products that help
advance the careers of musicians.
David Kusek. a 25-year music indus-
ry veteran, was tapped as director.
The college also recently presented
Distinguished Alumnus Awards 10
Electronic Musician Editor Steven
Oppenheimer and £V Mix contrib-
wor Larry the O, “in recognition of
outstanding achievements in con-
temporary music and music technol-
ogy.”...Maria Amczcua's recently
opened public relations and strate-
gic marketing firm. Hyde Street Com-
munications (San Francisco). now
represents TOA Flectronics. For fur-
ther info call 415/751-2602. .. Nagra
USA (Nashville) announced the ap-
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pointment of Dan O’Grady as sales
and product specialist for North
America...Software developer and
publisher True Audio moved all op-
erations from Escondido Calif. The
new digs are at 3837 Duncan Lane,
Andersonville. TN 37705. Phone:
423/494-3388...WavceFrame  Inc.
(San Francisco) announced that it
has reached an agreement with Emu
Corporate Enterprise, a division of E-
mu/Ensoniq to integrate the E-mu

Post Card, a professional version of

the Audio Production Suite into the
WaveFrame platform as a sampling
engine. ..dSP (Digital Studio Process-
ing) aunnounced the appointment of
Timelord International Ltd. as the ex-
clusive agent for Western Europe.
covering the territories of Benelux,
France. Portugal, Scandinavia. Spain
and the UK...Post/LA Expo. the
post-production trade show and
conference that runs February 25-27
in Santa Monica. has appointed vet-
eran journalists Paula Parisi and Lorin
David Kalisky as conterence direc-
tors. Kalisky will head the digital
assel management portion of the
conference. and Parisi will oversee
all other areas. .. Bag End Loudspeak-
er Systems (Barrington. IL) signed a
distribution agreement with Thun-
nissen & Verhagen Muziekinstru-
menten BV of Rotierdam. The
Netherlands, 1o be its exclusive clis-
tributor in Germany. France and the
Netherlands...Boynton Studio Inc.
(Morris. NY) announced the ap-
pointment of William Scranton as
executive VP of sales and murketing
and Timothy Rendo as executive VP
of finance and operations; both have
been designated part owners of the
company with Roger Boynton...
Harris Corporation (Cincinnati, QH)
promaoted Cam Eicher 10 manager of
the Broadcast Center, the U.S. sales
and telemarketing hub for the
Broadcast Systems Division's line of
distributed audio and studio prod-
ucts...gauss-M2 Corp. has moved 10
28008 Harrison Parkway. Valencia.
CA 91355. Ph: 805 775-1900. ]
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second online music retail site, www,
rock.com, which is created by and for
15- 10 24-year-olds and favors alt rock.
alt country, electronic. hip hop. punk,
metal and ska. and provides reviews,
access 10 music trends and one-lo-one
interaction with music experts.

WINTER NAMM THIS MONTH

The NAMM International Music Market
is coming up fast. The show tkes place
again at the Los Angeles Convention
Center. running January 28-31. More
than 1,100 exhibitors are expected. New
to this year's show are two after-hours
meeting places. located inside the con-
vention center: The Talking Bull Tavern
and the Rendezvous Cafe. These
venues were created so attendees can
extend the business day without having
10 leave the center as the exhibits close
for the evening. For registration infor-
mation. call 760/438-8001 or visit
www . NAMML.com.

NEW WEB SITES

Mever Sound (www.meversound.com)
has posted its popular Mever Sound
Design Reference Handbook. written by
veteran SIM engineer Bob McCarthy.

Adamson Systems Engineering’s new
site at www.adamsonproaudio.com fea-
tures a full online catalog. distributor in-
formation. up-to-date press releases und
new product information.

ATR Service Company. a restoralion
and service facility for Ampex audio
recorders. is on the web at wwiw atrser-
vice.com. ‘The site includes pricing on
parts. restoration services, transport
modifications and ATR Service's own
line of custom electronics for the
Ampex ATR-100 scries recorders.

OSCAR-WINNING RE-RECORDING
MIXER RICK DIOR DIES

Richard Dior. an Oscar-winning sound
engineer who worked on Apollo 13.
Dead Man Walking and over 2,000
movies and TV shows, died of a heurt
attack on October 26 at age S1. Dior
worked for many vears at Todd-AO
East in New York, before opening Digi-
tal Cinema with Ken Hahn and Bill
Marino of Sync Sound in 1997.

UPDATE

In our November issue. we ran an item
on Robert Vosgien's mastering project at
CMS Mastering. Y osgien had left CMS
by the time the issue came out. He has
been replaced by Ron Boustead, who
recently finished up Peabo Bryson's
holiday single “A Family Christmas.” W



PROFESSIONAL RECORDING EQUIPMENT

£y

: (909) 627-4256
FAX: (909) 628-2482
email: emanley@manleylabs.com

http://www.manleylabs.com

E@a}mg@wﬁm

COMPANY PROFILE: Manley Laboratories, Inc.
in recent years has expanded and thrived under
EveAnna Manley’s leadership. Our 11,000 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
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 Il. MANLEY acquired
the LANGEVIN brand name several years
ago. With these products we offer you the
different sonic flavor that ALL-DISCRETE
CLASS A CIRCUITRY brings using fresh,
original designs. built alongside and to the
same exacting standards as the Manley
equipment.

We believe that good music and those who
create it deserve the finest gear.

CIRGLE #D08 ON PROBUCT INFO CARD The choice is yours.
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POGEE ELECTRONICS has

a reputation for producing the
very best sounding digital conversion
products available. You might also
think of us as being quick off the
mark. But in fact, we think very care-
fully before we release a new product.

That's how it was when we came to
design our first 24-bit, 9g6kHz converter
system: the PSX-100.

Anyone can make 24 bits dance up
and down 96,000 times a second. The
question is, does it sound any hetter? In
many cases, the answer is no — and to
our engineers, there was no point if the
sound wasn't significantly improved. So
clock circuitry had to be even more rig-
orously designed to minimize jitter.
Analog components required special
characteristics to realize the perfor-
mance we specified. And much more.

We wanted to give our first 96kHz sys-
tem all the features needed to make it
truly indispensable. AES, S/PDIF, ADAT
and TDIF 1/0 for highest flexibility. Bit-
splitting for 24-bit, 96kHz mastering to
16-bit, 48kHz MDMs. UV22? for flawless
16- and 20-bit output. Soft Limit® for
maximum level without overs. Digital
copy, confidence and monitoring modes.
Sync to word clock and optional video.

The result: a total stereo conversion
solution. Fully independent A/D and
D/A converters in a single 1U package.

People kept asking us, "Does it do
96kHz?" and we said, "When we're
ready, it will.” Now, with the PSX-100,
we're ready. Are you?

Dl

www.apogeedigital.com

APOoGEE 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
Orher trademarks are the property of their respective owners.




osetta Al).

The heart transplant you can afford.
$1295*.

Incredibie analog-to-digital conversion, 24-bit resolution. UV22HR®, Soft Limit®. 96kHz option.
The ideal front-end for your DAW, MDM, DAT or CD recorder. The heart of your digital studio.
And.what's more, it won't break the bank. Hear the Rosetta AD at your Apogee dealer today.

www.apogeedigital.com

Solution Series™ — The Heart of Digital Audio.

Arocte 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. *US SRR 44.1/48 kHz versicn.




THE FAST LANE
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TwoO PARTS TOO MANY?

PART 1 (GET IT?)—YOU AIN’T HOME FREE YET

n the few occasions when

I have written two-part

columns, both parts were
written at one sitting, then I would
realize the total was too long and
split it into two parts. That general-
ly worked well, as there was conti-
nuity. This time, however, I wrote
the first part last month, and I am
just sitting down (six weeks later)
to finish the second part. There will
not be profound style continuity,
but I do remember what I wanted
to say in this second installment.

Last month I spoke of the un-
speakable horrors of A/D and D/A
conversion. Well, as it is now six
weeks later, and the art of conver-
sion is about six weeks more ad-
vanced, or 1/9th-bit. Nothing you
can hear yet, but every bit of every
bit counts.. kind of like saving up
for a vacation—when you get
enough, you get another one.

Last month I also said, “It is be-
lieved that, in the interest of keep-
ing CPU load down to a reasonable
level, the brain is most interested in
change, and rapidly notices any-
thing new and unusual...” Did |
bother to mention that 7 am the
one who believes that? I have been
working with scientists for two
decades to develop this theory, and
serious strides have been made in
this direction. It really does look
like the brain puts a lower priority
on stuff it has already heard, ana-
lyzed and understands. Just a bit of
clarification.

And last month I mentioned,
but did not elaborate on, the ridicu-
lous belief that once it's digital, it's
safe; that once analog audio has
been converted to digital data, it is
then immune to the plethora of
horrible fates that threaten it in the
analog world. That is what T want
to attack today. Ha ha ha, ha.

INSANE, MISINFORMED,
MARKETING-DRIVEN LIE #1
You can copy digital data forever,
and it will not change.
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[ absolutely /ove this one. While
it is true that one can reasonably
hope for bit-accurate data copies
on a hard drive when using the
computer’'s copy commands, that’s
basically the end of it. Data on a
disk can be accurately duplicated
with no generational loss if it is
copied as digital data (and you are
lucky). But digital audio ain’t quite
50 simple.

First, the obvious. Any time any
lossy data compression of any sort
has been used, the data can rever
again be trusted. This means com-
pression, bit reduction and sample
rate conversion. Remember the old
discussions about how Dolby SR
got weird if it was used on the

When duplicating
digital audio,
you can
get away with...
nothing.

multitrack master and then used
on the 2-track mix? SR was great,
but you could only use it once.

Lossy data compression is, in
my opinion, not great at all and
should never be used. But, since
it is used, remember that the same
old analog law applies—while
you might get away with it once,
don’t even think of trying it twice.
Or better yet, do try it. This is the
best way to learn. Take ten sec-
onds of music, shove it through
your fave lossy digital data reduc-
tion unit, save the result and re-
peat the cycle several times. Now
listen. That'll teach ya. Copies of
copies using data reduction are
garbage.

When duplicating digital audio,

BY STEPHEN ST.CROIX

you can get away with... nothing.
This includes sample rate conver-
sion; there is no such thing as a “lit-
tle” bit of gearboxing.

Now, the not-quite-so obvious.
When DATSs first appeared, there
was much talk of how they were
going to save the world. Much too
much talk. Endless praise about
how we finally had a storage medi-
um that would remain stable over
time, a system we could trust, even
rely on, for accuracy and long-term
stability. How long did it take be-
fore we all learned how bogus that
was?

DATs (and other audio data-
only streaming systems) use error
correction to deal with little
dropouts, remember? Now, this
wouldn't be a problem if that was
all they really did—correct the er-
rors. But while DAT players do re-
cover redundant interleaved datw to
actually correct tiny errors when
possible, they will in fact happily
g0 on and synthesize, or make up,
replacement data when they feel
the need to do so. DAT machines
reconstruct your music using inter-
polation (they take a guess), with-
out notifying you, whenever they
feel the need. And why do we
care? Because they feel the need
quite often!

Early DAT machines, and early
tapes, were pretty horrible and
would cross over the acceptable
line from reconstruction to making-
it-up-as-they-go-along quite often,
like maybe every two or three sec-
onds on a tape that had seen just
ten plays! Some of the first pro
DAT machines had error rates dis-
play modes that would show when
errors were successfully recovered,
and even show when the machines
were guessing and altering your
music. This stopped pretty fast,
however, because these displays of
just how unreliable DATs were be-
came quite alarming to many.

Both machines and media have

—CONTINUED ON PAGE 209



Thank You!

For making the CS3000 mixing and recording console
the 1998 Large Format Console TEC Award winner.
It's your continued support that keeps us growing

and innovating.
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Eupbonix CS2000F
i

1994

Euphonix €52000

i)

r ‘ ‘
Do
Los Angeles (West US & Int'l) Tel:(818)766 1666

y__
Tel:(615)327 2933

Headquarters (Palo Alto, West US) Tel:(650)855 0400
New York (East US) Tel:(212)889 6869  Nashville (Central US)
Tel:(171)602 4575  Tokyo (Japan) Tel:(03)3288 4423

London (Europe)
www.euphonix.com
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FROM THE PRODUCERS OF THE CRITICALLY ACCLAIMED...
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Iiecording 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




EUPHONIX INTRODUCGESHHENEXT INNOVATION...

il

gy

i —
“u“l”u ‘9 . .

‘ 1\(1[\
Ny
||||||
|||
iy

a studio near you
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" Non-Degrading
Storage

No head wear or media
degradation during repeatec use,
4 long shelf-life media !
~ combination of 24 tracks

Web site: http://www.euphanix.com
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INSIDER AUDIO

SPEAKING OUT ON UPGRADES

SR BB B % P

Dan Caccavo

Blue Wilding

ast month in this column I

started yet another discussion

on the myriad dangers facing
studio owners from the constant
pressure to upgrade gear, both
hardware and software. This prob-
lem has been getting a lot of atten-
tion lately, and it was the topic of
an entertaining and enlightening
panel (which I had the pleasure of
moderating) at Mix's StudioPro98
conference in New York City, held
last June. This month 'm going to
focus on what the folks on the
panel had to say.

The session could easily have
been a gripe-fest for studio owners
and engineers, but [ wanted other
sides to get their licks in as well.
Manufacturers, if they want to stay
in business, are taking this issue
pretty seriously. They’re caught in a
similar sort of bind as studio own-
ers: On the one hand, if their prod-
ucts have a reputation for becoming
obsolete in short order, they wilt
lose sales; but on the other hand,
it's impossible, no matter how
much upgradeability they try to
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Laura Tyson

Zoe Thrall

Bob Reardon

build into a product, to keep it on
the leading edge forever. On yet
another hand (hey, 'm a writer—I
can do things like create people
with three hands!), if they make
their products too upgradeable,
they’ll saturate their markets, and
sales of new products will fall off.

Like computer software manu-
facturers, a lot of audio companies
are finding themselves in the “sub-
scription” business as well as (or
even instead of) the “black box”
business. The ratio between the
amount of support that sort of en-
terprise demands and its revenues
can be quite a shock to a company
that previousty only had to worry
about how many hardware units
got out the door each month. So [
invited several manufacturers 1o sit
on the panel and present their
cases.

Retailers, too, are part of the up-
grade equation and can help cus-
tomers with loan, rental, leasing or

trade-in programs that can soften

BY PAUL D. LEHRMAN

-~

Robert Miller

the blow should an expensive
piece of gear prove obsolete, inap-
propriate or simply unfashionable.
Dealers can also, if they are taking
their job seriously, do a lot to facil-
itate communication between man-
ufacturers and end-users.

The panelists from the manufac-
turing side were Bob Reardon, di-
rector of product development for
desktop products at Lexicon, a
longtime studio owner himself, as
well as an experienced post-pro-
duction engineer and friend over
the years; Laura Tyson, regional
sales manager for Roland; and
Robert Miller, Northeast regional
post-production specialist for
Digidesign. The retait segment was
represented by Blue Wilding from
Dale Pro Audio in New York. To
represent working studios, [ was
pleased to get Zoe Thrall, president
of Avatar (formerly Power Station),
from the record side; Tim Leitner,
chief engineer at a New York bou-
tique house McHale Barone, from
the advertising side; and Danny
Caccavo, staff engineer at Sync
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Sound, who also owned his own shop
for a long time and is an old friend,
from the high-end post side.

Leitner, like most of us who pay the
bills, sees the major problem as being
able to strike a balance between being
current and staying solvent. “We are
dedicated to keeping our three main
studios on the cutting edge,” he said,
“from 24-bit digital recording to using
LCD screens rather than CRTs, and even
5.1 mixing in one room. Fortunately,
even though these advancements come
at a cost, what we are capable of ac-
complishing today greatly exceeds what
we could do just a few years ago, and
at a much lower cost. But since we
have such a large investment in hard-
ware, and because our business has
been growing so quickly, we have cho-
sen to keep our older systems in use
and relegate them to less important
rooms, where they are still functioning,
if a little less efficiently than the newer
systems.”

Caccavo spoke about the pressures
on a facility to upgrade: “I have found
that, especially in the DAW communi-
ty, many users are driven to upgrade
merely because of ‘fast and cool’ fac-
tors. When presented with the ‘latest
and greatest,” many of us fall prey to
our own gear-lust rather than using
more appropriate factors to make a de-
cision.

“The first thing you need to ask
yourself when presented with an up-
grade decision is: Will this upgrade ulti-
mately make me more money?” he
continued. “If [ buy this upgrade, which
will allow me to finish the job taster,
can [ raise my studio rates? Because if [
can’t, then [ could end up making /ess
revenue on each job. You really have
to walk the line on this one. You don’t
want to be perceived as a taxi driver
who overcharges by taking someone to
LaGuardia by way of Kennedy, but you
also don’t want to work so quickly that
you cut down too much on your bill-
able hours—unless you increase your
rates. And in the current cut-rate cli-
mate, this may not be easy.”

Thrall talked about her struggles
with adopting new formats: “At Avatar,
[ was dragged kicking and screaming
into adding ADATSs and DA-88s. [ used
to argue that these were not profession-
al products, and they have no place in a
state-of-the-art facility, but almost every
day [ have a client who is using one of
those formats, and almost every major
engineer and producer who's worked
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at Avatar has at some point had to rent
one of them. I can’t ignore numbers
like that.

“The most important thing in mak-
ing these purchasing decisions is to
know who your clients are and to be
aware of how your facility fits into the
audio industry within your city,” she
continued. “A studio’s business is driven
by its clientele. Listen to them. Ask
them questions about their needs, and
evaluate them. If you find yourself con-
tinually renting a piece of equipment, it
may be time to purchase it. On the
other hand, renting new technology lets
you see if radical changes are going to
take place that will render it obsolete,
and if that happens, you don’t lose a
large investment. Also, if you can estab-
lish a relationship with one or two local
retailers, sometimes they will let you try

The most important thing
in making these
purchasing decisions
is to knmow who

your clients are
and fo be aware of how

your facility fits
into the audio indusiry

within your city.
—Zoe Thrall

something out for a week to see it your
staff and the clients like it.

Caccavo formulated a few usetul
questions that studios can ask them-
selves before committing to an up-
grade: “Will it attract new clientele?” he
asked. “Will your current clients even
notice it if you don’t tell them about it?
Will they just think I'm showing oft it
[do tell them about it? Most of my
clients are lukewarm on the idea of
new stuff in the room. Their first reac-
tion is usually, ‘Does it crash a lot?” So |
stopped telling them about it. When [
went to a DAW-based system, for me it
was really cool to eliminate the con-
sole, but most clients actually felt more
nervous about the lack of tactile con-
trols.

“Are you upgrading because of real
competition,” he asked, “or just because

you want yours to be bigger than theirs?
It is easy to be seduced by the latest
MacWarehouse catalog or the latest
postcard upgrade offer. After all, com-
panies offer you upgrades because they
want you to upgrade, not out of the
kindness of their hearts.

“Whom are you really trying to
please with this upgrade? The client, or
yourself? If it’s you, it doesn’t necessari-
ly mean you shouldn’t do it. You might
draw a parallel between your getting an
upgrade and a guitar player getting a
new amplifier that produces a tone
that’s more pleasing to him. Just as a
better sound may inspire a better per-
formance from that guitar player, a
faster and cooler DAW may inspire a
better ‘performance’ from you, the en-
gineer.

“Of course,” he added, “this may be
complete bullshit, but hey, it’s a great
rationalization, isn't it?”

Thrall had some further words for
manufacturers: “One thing they all tell
us is that, 'If you purchase my product,
your rate can increase by x’ That's usu-
ally a bunch of nonsense. When a man-
ufacturer is talking to a studio, they
should ask us about the sessions that
take place there. If they know more
about our business, it will be easier to
sell us something—even to sell us
something we hadn't considered. Doing
your homework can pay oft.”

Leitner also spoke to the manufac-
turers: “From my experience, the com-
panies that [ have been dealing with
have done a fairly good job of provid-
ing reasonable upgrade paths. My
biggest complaint with manufacturers is
really a matter of timing. Sometimes the
desire to announce a new product with
the latest and greatest features precedes
actual shipping product by several
months, if not longer. [ don’t want to
buy and install buggy hardware or soft-
ware, but neither do [ want to make
purchasing plans based on vaporware. [
think that manufacturers need to act a
bit more responsibly in this area.”

From the hardware-makers’ point of
view, Lexicon’s Reardon had this to say
about his company’s philosophy on
making its products upgradeable:
“Longevity and upgradeability are of
concern during the design phase of all
our products, and they’re part of our
‘value equation.” But that typically
makes the products cost more initially.
Achieving the correct balance between
user expectations and technological and
tinancial realities is a challenge. Our in-
dustry has plenty of examples of artis-
tic and technological successes that
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were business failures—anyone re-
member ARP?”

Reardon thinks that issues of up-
gradeability are largely determined by
forces outside of individual compunies:
“What is increasingly important is the
adoption of standards,” he said. “This
will help more than anything to keep
equipment from becoming obsolete.
However, standards are increasingly
driven from outside our industry. This
makes the collaboration between users,
professional organizations and manu-
facturers—to propose and develop
achievable standards in a timely fash-
ion—very important.”

Roland’s Laura Tyson talked about
the difference between “harcware” up-
grades and “software™ upgrades. “If you
buy a hardware-based digital worksta-
1ion, are you stuck with the product ex-
actly as it is the first day you take it out
of the box?" she asked. “No. Many peo-
ple perceive hardware-based recording
systems to be closed-ended, and this is
simply not true anymore. And thanks to
the Internet, manufacturers now have a
fast and easy method to distribute sofi-
ware upgrades 1o customers. Internet-
based uscr groups help spread the
word, so now it's impossible for a man-
ufacturer to keep information about up-
grades a secret, even if they wanted to.”

Switching gears, she offered a blunt
word of warning 10 her fellow manu-
facturers: “There used to be something
called *Customer Loyalty." but now
that’s an oxymoron. Manufacturers can-
not assume a customer will be loyal 1o
a specific brand name. Each and every
product a manufacturer builds must be
well-designed, and desirable on its
own, without relying on customer loy-
alty 1o boost sales. Sure, brand-name
recognition will get you a long way. but
if the product is poorly designed, it
won't be successful.”

Since the panel went on for an hour-
and-a-half, obviously much more was
said, but this will give you a 1aste of
how these peoplc see the issues. I'l)
give Danny Caccavo the last word:
“sometimes I'll listen to something I did
ten years ago and be surprised at the
quality and creativity I achieved without
any DAWs at all. It's a sobering
thought.” Indeed it is.

Next month, a personal account of a
trip 10 Upgrade Hell... |

Pauld D. Lehrman, editorial director of
Mix'’s Web site. www.mixonline.com, is
still using bis original systenm software.
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THE MIX INTERVIEW

PRODUCER CHRIS THOMAS

THREE DECADES ON THE CUTTING EDGE AND THE CHARTS

| here are more famous pro-
ducers than Chris Thomas,
but few, if any, can match his
incredible string of artistic and com-
mercial successes since he broke
into the English recording scene in
the late *60s. For three decades he'’s
worked with some of the most ex-
citing and influential groups and
singers in rock music, selling untold
millions of records. Here’s a hope-
lessly abbreviated list of some of
the artists he’s worked with: The
Beatles (The White Albunt), Climax
Blues Band (four albums); Procol
Harum (five albums, including
Home, Broken Barricades and
Grand Hotel), Roxy Music (five al-
bums, from For Your Pleasure
through Viva); John Cale (Paris
1919); Badfinger (three albums);
Pink Floyd (mixed Dark Side of the
Moony), Paul McCartney (Back to the
Egw);, Sex Pistols (Never Mind the
Bollocks), The Pretenders (first three
albums); Tom Robinson (Power in
the Darkness); Pete Townshend
(Empty Glass and All the Best Cou-
boys Have Chinese Eyes); INXS (Lis-
ten Like Thicves, Kick and X); Elton
John (a dozen albums, including
Too Low for Zero, Sleeping With the
Past and The One); and Pulp (Dif-
Serent Class and This Is Hard Core).
The reason you don't hear
more about Thomas is that, unlike
many producers, he has no inter-
est in self-promotion and he
doesn’t like to do interviews; he
kindly acceded to our request
mostly because he’s a longtime
chum of Mix technical editor Chris
Michie. When Thomas came to the
Bay Area this summer to see The
Pretenders perform, he graciously
stopped by Mix's offices for an ex-
tensive interview, highlights of
which appear below. Other
nuggets from our talk will doubt-
less turn up in our “Classic Tracks”
column down the road.

Did you come up in the recording
world the conventional way—mau-
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sician, tape op, tea boy, whatever?
Not really, no. [ had been a musi-
cian, but really how all this came
about was in 1965 [ wrote to
George Martin and asked him if he
could give me any advice, and he
gave me an interview at EMI. Then
[ went to see his managing direc-
tor, because George was only an
employee at EMI at the time.
What was in your mind at the
time?

To be a producer, or an A&R man
as it was called in those days. But [
didn’t want to fiddle around work-
ing my way to the top. [ wanted to
do it straight away. [Laughs]

What experiences did you have
that made you qualified for that?
None, really. As a musician, I'd had
an exhibition at the Royal Academy
of Music when I was a kid. I
played the violin, and [ studied
piano as a second subject there; ac-
tually, I enjoyed that more than the
violin.

BY BLAIR JACKSON

How did you get into pop music
Sfrom that world?

[ discovered Buddy Holly and fell
in love with his records. I saw a
photograph of him and realized
that when [ did the same [fingering]
on the guitar, that he was playing
D. So my life started to change
from there. After playing the violin,
[ found the tuning of the guitar a
bit confusing, so [ went to the bass
guitar, which was a complete cop-
out, but very easy for me to play—
it took about three minutes to get
down the basics. Then The Beatles
came out and completely blew me
away. | remember the first time
“Love Me Do” was played on Radio
Luxembourg and you just knew it
was going to change your life. So [
got really hooked.

From there [ started playing in
bands, started writing. Pete Town-
shend wrote a song for one of the
bands I had.

That was an exciting time to be
getting into rock 'n’ roll.
Yes, and there was a lot going on
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THE MIX INTERVIEW
in that area, around Ealing. Before The
Who were The Who, they were the
High Numbers. And before that they
were The Detours. The Stones were
playing down the road. The English
Birds, with Ronnie Wood, were around.
Jim Marshall [of Marshall amps fame]
was the local shop. I used to know
Mitch Mitchell. Georgie Fame & the
Blue Flames had been disbanded, and
one day Mitch came up to me and said,
“You play bass don’t you?” I said,
“Yeah.” He said, “I'm going to Germany
to rehearse with this American guy who
plays guitar behind his back and with
his teeth and stuff.” I thought this guitar
player must be some kind of exhibi-
tionist, so I said, “Thank you very
much, I'll stay here.” Then a few
months later [ was watching Ready
Steady Go! and there was Jimi Hendrix
doing “Hey Joe” with Mitch on drums. [
thought, “Oh Christ!” [Ladighs]

By now you could bave written a book
about bow you were underpaid!

Or I could be dead. [Laughs]

Anyway, getting back to your ques-
tion about how [ got into all this, [back
in 1965] George Martin told me to
speak to the managing director [of EMI],
and of course I didn't, so I let the whole
thing go for about three years. Then, at
the end of 1967 I thought, “Oh-oh, I'm
getting nowhere here.” [ realized that
being in a band you were dependent
on all these other people, and 1 also
knew that if I'd ever been successful in
a band, I would've wanted to stay in
the studio and just make the records; 1
wasn't that interested in playing live.

So I contacted George Martin again.
By this time he was at AIR London, be-
fore AIR Studios; when it was a produc-
tion company. And [ wrote him a letter
saying, “I hope you remember me,” and
[ explained what happened at EMI and
he gave me advice again. I had another
interview with George Martin, and then
he fixed up for me to be interviewed by
John Burgess and Ron Richards, and
they put me on six months trial [em-
ployment]. That was obviously tea-boy,
messenger boy, anything that was
around to do. Basically they said, “Hang
around. Come down to any session you
like.” So I went down to Hollies sessions
with Ron Richards, and that was fun.

I’'d been at AIR for two or three
months when The Beatles started the
White Album, so 1 asked George [Mar-
tin] if [ could come down to those ses-
sions and he said yes, so I sat in the
corner for a couple of months.
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How did it strike you? Most famous
band in the world. ..

Exactly. It was ridiculous. Obviously, 1
was extremely nervous around them at
first. But not as nervous as 1 was about
three-and-a-half months later when
George went on holiday. I had just
come back from holiday myself, and
when I came in there was a little letter
on the desk that said, “Dear Chris,
Hope you had a nice holiday. I'm off
on mine now. Make yourself available
to The Beatles. Neil and Mal know
you're coming down.”

So I went down to the studio and
didn’t really know what to expect be-
cause I'd only been observing up to
that point. 1 was scared stiff and
couldn't speak for hours! Ken Scott was
engineering. He was 21, I was 22. The
tape op was probably 20. Here we
were with the biggest band on the plan-
et. But The Beatles completely ignored
me, and I got quite worried. Then they
had a little break after three or four
hours and they were chatting about
Apple, which was new then. and I was
wandering around downstairs and 1
heard John [Lennon] say, “He’s not re-
ally doing his job is he?” and I immedi-
ately took that to be about me. I
thought, “This is it.” I figured my whole
career had about four hours left and
then I'd get the bullet. George Martin
would give me the bullet, and that
would be the end of it.

So [ went back upstairs and they
started again and they were doing a
take and somebody made a mistake, so
[ pressed the button to interrupt them
to say, “Try again.” And in that studio
the interruption was a klaxon [horn}—
this huge RRRRAWWWWK! [Laughs]
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And they didn’t hear the mistake, so
they came up to the control room to
have a listen. And I thought, *God, if
I've hallucinated this I'm in real trou-
ble!” But they heard it, and then they
went back downstairs and started again.
A producer is born!

[Laughs] Well, I had nothing to lose be-
cause I thought at that point the door
was open and [ was being yanked out
of it. So T said it and did it and at the
end of the evening, maybe 12 hours
later, they were leaving and I said 1o
Paul, “What happens tomorrow? Should
I come down tomorrow?” And he said,
“Yeah, if you want.” He didn't say no!
Whew. And I collapsed in a heap.

So I stayed there for about three
weeks and we did quite a few songs,
actually. Up until then the progress had
been going very, very slowly, but we
managed to knock out about half a
dozen songs in that period: “Happiness
Is 2 Warm Gun,” “Piggies,” which I ac-
tually got to play on—I played the
harpsichord. I stayed on the album right
through to the very end, and towards
the end things really accelerated to the
point where one night we used all three
studios at Abbey Road. John was work-
ing with George Martin on “Revolution
#9,” 1 was working with George Harri-
son on “Savoy Truffle” in Number 2,
and Paul went into Number 1 and did
“Why Don't We Do It in the Road” on
his own.

I've never really said I “produced”
The Beatles, because that's being ridicu-
lously presumptuous. But I did help on
that record, and I played on a few
songs. I've been very fortunate in the
sense of having ridiculous fantasies
come true—for instance, playing live
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[mellotron] with the other four Beatles
on “Bungalow Bill” with George Martin
up there producing. Incredible!

What was tbe first album you pro-
duced from beginning to end?

The Climax Chicago Blues Band, which
we did at Abbey Road in two days.
They were quite good. Their guitarist,
Pete Haycock, was really good. He
does a lot of work with Hans Zimmer
now. He lives in Germany and works
on Zimmer’s soundtracks. But when it
came to work with Climax Blues Band,
I realized that technically [ knew almost
nothing, so it was very hard to utilize
any of the things that The Beatles had
learned—how to use compression, the
whole technical alphabet really.

The real breakthrough for me,
though, was with Procol Harum. They
wanted to work with somebody new
rather than somebody established. And
[keyboardist/leader] Gary Brooker had
been in The Paramounts, which was
produced by Ron Richards, and he
heard about me and asked me to do it. [
was very nervous about this, because
Salty Dog was the previous album, and
that is an absolute classic record. The

first record I worked with them on was
Home.

It was quite funny: They were talk-
ing about how they’d been ripped off
and didn’t have any money. So I
thought, “Well, I'll record them in stereo
and that will be much cheaper than
using 8-track.” So the first thing we did
was “Whiskey Train,” and they came in
to listen to it and Robin Trower said,
“Can you put my guitar up a bit loud-
er?” And I said, “No.” He said “What do
you mean ‘No?”” [ said, “It's on 2-track!”
You badn’t consulted the band?

No. [Laughs] So, that's what’s on the
record; it’s maybe the second take. After
that we went to 8-track.

But here’s another example of one
thing leading to another. I did the live
album with them and the Edmonton
Symphony Orchestra, and John Cale
heard what I did. He'd done an album
with an orchestra and he liked that, so
he contacted me about producing 7919.
Roxy Music, after their first album, con-
tacted John Cale to produce them and
they said, “Which studio would you like
to produce us in?” And John said AIR
Studios. Well, I was doing some stuff at
AIR with Procol when Bryan Ferry came
by to look at the studio. I met him, then

the thing with John blew out, so Bryan
asked me to produce thenm.

Now there was a band that bad a
strong frontman in Bryan Ferry, but
also assertive and original musicians
such as Pbil Manzanera and Andy
Mackay. How in control was Bryan at
Roxy sessions?

Totally. Well, maybe not totally in con-
trol. He tried to be totally in control. But
for instance, when we did Stranded
[1973], the way we worked mostly was
first we just put down backing tracks of
keyboards, bass and drums. “What's
this one called?” “Number 3.” “Oh,
okay, that’s inspirational!” Half the time
there were no lyrics written for these
songs. Then, Phil would go in and put
guitar parts down, and that actually was
the point for me where the songs
would turn into something. Then we’d
build up these backing tracks to flesh it
out, and that was always tremendous
fun. Then Bryan would come in at the
end and put his vocals on.

That seems like a real '70s way of
working. It was that way in America,
too, with a lot of bands—tbe lead vocal
being put on the last day of the sessions
as the record company awaited deliv-
ery of the record. ..
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‘I'Ili MIX INTERVIEW
That's right. Of course, until you have
the vocal, you usually don’t have the
full melody there, so it’s difficult to
make everything else sympathetic to
what the song’s going to be. So it made
it a little hit-and-miss sometimes.
Did Bryan always write the lyrics?
Oh yeah. He did all the lyrics. And the
lyrics he was writing on those first al-
bums were just outrageous—they were
fantastic.
What do you get from working with a
band for five or six albums in a row
like you did with Roxy? Obviously

|l l'
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something bappens after the first
album you do with a group that
makes them want to work with you
again...

From my standpoint, the reason I'd
want to keep working with an artist is
because I think I can still make a good
record with them. That’s the only rea-
son to do it in the first place, so if that
applies on record five, then you do
record five, and if it doesn’t, and it
seems like it's going to be a waste of
time, then you don't.

[ would be remiss if I didn’t ask you
about mixing Pink Floyd’s Dark Side of
the Moon. Were all four of the Floyds
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involved in the mix, or was it mostly
Roger Waters?
No, it was all of them. They were all
there all the time because we were
recording and adding things at the
same time we were mixing. And con-
trary to some things I've read in the last
ten years, there was a very nice atmos-
phere in the studio. They were funny,
witty people to be around, and it was
very productive.

At that time [ had just done John

The way we worked

mostly was first we
just put down backing
tracks of keybeoard,
bass and drums.
“What’s this one
called?” “"Number 3.”
“Oh, okay, that’s
inspirational.”
Half the time

there were no lyrics.

Cale and 1 was working on Grand
Hotel [Procol Harum)] at the same time.
What 1 used to do was, after 1 finished
working on Dark Side of the Moon at
midnight—because they never used to
work past midnight—I used to go
down to AIR Studios and add more
stuff to Grand Hotel and leave AIR at
about 5 o’clock in the morning.

That sounds confusing, not to mention
tiring.

Sometimes I'd even go to the wrong
studio by accident! [Laughs)

When you're working on two projects
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simultaneously, do they influence each
other?

They’re bound to. In a subtle way. 1
mean you’re not going to put a horn
part on the wrong record hopefully!
Are you surprised by the staying power
of the Floyd record?

Yeah, 'cause I didn't like it when 1 fin-
ished it. [Laughs] The album before that
was Meddle, which had “Echoes” on it,
and I had hoped they were going to get
into something like that, but Dark Side
was just a bunch of songs. And bunch-
es of songs are what I always did, so |
thought, “Great—DPink Floyd. I'll get to
do something strange and out of the or-
dinary.” But that wasn't really the case.
How did you make the transition into
producing new wave bands in the mid-
'70s? At the time there was a real sense
of these bands trying to break from the
Dast, yet bere you were—you’'d worked
with Procol Harum and Badfinger and
bands who were definitely part of the
old guard.

It wasn't a transition for me. It was all
just music to me. I mean, when I first
heard the Sex Pistols’ demos that they
brought to me, I thought, “This has the

e

Grand
Gt )

After | finished working
on Dark Side of
the Moon at midnight,
| used to go down
to AIR Studios and
add more stuff to
Grand Hofel until about

5 in the morning.

potential to be the best English rock
band since The Who. It's a three-piece
again—guitar, bass and drums.”
Do you recall why they approached
you?
I'd met Malcolm McLaren, and he was
toying with the idea of managing the
New York Dolls and first he asked me
to produce them. Nothing came of
that, but his next thing was he found
the Sex Pistols; they tried working
with Dave Goodman and it didn’t
work out for some reason, so Malcolm
asked me. I said, “Let’s have a listen,”
and I loved the demos. Then they sent
the band around. Actually, John [Rot-
ten/Lydon] wasn't invited, but the
other three came out and 1 said, “Why
me?” And Steve [Jones] and Paul
[Cook] both liked a record I'd made
with lan Dury when he was in this
band Kilburn & the High Roads, a
thing called “Rough Kids.”
The first single was “Anarchy in the UK,”
which made quite an impression. ..
“Anarchy” has something like a dozen
guitars on it; I sort of orchestrated it,
double-tracking some bits and separat-
ing the parts and adding them, et cetera.
It sounded so raw I think at the time [
—CONTINUED ON PAGE 210
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It's clear from the recent history of the entertainment business
that the public’s appetite for the past is no less voracious than its
craving for the new. This is obvious not just from the recent
spate of movies based on the TV fare of vestervear, or the the-
atrical re-release of classics such as The Wizard of Oz and Touch
of Evil. Consider also the tremendous boom the music industry
has enjoyed by reissuing yesterday's records us today's CDs, and
the home video industiy’s lucrative trade in movies long since
gone from theater screens. And even in “new media,® where the
mintra “content is king™ has mercifully faded from overuse, the
marketability of existing entertainment assets remains ungues-
tioned.

Unfortunately. just as the economic value of existing content
is now taken for granted. so 100 is the notion that the material
will always be around, readv and waiting for reuse. Yet much
of this nuerial—prized by some for its profit potentit and oth-
ers as cultural history—has already exceeded all reasonable ex-
pectations for the longevity of its original medium. In the early
days of audio tape. for instance. the emphasis was on achieving
acceptable performance rather than preserving posterity, und few
could predict the long-term interactions of the component mte-
rials used. Many original recordings have survived remarkably
well. but countless others are either purtially compromised or

permanently damaged.
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Cryogenic freezer units are available for cold The sealed entrance to the storage area safeguards against
storage of film and negatives. contaminants.

The solution to the preservation problem is two-fold: transfer older tupes to new stock—hopefully in
a trnsparent, high-fidelity format—while at the same time stabilizing the condition of original masters
through praper storage technigues. The fundanienials of retarding deterioration are well-established,
though frequently overlooked. Oozing splices are replaced. hopefully before they stick to and tear oft ad-
jacent layers of oxide. The tapes are packed off wils-out with a smooth, even wind. And the masters are
stored in a stable environment of cool, dry and clean air.

The storage step is the one that concerns us here. Whatever their merits as centers of recording ac-
tivity. citics like New York, Los Angeles andf Nashville are rarely thought of for their archival-quality air.
In fact, it is doubtful that the climate of any spot on Earth meets year-round the ideal of low temperature
and low humidity. So storing precious masters down in the cellar, up in the attic or under the bed—or
even in a typical air-conditioned office envisonment—is not recommended. Nor is a locker down at the
local self-store. The best place for masters s in a facility specifically climate-controlled with long-term
storage in mind.

MASTER CONTROL
The major labels are no doubt aware of the preferred storage conditions for their tapes; the extent to
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which each has acted on this awareness
varies according to its wisdom and re-
sources. But what of the vast and varied
collections of tapes that are in individual
hands, or that sit in recording studio
storage rooms, forgotten soon after the
album is released? With more and more
artists retaining or regaining control of
their masters, the need for facilities to
preserve those masters for the long haul
is growing.

The trend toward greater artist and
producer control has worked out well
for David Wexler, owner of Hollywood
Vaults, a storage facility he designed
from the ground up for long-term
preservation of film (photographic and
motion picture) and tape (audio and
video). The music industry in general
may be less educated about the need
for proper storage than the film and
video industries, where, Wexler says,
“the need for appropriate storage is
a given.” Even so, he estimates that
about 50% of his business is now music
industry-related.

Wexler started Hollywood Vaults in
1985, after an initial foray into filmmak-
ing left him looking for a more entre-
preneurial outlet for his talents. Over
the years he has acquired a broad array
of professional affiliations in his field,
ranging from SPARS, SMPTE, American
Film Institute, Technology Council of
the Motion Picture-Television Industry,
Society for the Preservation of Film
Music and Association for Recorded
Sound Collections on the one hand, to
Society of American Archivists, Material
Handling & Management Society, Self-
Service Storage Association and Ameri-
can Society for Industrial Security on the
other. In addition to operating Holly-
wood Vaults, Wexler is a design consul-
tant to clients such as Walt Disney
Studios, Paramount Pictures, Sony Stu-
dios, Technicolor Film Laboratory, COR-
BIS, Eastman Kodak Co., Steven
Spielberg Foundation and Pearl Jam.

Because confidentiality is one of the
fundamentals of Wexler’s trade, the
names of Hollywood Vaulis’ own clients
are not publicly divulged. But a recent
tour of the facility confirmed that they
include some of this century’s top
names in entertainment (or their es-
tates). In one vault you can see master
tapes of albums by Platinum-selling
recording artists, in another stacks of
photo boxes containing images of some
of our era’s most important political and
social figures, and in a third reels of film
from early movie comedy pioneers. To
emphasize his clients’ stature without
revealing their identities, Wexler has fig-
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Access o the five main vault rooms, which are
filled with high-density shelving units.

ured out that between them they have
received more than 200 Oscars, Gram-
mys and Emmys.

“Our record industry clients,” Wexler
says, “tend to be artists and producers
who like to keep on top of their mas-
ters, to keep track of their own media
assets. The labels should keep their col-
lections in conditions like this, but often
they don’t. So it tends to be individuals
who really care about their original ma-
terials. And producers are very often the
ones that are in the best position to
gather everything together, prepare it
for storage, and make sure it gets put in
an appropriate place.” Wexler says he is
working with the Music Producers
Guild of the Americas to spread the
word about tape preservation technolo-
gies.

Hollywood Vaults is obviously not
the only facility catering to the storage
needs of the entertainment industry. But
Wexler is eager to point out some of the
differences in approach between his fa-
cility and those of many of his competi-
tors. “Most of the other places are not
purely storage operations, but also de-
livery services. You call them up when
you need a particular item, and if they
are open. they bring it over to you. If
not, you have to wait. And the materials
themselves are generally stored in large,
open warehouses. Everybody’s stuff is
all together, which can raise some con-
cerns about security.”

Wexler decided to take a different
approach, based on the self-storage
model but with an environment tailored
for film, tape, photos and digital media.
Hollywood Vaults offers no pickup or
delivery services. Instead, each client
has 24-hour access to a storage area

containing only their personal materials.
And while Hollywood Vaults can pro-
vide information and put clients in
touch with professional archivists or li-
brarians, the company does not directly
aid clients in organizing or preparing
their materials for storage.

WEXLER’S WORLD

What is most interesting about Holly-
woaod Vaults as a potential model for
record industry storage facilities is the
building itself and the environment
Wexler has created within it. The pur-
pose-built structure on a quiet Holly-
wood side street was at capacity within
two years of opening, leading him to
undertake an expansion, completed in
1997. The addition maxed out the cur-
rent site at 13,500 square feet, and left
the $4 million facility about 70% full.

It is evident from the moment one
arrives on the premises that Wexler has
thought out every detail. Primary access
to the building is through a secure
ground-floor parking area where clients
can load and unlead materials at their
leisure; a compressed air hose hangs
nearby for blasting dust off of boxes be-
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fore they are brought in. As you step to-
ward the entrance, frosted glass panels
glide back with a swish reminiscent of
doors on the Starship Enterprise. Pass-
ing through a downward airflow that
creates a barrier between inside and
out, you enter a realm of gleaming
glass, sparkling stainless steel, and
glossy waxed linoleum floors set off
against matte-gray cinderblock walls.
Crisp, quiet and spotless, it feels wholly
removed from the urban grit of the
world outside.

The bulk of the facility’s storage
space is found in five main vault rooms,
where high-density mobile shelving
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units may be cranked left or right to
open up aisles for access to individual
storage areas. The vertically adjustable
shelving is two feet deep and either
eight or nine feet high. Rented on a
monthly basis, spaces are available in
six sizes with total shelf widths ranging
from 6 to 42 feet. A 6-foot “aisle vault,”
Wexler estimates, has room for about
850 10-inch reels of half-inch tape,
while the 42-foot “double vault” could
handle some 7,000. For less extensive
collections, Wexler offers “media safes”
and “media lockers” rang