A10}s1H 0IpeY PHOM

Business Quarterly - Saund Designer Jonathan Deans - Matcnbox 20, Everclear Touss

#n INTERTEC®/PRIMEDIA Publication WWW. MIXONLINE.COM = U.S. $4.95 CANADA $5.95 APRIL 1999

SOUND
FOR PICTURE
SUPPLEMENT

1  Wacky World

>

pl'(ofps;lo ! = - y N "A”y MCBeﬂ,'
" sInside NMT’s
- His_irbef TV Truck
I/ I‘_ - i
.

DISKBASED V- [REC R‘DING

LTITRAEKS ~ N VOCALS

9£9€-06206 VI VONVCIOL

gy a13I4NIM 00012

YIANVD WA

62d 913d 2086 XW #OEOOWEANVOO6206#

[0 57={ 0 15T T £3 ) {8 el




What's Your Secret Weapon?
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Rob Chiarelli at Enterprise Interactive
The Cabin, Burbank, CA ;

Rob Chiarelli has mixed records for Will Smith, Michael Bolton, Janet Jackson, Ray Charles,
T. Q. and many others. His secret weapon for reverb and multieffects? The Alesis Q20. |

"The Q20's delays and reverbs are amazing, but for me, the key is that you can store complex chains
that would normally take three or four other devices to create. My Q20 does it all. Since | put them
in my rack, I've used them on vocals, keys, organ and guitar for every mix I've done.”

For more information on the Alesis Q20, visit www.alesis.com or call 800-5-ALESIS.
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PROFESSIONAL 20-BIT MASTER EFFECTS t

® Q20 is a trademark of Alesis Corporation. A LEI S

Alesis Corporation 1633 26th Street  Santa Monica CA 90404 800-5-ALESIS www.alesis.com
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For those days
ahead seems a

Like every day.

here’s no way to know what’s on the road
I ahead. You can’t predict when lighting will
strike. Or whether it will result in a windfall
or an extraordinary challenge.

In our fifty years, we at Studer have learned
that there’s really no such thing as an ordinary
session. And even in the best planned situations,

hardly anything goes according to pian. For these

.times there’s the new D950, the Studg,of
digital consoles. ’

o —~FPHEDG50 grows fr tuder’s heritage of
~unparalleled excelJ#fCe in sound. Synenymous

with Swiss ision, its design is a blend of
wiifig capabilities, meticulous construction
renowned reliability.

A refined design... that allows you to change the
console’s configuration in minutes. With a huge
digital router that truly eliminates the need for

Studer North America ™.
1308 Borregas Avenue N
Sunnvvale. CA 9-1089-1011
Tel 108-5:12-8880

lax <108-752-9695

Los Angcles: 818-70:3-1100
Nashville: 615-360-0:165
Neow York: 212-807-0377
Toronto: 116-510-1347
F-muail: studersales@e harman.com
Web: wawstuder.ch

H A Harman International Company

% letus offer directions— The Studer D95G. Built

——_— ~"Q.‘v‘

hen the road
it bizarre.

xternal patchbays. With self-healing DSP that can
instantaneously replace itself should a failure occur.
And complete 5.1 (and beyond) surround
capabilities, including frequency and room-
dependent panning algorithms. A design that is
scalable-to meet your needs effectively and -
" efficiently today and down the road. -

Considering the unpredictability you face every
day, swprises are the last thing you need from your
consotll?xm the D95¢’s remarkable

the road unexpected. The one you travel every day.

Introducing The D950.
The Studer of Digital Consoles.

STUDER .. ..

professional audio equipment
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One fish
two fish
red fish
blue fish

In an ocean full of nearfield monitors, it is almost
impossible to know whether or not you will make a
good catch. That is, until now. Clearly, there are two
distinctively different monitors on the scene.
Tannoy Reveal and Reveal Active. Sure, they
feature the latest in transducer technology,
cabinet integrity and styling, but clearly what
sets them apart is performance.
Dual high speed mosfet amplifiers
TN are driven by beefy toroidal
) %‘Jeﬁg t‘ransformersA The amplifiers
are divided by precision active filter
networks that combine: to help you clearly navigate
the murky depths of your next mix, no matter how
many fathoms deep it is. But let's face it, they're all
X just fish stories until you listen for yourself. Go ahead,
b 3 stick your toes in the water at your nearest dealer
' and find out why the New Tannoy Active Reveal

is catching on!

Tannoy/TGl North America
~ ’ 300 Gage Avenue, Unit I, Kitchener,
Ontario, Canada N2M 2C8+ 519 745 1158

TOLL FREE DEA_ER ORCER HOT LINE (FAX): {-800-525-7081 Fax: 519 745 2364 « Web site: hitp://www.tannoy.com
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R-ecording 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
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FROM THE EDITOR

PIRATES AMONG US

The word “piracy” evokes images of seagoing thieves plundering ships filled
with precious cargos. but modern piracy occurs much closer to home.
Everyone is familiar with bootleggers creating counterfeit software, videos and
music CDs for resale to unknowing (and sometimes knowing) customers who
may overlook a few “details™ (such as ethics or quality) in exchange for a rock-
bottom price. In such cases. the perpetrators can eventually be tracked
through the clues left in the manufacturing, distribution process.

Unfortunately, today pirates are often little more than hackers who revel in
the challenge of cracking a commercial software program’s copy-protection
scheme. Later, copies of the “kracked™ programs are uploaded 1o any ol thou-
sands of Internet sites that provide free Web space. The pirates then flood
Internet newsgroups and e-mail lists with details on where to download the
“warez” (illegal software). The distribution is instantaneous and anonymous,
No money changes hands, no manufacturing or traditional distribution is
involved; finding the pirates is difficult.

The problem of warez is global and widespread, involving not only main-
stream programs but also audio and MIDI programs and plug-ins. As a test, [
entered “Pro Tools warez™ on a scearch engine and instantly had a list of 40
sites offering pirated software, However, the lag time between listing with a
search engine and seeing data on its database ranges from scveral days 1o sev-
eral weeks, and by that time, most of those sites had been shut down, either
by a software company or through the efforts of Copyright Control Services
(www .CopyrightControl.com). a piracy waitchdog group funded mostly by
music and audio software vendors.

In its first six months, CCS has helped shut down more than 750 sites offer-
ing kracked versions of CCS members’ audio software. Unfortunately, as soon
as hackers hit the newsgroups, thousands of illegal downloads flood the mar-
ket. The financial effect on the companies involved can be devastating. espe-
cially for small businesses that design specialized programs for a limited mar-
ket. And although the ture of “something for nothing™ scems great. unstable
warez can wreak havoc with users’ systems.

Another new form of Internet piracy has come in the form of MPEG-3
encoding—referred 1o online as MP3—which allows users to create AM radio-
quality compressed data files of music for easy download, storage and play-
back. A recent survey of Internet search engines stated that the most common
word entry is “sex”. followed by “MP3.”

Clearly. the MP3 technology isn't at fault here—no more than color photo-
copiers are to blame for counterteit currency—but this type of piracy will sure-
ly get worse as Internet bandwidth increases. Even today, a cable modem
transferring at 1 MB/sec could download a 600MB audio CD in ten minutes.
And as Internet transfer stats continue their meteoric rise. the concept of con-
sumers sharing entire movie or album collections with the online world may
not be too far away. The education, enforcement and technology solutions to
this problem pose a formidable challenge for the future.

Be on the lookout!

George Petersen

ABP
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Introducing  GP9, Grand Master™ '\"".\h meter. GP9 is also virtually shed-free,

N\
Platinum. The ultimate in analog audio LSO you never risk losing a note or
mastering media from the global your sterling reputation.

‘\/. ‘:}. It took Quantegy 40 years to
: Produce a tape this good. It'll take

master of sound — Quantegy.
With GP9’s increased output

and lower noise, you can lay down a you about 40 seconds to realize it
signal hot enough to melt your was worth the wait.

s

QUANTEGY

Professional Media

Phone 800-752-0732 www.quantegy.com
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LETTERS TO MIX

FEEDBACK

APPLES TO APPLES

I have 1o say the ignorance [ encounter
in the pages of .Wix magazine scares
me. It does. The idea that analog is
safer. offers more redundancy, a better
sound (which I won't touch, as that, at
least, is opinion) and so on is foolish.
For one thing, the svstem compuarisons |
have heard are ridiculous. This sound
familiar anyone? "My $3.000 Wintel
PC, Mac is not as good as my 2-inch 21-
track. which [ paid $300,000 for.” No
kidding? Or. "ADATs don’t sound as
good as analog. they break more, there
are sync problems...” Duh again?
Hmmm, analog tape costs $50 to $200
for a single tape: ADAT. 12 bucks. Ana-
log is $300.000 for a complete 24-track
system: ADAT. $6.000. Are we really
comparing the cheapest digital to the
cream-of-the-crop analog?

Let's be fair. Lets try comparing «
$7.,000 analog system to a $7.000 digital
system. Well, for $7.000. I or any cre-
ative shopper can get a 24-bit hard drive
24-track with plenty of disk spacc.
$7.000 analog? Glorilied cassettes with
sound that matches. A $300.000 com-
puter system would offer about 2 ter-
abytes of disk with a redundant RAID
system. 8 gigs of RAM, two DAT back-
up units and two 25-inch monitors. On
that system I can track, mix, master...all
in one box. 1 can back up myv data
twice in about two hours, and with a
RAID system in place [ don't really need
to worry about backing up hecause
nothing short of an act of God is going
to get my data. I have been running
$3.000 or less computers since I was 12,
and in that time [ have rarely if ever had
a catastrophic loss. | think the reason
people at Miv and the readers of Mix
are so paranoid about computers is,
very simply, they don’t know what they
are doing.

Michael Alan Jobnson

Macdison, Wis.

WHAT DO YOU KNOW?

Thanks for the enlightening interview
with Chris Thomas. What a career, and
what an engincer. I'm sure that there was
not room 0 mention all of the acts that
Mr. Thomas has worked with, but, in my
opinion. there was one glaring omission.

10 MIX. APRIL 1999

Anybody who remembers the British
pub rock scene of the 70s will, no
doubt, remember an amazing “blue-eved
soul” band called Kokomo, very much
from the Average White Band mold. This
ten-piece band was put together from
remnants of the Grease Band. King Crini-
son and 10cc, amongst others. They
were superb—one of the best live acts
I've ever witnessed. Chris Thomas pro-
duced their first album in 1975, and it
was just sensational. Kokomo had five
vocalists, and their harmonies were joy-
ous. Chris Thomas caught that spirit to
perfection. At the time, 1 can remember
some critics saving that the production
was too “clinical™ and didn’t have
“soul.” I disagreed. Kokomo neceded
that warmth. Their follow-up album
was produced by Arif Mardin.

Nick McGeachin

Llectrix

Petaluma, Calif.

SCHOOL SEARCH
First off. 1 would like to let you know
that 1 think your magazine is great. It is
the most informative recording maga-
zine available. in my opinion. Second. 1
was wondering if you could help me
with a problem T am having. T am des-
perately looking for recording or audio
engincering schools in and around the
Philadelphia, Pa., area but have been
unsuccesstul so far in miyv search. Any
help vou can provide 1o me will be
greatly appreciated.

Bridgeitte Roban

Editor's Reply: We are publishing vour

letter. Ms. Roban. because this is one of

the questions we are most frequiently
aske:l. First of all. though your dici 't ask
this of us. we should mention that Mix
never recommerids specific recording
programs for ey recsons. the most ob-
vious being the fuct that the school that
siils one person niay not be ihe best for
another. We do, however. publish an
annual directory of U.S. audio edica-
tion programs. The directory inclucdes
some general advice on choosing a
school and listings of programs with de-
grees certificates offered. progrem de-
scriptions and contact information.
diviclec! by region. This featire niosi re-

cently appeared in our Aug. 1998 issue
and will be revised for Ang. 1999. Any-
one can purchese a copy of the issue hy
phoning 800 843-4056.

Good luck.

THANKS FOR THE MEMORIES

I probably shopid have dropped you a
note ages ago, but you know how it is
with writing and radio commentating
(which I do currently on NPR's "Morn-
ing Edition")—people tend to mostly
only contict you when they disagree
and hardly ever take the time to contact
otherwise. Well, this message is an ex-
ception. Anvway. Paul Lehrman’s Bell
Labs piece (March 98 issue) brought
hack some good memories.

I'm one of the “old” men of the In-
ternet, starting in the early 70s. Our lab
at UCLA was site | on ARPANET back
when it was, well, a hell of a lot differ-
ent. 1 remember going up for frequent
trips to the Stanford Al Lab during those
days. when we'd use the “entire” com-
puting capacity of a PDP-6 just to play a
simple but remarkably interesting ver-
sion of “Spacewar.” Of course, a hell of
a lot of interesting music work was go-
ing on up in a lab off to the side as well.

Given that UCLA had one of the very
early UNIX educational licenses (and
over at Rand, where [ also did some
work, we had the first commercial
UNIX license). 1 had almost continuous
interaction with the Bell Labs folks dur-
ing that period, especially the core
UNIX people (Dennis Richie. Ken
Thompson, etc.). The “Lab” (which. of
course. encompasses facilities in other
cities in addition to the Murray Hill. N J..
complex) was a unique place and has
apparently managed 10 maintain much
of this under Lucent. It is truly Lucent's
“crown jewel.”

Lauren Weinstein

Vortex Technology

Woodland Hills. Calif.

Send Feeclback to Mix, 6400 Hollis
St. #12. Fmenyille. CA 94608; fax
510°653-5142: or mixeditorial
@intertec.com.




on't have to own the
d’s largest digital consoles

to benefit from their processing
quality and automation

gn. No other
nufacturer has
thieved the scale or
range of AMS Neve
digital products.

If your business depends
on versatile, dependable
digital technology then
you owe it to yourself to
look at AMS Neve first.

POST PRODUCTION
BROADCAST
MUSIC

FILM

LOGIC 3 complete
post-production system

LIBRA LIVE broadcast LOGIC DFC digital film console
production console

Digital First
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WORLD AUDIO NEWS

Cu RENT

DVD-AUDIO

VERSION 1.0 APPROVED

The DVD Forum steering committee
has approved Version 1.0 of the DVD-
Audio Disc specifications. making it the
fifth of the DVD format family, follow-
ing DVD-Video. DVD-ROM, DV D-RAM
and DVD-R. The effort. which began in
January 1996, was carried out by the
DVD Forum's Working Group 1. under
the chairmanship ot Victor Company of
Japan Lid. (IVC). The Forum will pub-
lish the DVD-Audio Format Book.
which will be made available to autho-
rized companies. For more information
visit wwiw.dvdforum.org or call 011
8145, 450-1488.

EAW PURCHASES SIA SOFTWARE
Fastern Acoustic Works recenty pur-
chased SIA Software Company Inc.. hest
known for developing the JBL Smaart
Pro system optimization and acoustic
measurement software for Windows.
EAW president Ken Berger said the
company was acquired because the
companies share a vision regarding the
direction of product development. EAW
stated that JBL would continue 1o be the
exclusive source for the product until
the upgraded Version 3.0 would be-
come available; at press time, that was
scheduled 10 occur in March.

SIA Software will continue 1o be
based in New York City. with Sam
Berkow and all other key personnel
continuing in their current roles. Addi-
tionally, Jamie Anderson was appointed
product manager for SIA and will
be based at EAW headquarters in
Whitinsville, Mass.

NEUMANN, SONIC SOLUTIONS
RECEIVE TECHNICAL AWARDS

Two audio manufacturers were recently
honored with high-profile awards for
technical achievement.

Georg Neumann GmbH received
this year's Technical Grammy Award,
a special merit award given for contri-
butions of outstanding technical signif-
icance to the recording field. The
recipient is determined by the Record-
ing Academy’s Technical Committee.
with final approval by the National
Trustees. Professor Jorg Sennheiser,
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President and CEO of the Sennheiser
Electronic Corporation (Berlin). ac-
cepted the award on behalf of Neu-
mann.

Dr. James “Andy” Moorer. chief sci-
entist and founder of Sonic Solutions.
received a scientific and technical Acad-
emyv Award for his work in the design
of digital signal processing and its ap-
plications to audio editing for film.

FURMAN MANAGEMENT

BUYS BACK COMPANY

Furman Sound Inc. announced the sale
of the company in a management-led
buyout from the founder and sole share-
holder Jim Furman. The buying group
consists of Gary Kephart. presicdent and
CEQ; Joe Desmond., VP of suales: Hunt
Moore, VP of materials: and Pacitic Mez-
zanine Fund, a private investiment fund
based in Emeryville. Calif.

“We are excited by the opportunity
to take Furman Sound to the next level
of product development. manufacturing
quality and customer satisfaction,” saic
Kephart. Furman Sound has been man-
ufacluring pow er conditioning distribu-
tion and signal processing equipment
since 1976.

ANALOG COALITION
RESTRUCTURES

The Analog Option Coalition has re-
structured and is now called Analog
Options Consulting, a division of Wave-
length Communications. The group will
address issues surrounding analog
recording, including hardware availabil-
ity. maintenance and upgrade services,
new analog tormats. analog’s relation-
ship 1o new high-resolution digital for-
mats, tape media availability and costs.
maintenance tech training and accurale
media portrayal of analog’s continuing
role in the industry.

AOC coordinator Bruce Borgerson
cited the emergence of the Music Pro-
ducers Guild of the Americas and Mas-
tering Engineers Guild of the Americas,
alongside SPARS, AES and other groups,
as the primary reason for not trying to
press forward with a similar structure,
“Instead of setting up yet another formal
association. Analog Options Consultling
will enlist the support of various com-

panies and constituencies on a project-
by-project basis to achieve a specific set
of goals.” For further information e-mail
bbwave@compuserve.com.

CHANGES AT APRS

The Professional Recording Association
(APRS) announced additions and
changes 1o its board. Adrian Kerridge
retired chairmanship after serving four
years. Dave Harries was appointed new
chairman and will be supported by
deputy chairman Peter Filleul and Mal-
colm Atkin. Peter Fielder of CTS Studios
was welcomed as new director, and
Phil Dudderidge now chairs the ex-
hibitor's group.

MACKIE DESIGNS, SAM ASH
AND SAMSON SETTLE
The lawsuits between Mackie Designs,
Samson Technologies and Sam Ash
Music Corporation were setiled recently.
Sam Ash Music will commence acling
as a dealer for Mackie products effective
April 2. Other terms of the settlement
were not disclosed.

Mackie's lawsuits against Behringer
Spezielle Studiotechnick and Behringer
International are ongoing,.

UPCOMING SHOWS

NSCA EXPO 99 1akes place at the
Opryland Hotel and Conyention Center
in Nashville and is expected 1o draw
over 5,000 attendees and more than 490
exhibitors from around the world. Pre-
Expo cducational workshops run from
April 26-28. with educational seminars
April 29 10 May 2. Demonstration rooms
are open April 29 to May 1. For more
info visit www.nscaexpo.org or call
800, 466-6722.

The Society of Professional Audio
Recording Services (SPARS) announced
the schedule and theme for this year's
BizTech '99. The conference. which
takes place May 15-16 at Chicago's Mid-
land Hotel. is titled Smart Business—
Smart Technologies. Bob Ludwig of
Gateway Mastering Studios will kick off
the event with a keynote address, "Navi-
gating the Future: Audio Delivery Tech-
nologies.” For further information. call
800 TT1-7727 or e-mail spars@spars.com.

—COATINUED ON PAGE 16



LL&_-\_ A L Ws_a_. <
wireless.

’
EK 3052 "'a

In-Ear Monitor Systems.
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Designed for the working professional, Sennhelsers 3000 Series UHF RF wireless systems offer rugged E’,’,ffs'e':':e:‘,}'v":m“;"j,',':‘“'

reliability for the most demanding applications. National touring acts, broadcasters and rental houses have ~ fendered obscleta NOTSEN

all come to recognize Sennheiser wireless systems as the most dependable in the world. True-diversity ranges, so we can easily re
Sennheiser system over a larg

operation means unsurpassed audio quality and interference-free operation, and with its wide variety of spectrum. Only Sennheiser provi
configurations, including a superior in-ear wireless monitoring system, the 3080 Series is the hest way f,:::'sl:::,',, "',',,":,,T,:R'EE';,,

there is to get professional wireless quality. K 4 :"é';;‘ﬂ_g us a call, TOLL

\

Get the full story at our web site: http://www.sennheiserusa.com

Sennheiser Electronic Corporation, 1 Enterprise Drive, PO Box 987, Old Lyme, CT 06371
Telephone: 860-434-9190 » Fax: 860-434-1759 « TTY. 860-434-0509 , s E N N H E ' s E R‘“
Sennheiser Mexico: Av. Xola 613, PH6, Col. Del Valle 03100, Mexico, DF. Telephane: {525) 639-0956. Fax: (525) 639-9482

Sennheiser Canada: 221 Labrosse Ave, Pte-Claire, PQ HIR 1A3. Telephone: §14-426-3013. Fax: 514-426-3953 —Mvag sSozere

Manufacturing Plant: Am Labor 1, 30900 Wedemark, Germany
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See all track and input parameters with he

pusn of one batton includ.ng rotting for ad
12 autput busses, V-tracks and EQ sattings.

With 4 stereo FX processors onboard* yaur
effects are stored with each projact anc every-
thing stays in the 24-bit digital domain.

The US-1680. It's huge. Make room.

Finally, the studio of your dreams is within your reach. With 16 tracks (8 simultaneous record), 4 stereo
or 8 mono effects processors*, 26-channel automated digital mixer, 256 virtual tracks, direct CD burning
capability and MT Pro 24-bit recording mode, the VS-1680 looms large in any room. Make it yours.

Call (800) 386-7575, ext. 2595 for your Demo Video ($5.00).
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New VS-1680 software ayailabile!

o 18-track capahility allews mixdown of 16 tracks
onto two additional tracks.

o GOSM speaker modeling.

e lew mastering tool kit including
snlil-tmqgency compressor

Software upgradas available as a free dowriload viaithe Roland U.S. Website, www.rolandus.com
or o disk from Roland’s Gustomer Service department (ext. 2289) at minimal cost.

|_—=—
N S e

; ",%

http://www.rolandus.com  Fax-Back Information: (323) 685-5141, ext. 2271 (Doc.#10259) ®
Roland Corporation U.S,, 7200 Dominion Circle, Los Angeles, CA 90040, (323) 685-5141 IQE I ‘Ola nd
Roland Guiada Music Ltd., 5480 Parkwood Way, Riclmond, B.C. V6V 2M4, (604) 270-6626 v s 1 6 8 G . =
- Digital

* With two optional VSSF-2 Dual Stereo Effect Expansion Board - =
O O pearance and specifications mpieet ochange.  STUHI0 Workstation

CIRCLE #008 0N PRODUCT INFO CARD
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NDUSTRY NOTES

Telex Communications (Minneapo-
lis, MN) announced the creation of
an executive management leam
with John Palleschi as president of
the newly formed speakers and mi-
crophones group, Dan Dantzler as
president of the new electronics
group and Glen Cavanaugh as presi-
dent of the existing multimedia,
audio communications group. The
Speakers and Microphones group
assumes responsibility for all speak-
er and wired mic products under the
brand names Electro-Voice. Aliec
Lansing, University Sound and Dy-
nacord. The Electronics Group will
handle wireless mics, intercoms, am-
plifiers, mixers, signal processors
and consoles under the Dynacord.
Vega. Klark-Teknik, Midas. DDA,
Merlin. Electro-Voice, Telex and
ProStar brand names.. Nashville-
based AKG Acoustics named Doug
MacCallum VP and general manag-
er of U.S. operations. MacCallum
came to AKG in 1996 from Mark IV
Audio, where he served for 13 years,
most recently as VP.. Julia A. Wesley
was promoted 10 executive produc-
er sales and marketing at New York
City's Howard Schwartz Recording.
Wesley joined HSR in 1996.. At
Klark-Teknik (Worcestershire. UK).
Patricia Baxter was appointed pub-
lic relations officer, and David Wig-
gins was appointed international
sales manager...QSC Audio (Costa
Mesa, CA) appointed Clare Climaco
as its in-house public relations coor-
dinator and named DiModica & As-
sociates as its sales representative for
Florida...Mike Muench. former VP
of Apple Computer, was brought
aboard as CEO at Line 6 (Thousand
Oaks. CA)...Wayne Morris was re-
cently appointed president of Lexi-
con (Bedford, MA).. . Euphonix Inc.
tapped Richard McKernan o be
recorder sales manager. McKernan
will be responsible for overseeing
sales of the R-1 in the Western terri-
tory...Steve Hathaway was named
director of regional sales for broad-
cast systems in Europe, the Middle
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East and Africa wt Harris Corporation
(Cincinnati. OH). The company also
appointed Chuck Maines to radio
district sales manager serving Alaba-
ma, Louisiana, Mississippi, Ten-
nessee and the Florida Panhandle.. ..
California State University, North-
ridge Extension, now ofters an audio
technology certificate program. De-
veloped by engineers, the yearlong
session offers training in audio main-
tenance. problem solving and crisis
management. Call 818/677-3916 for
info...NARAS president and CEO
Michael Greene announced that this
year MusiCares celebrates its 10th
anniversary of providing critical
human service programs (0 mem-
bers of the music community...Bose
Corporation (Framingham, MA) and
Philips Communication & Security
Systems (Eindhoven, Netherlands)
have agreed to work (ogether on
promoting and marketing each
other’s  specialties... Wedemark.
Germany-based Sennheiser Elec-
tronic Corporation named Spoiled
by Technology (Naperville, IL) Rep
of the Year. Most improved sales
went to Elrep Sales (Tucker, GA). ..
Systems Development Group (Fred-
erick, MD) announced the promo-
tion of L.D. Warrington (o president
and Paul Wolke to VP. Bruce Whit-
tington waus brought onboard as
sales and marketing rep.. .Eastco Pro
Audio/Video Corporation has moved
all operations from West Sencca,
NY, to 3646 California Road. Or-
chard Park. NY 14127. Ph: 716 662-
0536...Be Incorporated (Menlo Park.,
CA) tapped Lamar Potts as VP of In-
lernet appliances. and promoted
Timothy Self 10 VP of developer re-
lations and Frank Boosman to VP of
business development...Disc Makers
(Pennsauken. NJ) entered into an
online retail distribution agreement
with The Orchard (www.theor-
chard.com). When Disc Makers ful-
fills a CD order, the delivery is
accompanied by a distribution
agreement that includes a Web page
on The Orchard. n

—IROM PAGE 12, CURRENT

WEB SITES

Maxell’s Professional Media Products
Group’s site can now be accessed di-
rectly via www.maxellpromedia.com,
bypassing Maxell Corporation of Amer-
ica’s home page (www.maxell.com).

Former head of MCA Music Enter-
tainment Group and industry veteran
Al Teller launched Atomic Pop (www.
atomicpop.com), which is described
as a music-driven lifestyle Web plat-
form. The Internet-centric music com-
pany is committed to changing the
way music is acquired, marketed, pro-
moted, sold and distributed. The com-
pany recently signed the group L7 and
broadcast the world premiere of
“Blondie Live.”

Visit www.milcables.com 1o view 53
pages of product info. FAQs, company
and technical history and more.

The Bat Cave Recording Studio’s site
at www.thebatcave.com features sec-
tions on studio design, a monthly in-
dustry e-zine. links and merchandise
information.

Radial Engineering can be found at
www.radialeng.com. The new site fea-
tures product specs. newsletters. opera-
tor manuals, competitive reports and a
customer conument area.

Sweetwater Sound updated its elec-
tronic trading post. The renovated site.
wwiw . sweetwater.com' tradingpost. of-
fers upgraded search features and al-
lows customers more control of their
own ads.

Swedish company Fact42 (www.
fact42.com) invites sound and lighting
companies to send in their press releas-
¢s for publication. They also invite
Webmasters of sites related to the tour-
ing and concert industry 10 send them
news.

Gibson and Opcode Systems set up
a site (www.zerocrossing.com ) that
provides information on their high-tech
spin-off company.

CORRECTIONS

In the Producer’s Desk on John Snyder
(Jan. ‘99) we misprinted the title of
Derek Truck's new album as Queiritet,
The real title of the release is Ot of the
Madness.

In the mic preamp article “...And
Nothing But the Gain™ (Feb. '99) we in-
advertently referred to Grace Design as
Grace Designs. Our apologies.

In the Surround Sound Monitoring
article (Mar. '99) HHB's phone number
was misprinted in the manufacturer
contact box. The correct number is

310/319-1111. n



The Logic Audio Line

Emagic Inc.
Tel. +530.477 1051
Fax. +530.477 1052

E-mail: info@emagic.de
http://www.emagic.de

Also known as
Quincy Jones I,
Multi Platinum
Songwriter/Producer

...with unlimited creativity, the

only choice is Logic Audio. Used
in combination with my 24 bit
hardware, | get superior power
and flexibility when writing,
producing and scoring. Nothing
else even comes close.”

Multi-Platinum artists need
complete and reliable solutions.
That's why more professionals
use Logic Audio Platinum than
any other digital audio
sequencer.

All nights reserved. Emagic®, Logic® and Logic Audio® are Registered Trademarks of EmagitAmthejb3aethether countries.

The most comprehensive, inte-
grated feature set available:
multiple hardware support,

a myriad of plug-in options,
real-time DSP, high powered
MIDI sequencing, quality
scoring, and the list goes on...

Logic Audio is the advanced
choice for those who demand
the best. Available at finer
music stores worldwide.

Technology with Soul.
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Mastering is...

QUANTUM

There. We said it. Right there, out in
the open. No asterisk. No caveat. No
“except where prohibited by law”.

Introducing the dbx Quantum.
The first mastering processor that
offers a sampling rate of up to 96kHz,
a true 48 bit digital signal path with 24
bit output, and the same superior dbx
dynamics processing that’s been pro-
cessing the hits for more than 25
years. Quite a trio of features.

EQ / Do-esser { ormaiizer with dtx Typs Iv™ Corversion Sysam

* 4 Band Multi Band Stereo
Compression

* 5 Band Variable Q Parametric EQ

* Dual Mono or True Stereo
Operation

*TYPE IV™ Conversion System

with TSE™ Tape Saturation

Emulation

And with the dbx TYPE [V™
Conversion System already on board,
your signal retains the analog warmth
and character it started out with, plus
‘ the clarity and versatility demanded by

™

today's digital standards. Our patent-
: P \ pending TSE ™ Tape Saturation
T Emulation processing makes it easy.

You need to hear it for yourself. So get
up and go to your pro audio dealer

today.Your clients will be glad you did.
dbx Professional Products * 8760 South Sandy Parkway

db‘.
PROFESSIONAL PRODUCTS
Sandy UT 84070 « Phone (801) 568-7660 « Fax (801) 568-7662

email: customer@dbxpro.com « URL: http://www.dbxpro.com H A Harman International Company



THE FAST LANE

2TOSTO 7/

ROOM TO GROW

6,000 .22 BLANKS, 1,000
BENT NAILS

When [ built my personal studio
back in the early Iron Age, 1 did the
whole deal—poured a huge base
slab and floated a second Neo-
prene isolated concrete floor above
it. 1 built the outer walls from cin-
der block and then completely
filled them with sand. The inner
walls were also block. then fire-
stop Sheetrock. with all the trick

diffusion and acoustic treatments of

the day, and of course all floated
on the isolated floor, with an 8-inch
air-isolation space 1o the outer
walls.

The ceiling was fabricated using
seven nonparallel planes. each con-
structed with six lavers of % ply,
sach layer cross-grained and isolat-
ed trom the next layer with Neo-
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prene and a permanently viscous
synthetic damping polymer. This
sandwich was assembled as a true
A-frame and was held together (and
10 the walls) with two giant 360-
degree looped steel cables. Turn-
buckles were used 1o keep it all
from exploding (or resonating), and
finally to nine the structure itself.

The inner side walls were saw-
tooth-shaped 1o avoid parallel sur-
faces and to create the faces for
five tlelmholz resonators (floor to
ceiling slows) per side to allow tun-
ing out the first ten primary LF res-
onances.

The rear wall had 1o be glass (1)
and so was shaped like, well, imag-
ine u large vacht had crashed
through and the bow was sticking

BY STEPHEN ST.CROIX

WLUSTRATION FERRUCCIO SARDELLA

into the room. No parallel surfaces.
with reflections loaded into the
floor, the rear Helmholzes. and a
250-pound absorber disguised as a
sofa, with side-wall junctions per-
fect for tubular MR traps.

The front wall, as well as the
front of the ceiling and side walls,
are the same multilayer, viscous-
damped construction as the rest of
the ceiling, with the addition of two
layers of I-inch-thick tongue-and-
groove white oak facing. steam-
pressure-formed to continuous
multiradius curves. thereby avoid-
ing any chance of flat faces. much
less parallel faces.

The entire A-frame ceiling was
then covered with four tons of
sand, with the exception of two
7x11.5-foot-tall cavities—over two
stories tall, to allow full-wave 2011z,



Way More
an Four More

ou could say that the new Fostex 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.

AD DUAL XLR S/PD 105d 3 BAND
UG Mic 1 Optic Dynami £ Pluss SWeep
1D jacks provide Full Cut/Copy/Paste/Move Uncompressed With Mic Trim on Input digital signals Analog 8 IN x 2 OUT 3-point EQ
best solaton plus Undo and Redo. 44.1kHz, channels 7 and 8 from other sources familiar mixer with {2 shelving &
to exchange up to 16-bit linear, for use with low-Z and output directly. 105dB dynamie range. 1 parametric types)
eijht tracks cf data CD-quality digital audio. microphones. on all 8 channels.
with an ADAT™.

-

LI M I TLEGS S

Fostex

Do t eed o tidll ighd Chammels? The etiginal Uraiters nudttescher. the 7L giees you
four channels of pete *nm caimpiestinn” dighal rotording i iy sl the prulieesianin festutes pmi'l find

in the R 75 thw amdy - mck mulSiracher Bt lem you chooss your own reciefing media s 4 el
of removable and bavd drives. And—Sess of a-—yve can ot you Nands on eoe bar mder S48

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



sas WHEHE’S THE

EXTRA SUBWOOFER?

Greg Mackie and his
team were recently
invited to present the
Digital 8eBus to Britain’s
top engineers and pro-
ducers in the “A” rooms
at two of the world’s
most famous recording
studios. Of course we
used HR824 active monitors.
When the presentations were over, many of the veteran
engineers were astonished to learn that they had been
listening to 8-inch monitors instead of the studio’s Big
Speakers. Some even so far as to touch the house moni-
tors’ 12 and 15-inch cones while the HR824s
\ F' ' were playing. They just couldn’t believe
A

the bass output from such a compact box.

TIGHT, RESPONSIVE BASS FLAT
DOWN T0 39HL. Reviewers and

owner’s warranty card responses
are unanimous: The HR824 has
the most accurate bass they've

ever heard from an 8-inch monitor.

e —

Last fall And the quality is as astonishing as the quantity. Fast

we won the low frequency transients like kick drum slaps and elec-
f,:guas:f 'f; tric bass notes have a crisp articulation that makes other
coveted TEC monitors sound like mush.

Award for

best near ANOTHER TRANSDUCER INSTEAD OF A PORT.

field monitor.

Modesty The more LF transducer cone area a speaker has, the
?reveqts‘us more bass it can
rom listing

; : produce. But a huge
-:!‘vee':“i\eq;ie;f - low frequency - ~
'l;‘;;“.;::?f;’” transducer isn't an
 probably en-  option on a com-

ite ?:‘e"' pact near field — % ' I

monitor. To aug-
" — 8 A transducer and a

ment primary bass  port can't compare
ut, other moni-  With two transducers.

| O — p—

WHY DOES THE

RESPONSE OF
BECAUSE IT'S

field monitor would need an 8-inch vent. Needless to say,
you haven’t seen any vents this big on our competitors’
near field monitors. When vent size is reduced to maintain
compact enclosure size, bass output is compromised. And,
forcing a lot of energy out of a couple of small ports can
create audible wheezing and whooshing.

Instead, the HR824 adds a large passive transducer with
the cone area of another 8-

o~~~ N\, inch woofer. Occupying the
/‘ entire rear panel of the moni-
‘ tor (see photo below), this
ultra-rigid honeycomb lami-
/— nate piston tightly couples
: " rigwes  With the 824’ active bass

transducer. With a combined
fq— cone area greater than a single

— FigreC  12-inch woofer, you get excep-

Pushing out the curve: tionally extended bass without

redistributing LF energy port noise complaint.

with synthesized mass.
SYNTHESIZED MASS AND
OTHER STORIES. The cool thing about an active speaker
system is that you can basically rewrite laws of physics that
otherwise limit passive speaker designers.

A low frequency transducer’s free air response
graph looks like a bell curve—
it’s most efficient in the mid
band (Fig. A above}. To flatten
the curve (and extend low
bass), you have to proportion-
ally reduce higher frequency
output. Acoustic designers use
all sorts of tricks to do this—
and usually end up with re-
sponse something like Fig. B.

The most effective way to
“shape” an LF transducer’s out-

Rear view:
put would be to increase its The HR824’s electronics

s conceal an ultra-rigid,
mass (cone weight). But for homeycomb wmpogme

designers of traditional passive  passive transducer.
speakers, adding mass hasn't

been a practical option since it would dramatically slow
down the woofer’s transient response.



HR824 HAVE THE MOST ACCURATE BASS
ANY 8-INGH AGTIVE STUDIO MONITOR?
REALLY A 12-INCH MONITOR IN DISGUISE.

Because the HR824 is internally
powered (active), we could pre-
cisely control parameters that
normally occur outside of the
loudspeaker. Greg and the
engineering team were able to
create an electronic “symbiotic
relationship” between the low
frequency transducer’s voice
coil and its FR Series amplifier
voltage output. At mid-band
frequencies, the woofer “sees”
extra synthetic “electronic
mass.” This effectively
pushes out its lower bass
response without com-
promising its light-
ning-fast transient
response (Fig. C).

 transducer’s om'put is atoustu;aﬁ.

_zhe.same diameterasthe LF
- transducer’s output, t, thanks to the
~ wave guide’s flaring des:gn {refer ‘
to the actual HR824 photo on —
the other page, not our ad folks’ i
fanciful rendering at left).

Indirectly, the HR824’s LF trans-
ducer even contributes to high
midrange accuracy. In many
monitors, woofer cone har-
monic vibrations bounce
around inside the enclosure
and then exit through

MASSIVE POWER the thin woofer cone. The
THAT WOULD result: smeared imaging and
PROBABLY POP muddled details. Instead of
A PASSIVE MONITOR. a chintzy chunk of fluff, the

Punching out crisp bass
requires a lotta watts. The
FR Series™ high-current bass
amplifier module inside the
HR824 delivers a solid 150 watts of
power with peak output in excess of 250
watts (plus another 100 watts for mid and treble).
That's significantly more than any other 8-inch active moni-
tor. Moreover, the HR824’s servo coupling and ultra-short
signal path put that power to work far more effectively than
a passive monitor and a 250-watt stereo amp could.

PART OF A TIGHTLY-INTEGRATED SYSTEM. Our servo

bass system is only one contributing factor to the HR824’s
amazing accuracy.

HR824’s enclosure is utterly
packed with high-density absor-
bent foam. Cone vibrations go in,
but they don’t come back out.

DON'T SKIMP. it's amazing

how many studio owners will
mortgage the farm for money-is-no-
object, esoteric microphones... and then moni-
tor on cheap, passive loudspeakers. If you
aren’t using ACTIVE near field monitors, you're
seriously compromising your creative product.

We urge you to visit your nearest Mackie Designs
Dealer and seriously audition all of their
active monitors with some demanding,
bass-rich program material. Judge
our claims (and those of our

Internal power amplifiers are “fed” by phase-
accurate, low distortion electronic circuitry

instead of a crude coil-and-capacitor competitors) for yourself. MADE BY MACKOIS
passive crossover. The HR824's pro- We think you'll agree that N WOODINVILLE USA
' prietary logarithmic wave guide not the HR824 is truly the PHONE TOLL-FREE.
only widens treble dispersion but best of the best. 888-226-9842

mackie.com




THE FAST LANE

ONLINE AND SOUNDING FINE

[ must say that this room is as clos¢ 10
perfect as I could imagine, but | have to
admit that 1 had the luxury of designing
and building it from the ground up.
with no real. uh. financial or time con-
straints. In fact, it took two-and-a-half
vears 1o complete. And though it's real-
ly not as great an accomplishment as
crunching a stunning room into existing
city structures like today’s top designers
do. it works very well. In fact. it works
so well that now, 22 years later. | still
use the same busic structure. wirh only

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.

23773 Madison Street, Torrance, California 90505
toll-tree 877 JOEMEEK (563 6335) tax 310 373 373 4714
site Www.joemeek.com email info@joemeek.com

JOEMEEK, BPM Microphones and CLM Dynamics.

minor technical updates. Tt has pro-
duced Gold and Platinum, along with
an extensive series of remix re-releases
of classic films such as Wizard of Oz
Singinin the Rain, Yaikee Doodle
Derniely and many more.

BUT?

It took only a few months of actual
commercial use to realize that I had 1o
build a second. “representative” listen-
ing environment if I wanted to mix a
truly predictable end product. And so 1
did—a high-end consumer room with
vaulted ceilings over a beamed oak
floor. No slab. no spooky steel cables. |
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PMI AUDIO

PMI Audio, distributor for
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wanted a room that had a reactive floor.
glass windows and other structural
characteristics that more closely ap-
proximated the imaginary home that I
was targeting with my work.

Of course. | already had the stan-
dard horrid test speakers. And T had
learned long ago from Gary Olazibal
and John Fishbach during the mixing of
Songs in the Key of Life 1o actually trans-
mit vour mix with a baby FM transmit-
ter 1o your car so that vou might enjoy
the entire music-crushing chain in all its
real-world splendor.

Well, back to the second room. It
took a few more months 1o tune and
learn the new environment, and, most
critically, 10 learn what the differences
in what I heard in the two rooms actu-
ally meant.

For the first years. I happily did only
music, but eventually film work began

Most of us mixing

music or Him

realize that
we noed ot least
two referencos

in order o trust one.

1o appear. and with it came the need
for rear channels. It was at this point
that T realized that had T not built the al-
ternate “living room™ environment, 1
would be lost.

Simply put. my single most impor-
tant, critical, useful mix tool is this
~other” room. The imaging is farless
stable than the control room’s, it has
some evil resonances and sounds ray
different, and just for amusement, it
changes a bit every day. It is much.
much more fun to listen in. It's just. . .dif-
ferent, und that's the whole point.

HOW | CAME TO BELIEVE IN
DIFFERENT FOR DIFFERENCE’S SAKE
As a Kid, T decided that there was a cos-
mic law of such importance that it must
apply to absolwely ererything in life.
Everything. I have aliered the exact
wording several times over the decades
since 1 first realized it, but here it is:
“Two points of reference are worth a
thousand times one.” I think that at one
time it was: “The sccond point of refer-
ence is worth even more than the first.”
—CONTINUED ON PAGE 249



Looking for Your Dream Stuclio?

Yesterday's Dream

$250,000 and up
(the sky’s the limit)

Expensive automated digital
mixing console

Also-expensive digital multitrack $225,000
(1-inch/48-track/24-hit)

Loads of expensive outhoard gear $75,000

Patchbay and associated $15,000 and up

mess of wire

Total System Cost $565,000

Make It Happen.

For more information or to schedule a free demo, call 1.800.333.2137,

Studio photo courtesy of DubeyTunes Studios, San Francisco.

Today’s Dream-Come-True

Pro Tools" 24 MIXplus $9,995
for Mac QS and Windows NT (64-track/24-bit solution

with automated digital mixing, total recall of all settings

and tons of real-time DSP power. No patchbays —

route everything electronically!)

24 channels of 1/0 with 24-bit A/D $11,085
and D/A conversion (Three 888|24 1/0 Audio
Interfaces @ $3,695 each)

Expanded, 32-fader ProControl” $31,480
(World-class integrated control surface: $11,995 for

Base Urut plus 3 Fader Expansion Packs @ $6,495 each)
Fully-foaded computer

Four 9-GB hard drives

Three (3) 8-channel mic pre-amps

The world's best-sounding DigiRack ™ Plug-Ins
included FREE with Pro Tools ( 51,000 value!)

Total System Cost S7 5,560

Addttional financial structures are available. All prices are subject
to change without notice.

Photo by Bill Schwob code 432.To learn more about Pro Tools software capabilities, ask for a
free video. Already own Pro Tools? Call about our special Pro Tools| 24

SEE US AT NAB BOOTH #L10683

| rhen ‘ s

©1999. 88824 1/0, DigiFaders, DigiRack, Digidesign, ProControl, and Pro Tools are trademarks or registered trademarks of Avid

MIX exchange offers!

digidesigmn’

Technology, Inc., or its subsidiaries or divisions. Windows NIT 15 a registered trademark of Microsoft Corporation. Macintosh 1s a reg-
istered trademark of Apple Computer, Inc. Alf other trademarks contained heymgvp dRepraRacy,f their respective owners. A division of
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Otari's HDR Series represents
a dramatic breakthrough in
operational convenience and
sonic quality. Combining the
familiarity of a traditional
multitrack with the speed and
efficiency of a removable hard
drive, the new RADAR Il offers
24 or 48 tracks of 24-bit
record/replay at a price that
won't break the bank.

Sonic Excellence *

Random Access Editing *
Familiar & Fast User Interface ©
Engineered for Versatility »

24 or 48 Digital Tracks *

Open Architecture
RADARVIEW GUI Interface ©

Contact us now for full details.

"Who knows more about
recording than Otari?"

RADAR I, configured fo :
RADAR systems deliver relfabi
hundreds of studjos wo,

_‘,ﬁ - GIRCLE #014 ON PRODUCT INFO CARD GITAL'S NEW STANDARD
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IRCRes7v akion, Nashville SEE US AT NAB BOOTH #121653 www.otari.com

Otari Corporation, USA Tel: 800/877-0577 +1/818/594-5908 Email: sales@otari.com « Ofari, Inc., Japan Tel: +81/424-81-8626 Email: salesinfo@otari.co.jp
* Otari Europe GmbH Tel: +49/2159-50861 Email: euro@otaridé:«ii OtasiSingapore Pte. Ltd., Tel: +65/284-7211 Email: otarisp@singnet.com.sg
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\/i[ icrosoft Corp. (NASDAQ=
W MSET) announced today
A a change in the release
schedule of its new operating sys-
tem. Windows 2000. explaining that
extra time was needed 1o bring it
into full Y2K compliance. The re-
lease date is now expected to be
second quarnter 1901,

—an alleged Microsoft press re-
lecise. circiileting the Net

Date: April 1. 2000
From: Insider Audio Central
City: None of your business

Well. it’s been quite the few
months since the big ycar-o-metric
tickover. hasn't it? Nothing hap-
pened as anyone predicted it

04/01/Y2K

!
:

would. at least not in the way they
predicted. but a whole lot of things
happened that no one expected.
And our litde industry wasn't unaf-
fected, was it?

There were, of course, the great
shortages and outages. as the
doomsavers predicted. But the
doomsayers got them right for all
the wrong reasons. The technology
didn’t fail us: We managed to
screw things up all by ourselves.
just by expecting that the world
was going to end.

Were you one of the millions
who woke up the day after Christ-
mas and decided you'd better fill
your cars” fuel tanks, figuring all the

BY PAUL D. LEHRMAN

pumps would stop working a
week later? Actually, none of the
pumps had clocks in them. but that
didn’t stop vou from getling into
one of those gas lines that made
the 70s oil panic look like a picnic
on a deserted beach. Prices soared,
Exxon and Mobil called off their
merger as their individual stock
prices went through the roof,
troops went on alert in the Persian
Gulf, and Nigerian investment cap-
ital. of which there suddenly
seemed to be a whole lot. bought
out what was left of the Republican
party. Three tanker ships, tying 1o
mithe double-speed deliveries with
crews forced into round-the-clock
duty, went aground off” of Nova
Scotia. causing spills that closed
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Music Technology Direc

Q E
MICROPHONES » RECORDERS ¢ MIXERS o FEFFCTS o KEYBOARDS « GLUITARS ¢ AMDPS o SPEAKERS » STUDIO FURNITURE & MUCH MORE

What does Music
logy Direct
0 you and

ur music!
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1. Convenience. You
get the right gear,
when you need it!

& Wh\

2. Savings. You get a
fair “ProNet” price.
We stock in tremendous
quantity to get the lowest
possible cost from our
vendors. We pass the
savings Jirectly to you with
our “ProNet Pricing.” Why

pend more?”

" (800) 222-4700

(219) 4323176 o FAN (219) 4321758 ® SALEs@SWEE IWATER.COM ¢ WWW,SWEFTWATER.COM ¢ 3333 Bass Roan, Forr Waysg, IN 46208
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3. Service. You get
great Tech Support
and Service, when
you need it.

4. Respect. You get
treated with respect.
Shouldn't shoppine tor
gear be easy and fun’
We'll do everything we
can te make sure vou have
a great time selecting and
building vour rig, without
pulling out vour hair!

Why not enjoy vourself?
Y )

MUSIC TECHNOLOGY DIRECT
& THE BEST VALUE, GUARANTEED
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1422 knobs.

Digital technology

doesn’t just mean

brilliant automation and
unimpeachable quality - witl
Axiom-MT it means creativity
without operational constraints,
instant effortless accuracy for
remixes and overdubs, and the
freedom to concentrate on artistic

results without wondering how.

At Solid State Logic, we’ve spent over 20 years

at the heart of the multitrack music recording
process. Our consoles have come to define a world
class recording facility and their operation is second
nature to just about every producer and engineer on

the face of the planet.

So it makes sense that our new Axiom-MT looks, feels and

operates just like any other SSL console.

Don’t worry about going digital.
It’s an SSL.
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to look, feel and operate just like any other SSL multitrack console.

audio recording process, it’s obvious that the new Axiom-MT

New York Los Angeles Tokyo
+1(N212315 1111 +1 (11213 463 4444 +81 (3 5474 1144




137 ftaders. 1 screen.

Axiom-MT.

The digital console that
~ works the way you work.

o, Solid State Logic

consale shown,
Internzticnal Headquarters: Begbroke, Oxford, OX5 1RU, England

Tek <44 (011865 842300 IFax: +44 (@)1865 642118 E-mail: sal2s@solid-state-logic com htp:/Avivw solid-state-logic.com

Faris Milan Toronto Singapore
+33 (O¥1 34b0 4666 +39 02 2622 4950 +1 1-164319131 =65 (038 2272
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down the entire New England fishing
industry once and for all, and suddenly
scrod, which no one outside of Massa-
chusetts had even heard of before, be-
came a prized delicacy among the only
folks who could now afford it: Silicon
Valley Internet startups. While Boston
fish markets were reduced to selling
canned Japanese tuna, you could find
all the scrod you wanted at Palo Alio
sushi bars, at $600 per piece.

Or were you one of those who
nearly precipitated an international
banking crisis on December 30. when
you decided vou had to get all of vour
savings into a safe place, like under
your mattress, and stormed your local
ATM? When the cash supply dried up,
an obscure piece of code in bank ma-
chines programmed by a certain Scat-
tle-area company kicked in that caused
the ATMs 1o actually print new curren-
cy. However, instead of Andrew Jack-
son’s picture on the $20s. there was a
holographic engraving of Bill Gates. Al-
though most people didnt notice the
difference (after all, they'd been deal-
ing with weird-looking $20s for a
while), there was enough of an outery
to cause deep concern at the Federal
Reserve Board, and several Texas Sav-
ings and Loans teetered once again on
the verge of extinction. But calm pre-
vailed when it was announced the bills
(or “Willies.” as we now call them)
would be accepted at 100% of face
value at all Starbucks.

Then there was the afternoon of De-
cember 31, when the “Super Bowl
Halftime Effect,” which until then had
been considered an urban mvth. be-
came reality. But instead of all of Amer-
ica flushing their toilets at the same
time, at 6:30 p.m. Eastern Standard
Time, just as all three networks’ nightly
news led off reporting that unem-
ployed persecutor Ken Starr had filed
his 422nd sexual-harassment suit
against Bill Clinton (this one involving
an airline flight attendant who claimed
he pinched her buttocks on a flight to
England at the start of his Rhodes
scholarship), approximately 92 million
households simultaneously decided
this would be a good time to turn off
their TVs and start filling every empty
bucket, jug, bottle and bathtub in their
house with water, in anticipation of the
nation’s water system breaking down.
Of course, that precipitated the very
event it was supposed to mitigate. and
the resulting loss in pressure caused
cooling failures and emergency shut-
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downs at several major nuclear-pow-
ered electric plants, thereby throwing
large chunks of the North American
power grid into blackness, and all three
networks off the air.

The madness wasn't contined 1o our
shores, of course. A couple of hours
later, as midnight came 1o the Middle
East, some 200 white-robed, blond-
haired individuals appeared on hilliops
overlooking the city of Jerusalem. each
claiming to be the Messiah. come again
to redeem humankind. Upon spotting
cach other, these individuals at first
tossed insults. then began invoking di-
vine wrath upon each other. and when
that failed 10 have any effect, they re-
sorted 1o hair-pulling, fisticufts, and

eventually stone-throwing. Local po-
lice. who fortunately were stationed
close by collecting firearms and explo-
sives trom thousands of smiling pil-
grims to the Holy Land. quickly quelled
the altercations and arranged for the
wackos to be deported back to the U.S.
Today, of course, their talk shows fill
Fox's afternoon schedule, which those
of us with bhattery-powered televisions
can enjoy.

Finally, at midnight in New York.
the 30 million who called the recorded
telephone time lady to hear the year of-
ficially tick over not only got busy sig-
nals, they caused a voltage spike that
erased James Earl Jones' voice from
thousands of Bell Atlantic announce-
ment chips, thus invoking a $100 billion
severance clause buried deep in Jones’
214-page endorsement contract. imime-
diately driving the not-so-Baby Bell into
insolvency.

Those of us who still had electricity
witnessed the spectacle of the Internet
being brought to its knees, as a report-
¢d 635 million Web surfers tried to watch
the AOL-exclusive live Webcast of Dick
Clark riding the light ball down the TV
transmitting tower atop the World

Trade Center. Because of the overload,
almost nobody saw Clark’s panic attack.
which climaxed in his screaming, “I
don’t care what century it is, I'm still a
teenager!” and his subsequent rescue by
a TV station helicopter.

Since that date, which has come
to be known as “ECAWKI"—the End
of Civilization As We Know It. pro-
nounced “iee-kaw-kecet"—the profes-
sional audio industry has been
confronted with some of the biggest
challenges in its short history.

Home and project studios—which,
because they typically couldnt afford
floating floors and double-studding
have always had to deal with the prob-
lems of ambient noise—were hit
particularly hard by ECAWKIL. The
wood-powered electric generators they
now have to rely on typically raise the
noise floor in the control roomy/studio
to 93 dB SPL. Many project studio own-
ers are solving this problem by build-
ing “generator cellars,” and a few,
especially in the suburbs, are lucky
enough 1o have old 50s bomb shelters
in their yards. which proved perfect for
this function. These cellars have the
added bonus of protecting the unit
from acquisitive and probably hungry
neighbors.

Another problem faced by small-
studio owners has been a sudden in-
crease in competition from large
numbers of new entrants into the field.
These newbies, all former white-collar
frustrated rock stars, found themselves
with huge windfalls when the compa-
nies they worked for, all of whom
used personnel-maintenance software
designed in the "70s by Ross Perot, re-
ceived computer-gencerated letters in-
forming them they had due them 100
years worth of back vacation pay. The
letters offered them up to 30 years
paid vacation or a one-time payment.
which in many cases exceeded
$3,000.000. Naturally. many chose the
latter and cashed out before their pay-
roll departments knew what hit them,
After they bought the Lexus and the
Ford Explorer. their attention turned to
fulfilling their adolescent rock 'n’ roll
dreams, and digital consoles, multi-
tracks. copies of vintage guitars, and
overpowered monitors started flving
out of dealers’ warehouses. While this
burgeoning market has been a boon to
manufacturers and scllers of pro audio
gear, ironically very few employees of
those companies henefited from this
particular Y2K bug, since almost no
one in those industries ever sticks with

—CONTINUED ON PAGE 250
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to capture
the vibrations of
the soul.

h one has the dynamic range and frequency response needed
or highly critical studio recording and live sound productions,

nary performance becomes extraordinary, will

It hears every sound. It feels eve
The Shure KSM32 cardioid condens
true drama of a performan

to preserve the
E- mpromise,
Ny Is are revealed and the ordi

itis without co
[~ When spirits stir and sou
have a KSM32 to capture it? Y

To know more, call 1-800-25-SHURE.
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In the whole realm of recording, there's no place

where art and technology are more hopelessly
intertwined than in tracking vocals. Ask vocal-
recording engineers about their craft and you'll hear
words like “feel” and “vibe" as often as “tube
condenser” and “compression.”

We talked with three top vocal-recording engi-
neers about the intricacies and challenges of record-
ing vocals. With more than 40 years of combined
experience in the recording trenches, David
Reitzas, Chris Vogel and Joe Chiccarelli
have worked with some of the
biggest names in pop, rock
and alternative music.

by Loren Alldrin

Now, they share their

wisdom with you.

34 MIX, APRIL 1999



Hiustration: Will Terry



TS
PREAMP
TELLS
NO LIS

A

L)
PRECIﬂON
J

+8 Channels

* MS Decoding

*1 Rack Space

* Transformerless
Operation

* Incredibly
Accurate Sound

True Audio Systems’
Precision 8 eight-
channel mic preamp
provides the detailed,
transparent sonic
performance
necessary for the
highest quality direct
tracking and live
saund. All for a list
price of $2,695.
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e

Distributed by

Tel 850 434 5220
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World Wide Web.
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THE PRIME DIRECTIVE

Chiccarelli: [ think the most important
thing is trying to figure out what you
want from the vocal. What are you try-
ing to convey with the song? It's a mat-
ter of understanding the song, and
trying to craft a sound that works right
for the particular lyric or emotion or
whatever.

In the end, nobody really cares whar
the vocal sound is like—it’s the vibe,
the emotion that people buy records
for. If you have a rough vocal from a
tracking date that maybe isn't the sound
you want, or has some pops or distor-
tion, who cares? If it has the vibe, that's
it. Performance is everything.

Vogel: With single vocals, the biggest
challenge is just getting the performance
on tape. It sounds simple, but the vocal
is the most important element of the
track.

Reitzas: In music with a lead vocal-
ist, the vocal has to be taken the most
seriously. That’s where my attention
goes to for all phases of making a
record. If you're doing an overdub,
you've got to see how it's going to work
with the vocal. If you're doing a mix,
you've got to make sure everything
works in around the vocal.

Recording a vocal is not complicat-
ed. It's much more difficult to get a
great drum sound than it is to get a
great vocal sound. But making a great
vocal recording requires more than just
getting a great sound. I have no objec-
tion to doing whatever it takes to get a
performance that makes the blood boil.

MAKING ARTISTS COMFORTABLE
Vogel: If you can’t capture the perfor-
mance and keep the artists happy, then
you're missing the whole point. You
just have to make sure that they're com-
fortable. That’s 90 percent of the job.
I'm not a purist in the electronic
sense, but [ am a purist in that T go back
beyond the microphone to the perfor-
mance itself. I'll use whatever I can to
make the artist comfortable. Without
exception, I always ask, “Are you com-
fortable with the mic here?” If not, I put
it where they’re comfortable. Sometimes
it sounds like it’s in a closet, sometimes
it sounds like it's off-axis, but I'd rather

deal with the sound and have a good
performance.

If a vocalist isn’t happy with a mic
hanging on a boom in front of them,
then take it away. I'm not so into having
the ultimate $8,000 mic if it's not going
to make the singer comfortable. It can
be an intimidating thing to have a big
studio mic hanging in front of your face
while you're trying to be intimate with a
vocal. Steven Tyler just did not like hav-
ing big mics hanging in front of him—
he freaked out—so I just gave him an
SM57, and he sounded great.

Reitzas: When [ was recording the
vocals for the Evita dying scene,
Madonna was doing a take and the feel
just wasn’t right. After she left the studio
[ had the assistant bring in a couple of
couches and set it up like a bed, and
got some test equipment, made a mor-
phine drip-type bag—made it like a
hospital scene. Madonna came in the
next day and chuckled a little bit, then
she laid down and sang the take on her
back and did it in the first pass.

Normally, I use simple ambience to
make the artist comfortable—some can-
dles, low lights, making sure there’s tea
and water and honey, maybe a couple
plants around the area.

Chiccarelli: I'll record anywhere. The
hest environment is where the artist
feels the most comfortable and is going
to give you the best performance. I've
recorded in the control room, outdoors,
inside live echo chambers, in bath-
rooms, on the porch, lying on the floor,
in the closet...

MIC PLACEMENT

Chiccarelli: Sometimes the best thing is
if the microphone is half an inch from a
singer, and other times you want some
air between the mic and the singer. Ob-
viously, proximity effect works to your

' David Reitzas
Madonna, Whitney Houston, Barbra
Streisand, Natalie Cole, Michael Bolton,
I Celine Dion, Gloria Estefan.

‘ Chris Vogel
Alanis Morissette, U2, Aerosmith, Stevie
Wonder, Robbie Robertson, Sneaker
Pimps, John Hyatt, 98 Degrees

Joe Chiccarelli
Tori Amos, Beck, U2, Hole, Etta James,
Bob Seger, Frank Zappa




to be original

At Amek we understand that all production facilities are not alike.

And that every Engineer has his or her own style of creating. It is this belief that

is the foundation for the Amek DMS Digital Mixing System.

In hardware, the DMS control surface is auser-configurable, small footprint console
for facilities that, until now, could not support large-format and expensive console

topography.

in software, the DMS core allows console configuration on-the-fly, saving valuable
creative downtime lost to reformatting. Muitiple TFT screens can be placed at the

discretion of the Mixer, not the Manufacturer.

Amek’s unique STARGate™ is a command system which provides transparent
control of most Digital Audio Workstations. We don’tlock you into our format, we
work within yours. Call us at Amek, audition a DMS, and experience the power of

being original.

For more detailed information or a demonstration call:
(800) 585-6875
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advantage for singers with thinner voic-
es. I personally like 10 get the vocal as
fat and up-front as possible as a gencral
rule. Nowadays. it seems evervbody
wants that drier. closer. more person-
able tvpe of vocal.

[ think it's most important to just tig-
ure out what the song is trving 10 say.

and what the singer is trying (o do. If
there's a general rule, it would be 1o let
vour ears and your heart be your guide.

Vogel: 1 alwavs start with the mic
right in front of the mouth. then | move
it up about an inch or so and angled
back. I make sure it's at least a flatened
hand widith away from the mount. sort
of pointing down onto the bridge of the
nose. Obviously, when vou're working
with someone like Alanis who's got
pipes {from here 1o New York. I put it a
litde bit farther away.

Reitzas: | usually do the straightfor-
ward three baffles behind the vocalist,
pop filter about four fingers away from
the mic.

Warmth, Clarity, Quality

A-51 Series ...

Large Diaphragm Condenser Microphones

Features

Large Gold Sputtered
Pressure Gradient Diaphragm
® Low Noise Electronics

@ Switchable Low Freq. Cut
and 10 dB Pad (A51s)

® Heavy Duty Machined
Brass Body

Single and Dual Patterns
Available

@ Shockmount and Flight Case

Included !
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Audio DeutchKraft, Inc.
PO Box 82282 Portland, OR 97282-0282

Phone : 503-772-3007
Visit our website at www.adk.cc

Fax : 503-772-3097
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MICROPHONES

Chiccarelli: To me, vocals are not like
electric guitars or drums. in that cenain
techniques are pretty much standard for
every instrument. Every singer is totally
different. every song is totally different,
and what works for one singer doesn’t
work tor another one.

Take Danny Elfman of Oingo Boin-
go—the only thing he ever sounded
good on was a Neumann U7 FET. For
Eua James. the blues singer with whom
I've done a lot records. it was a Neu-
mann M49. For Tom Cochran it was the
Shure SM7. I did some stuft with Beck a
while ago. where he wanted a fuller
sound from his voice—we used i Neu-
mann tube U47. Tori Amos used a
Milaby VIP-30. which has a weird rectan-
gular-shaped diaphragm. Alison Movet
sounded best with the Neumann
TLM170. The best mic for Poco's singer
was an EV RE20. but it never had
enough air for me. So we actually
mounted an AKG 451 on top of the
RE20 and blended in just a litde bit of it
o getl some air on top.

The brand-new Neumann M147
sounds really good. as does the Audio-
Technica ATH060. Just recently. I tried
the new Audix CX-101 large-diaphragm
condenser. We did an album with
country singer Mindy McCready, and
we (ried the Audix. In the end. we
ended up using an old Telefunken 251.
but the Audix was in the running down
to the very end. In fact. it was one par-
ticular 251 that won—the Audix actually
beat another 251.

Reitzas: [ don't like o spend a lot of
money on mics because theyv're tem-
peramental. and 1 think that theyv're a lit-
tle overpriced. I don't want 1o spend
$6.000 or $8,000 on a microphone—I'd
rather spend it on gear. So for the most
part. | rent microphones. I mostly use
an AKG C-12 or a Neumann U67. U4~
or M19. Sometimes. I use a Telefunken
251. I'm using a tube microphone al-
most all the time.

My new favorite mic is the Audio-
Technica AT4060 tube mic. The Audio-
Technica is reasonably priced and has
the kind of frequency response that 1
like in a tube. And it can handle high
SPLs. which some of the older tube
mics can't. The kind of music I've been
doing goes from « whisper 10 a roar. |
don't like muliimiking with different
mics for the verse and the chorus. 1 like
to record from top to bottom, so I need
a mic that can handle the quiet and the
loud swuff and still sound great.

It's not always about getting, the best
sound, but being prepared 1o get the
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best performance. I've had situations
where the vocalist is in the control room
with an SM57, just figuring out the
arrangement. I'll always record every-
thing, so I'll have the take with the
handheld mic. There have been occa-
sions where we'd get a great vibe on a
line or two and we'd use it right up
against the recording from a $4,000 mic.
If you had a listening test and you put
engineers in the room and asked,
“Where does the 57 come in?” they
could probably tell you. But to the peo-
ple that are just listening and loving the
music and the song and the artist, it
doesn’t matter.

Vogel: If I'm doing a male vocal, [
generally reach for a Neumann U47 or
M49. If 'm doing a female, it will prob-
ably be the AKG C-12 first, and then
maybe I'll switch to a Neumann U67 or
a Telefunken 251. If [ need one mic to
cover both male and female vocals, it
would probably be a 251 if it's in good
shape. I like the new RODE mics, as
well as the new AKG C-12VR reissue.
And the Audio-Technica 4033 is not bad
for what I've been doing lately.

SIGNAL PROCESSING

Chiccarelli: Just like you pick a micro-
phone for a singer, [ spend time audi-
tioning mic pre’s and compressors. A lot
of times I'll use an LA-2A, sometimes an
1176. There was one singer 1 did not
too long ago that the best compressor
was the dbx 160X. It didn’t seem to
color or change his vocal in any way.
Sometimes Fairchilds can be really col-
orful. Etta James sounds best through a
Focusrite Red 3 compressor.

Vocals are the most emotional thing
on the record. If you don't pack a vocal
track with all the emotion in the world,
there’s no point in making that record.
So whatever you can do to connect the
listener with the vocal, do it. If it means
using a dirty, ringy old iron compressor
that adds a whole lot of color and per-
sonality to the singer, then that’s the
thing to do. A lot of people have
bought this old gear that can give a not-
so-exciting singer a lot more personali-
ty. It's not like a cut-and-dried scientific
thing. It’'s much more about art and
emotion. I've used Sansamps, telephone

filters and rack guitar processors. I'll
even put vocals through guitar stomp
boxes and cheap guitar pedals.

A lot of times I'll use Neve modules
because they're really fat and smooth. If
I'm going to do any type of EQ, I like to
use tube stuff because it’s broader,
warmer and friendlier. Pultecs and Sum-
mits are really good. [ find that with the
EQ of the vocal, it's not so much what
you boost but what you take out—that
one litlle frequency that makes the vocal
competitive with the other instruments
in the track. Instead of boosting the
upper-midrange presence frequencies,
might take them out. That allows you to
turn the vocal up louder in the track.

Reitzas: My vocal chain has kind of
stayed consistent over the years: a tube
mic into an NTI PreQ3 into an NTI EQ3
into the Tube-Tech CL1B. Lately I've
been going to my dB Technologies 122
A/D converter, directly to digital multi-
track.

I'm lucky because most of the vocal-
ists that I work with are veterans, and
they know how to use a microphone. It
makes life so much easier when you
have a vocalist that knows how to act
as their own compressor. Michael
Bolton is one of my favorite vocalists to
work with, because he has fantastic mic
technique.

Vogel: I go for whatever sound I'm
hearing in my head when [ track, if it
means no processing or tons of pro-
cessing. [ want to know when 1 do
rough mixes that that's my record. 1
don't have to have a lot of guesswork
in the mix.

[ really like the sound of an ultra-
compressed vocal. On the first Alanis
album, we ran her into the dhx 160X
and then into the LA-2A. [ also use the
Empirical Labs Distressor. 1 had Glenn
Ballard’s studio buy two of them, so [
have one in each room. The Distressor
is in my standard set now. I like the fact
that 1 can limit the heck out of the
vocal—really hold the vocal back—and
[ don’t hear it pumping and breathing.

If I had my choice for mic pre’s, |
would use the Avalon M5—I also like
their compressors quite a bit. We used
Demeter mic pre’s on Alanis because
that’s what we’ve always used on her
and that's what we had in the beginning.

FIXING PROBLEMS

Chiccarelli: Sibilance is always a tough
one, but 1 don’t get too much into de-
essing when [ record. A lot of times, I'll
actually dip problem frequencies with
an equalizer. I'll pull out a litte 7k or 5k
in the vocal. Sometimes, when [ mix, 1
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osrf’BAS—’F tape

“Ive worked in dlg'tal for a good deal of my
career, finding it a better alternative to noise reduction or
high-output analog tapes. The tapes seemed a bit harsh to
me. Then | ran across BASF SM 900 analog tape. | love
that warm bottom end and the tape compression you can
get by pushing it. SM 900 holds up. I've been mixing to it
for archiving purposes as well as for its sound. A tape’s
stability over time is definitely something to consider.”
Chuck Alnlay has recorded such artists as Trisha Yearweod, Vinee Gill,
George Strait, Wynonna and Reba McEntire during his 20-year career. Hls

recent credits Inciude the Dire Straifs reunion album On Every Street, as well
as several Mark Knopfler solo albums and movie soandtracks.
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tape designed specifically
for multi-track recording and
mastering, with extra wide
dynamic range, low noise and
low print through.
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might set up two channels on the board
and either high-frequency limit that sec-
ond channel. or dip the EQ on the
channel and just switch over. If I have a
couple of words that are sibilant but
cverything else is fine. T'll just switch
back and forth with the automation.
That will save putting a de-esser in the
linc. because those things cun be kind
of evil.

Reitzas: 1 have a tendency 1o not be
worried about too much sibilance or
100 much popping. Sibilance and pogp-
ping can always be fixed. It vou don't
concern yourself with that. what you
geton tape when a vocal is not “essing”
or popping is more bottom end und
more presence. Usually, on wape, 1 like
10 get a full-frequency sound and then
just correct the problems at the mix or
before it's hunded over 10 a mixer.

Most of the time I'm on digital. For

, I he Iirst |
meu @Dnﬁ SEE US AT NAB BOOTH #L10277

pops. I'll do a D-10-D to another chan-
nel. bus that channel back 1o the main
comp channel, roll off the bottom end
and just punch in around the pops. 1
just got Pro Tools 2+ Mix+, and I'll prob
ably start doing more fixes with the
waveform.

Vogel: I usually don't have pop prob-
lems. If 1 do. I'lf use the board's filters to
roll it out. Sometimes. 1 use the old “tape
a pencil to the mic's grille” trick.

BEING PREPARED

Reitzas: [ like to do some “personal pre-
production,” which means I'll listen 1o a
vocalist's record if 1 haven't worked
with them before. 1 determine what
their tonality is. and I combine that with
what I've learned over the yvears about
the characteristics of the different mi-
crophones. Nine times out of ten, I'll
pick the right microphone so when the
vocalist comes in and is ready to sing.
we'll be able to keep the first take.
That's extremely important, because so
much uninhibited personality and spon-
laneity comes out of a vocalist on that
initial pass. Thev're not thinking about
it too much. so it's important 10 me to
try and guess which is the right micro-
phone 10 use before they sing. Often

we'll end up with something that's us-
able from the first pass, but occasionally
I'll try a different microphone to see
how it works with the song.
Chiccarelli: The trickiest thing is captur-
ing a performance, and a lot of times
that means having everything sct so
when somebody walks in the room,
vou can turn the mic on, wumn the tape
machine on. and that’s it—first take. Etta
James is an old-school blues singer;
when she's in the right frame of mind,
vou better have everything sct because
that first take is going to be it. It might
be il top to bottom—flawless.

I think the biggest thing somebody
can do is not burn a singer out getting
sounds. Get really ready, and use a little
bit of forethought about mic selection.

CONCLUSION

Technology may have progressed in
past decades. but the essence of vocal
recording hasn’t changed one bit. As
David Reitzas, Joe Chiccarelli and Chris
Vogel have so accurately stressed. ef-
fective vocal recording isn't about mov-
ing air—it’s about moving hearts. ]

Lorven Alldrin is an engineer. prodicer
and stuclio ouwner.
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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.
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. WM k 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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MARGARITA MIX DE SANTA MONICA

Il you build it, we will come.” That is what

loyal clients at Hollywood's Margarita Mix

remarked about the company's plan to open a Westside
version of the colorful commercial audio post house.

“Our clients asked. ‘Can you come to Santa Monica?”
explains Jesse P, Meli, COO of parent company The LA
Studios Inc. “We responded by asking them what they
would want in a new Margarita Mix. It is a simple. vet in-
genious concepl—ve gave them exactly what they asked
for because we asked them 1o tell us what they wanted.
We polled clients verbally and with questionnaires. ask-
ing them what they appre-
ciated at Margarita Mix.
and 1o comment on what
needed to be improved.
Then, we followed suit in-
ternally.  We analyzed
every square inch of the
place and critiqued it.”

The new studio bau:ton-
designed facility (Alofsin
Design Inc. supervised the
decor and theme) retains
Margarita Mix's signature
south-of-the-border flavor.
Its outer areas feature
bright, sawurated colors with
an extensive use of Mexi-
can-themed art. from papi-
er maché Day of the Dead
figurines to Andy Warhol-
inspired silkscreens of
matadors and marquesas.

“We moditied the origi-
nal concept,” elaborates
Meli. “Our clicnts neceded
more common space. more private space and additional
access 1o the outside world. The real estate was chosen
primarily tor two reasons: casy freeway access and the
variety of industry-synergistic tenants located in the same
building. At Margarita Mix de Santa Ménica. there is also
Internet connectivity throughout—you can log on just
about anywhere. Our clients park, and then they don’t
have 10 leave; everything is under one roof.”

While the public spaces are festive at the Santa Monica
facility. the five control rooms are more tranquil. the bet-
ter to set off their central feature: All five rooms are fitted
with Digital Studio Processing Postations. Margarita Mix
de Santa Monica is the first West Coast facility to acquire
the Postation. a digital production system made in Aus-
traliz. The Postation offers 32-track recording, 32-channel
onboard mixing with the capability 1o accept 48 addition-
al inputs, and nonlinear video. The ability 10 accept OMF
files directly was considered an important feature be-
cause, as senior enginecr Jimmy Hite savs, “Ninety-nine-
point-nine percent of our clients work on Avids.”

The Postation was tested for several weeks at the Hol-
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Left ta right: Jimmy Hite, Jaan Webb-Ewen,
Jesse Meli, Verena Karalla, Keith Scheyving.

lywood facility before the decision 1o pur-
chase, and plenty of dialog had gone on
between Margarita Mix and dSP before that wrial period.

“It's an ergonomic beauty,” asserts Hite, “So casy to
work on. all touchscreen-operated and all programma-
ble—everything is done in software. The U.S. is a new
market for dSP: we're their flagship, so we really put them
10 the test and they've been incredibly quick 10 respond
1o our software needs. It's impressive. If we found a bug,
or a feature that we would like. we would call them and
their response time would be remarkable.”

All of Margarita Mix de
Santa Moénica’s suites are
networked via video Fibre
channel. audio Fibre chan-
nel and Ethernet links pro-
viding simultaneous
real-time access to data.
Monitoring is the same in

>ach room, with a cus-
tomized Genelec 5.1 setup
incorporating side speak-
ers for a “spherical” ap-
proach. The facility is
wired for 7.1 should that
need arise.

“We wanted the clients

1o feel that if they siarted
the project in one room,
they could finish it in an-
other room with a ditferent
mixer and it would be a
seamless transition,” says
Meli. "Multiple aspects of a
project can be worked on
simultaneously in all the
rooms. We also addressed the concerns about 5.1 for
HDTV and 7.1 surround sound. which our clients sce the
industry migrating toward.”

The L.A. Studios Inc.. which encompasses The L.A.
Studios, Margarita Mix Hollywood. Zona Playa and Mar-
garita Mix de Santa Monica., was started by Sunny
Blueskyes and Jim "Bunz” Bredouw, former jingle writers
who opened their first facility in 1980. An ESOP (Em-
ployee Stock Option Plan) company since 1995, the ma-
jority of the business is now employee-owned.

“Basically,” laughs Meli, "we are 60 owners, and every-
body has a voice. The LA, Studios had built three studios
betore this one. so we knew what we were doing. To that
accumulated experience, we factored in our client com-
ments and our critical analysis of what we do right and
what we do wrong. The good news was there was a hel-
luva lot more right than there was wrong! Clients wanted
convenience and the Mexican theme. They wanted our
superior talent and our over-the-top service. They just
wanted it all to be in Santa Monica. so we gave them ex-
actly what they wanted.” ]
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The 2029A: The World’s First Active Digital
Monitoring System for Audio Professionals.

Today’s audio control rooms and media procuctien
facilities are fast becoming all-digital environ-
ments. With the proliferation of digital workstations,
the only tools which aren’t digital are the microphones
and monitors. Until Now.

The Genelec 2029A Active Digital near-field Stereo
Monitoring System is a complete
digital solution that complements
the interface from digital bitstream
to acoustic energy. The extremely
linear, integrated D-to-A converter
circuitry offers a precision matched
electrical interface to the active
amplifiers. This results in the best
possible resolution and reproduc-

tion of your carefully-crafted,

the whole truth and
nothing but the truth

Genelec, Inc.,

7 Tech Circle, Natick, MA 01760 -

all-digital productions — whether they’re from a desktop
suite, or a mega-studic facility. Developed from our
highly-acclaimed Model 1029A analog near-field
active monitors, the 2029A system can also be used in
conjunction with our 1091A subwoofer to create an
incredible full-bandwidth steres monitoring system.
The 2029A’s are precision-aligned
and balanced — from the single
stereo S/P-DIF digital input — to
their highly-efficient, 110 dB/SPL
matched drivers. Stereo listening
sensitivity is controlled with a
single, front-mounted adjust knob.

Like to hear what digital audio
should really sound like? Audition
The System for yourself today.
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you’ve been thinking
about making the move to a
digital recorder, there’s no time like the
present. By now, the benefits of going digital
are widely known: Nondestructive and random-
access editing, contiguration and automation add flexibility to

your setup and save time in your sessions. And many disk recorders

are designed to emulate analog machines, simplifying the transition from

analog to digital. Units can often be tailored for specific applica-
tions, with effects cards, expanded configuration and soft-
ware upgrades. Most of these recorders are com-
pact or rackmount, making them ideal for
portable applications, while offering
solid performance at an

affordable price.




Following is a guide 10 the top-of-the
line offerings from various makers of
disk-based recorders—emphasis on
recorders. This is not intended 1o be a
roundup of digital audio workstations:
there are hundreds of DAWs available,
from simple sound cards to claborate
proprietary svstems that offer record-
ing, editing and mixing functions in
one comprehensive package. \We nar-
rowed this selection down to units de-
signed to be “single-box™ recording so-
lutions. Systems that require a separate
computer or monitor intertace, otfering
more workstation functionality, such as
the SADIE Octavia, Fairlight MFX3 and
AMS Neve AudioFile, are outside the
scope of this article. (However, we will
he covering these and other worksta-
tions in an upcoming issue.) Mcan-
while. we've limited this list 1o stand-
alone machines offering at least eight
racks of nonlinear recording (leaving
out 4-channel units, such as the Zax-
com Deva. and 360 Systems’ 2-channel
Shorteut; and tape-based systems. such
as the Nugra decks. the Alesis ADAT
and the Tascam DA-88). Lastly, we've
omitted playback-only units such as
Fairlight's Digital Audio Dubber. This is
not meant to be a complete listing—
there are a wide variety of machines 1o
choose from: we encourage vou o re-
search all available platforms and con-
figurations to find a solution that's
ideal for your needs.

The latest in Akai's DR series of
stand-alone hard disk recorders. the
DR16 Plus is a 16-channel. 24-bit
96k Hz-capable recording system
housed in a rackmount chassis. Editing
features include nondestructive copy,
repeat, move and insert functions: 109
autolocate points; and a Take function
that can store up to five trial record-
ings on one track for easy auditioning
of a performance. The 16-channel
mixer offers 99-scenc snapshot au-
tomation, fully dynamic automation
via MIDI, two aux sends and a stereo
bus for internal mixdown. The DRI16
Plus” standard SCSI interface allows for
connection of external drives includ-
ing MO and Jaz drives: up to seven
SCSI devices can be connected. In ad-
dition. multiple units can be linked for
up to 128 available tracks. Options in-
clude SCSI-B and MIDI intertaces.
SMPTE read/write capability, RS-122
interface. ADAT /O support, 24-
bit/96kHz AES EBU digital /O, and a
16-channel digital EQ board. Also
available is the MT8 remote mixer
conuroller, offering real-time control of
the DR16 Plus’ mixer functions via

dedicated sliders. panpots
and track select switches.
Individual control of up to
eight DR16s and or DR8s
in any combination, plus
dedicated controls for two
send levels, and optional
EQ8 and EQ16 parametric
EQ bourds. are included.
The DRI16 Plus will be available in July
at a suggested retail price of $3.995

Augan OMX 24/48 Mkil

The OMX 24, 48 MkIl—the latest
gencration of optical disk recorders
from Augan—oftfers up 1o 483 tracks
with 48 analog and digital inputs, out-
puts. 1t is capable of recording 24-bit
data, has 24-bit A'D converters, and
features nondestructive editing with
virtually instant waveform display,
with track arming, input repro switch-
ing for all 24/48 tracks, real transport
controls and an ergonomic editing lay-
oul. Real-time DSP functions include
4-band paramerric equalization (seg-
ment hased), time compression’ex-
pansion and pitch shifting, varispeed
and sample rate conversion. Other fea-
tures include CMX auto-conform and
reconforming. constant sample rate
output during jog shuttle or oft-speed
playback. Full synchronization capa-
bilities include RS-422, parallel. time-
code. bi-phase. VITC, Word Clock,
and gen lock. The OMX 2-t 48 also of-
fers film dubber emulation with up to
double-speed forward and reverse-
locked to timecode or bi-phase. Other
features include parallel or scrial track
arming for all 24 tracks. feet frame op-
cration and support for all timecode
formats and frame rates. An available
dedicated remote control can simulta-
ncously control and edit on up to 48
systems.

Now distributed by Studer. Digital
Audio Rescarch’s SAM (Scalable Audio
Multitrack) is an 8-track digital dub-
ber/recorder that can be configured

sasa-o
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DAR OMR8/SAM

and expanded for any number of
tracks between ecight and 1.024. in
blocks of eight tracks. with a scalable
architecture that provides centralized
control and editing as a single virtual
machine. Features include segment-
and region-based editing functions, 9-
pin RS-122 protocol support and user-
adjustable threshold record. SAM is
based on threc-rackspace modules,
each with onboard 24-bit DACs and
ADCs, with options available for eight
channels of AES/EBU 1O and a wide
range of storage media. including re-
movable hard drives. MO disks and
Jaz drives. Audio is stored as WAV
files. compatible with the current
OMFI spec. and support is planned for
the upcoming AAF and AES 31 specs.
Recording resolution can be set for
16720724 bits. with sampling up to 192
kHz; looping. full-bandwidth scrub-
bing and forward/backward lock to
biphase or timecode should all appeal
to the post user. Pricing is about
$9.000.

e e e e
Euphonix R-1

The Euphonix R-1 is a multitrack
recorder with 2--track. 24, 96 capabili-
ly, featuring 24-bit conversion and «40-
bit floating-point internal DSP (four Ana-
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log Devices SHARC processors). The
system has a rackmount CPU and stor-
age/backup units. plus a remote control
interface (with MADI interface), and is
designed 1o emulate a traditional analog
tape recorder with a familiar tape-style
remote. Standard features include NADI
digital I'O. constant-sample-rate vari-
spred. serial machine control. sample
timecode synchronization. reverse plav.
jog. shuttle and modular hardware. The
R-1 is expandable. with an open archi-
tecture supporting future 1'O options.
sample rates. machine control, track
expansion. editing and networking. Pre-
mium quality 24-bit A'D and D’A con-
verters are optional. (Price. $25.000 for
2t tracks. converters extra.)

Fostex's D160, the flagship of its
stand-alone hard disk recorder line. is
a rackmount 16-track (plus cight virtu-
al tracks) unit with removable 2.55GB
hard drive. plus ADAT LightPipe 110,
SCSIand S PDIF interfaces and 20-bit
ADAs. The D-160's front panel detach-
¢s 1o become a full-function remote
with a jog shutile wheel. Feawures in-
clude selectable 44,1 48kHz sampling

rate. cut/copy, paste move editing of

individual or multiple tracks. and a
Virtual Reels function that allows the
user (o partition the hard drive into 99
nameable sections. each with inde-
pendent settings. Recently released,
the D-160 V2 adds \WAV file compati-
bility. graphical preview function, level
envelope display and 6-point edit
memory and 99 locate point memory.
Multiple D-160 V2s can be cascaded.
Fostex also offers D-160 V2 models
featuring a balanced /O option, a
built-in timecode option. or both op-
tions. A basic D-160 V2 with remov-
able drive is $2.193.

The new GX8500 is the top of the
line in a family of stand-alone disk-
based recorders from Genex. A single-
rackspace unit designed for use in
multiformat mastering and multitrack
recording. the GX8300 offers up to 24-
bit/ 192kHz performance (with option-
al internal converter cards) and offers
the capability to record Direct Stream
Digital, for use with DVD and Super
Audio CD. An internal drive can be
specified as either a 5.2GB MO drive
or a hard disk drive. and a SCSI inter-
face allows connection to other disk
media. In addition, a GXNet Fthernet
port allows transmission and reception
of digital audio over a local or wide
area network, and AES, EBU and
SDIF2 digital I'Os are included. Edit-
ing features include an 8-channel
built-in mixer. punch-in and out with
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adjustable crosstades and scrub. plus
170 routing facility. PC session man-
agement and logging sottware, and
seamless switching between internal
and external drives for continuous
recording times. The GXR48 optional
remote controller (53.420) offers a
comprehensive feature set for access-
ing and expanding multitrack facilities.
The GX8500 starts at $8.035 (without
drive).

Korg's D8 Digital Recording Studio
combines 8-truck recording, editing
and mixing in a single portable unit
(weighing 5.7 pounds). Processing is
24-bit internal. with 16-bit recording
and playback at 44.1 kHz. offering 2-
track simultaneous recording and cight
tracks of simultancous playback. The
included 1.4GB internal hard disk
stores up to 4.5 hours on a single
track. or 34 minutes of 8-track materi-
al. A 12-channel 4-bus mixer stores
pan. EQ and fader settings as scenes.
and up 10 20 scenes are available per
song. The 65 onboard effects pro-
grams include amplifier emulators and
settings preprogrammed o simulite a
-ariety of recording styles. Other fea-
tures include internal rhythm patierns.
scrub function. punch-in and out. and
nondestructive basic editing functions.
['Os include TRS Ji-inch. SCSI. S, PDIF

Otari RADAR If

and MIDI. List price is $1.2350.

The Otari RADAR Il. the successor
10 Otari's long-popular RADAR system,
is a multitrack hard disk system capa-
ble of 24-bit operation at a 48ktlz
samipling rate. (The unit features 2:4-bit
architecture and records 21-bit to disk:
the 24 A/D and D/A converters are 24-
bit: plus a TDIF link 24-track digital
170 card allows RADAR 11 to commu-
nicate directly with digital consoles.)
RADAR II is supplied with a single
9-gig removable hard drive. providing
42 minutes of 24-hity 24-track recording
(or about 4.6 track-minutes per MB)
or 64 minutes of 24-track recording in
16-bit mode (or around seven track-

Manufacturer Contacts

Akai

817/336-5114

www.akai.com

Circle 201 on product info card

Augan (distributed by Sascom)
905-4169-8080
WWW.SASCOM.Com

Circle 202 on product info card

Digital Audio Research
(distributed by Studer)
408,542-8880
www.dar.uk.com

Circle 203 on product info card

Euphonix

650 '855-0400

www euphonix.com

Circle 204 on product info card

Fostex
562,/921-1112
www tostex.com

Genex (distributed by HHB)
310/319-1111

www.hhb.co.uk

Circle 206 on product info card

Korg USA

516/333-9100

www. korg.com

Circle 207 on product info card

Otari

800 877-0577

WWAv oldri.com

Circle 208 on product info card

Roland

323/685-5141

www . rolandus.com

Circle 209 on product info card

Sony
201/930-1000
WWW.sony.com

Tascam

323,726-0303

WA W lascam.com

Circle 210 on product info card

Yamaha

714,522-9011
www.yamaha.com

Circle 211 on product info card
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$25.- pre-paid gas card
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Contact beyerdynamic

for further details.

24 bit A/D conversion

Total seif-noise of -120dB

Word clock synchronization built-in

Gold vapor, true condenser capstule
Linear frequency response

Customized equalization curves available
Propneitary TrueMatch™ ”"|look ahead” DSP prevents the A/D

converter from overloading, eliminating digital clipping W/

AES/EBU digital output from the microphone
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Digital recording with all the speed bumps removed. Our NMCD Series
of digital microphones allow you to move into the fast lane of digital ]aﬁe\
recording. Simply set the levels and capture your sound without fear Ye%"s
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of digital clipping an :
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1.800 293.4463
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minutes per MB). Additional record
time can be achieved by adding extra
hard drives: The configuration can ac-
commodate two drives internally; and
front panel drive-bay slots are de-
signed for either narrow devices such
as removable Jaz or hard drives or
wide devices such as Exabytes. Multi-
ple RADAR II systems can be inter-
locked 1o provide 48-track operation
via a single RE-811 tull-function re-
mote. (Other remote features include
a set of macro keys for programming
and recalling common button-press se-
quences: additional kev features in-
clude Zoom In, Zoom Out, RADAR-
Link. RADARLink Solo, Mark Sync and
Auwto Reclaim.) Optional 48-track me-
tering is also provided. A fully fitted

24-track system with 24 channels of

digital 1'O. plus backup drive, costs

Roland VS§-1680

less than $25.000.

The flagship of Rokand’s VS line of
stand-alone disk-based recorders. the
VS-1680 offers 16-track playback. 8-
track simultaneous recording and a 26-
channel fully automated digital mixer
with 256 “virtual” tracks for recording
multiple arrangements. Features in-
clude 2 2.1GB internal drive, 24-bit in-
ternal processing mode. built-in effects
and EQ. nondestructive editing. an in-
tuitive 320x240 LCD screen graphical
interface. buili-in CD-R writing system
(Ch-Audio and backup to CD-R), and
two optional multi-effects boards of-
fering four independent stereo effects
processors, including a Voice Trans-
former. Mic Simulator and a COSM-
based guitar preamp with Speaker
Simulator. Audio inputs include two
balanced XLR inputs with phantom
power. six balanced %-inch inputs. and
one stereo digital input (optical couax-
ial): outputs include cight RCA outputs
(Master L’R. Aux.A L/R. Aux.B L R,
Monitor L’R), two stereo digital out
puts (one optical, one coaxial) plus
headphone output. A SCSI port is also
standard. New updates to the VS-1680
include a V-Xpanded sottware up-
grade that gives users 18-track play

back. ullowing mixdown of up to 16
tracks to two additional tracks for mas-
tering. Also included is the new Mas-
tering Tool Kit eftects algorithm with
split-frequency compression. plus the
new COSM Speaker Modeling for use
with Roland’'s new 1DS-90 powered
monitors. Roland will start bundling a
special version of EMagic's Logic
Audio software with the VS-1680 this
quarter.

Sony’'s DADR-3000 is a 16-channel
disk recorder with sclectable 16 20 24-
bit resolution, housed in a four-rack-
space box. Designed as a digital re-
placement for analog mag film dubbers,
The DADR-3000 operates either in
stand-alone configuration or as part of a
network: recording is to Jaz drives or ex-
ternal devices. Features include jog shut-
tle wheel control. chase lock at all frame
rates and reverse play. Sync modes in-
clude the ability to lock to biphase.
video sync, word clock., SMPTE EBU,
LTC, VTTC and Sony 9-pin. Base price is
$15.860. less sync card.

The Tascam MMR-8 is a multifor-
mat, cross-platform. digital audio
recording/ playback system designed
to work seamlessly with popular digit-
al audio workstations. The MMR-8 can

Instant Access
Interface; single key
operation and on-the-
fly adjustment of all
principal parameters.
Optional Windows
control software.

Simultaneous dual
channel graphic,
parametric & shelving
cqualisation;
compression/

limiting and gating

The LA Audio digEQ combines the fidelity of 24bit audio with
a level of ergonomic access and control, superior to any
programmable processors currently available; providing a
simple to use, total processing solution for stand-alone or
networked sound re-inforcement applications.

24 bit DSP; high-
quality proprictary
algorithms; optional
digital 1/0, digita!
delay & RTA plug-in
cards,

sales@laaudio.co.uk .
hltp:ilwww.laaudinm‘uk Optional wireless
remote control with
on-board identical
control system. Slave
units allow powerful
multi-channel
configurations from
single master unit
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record up to eight channels of 24-bit
digital audio with punch-in/out on all
tracks and features track slip plus re-
gion and event-based editing capabili-
ties. In addition, it can directly load
and play back Digidesign Pro Tools
session files, WaveFrame projects and
OMF compositions with no audio
transfer, file import or translation. A re-
movable hard drive enclosure and
standard SCSI interface are included,
and the MMR Bus allows simultaneous
control of up to 100 machines; the unit
offers direct interface to TimeLine
Lynx bus. Sample rates supported in-
clude 44.1 kHz and 48 kHz plus all

* TN

Yomaha D24

pull-up/down variations. Also, the
MMR-8 can sync to timecode and 9-
pin serial; features such as parallel
track arming and play lock to biphase
add to its post-production functionali-
ty. Recent software MMR-8 upgrade

“It didn't take long for the TLM 103
1o emerge as our benchmark mic
during the comparative tests.
This is a premium microphone
characterized by an open, articulate,
very natural sound; super resolution;
big, tight, detailed lows; and a
distinctive presence boost that
yields a delicious, intimate quality.”
Brian Knave, Electronic Musician,
September, 1998

“The TLM 103 is certainly worthy of
the Neumann name. It sounds
excellent and looks and feels like a
quality instrument.”

Steve La Cerra,

EQ Magazine, May 1998

“| found applications where |
preferred the TLM 103 over anything
else in the mic cabinet. It was
excellent on drums, harmanica and
sax as well as certain singers who

A

Slep
Neumann

pTo

additions include MIDI Machine Con-
trol, support for Akai DD-8 files,
varispeed mode, Serial Transport
mode, Dailies mode, Project Rename,
a new highly optimized SCSI driver
and support for Tascam’s new MMU-
16 meter bridge. Also available is the
Tascam MM-RC, a full-featured remote
unit that allows control of any combi-
nation of up to 100 Tascam MMR-8
and MMP-16 Modular Multitrack ma-
chines. When multiple MMR-8 and
MMP-16 machines are connected via
the MMR Bus, the MM-RC can control
the entire system as one large ma-
chine.

The D24 from Yamaha is an 8-chan-
nel recorder capable of recording,
punching in or playing on any number
of tracks with eight inputs and outputs
active simultaneously, storing audio on
rewritable, removable magneto-optical
disks. Initially intended as a compan-
ion recorder for use with Yamaha's
02R mixer, the three-rackspace deck
can record/play at 16/20/24-bit resolu-
tion at 14.1/48/96kHz
sampling frequencies (at 96 kHz, four
channels of simultaneous record are
available). offering features such as
chase sync to SMPTE timecode,
ward and reverse play, cut/paste edit-
ing capability, 99 locator memories,
and onboard DSP providing time com-
pression/expansion or pitch shifting
(-50% to +200% range). Multiple takes
of each track can be stored on eight
virtual tracks, and up to six recorders
(for 48-track capability) can be inter-
locked in sample-accurate sync. The

a choice of

for-

“This is a no-hype microphone, and
may be one of the most natural,
flattest-sounding large-diaphragm
designs I've heard."

Loren Alldrin, Pro Audio Review,
January, 1998

“The TLM 103 is a real jewel in
any mic collection.”
Michael Delugg, Music Production
Supervisor for The Late Show
With David Letterman

awards, including the Al
Foundation TEC Award, the EQ
Blue Ribbon Award, the Radio

would also sound good ona U 87."
Barry Rudolf, Mix Magazine,
February 1998

Everyone World Cool Stuff
“On acoustic guitar, the overall tonal [y Award and the
b‘"";;;’ “"“':mm ayE" | e TLM 103 Post Magazine
‘P'”‘ o loves it. Why? Professional's
Because it brings Chotee Award.
“I eally ke this mic/d recommen | the classic sound and , Of course, our
it to anyone who records with precision quality f:or goal in designing the
dlosely placed mics, essentially who which Neumann is TLM 103 was not to
does modern multitrack recording.” famous to a price under win praise or awards
Monte McGuire, Recording $1000 US. That's also why  for ourselves, but to provide
Magazine, February 1998 it's won a host of prestigious ~ YOU with the best tools so

that you might win awards
for yourself. Now, go out and
bring home a Grammy...

Neumann|USA

The Chotce of Those Who Can Hear The Difference

Tel: 860.434.5220 » FAX: 860.434.3148 » Web: hitp://www.neumannusa.com

D24 has four /O card slots; available
I/O cards include ADAT, TDIF and
AES/EBLU digital ($299 each); other op-
tions include 4-channel, 20-bit D/A
(5199): 8-channel. 20-bit A/D ($349);
and 24-bit, 4-channel A/D ($449) cards.
The rear panel includes the 4-card 1/0
bay; BNC video sync and word clock
connectors; XLR SMPTE 1/0; SCSI; 15-
pin 1-sub remote in/thru for interlock-
ing multiple D24s or connecting a fu-
ture hard-wired remote; and a 9-pin for
P2. Tracks can be converted to AIFF,
WAV, OMF and $D2 formats with the
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Tel: (916) 630-3960 « Fax: (916) 630-3950

www.spiritbysoundcraft.com

The Spirit Digital 328 represents a refreshing departure

in digital console design, retaining the ease of

use of a conventional analog console, yet

providing all the advantages of 24-bit digital.

The 328 is nothing like @ computer with

faders. The key to the 328 is the unique

“E-Strip”, which avoids the need for tedious

menus and brings instant access to all 16 chan-

nel inputs. 16 tape returns, auxiliary sends and

returns, EQ and effects for each channel Included

as standard are two on-board Lexicon effects proces-

sors, two dynamic processors, Tascam TDIF” and Alesis

ADAT optical interfaces and a built-in meterbridge, with

na hicden “options” to add to the cost If you want the function-

dlity of a digital console, but the common sense approach of an

analog 8-bus board, you need to check out the Spirit Digital 328.
It's a refreshing change!

$4,99995 U.S. Retail
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Main Features
* 16 Mic/Line Inputs
* 8 Group Outputs

» Up to 42 Inputs at
Mixdown

+ 2 ADAT Oprtical Interfaces
+ 2Tascam TDIF Interfaces

> 3.band Parametric EQ

+ AES/EBU Interface

» UltraMic+ Preamps w/
66dB of gain

* Instant Recall Capability
Recording

* Analog Console “Feel”

menuys, so 328 is as

= 2 Lexicon Effects
Processors

16 Digital Tape Returns
* S Pairs of Stereo Inputs

* 24-bit A/D and D/A
Converters

128x Oversampling
Throughout

* Snapshot Automation with
100 Scenes

*  Built-in Meterbridge
* SP/DIF Interfaces
100mm Motorized Faders

* 2 Units may be Cascaded
for 32 Tracks

H A Harman International Company




THE MIX INTERVIEW

JONATHAN DEANS

LONDON, NEW YORK, LAS VEGAS: A SOUND DESIGNER’S ODYSSEY

most successful sound de-

signers in the current musi-
cal theater. His credits as sound
designer include Fosse, Ragtime,
Mystére, O, La Nouba, EFX and
Parade. When Disney opened
the New Amsterdam Theater on
42nd Street, Deans designed the
sound production for a concert
version of a show called King
David, which included a 70-
piece onstage orchestra and a
cast of 40 with ten principles.
Deans-designed shows currently
running on Broadway include
Ragtime and Fosse.

Born in England in 1954,
Deans became a successful child
actor and was fascinated by elec-
tronics and sound at an early age.
“1 bought myself a tape recorder
and taught myself how to edit
tapes, and 1 was really interested
in anything that made noise,” he
says. “1 blew myself up a few times
looking into the backs of TVs and
stuff like that. I'm going back [to)
when 1 was like ten, 12 years old.”

At 15, Deans joined the Royal
Shakespeare Company, and it was
there that his interest in sound
began to coincide with his passion
for theater. At 18 he secured a posi-
tion as Technical ASM (Assistant
Stage Manager) at a theater near
his home in Richmond, Surrey.
When the theater closed, Deans
found a job at Pye Recording Stu-
dios (site of the classic early Kinks
and Searchers recordings) and then
moved on to Morgan Studios. As an
assistant engineer at Morgan, Deans
worked with such engineers as
Mike Boback, Roger Quested and
Robin Black and was involved in
sessions for Blue Mink, Cat Stevens
and Paul Simon, among others.

But the pull of theater was irre-
sistible and Deans moved again,
this time to the Royal Opera
House, Covent Garden, where he
spent about two years as a member
of the sound department. “And

]] onathan Deans is one of the
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then a show called A Chorus Line
came to town,” he recalls. Deans
was picked to mix the show at the
Drury Lane Theatre, and the show’s
success started a boom for musicals
in the UK. Having proven himself
to Abe Jacob, the sound designer
of A Chorus Line, Deans was a first
choice sound mixer for subsequent
productions.

Deans became a full time sound
operator and mixed such ground-
breaking shows as Evita, Cats,
Bugsy Malone, The Sound of Music,
They're Playing Our Song and The
Best Little Whorehouse in Texas.
After a trip to America to open
Evitain LA, San Francisco and New
York, Deans returned to London
and joined the staff of Autograph
Sound, the leading UK-based sound
equipment rental company for West
End productions. At Autograph,
Deans began designing sound in
addition to mixing shows, and his
early sound designs included 7ime
(starring Cliff Richard), Mutiny with
David Essex, Marifyn, and the tradi-

BY CHRIS MICHIE

tional musical Kiss Me, Kate. Mix
recently interviewed Deans at
length while he was at his home
in Las Vegas, where he was re-
laxing after the successful open-
ing of a new Cirque du Soleil
show, La Nouba, at the Westside
Disney theme park in Orlando,
Florida.

[ wanted to start off by asking
you about the typical process in
a live theater production when
the sound person might have
only beard the show once or
twice by the time of the preview.
It sucks. [Laughs]
And does it seem to be an un-
changing rule of theater?
It’s all to do with budget and
costs. For a producer to bring in
an orchestra too early is sort of
suicide with budgets. So to deal
with those costs, they bring the
orchestra in at the last minute.
And, of course, sound needs the
actors onstage and the musicians
in the theater. And it needs every-
body else to have finished their
work so we can do ours. In other
words, the stage needs to have
been built, and everyone else
needs to have got their things sort-
ed. Not the lighting, necessarily,
but certainly the costumes need to
have been made because cos-
tumes, and hats especially, make a
big difference to how you mike a
performer. We're very involved
with costumes and wigs and hats
because of mics being tucked be-
hind people’s ears and in their hair-
lines. So that all needs to be done.
One of the best-sounding shows
on Broadway was The Capeman,
the Paul Simon show. Instead of
just having a rehearsal pianist, Paul
Simon actually had nine musicians
working from the beginning. So
when they were rehearsing, they
were actually doing it with their
core musicians, the rhythm section
and keyboards. When I saw that
show, it sounded fabulous, A: be-
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THE MIX INTERVIEW

cause you had a composer who really
cared about the sound, and B: because
you had a producer who really cared,
with the financial backup to make it
happen. So we know that sound can do
that, but it actually just takes more time
and costs more money initially. Now, it
didn’t save the show. The sound never
saves the show, but the sound can kill a
show.

Having said that, I've done lots of ex-
periments with an audience and with
producers and directors, just to
see if one can make something
really good, and then the next
day make it really bad to see
what the difference is. It’s
amazing how many people
don’t notice. It’s kind of sad.
Those are times when [ think [
should’ve done something else
in my life, because it's very de-
pressing.

THREE DAYS OF REHEARSAL
Your first show in Las Vegas
was the Siegfried and Roy
show, which came owt of a rec-
ommendation. Somebody bad
seen your work on 'Time in Eng-
land. I wondered whether the produc-
tion, pre-production, was any different
Srom what you'd been used to?

Yes. It was completely different be-
cause when you do a production in Las
Vegas the shows are very technical.
And in Las Vegas I've never done a
show with less than four months of
technical rehearsals, whereas I've had
to do an off-Broadway musical with
three days of rehearsal. On Broadway,
the technical rehearsal period is proba-
bly an average of two weeks.

[ have to mention another couple of
shows in Las Vegas, the Cirque du
Soleil shows, Mystére and O, because
we have live musicians there. The
Siegfried and Roy show and EFXare alt
prerecorded, so nobody can move
without the sound. Nobody can per-
form, can do anything, unless the
sound is there because the sound gives
the tempo. The sound is the heart and
creates the timecode, does the time
stamp for the show, whereas for pro-
ductions with live musicians, there is no
time stamp and therefore it has change.

When you do a production in Las
Vegas, you get so much time to do it
because usually they're trying to do
something new in terms of production,
quality, creativity, technology. And a lot
of times you're going into a new hotel
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that has all those difficulties getting
everything up at the same time. In fact,
that’s why the Cirque du Soleil theater
at the Bellagio was built before the
hotel. We were actually rehearsing
while the hotel was being built so that
we could open our show at the same
time as the hotel. And it did.

BUDGETS FOR MUSICALS VARY

Are there any generalizations you can
make about production philosopbies,
or what the big producers are willing

to pay for?

Interior of the Bellagio Theater, Las Vegas

All the producers that I've worked
with—and some I haven’t actually got
to work with, but I know of—are usu-
ally very, very interested in audio from
the beginning. They want it to be the
best, and they want you to do a good
job. Then you go away and you start
specifying things with that point of view
in mind. And you go for the high-end
items. Then your equipment list goes
back to the producers or general man-
ager, and it gets sent out to the rental
shops. And then usually what happens,
a week after that you get called in to
the producers and you sit down and
you have to tell them why your equip-
ment costs three times more than the
budget! [Laughs]

The budgets for musicals vary great-
ly. In some cases, you go out and buy
what vou want, what you need for the
show. Usually those are more perma-
nent installations, such as shows that
I've done like EFX and the Cirque du
Soleil shows, because they’re buying it
for long term. You specify it, they buy
it. And it gets built two or three years
later, and by that time it’s out of style or
whatever [laughs]. But in the legit the-
ater, it’s a tighter thing.

One has to remember that when
you're in the theater industry, you're
going to specify things that are general-

ly used in the industry, because you
know that there’s a good chance that
the different rental shops will have them
on the shelves, or they’re interested in
buying more of them. Both the UK and
the USA theatrical rental shops keep
similar stock because of all the English
musicals that started coming over to
America, Les Miserables and Miss Saigon,
obviously Evita...or Phantom of the
Opera, how could I forget that? And it’s
not just one production. They do three,
four productions, so that makes a huge
impact on what the rental companies
have got on their shelf,

MICROPHONE PLACEMENT
Let’s talk about the kinds of
problems you face in a new
production—microphone
placement, for instance.

I'm going to use The Capeman
as an example because it’s not
my show, and so [ can tatk
about this show in a way that is
objective. On The Capeman,
they got a very good level on
the stage with theatrical mic po-
sitions behind the ears, and on
top of the head. They were in
an acoustically dead theater—
the Marquee Theater—that
sucks the sound right out of the speaker
and doesn’t put it anywhere else. It's
very dead. And on top of that, they had
several months with the actors onstage
and with a producer and a composer
who wanted it right, who would spend
the time to work on the sound.

More typically, the problem is that
we have someone in a Victorian cos-
tume on the stage, and nobody wants
to see the microphone. And usually the
first thing that the audience complain
about is that they cannot understand
the words. Besides the performers
themselves not being intelligible, which
is usually part of the problem, there is
the problem of the microphone being
buried and not being in the correct
place for that performer. So you need
the costume and wigs departments and
the performers themselves to be re-
sponsible about the mic placement.
When they go onstage, that’s their life-
line to the audience. Certainly, that’s
true for too many of the performers, he-
cause they’re not going to be heard
without a microphone.

Also, when you have the micro-
phone so far away from the mouth,
you are reproducing sounds that are
not just the performer’s voice, but all of
the sounds around that performer as
well, the whole ambience of that stage.

z
4
o
o
2



THE NEW C4000B

MICROPHONE IS
TOO HOT TO HANDLE!

’f there’s someone who knows how
to ignite a studio it’s engineer/
producer Michael Wagener.

" artists such as Metalica, Queen, Skid Row,
Extreme, Motley Crue, and Janet Jackson,
~ Michael demands a condenser microphone
that can take the heat. That's why he uses
the New €C4000B from AKG. Contact
your local dealer to find out...what
Michael Wagener already knows.
AKG’s new C4000B will ignite
your recordings too!

For more information on the new C4000B
and other AKG products, visit our website at:
www.akg-acoustics.com, visit your

local dealer, write us or e-mail us at:
akgusa@harman.com.
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Contrast this with the movies. If you go
to a2 movie theater, the average per-
former’s head appeurs to be about six
foot high. There's a lot of visual infor-
mation that you get as you look at the
lines and pores on the performer’s face
when you're in the movie house, and
because you're looking at something so
big. the voice can be loud. You cannot
make it that loud in a theater, and you
wouldn’t want to, because it would
have nothing to do with that person on
the stage.

The audience obviously wants to
hear the voice, but the voice has got to
stay with the performer. You have to
cheat. and this is when the orchestra
begins to suffer. because vou have to
then reduce the orchestra proportional-
lv to how the voice should be placed
with that performer.

Now, as soon as vou put a headset
mic on a performer. you don’t have that
problem any morc. Because you're not
trving to squecze sound out of a micro-
phone that's tucked behind the ear. As
soon as the audience has got over the
fact that there is a thin line—and the
new headset mics are the size of a long
matchstick—as soon as the audience
gets over the fact that there’s a micro-
phone on the performer’s face, you
have got as much level as you need
and the quality of the voice multiplies
by a thousand times. It's just completely
night and day.

WRITING FOR TECHNOLOGY

What are some of the changes you've
seen i the way mics are used in nusi-
cal theater?

Any time A Chorus Line is done now,
it's done with body mics. Originally, it
was done with ambient miking. Therc
were five Sennheiscer 802s going across
the stage and three Neumann 82s hung
overhead and then more two upstage,
and that was your miking of the stage.
So you Rind of chased people around
by area?

That's right. And there were eight areas
that you could choose from. Nowadays,
the audience doesn’t want to listen.
Thev've paid big bucks. they want to
see something, and they want it in their
faces. But in a theatrical way, as op-
posed to an aggressive way, if there is a
difference. So that has changed.

Originally. Les Miserables was done
with 16 transmitters. And then some ac-
tors would be picked up on area mics
for single lines. I mentioned Les AMiser-
ables because it's been going now for
I've forgotten how many years—I did
11 productions of Les Miserables. But
now the number of transmitters on that
production has nearly doubled because
everybody has to be miked for the au-
dience 1o listen. Evervbody has 1o be
heard.

[ think there are several aspects to
how this is changing. First of all, when
new musicals are written, thev're writ-
ten for the microphone. Whether it's
done intentionally or not, it doesn’t mat-
ter. Also, thevre being directed 95 per-
cent of the time for the body mic. 1 just
did a production with Hal Prince in
New York, called Parade. Tt was at the
Lincoln Center, which is a small theater,
500-0dd seats. The first big number
where the cast come on, which is the
first thing that happens in the show, the
cast walk on, they turn upstage and

THE DEAM LIaT

A Selection of Jonathan Deans’
Sound Designs

Parade, New York
Fosse, Toronto, New York

Ragtime, New York, Los Angeles,
Toronto, Washington D.C., Vancouver,
Chicago, London

Damn Yankees, New York

King David, New York
Streetcorner Symphony, New York
Candide, New York

Beauty and the Beast, national tour
Cirque du Soleil—Saltimbanco,
Mystére, O, La Nouba

EFX, MGM Grand Hotel, Las Vegas

Beetlejuice, Universal Studios, Los
Angeles

George Lucas Live Show, Japan tour
Siegfried & Roy, Mirage Hotel, Las
Vegas

The Death Of Klinghoffer, Brussels,
Lyon, Vienna, Brooklyn, San Francisco
Nixon In China, Frankfurt, Los Angeles
Magic Flute, Los Angeles

Madame Butterfly, Los Angeles

Deans was chosen as Sound Designer
of the Year for 1990 by Lighting Dimen-
sions International Magazine and has
also won awards for Ragtime and
Cirque du Soleil’s O. (But no Tony
Awards.}
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sing the big number tucing upstage.
You wouldn't direct or write a show in
that manner, if you weren't going o use
the technology. So that's what T mean
by “it's written for the technology.”
And the music arrangements are
written for the technology.
If vou listen to the old
arrangers, they don't have a
brass section playing at the
same ime as an individual
on the stage because you
wouldn't be able to hear
them. But now you can, be-
cause you can crank up that
voice and get it over, and if §
the brass section is wailing.
you can open up the voice
and get it 10 wail over the
top of it. or not.
But when you add up
all these trends together.
it adds up 1o a potential
nightmare that is thrown at
the sound team to fix. And the most an-
noying thing is that then people come
in and say. "It doesn't sound natural 10
me.” There is an actor running around
the stage with a tiny little microphone

—ltuly Perfec

half the size ot your little tfingernail
tucked behind their ear, or in their hair-
linc with a hat on. creating huge retlec-
tions, with a band that’s in the pit
playing on top of the vocal lines that
thevre singing. and your loudspeakers
are probably not in the places that are
nght for the sound design to be perfect

Cast of Cirque du Soleil’s O af the Bellogio Hotel in Las Vegas

because vou've had 1o negotiate posi-
tions with scenery designers and light-
ing. And then people have the audacity
to walk in and say, “Well, it didnn
sound natural.” 1ts kind of crazy. As

LX) '.,.t

Connection Panic/Parch

t Timin

s00n a4s you put a microphone out onto
someond’s face, the sound becomes so
much beater, so much clearer, but then
everyvone starts having a fit because you
can see the microphone. |Grimaces]

I have a story related 10 that. I did a
show called O Your Toes in England in
1985. It was originally done in 1935, ap-

proximately. and we did
it again at the same the
ater with the same direc-
tor. George Abbott, and
the sume choreographer.
And we did it without
sound. But in 1985, for
the previews, the audi-
ence just wiggled around
in their seats. When a fire
truck went by. they just
looked at the wall that the
fire truck wus behind—
they could not concen-
trate on the show at all.
We had 10 start adding in
sound. And once we start-
ed doing that, then the
cust courdn’t hear because it changed
how they were balanced and we had 10
put more sound on the stage. And once
we did that, it made the stage louder,
then we couldn’t hear the actors and we
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had to start miking everyone individual-
ly. It was very interesting to see what
the problems were, and really it starts at
the audience. The problem starts with
the audience.

You've seen a generation or two in
speaker development. Are there any
bigh points over the last 20 years?
Yes, Meyer Sound. When we were
doing Cats in London, we got to use the
first UPAs. There was a speaker that was
a great size and sounded fabulous. Our
other choice at that time for
the theater market was the
Bose 802. But the UPA just
sounded so much better,
surprise, surprise! And
Meyer cared about the the-
ater market. A lot of speak-
er manufacturers pretend to
care about the theater mar-
ket but actually don't hang
in there. Meyer does, and
have consistently cared
about the theater market
and have carried on devel-
oping more speakers and
many other things, as well.
Then Apogee came out
with a similar design, but
different-sounding. And
there are designers who've used Tan-
noys. Martin Levan has used Tannoys
out of their cabinets. I've used Renkus-
Heinz on Ragtime, and of course EAW
has been around. I have just been using
Jason Sound theater speakers on Fosse.
Those have been the major speaker
companies that I've used in the theater
over the last decade.

Speaker designs have changed as a
result of the manufacturers listening to
the sound designers and sound engi-
neers. In the last couple of years, I've
gone for a wider-dispersion speaker.
Quite a few years ago we were all
going for a tighter dispersion for better
gain-to-feedback control, but then you
can get real hot spots in the audience.
Also, you have to put in multiple cabi-
nets and, by putting in multiple cabinets
you get combing effects if they're not
positioned correctly. I've recently gone
for a dispersion angle of over 100 de-
grees, as wide as possible. I'm careful
of the position of where that 100 de-
grees hits the stage and how far down
stage a performer’s going to come, and
I really don't find too much of a feed-
back problem. Don't forget, in the the-
ater, a microphone is so far away from
their mouth, you have a huge gain loss
immediately, before you even get to do
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anything with the sound. But I like a
wider spread. It feels more open, and I
just like that kind of warmth that comes
from that. It seems to help take the
hardness out of the procedure.

I like to put in as many speakers as [
can around the proscenium, and, in
fact, around the auditorium, with as
much wider dispersion as [ can. And I
can take a sound and send it to any
speaker at any time, and maybe on the
next cue it comes out somewhere else.
One of the reasons I like Renkus-Heinz
is it's a passive speaker. Passive means

Cirque du Soleil’s O at the Bellagio Hotel in Las Vegas

that I've got less amplifiers and it ends
up being more cost-effective. It's not
that the speaker’s cheap, it's just that
you don’t need as much of the other
stuff to go with it, the controllers and
amplifiers. I like that.

So instead of going for arrays of nar-
row-beam components, you're now
going for single wide-dispersion speak-
ers, which presumably requires a fair
amount of power—for the loud
shows—out of a single box.

For Fosse, I needed a speaker of a cer-
tain size, with a very wide dispersion
and as loud as it could get. So Jason
Sound built their R23 speakers using
JBL components in a cylindrical-shaped
speaker, and I put them all the way up
the proscenium and around the top of
the proscenium, and back down the
other side. And Jason also made a unit
called a P80, again with JBL compo-
nents, a front-fill speaker with a height
less than six inches. It fits in the front of
the stage, and it cranks. [ feed all those
individually, because they’re passive
speakers. For Fosse, I send the whole
orchestra to different speakers. So this
is not an A/B system, this is...

An A-to-Z system.

Yeah, a whole alphabet system. I find
that the difference that you get is night

and day. Of course, it’s expensive to do
that and you've got to be able to have
the control. What controls something
like that? You can’t then send that out
of a mono system, so you've got to
have some automated system to do
that, which is, in this case, the LCS.
Tell me something about how Level
Control Systems (LCS) came about.
It started when I was offered a George
Lucas show, the Super Live Adventure
tour that went to Japan. There were
things that we wanted to do on that
show that we couldn’t really do with any
automation system at the
time. I took my ideas
around to all these differ-
ent people who were
doing automation at that
time, and nobody was re-
ally interested. Or if they
were, they wanted too
much money up front. So [
got some object-oriented
programming software
and taught myself to write
the software to do some of
the things I needed. Then,
when I was doing the
John Adams opera The
Death of Klingboffer, 1
wrote a little software that
would track the performers
around the stage. It was a contemporary
style of opera, and they were all wear-
ing body mics. I did time zones across
the theater and across the stage by send-
ing MIDI commands to a Brooke Siren
804 to change time delays and levels,
depending on where the actors were
standing. And it worked really well.
Then I met a guy called Steve Elli-
son, who saw what I was doing. And
the next day, he had rewritten some-
thing that had taken me six months.
And it suddenly made what I had done
look really good. At the same time, the
George Lucas show was happening,
and we started writing software for that
project and got together with a hard-
ware guy called Carl Malone, and we
came up with the first LCS system. That
was how Level Control Systems started.
Although I am part owner of it, I have
nothing to do with the day-to-day run-
ning of it.

:

GIVING SEATS BACK

TO THE PRODUCER

Do you see the coming of digital con-
soles having a big impact? One bopes
that there’ll be a size advantage so
you'll be able to take up fewer seats.
Hopefully we'll be able to give some of
the seats back to the producer. By giv-
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ing the seats back to the producer. vou
could be giving back an casy quarter of
a million dollars per year if the show’s a
hit. Maybe vou could get a couple of
extra orchestra calls for the sound at the
beginning. What a nice thought!

I think that part of the reason that
sound gets a raw deal in rehearsals is
because the sound mixing console is at
the huck of the auditorium. Therefore.
voure not plugged in to the heart of
evervthing in the same wayv as the
scenic and lighting designers are when
they sit in that huddle in the middle of
the auditorium. Until we can bring the
mixer down into the middle of the au-
ditorium, and then unplug it and put it
back in the console position for the
show, I think this sitvation will contin-
ue. A big change will happen when the
console is put in the middle of the au-
ditorium for technical rehearsal. There
will be a big change when digital con-
soles come out and they can be pu
anywhere.

Beccuise they're sinall enough, or be-
caiiise you can take a reniole hecd with

You wherever you go?

One hopes that you'll be able to get rid
of most of the processing gear, because
vou'll be able 1o do it internally. Of
course. people will want to bring in
their own gizmos to plug in. and the
time delayvs and everything else. but |
think that will be short-lived. and 1
think that evervihing will be done in-
side the console. And vou'll be able 10
buy plug-in devices. I also think that all
your neiwork delays. your crossover
delays, can be done internally, so you
won't need them. If you use a self-
powered speaker, you can plug direct
from vour console straight into the
speaker. so you won't need those amp
racks, you won't need the racks full of
delavs and EQs, because it’s all done in-
ternally. Less trucking space. 100.

Plus, vou can change all vour time
delays cue by cue. You'll have time
delay on vour inputs. and as that person
is walking around the stage,
changing that time delay cons
match where they are. That is one of the
main goals for live theater, 1o trick the
audience into believing that the per-
former can actually project. Because
there are some actors who are unbeliev-
able. you cannot believe how loud they
are. And then there are other actors who
should not be allowed on 10 the stage.
1ot 10 Mention Musicians. |

Chris Michie is a Mix technical edilor.
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“Who's Who” of recording
engineers. Borrowing ex-
tensively from its reference
Exposé line, the V8 is the
first in a new series of
high-performance, video-
shielded, active close-field
monitors whose sound
quality, construction and
appearance put it at the
top of its class. Yet the V8,
for all of its achievements,
is available at a price
that any budget-conscious

professional will applaud.

. Pure and simple.
silent turn-

on/off, high- and low-fre-
quency contour controls
and thermal protection
define the V8's attention
to detail and deliver the
performance you expect.

KRK meets the multi-
channel challenge too,
with Orbital Surround™
packaged mixing solutions
that are precision matched
to within +0.1 dB! But,
then again, that’s the kind
of performance vou expect
from the company that

All of the benefits of bi-

amplification (non-existent

names its speakers after

fine-tuned engines.

THE POWER YOU CRAVE.
THE CONTROL YOU DEMAND.
AND THIS V8 NEVER NEEDS
A TUNE-UP.

SEE US AT NAB BOOTH #S7173
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Top Ten Product Hits From Musikmesse

carlv 100.000 industry enthusi-
asts ventured to Frankfurt. Ger-
many. to see the latest audio and
music technogadgets at the 20th
annual Musikmesse. held from March
3-7. 1999. Although the show was just
a4 month after NAMM, there was no
shortage of new and cool products.
Here are a few that caught our eve.
Electrix ™ (wwaw electrixpro.com). a
new division of IVL Technologies, un-
veiled three signal processors housed
in wedge-shaped chassis for rack-
mounting or use as slant-faced abletop

WarpFactory

devices. Touted as “The Ultimate
Vocoder,” WarpFactory ($499) has
gender, Q. "order” and formant freeze
controls. Mo-FX ($399) creates effects
such as autopan, tremolo, delay and
ange. along with band filters and vari-
able distortion. Filter Factory (8499) is
an analog stereo tilter with tap-tempo.
LFQO, distortion and selectable wave-
forms. No presets. No menus. Just spin
a knob or two and you've got monster
sounds, ASAP. Awesome!

ML Audio + Carbons (www.miaudio.
com) demoed MusicaNova 2001, a five-
way sound reinforcement speaker built
into a 58x58x22-inch (1IxW'xD), 418-
pound enclosure. A 13-inch woofer is
set into cach corner: the rest of the face
is a massive 90x90 carbon fiber horn
fed by three 12-inch mids. a 1-inch

MusicaNova 2001

compression driver and 32 ribbon
tweeters set into the hom surface. Add
15 kW of amps and the optional 4x18
sub and vou've got one BIG system.

SADIE (www . sadie.com) debuted
Artemis. a DAW Jesigned
for music eduing, stereo or
surround mixing. CD mas-
tering. DVD production
3 and post work. with 24-

hit/192kHz capability, cight
to 24 inputs/outputs, 32-bit internal pro-
cessing, 9-pin and timecode sync, and
support of various file formars ( WAV
SDIL AIFF. AudioFile and more).

TC Works” (www.icworks.de) Spark
ediling processing: mastering software
package for the Mac plaiform offers
wavetorm editing. fast file access. real-
time dynamics and ume stretchi. sample
rate conversion, VST plug-in compati-
bilitv, AIFF, SDIL. WAV and Quick-
Time file support. dithering, hi-res on-
screen meters, 24,96 support and a
powerful FX-Matrix allowing up to four
parallel streams with up to five effects
on each. Price? $499.

Can’t sing on key? The Intonator
from TC Electronic (www.icelectron-
ic.com) is a vocal intonation processor
that provides 24-»it pitch correction
Gwith 96kHz internal processing). along
with de-essing. Adaptive Lo-Cut filter-
:ng, simultancous outputs of dry and
processed vocals. and a unigque “do
not process anything but this note”
feature. Retail: 51.499.

Soundcraft s (www . sounderaft.com)
Series Four live sound FOH console,
shares the name of an earlier Sounderaft
board, vet is based on the layout of the
company’s acclaimed Seres Five. but in
a smaller footprint. with 24, 32 40 48-
‘rame sizes. Senes Four has eight V'CAs
and eight mute groups, 4-band EQ with
parametric m:ds. ten aux sends (four
mono stereo switchable) and a 1658
matrix. Optional are Showtime™ Virtual
FX snapshot automation and Virtual

wprwy U
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Dynamics (adding compressors, gates
and autopaners on every input.)

Ideal for DJ mixing or just plain
audio fun. the Kaoss Pad from Korg
(wwwv korg.com) combines a compact
sampler/muli-effects box with an X-Y
controller providing real-time. fingertip
control of multiple eftects parameters
simultaneously. and slick tricks such as
scraping. tapping or skipping across
the pad for results unattainable by
knobs. sliders or wheels.

Emagic (www.emagic.de) an-
nounced Logic Audio +.0 for Mac and
Windows 98/NT. a major upgrade 1o
its flagship digital audio/MIDI se-
quencer/scoring package. which in its
Platinum version. offers 24-bit/90k!1 1z,
digital audio recording, including 31
audio plug-ins. 16 effect buses. and up
10 128 audio tracks. along with an ele-
gant new graphic user interface. Hot!

Logic Audio 4.0

Novation (www.novationuk.com)
showed the Nova MIDI module, based
on the ASM (Analog Sound Modeling)
synthesis engine used in its award-win-
ning SuperNova synth. Nova features
12-voice polyphony. 36 voices. three
oscillators. two ring modulators, reso-
nant filter, up 1o 42 simultaneous ef-
fects, two audio inputs (20-bit DACs),
six assignable outputs and a combo
tabletop rackmount case.

AudioScrvice's (www audio-service.
com) PPO2R is a plug-in adapter pro-
viding XLR inputs with switchable phan-
tom power tor the channel 9-16 TRS
inputs on a Yamaha 02R console. No
word on ULS. availability. but any 02R
could use this smart. simple accessory.

We'll present other Musikmesse
product hits in our product columns in
future issues. Meanwhile, we're off 1o
Las Vegas for the NAB convention in 4
couple of weeks. See yvou there! ]
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CLASSIC BRITISH
TUBE PROCESSING

Classic 60 Tube Compressor

"o oo o0 obai; o¢¢ 206 8 ==

o;: -0 o e ;0. @ o} e. e el @

,aqq es 00 QQQQ.OCQG 5

Comprising of a tube compressor of exceptional
quality, a wonderfully sweet-sounding parametric
equalizer and a mic pre amp which enhances the
sound of even the most expensive studio
nicrophones, the HHB Classic Series brings a
unique sonic signature to any reccrding or
performance project.

For full details of HHB Classic Serigs tube pro-
cessors, contact HHB or your HHB dealer today.

A e m Now you can
LAULALY ll have vintage
tube sound without the vintage tube noise.
Designed for demanding, high-end applications
necessitating the highest possible levels of sonic
performance, HHB Classic Series tube
processors use only the finest, military grade
tubes, supplied by 250V DC to ensure maximum

gain and minimum naise.

Also available: Radius 10 Tube Mic Pre Amp, Radius 20 Tube Parametric Equalizer, Radius 30 Tube Compressor, Radius 40 Tube Voice
Processor and Radius 50 Tube Mic Pre Amp / Compressor

HHB Communications USA LL(: - 1410 Centinela Avenue, Los Angeles, CA 90025-2501, USA
Tel 3103191111 . Fax: 310 319 1311 - E-Mail: sales@hhbusa.com

HHB Communications Caneda Ltd - 260 King Street East, Toronto, Ortario M5A 4L5, Canada I '
Tel: 416 867 9000 - Fax: 416 867 1080 - E-Mail: sales@hhbcanada.com r r
HHB Commnunications Ltd - 73-75 Scrubs Lane, L.ondon RW10 6QU, UK ’

Tube enginsered il Britain Tel 0181 962 5000 - Fax: 0181 962 5050 - E-Mail: sales@hhb.co.uk

http://www.hhb.co.uk
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Roy THOMAS BAKER

TAKING CHANCES AND MAKING HITS

fans more of the same, Roy

Thomas Baker has managed
throughout his long and distin-
guished career to produce auda-
cious and distinctive projects while
successfully reading the pulse of
the mainstream rock audience. His
credits include a staggering number
of bona fide superstars, including
Queen, The Cars, Foreigner, four-
ney, David Bowie, Cheap Trick,
Ozzy Osbourne, the Rolling Stones,
Free, Alice Cooper, Devo, Santana,
Ten Years After, T-Rex, The Who,
Yes and Frank Zappa. Many other
less vaunted artists have benefited
from his creative touch. too.

He got his start at Decca Records
in England at the age of 14 and later
at Trident Studios, where he was
fortunate enough to work under
such producers as Gus Dudgeon,
Peter Sullivan, Tony Visconti and
Ken Scott. RTB became one of the
founders of Trident’s in-house pro-
duction company, Neptune, where
he signed Queen and other acts.

During the last half of the *70s,
RTB relocated to Los Angeles and
scored huge successes with Jour-
ney, Foreigner and The Cars,
among others. By the mid-"80s he’d

[[nstead of simply giving rock

68 MIX, APRIL 1999

become a senior VP of A&R for
Elektra; during lus tenure there the
label signed 10,000 Maniacs, Sim-
ply Red, Yello, Peter Schilling and
Metallica. But late-’80s American
rock and pop held hittle interest for
him, so he found himself spending
most of his time back in Europe,
where he produced a number of
commercially successful and criti-
cally acclaimed releases, including
discs by The Stranglers, Chris De
Burgh and T'Pau, whose chart top-
ping album and singles remained
on the European charts for over a
year. T'Pau’s “Heart and Soul” was
a Top Five hit in the U.S. as well.
Today, Roy Thomas Baker
spends most of his time in the U.S.
While keeping Los Angeles his
home base, he has built a beautiful
studio complex of his own, com-
plete with tennis court and olympic
swim spa. His elegant facility is a
three-and-a-half hour drive from
L.A. in the foothills of the Mojave
mountains, above the shores of
Lake Havasu. His fabulously ap-
pointed and well-equipped studio
contains hard-wired TLA, Summit
and Neve mixers; a rare Stephens

BY RICK CLARK

40-track (fine-tuned and maintained
by John Stephens) with Dolby SR;
and six Tascam DA-88s. Fans of his
work will want to look for upcom-
ing releases by Local H, Other Star
People and Caroline’s Spine.

Much of your production work
draws from the best of American
and British popular music idioms.
What music belped form your
tastes growing up, and what ele-
ments of that bave carried over
into your work?

The thing that [ loved was the way
American blues went over to Eng-
land and got bastardized with
artists like Clapton and the Stones,
and then went back to America. It
was this continual bouncing back
and forth between the two places
that all started off with Southern
blues players. One of my main in-
spirations was black music. It didn’t
matter whether it was Tamla/Mo-
town or Stax or the early blues,
which I loved. In fact, I didn’t
know that the early blues existed
until I heard the Stones and Clap-
ton as a kid. [ suddenly realized,
“These guys are great. Where did
they get it from?” That's how [
learned about it.

I also loved American pop. [
loved the stuff that was being done
by Bob Crewe and Phil Spector.
When I think of the Four Seasons,
The Ronettes and the Beach Boys
wafting away with their four- and
five-part harmony vocals—those
kinds of great vocals were not
coming out of England at the time,
except in opera.

One common element found on
many of your records is buge,
thick barmony vocal parts. Now |
can see the connection with the
Beach Boys and the Four Seasons.
Oh, yeah. You can hear what was
inspiring me as a producer, to in-
spire bands [ was working on to do
that, or connecting me with the
bands that were good at doing that.
With The Cars, you bad this band
with a sparse rbythm section and a
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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, g6kHz 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 better? 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 g6kHz 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
< lution. 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?

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.
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unique singer in Ric Ocasek, but when
the barmonies kicked in, it was a wall
of sound. They came at a time when
rock radio really needed some freshen-
ing up.

I was going through my own little
demons at the time. I had been doing
Queen, which was kitchen sink over-
production, which I loved. But in the
same way that we had the alterna-music
thing in the early '90s, the end of the
'70s had the punk era. I would run into
the Sex Pistols, because they were
working over at Wessex. They were
saying the usual, “All you bands are
going to be gone because you're over-
produced and you're all fags,” and all
that. [Laughs] It was really funny. I
thought, “Maybe there is a point where
I should be a bit more sparse.” So when
I did the first Cars record, we purposely
did it very sparse, but when the harmo-
ny vocals come in, there are as many
vocals there as there were in a Queen
record. The only difference is it was in
and then it was gone. “Good Times
Roll” is a classic one for that. When they
sing those words, it's huge and then it’s
gone, and everything is back to sparse
again. I was able to put big vocals on a
sparse, punkish background, sort of in-
venting post-punk pop. With Other Star
People, which I recently finished, we’re
inventing post alterna-pop. [Laughs]

I remember when the first Cars
record hit Number One on the charts, |
was driving on Sunset Boulevard with
Ric Ocasek. We drove past a billboard
for the Cars' record, and he said, “If
someone had told me a year ago that 1
would be driving along Sunset Boule-
vard with Roy Thomas Baker looking up
at a billboard of my record that is Num-
ber One, I wouldn't have believed him.”
On T'Pau’s “Heart and Soul,” your ap-
proach to the rap portions of the song
was unique.

We did “Heart and Soul,” and there was
this rap vocal for the first verse; total
rap. Instead of just going out to a mic
and just talking, I did 12 tracks of talk-
ing vocal for one speaker, 12 tracks for
the other speaker, 12 for the middle,
and then 12 tracks that were put out of
phase to wrap around you, and that
was just for the rap section, before any
singing started. It was scary and was
hard work, and it took a couple of days
to do it. I remember Carol Decker [the
singer] walking out of the studio, burst-
ing into tears, and saying to my wife,
Tere, “I hate your f—ing husband,” but
when the record hit the charts every-
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Roy Thomas Baker with Alice Cooper, right

where, it was all fun. [Laughs] So even
when I did a straight rap record, it
wouldn’t be someone merely rapping
into a mic; it would have to be some-
thing totally unusual and different.
With Queen, the whole idea of big vocals
were taken to outrageous, operatic levels.
“Bohemian Rhapsody” was totally in-
sane, but we enjoyed every minute of
it. It was basically a joke, but a success-
ful joke. [Laughs]. We had to record it in
three separate units. We did the whole
beginning bit, then the whole middle
bit and then the whole end. It was com-
plete madness. The middle part started
off being just a couple of seconds, but
Freddie kept coming in with more
“Galileos” and we kept on adding to the
opera section, and it just got bigger and
bigger. We never stopped laughing.
That was at a time when rock bands
were so intent on being beavy. This was
not exactly a cool idea. It was very left
of center.

Exactly. It started off as a ballad, but the
end was heavy. For the technical peo-
ple, who may want to know, the end of
the song was much heavier because it
was one of the first mixes to be done
with automation. What happened was
we had VCAs built into a Trident board
over at Sarm Studios in London. They
put it in with the old Allison computer.
If you really listen to it, the ballad starts
off clean, and as the opera section gets
louder and louder, the vocals get more
and more distorted. You can still hear
this on the CD. They are clearly distort-
ed. When we got to the end section, the
part in Wayne'’s World where they start
doing this [he hobs his head up and
down], there was no headroom on the
VCAs, yet there was loads of headroom
on the Trident mixer. So we got them

to disconnect the computer and literally
take all of the VCAs out of the faders
and give us a direct feed for the faders
to the mixer. And we mixed the whole
of the end section by hand.

The way we used to mix Queen was
very odd, and it evolved over time. We
had a big Trident board in the control
room, and every one of the guys would
have to look after their own little parts.
They were turning on tom-toms and rid-
ing bass runs and Brian [May] was turning
on and off all of his guitar parts. Then we
would take all of the outputs from the
Trident down to a separate mixer, and 1
would control all of the drum fills and
bass fills and do all of the stuff that I'm
good at. So they would be looking after
their little bits, and I would actually be
using their fingers as automation. Then 1
basically had the main mix in front of
me. It wasn’t done on computers. It was
done live. The main feed from my
mixer was going to the 2-track. So that
was the way we would mix a record.

“Killer Queen” was done that way.
All the phasing parts weren’t done in
the mix; they were done live. For ex-
ample, the part about the “laser beam”
was printed to tape with the effects dur-
ing recording. If you listen to the multi-
track, all the effects are on the tape. The
only thing different is the end of “Killer
Queen” is actually real tape phasing.
That was a post-production decision.
So do you typically print effects to tape
when you record?

I'm not one of these, “Oh, we'll cut this
and leave the effect for the mix.” I actu-
ally record the effects. There is the artis-
tic reason: People play differently when
they hear the effect and are playing to
it. Secondly, it makes it so much easier
to mix, because the effects are already

PHOTO LESTER COHEN



The New - FDigitat”

ttects Processor

“You'll run out
of ideas before you
run out of effects.”

5

' Scott Martin Gershin

Sound Designer

PCME!  DMITAL EFFECTS PROCESSOR ADWST

. PitchCorract —~
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he new PCM 81 Digital Etfects Processor has everything
that made the PCM 8o the choice of professionals -
and more. More eftects, more algorithms, longer delay
and full AES/EBU 1/0. Each effect has an uncompromised
stereo reverb with several voices of additional effects. A full
complement of Pirch Shifrers provides everything from pitch
correction to unique special effects. 300 meticutously-crafted
presets give you instant access to pitch, reverb, ambience,
sophisticated modulators and dynamic spatialization effects for
2-channel or surround sound applications.
With its huge assortment of superb effects, the PCM 81 is the.

perfect 100l for a sound designer like Scott Martin Gershin of
Soundelux Media Labs. Scott, who used the PCM 81 to process his
voice as the voice of Flubber, says, “This is the best pirch shifter
I've used. Our job is to creare emorional illusions in audio and the
PCM 81 is a powerful tool 1o get us there. | feel | have only scrarched
the surface of what can be creared on the PCM 81 and encourage
everyone to explore the depths of this processor.”

Explore the depths with Scott’s customized presets - Send us
proot of purchase and your PCM 81 serial number by July
30, 1998, and we'll send you the Scott Martin Gershin
Preset Card - FREE.

i Iin ANl The Rioht Plarpe

3 Oak Park, Bedford, MA 01730-1441
Tel: 731280-0300 Fax: 781+ 280-0490
Email:: info@lexicon.com Web: www.lexicon.com

Scott Martin Gershin's film credits include:
JFK, True Lies, Braveheart, Flubber

and Mouse Hunt
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there. You've got to make these deci-
sions up front. Except for just basic
echo, [ tend to also use the effects as
we go, when we record vocals.

For the really effected vocals on the
new Local H record, we did the effects
live with the performance. We had al-
ready visualized what we needed, so
we did that as we went along. When
Scott, the singer, sang with the effect in
his headphones, he could work with it
and make the effect work a million
times better.

[ always visualize the overall sound
of the album at the beginning. You
voice the parts and arrange the instru-
mentation that you use right at the very
beginning. With Local H, we knew the
running order of the album before we
even started recording, so we could
work out our segues. We had the plans
on how one song would go into anoth-
er and make the whole album a non-
stopping entity. We even recorded
everything in the running order, so we
could actually edit together the tracks
from the 40-track Stephens, so they
were flowing together before we even
did any overdubs. [ never just leave it

Roy Thomas Baker [center} with The Cars

up to the mix and just hope.
One characteristic found on many of

Your records is the artful segue.

[ love segues, because [ like records to
be continuous and it gives me a good
excuse not to turn off the music and put
on something else. Sometimes the
record company initially didn’t like
them, not for artistic reasons, but be-
cause they thought that disc jockeys
would have a problem taking the

SEE US AT NAB BOOTH #S6224

record off at that point. So an alterna-
tive copy for radio with these big five-
second spacings between each song
would be made, as in the case of Jour-
ney’s Infinity. What made it funnier was
disc jockeys played the segues even
more on that album. They played the
first three or four songs of The Cars’ first
album together, too. [Laughs] Even
now, they are still playing the segues.

Your records bave always sounded like

1sten

Listen to what happens wheniDigitalAudio/l'abs}
and discipline is applied to the'latestiz4

Llsten to the striking difference in clarity’andin agmg between a computer
&sound card” and a truly professional, ultra precisé audlo instrument.

Listen tothelnext generation;jall.new standard for audio fidelityjonithelRC.*

Listen;t to CardDeluxe
\from! Dlgltal AUdIO Labs

ngmeermg experience

Featuresnnclude'

e PCL |nle|1ace

%8 £0 24 bit resolution

&4 channel operation using both
analog and digital

% Slaving of multiple CardDeluxes
to single sample clock

» Windows 95,98, and NT drivers®

* Analog two (hannel m/out
via 1/45TRS tonnectors
« S/PDIE digital in/out via RCA
 connectors
B 22 to 96 kHz ump!mg rate
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S operation
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ow Acceptin ications

Apply Within.

Let's face it. 'Til now there were some
audio processing chores (like compres-
sion) that just had to be done analog to
sound right...right?

Try this for a great kick sound:

Try this for a great guitar sound: Gate: Compressor: Limiter: Please welcome to your rack the dbx
Gate: Compressor: * Threshold at -32dB + OverEasy knee #3 - Threshold at 0dB DDP. It's the world's first 2 channel
* Threshold at -42dB * OverEasy knee #3 > RaECERl: | S - Auto attack and release - On - Atfack at .7 mSec compressor/limiter that has all the
* Ratio at 1:4 + Auto attack and refease - On y ”:“T;k “I ‘24 mSSec *"I;hrgsholg Ia( =) g - et 120dB/mSec warmth, life and mercy of an analog
« Attack at .| mSec * Threshold at -10dB Bt | 2 moec [tatiolat o] . .

X Hok: 3:40 e " U « Release at 92dB/Sec . Gain 2t 6.5 box with the precision converters you,

: se the DDP to: (the modern recordist), must have f

 Release at 54dB/Sec - Gain at 6.5 elgodernirecardist)imust havelfor

+ Bypass the inferior A/D converters found in computer based
recording cards
* Improve the quality of your tracks by recording “hotter”

+TCM Time at 3 mSec your digital recording applications.

B metric EQ) Ll . iy guitar Finally, a 24 bit digital box that glows

+ Band |: 200Hz Boost 3dB + Threshold at 0dB Gace noisy guitar rigs DDP is better for drums because: with Y;he classicgcharacteriscifs of

+ Band 2: 8kHz Cut 2dB » Attack at .| mSec * Type IV™ allows you to capture the incredible dynamic range of a drum kit dbx® compression that has been pro-

* Band 3: 4kHz Boost 5dB * Release at |30dB/mSec * TCM™ Transient Capture Mode allows more accurate dynamics processing on N N P

* Tape Satwration Emulation: percussive sounds cessing the hits for over 25 years.Take
Warm * Using the ultra-fast Gate improves drum track separation a run through the parameters, it's

REAL easy... you'll see all the standard

BPUT/OUTPUT LEVEL 80w
IEERERNEE] 4 .
L 2 ¢ % N J - - - -
0 S
40 () ﬁ e 4 0% CHAM/ €0 DDP
- ' . e
D

RC Gtr Vocal 8 Digital Dynamics
SEQ-+GCmaslm o Processor
EQ~+G+Cmo+DS B

controls you'd expect, plus quite a few
more. 10 steps of OverEasy® on the
compressor, not just on/off. Transient
Capture Mode™ (TCM), a fully para-
metric EQ, De-sser and Tape
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they were practically exploding out of
the radio. What things did you do to
belp ensure that effect?

As long as you know up front that a
certain song is destined for radio and
MTV, you should come at it straight out
of the gate from the heginning in pre-
production. We make sure that the
sound is together from day one. The
whole idea is to make you sound loud-
er, so that it jumps out in your face. The
trick to this has to do with creating ap-
parent volume, as opposed to actual
volume. See, the radio station's com-

pressors will react to actual volume and
turn the music down. That's why some
people’s mixes will actually sound qui-
eter than the song previous and the
song being played after.

When we first record, we're always
saturating. We have all the machines
lined up in such a way that we have
everything hitting the end stops. I run
everything in the red all of the time. 1
don’t look at meters. We run the con-
soles in the red, especially the tube ones
like the Summit and TLA tube mixers
and the Neve. We run the machines in
the red, right down to the tape. We
check back to the tape to make sure that

THE
PHANTOM

USA,G-Prime Ltd.
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we're not over-saturating.

From what I understand, you’ve star-
tled more than a few “proper” engi-
neers with your methodology.

Oh yeah! All the time. I just whack those
faders up. That's what I do. Especially
when I'm mixing the drum rides—I
would whack them up so loud that they
would saturate the mixing board and
then they would saturate the tape ma-
chine. Obviously, after a certain level,
they don't get any louder on tape. It gets
louder when you’re watching it, but it
doesn’t get any louder on tape, because
it has reached its peak. What happens is
the bottom end fills out. It is technically
distortion, but it is also bringing out
those nice third and fifth harmonics that
you want to hear. Doing it this way adds
a tremendous value to the bass end. It
makes it grind and pump out on the
radio more. It's apparent volume, as op-
posed to actual volume.

Many artists seem to feel that they
should produce themselves. What are
your thoughts on that?

Every artist would like to produce their
own records. That to me is a bit like
someone wanting to be their own
lawyer in court, and even if you are a
lawyer, you shouldn’t represent yourself
in court. I think, even if you're a great
producer who happens to be an artist,
and you're great at working with other
artists, you should never produce your-
self. You still need somebody else
around to make sure you get the best
out of yourself, because you can’t be in
two places at once.

A lot of artists will go to an engineer,
who is probably a great engineer, but
as of that stage has not seriously pro-
duced anything. They forget that there’s
more to a production than getting a
nice, polished sound. People will not
go out and buy a nice drum sound if
the song isn’t there. When Ric Ocasek
does his own records, he doesn’t al-
ways produce himself. He lets other
people produce him. Yet, Ric is a very
good producer and has produced some
hits himself, like Weezer.

Was there a pivotal moment where a
light went off and you thought, “I want
to be a producer”?

No, I think I always wanted to be a pro-
ducer from the age of 11 or 12. My op-
portunity came with my internship at
Decca. We called it apprenticeship over
there; you call it internship in America.
It’s basically where you do all the dull
work for 24 hours for no pay. [Laughs]
And nothing bas changed.

Nor should it change. 1t’s a great way to
sort out the people who are really gen-
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uine and the people who are in it for a
quick buck. You can’t make a quick
buck in that route. You have to work
very hard and eventually, if you are
given that opportunity, and you suc-
ceed at that opportunity, then there
are big bucks to be made. It is hard
work up to that point. I think I was
paid the equivalent of 12 pounds a
week; no overtime, nothing. [ subsi-
dized my pay by being a race car me-
chanic, which I actually thought was
great fun anyway. It gave me Satur-
days making sure there were great fuel
injectors on these race cars.

What would you say is a primary guid-
ing philosophy bebind your production
work?

My whole thing is, the more different
you can sound from anything else
around but still be commercially suc-
cessful is great! Over the years, I've al-
ways hearkened back to that philosophy.
Back when I did “Bohemian Rhap-
sody,” who would've ever thought of
having a single with an opera section in
the middle? The first Cars record was to-
tally unique. Even projects I did when I
was going from second engineer to en-
gineer, like T-Rex’s “Get It On (Bang A
Gong)” or Free’s “All Right Now,” had a
different twist on what was basically the
same thing.

People need an identifiable sound.
When your song is being played on the
radio, people should hear who that is,
even without the DJ mentioning who it
is. That's true with all the great bands,
even ones that have been around for
hundreds of years, like the Stones. Even
though they have had a lot of different
changes of sound, you can hear who it
is instantly. That rule applies for every
great band of the last 30 years. There
are thousands and thousands of bands
out there with these really smooth,
great, generic-sounding records that no-
body gives a toss about. Then some-
body like Beck comes along and he hits
a can and sings about being a “loser”
and he gets a Number One, and who
knows what that was recorded on?
[Laughs} And who cares? I loved it!

If you don’t have that identifiable
sound, you are getting merged in. If the
DJ isn't mentioning who it is, then no-
body will know who it is. It will just be
another band, and nothing is worse
than being anonymous. That is exactly
what you don’t want. .

Rick Clark is a producer, songuriter
and writer based in Nashuville.
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(GLEN PHILLIPS

GOING SOLO AT HOME

s the singer and principal
A songwriter for now-defunct

modern rockers Toad the
Wet Sprocket, Glen Phillips logged
many hours at high-end studios.
For the 1994 release Dulcinea,
Phillips and the band recorded at
The Site (Marin County, Calif.),
“which is a great studio,” he says.
“We were just sitting there enjoying
it...and spending $2,000 a day for
one channel of this incredible 80-
input Neve! I just kept thinking,
there’s gotta be a better way than
this.” For their next and final
album, Coil, the band recorded at
Master Control in Burbank but
overdubbed at their practice studio
using equipment Phillips had ac-
quired in the interim, including a
Stephens 821B 24-track and Neve
1064 mic pre’'s.

After this experience, Phillips re-
ally got the bug. When he subse-
quently set about remodeling his
Santa Barbara, Calif., home, the
plans included building a new two-
car garage. “I kind of thought,
hmm, we may as well make it
sound good!” Phillips says. So the
new structure became a garage that
doubles as a personal studio, built
from the ground up with the help
of locally based designer and
acoustician Chris Pelonis.

Pelonis achieved a high degree
of isolation using all double-wall
construction. The 600-square-foot
space is essentially one large room
that is divided down the middle
with a wall and treatments that cre-
ate a live tracking room on one
side and a control room on the
other. “I's just two rectangles side
by side,” Phillips says, “but basical-
ly Chris managed to maximize the
cubic feet in the live room and [im-
plement] some really good bass
trapping by using some of the
space we weren't using from the
control room. It sounds great—it’s
a good, punchy litle live room—
and Chris managed to not force me
to spend tons of money where [
didn’t have to. He was good at
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being creative on the parts where |
needed to be creative.”

Not long after the studio was
complete, Toad decided to call it
quits (after selling 4 million albums
over their 12-year career), but
Phillips has been making use of the
studio to demo solo material with
the help of local engineer Bruce
Winter. “I've ended up working a
lot with Digital Performer recently,”
Phillips says, “just playing with
loops and having fun with that. It's
a brand-new way of working for
me, so a lot of stuff came out, some
of which I'm loving and some of
which [ have no idea if it's a com-
plete waste of time!”

In addition to the Neve pre’s
and the Stephens, Phillips’ studio is
equipped with Neve 33122s, 1176s,
LA-4s, a Manley Variable Mu and a
Focusrite Green 5. Mics include a
Manley Reference cardioid, a
Stephen Paul 87, a pair of Earth-
works TC30Ks. KM84s, a pair of
C-500s, the Audix D Series (Phillips’
basic drum mics) and an OM-6. His
favorite new mics are a pair of
UM70 Gefells that were modified
by Inner Tube Audio. “They tubed
‘'em up,” Phillips says, “and they’re
pretty damn nice—perfect on
acoustic guitars.” All the digital ca-
bling is Monster Cable, and Phillips
monitors through Mackie HR824
active monitors.

When Mix spoke to him, Phillips
had finished demoing and was
looking forward to beginning
tracking on his first solo album
with Winter, using the studio’s
newly installed Mackie D8B. “We
wanted the D8B because we're
going to be doing a lot of switch-
ing around between tracks,”
Phillips says. “Some stuff is going

BY ADAM BEYDA

to be very acoustic, live-in-the-
room oriented: other stuff's gonna
be really built up around loops
and layers. Just saving the down
time when we reach a stopping
point will be a very good thing—
reset the console and it’s on the
next song. We also just wanted a
hub that was in the digital realm. I
have the DSB patched in kind of
post-patchhay, so for mixdown I
can use all the analog outboard 1
have coming off tape, have com-
plete autamation, and I can have
Performer running into it and then
just get my mix out of the back
end of the console.”

Phillips lives with his wife and
their two toddlers, and he says that
working at home “is both a bless-
ing and a problem. Sometimes I'm
really ready to see everybody and
it’s easy; sometimes I'm just deep in
the middle of something when
there’s a knock on the door and |
know I'm not gonna get back to it
for an hour! Learning how to se-
quester myself while still being in
the garage is interesting.” But hav-
ing his own studio gives Phillips a
kind of freedom that's hard to beat.
He’'s making his own record in his
own way. while. at present, sitting
out the worst of the chaos in the
wake of the Seagram/PolyGram
merger. “I'm just trying to get as
much control and security as 1
can,” Phillips says, “especially now
that the band's not together. [
chose what I bought very carefully
to make sure [ would get the best
sound I could without having to go
into the hole and be forced into
making it a business. As I have it, 1
know that if I need to do albums
for nothing, I can.” .

Adam Beyda is an associate editor
at Mix.
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“ Expanding for the

futu I'€ always presents challenges and
opportunities. New suites, new customers,
new technology platforms that can serve us
today and tomorrow. | run this business as a
business and my mixers run it as an art. From
both perspectives, the Fairlight MFX3P/Us was
the only choice. It offers a highly evolved level
of OMF compatibility with the Avid Media
Composer as well as all of the speed, flexibil-

ity and reliability we demand.”

Roy Latham (L) and Howard Schwartz (R)

HoOWARD SCHWARTZ
Roy LATHAM
HOWARD SCHWARTZ RECORDING
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ON THE COVER

Welcome to the Future

Digital Sound

& Picture

From Glass Console to
Facilitywide Network

John Ross has Iived the past decade with one foot comfortably in Hollywood

and one foot decidedly outside. His facility, Digital Sound & Picture, handles the
edit and mix for films such as Austin Powers (he's now working on Austin Pouw-
ers IN. Lost Highway and American History X, as well as TV movies and series
such as Hercules, Young Hercuiles and Xena: Werrior Princess. Source material
arrives at the South La Cicnega Blvd. address, and print masters go out in what-
ever format the client desires. just like anvwhere else.

But inside the building, Ross and his team (Evan Daum. MIS: Gene Conway.
technician: and Brian Flack, chief engineer) have created a working system that
i anvthing but traditional. Nearly ten years ago, he bought serial number 003 of
the Euphonix console, then bought three more and linked them to create a three-
operator film board for the main stage, a full five years before Euphonix came
out with its own version. While the rest of the world waited patiently for digital
dubbers. he was using DAWN workstations for playback and recording. And
now. while “network™ is the current buzzword and facilities are shopping. he's al-
ready up and -unning on his own FORE Systems hub, working oft"a 1.2-terabyte
SGI Origin server feeding 21 edit bays. four mix stages, an ADR stage. a Foley
stage and a cauple of transfer rooms.

But all that seems like noodling around compared to his most recent devel-
opment. the Glass Console. pictured on this month's Sound for Picture cover.
Borrowing a page (and the name) from developments in cockprt design (he's
also a private pilot), Ross has designed a hybrid touchscreen/fader controller and
put it 1o work on Stage D, for mixing Xenea: Warrior Princess and Young Her-
cudes. There is a distinction between digital audio and audio that resides in a
computer, he says. and because of advancements in workstation capability, the
console can now be thought of as simiply another node on the network.

Ross has lived with the concept of the Glass Console for a few years now,
waiting for certain technologies 10 develop. First. he needed a screen. and after
considering various methods. such as binding multiple LCDs and glass projec-
tion, Fujitsu came along with a 42-inch plasma display. Then he found a small
company that would tackle the touchscreen and co-developed it with them. Then
other pieces hegan falling into place. and the plug-in world matured. (He re-
serves special praise for Mark Gilbert of Gallery Sofiware, raving about his ADR
Studio.)

“The Pro Tools hardware was a logical extension, just because a lot of the code
has heen written 1o make it basically be 2 console,” Ress says, “That was pretty sub-
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stantial and pretty solid. But it doesn’t have o be that hard-
ware. There are some new DSP cards coming out—
Creamware and E-mu being some examples—and I'm sure in
the future there will be other DSP-type cards going into com-
puters that will do some powerful automation and console
functions. And those can be displayed and manipulated with
n this environment,

“Obwviously, we've incorporated traditional ways of work-
ing that are not conducive to working on a keyvboard, mouse
or screen,” he continues. “We decided that with consoles there
are two types of controls: There are are the ‘go-to-occasionally

type controls and there are reflex controls, the ones you want

to reach up and grab instinctively. It doesn't make sense o
hide everything on the screen because there are moves that
would be tough for a mixer if he had to page through multiple
layers. I'm a mixer, so 1 know what it feels like. We came up
with the number 32, which we thought was a good number of
physical faders for each cell.”

The two-operator version seen on the cover (soon DS&P
will have a three-operator board for the film mix room)
comprises three discrete systems. or “cells,” hooked togeth-
er on the drive level via Fibre channel, which in turn is
hooked up to the Silicon Graphics server, along with the
rest of the facility, via an ATM network. One cell is for dia
log and music. one for effects, backgrounds and Foley, and
the third is @ monitoring matrix svstem that takes the digital
outputs of the other two, sums them into 5.1, Dolby Sur-
round or whatever format, then records the stems at the end
of the day. The third cell also runs the digital picture.

Enough control protocols exist that each cell can control
outhoard units from the screen, and each of the cells can
be tuken oftline at any time while the other runs the mix. So
if the dialog editor needs to match EQ on an ADR line that
is flown in at the last-minute, he can work in the back-
ground while the effects mixer runs the show. Or if you
need to add an offscreen gunshot, the mix doesn’t have 1o
stop. The fact that the lines are blurring between the edit
and the mix is not lost on Ross.

“I think it's a natural progression.” he says. *“When an ed-
itor is sitting at a workstation designing sound, he’s not
doing it in a vacuum. He's designing the sound with refer-
ence to other sounds. What do you want to call that? Mix-
ing? | would say there is a certain component of mixing

involved. But his primary role there is to create new sounds
and manipulate them against picture—hence, editor. The
primary role of the mixer, on the other hand. is to mix all
those elements with reference to the picture. But they still
would need to blur into the editorial sometimes in order to
make the tracks work that much better, or to tailor them
specifically to what's going on with reference to new mate-
rial, such as music, or sound effects that were not present at
the editorial stage. At a certain point in time, the mixer is
the best person to make editorial choices. You could tell
somebaody offline how 1o do it, but now we can just think it
and do it. It makes far more sense.”

still, the editing component looms
large at DS&P, and editors are on staft.
Each of the 21 Pro Tools-hased edit
bays is fitted for 5.1 monitoring, with
three Alesis speakers behind perforated
screens, all laid out to the correct aspect
ratio, and B&W monitors for the sur-
rounds and subs. Digital picture, which
is digitized through a Macintosh
audio/video card and Adobe Premiere
in the machine room, runs directly from
the server to Sharp Vision video projec-
tors.

The machine room houses most tra-
ditional equipment, along with a couple
of Pro Tools systems, a digital router
and various other components, all of
which can hang on the server. A stan-
dard track layout for stems has been set
up in the Dolby plug-in, and the ouput
of one Pro Tools system is directly
wired to either mag or a 24-track for
final delivery. MOTU 2408s are used for taking stems or
anything else that needs to be a Sound Designer 1 file and
recording them to the server, then exporting them to Pro
Tools as an OMF file. For example, music that comes in on
DA-88 can go out TDIF, through the 2408, straight to the
server for manipulation in Pro Tools—an effective digital
throughput

The server room contains a FORE Systems ASX1000 with
40 OC3 ports {meaning 40 stations can run simultaneously)
and an OC12 between the hub and the SGI server. Each
OC3 run, at 155 Mbhits/sec, is discrete to edit bays or mix
stages, working out to well over 100 tracks per physical
cable. The 1.2-terabyte SGI Origin is used primarily as a
reservoir, as most of the work takes place on local drives.
Xynet software runs on the SGI and handles UNIX-to-Mac
translations (the Macs think the server speaks Mac). The sys-
tem is scanned each night at 3 a.m., and any alterations
from the day’s work are backed up to a 12-tape AIT juke-
box-type system. The Geffen M&E Pro library search sys-
tem runs off the server, and individual show libraries can
be called up from anywhere at any time. A separate
100baseT network runs in conjunction and handles admin-
istrative functions.

Ross freely acknolwedges that not everybody will want
to work along his model, but he's moving full-speed ahead
and building Glass Consoles for all his mix stages and look-
ing ahead to high-speed access to other facilities in town
through something like the developing MediaOne network.
He's not sure yet whether he wants to be a manufacturer,
but if he does, it’s a safe bet that he wouldn’t go about it in
the traditional manner. |
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by Sarah

Jones WHERE WERE YOU LAST

MONDAY NIGHT? If you're like
millions of television viewers. you were
settled in to caich the latest episode of Ally
McBeal Fox's Golden Globe-winning
comedy/drama about the lite and
loves—real und fantusized—of a
quirky, sclf-obsessed, voung
Boston lawyer with a vivid imagi-
nation. The weekly series, writ-
ten and produced by David E.
Kellev (Chicago Hope, Picket
lences, The Practice). is ditfer-
ent from typical comedy/dra-
mas in that it is rich in special
effects, mixing “real” events with
fantasies, tlashbacks and dream
sequences that take us inside the
mind of the main character. plaved
by Calista Flockhart. Ally's CGI
tongue hits the floor when she sees a
romantic interest: the now-famous Danc-
ing Babv boogies through her bedroom to
the tune of “Hooked on a Feeling™; her head swells
and pops like @ balloon after an uncomfortable mo-
ment. There are signature audio effects, too—charac-
ters growl at each other and hear bells in their heads.
Editing and mixing for the show takes place at
Wesl Productions in Burbank, a full-service audio
post-production facility founded 15 years ago by
Dave West. The company is somewhat of a family
business: Dave’s cousin. Scott, is general manager:
the staff ai one time included their now-retired father
Ray West. who won an Academy Award as a re-
recording mixer on Star Wens. West Productions also

D4 RANDY

works on such blockbuster television shows as The
X-Files. The Practice and Millenniim. and various an-
imated shows. movies and miniseries. The team that
works on A/ly Mcheal brought home a 1998
Emmy Award for Outstanding Sound
Mixing, a Golden Reel nomination for
music editing. and at press time they
had eamed a nomination for a Cin-
ema Audio Socicety Award for
Outstanding Achievement in
Sound Mixing for a holiday
episode of AAlly.

The show is filmed in Man-
hatan Beach, south of Los An-
geles. and takes place in four
main interiors: the law offices
(including the co-ed bathroom).

the apartment Ally shares with
her district attorney roommute. the
courtroom and the bar the lawyers
frequent. It’s 1 single-camera produc-
tion, not the three-camera setup tvpical
of most sitcoms. Despite the sometimes la-
borious filming. with take after tuke. audio is a pri-
ority. says Ally McBeal re-rccording mixer Nello
Torri. who adds that if Paul Lewis, the production
sound mixer, feels that a particular setup is going to
compromise the sound, he is comfortable bringing
it to the producers’ attention

Boom mics are used on the set as much as possi-
ble. with the exception of the occasional outdoor
scenes. Torri says the producers won't switch back
and forth on the same scene between a boom and
radio mic because they are conscious of the ditter-
ences in sound and how hard they are to match in

>pf X
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Calista Flockhart
{center, seated) and
the rest of the cast
of Ally McBeal

OUND FOR TELEVISION’S
MOST TALKED-ABOUT SHOW

post. “Thats just so rare,” he says. “On
most shows, they'll s¢t up the comera.
and whateves the sound guy can come ks
up with, they'll do that.” Production dia- 5 neer Steve Coker and
log. as a result, is quite clean—principal Y ferectif iy hixer

2. s a result, is quite clean—principa i Nello Torri at the
loops are rarely necessary. averaging Otari Concept Elite at
only a few lines a show according to = West
Wit J ' ST

! £

Re-recording
mixer Peter Kelsey,
re-recording engi-

-—

Productions
Stage Six.

STORY THROUGH SCORE

While the picture is being shot. music for
the show 1s written and recorded in var-
ious studios around town. A luge
amount of music, both score and source.
is worked into each show. designed 1o
help tell the story. “One unique thing about Allyis  but also writes songs that appear in other areas as
that there are two composers,” explains re-recording  score: and there’s Danny Lux, who writes the under-
mixer Peter R. Kelsey, who mixes the music on the  score.”

dub stage. “There’s Vonda Shepard, who's onscreen Shepard is the soulful singer songwriter who
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wrote and performed the show's theme
song, and she appears onscreen as the
bar singer acting as the “voice” for Ally’s
emotions. She often collaborates with
David Kelley, writing originals for specif-
ic storylines or picking existing music to
be used as score. The impact of her
music has led to a regular role, often end-

DA-88 for each program. Although
a stereo composite is often supplied
on tracks 7 and 8 of the DA-83,
“Vonda’s tracks are usually split out
into band, vocals, backup vocals,”
explains Kelsey, “so if | want to
change the vocal level against the
band, I'm able to do so0.” This is es-
pecially important when characters
converse in the bar, over the music
of Shepard and her band. “There
are times when there’s a bar scene
where somebody’s talking and you
need to hear them,” adds Torri.
“The vocals [from the music] get in the way, but if you lower
it as a stereo mix, too much of the music goes away and you
lose the feel, whereas if it's split like that, you can pop down
the vocals and still keep the band up. And you still get the
feeling that there's something going on in the club, without
sacrificing the actors’ words,”

Sometimes plot lines are developed and/or resolved in the
bar, and “live” music is a major element, providing a sound-
track for the events. Characters other than Shepard will often
perform there, in which case there might be a prerecord on
the set. In one episode last year, the law firm put on a Christ-
mas show in the bar, with characters singing into the onstage
mic. The sound crew set up and recorded a P.A. on the set,
with mics in front of the speakers, to capture room ambience.
“[We gotl two stereo pairs of that, one pair direct out from the
console and one pair of room mics for ambience,” says Torri,
“plus the sound guy did his regular thing with the boom
[mono track), so we got their song as well. So we basically
had five tracks that we could control; I could add what I want-
ed to flesh it out.”

Underscore is written by Danny Lux, who at the young age
of 28 has earned an Emmy nomination for his compositions
for Crisis Center. He's also contributed pieces to LA Law, News
Radio, NYPD Blue, Law & Order, Party of Five and Sliders.
“Danny writes very well around the dialog,” says Kelsey.
“He'll leave an opening in the music so
you can play it loud and the opening is
still there for the dialog. A lot of people
writing for TV will just write it straight
through and you have to make huge
moves—the only thing you can do is
take everything down—whereas Danny
tends to write stuff that's in your face.
And when somebody’s walking and they
have a line, he'll pause the music, or
he’ll lose a solo instrument or some
other element to allow for clear dialog.”
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ing the hour, sometimes with speaking lines. And the Ally
soundtrack, featuring Shepard, went Platinum within weeks
of its release last year.

Shepard has a recording session for every episode at vari-
ous local studios, including the Village, Ocean Way and Con-
way. West is supplied with eight tracks of Shepard’s music on

After the final cut is made, Lux, music
editor Sharyn Tylk (president of MICDI
Productions, which shares office space
with West and collaborates on many pro-
ductions) and producer Steve Robin will
have a spotting session; they've come up
with an innovative way to collaborate
from across town. “When Ally decided 1o
move their production to Manhattan Beach, Danny invested a
lot of time figuring out a way for us to do spotting sessions
because he lives out in Agoura Hills and I'm in Burbank, and
Steve Robin is in Manhattan Beach,” says Tylk. “We investigat-
ed teleconferencing, [but] we came up with a simple way to do
it: Danny and I use computer video cards, and we’ll get the
final cut of the show, which has a timecode window bum in it,
and we digitize that. We set up a phone line to send timecode,
50 Steve’s machine in Manhattan Beach sends out a timecode
signal, and he calls me with it, and I do a three-way call and
call Danny with it." Notes are produced right away, and Lux
begins writing. Tylk will also pass notes on to Fox's legal clear-
ance department to give them a head start on clearing music
rights.

FUN EFFECTS, NO CARTOONS

“The biggest battle is always the sound effects, [to make them]
funny but not too goofy,” says re-recording engineer Steve
Coker. Torri agrees: “It’'s really a
fine line, because [the produc-
ers| don't want them to be oo
cartoony, but they want them to
be silly and funny at the same
time. A lot of times they have
pretty specific ideas, but they're
happy for us to try stuft.”

Many of the effects they ry
out end up in the show, but
sometimes preconceived ideas
die hard. Torri cites as an exam-
ple one scene featuring a char-
acter’s tongue rolling to the
floor: “We put a rope rappel
plus four to six effects just on
the tongue coming out, and we ended up putting an anvil hit
at the bottom, just for fun, because the tongue bent like that
and it looked kind of cartoony. [The producers] cracked up
when they saw it, but they also said it was a little too car-
toony.” Eventually Scott West, the general manager, ended up
in a back room with a mop, “and he was back there stam-
ming a wet mop on the cement while we were recording it
live on the stage, and that's what we ended up using, and it
was brilliant. It was perfect, exactly what they were looking
for,” says Torri.

Improvisation and layering of effects are relatively com-
mon at West—a mixture of in-house
Foley, library sounds and, like the mop,
off-the-cuff elements they create. “We'll
mix and match just to get something that
sounds like what we see and is funny
too—more like an enhanced-reality silly,
rather than a cartoon sound,” says Torri.

Most of the silly sounds are usually
related to CGI elements, transitions or a
character’s internal thoughts, but the
show is full of sounds that are repeated
throughout the season. “There are signa-

PHOTO DOUG HYUN/FOX
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ture effects that we always use, even the
backgrounds—the sound in the bath-
room, the sound in the courtroom—that
are bhasically the same [all of the time],”
says Kelsey. Many recurring dream se-
quences, quirky habits, and even some of
the characters, include their own audio
effects, from cowbells to record scratch-
es to litigious Ling’s particularly nasty growl.

“That growl is four different things, and we went through
various permutations of that until we found something we re-
ally liked and made us laugh every time,” says Torri. “That ac-
tually is the test—if every time it goes by everyone in the
room laughs, then we're pretty sure we're onto something.”
Once a signature eftect is signed off on, it is saved in the show

WE ALWAYS TRY TO ESTABLISH A
OBTRUSIVE. THE MUSIC IS LIKE 'l'lll
FROM THE WORDS. —NELL

ically assemble it so it’s all first-genera-
tion, and then the editors take it from
there. They go through everything and
split out angles, so we can manipulate
ambient shifts and split out production ef-
fects—door closes, things like that, on
different tracks—and then I have the op-
tion of using it or not. If I've got ADR,
they'll split out the production line for me and backfill the rest
of it so that I have the option of using the production line, or
I can take that out and put the ADR in and have production
backfill.”

Effects are recorded in both mono and stereo. “We tell the
[effects] guys that if it's point-source, we want it mono; if we're
surrounded by it, give it to us in stereo and let us figure it out

E OF LOCATION WITHOUT BEING
EFFECTS—YOU CAN’T TAKE AWAY
 RE-RECORDING MIXER

library so it’s the same each time. “We've asked if
the actors ever felt upstaged by the effects we
add,” adds Coker. “I's actually the opposite—they
all want their own sound now.”

West has amassed a huge collection of effects
to draw from, and they are always adding to their
library, says Torri. *“We have zillions of library
sound effects, ranging from racks of things that
have been recorded over the years to anything
that’s available on CD and DAT libraries. We'll go
out and record unique things specific to the dif-
ferent shows—we've recorded things on the set
of Allyto get the exact sound clean, without any-
thing else going on.” Supervising sound editor Dave Rawlin-
son often records sounds such as doors opening and closing,
and people going up and down stairs or squirming around in
seats. “Dave has had people go down and sit on the chairs in
the courtroom and wiggle around to get the sound of move-
ment that’s absolutely the correct sound of movement for
what we're seeing,” says Torri. “Nothing you could ever do
in Foley could sound like that.”

PUTTING IT ALL TOGETHER

Even though music and effects play a more prominent role
on Ally than on many TV shows, the post-production timeline
is typical of most hourlong dramas. After about eight days of
shooting, a preliminary cut is made by the picture editor, then
the director and producers make their cuts—this editing
process could take up to 15 days. The show is then turmed
over to West Productions on the day of the spotting session,
when Dave Rawlinson and the producers will go through the
show.

Over the next couple of days, the crew at West begins
work on ADR, effects, reacts and other audio elements. Dialog
and effects are edited on WaveFrames. “We'll shoot the walla
here [and work with] the loop group people—there’s usually
about eight of them. They'll do the people in the background
legal office, courtrooms,” says Torri.

Effects come to the stage on 2-inch 24-track; dailies are
loaded into a WaveFrame and auto-assembled according to
an EDL provided by the picture editor. “Nowadays, every-
thing’s back to dailies,” explains Torri, “because we automat-

from there.”

Composer Danny Lux sends the score to
music editor Sharyn Tylk, who then transfers it
from DA-88, makes sure it’s in sync and prepares
cue sheets. By the time Vonda Shepard's eight
tracks of music are added, along with effects, in-
puts on the dub stage reach at least 88 per show.
When the episodes are effects-heavy, that num-
ber often reaches 96.

Ally is mixed on Stage 6 at West, which is
equipped with an Otari Elite automated console
and a Genelec surround monitor system, plus
outboard gear from Lexicon, Eventide and Aval-
on. Departing from the traditional two-person mix assign-
ments of effects/Foley and dialog/music, Kelsey mixes effects
and music, and Torri works on dialog and Foley, “which is a
little unusual, but it's been working out well for us,” says
Torri. “Music is Peter’s strong point; why change that? We're
going with each others’ strengths. And because the whole job
of Foley is to fill in what isn’t in the production—the feet, the
movement—it makes sense for the dialog guy to do it, ‘cause
I know immediately what I have, where it is, and we don't
have to do the communication.”

During the two-day mix, the schedule differs from most of
the other Fox shows that West Productions works on, such as
X-Files and Millennium. On those shows, picture and audio
are sent over Pacific Bell's AVBS fiber-optic lines directly to
Fox, where producers review the show in a screening room.
On Ally, the show is broken into four segments, and the first
two are finished by the wrap on the first day. The next morn-
ing, those segments are laid back to %-inch, while the mixers
begin working on acts 3 and 4. A driver will race the video
over to the set in Manhattan Beach (in a best-case traffic sce-
nario, a 45-minute drive through Los Angeles), where the pro-
ducers will review the audio and call in notes. The crew must
be finished with the rest of the show by mid-afternoon on the
second day, in order for the producers to review the material.
The schedule changes with each episode, says Torri, but there
are specific playback times, “like on the second day they'll
play back acts 1 and 2 at 11:30, acts 3 and 4 at 3:30,” he says.
The mix is recorded to 2-inch 24-track with Dolby SR.

At West Productions, the philosophy is to treat every show
ALL ALLY MCBEAL PRODUCTION STILLS COURTESY OF FOX ENTERTAINMENT
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as if it were a feature, despite the one-
week turnaround. Re-recording mixer
Nello Torri says this approach differs
from what some consider the old TV
mentality, where mixes often contained
effects loops that were repeated every
few seconds, always in the same posi-
tion in the room, always at the same

level. The team mixes for surround,
constantly striving for depth in the mix.
On Ally, "some stuff is close, some stuff
we put far away. When people move
from one location to another, if they're
walking into one of their offices, we’'ll
gradually crossfade between the office
BGs and bring up the traffic and stuff so
it feels real.” But everybody agrees that
they spend the most time on dialog,
right down the center. “It’s always im-
portant to hear the words, that’s first
and foremost,” says Torri. “Other than
that, we always try to establish a sense
of location without being obtrusive. The
music is like the sound effects—you
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can’t take away from the words, The
show is about words. You're telling a
story, you've got to get the jokes.”

The mixers still aim to bring other
audio elements to the forefront as much
as possible. “We mix loud—as loud as
we can get away with and still under-
stand all the dialog,” says Kelsey.
“Peter’s nickname is ‘the hammer,’” adds
Torri. “That was coined because some-
times the act-ons come up and Danny
Lux writes what we call ‘viking chords’
that get you in the mood for the scene.
We hit them pretty hard.”

Torri says they take a very different
approach to mixing the music, “because
sometimes it’s approached as score,
sometimes it’s approached as source.
Sometimes it starts as source and ends
up as scorce, sometimes it starts as
score and ends up as source. Sometimes
it stays halfway in-between all the time.”

THE FINAL PRODUCT

Torri and Kelsey note that they mix the
show for the highest-quality end sys-
tem. Torri says he has an aversion to
mixing for the lowest common denom-
inator, “for a couple of reasons: One is
there’s almost no such thing as the
lowest common denominator any-
more, because almost everybody has at
least an average stereo TV these days.
You can't really mix for something that
you don’t know what it is. Some peo-
ple when they mix TV also tend to mix
all the backgrounds louder than usual,
because if you listen at a reduced level,
especially on a smaller speaker, they
do tend to fall off a little bit. What you
tend to do is mix the dialog louder be-
cause you want to get above all that
stuff, and then they air it according to
the level of the dialog, and all the other
stuff goes lower. So we try to mix
everything like it’s really a feature—we
tend to make it work for us here. And
if it falls off on TV, it falls off. If some-
body’s listening on a good system, it'll
be brilliant.”

The team say that one of the best as-
pects of doing the post on Ally McBeal
has been working with producers who
truly value quality audio as an element
in telling a story. “They’ve given us a
pretty long leash,” says Torri. “They've
been very trusting and have had a lot of
confidence in us, which has been really
wonderful. We were a new team work-
ing together for Ally from show one,
and from show one, it was obvious that
it was working well.” ]

Sarah Jones is a technical editor at
Mix.
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ON THE ROAD

The Oxford-based audio room: in NMT’s HD-2 mobile unit
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€ have been spoiled by the pace of
technological advancement in the "90s. If a
new product, process or format has been
announced but isn't ready for the holiday
buying scason. skeptics rashly predict fail-
ure hefore the first unit is shipped or the first
release hits the shelves. Witness DVD a vear
ago vs. today. Look at HDTV right now.

Most of the negativity has heen focused
on the consumer front, where acronym con-
fusion and a “my TV works just fine” men-
tality prevail. But this hasn’t stopped the
professional community from plowing
ahead. From Roland House in Washington,
D.C., 10 Post Logic in LA.. HD TV edit suites
are heing set up across the country. Corpo-
rute presentations are being shot in Hi-Def.
Roadshows are touring the country. And now. Sony.
along with National Mobile Television. has made
significant push into live sports and entertainment-
basced programming.

A couple of vears ago. Sony began building a
High-Definition mobile vehicle at its San jose. Calif..
facility. 1t was to he built for demos and training, but
about that time NMT approached Sony about putting
together two vehicles, one for each coast. Last year at
NAB the deul became official. The first truck. HD-10is
frequently used at Madison Square Garden, broad-
casting New York Rangers hockey games and all-
purpose events from the midtown Manhattan arena,
which includes an 11D master conurol facility. On No-
vember 8. 1998, the truck rolled into Giants Stadium
in East Rutherford. N.J.. for the tirst HD broadcast of a
professional tootball game. in conjunction with CBS.

HD-2. based on the West Coast, also made its
debut on CBS. at a Saturday Raiders-Chiefs game
from the Ouaklund Coliscum, on the final weekend of
the NFL regular scason last year. The signal went di-
rect 10 Good Guys stores and the like but was not
broadcast through a local affiliante. From there, H1)-2
went south to Pasadena for the Rose Bowl Parade,
where a Hi-Def video signal with 5.1 (AC-3) audio
was broadcast over KTLA in Los Angeles. Then it was
on o the Mike Tyson fight in Las Vegas to gather
three-camera footage (no broadcast) for a reel. After
that it went 10 New Orleans for the NAPTE conven-
tion, before returning to the Bay Area tor a live
broadcast of the Chinese New Year's parade over
KTVU in Sun Francisco. followed by a private pre-
Oscars affair for the Producer’s Guild in FHollywaood.

Wix caught up with the crew of HD-2 on the

Inside the double-expander HD-2, from the top.

The production team at the controls on Game Day. Middle: the
backbone of the audio crew, from left, Ben Jenkins, NMT engineer
in charge for audio; Nequin Scoft, audio system designer for Sony;
Dave Crivelli, consultant to Sony and NMT; and Gary Rosen, Sony
regional audio manager and trainer on the Oxford. At right,
freelance Bay Area sports mixer Rom Rosenblum, who guided the

Oxford on its maiden voyage in HD-2.
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maiden voyage at the Oakland Coliseum.
Frank Coll. vice president of the Western
division of NMT was there; Glenn Rosen-
thal of NMT served as engineer in charge
on the video side, with Ben Jenkins, uni-
versally praised for his patience and un-
derstanding, as EIC for audio.
Representing Sony was Gary Rosen, re-
gional audio manager and trainer for the
Oxford. Dave Crivelli, a consultant to NMT and veteran of
countless broadcast remotes, was there to offer signal flow sug-
gestions. The show was mixed LCRS on a Sony Oxford digital
console by Rom Rosenblum, a veteran from the Bay Area free-
lance pool who was “finally” into telecasts of the Golden State
Warriors' NBA season for Fox Sports as this story was being
writtei.

HD-2 pulled into the Coliseum on a Wednesday afternoon.
Rosen and Crivelli, who had been hired by NMT to consult
with Sony and make the overall audio system more ergonom-
ically and electronically functional (for both sports and enter-
tainment, which have very different requirements), began by
setting up foundational snapshots on the Oxford in anticipa-
tion of Rosenblum’s arrival the following day. On game day,
Crivelli, for years a mobile unit engineer, sat behind Rosen-
blum and handled routing and transmission issues.

“It’s important that somebody who knows something about
that room and that console be there for the freelancers the first
time out,” Crivelli says. “There’s so much now for a mixer to
do that to have to think about hardware allocation so that you
don’t max out the resources of the console is really something
they shouldn’t have to worry about. The console can handle a
huge amount of inputs and outputs, but there are limitations
on where those hardware inputs and outputs show up from a
virtual standpoint—you can't just have any output go to any
input, if you will. Since I had some input into the design and
signal flow of the truck, Sony and NMT asked that [ be there,
just so [ could step in and say, “You know what” We might not
want to use this digital I/0; we might want to go with an ana-
log I/O here because we'll need the digital IO later on.’ You
want to make sure that you don’t misuse the resources you

i

'ON THE ROAD

have, because once you use them up, you
have no more aces in the back of your
pocket.”

On Thursday, Rosenblum arrived for
his first look at the Oxford, and he got the
equivalent of about three hours of train-
ing. (Three hours on a digital console!)
Some groupings were reconfigured,
Rosen helped him link some compres-
sors, and they spent some time with Crivelli becoming familiar
with the concepts and operation of the GUI interface, which
takes over many of the functions of the familiar patchbay.
Whether by accident or design, it seems NMT and Sony chose
right in Rosenblum when they could have brought in a hired
gun on the Oxford. Rosenblum is typical of sports audio mix-
ers across the country (“We're all carnies and cowboys,” he
says), who may jump into a new truck at any time and be
forced to work with what's avaitable, under tremendous pres-
sure. In that sense, the companies get in-the-trenches feedback
on what works and what doesn’t on a board that, by most ac-
counts, was designed for music mixing.

“I like to think it was a good experience for Sony, too, be-
cause [ am Joe Six-Pack,” says Rosenblum, whose background
is as a musician and studio engineer. “I'm just your regular guy
who usually works on a [Yamahal 3000 or 4000, occasionally a
Harrison TV3. I've been on a Neve 61 now and again. [ was
also one of the first in the area to jump on a Euphonix, in the
old Linn truck. And you know, 1 lived to tell the tale about
being on the Oxford. I did a show with a day of training, but if
you can’t do that, you should not be in the business.

“It took me a quarter to get the show,” he admits, “where it
should have taken me one commercial. But that always hap-
pens, on any new console, that the first bit of a show is like the
first few songs in a gig. Until you get to the first commercial
break, things aren't really dialed in yet. Well, it took me till the
first quarter.”

He can be forgiven. When the tech manager, Greg Doyle,
arrived, he announced a slight reordering of the videotape
room needs, based on the producer’s requests. Essentially, he
wanted the 4-channel outputs of 11 VTR-type devices (which

GHINESE NE YEAR'S 0N ATV

On February 27, HD-2 rolled back to the Bay Area for a
live broadeast of the San Francisco Chinese New Year's
Parade over KTVU, the first Hi-Def broadcast in the Bay
Area. Park and Power was delayed three hours so that
President Clinton could get out of Union Square on Fri-
day, and the station made a last-minute (literally) swap
with its decoder for quality control, but other than that,
the show went off without a hitch.

There were eight cameras for the parade, plus one in
the truck; 28 mics were employed for talent and crowds,
with the odd PZM Velcro'd 1o the curb (fireworks!). There
were three PL zones and complex IFB mixes. The Hi-Def
show was broadcast LCRS in 1080i format on Channel 56
(it was taped in 5.1), with the analog signal going to
Channels 2 and 26 (Chinese-language station). KTVU mix-
ers Joe Johnson, Alan Palamos and Mark Metzler were in
the audio room; Rich Sussman mixed the parabolics on

the street, and George Craig provided audio maintenance
help. Later the show was syndicated and sent free to ten
other Hi-Def-capable stations in the country.

“This show was kind of unique.” says Ed Cosci, man-
ager of engineering operations at KTVU. “The truck out-
put was 1.5-gig, high definition. We also downconverted
the output of the truck to NTSC 525. We also had a 525
NTSC signal going to Channel 26, and then at a certain
point in the telecast, we took the center crop of the 16x9
Hi-Def and squeezed it down for the Channel 2, NTSC,
We letter-boxed it and had the announcers say, “This is
what you would see if you had a 16x9 screen, all the
things off to the side.” We did four different feeds out of
that truck. It was a nightmare trying to get this whole
thing set up, but it came off quite well. We showed what
it would be like at 4x3, and then we squeezed it down
right before your eyes, then went back again.”

If you get a chance at NAB, check out the NMT reel.
The colors alone from the Chinese New Year's Parade will
sell you on the format, |
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included an SGI computer for graphic
effects and a Tektronix Profile nonlinear
VTR, in addition to five HD playback
machines and two Digital Betacams) to
land simultaneously in the AES router
and in the console, so that the video
room could work with quick bounces
and transfers and the console could
have everything for potential signal to
air. Because Rosenblum was a GUI vir-
gin, it wasn’t the equivalent of a simple
patch swap.

“The truck can handle 16 tape ma-
chines,” Crivelli explains. “But the origi-
nal design was that all signals from the
tape machines would feed the routing
switcher, and then there would be four
buses, if you will, from the routing
switcher to the console so you could se-
lect which machines were your play-
back machines, using the routing
switcher basically as an AES distribution
amp. Due to limited amounts of AES dis-
tribution amps, it was impossible for the
AES pairs of every VIR to appear in
both the routing switcher and the con-
sole. To get around it, we allowed the
tape machines to normal into the AES
routing switcher the way they always
do. Then we took the analog outputs of
ceach and every tape machine and
brought those into the console’s analog-
to-digital inputs. Where we got saved
was when the show didn’t grow past ten
or 11 mics. We had 30 or 40 extra A-to-
D converters in the console that weren't
being used, so we were able to get into
the console analog. If it were an enter-
tainment program, it wouldn't have
worked because the entertainment boys
are the ones who have upwards of 100
mics. Obviously it’s not the best way,
and nobody wants to go digital to ana-
log—and back—too many times, but
when you're on the road, you have to
make it work.”

“This is a very tape-intensive show,
and they do a lot of real-time replays,”
Rosenblum adds. “On those machines,
they have four channels of audio—
stereo program left and right on 1-2,
then on the other two we have stereo
effects, the sounds of the field of play.
When we do what's called a real-time
replay, I have to turn up channels 3 and
4. Well, we had 11 machines on that
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show, 44 inputs, just for replays. That's
not announce mics, Not Music sources,
not all the effects mics, not talkback cir-
cuits and other things that have to go
through the console. So on the Oxford
you have the blessing of having layers.
You put all those channels 3 and 4, the
stereos, on a layer you're not going to
touch—the third layer down—and you
VCA them over into your middle
groups. That’s another blessing—you
have 32 groups of VCAs, if I'm not mis-
taken. I don't have to go down two lay-
ers to get to those two channels. They're
right in front of me, and since they're
stereo, I'm going to raise them both at
the same rate. I just teach the board this
group, raise one VCA and I'm there. The
console can go anywhere; I can put
things anywhere I want.”

Flexibility is obviously a hallmark of
ali-digital production tools. It's not just
that it's a new board, it’s really a new
way of working. An audio mixer must
now worry about the wider image, fear
of fiber optics and multiformat monitor-
ing, but new opportunities abound.
Rosen has been touting the use of the
console’s in-channel dynamics, especial-
ly regarding compressors. Because
Rosenblum had enough to worry about
on opening day, much of the discovery
and feedback on group links came on
subsequent dates. He did, however, say
that once he found the right settings,
which were above what he would nor-
mally set, “the effects were incredible.
That dynamics package is superb. There
was nothing I could do to a signal to
make it square, nothing I could do to
ruin the sound.”

“Traditionally, mixers take a series of
microphones—let’s say audience reac-
tion mics—and they put them in a
stereo pair and bring the stereo audio
bus into a pair of compressors,” Rosen
explains. “Because we have an individ-
ual dynamics package on each channel
module, we had the equivalent of using,
in this case, 22 individual <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>