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PROFESHIONAL 20 .0 1Y DICGITAL ANDIO RECORDER

More Powerful and Affordable
Than Ever Before

Digital Audio Recorder is the perfect solution for supplementing or replacing

analog 2" open-reel multitracks and less-advanced ADAT® models, Completely
compatible with the huge base of ADAT recorders in use today, the M20’s remarkable
audio fidelity and heavy-duty, world-class dependability offer huge advantages for the
most demanding recording applications.

I f you're a commercial recording studio, Alesis’ new M20" 20-Bit Professional

The great news: M20 is now available for only $4999 (U.S. MSRP), and special
leasing options are available so that studios can easily integrate M20 systems into
their business plans’.

Sound interesting? Call 800-5-ALESIS or visit www.alesis.com to get more information
on the powerful, affordable solution in professional digital recording: the Alesis M20.

32-track M20 system with CADI™ Remoteligolocator and
RMD™ Meter Display at The Village, Studio D, West Los Angeles, CA

1999
Nominee

M220

PEOFESSIOWAL 29.0IT BIGITAL AUBIS RECORDER

* All financing provided by third party lenders and subject to credit approval and other terms and conditions.
® Alesis and ADAT are registerad trademarks; M20, CADI and RMD are trademarks of Alesis Corporation.

Alesis Corporation 1633 26th Street Santa Monica CA 90404 800-5-ALESIS. www.alesis.com

ALESIS
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The MT Digital Multitrack Console.
Relax. It’s an SSL.

Solid State Logic

International Headquarters

Begbroke, Oxford, CX5 1RU, England

Tel: +44 0)1865 842390

Fax +44 (0 1865 842118
Nominee E-mail: saies@solid-state-logic.comn

Tne digizal console that
http://wvrazsolid-state-logic.conm works the way you work

New York os Angeles Tokyo Paris Milar Toronte Singapore
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MASSIVE PASSIVE STEREO TUBE EQ

| RT A‘Z\ NL E X" 3°.°5"a-msr'm; |

POVER

& 4

MASSIVE PASSIVE
STEREO EQUALIZER

A PICTURE IS WORTH A THOUSAND WORDS...
Perhaps, but would photographs of our
Variable Mu or VOXBOX have created their
successes alone?
You have to hear this gear. You have to use
this gear. Put your hands on the knobs and
crank ‘em.
Engineers who have already gotten hold of
the MASSIVE PASSIVE have told us: “Why
does it make everything sound so much
better?”, “It’s organic and orgasmic.”, “It’s a
f%#king powerhouse.”, “It’s unlike any other
EQ.”, “This is IT. The sound I've always dreamt of
but couldn’t ever get until now.”

GOT THE PICTURE?

82 = 3K9
BOOST SHELF

390 °§° g20
270.
180~-

1207 .\ 27
3K9 220 oK

Craig ‘HUTCH’ Hutchison designed these

monsters... The MASSIVE PASSIVE

is a two channel, four band equalizer,

with additional high pass and low pass

filters. “Passive” refers to the tone

shaping part of this clever new EQ

design not using any active circuitry.

Only metal film resistors, film

capacitors and hand-wound inductors

sculpt the sound, kinda like a Pultec EQ

on hyper-steroids. Super-beefy, hugely-

high-headroom Manley all-tube make-up

gain amplifiers deliver your tunes into the
next realm. You’ll need to experience this.

Contact us for your nearest authorized MANLEY dealer.

MANLEY LABORATORIES, INC.
13880 MAGNOLIA AVE.
CHINO, CA. 91710 USA
TEL: (909) 627-4256
FAX: (909) 628-2482
emanley@manleylabs.com
http://www.manleylabs.com
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One fish
two fish
red fish
blue fish

In an ocear full of nearfield monitors, it is almost
impossible to know whether or rict you will make a
good catch. That is, until now. Clearly, there are two
distinctively different monitors on the scene.
Tannoy Reveal and ReveallActive. Sure, they
feature the latast in transducer technology,
icabinet integrit;/ and styling, but clearly what
sets them apartds performance.
Dual high speed mosfet amplifiers

L *  are driven by beefy toroidal

e 7
it awn
>~ 2 M transformers. The:amplifiers
. are divided by precision active filter
networks that combine to help you clearly navigate
the murky depths of your nextimix, 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,
Nominee _ stick your toes in the water zt your nearest dealer

and find out why the New Tannoy Active Reveal

is catching on!

FOR THOSE WHO KNOW

Tannoy/TGl North America
R
[
A € T : v B , ’
' 4

300 Gage Avenue, Unit |, Kitchener,

Ontario, Canada N2M 2C8+ 519 745 1158

TOLL FREE DEALER ORDER HO™ LINE (FAX): 1-800-525-7081 Fax: 519 745 2364 » Web site: http://www.tannoy.com
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20 The Fast Lane: Money for Nothing, Data for Free
by Stephen St.Croix

30 Insider Audio: Twenty Years of Writing and They Put
You on the Day Shift by Paul D. Lebrman

34 Report from StudioPro99

38 Capturing Keyboards: Some Practical Advice for
Recording Mellotrons, B-3s, Pipe Organs and
Harpsichords by Rick Clark; How to Select and
Maintain a Recording Piano by Michael C. Vecchione

48 Report from Summer NAMM by Sarah Jones
PAGE 145

54 New Large-Diaphragm Condenser Mics
by Randy Alberts

(Editorial begins on page 65)
B On the Cover: Complete Sound, Hollywood
H It Was 31 Years Ago Today: The Beatles Remixed in 5.1
for Re-Release of “Yellow Submarine”
by Tom Kenny and Chris Michie
B Dane Davis and Danetracks: Jacked Into the Matrix
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by David Jobn Farinella
B Post Script
* An Open Letter to Production Sound Mixers, Part 2
by Larry Blake
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Hardware and Software for
Audio Production

Field Test: Tannov PS 110-B Powered
Studio Subwooter by George Pelersen

Technology Spotlight: CrcamWare
SCOPE SsCalable Object Processing
Environment by Mel Lainbert

Field Test: AudioControl Industrial MPP-200
Measurement Preamplifier by Mark I'rink

Field Test: Westlake Audio Le3w 12 Monitors
by Barry Clecelend

Auditions—Snapshot Product Reviews:

Lucid ADY624 and DA9G24 24-Bit Converters

HI1B Classic Series Tube Signal Processing
Whirhwind Qbox Audio Line Tester

Danish Pro Audio 4006 Low Noise Omni Mic

The Hollywood Edge TMH Digital Audio Test Discs
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hy Michael Cooper

Remote Engineering: Views From the Top
by Mark Frink

Tour Profile: Jewel by Greg DeTogrie
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Industry Notes

Coast to Coast: (Inciudes L. Grapevine. NY
Metro, Nashwille Skyline, Sessions & Stirdio News)

Studio Showcase
Ad Index
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Check out Mix Online!
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On the Cover: The revamped
Stage A at Dispey’s Post-Pro-
duction Studios in Burbank offi-
cially ooened in mid-June and
features an AMS Neve Digital
Film Console. For more on
Disney. turn to page 10. Photo:
©Disney/Lucy Nicholson. Screen
photo from Drop Dead Gorgeous
courtesy New Line Cinema. Inset
Photo: Stzve Jennings
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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.

Q/ De-esser / Normaltzer with dbx Type /¥ ™ Conversion System A e .

= QUANTUM.

Digital Mastering
sy : Processor

* 4 Band Muiti 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-
pending TSE ™ Tape Saturation
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.

-

PROFESSIONAL PRODUCTS

dbx Professional Products » 8760 South Sandy Parkway
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
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FROM THE EDITOR

JACK OF OUR TRADE

A few weeks ago. I was saddened 10 hear about the passing of John T. (Jack)
Mullin. an innovative engineer and one of the true pioneers of the audio
industry. An electronics specialist in the Army Signal Corps during World War
I, Mullin was assigned to investigate captured German electronics. The
advanced products he examined included two-way FM radios that were far
superior to the allied Walkie Talkies. and early AEG Magnetophon tpe
recorders that saw heavy use as a method of creating tape-delayed broadcasts.

After the war, Mullin returned to the States with two Magnetophon K-4
transports and. working with 16mm film sound innovator W.A. Palmer.
designed custom record/reproduce electronics tor improved performance.
When the deck was demoed for a group of Institute of Radio Engineers (now
IEEE) members in 1946. the listeners were amazed that tape could sound so
lifelike and realistic. Later. the machine was used to produce Songs by Mery
Griffin, the tirst commercial entertainment disc mastered on tape.

The Mullin-Palmer recorder soon caught the attention of Bing Crosby, who
had 10 perform his five weekly radio show twice for Eastern and Western time
zones and was secking a way 10 create time-delayed broadcasts. Mullin became
the chief engineer for Crosby's Philco Raclio Time, where he accomplished
more than merely using tape as a time-shifting convenience. Mullin's sharp edit-
ing skills created a tightly paced radio show that live broadcasts could not
match. He then worked with the fledgling Ampex Corp. 1o build an American
version of the Magnetophon, and Crosby invested $30.000 in the company.

Many of the parameters that Mullin established lor his first recorders—such
as “-inch tape. 30 ips recording and the NAB equalization curve, eventually
became accepted standards. Later, as live television began. Mullin proposed
using magneltic tape as a means of recording TV shows for delayed broadcast.
and Mullin led the Crosby-funded team that developed the first working VTR
prototype in 1950. Afier Ampex showed the first practical VIR in 1956, Crosby
pulled out of electronics, selling his lab 10 3M's Mincom Division, and Muilin
remained as its chief engineer, continuing to develop audio and instrumenta-
tion recorders until he retired in 1975.

Although retired. Mullin was still very active in the audio industry. He
focused his efforts on teaching, lecturing. wriling and amassing a huge collec-
tion of historical audio devices: phonograph and cylinder players. talking pic-
tures. cutting lathes, recorders, radios. microphones, tapes and discs. In 1988,
he turned his collection into a spectacular (and quite memorable) AES conven-
tion exhibit, which documented the history of audio enterainment technology
aver the past century. Today. the collection resides at the Pavek Museum of
Broadcasting (St. Louis Park. Minn.) and can be seen in the videotape An
Afternoon With Jack Mullin, which is available through the AES
(www.aes.org).

For his many accomplishments. for his dedication to preserving the pasi
while 1aking emerging technologies to the next step, our industry owes Jack
Mullin a debt of gratitude. His spirit lives on in every creative engineer.

Thanks from all of us.

George Petersen

ABP

BPA  spans
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PUSH IT TO THE PEGS.

meter. GP9 is also virtually shed-free,

Introducing GP9, Grand Master”

Platinum. The ultimate in analog audio so you never risk losing a note or

mastering media from the global your sterling reputation.

master of sound — Quantegy. \) ‘_"'.:ﬁ_‘_
with GP9’'s increased output -

It took Quantegy 40 years to
produce a tape this good. It'll take

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.

—y

QUANTEGY

Professional Media

Phone 800-752-0732/slawww.quantegy.com



Walt Disney Studios
Post Production
Services

ince its opening in 1940, the Disney
Sound Department has created and mixed the
sound for most of the classic animarted and live
action features produced by Burbank’s Walt Dis-
ney Studios. From Fantasia, Snow White, Cin-
derella and Mary Poppins to The Lion King,
Aladddin, Fliubber and Good Morning
Vietnam. some of the most memo-
rable moments in movie soundtracks
were made on stages housed on the
Disney lot. In recent vears, the facility has also
provided services for other studios and produc-
tion companies, including work on Good Will
Fhunting, Pulp Fiction and Scream for Miramax,
Rush Hour and Drop Dead Gorgeous for New
Line and fnherit the Wind for Showtime.

The sound department comprises a number of
separate buildings that contain three dubbing
stages. the 425-seat Main Theatre, ADR and Foley
stages. editorial. transter. optical and telecine fa-
cilities. Off the lot on Victory Boulevard is anoth-
er building where Stage 6. built as the company’s
first all-digital stage, is situated, along with more
digital and analog editing suites and a DVD audio
muastering department.

Originally a scoring stage, the newly re-
designed 65x45-foot Stage A is now the facility's
technological flagship. featuring an AMS Logic
DFC console. a JBL 5674 three-way monitor sys-
tem, Dolby SR.D, DTS and SDDS playback capa-
bility and multiformat analog digital recording
capability with Tascam MMR-8 and DA-98 digital
multitrack recorders. Two digital audio worksta-
tion edit bays have also been added; both are vi-
sually and electronically connected to the main
stage floor.

The centerpiece of Stage A is its re-recording

console. The fully automated DFC has 84 faders,
200 inputs, 48 buses and an eight-way speaker
matrix. Surround sound panning and eight-band
dialog graphic or fully parametric equalization are
available on every channel, as is dynamic control.
Terry Porter. a 13-year veteran of the depart-
ment who is now creative executive director and
lead re-recording mixer in the Main Theuter, ex-
plains the process involved in the
renovation of Stage A: “About three
years ago, we decided to build Stage
6 in the Victory building as an all-
digital room, with the idea of both making a
working facility and doing research and develop-
ment for Stage A. A Logic 2 audio console, which
is an all-digital board and the precursor to the
DFC, waus installed. and we did a lot of experi-
menting with hard drives and other digital for-
mats. The L2 worked out well and led to the
commitment to the DFC. and we determinec! that
for us the Tascam hard drives best completed the
process of the digital path. We still have analog
dubbers und 24-track recorders in Stage A if
theyre needed. but we have the capability of
maintaining 100 percent digital signal path.”
“Stage A has long been recognized for its su-
perb acoustical properties.” adds Chris Carey,
vice president of post-production services.
“We've maintained those acoustical conditions
but have taken the technology, aesthetics and
ergonomics of the facility to a completely new
level. Combining creative talent like re-record-
ing mixers Elliot Tyson and Tom Dahl with this
innovative new facility offers filmmakers that
come to Stage A the perfect blend of art and
technology. This is another significant step
along the continuing path of advancement in
the post-production sound process. Stay tuned
for more to come.” ]
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KEY FEATURES INCLUDE:
@ 12-48 faders, up to
192 inputs

@ Surround sound mixing
to any format

@ Multiple stem outputs
up to 8 channels wide

@ Dedicated 8-channel surround
monitor panel with matrix/
processing inserts

™

@ Encore™ Total Dynamic
Automation - shared with DFC

¢ Automated joystick panning
@ 96kHz-ready processing platform

@ Optional multi-machine
control

¢ Optional 24-bit hard
disk recording/editing

Digital First

AMS
" /NEVE

" multi-format digital post
production console

LIBRA POST harnesses the power and functionality of AMS Neve's
flagship DIGITAL FILM CONSOLE (DFC) for the wider world of video

post production.

HEAD OFFICE - AMS Neve plc - Billington Road - Burnley - Lancs. BB11 SUB - England|- Tel: +44 (0) 1282 457011
Fax: +44 (0) 1282 417282 - LONDON - Tel: 0171 916 2828 - Fax: 0171 916 2827

GERMANY - Tel: 61 319 42 520 - Fax: 6131942 5210 - NEW YORK - Tel: (212) 965 1400 - Fax: (212) 965 3739
HOLLYWOOD -~ Tel: (818) 753 8789 - Fax: (818) 623 4839 - TORONTO - Tel: (416) 365 3363 - Fax: (416) 365 1044

Toll Free; 888 388 6383 | e-mail: enquiry@ams-neve.com - http://www.ams-neve.com
———Werld Radio History




WORLD AUDIO NEWS

URRENT

LIBERTY MEDIA TO BUY INTO
TODD-AO, SOUNDELUX

Last month we reported that Todd-AQO,
the world’s largest independent provider
of sound services for the entertiinment
industry, had purchased Sound One
Corp., New York’s leading sound for
picture facility. Well, things have been
busy at Todd, as this month we report
that Liberty Media Corporation, a divi-
sion of AT&T, has signed a letter of in-
tent to acquire control of Todd-AO
Corporation and Soundelux, one of the
world’s leading sound editorial compa-
nies. A definitive agreement was expect-
ed by August 31. The deal is expected
to be complete by year’s end.

According to the proposed deal, Lib-
erty Media Group will acquire 50% of
Todd-AO’s outstanding Class A com-
mon stock and 100% of its Class B com-
mon stock for the issuance of 2.5
million shares of Liberty Class A com-
mon stock. Liberty will own roughly
57% of the equity and 82% of the votes
of Todd-AO. Similarly, Liberty will ac-
quire approximately 55% of the equity
and 92% of the votes of Hollywood-
based Soundelux in exchange for the is-
suance of nearly 1.9 million shares of
Liberty Class A common stock.

“Liberty is very excited about lever-
aging the creative relationships and
technological innovations that have
been the foundation of Soundelux,”
says Jettrey Edell, president and CEO of
Soundelux Entertainment Group. “We
expect to continue operating the busi-
ness as we have in the past and look
forward to an efficient working relation-
ship with Todd-AO."

Todd-AO, which did not buy Sound-
elux as was widely rumored when the
news broke, seems to be one step closer
to its goal of globalizing its post-produc-
tion resources. The company currently
maintains facilities in Los Angeles, New
York, London and Atlanta.

Soundelux, which recently purchased
exhibition company MTS, maintains of-
fices in Hollywood, San Francisco, Or-
lando and New York.

CHET ATKINS KEYNOTE SPEAKER

FOR 107TH AES CONVENTION
The 107th Audio Engineering Society

12 MIX. SEPTEMBER 1999
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Convention comes to the Jacob K. Javits
Convention Center in New York City
this month (September 24-27). Conven-
tion co-chairpersons Kathleen Mackay
and Doug Cook, and AES executive di-
rector Roger Furness, announced that
country music legend and audio pioneer
Chet Atkins will present the keynote ad-
dress. Atkins is a 14-time Grammy win-
ner, nine-time CMA Award winner and
has produced and helped develop such
legendary artists as the Everly Brothers,
Roy Orbison, Waylon Jennings, Willie
Nelson and Dolly Parton. While manag-
er of RCA in 1957, Atkins helped design
RCA's well-known Studio B.

The theme for the show is “Advanc-
ing the Art of Sound—Leading the
World of Audio in the 21st Century.”
Forward-looking workshops will cover
topics like “What Format Should 1
Record On?” “Wireless Technology,”
“Advanced Networks for Post Produc-

tion Audio™ and “Computer & DSP
Based Systems Design & Control.” Ad-
ditionally, a set of workshops will focus
on audio trends.

Special Events chair Lisa Roy intro-
duces the AES Platinum Artists Series:
High-profile producers, engineers and
artists will discuss the challenges and
opportunities of colluborating within
today’s technology-intensive studio en-
vironment.

Papers chair James Johnston has de-
veloped 17 sessions, including “Room
Simulation for Multichannel Film &
Music,” “Optical Microphone’s Break-
through,” “Convergence of the PC & the
Audio Production Facility (Technology,
Trends & Predictions)” and “Under-
standing the Performance of Multimedia
Communications.”

Also announced: Sony Corporation
chairman of the board, Norio Ohga,
will receive an honorary AES member-
ship. The presentation will occur during
opening ceremonies.

INDEPENDENT ARTISTS RIGHTS
GROUPS PROTEST SDMI

Musicians United (a non-profit organi-
zation advocating the rights of online
music artists), in association with TIM-
PANI (Truly Independent Multimedia
Artists Network International) and
FREE-MUSIC.com launched the Art-to-
Heart Open Music Format Initiative to
protect the Fair Use rights of consumers
and artists to encrypted music.

The group issued a statement that
the Secure Digital Music Initiative
(SDMI) threatens to deprive con-

—CONTINUED ON PAGE 16

receiving the Les Paul Award.

SEATING STILL AVAILABLE FOR TEC AWARDS

A limited number of seats are still available for the 15th Annual Technical
Excellence & Creativity Awards, 1o be held Saturday, September 25, at the
Marriott Marquis in New York City. Master of Ceremonies Father Guido Sar-
ducci is back by popular demand and will host the evening's festivities,
which include the induction of Tom Dowd into the Hall of Fame and Sting

Several more companies have joined the TEC Awards as sponsors. They
include Kurzweil Music Systems (Gold), Shure Bros. (Gold), Warner Music
Group (Gold), Neutrik USA (Silver), Tascam (Bronze), Westlake Audio
(Bronze) and Ultra Sound/Pro Media (Bronze).

For ticket information. call Karen Dunn at 925/939-6149. |




Lucar Digitals Skywalker Sound, darin County, CA

The Force Is With Neumann

Skywalker Sound knows multichannel audio. From the award-winning M 149 Tube (pictured)

And to get unreal sound tor movies like Star Wars: to the giant-killer KM 184, Neumann mics capture

everything frem the complexities of a film’s score ta

Episode | —The Phantom Menace, Titantc and Saving

Private Ryan, they have to start with VERY real sound. its most intimate, critical dialog. When it’s time for

Their choice of microphones? Neumann, of course. the real thing, be ready with Neumann.

Neumann/USA
The Choice of Those Who Can Hear The Difference

Tel: 860.434.5220 » FAX: 860.434.314B « Warld Wide Web: http.//www.neumannusa.com
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AND | OOO MORE EFFECTS
BUILT TO THE HIGHEST STANDARD

Decades of research are embodied in our PCM
algorithms and in our carefully crafted presets
for real-world applications. A unique dual-DSP
platform enables the PCM 81 to combine reverb
with powerful, flexible effects and the PCM 91

to offer the highest quality reverberation available
— making these processors an essential combi-
nation, whether you're working live or in a post-

production environment.

With 24-bit internal
processing, a true-
stereo signal path,
balanced analog 1O, full AES/EBU and S/PDIF
digital 1/0, the ability to combine analog and
digital inputs, extensive modulation capabilities
and hundreds of installed presets, the PCM 81
offers more effects — and more control over them

— than any processor in its class.

PCM 81 DIOITAL EFFECTS PROCESSOR ADIIST

Each effect has an uncompromised stereo
reverb with several voices of additional effects.
A full complement of Pitch Shifters provides
doubling, quadruple-tracking, chorus and pitch
correction, and a unique set of spatial effects can
be placed virtually anywhere between your loud-
speakers — or beyond them. You can even locate
effects dynamically, creating different spaces that

change along with the music.

The PCM 91 contains

Lexicon's highest

PCM 91

a vast array of presets optimized for virtually

quality reverbs with

any application and a wealth of programming
capabilities for the sound designer. With full
AES/ EBU and S/PDIF /O and tools for

ambience, post-processing, compression/

expansion, modulation and patching included
with each algorithm, the PCM 91 gives you
both power and versatiliy.

In addition to classic reverb effects like
plates, halls, chambers and rooms, the PCM 91
includes superb dual and cascade-configured
stereo reverbs and dynamic spatialization

effects for 2-channel or surround applications.

As easy to operate as they are a joy to
hear, the PCM 81 and PCM 91 have become
classics in their own time — setting the
standard for professional digital effects and
reverberation. Experience the creative control
and superlative sound of the PCM 81 and
PCM 91 at your authorized Lexicon dealer

and put our experience to work for you.

SPATIAL EFFECTS WITH CLASSIC LEXICON SOUND

‘grww.lexicon.com

|exicon

Heard in All The Right Places

H A Harman International Company

Lexicon, Inc. ® 3 Oak Park, Bedford, MA 01730-1441 « Tel: 781/280-0300 * Fax: 781/280-0490 ¢ Email: info@lexicon.com
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WORLD AUDIO NEWS

INDUSTRY NOTES

Philip Hant, president of Harman Pro
Group International, announced
changes 1o the structure of the Har-
man compunies in the UK Sound-
cralt, Spirit, BSS, C Audio. Amck,
DAR and Allen & Heath will be
formed into a new group with a
central management team headed
up by Hart. David Karlin, who is
currently managing director of BSS
and C Audio. will take on additional
responsibilitics as deputy managing
director of the group. Alison Bret,
managing director of Soundcraft for
the past three years and group man-
aging director with responsibility for
Soundcraft, Amek and Allen &
Heath since June 1997, decided to
take on a new challenge. returning
o school 1o study law.. AKG
Acoustics (Nashville) tapped Dou-
glas A. Kittle as technical services
representative. Nittle came 10 AKG
from Audio Video Environments. ..
SADIE Inc. (Nashville) announced
the appoinument of Jeff Whitc as
Western regional sales manager.
White’s most recent position was as
president of White Noise Marketing.
Prior to that he was regional sales
manager of AMH Sales Company.
both of California. ..David Watts was
tupped as managing director of
Dolby Laboratories’ European head-
quarters at London and Wootton
Bassett, England. Watts will succeed
Gary Holt. who will retire in January
2000. Watts is currently VP of mar-
keting and is based at Dolby’s San
Francisco headquarters. In addition,
Tim Partridge, formerly director of
film distribution based at Dolby UK.
assumed the role of VP of market-
ing at the company’s San Francisco
offices. Also. Graham Edmondson,
based in Wootton Bassett, will act as
the liaison with European and
worldwide film distributors, over-
seeing all film marketing activities
for the UK office.. Steve Garth. for-
mer VP of sales and marketing, was
named CEO of Steinberg North
America (L.A). Garth. a 20-plus-year
indusiry veteran, started out al Rob
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Argent's Kevboards in London, went
on 1o work as managing director for
the Oxtord Synthesizer company
and joined Steinberg in 1990. In
other news, Craig Lewis was named
national sales manager of Steinberg
North America. Lewis was formerly
Western regional sales rep...Sharon
Corbitt was appointed marketing
director for Ocean Way Nashville.
Corbitt previously scrved as vice
president of PushPull Manage-
ment...Dr. Andy Hildebrand. tounder
and chicf scientist at Antares Audio
Technologies, was sclected by the
Society of Exploration Geophysi-
cists 1o receive the sociely’s Enter-
prisc Award for his breakthrough
work in the development of the
geophysical industry’s first stand-
alone seismic data interpretation
workstation...Simon Sinclair was
brought onboard as national sales
manager at TC Electronic (West-
lake Village, CA). The company
now distributes Dynaudio; Carsten
Lebeck will be responsible for
building the Dyvnaudio Acoustics
business...ASC Companies (Dallas,
TX) appointed Daniel Nix as vice
president of sales. Nix previously
served as regional sales manager at
Marketing Concepts...Jim Havlovick
joined Berkeley, CA-based Mever
Sound as director of operations.
Havlovick previously worked for
Crest Audio and JBL Professional. . .
Sequoia Electronics (San Jose, CA)
assumed operations of VIT Interna-
tional. The full VIT listing of Ampex
parts will be incorporated into
the Sequoia inventory.. Syntrillium
Software (Phoenix. AZ) tapped
digital audio consultant, author and
teacher David Huber to be a “Trav-
eling Sideshow Evangelist.” Huber
will tour the U.S. and Canada pro-
viding staff training and customer
clinics using Cool Edit Pro. Ap-
pointments can be made through
dmhuber@syntrillium.com. . .Stephen
Whitesell was appointed assistant
to the president at SoundTube
Entertainment (Park City, UT). B

—FROM PAGE 12, CURRIENT

sumers of the Fair Use rights granted
them by Congress and the U.S. Consti-
tution. (Referencing a 1934 ruling by
the Supreme Court: “All reproduc-
tions...are not within the exclusive do-
main of the copyvright owner; some are
in the public domain. Any individual
may reproduce a copyrighted work for
‘fair use’s the copyright owner does
not possess the exclusive right to that
use.™)

The group also alleges that the SDMI
may have an adverse effect on the inde-
pendent music industry. saving that
possible high fees required 10 create
SDMI-compliant files mav prevent inde-
pendent music artists from distributing
their work in SDMI formats. The group
believes that if vendors cease support-
ing open formats, SDMI will control the
svstem of online music distribution.
marginalizing independent artists in the
Internet music economy.

Art-to-Heart posted an online peti-
tion at www.frec-music.conv petition.
ari2sign.html, urging vendors to sup-
port open audio formats. The organi-
zation stressed that this initiative does
not encumber the ability of SDMI sup-
porters to distribute copy-protected
music. but that it protects the rights of
those who fawfully distribute music in
open formats.

CORRECTION

In the August issue of Mix, in the TEC
Awards Voter’s Guide. incorrect credits
were listed for Sony Music Studios in
the category of Mastering Facility. The
correct creddits are Red Hot Chili Pep-
pers Californication. Herbie Hancock
Gershwin's World. Tom Petty FEcho.
C Note Different Kind of Love. Celine
Dion These Are Special Times, Let's Talk
About Love, Fountains of Wavne (fopic
Parkiway, Jett Buckley Sketches Of?.
Miles Davis Complete Miles. Gil Evans
Box. Sessions at West S4th und Harry
Connick Jr. Come By Me.

The credits listed were mastered by
Future Disc Systems (Practical Magic
soundtrack). Masterdisk (DMX Flesh of
My Flesh. Blood of My Blood). Master-
Voice (Whclef Jecn Presents The Carii-
val), Ocean View Digital GMeer Joe
Black soundirack). Powers House of
Sound (Lauryn Hill 7he Miseducation of
Lawryi il and Jay-Z Hee Knock Life).
and Sterling Sound (Ervkab Baciu Live).

Mix apologizes tor the oversight.

In “Hot Off the Shelf” (July "99). we
inadvertently printed the wrong phone
number for Apogee Electronics. The
correct number is 310,915-1000. ]
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WHEHE’S THE

EXTRA SUBWOOFER?

Greg Mackie and his
team were recently
invited to present the
Digital 8+Bus 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
Spezkers. Some even so far as to touch the house moni-
: tors’ 12 and 15-inch cones while the HR824s
\ ( . % were playing. They just couldn’t believe
e — the bass output from such a compact box.

TIGHT, RESPONSIVE BASS FLAT

DOWN 10 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.

Last fall And the quality is as astonishing as the quantity. Fast
we Woz,the low frequency transients like kick drum slaps and elec-
!’.fé’uas‘t'r '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. h
Modesty The more LF transducer cone area a speaker has, the
?revelr]ts us more bass it can
rom listin
the imprej produce. But a huge 1 _
sive field of low frequency o :
§°"‘Pe'!'°' S transducer isn’t an a4
ut you'll y ,
| probably:n- option on a com-
counter their ct near field .
ads in this pa

monitor. To aug-
. A transducer and a &l
- ment primary bass port can’t compare
o&fput other moni- Wwith two transducers. |

- -I.Etesort to using

~ ducted ports that can convert cone movement into ex-

mgazme.

»
»

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-
inch woofer. Occupying the

< entire rear panel of the moni-

Figarea  tOF (see photo below), this

uitra-rigid honeycomb lami-

A nate piston tightly couples

figres  With the 824% active bass

transducer. With a combined
r ~—

cone area greater than a single
rigure ¢ 12-inch wocfer, you get excep-
tionally extended bass without
port noise complaint.

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.

Pushing out the curve:
redistributing LF energy
with synthesized mass.

A low frequency transducer’s free air response
graph logks 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-
put would be to increase its

ieht). But f conceal an ultra-rigid,
mass {cone weight). But for honeycomb composite
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.

Rear view:
The HR824’s electronics




HR824 HAVE THE MOST ACCURATE BASS
ANY 8-INCH ACTIVE 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).

transition between high ~ *E
and low-frequency trans- %
ducers. At the c’riticaIBOOHf:"__‘— .
crossover point, the alloy HF
transducer’s output is acoustically
the same diameter asthe LF
transducer’s output, thanks to the
wave guide’s flaring design (refer

to the actual HR824 photo on

the other page, not our ad folks’

fanciful rendering at left).

.

Indirectly, the HR824’ 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. tnstead of
‘ A PASSIVE MONITOR. a chintzy chunk of fluff, the

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

BON'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.

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.

We urge you to visit your nearest Mackie Designs
Dealer and seriously audition atl of their
active monitors with some demanding,
bass-rich program material. judge
our claims {and those of our
competitors) for yourself. MADE 3Y MACKOIDS
We think YOU'N agree that (N WOGDINVILLE USA
the HR824 is truly the PHONE TOLL-FREE

hest of the best. 888-226-9847
.1, .mackie.com

Internal power amplifiers are “fed” by phase-
accurate, low distortion electronic circuitry
instead of a crude coil-and-capacitor
passive crossover. The HR824's pro-
prietary logarithmic wave guide not
only widens treble dispersion but
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THE FAST LANE

MONEY FOR NOTHING

DATA FOR FREE

CHAPTER I

If you were walking along and
stumbled onto a canvas bag on the
road, would you stop? Would you
look inside? What if nobody else
were around? Would you have a
look then?

I always have a tough time with
this one, and it happens 0 me far
too often. { feel the need to look, as
it's always possible that some cretin
has put nine kittens in there and
they need saving. Or maybe it’s just
a bunch o’ bucks that some kid
runner abandoned in a moment of
Real TV street drama. And there is
always the bomb possibility.

For me, the biggest problem is
the Kkitten scenario, as more than
once [ have become enraged by
this, found and subsequently re-
verse-engineered the offending
party. I am, for those who might
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samehow have missed this, a mili-
tant animal rights advocate. And 1
have learned that violence, directly
and immediately dispensed, seems
to make certain points better than
the socially acceptable alternatives.

So what if this bag is open
enough to see in, and you see...
cash? What do you do? Leave? Call
the cops and wait? Take it to the
cops? Or maybe just take it?

Me? I wouldn't keep a bag with
$500 in it. It just isn’t right. [ would-
n’'t keep one with $5,000 either.
$500,000? Well, now that’s large
enough to warp the fabric of reali-
ty, or at least to reshuffle one’s val-
ues. At half-meg. it’s not some
guy’s cash from selling his 'Vette or
even his savings, and it's not a 7-11
knockover. It’s part of something

BY STEPHEN ST.CROIX

too big and powerful to mess with.
So you are faced with a true dilem-
ma—either you are stopped by the
morality issue, or you try to get a
feel for whether or not you think
you can walk away clean. I mean,
you can’t afford to have the people
who lost it come knocking on your
door in three weeks and persuad-
ing you to return it. After all, even |
once said, “I have learned that vio-
lence, directly and immediately dis-
pensed, seems to make certain
points better than the socially ac-
ceptable alternatives.”

So, the question really is, what
would your take if it were presented
to you, totally free, without re-
course, and, oh yes...illegally?

How many of you have ab-
solute moral lines, never crossed?
How many answer “absolute moral
lines,” dismissing the time you bent
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The ADVANTA Series
Large-Format Digital Production
System is more than a mixing

~ console. Four years in develop-
ment, ADVANTA delivers on
the promise of digital - with
outstanding Sonic Quality,
frame-accurate Dynamic
Recall/Reset of every parameter,
comprehensive Assignability to
reconfigure the entire system to
meet your precise requirements,
Scalability, and full Connectivity
with other components that

complete the all-digital studio.

DIGITAL'S NEW STANDARD

www.otari.com
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Electronic Musician, November 1998
“The JDI is a winner from every angle”
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‘s Award, November 1998
“You won 1 find anvthing offering better performance”
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Broadway, Port Cog
Phone: (604) 942-1001 » Fax: (604) 942-1010
Bass Player Editor

“Top Tone, Best Built. Most Innovative™

Recording Magazine, July 1998

Radial Engineering » #114, 1
“The Ruadial JDI is the platonic ideal of DI 5™

Radial Direct Boxes - We make ‘em for the Music

Audio Media, May 1999

“These DI 's deliver flawless sonic Qualin”

part. It is
the very fabric of who you

Mix Magazine, July 1998
bass is all about and Radial direct boxes do it best!

feel and the magic onto tape is what playing
We deliver bass with all the purity and tone.
Nothing altered, nothing added, and nothing lost.

are. Translating the expression, the

“The Radial JDV ix the clear winner™
sets vou a
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over to pick up a quarter on the side-
wulk? Or a ten? Have any of vou kept a
bunk error in your favor? Maybe you
just waited 10 “see how long it would
take them 1o tigure it oul.” and now that
you recall. they sora never did?

About five vears ago my bank decid-
ed 1o give me $115.000 for no apparent
reason. This is totally true. by the way.
The bank had just been acquired. and
in transferring accounts, they made
some sort of error that erroneously
credited one of my accounts with 115k,
I will now reveal what 1 did. so that you
may know and understand me better. |
waited. Not reallv on purpose. but as
the person who does my books runs
about a month behind. it was the end
result just the same. (See how rational-
ization works?) When the next month's
statement came, the money for nothing

What would you take

if it were presented

& Py pun | WU SN

without recourse

anc obh vece aesesl r d

was still there. 1 called the bank and re-
ported it and was told it was not possi-
ble. It appeared the next month as well.
I called again and told the story one
more time. The representative told me
that if' their bank was really that bent on
giving me the money. why don’t 1 just
shut up and let them?

Finally. I made a personal appoint-
ment and got the manager to take the
money back. 1 later learmned that when
this type of mistake is so deep that the
local branch can't find it for three
months, it probably would not have
erer been found, and worse vet, there
was a rery good possibility that the
money was never actually returned to
the bank itself, as there was no place o
put it. no imbalance shown to correct.
So somebody was very happy that 1
came walking in. Now I wonder if 1 did
the right thing. Afier all. banks screw us
out of millions every vear with a cute
little-known trick. Every one of your
daily compounded interest accounts is
rounded dowit 1o the nearest penny.
Every day. This one trick nets the banks
millions of dollars a year—a slush tund
to cover mistakes like. ..

Four years later, the bank accidental-
ly entered a $50k deposit as a with-
drawal and gave me a two-month batlle
when 1 tried to correct it.

So the Faceless Super-capitalists are
evil, moneyv-grubbing Devils. And We
The People are getting used 1o thinking
that anvthing we can get from them
should be gotten. So be it.

But the problem is that this type of
thinking is being applied 1o other busi-
ness entities, as it they were the same
mega-mongers. We tend to think that as
long as we are stealing from any face-
less source. it's sort of okay.

CHAPTER 11

I have never been a supporter of the
hyper-paranoid rhetoric that has come
from the recording industry in the
past—promises of its imminent collapse
when audio cassette technology first ap-
peared. and again 200 vears later with
the arrival of DAT. Remember that one?
We were promised that if SCMS weren'l
immediately implemented and en-
forced. the second collapse of the en-
tire recording industry would ensue.

As a result, an incredible 5750 Sony
consumer DAT recorder. the DTC-75ES,
sat untinished and, of course, unavail-
able for far too long while this SCMS
bull was thought up and torced upon
the world in the international courts.

These beautiful livle units offered
much beter transports and dramatically
improved A/D converters compared 1o
what we, the recording pros. were
forced 10 use to make copies of our
own projects—the infamous Sony PCM-
25004.

Personally. I cheated. I found (as
many of vou did) that certain Roland
gear would accidentally strip the SCNS
bits from the data stream. So, 1 bought
four of the litle DTC-75ES recorders and
linked them optically through the
Roland stuff. T ran the Roland gear in by-
pass, and as it stll stripped the stream, 1
ended up with a great studio DAT setup.

Then CD-R appeared. Same rhetoric.
But. as usual. nothing bappenec!

And what about those promises that
home video recording would end the
world as we knew it? Well. actually
home video recording did end the world
as I knew it. It allowed me to go out at
night and brag that TV didn't rule my life
like it did all those pathetic geeks and
then come home and watch all those pa-
thetic geek sci-fi shows in secret.

CHAPTER Il
Of course. people are going to make a
copy of just about anything they want




The new AKG C12VR is

an engineering anomaly.

The industry admits that it's possibly the best micro-

phone on the planet. Wall Street agrees that it's

perhaps the best invest- ment in the business of

music. Each one is @ handcrafted masterpiece.

Still made the old-fash-

ioned way, one-at-a-time,
so unique, that engineers

in Austria. Technology

and performers have aptly labeled the C12VR.

ROCKET SCIENCE

Who knows what a C12VR will be worth in the year 20710?

©1999 AKG ACOUSTICS, U.S. 1449 Donelson Pike Nashville, TN 37217, USA Tel [(615) 360-0499 Fax (615) 360-0275
email address akgusa@harman.com / <mailto:akgusa@harman.com>
Visit our website at www.akg-acoustics.com / <http://www.akg-acoustics.com:- H A Harman International Company
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THE FAST LANE

for one reason or another—a movie off
the air so they can see it later, a second
install of Word on their laptops so they
can play around while waiting for
Godot or whoever, or even copies of
commercial CDs.

I have been copying commercial CDs
for many, many years myself—simply to
avoid asinine filler songs. I buy the CDs,
digitally load the songs I like into my
DAW, sequence the collection as I see
fit and burn two—one for the car and
one for home. I will tell you, however,
that not once in my life have I ever bor-
rowed any CD and copied a single song.
Never. Too much like cannibalism.

But what are kids doing with the
new free-standing CD copiers from
Philips and others? Exactly what 1 won't
do. And that gets us a bit closer to the
point. Today’s mentality says it's okay
to borrow Photoshop from your buddy
and just leave it on your computer
when you return his original CD, or to
download MP3 copies of current songs,
to copy a Playstation game, or to down-
load a cracked copy of a new TDM or
VST plug-in from some cool warez site.

After all, you are not actually steal-
ing anything tangible, anything physi-
cal, anything that cost the creators
actual money.

The entire question of what data theft
really is, who it hurts and what it costs
us is complicated. Very complicated.

Until now, the nature of society and
the level of technology have kept
us relatively safe. We have generally di-
vided theft into two convenient cate-
gories: physical property and our newer,
messier invention, data. Physical proper-
ty theft is simple. It is illegal. Prosecution
ranges from ignoring multimitlion-dollar
stolen aircraft because of political con-
nections, to death for taking one loaf of
bread.

But data theft? This is being handled
very differently. Data theft is a new
crime, as data itself is new, at least digi-
tal data in the form that masses can use.

Amazingly, data theft in the form of
industrial espionage is basically #not ille-
gal. It is illegal to break and enter to get
it, but if you passively read a data
stream through an outside wall and
have not illegally entered a property
physically or electronically, or if some
disgruntled employee gives you re-
search secrets, they’re yours to do with
as you please! What a world.

Data theft can itself be broken down
into two distinct categories, as well—
local and commercial. In local data theft

situations, the criminal is a person who
makes a copy of software for a friend or
copies a CD and gives a few of the
copies away. This is so common that not
only is prosecution extremely rare, but
in many cases, the laws were simply
changed to overlook the crimes entirely.

Commercial data theft is quite com-
plicated to pin down, but new laws and
recent legal definitions concerning the
receiving of stolen goods have expand-
ed to cover the results. Here are some
facts that you may not be aware of, as
the laws are pretty new:

¢ Cracking software is illegal.

e Posting cracked software is illegal.

* Downloading cracked software is
illegal.

It doesn’t matter that no money
changes hands directly; the laws now
make the whole thing illegal.

CHAPTER IV

Until very recently, the enforcement
question was whether to try to keep
kids from copying, or to use resources
against the big guys. Well, that ain’t the
question anymore. With the Internet
sporting literally thousands of sites that
offer free illegally cracked software, the
litle kids arethe big guys. Technology
has brought theft to the masses.

These assholes are your worst ene-
mies, whether you realize it or not. Re-
gardless of whether you are honest and
don’t use this cracked software, or dis-
honest and do download and use it,
these guys will kill you. Either way, you
lose.

Here are some observations to con-
sider: Estimates are that about 50% of all
software in use today worldwide is
stolen! The proliferation of hackers with
cute names and their black-pirate sites
is fostering a sort of “cool” tolerance and
even support from the public. People
seem to think these people are sort of
“Robin Hoods” of the digital domain,
stealing from the rich and giving to the
poor. Illegal warez sites are everywhere,
Any kid can find them in three minutes
the first time, and ten seconds after that.
(You don’t mind your ten-year-old
daughter logging on to get a free copy
of Pokemon and being diverted directly
to “Cum Shot City,” do you?)

And for those of you without kids,
there are other wonderful ways you
lose. This new public tolerance is not
making the legitimate manufacturers
too happy. They, in turn, are pressuring
Congress, which in turn is forced to
modify and even add laws to make it
easier to prosecute cases, and to do it

—CONTINUED ON PAGE 227




24-hit
Reverb
with Soul.

The Roland SRV-3030 24-bit Digital Reverb Processor
represents a bold leap forward in professional reverb
processing. Thanks to its breakthrough DSP chip, superb
reverb algorithms, and unigue dual-processor design, this
digital wonder delivers lush, musical reverb that actually
responds to your music during playback—a world’s first.
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Dynamic Separation Algorithm

The SRV-3030's "soul" comes from its proprietary Dynamic
Separation Algorithm. Dynamic Separation splits signals of different
dynamic levels. frequencies, or note densities and sends them
through totally independent reverb processors. Thus, a kick drum
can automatically trigger a tight room reverb while the snare triggers
a hall setting; 4 horn solo can have p— NN
less reverb on the quick phrases than LH gg;;,m_;;,,l%—% .
on the slower phrases; and different (" b "t oo
instruments can trigger the type and amount of reverb which best
suits them. Al of which mukes using the SRV-3030 a truly musical
experience.
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Easy to Use

The SRV-3030°s streamlined graphic LCD and three edit modes give
you exactly the reverb sounds you're looking for—fast. The quick,
knob-based Direct Edit mode. the intuitive EZ Edit mode, and the
full-featured Custom Edit mode let you edit as quickly. or as deep,
as you want. The SRV-3030D model includes 24-bit coaxial digital
inputs and outputs for quick, all-digital connection. You can even
store short audio samples for instant auditioning of reverb sounds
from the front panel. making the SRV-3030 one of the friendliest
reverb processors you've ever met.

It’s time to expect more from your digital reverb processor.
It's time to expect some soul.

=Roland

SRV-3030/3030D
24-hit Digital Reverb

Roland Corporation U.S. 5100 8. Eastern Ave., P.O. Box 910921,
Los Angeles, CA 90091-0921. (323) 890-3700, www.rolandus.com
Faxback Information: (323) 890-3780 (doc. #10400)

Roland Canada Music Lid. 54580 Parkwood Way, Richmond, B.C.. VOV 2M 1. (60+4) 270-6626

Specifications and appearance subject to change without notice.
The SRV- 30301 model pictured

above includes 24-bit coaxiul
digital inputs and outputs.
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INSIDER AUDIO

TWENTY YEARS OF WRITING

AND THEY PUT YOU ON THE DAY SHIFTY

his month, I mark my 20th

anniversary as a professional

audio writer. Okay, stop
yawning. [ know you don’t want to
read another deadly “my life in
audio” column by this (or any
other) self-appointed sage about
how much things have changed
since [ got started, or why the in-
dustry/the music/the gear/the
drugs,/life in general was so much
better then, or how there were gi-
ants in those days and today there
are only small frys toiling away on
pointless projects in their little base-
ment studios.

Besides being boring, most of
those essays are simply not accu-
rate. The gear today is much better,
much cheaper and, for the most
part, much easier to use. The audio
industry is way bigger than it was
then, and it is far more interesting,

30 MIX, SEPTEMBER 1999

too. Twenty vears ago, it seemed
the only worthwhile jobs in the
field were related to making music.
Today there are dozens of other
areas that are just as exciting for the
aspiring audio professional. We
have thrown open the doors of our
little fraternity to a much broader
section of the population, and 1
think that’s good.

No, 'm not going to lecture. I'm
simply going to tell the story of
how I got into this business. It
has no moral, and it's not exactly a
boyhood-dream-come-true fable.
(*Gee, Mom, when [ grow up can |
be a professional audio writer?” “Be
quiet, son, and practice your bas-
soon.”) It’'s more like a full-length
demonstration of John Lennon’s
aphorism, “Life is what happens to

BY PAUL D. LEHRMAN

you when you're busy making
other plans.” Like many people. |
am where I am today not by de-
sign, but by a combination of
distraction, disappointment, seren-
dipity and accident. But I don’t
mind it at all—I doubt I would take
the same route if I had the choice,
but it’s nice to be here.

From a very early age, I had
three passions: music, mechanical
toys and words. I started reading at
a ridiculously precocious age, and
by the time I was in the third grade
had consumed just about every-
thing worthwhile in my school li-
brary. including a couple of
encyclopedias. Early on, I figured
out that if I could read, I could
write, too. My first scribbles were
short stories usually involving my
friends, space rockets and large
explosions.




Looking for the lowest price?

Fact is, if you purchase your gear from one of the major retaiters,
you're going to get a great, low price. The big stores all carry the top
brands, receive volume discounts from the manufacturers, and then

“price-shop” each other to make sure they're not undersold.

What's different about Sweetwater Sound and our Music Technclogy
Direct approach? Well, you already know that you'll always get a fair
price, but that's not all that different. Let's look at some of the additional

benefits you get when you work with Sweetwater:

P S
=R -
s [

twalter
SOUND INC.

@ Knowledge—you get the nght gear

IT'S HARD TO KEEP UP WITH ALL OF THE ADVANCEMENTS! SO WE MAKE IT OUR JOB TO
LEARN ABOUT THE LATEST GEAR, UNDERSTAND WHAT YOU WANT TO ACCOMPLISH, AND
THEN HELP YOU SELECT THE RIGHT TOOLS.

@ Convenience—you spend the least amount of effort.
How WOULD YOU LIKE TO HAVE A HUGE WAREHOUSE OF MUSIC GEAR RIGHT QUTSIDE
YOUR FRONT DOOR? WITH JUST ONE PHONE CALL, WE DELIVER RIGHT TO YOUR DOOR.
€ Service—you get great technical support and senvice.

How WOULD YOU LIKE FREE TECHNICAL SUPPORT FOR AS LONG AS YOU OWN YOUR
GEAR? NEED HELP WITH AN INSTALLATION? WANT TO KNOW THE EXPERT TIPS? WE
HELP YOU STAY FOCUSED ON YOUR MUSIC.

@ Respect—you get treated with respect

SHOULDN'T SHOPPING FOR GEAR BE EASY AND FUN? WE HELP YOU BUILD YOUR RIG
AND SAVE YOU FROM GOING NUTS! WHY NOT ENJOY YOURSELF AND YOUR INVESTMENT?

(800) 222-4700

5335 Bass Road * Fort Wayne, IN 46808 « (219) 432-8176 « FAX (219) 432-1758
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INSIDER AUDIO

Not much later, I discovered the
power of the press to inform, inflame
and enrage. When Twas 8, 1 published
a litle family newsietter on my father’s

duplicating machine (circulation: 6, if

you counted my sister. who couldn’t
read vet). By the time I was 13, 1 had
gotten thrown off the staff of my junior
high school newspaper tor writing an
editorial complaining that the student
government elections were rigged, and
for insubordination to the faculty jerk
who supervised us. So T immediately
started an “alternative” rag. Its niission
was 1o insult everyone frony the princi-
pal on down, and it almost got nie sus-
pended and nearly got the hapless
English teacher we had convinced 10
sponsor us fired.

In high school, T continued this
pattern—writing inflammmatory articles
for the student newspaper about poli-
tics and student rights, as well as music
and pop culture—and learned about
the realities of heing a columnist: the
rights (they have o publish you every
issue, no matter what vou come up
with) and the responsibilities (vou have
1o come up with something for every

issue). One article, a satirical piece
about student drug use that T wrote
under a pseudonym, set oft the largest
scandal in the town's history, thanks to
hundreds of hand-wringing parents and
teachers who ook the piece completely
seriously. In college. T wrote mostly
hreezy pull pieces about student go-
ings-on and mostly nasty reviews of
musical and theatrical events. until 1 got
into a fistfight with the editor in the
cafeteria over some obscure issue like
censorship vs. editorial judgment.

After college. I found mwself work-
ing as an engineer at a New York clas-
sical radio station. which put out a
monthly program guide; magazine. The
editor of the magazine, knowing my in-
terest in contemporary music. asked if' 1
would like to contribute reviews of new
recordings of 20th-century repertoire.
The first review | wrote was of an
albuny on the avant-garde label CRI
called Liectroiic Pioneers—works of
qarly composers of electronic music.
some of whom I had been studying
with just a few years before. When 1 got
an extra $25 in my paycheck that week,
it was one of the few moments of real
jov T experienced at a job that was oth-
erwise pretty deadly. I continued 1o

write for that magazine, even afier I was
let go frony the station—thiey had tin-
ished building a new facility and didn’t
really need me any more, and besides. 1
wasn't very good at my job.

I was even on the cover of one issue
of the station’s magazine. Every month
thev featured an any shot of a faceless
model playing one orchestral instru-
ment or another. One month they were
acutely embarrassed when they found
out the model they had hired 1o “play”
the harp had her hands entirely in the
wrong place. so they wanted o make
sure that mistake wasn't repeated. The
month I got fired, they wanted a bas-
soon on the cover. They knew I played
that odd instrument and would know
where 10 put my hands, so they asked
me o sit {or the cover—even though |
had been sacked. It's one of only two
times in my life that I've worn a tuxe-
do. and I must say 1 looked great, even
though vou couldn’t see my face.

After 1 eft New York and found my-
self unemploved in Boston, 1 ap-
proached the supplements editor of the
Boston Phoernix— an aliernative weekly
known for its excellent arts coverage,
incisive political writing and the raciest
personal ads in the business—and was




given several assignments to write about
consumer audio, or what we called then
“high fidelity.” It tumed into a pretty reg-
ular gig, and I continued writing for the
Phoenix for another half-dozen years,
and sporadically even today.

But after about a year with the
Phoenix, my journalism career took a
holiday, when I got what sounded like
the ultimate job offer. Since college, [
had been trying to land a staff position
at a recording studio. [ had made some
excellent contacts in New York and
Boston, but received no bites. Suddenly,
[ had in my hand a letter from a brand-
new, state-of-the-art 24-track MCI-
equipped studio. Its owner asked me to
come on as chief engineer. He would
pay my travel expenses, find and pay
for a place to live, and even give me a
car. The studio was the first step in a
planned corporate empire, which would
include a film company, a publishing
company and a record label. The only
catch was (and [ couldn't figure this out
until I looked closely at the stamps on
the envelope) it was in Trinidad.

It was an offer I couldn’t refuse. 1
tumed down a potentially lucrative the-
ater gig (see next month’s column), and
my brand-new girlfriend and I decided

to seek our fortunes in the Third World.

[ had never been outside North
America before, and [ had little idea
what to expect. My new boss (an expa-
triate American who had married into a
prominent local family) painted a rosy
picture of the place, as would be ex-
pected. Therefore, I was unprepared for
things like insane landladies, sporadic
water supply, a phone system where
the chances of a wrong number were
something like 90%, and a work ethic
based on two words: “Just Now.” That
phrase could be interpreted just about
any way you wanted: It could mean in
a minute, in an hour, maybe later today,
in a week if you're lucky, or not during
either of our lifetimes.

The studio was in a remote jungle
location, in an abandoned World War
[ U.S. Navy tracking station, which the
local government had essentially given

to my boss’s company in some kind of

nepotistic sweetheart deal. It was
about three miles from the nearest
public highway, and some ten miles
from the city where we had our of-
fices. Getting a telephone line to the
studio involved stringing many miles
of copper wire. We never did get a
working phone into the place for more

DURACELL

pROFFI L

than a few hours, and [ was constantly
running into the office in town to
make phone calls to book clients,
order supplies and arrange for the re-
pairs that were constantly needed in
the tropical climate.

There was another reason for our
telephone problems. Trinidad, at the
time, was said to have the highest stan-
dard of living of the independent
Caribbean nations, which unfortunately
wasn't saying much. Most of the island’s
economy was centered around oil,
which was under the control of Ameri-
can companies (agriculture in what
should have been an extraordinarily fer-
tile land had basically been left to go to
hell). That meant plenty of pollution
and an incredibly unequal distribution
of wealth. Lots of really poor people liv-
ing in wretched conditions.

As in many Central and South Amer-
ican countries, the single biggest event
in Trinidadian society, the day that all
Trinidadians rich and poor lived for, is
Camival: the celebration of the begin-
ning of Lent, known in the States as
Mardi Gras. There are fireworks, con-
certs, all-night bacchanals, battles of the
steel pan bands (for which groups

—CONTINUED ON PAGE 209

You want to be the one to tell him
the battery in his microphone died?

GET THE LONGEST LASTING PROFESSIONAL ALKALINE BATTERY.

PROCELL® Professional Batteries give quite a performance. After all, PROCELL Batteries
are DURACELL® Batteries. You get the reliability you need. The quality you expect. And

www.duracell.com/procell

an even better value because PROCELL Batteries are specially priced and packaged for
professionals. They're the longest lasting professional alkaline batteries you can buy. Now
that's a crowd pleaser. Call 1-800-4PROCELL for
more information and a distributor near you.

me

DURACELIf
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PROCELL: PROFESSIONAL BATTERIES



More than 200 audio professionals descended on the Universal City Hilton in
mid-June for studioPro99, Mix magazine's second annual technical and busi-

ness conference. This vear's theme. "Emerging Technologies and the Future of

Audio Production,” proved more than appropriate, as the two most well-at-
tended panels were Audio Production for the Web, moderated by Richard Elen,
and Sound Design for Interactive Entertain-
ment, moderated by longtime Mix contributor
Larry the O.

The two-day event kicked off with a panel
on Mix Formats and Conversion Issues, mod-
erated by Mix editor George Petersen. Not
surprisingly, most on the panel, including
Allen Sides and Dave Reitzas, agreed that
nothing in the digital domain beats %-inch
analog. At lcast not yet. Mix contributor Bob
Hodas then led the first of his two panels on studio acoustics. The buzz word
of the day, with nods to Dr. Peter 1Y’ Antonio. was “optimized.”

A luncheon forum was held each day. the first moderated by Mix LA,
editor Maureen Droney and focusing on how music producers balance
creativity, commerce and technology. The second-day lunch was devoted to
surround mixing for music, film and DTV, moderated by Mix film sound
editor Larrv Blake.

Other pancls included Independent Engi-
neers/Producers—Taking Care of Business, in
which moderator Dan Daley hosted a lively
discussion that ranged from contracts with
new bands to potential pitfalls in dealing with
labels; The Hybrid Workspace: Integrating
Consoles and Workstations; and day two's
closing session, which amounted 1o a tutorial
on New Audio Formats—DVD-Audio and
Super Audio CD. with engineers who have
worked in 5.1 for DVD and representatives
from Sony/Philips on hand.

Sponsors for StudioPro99 included Dolby
Laboratories and Genelec, which together hosted a 5.1 demo room that
proved exceedingly popular; Quantegy; Alesis; Audio-Technica; Mackie; and
Sony, which hosted the evening cocktail reception. Audio tapes were made
for each session. For copics. call 800,747-8069.

Plans are under way for StudioPro 2000. to be held next June. Watch these
pages for updates. u

PHOTOS LUCIA DEMASI
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The festivities kicked off with a disci

Mix contributor Bob Hodas, second from right,
hosted the first of his two panels on Studio and
Control Room Acoustics. Pictured, from left, are
Mix publisher Jeff Turner, studio designer Vincent
Van Haaf, manager of Sound City Studios Shivaun
O'Brien, acoustician and president of RPG Diffusor
Systems Dr. Peter D’Antonio, designer George
Augspurger, designer Chris Pelonis, Hodas and

Conterence Director Hillel Resner.



The bod boys of StudioPro99, from
left: Mix Pubksher JeHf Turner; Mix New
Technologies Editor and Program
Chairman Phil De Lancie; Conference
Director Hillel Resner; and Mix gadfly
Stephen St.Croix. The second ponel on ocoustics, Creating the Surround Monitoring Environment,
was moderated by Mix contributor Bob Hodas, far left. Joining him, from
left, were: Hank Sanicola, co-owner of O’Henry Sound Studios;
independent producer Robert MargouleH; Gory Myerberg,
director of technical operations at A&M Recording
Studios; Michael Verdick, chief engineer and head
of A&R ot Unitone Recordings; and facility
designer Peter Grueneisen of studio bau:ton.

Genelec teamed up 0 sponsor- Mix LA. Editor Maureen Droney, seated far right, hosted the first of the
mo room, available for half-hour conference’s luncheon forums, sponsored by Quantegy and devoted to Music
H Producers: Bolancing Creativity, Commerce and Technology. On the panel
were, seated L to R: producer Dovid Kahne, producer Denzil Foster, producer
‘Genelec, and Nancy Byers-Teague, Dave Jerden and Droney. Standing, L to R: producer John Porter, praducer

ogg and Gene Rodzik, all of Dolby. Ron Nevison, producer Sylvio Mossy and Steve Smith of Quantegy.

00 (coev]

DIGITAL

The lunchtime forum on Surround Mixing for Film, Music and DTV, hosted by Dolby, included, L jo R:
Steve Thompson of POP Sound, engineer Ed Cherney, producer Robert Margouleff, engineer/educator

+ John Ecrgle, engineer Leanne Ungar and Mix Film Sound Editor and moderator Larry Blake.
Mix LA. Editor Maureen Droney (left) and "t ginesr AT ' ! Y/

Royaltone Studios manager Jane Scobie
surrounded producer John Porter in an -
LOR configuration. "4

Business issues proved to be a hot topic,
with a panel on Independent Engineens/
Froducers: Taking Care o Business sparking
lively debate. On the panel wers, L to R:
producer Tony Shepperd, engineer John
Potoker, engineer/produzer Thom Fanurzio,
engineer/producer All Schmitt, moderctor
and Mix East Coast Editor Dan Daiey,
engineer/producer Joe Chicearelli and
personal manager Thom Trumbo of
Moir/Marie Entertainment.




Mix Film Sound Editor Larry Blake, left, hosted

a panel on The Hybrid Workspace: Integrating
Consoles and Workstations. He was joined by,
from left, re-recording mixer John Ross, Soundelux
chief engineer Bill Johnston, engineer Brant Biles,
engineer Charles Dye and sound designer/mixer
Bruce Nazarian.

The panel on Audio Production for the Web,
moderated by longtime audio industry writer
Richard Elen, center, proved immensely popular {
with the audience. From left: encoding.com’s

Todd Sawicki, Internet pioneer Lauren Weinstein

of Vortex Technology, author/musician Ron

Simpson and CEO/president of FastBand

Andrew Spanswick.

Longtime Mix contributor Larry the O, far left,
moderated one of the more lively panels, Sound
Design for Interactive Entertainment. Joining him,
frem left, were: Murray Allen, director of post-
production of Electronic Arts; Clint Bajakian,
composer and sound designer at LucasArts;
Aureal Director of Marketing Bob Safir; Tim Larkin,
senior sound designer at Yosemite Entertainment;
and Scott Gershin, sound designer and president
of Soundelux Media Labs.
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Two audio analyzers for the digitalage.

Each with advanced features and architecture for different audio d
functional testing applications.

System Two, the recognized standard for Dual Domain audio testing.
System Two Cascade, with DSP power for 96 kHz digital audio sampling ra
applications and beyond.

system Two System Two Cascade
¢ Available in Analog-only, Analog + DSP, ¢ Available in Analog +DSP, Dual Domain &

Dual Domain® & Digital-only versions Digital-only versions
¢ Generate and measure analog, digital and digital 4 Dual Domain & Digital versions operate with

audio interface signals in their native domains continuous sample rate range from 8k to >100k
¢ Guaranteed ana'og Signa‘{ flatness of iOO’IdB ¢ Slng|e & dual connector Operation at 96 kHz
4 Analog analyzer residual noise <1.0 uv (-118 dBu) # Dual THD + N, IMD or bandpass measurements with
¢ Digital analyzer residual noise two Function Reading meters

<150 dBFS narrowband ¢ More DSP memory for longer acquisitions &

overlapping acquisition/transform

Both units share advanced APWIN® software for creating your virtual test bench and automated procedures.
Each unit includes many more features than we can list here.
We suggest you make your own choice — to compare for yourself.

e 47 PO Box 2209
u Io Beaverton, Oregon 97075-2209
7 S i (503) 627-0832 US Toll Free: 1-800-231-7350

W Fax: (503) 641-8906
Email: sales @audioprecision.com

web site: www.audioprecision.com

our worldwide force of Audio Precision representatives will be pleased to provide further information
on both versions of System Two®

INTERNATIONAL DISTRIBUTORS: Australia: Vicom Australia Pty. Ltd., Tel: 3 9563 7844; Austria: Elsinco GmbH, Tel: (1) 815 04 00; Belgium: Heynen N.V., Tel: 11 €00 909, Brazil:
Interwave Ltda., Tel: (21) 494 2155; Bulgaria- Essirzo Rep. Office Sofia, Tel: (2) 958 12 45; Canada: Gerraudio Distributior, Tel: (613) 342-6999; China.GEC, Tel: 2919 8282;China, Hong Kong:
A C E (int'l) Co. Ltd., Tel: 2424-0357; S&Y Instiuments Co. Ltd., Tel: 2833 9987; Croatia: Eisinco Rep. Office Zagreb, Tal: 1 618 14 48; Czech Republic: Elsinco Prata spol. s ro.,
Tel: {2) 49 66 89; Denmark: npn Elwktronik aps, Tel: 86 57 15 11; Finland: Genelec. Y, Tel: 17 813 311; France: ETS Mesureur, Tel: (1) 45 83 66 41, Germany: RTW GmbH & Co. KG.,
Tel: 221 70913-0; Greece: KEM Electronics Ltc., Tet: 167 48514/5, Hungary: Elsinco Butapest KF T Tel: (1) 339 0000; India: Comcon Industries, Tel: 11 6311606; Israel: Dan-El Technologias, Ltd.,
Tel: 3-647 877Q; Maly: Audio Link s.rh, Tel' 0521 648723, Japan: Toyc Curporation, Tel: 3 3279 0771, Kcrea: B&P International Co., Ltd., Tel: 2 546-1457; Malaysia:
Test Measuremnent & Engineering Sdn. (Selangor), Tel 3 734 1017; Test Measurwment & Engineering Sdn. (Penang), Tel: 4 B422688; Netheriands: Heynen B.V., Tel: 485 55 09 09, New Zcaland:
Audio & Video Wholesalers, Tei” 9 279 7206; Poland: Elsinco Polska sp. z 0.0.. Tel: (22) 39 69 79; Portugal: Acutron Etectroacustica Lda., Tel: 1 94¢) 1785; Singapore: TME Systems Fte Ltd.,
Tel: 747-7234; Slovakia: Elsinco Slovensko s.r.o., Tel: 7 6428 4165, Slovenia: Elsinco d.0.0., 61 13262 77 South Africa: Soundfusion Mfg., Tet: 11 477-1315; Spain: Alava tngenieros,
Tel. 91 567 97 00; Sweden: TTS Tal & Ton Studioteknik AB, Tel: 31 52 &1 50; Switzerland. Dr. W. A. Gunther Audio Systems AG, Tel: 1 910 45 45; Taiwan:
Doubis Advance Tech., Tel: 2 2596 0696; Thailand: Massworld Company Ltd., Tel: 2:294-4930; United Kingdom: Thririby Thardar Instruments, Ltd., Tel: (1480) 412451 (3715/99-b&b)
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Some Practical Advice
For Recording Mellotrons,
B-3s, Pipe Organs and
Esoteric Synths

CAPTURING THE

Revhoard

BY RICK CLARK

Keyboa rds have always

provided an endless array of colors and

nuance for music projects, adding tone to an

underbed or singing solo in an extended bridge. Listen

back to Charles Earland and Jimmy Smith funking up jazz on the B-3,

or the Moody Blues’ Mike Pinder’s dense, orchestrated Mellotron atmos-

pherics, or NRBQ’s wildman Terry Smith bashing a clavinet into one of the coolest

rock ‘n’ roll instruments, or E Power Biggs’ grand pipe organ performances of

Bach, or the amazingly subtle and musical application of analog synth on The Bea-
Hes’ masterpiece Abbey Road.

So, in this applications feature, the focus is on keyboards. (We’ve also included a

sidebar on choosing and maintaining a studio piano. For information about piano

recording, refer to the “Recording Piano” feature in November ‘97 Mix.) In this

feature, Tony Visconti, Cookie Marenco, Leanne Ungar and Christopher Green-

leaf describe their advice and experiences recording everything from pipe

ALL organ and Fender Rhodes to synths and Mellotron. Mix would also
PHOTOS TAKEN

AY OTR STUDIOS
BY MUFFY KIBBEY like to thank Anne Catalino and Matt Rollings for their input.
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TONY VISCONTI

Over the past thiee decades, Tony Vis-
conli bas produced, engineered, nmixed
and arvanged orchestral parts for sonie
of the most innovdative artists in pop and
rock music, including David Bowie, 7-
Rex, the Moody Blies. The Move, lpgy
Pop, Wings, Sparks, Strawbs, Budfinger.,
Genile Giant, The Radiators, Boomiown
Reits and many others. Most recently,
Visconti was wrapping 1p production on
Avrista band Rustic Overtones.

One of the most exotic keyboards to
record is the Mellotron, and its first

cousin the Chamberlain. They are not
dissimilar in concept—they are both
keyboard samplers that play prerecord-
ed analog tapes. IMr. Chamberlain left
the Mellotron organization to start up
his own eponymously named keyboard
company.|

I started recording Mellotrons as
early as 1968, after hearing that haunt-
ing flute intro to “Strawberry Fields For-
ever.” In London, in 1968, you could
actually hire that very same Mellotron
The Beatles hired to play that very

same flute sound and also that flamen-
co guitar run used at the beginning of
“Bungalow Bill” [by pressing one keyl.
One could also request the sound of-
fects library rack of tapes that The Bea-
tles also used for the jet airliner wheels
squealing at touchdown at the begin-
ning of “Back in the USSR.” Even be-
fore hot string sounds were available
on early ARP synthesizers, the Mel-
lotron afforded the average Brit pop
band a sleazy opportunity to have a
string section on their record, and it

Here is my Mellotron credo:

A good Mellotron is a sampled Mellotron.
A good Mellotron sample is looped.

A good Mellotron loop is Avtotuned.

~Tony Visconti

HOU TO SELECT AND MAINTAIR
H RECORDING PIAND

BY MICHAEL €. VECCHIONE
Here are some practical suggestions for selecting the right
piano and, equally important, finding a competent piano
tuner/technician.

FINDING THE RIGHT PIANO

What is the best piano? This is not an easy question o an-
swer, because no two pianos sound exactly alike. In fact,
two pianos with consecutive serial numbers tfrom the
same manufacturer may sound completely different.
When selecting a piano for purchase or rental, always
wrile down the scrial number. Some respected concert
stage pianos may not necessarily be the best choice for
critical recording. A good concert piano may project well,
yet lack extreme clarity. Concert hall acoustics may mask
extrancous mechanical sounds, which recording micro-
phones will reveal.

The ideal recording piano is a grund; a minimum
length of 6 feet is recommended. In general, pianos 6 feet
and larger produce powerful bass, with solid mids and
highs, and graceful pianissimos. Some smaller grands will
not exhibit these qualities because of inadequate string
length. Also, the soundboard area of a 6-, 7- or 9-foot
grand is much larger than that of a 5-foot or baby grand.
Generally. the larger grands also offer higher quality in
design. materials and workmanship. Try to buy the largest
piano that you can possibly afford, even if you have o
do a litle creative financing. Also, purchase a high-quality

artist’s bench with the piano (a leather seat covering is
best), and schedule regular bench maintenance.

GET HELP

When shopping for a piano, get help. A registered piano
technician or an expericnced pianist can “test drive” a
piano and should be able to point out any problems,
some of which a nonplaying recording engineer may not
notice. For example, i a piano does not “sing,” and notes
have a short decay, no amount of editing or re-recording
will fix it. A piano with an inferior tone may end up an
impediment rather than an asset.

Also, keep in mind that, if you are paying a consul-
tant’s fee, his or her opinion should not be influenced by
any potential sales commission. Free advice may only be
worth what you pay for it.

PREPARING THE PIANO

Any new piano needs o be prepared before delivery.
PPrep work should include a thorough tuning (balancing of
pitch, temperament, octaves and unisons), action regula-
tion (geometrical adjustment of all moving parts 10
achieve the optimal touch), hammer tone regulation (ma-
nipulation of hammer felt to modify the instrument’s tim-
bre) and voicing (ensuring that the hammers address each
string with optimum consistency).

If prep work is not done, or is done poorly, it could
cause some unpleasant surprises during a session. Final
tone regulation and voicing should always be done in the
room where the piano will be recorded. You may want to
have your own piano technician do this work.

FINDING A PIANO TUNER/TECHNICIAN
A skilled and reliable piano tuner/technician is essential.
—CONTINUED ON PAGE 42
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INTONATOR

VOCAL INTONATION PROCESSOR

SAVE TIME

PRESERVE VOCAL INTEGRIY

Encompassing the heritage of more than 20 years of
delivering professional tools to the professional industry.
TC Electronic proudly irtroduces a high-end vocal
processing tool aimed at reducing tedious engineering
time spent on doing vocal re-takes - dedicated to the
professional vocal recording engineer.
The Intonator not only provides the ultimate solution to
vocal pitch correction, but offers various highly useful toois
as well, including .adjustable De-esser and Adaptive Lo-Cut
(ALC™) filtering techniques.

Vocal Integrity

Preserving integrity is a must when dealing with delicate human vocals. By dramatically
reducing the amount of re-takes needed, you minimize the risk of fragmenting and
potentially destroying the emotional integrity and concistency of the artist’s expression.
The Intonator provides you with an ultra-transparent signal path thanks to industry-leadirg
hardware specifications, incorporating TC’s worid-renowned DARC™-chip techmology, 96
kHz internal processing and real 24 bit resolution. Utmost care has been taken in the
software development as well, ensuring that all adjustments appked to the incoming signal
are being processed in a subtle, yet highly effective manner!

The Human Touch

Preserve the Artist's personai touch by allowing viorato. initial intonation and
limited correction individually. Use the custom scale feature to achieve a unigee
"Do-not-process-anything-but-this-rote” setting. Specify when a specific note must be
considered out of tune with the Pitch Window and limit the amount of Pitch correction added
to these notes by using the Amount control.

§

Features:

(3

3

-

Unigue Pitch Intonation Processing

Vocal specific De-essing

Vocal Specific Adaptive Lo-cut filter

96 kHz, 88.2 kHz, 48 kHz and 44.1 kHz
compatible on digital and analog /0’s

Wordclock Input for external clock synchronization
Fully integrated industry standard connectivity:
AES/EBU, S/PDIF & ADAT digital 1/0's

~ ADIOS™ (Aralog Dual 1/0%s) configuration enables

simultaneous recording of processed and
un-processed vocal

Full MIDI automation makes correlation to external
reference-signal a breeze

Audio-to-MIDI conversion allows tracking of
correction history

Easy Edit user interface with dedicated chromatic
front panel controls and Alpha dial control

High resolution display provides instant visual
feedback of intonation and corrective action

t.c. electronic
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wasn't synthesized; it was the real deal,
real strings.

It isn’t so strange to learn that the
Mellotron was intended to be a home
keyboard, an alternate to an electric
organ. The infernal mechanism that
played a 7-second piece of tape at the
touch of a key was not meant for heavy
studio or road use. I have witnessed
many times a Mellotron tape rack spew-
ing its contents all over the control
room floor. It was a gifted roadie who
knew how to wind the tapes back onto
their rack.

There are special ways to record a
Mellotron. The Moody Blues were one
of the first groups to get a reasonable
quality sound from this instrument.
Justin Hayward confirmed to me that
Mike Pinder used to smooth out the er-
ratic wobble of the tapes and the limit-
ed 7-second playback by recording the
same parts triple-tracked and playing
slightly ahead and behind the beat so
that the wobbles would smooth out a
little by subsequent overdubs. In my
early use of the Mellotron I did this too,
with session players like Rick Wakeman
and others.

The only way to record a Mellotron
was from its direct output, to get
cleaner access to those tapes. It had
built-in speakers, but they made the
sound even more intolerably low-fi.
The tapes were divided into three dis-
crete tracks, so you had a violin, a
cello and a flute available on one tape
rack. It was soon discovered that you
could have a violin and flute sound si-
multaneously by jamming the tape
playback head between settings. This
is a physical procedure, not electronic
switching. One can only assume that
tape head azimuth was never a strong
point of Mellotrons.

In recent years, the Mellotron has
had a renaissance, and many of these
old beasts have been resurrected from
scrap heaps. In the late '60s it was ap-
parent that the tapes were not getting
any younger or fresher with constant
use. I've heard that nowadays there are
enthusiastic Mellotron users who've
found the original master tapes and are
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making copies for current use. This may
be all well and good, but then there are
the tape heads themselves, which are
rutted almost beyond use on some
units. In the '80s I realized that there
will come a point when the last Mel-
lotron or Chamberlain will fall sideways
into the dust, so I decided to record and
sample as many Mellotrons as I came
across.

I first did this when recording with
the Moody Blues in recent years. 1 pro-
duced the albums The Otber Side of Life
[featuring the single “Your Wildest
Dreams”), Sur La Mer [featuring the sin-
gle “I Know You’re Out There Some-
where”] and Keys of the Kingdom (seven
tracks). The Moodies were reluctant to
use their old Mellotron, kept in storage
for over a decade, because of its inher-
ent unreliability. I coaxed their road
manager to dust it off and fire it up, and
I found the most exquisite string sam-
ple. Justin told me that they commis-
sioned the string sounds themselves
because they didn't like the original
batch that came with a Mellotron. I had
my assistant engineer run a DAT as |
played and identified each note of the
chromatic scale. I then sampled only
the best notes based on clarity and the
least amount of “wow” and “flutter.”
Then I spanned them along the key-
board as Akai S1000 samples—a good,
clear G# would also have to substitute
for a wobbly G and A. The results
sounded better than any Mellotron on
the planet.

We used the results on tracks of
Keys of the Kingdom, and of course I re-
tained the samples for my personal
sample library. The Moodies are using
my sampled string patch on their live
dates to this day. What is even more
special about my samples is that I
looped the notes very carefully so that I
am not limited to the 7-second length
restriction.

I was also fortunate to have a friend
in Los Angeles who has an excellent
Mellotron in his possession—Jan
Paulshus, a salesman for Roland. He
kindly allowed me to stick his instru-
ment’s output into my portable DAT
recorder, and I played every note of
every tape he possessed. Let’s face it,
these Mellotron tapes will never im-
prove with age. They can’t loop either.
My philosophy is this: A good Mellotron
is a sampled Mellotron. As for the wob-
ble of the tapes, wow and flutter, I in-
tend to start resampling from my DAT
originals and run these samples through
my Pro Tools rig to even out some of
the more vicious wobbles with my

—FROM PAGE 40, SELECTING A PIANO

Ask for recommendations from the
local symphony hall or conserva-
tory of music. Another option is to
call the Piano Technicians Guild
Inc. at 816/753-7747 or e-mail to
ptg@ptg.org; this not-for-profit, na-
tionwide professional organization
has a membership of more than
3,500 piano tuner/technicians,
mostly located in the U.S. and
Canada. The PTG'’s nationwide di-
rectory will list a Registered Piano
Technician (R.P.T.) in your area.

Tuning for recording takes a
long time—allow enough quiet
time for a thorough job. I like to
spend a minimum of one-and-a-
half hours on a recording piano,
and I find that only after the fourth
tuning does a piano begin to
reach its full potential. Although
efficiency and accuracy are attrib-
utes of any good technician, a job
done in haste could ruin a session.
If your tuner does a “fine” tuning
in less time than it takes to review
a 45-minute DAT, get another
tuner.

Tuning is as individual as a sig-
nature, so although it is useful to
have a short list of tuners avail-
able, I'd recommend against using
two tuners for the same project. If
the piano is the featured instru-
ment for critical classical or jazz
recordings, it may be worth hav-
ing a technician on duty during
the sessions. The investment will
provide peace of mind for both
engineer and artist.

HUMIDITY CONTROL

One piece of equipment I highly
recommend is a piano humidity
control system. Your piano techni-
cian can professionally install one
of these. Studios can lack the
proper humidity, and replacing a
cracked soundboard caused by a
dry environment could cost big
bucks. And never let clients place
drinks on the piano. A one-dollar
cup of coffee, accidentally spilled
onto the action, could cost several
thousand dollars in repairs. Protect
your investment. 1]

Michael C. Vecchione is an R.P.T.
and recording engineer in Balti-
more, Md., and specializes in
recording piano preparation.
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every nuance... each subtlety... it's hard to beat the warmth of
a vintage-style, large-diaphragm microphone.

That's why we created the new AT4047/SV. 1t offers the sonic
characteristics reminiscent of early F.E.T. studio microphones
and delivers the consistent performance and reliability you've
come to expect from A-T's 40 Series.

The AT4047/SY gives you a perfect
blend of classic sound and modern
precision engineering. We call it a
contemporary replication of vintage

condenser tecknology. You'll call

AT4047/5V Cardioid

it amazing. Capacitor Microphone

@‘audio-technica.
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Hammond Leslie cabinets offer lots of miking fun. Here, two
AKG C-414s copture the swirling upper horn, while the bass

rofor is miked in mono.

Antares Autotune plug-in.

Here is my Mellotron credo:

A good Mellotron is a sampled Mel-
lotron.

A good Mellotron sample is looped.

A good Mellotron loap is Autotuned.

An obvious bonus to having a
looped, optimum keyboard scaled Mel-
lotron patch is that it is MIDI-address-
able—you can pitch-bend, play
dynamically, use a sustain pedal and
add chorus effects, etc. These enviable
features are lacking in the standard, vin-
tage Mellotron. The original, first-gener-
ation Mellotron players clamored for
these features.

As for keyboards, an electronic key-
board is a musical instrument, not just a
playback machine. An engineer thinks
nothing of reaching for outboard equip-
ment, compressors, equalizers, effects
boxes, etc., when recording guitars,
drums or vocals. With modem synths,
sound designers give you their versions
of onboard effects added to their patch-
es, and, in most cases, they are not
what you would want. I try to take the
effects off by accessing them in the
synth’s menu and then process the dry
patch according to what the song de-
mands. For lead sounds, a fat tube com-
pressor really toughens it up. The best
way is to actually play the synth
through a hot guitar amp, mike it and
maybe blend it with the direct signal. A
brass patch can benefit from being
made punchier by putting a gate across
the output and a compressor after the
gate.

I'm currently finishing an album for
a group called Rustic Overtones, on
Arista Records. Their keyboard player,
Spencer Albee, uses vintage keyboards
almost exclusively—a beat-up Ham-
mond B-3, a Clavinet and a Wurlitzer
electric piano. For a crunchier sound on
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the Clav and Wurlie, we put
them through a SansAmp, the
Swiss Army knife of guitar
amp simulators. Sometimes
the Clav actually sounded like
a shredder guitar. Of course,
there is nothing like a dedicat-
ed guitar pedal to help spice
up a keyboard, which is some-
thing we did on many tracks.

COOKIE MARENCO

Cookie Marenco is an indepen-
dent engineer and producer
working mostly in the San
Francisco Bay Area. She bas
worked with Max Roach, Char-
lie Haden, Mary Chapin Car-
peniter, Praxis (with Brain and
Bucketbead), Ladysmith Black Mam-
hazo and Tony Furtado. Matt Rollings,
Phil Aaberg, Liz Story, Rodney Franklin,
Billy Childs, Carla Bley, Dirk Powell and
Kevin Kern are among the keyboardists
she bhas recorded.

I used to be a keyboard player in a
past life and still have about a dozen in-
struments around. There’s been a re-
naissance in the last few years of the
older, classic instruments like the Fend-
er Rhodes and Hammond B-3 organ. I
still haven’t found a synthesizer that can
duplicate their sound, let alone the feel
and touch. Many synths can come
close, or at least close enough to save

Leslie spinning at an odd speed—or
not at all—and without a person who
really uses those elements of the B-3,
you'd never know there was a prob-
lem. But even a busted B-3 sounds bet-
ter than any synth, as long as it makes a
sound.

For miking a B-3, I like to use three
tracks whenever possible. A stereo pair
on the spinning homs of the Leslie and
one mic on the bottom. I've used three
Neumann 87s a lot of times, or two
AKG C-12s as the pair and a Sennheiser
421 on the bottom. For Matt Rollings [on
Jenna Mammina’s record] I used two
414s and an RE20. I placed the mics
about six to eight inches from the horns
on opposite sides to make the most of
the Leslie spin. Matt is a master with the
Leslie toggle switch and the volume
pedal, which certainly makes my job
easier.

The B-3 can be tricky if the head-
phones aren’t just right, because the
player will make adjustments with the
volume pedal, like it or not. It's one of
the more difficult instruments to get just
right in the ’phones. It will affect level
to tape, how the other players are hear-
ing and change the sound of the mik-
ing. It can ruin a whole session when
it’s not right. Even more difficult is
when the B-3 player is using the bass
pedals and functioning as the bass play-
er. It takes real mastery of the instru-

Few people know that touch
can really affect the sound of the B-3.

Iif you pull out all the stops and slowly push
a key up and down, you can hear it go up
the overtone series.

—Cookie Marenco

your back when schlepping it around is
an issue. In fact, my Rhodes was
packed up and hidden in storage for
ten years until Myron Dove [bassist,
Santana, Robben Ford] came in one
day, found all the pieces and put it to-
gether. I was shocked at how good it
sounded.

There are two things that make my
job of recording easier on keyboard.
One is a great player who understands
the nuances of these instruments, like
the B-3, and the second is having an in-
strument in good shape. No easy feat.
The B-3 can have problems like the
percussion switch not working or the

ment to not make a murky mess of the
performance. Compression to the
'phones can help.

On RARE occasions, I've been talked
into doing a B-3 overdub, and this
headphone issue had plagued me so
much that P've taken to setting a pair of
Genelecs up on the instrument and not
using 'phones. Fortunately, with the
Leslie, you can set it up to avoid bleed,
but a lot of times, I'll record regardless
of the bleed. No ’phones just makes for
a better performance if your recording
allows it.

A special aspect that few people
know is that touch can really affect the
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sound of the B-3. If you pull out all the
stops and slowly push a key up and
down, you can hear it go up the over-
tone series. A master musician will have
the control to hit a key halfway or less
to get a certain effect.

Another thing about B-3 is that
there’s a volume pot on the Leslie, by
the tubes, that can adjust the volume
output. That’s the “grit” dial. It's like
turning a 50-watt Marshall up to 10 for a
natural distortion. I don’t try to hide
room noise of the Leslie spirning. You
can disguise it a bit by making sure the
volume is loud enough coming out of
the Leslie. It can be REALLY noisy de-
pending on the player, but with all the
problems, there’s nothing like that
sound. You can amuse your friends and
annoy your neighbors with that thing.
I've done both.

LEANNE UNGAR

Leanne Ungar is an L.A.-based indepen-
dent engineer and producer whbose cred-
its include Laurie Anderson, Carlene
Curter, Leonard Coben, Holly Cole, Janis
lan, Ray Charles, Temptations, Willie
Nelson, Billy Joel, Elton Jobn, Luther
Vandross, Natalie Cole, Peter Gabriel
and the Paul Winter Consort.

When I started working in the stu-
dio in New York City in 1973, the
Fender Rhodes was at the height of its
popularity. It's still my favorite key-
board. It was standard equipment in
every studio, along with a grand piano
and a B-3.

When keyboardist and producer
John Lissauer [Leonard Cohen's New
Skin for the Old Ceremony] would come
in to record, he would call S.1.R. and
rent a certain Rhodes by the serial num-
ber. He liked the distortion and har-
monics of the low end on that particular
keyboard—something not easily re-
placed by a sample!

If I were using Rhodes on a basic
track, I would take it direct and fit the
speakers with a dummy plug. But when
possible, I prefer miking the amp. It’s a
more aggressive sound. To bring out
the attack and clean up the midrange, |
generally cut at 400 Hz and boost 1.5
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kHz on an API EQ.

There is no “ant” to recording sam-
pling keyboards, but some sound better
than others. I always liked the sound of
the Synclavier. It had a richer, more lush
sound. A sample is only as good as the
sampler.

I was working with Laurie Anderson
when she first got hers around 1983.
Working on “Kokoku” [from the album
Mister Heartbreak), we were waiting
one day for Phoebe Snow to come
sing backing vocals. We were listening
to her record to get in the mood. She
called at the last minute to say she had
a cold and wanted to postpone. We
took the beautiful a capella vocal stack
from “Two Fisted Love”—recorded by
Glen Berger, to give credit where cred-
it is due—into the Synclavier and
tuned it down considerably, until the
key was right. Phoebe was thrilled that
she didn’t have to travel with a cold,
and she got credit and was paid as if
she sang.

When it comes to recording a B-3,
like to use a kick drum mic for the low
end, like an RE20, D-112 or 421, espe-
cially if P'm lucky enough to work with
a great rhythm organ player like Jim
Cox. Those mics can give low stabs a
good punch. F'll usually use one or two
large-diaphragm condensers on the
high end, like 414s.

One warning, though: Don't give in
to the temptation to mike the open
back of the Leslie cabinet. The wind
from the rotors can pop the mic cap-
sules. Place the mics at the vents on ei-
ther side—or just one vent works fine,
too. If you are fresh out of expensive
microphones, no problem. The draw-
bars on the organ are so expressive and
5o precise you should be able to com-
pensate and achieve any sound with the
player’s help.

CHRISTOPHER GREENLEAF
Christopber Greenleaf bas engineered
many recordings featuring harpsi-
chord, pipe organ, piano, classical en-
semble, as well as orchestra. Some of
Greenleaf’s most recent work can be
beard on the Titanic label release
Bach, The English Suites for Harpsi-
chord, featuring barpsichordist Peter
Watchorm. Besides engineering,
Greenleaf has been published in High
Fidelity, Stereo Review, Audio and a
number of other audiophile consumer
magazines

Bach once said that “the room is
the most important Stop on the
organ.” Pipe organ in a bad room is
kind of beside the point. The 16- and

32-foot deep bass don't come together
unless the room is pretty nice. What
you can get out of a pipe organ in a
good room, with a really good pair of
mics, sort of defies belief, in the extent
to which two speakers can produce
what we have now come to market as
*surround sound.” A properly made
recording like this will accept sur-
round sound processing.

The Chapel at Holy Cross College
in Worcester, Mass., is my favorite.
The organ in that room embodies all
of the unbelievable sounds that these
instruments were capable of.

For pipe organ, I would typically
use two close omnis two-and-a-half
meters apart and maybe ten meters
from the organ. If you are aware of the
length of certain frequencies in the air,
certain things start to become appar-
ent. For example, if I set my omnis up
for about two-and-a-half meters apart,
that happens to correspond with a
wavelength in the air that is just be-
yond or avoids certain frequencies in
pedal bass. So if you have widely
spaced omnis—even for a modest
organ—something that will produce
bass will produce the rather out-of-
phase bass that, to the ears, spells
“weight.” And this is without process-
ing or EQ. To the ear, this says, “This
is power. This is weighty or authorita-
tive bass.”

There are other problems that arise
with spaced omnis that all the single-
point omni people are very right to
shriek and yell about. So I occasionally

When a
harpsichord
or piano is
extremely

close-miked, the
instrument hasn’t
had a chance to
interact with the
air, with the lid,
and develop its
frue power.
—Christopher
Greenleaf




use a single-point mic in the middle with
the stereo and simply blend the two.

There are three pairs of mics I like
to use, depending on the situation,
They are either the Earthworks QTC-
1, the Neumann KM130 or the
Schoeps MK2, which is about the
least-colored mic that you can get,
after the Earthworks QTC-1.

I recently recorded Elaine Funaro,
who is a wonderful harpsichordist,
and 1 used the Earthworks QTC-1 mics
and API preamps and a Troisi A/D
converter. The resulting recording
sounded amazing.

I think the QTC-1 is one of the
major achievements in miking. It is so
unbelievably neutral that I don’t hear
a lot of the effects 1 normally think of
as “audio.” I merely hear good or bad
miking, and that is what I want to
hear. Because they are so transparent,
they help you achieve some things
that you wouldn’t be able to hear your
way through to asking for with some
other mics. Anything recorded with a
microphone like that has a different
dynamic signature, and that means it
has more “life” and “air.”

I was recording two harpsichords
built a year apart after the same plan
by the same maker. I ended up using
different mics at different distances
from the instruments and each other to
achieve a comparable sound. For one
harpsichord, 1 used a KM130 farther
away and farther apart, and for one 1|
used the KM131 closer and closer to-
gether. It was a close enough sound
that going from track 7 to track 8 with
different instruments was not appar-
ent. That was achieved by listening,
not by a rule or formula.

When a harpsichord or piano is ex-
tremely close-miked, the instrument
hasn’t had a chance to interact with
the air, with the lid, and develop its
true power. All you have is this white-
hot attack, which may be very sexy,
jazzy and exciting, but you don’t get
the bass or the subtlety of the instru-
ment, and you rarely get beauty.

With harpsichord, or any long-
keyed instrument, almost all of the in-
teresting sound comes off the
interaction of the lid and the sound-
board. So if you are miking too close-
ly, you might as well take the lid off.
But if you're trying to be very true to
the way they sound, then the lid is
part of the sound—and I'm saying this
in the “Classical” sense. |

Rick Clark is a freelance producer and
writer based in Nashville.

ALPHASORB FABRIC-WRAPPED WALL PANELS

FREE Catalog & Sample
(800) 782-5742

www.acousticalsolutions.com
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a session while reclining leisurely on a stack
of goose-down pillows, surrounded by agreeable
musicians with golden, perfectly-tuned
instruments and super models who feed you
fresh tropical fruits, fan you with paim
fronds and massage your feet...and any piece
of professional audio or midi equipment
you could possibly desire can be rented
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day or night, and delivered to almost
anywhere in the world and
in perfect working condition...

deadlines? Call us on it.

and gone to heaven,
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summer NAMM 9

PRODUCT HITS FROM NASHVILLE

Fostex VM 200

Avdio-Technica AT 4047/5V

Ashdown amps
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When the massive heat wave swept over the U.S. this summer, we
at the Miv offices in foggy San Francizco didn’t know what all the
commotion was abeut—until we arsived in Nashville for July's
Summer NAMM Show'. Braving triple-digit temperatures and hu-
midity vou coukl cut with a knife. we rushed to the dimate-con-
trolled Nashville Convention Center. where we were treated to an
Opry-full of cool new products. Here are a few tavorites. . .

Fostex (www fostex.com) brings sigital technology to new lev-
els of atfordability with its new VM 200/VR 800 digital recording
and mixing svstem, which can be used together or separately.
Priced at $1,499. the VM 200 is a 20-input/S-bus digital mixer built
around 32-bit RISC processing. with moving-fader automation and
a host of DSP functions. The board emulates traditional consoles
by oftering instant access (rather than searching through recall op-
erations) to commonly used functions The companion VR 800
(8749) is an 8arack disk-based recorder, storing to a variety of in-
ternal and external mwedia. The VR 800 offers nondestructive edit-
ing features. graphic envelope display. pius autoscrubbing.
varipitch. MIDI and word sync. and more.

Based on Staccuto Systems’ extraordinarily pewertul Synth-
Builder technology, but in an affordable—about $2.200—package,
Rorg's (www . korg.com) Oasys is a'PCI card that integrates syn-
thesis. 100 effects algorithms and 12 inputs and outputs (analog
sterco. 8/PDIF and ADAT Lightpipe). With its 24-bit processing znd
open architecture. Oasys offers sturming realism in its approach to
modeling of analog and FM svnths. and re<creations of instruments
ranging from tonewheel organs to brass, woodwinds and percus-
sion. Shipping i November, Oasys’ first release is for Macintosh: a
Windows version is in the works.

Audio-Technica (www.audio-technica.com) introduced the
AT 4047/8V large-diaphragm condenser mic. designed to re-create
classic vintage condenser sound and fraturing a transtormer-cou-
pled output, dual gold-plated and aged Lirge diaphragms, a low self-
noise of 9 dB SPL and a dynamic range of 140 dB. The mic has a
switchable 80Hz highpass filter and 10dB pad. Retail is $695. We
got to hear the mics firsthand at Ocean Way. where Vince Gill and
Rodney Crowell put them through the paces.

In other mic news, Alesis (www.alcsis.com) added three new
condenser models to its expanding GT Electronics line: The AM
40 is a front-address tube condenser with gold-evaporated di-
aphragm and removable cardioid capsule, swhich is interchange-
able with optional hypercardioid and cmni capsules. At $749, the
AM40 is said to be the Ieast expensive ube mic on the market. Also
introduced was the AM30 ($499). a midsized condenser designed
for instruments and vocals. The AM30 is also cardioid. and is inter-
changeable with optional capsules. Finally, the AM11 (8399) is a

By SARAH JONES
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The new Euphonix R-1 an
extraordinary, non-linear
replacement for your old
"___-"' linear tape-based Multi-
62. . Track, joins the award
! _‘I,y winning Euphonix CS3000
=1 Recording and Mixing
| Console to give you the
highest sonic quality yet!
With Euphonix, you can
expect superb sound and

rock solid reliability.
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“The Purple Suite” in
New York’s Chung King
Studios features a 96
fader Euphonix CS3000
with Hyper-Surround™
and two R-1 Multi-Track
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THE MUSIC BUSINESS IS TURNING [EEIIEISOUT.

Come seerthesfuture.

October 18171999

EXpression Centér forNew. Medid':
San Frqncis‘é‘o-Bo_g ArTeq A

OId ways of doing business are no longer
viable. New technologies and business
models, like broad-band Internet, artist-to-
consumer electronic commerce, and high-
resolution multichannel digital audio

formats, are changing all the rules.

sPend a most valuable weekend in the San
Francisco Bay Area this October listening to
expert visions of the future and experiencing
immersive displays of advanced music and
sound technologies. Meet and mingle with
those at the forefront of the changes, and get

clued-in to the future of the music business.

Ex’pression Center for New Media is a unique, high-end
educational facility for audio and digital visual media production
allowing for an immersive experience in the future of media.

CONFERENCE
ADMISSION

One-Day = $295
Sat-Sun = $495
VIP Package* = $995

(*VIP Package includes premium
reserved seating, meals, hotel
shuttle and special events)
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for complete details.go to;, www.mb:5.com, or call 800-539-9032
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and Master Classes

» Audition the latest internet music devices anc techniques.

¢ Learn 5.1 surround mixing tips from top

producers and engineers.
* Get tutored on advanced recording hardware.
¢ Preview the latest music and production software.
» Prepare a DVD for replication.

» Set up your own Internet radio station.

Expert Discussions

* Redefining the Record Company for 2005

* MP3 Downloading and Fairness

+ Connecting the Artist and Fan in Cyberspace

« Recording and Playback Formats for 2005

* Selling Bits: the New Digital Economy

« Convergence and Music: Advice from the VCs

+ Internet Radio, TV and Multimedia Broadcasting
* The On-stage Technology Revolution

+ Home Studio Design 2005
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Dave Pakman

(Senior VP, Business Development, MyPlay)
Jeff Patterson
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David Pullman
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(Producer)

Ron Stone

(President, Gold Mountain Entertainment)
John Storyk

(Studio Designer, WSDG)
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(Paul Stubblebine Mastering)
Chris Varley
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Mark Waldrep

(President,AlX Entertainment))
Scott Welch

(Manager, Atlas/Third Rail Mgmt)
Lawrence Wilkinson

(Vice Chairman, Oxygen)
Eckart Wintzen

(CEO, Ex’tent)




Alesis AM30 and AM40

large-diaphragm condenser with a 1-
inch diaphragm on a brass capsule,
with pad and 75Hz roll-off switch.
NAMM also marked the first trade show
appearance of Alesis’ new MasterLink
9600 24-bit/96kHz recorder, protiled in
the July Mix.

Opcode (www.opcode.com) an-
nounced Version 4.5 of Vision DSP and
Studio Vision Pro. The upgrade adds
ReWire compatibility, VST plug-in au-
tomation and mix console automation.
In addition, both Vision DSP and Studio
Vision Pro 4.5 include a free copy of
Bias Peak SE software, and the Galaxy
Patch Librarian. And in case you hadn't
heard, Opeode is offering a Web down-
load of Vision DSP (with a PDF manual
and no tech support) for $59.

Living up to its name, the Guitam-
mer ButtKicker (www.guitammer.com)
is a floor-mounted. LF transducer that
uses piston technology to provide true
subsonic reproduction in the SHz to
200Hz range. By moving mass (flooring
or subflooring) rather than air, the $599
ButtKicker provides the perception of
extremely loud SPL bass without being
heard outside discos, studios or other
thrill-ride environments.

Metric Halo’s (www.channelstrip.
com) ChannelStrip Pro Tools plug-in
emulates the audio processing section
of a digital console in a TDM interface.
Features include input gain, trim, polar-
ity invert, expander gate, compressor,
6-band fully parametric 48-bit EQ, six
selectable filter types per band, plus
high resolution meltering; parameters
are all automatable. The plug-in can
support six channels per MIX DSP chip
(either six mono or three stereo, in any
combination). so each additional MIX
farm card provides enough DSP for 36
channels of processing.

HHB (www.hhb.co.uk) now distrib-
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utes the U.K.'s Ash-
down Engineering line

of bass and acoustic
guitar amps. Ashdown
products are known for
their classic retro styling
in addition to innovative approaches to
amplification—and best of all, these are
serious tools that sound as good as they
look.

Kustom (www kustom.com) is back!
Not only did the company show a full
line of way-cool retro blue. red and gray
sparkle, padded tuck-and-roll uphol-
stered amps—basic black is also avail-
able—but Kustom is now distributing
PowerWerks AC conditioners and the
Dawn line of portable PA. systems com-
bining a subwoofer with dual stand-
mounted ME/HF satellite speakers.

Speaking of reissues. NAMM marked
the return (after a 12-year absence) of
De Armond’s Ashbory Bass (www.
dearmondguitars.com). Priced at $499
including gig bag. it weighs only two
pounds and has a compact 18-inch
fretless scale with silkscreened “Trets™—
but what makes this bass even more
unique is its signature silicone rubber
strings, reminjscent of surgical tubing.
George Petersen, who checked it
out at the show, was overheard saying:
“It's fast. fun, an absolute joy to play

Ashbory Boss

and really sounds like an upright bass!”

Pro Audio Products, manufacturers
of the Isopatch patch panel, showed
SmartPatch, a programmable patchbay
that provides instantaneous push-button
signal routing, using electronic switch-
es rather than patch leads. In addition,
SmartPatch can save/recall up to 128
patches of various connection configu-
rations and can be remotely controlled
via MIDI. Distributed by Advanced
Sonic Concepts (www.advancedsonic-
concepts.com), SmartPatch retails at
$850.

Heavy metal? Armoured Cable (dis-
tributed by Samson, www.samson-
tech.com) is a line of super-rugged
instrument and mic cables, with a stain-
less steel outer covering like that found
on payphone cords. The cables feature
Neutrik connectors and are available in
a variety of lengths. Somebody should
have thought of this a long time ago!

Winter NAMM make its final appear-
ance in Los Angeles, Feb. 3-6, 2000. be-
fore moving back to Anaheim in 2001.
See you there! ]

P OTLIGHT

One of NAMM's blggest hits was Somc
Foundry's Vegas Pro {$699) non-lin-

rates. Also standard is support of MP3 files and
the creation of streaming media content, in-
cluding the ability to incorporate timeline meta-
data for both Windows Media Technologies 4.0
and RealNetworks RealSystem G2 file formats.

ear multitrack recording/editing sys-
tem for Windows-based PCs.

Vegas Pro marks Sonic Foundry's
expansion into development of Inter- | %
net authoring tools and media edit-
ing, says Sonic Foundry’ CEQ Rimas
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pable of meeting the production
needs of Internet content creators and broad-
cast media professionals worldwide.”

Based around a multi-threaded architecture
for achieving real-time performance {including
editing and effects), Vegas Pro is 24-bit/96kHz-
capable, accommodates unlimited tracks and
includes DirectX plug-in support for expandabil-
fty. Additionally, Vegas Pro offers the ability to
mix file properties, bit depths and sampling

. .. n . [y i
Buinevicius: "Vegas Pro effectively P S iR e
builds upon the proven technology of F=- ;‘oén-:l_“"' Ex e ks
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our existing products to provide a fr== =
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tion environment for audio/media [~ = d
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professionals, and it is also fully ca- fuem e -.
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And, it has an intuitive interface, similar to
those found in other Sonic Foundry applications.

Although Vegas Pro made its official pre-
miere at Summer NAMM, Sonic Foundry re-
leased a sneak-preview beta version on its Web
site in June, and thousands of copies were
downloaded by the time the official version was
announced. For more information, check out
www.sonicfoundry.com. ]




« large I.10 inch, hand-dampened, 24K
: gold-infused, Optema™ capsules are

o4 among the most precise and sensitive
ever made.

« Extremely wide frequency response,
fast transient response, dynamic range
and uniformly linear phase response for
transparency and low distortion.

* Its servo-valve topology with high
speed op amp design offers natural
warmth and smoothness, with extremely
low self noise (15 dB).

\
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Picks up
what other
mics leave

behind.

The VSM1 offers the warmth and smoothness you expect from a
large diaphragm tube condenser. But what makes it different is
its enhanced sensitivity—to capture and articulate voices,
instruments and rooms with their distinctive character intact.

Its uncanny accuracy and ability to convey a faithful sonic
image can evoke chills. Its ultra-low distortion and virtually
non-existent self noise make it among the cleanest, quietest
mics available, certainly in its class.

Unlike many of the new “vintage” replicas, the VSM lis an
original. It's the result of decades of microphone wisdom
combined with our awn innovations, including the inspired
circuit topography developed for our acclaimed VX2 twin tube
condenser. Unlike many of today’s so called “classics,” the
VSM | is built in the US, in our state-of-the-art facility. With
meticulousness found in mics costing several times as much—
and it sounds like it!

Visit your CAD microphone dealer for a listen, compare it
with anything on the shelf. Hear what you've been missing.
In fact, with VSM1 you'll hear so much more you may want
to clean your studio.

A ®

CAD Professional Microphones
PO Box 120 Conneaut, GH 44030
Tel: 888-702-7075, 440-593-1111, Fax 440-593-5395

Email: sales@cadmics.com, Weh: www.cadmics.com
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AKG released the C4000B ($848), an
electret dual large-diaphragm transduc-
er mic with selectable omni, cardioid
and hypercardioid polar patterns, and
bass-cut filter switches. The solid-state
C4000B wses a transistorized impedance
converter/preamp and includes a spider
shock-mount, and an integrated wind
and pop screen.,

The first family of FET and tube mics
developed for Alesis’ new GT Electron-
ics division includes the AM31 ($549),
AMS52 ($699), AM61 ($999) and AM62
($1,299). Nifty hard-shell cases and hard-
mounts are standard equipment for
each, and the tube AM61 and AMG2 add
an external power supply, shock-mount
and 6-pin cable. The AMS2 offers car-
dioid, omni and figure-8 pattern selec-
tion. The AMS51 is fixed cardioid, and
both 50 Series condensers are Class A

Alesis AMT1

FET mics with gold-evaporated mylar di-
aphragms and switchable -10dB pad
and 80Hz low-frequency roll-off. The 60
Series mics use military-spec Groove
Tubes vacuum tubes and are electroni-
cally identical save for the AM62’s ability
to switch between omni, cardioid, fig-
ure-8 and supercardioid polar patterns,
Alesis recently expanded its GT Elec-
tronics line with the AM11, a large-di-
aphragm condenser model based on
Class-A FET electronics. The AM11 fea-

tures a 6-micron gold-evaporated 1-inch
diaphragm, -10dB pad and bass rolloff
switch. The mic retails at $399 and ships
this fall.

Audio-Technica released the tube-
based AT4060 ($1,695), a dual large-di-
aphragm condenser mic. The fixed-
cardioid 4060 offers an impressive
150dB maximum input SPL (1 kHz @
1% THD) and includes an external
power supply, 32-foot cable, protective
mic case, shock-mount and switchable
120V/230V power for globe-hopping
recordists.

Audio-Technica unveiled the AT4047/
SV at summer NAMM. Designed to sim-
ulate the characteristic sound of vintage
FET microphones, the AT4047/SV is a
single-pattern (cardioid) design with a
large-diameter, gold-sputtered dia-
phragm condenser capsule, priced at
an affordable $695.

Arriving on the large-diaphragm
condenser mic scene the past year was
Audio DeutchKraft/ADK. The Oregon-
based company released four afford-
able cardioid pressure-gradient mics,
each with 1-inch gold-sputtered di-
aphragms, discrete FET electronics, PC
board upgrade kit options, a shock-
mount and a flight case. The base

\Xestlake Audio - and THE MiICROPHONE
The Pro Audio House Where Professionals Shop...

Neumann
SKM184 Set

Sales = Service =
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— It hears every sound. lt feels eve

The Shure KSM32 cardioid conden
to preserve the true drama of a performm

it is without compromise.

Nominee

'

nsitive microphone

to capture

the vibrations of

the soull.

r e hes the dynamic range and frequency response needed
or highly critical studio recording and live sound productions,

When spirits stir and souls are revealed and tne ordinary performance becomes extraordinary. will you

have a KSM32 to capture it?

L To know more. call 1-800-25-SHURE.

www.shure.com
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model AS1 is $495, the A5ts ($595)
adds low-frequency roll-oft and -10dB
pad controls, and it is available in shiny
Limited Edition Silver for $625. The
A51sd ($770) adds switchable polar
patterns. Avdio DeutchKraft/ADK A51s

MICROPHONE PREAMPLIFIER
omimimind| | i | o

(Actual size)

Excellence

Since 1987 the M-1 mic preamp has been impressing artists, engineers and
listeners around the world. Typical comments: “Whoa!” “Even the producer
could tell the difference.” The audio circuitry is simple, elegant and superior:

*Jensen JT-16-B mic-input transformer, Jensen’s best mic-input model.
If you thought transformers were a compromise, you haven't heard this one!

*990C discrete op-amp provides extremely low input noise, excellent
output characteristics and superior sonic performance. Class-A operation.

*No coupling capacitors in the signal path. Capacitors degrade the signal.
Transformerless circuits need them. Cheaper circuits use them. Not the M-1.

*YU-1 LED meter option (shown} provides great metering where you really need it.
+Jensen JT-11-BMQ ling-output transformer option (Jensen's best).

»All push-buttons are LED backlit, dimly when off, brightly when on. Channels and
options can be added later. Much more. 15-day trial period. Experience excellence!

e
[ Ask about the
| Jensen

Twin Servo®

{ &
.

ROV 90 mi |
THE JOHN HARDY COMPANY | ™™
P.0. Box AA631
Phone: 847-864-8060  Evanston, IL 60204 Fax: 847-864-8076
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Audix introduced its CX101 ($499)
and CX111 ($599) large-capsule con-
denser mics last year. Both are cardioid
and come with a shock-mount stand
adapter and aluminum carrying case.
Both also feature a 1-inch gold-vapor
diaphragm and black satin finish. The
CX111 is the same mic equipped with a

Audix CX111

10dB pad and low-frequency roll-off
switch.

B.L.U.E. Audio, a.k.a. Baltic Latvian
Universal Electronics, released two
new mics and a crate full of hand-built
capsules for the company’s Bottle mic
(released in 1997). The Blueberry
($1,295) and appropriately named
Mouse ($2,295) are fixed-cardioid
Class-A discrete condenser mics that
sport 22 to 22k Hz frequency response;
a custom wooden case; and optional
pop filter, shock-mount and high-defi-
nition mic cable. Bottle owners now
have seven pattern capsules to choose
from, ranging from single back-plate
cardioid to perspex sphere pressure
omnidirectional. All capsules retail for
$950, except for the $1,500 perspex
omni.

Benson Audio Labs’ LDC2000 ($399)
is an externally polarized large-di-
aphragm cardioid condenser mic with
internal shock isolation suspension sys-
tem, built-in 80Hz low-cut switch and a
gold-plated 3-pin XLR connector. The
LCD2000’s gold-plated diaphragms are
aged for added uniformity, and a stand-
mounted shock isolation system works
in tandem with the internal one to
negate hand, boom and stage bumps.

New from Beyerdynamic is the MCE
90 large-diaphragm electret condenser
mic, operating at 12 to 48VDC phantom
power and featuring high SPL handling,
a transformerless design, linear fre-
quency response and low self-noise.




Priced at $649, the MCE 90 has a
switchable attenuation pad and low-cut
filter.

BPM Studiotechnik’s CR-95 ($1,099),
TB95 ($1,699), CR10 ($549) and CR-7311
($899) are four hand-crafted German
condenser mics that were only avail-
able in the States by special order until
Peninsula Marketing & Import (www.
pmiaudio.com) began exclusive distri-
bution eight months ago. The CR-95 is
a dual-gold-diaphragm, transformerless
mic with selectable cardioid, omni and
true figure-8 patterns, along with bass
and pad cuts. The TB9S is a double-tri-
ode tube mic with the same polar pat-
terns and cut switches. The CR-7311 is a

BMP Studiotechnik TB95

new dual-diaphragm mic with pad,
bass-cut switches and selectable omni
and cardioid polar patterns, and the
CR10 is an affordable cardioid-only mic
with the same 1-inch gold-micron di-
aphragm and accessories as the rest of
the BPM line.

The Vx2 Dual Valve Condenser Mi-
crophone from CAD is a true dual tube
design with separate tube head amp
and tube output circuits, three pickup
patterns (cardioid, figure-8 and omni)
and a large 1.25-inch-diameter capsule
with 3-micron-thick, gold-sputtered di-
aphragms. Other features include dual
nickel-core humbucking output trans-
formers, 8/16dB noncapacitive pads,
80Hz highpass filter and optional de-
tachable capsule/screen assemblies of-
fering alternate frequency responses
and sounds. An onboard 24-bit A/D
converter option (with sampling rates
up to 96 kHz) is also optional. The Vx2
is priced at $2,249, including ZM-2
shock-mount.

CAD’s VSM1 single-tube, true con-
denser microphone is designed to pro-
vide the character of CAD’s top-of-the-
line Vx2 mic, but in a lower price, sin-

gle-pattern cardioid version. The VSM1
combines valve and Equitek servo con-
denser technology with large-diameter
(1.10-inch), 3-micron-thick, gold-sput-
tered diaphragms. Other features in-
clude low-noise performance (15 dBa)
and maximum SPL handling of 149 dB
(<0.5% THD) with the -16dB pad
switched in. Retail is $1,299, including
power supply.

The CAD E350 Servo Condenser
Multi Pattern Microphone offers a
choice of cardioid, figure-8 or omni
polar response, and features a -20dB
noncapacitive pad, 80Hz bass roll-off
filter and ZM-1G shock-mount. Its in-
ternal NiMH battery supported power
supply allows remote operation even
when 48VDC phantom power is un-
available. Retail is $899.

The first two products in CAD’s new
end-address series of microphones, the
ME F3 ($799) and ME V4 ($1,099) are
designed for broadcast, live perfor-
mance and recording applications.
Both of these cardioid mics use an
Optema Series capsule with 1.10-inch,
gold-sputtered diaphragm. The solid-
state ME F3 is based around CAD’s
“Equitek” servoed head amplifier; the
tube ME V4 integrates the same capsule
and Equitek servo condenser technolo-
gies found in the ME F3, combined
with CAD’s Vx2 valve technology, of-
fering rich harmonic overtones associ-
ated with classic tube mics.

Building on the success of its AL-1
system, Curtis Technology is now offer-
ing the AL-2, a stereo tube system com-
prising two individual large-diaphragm
(22mm capsule) mics with an elongat-
ed cardioid pattern that’s designed to
provide maximum isolation in live or
studio applications. The rackmount
power supply connects to the mics via
Mogami cable; the entire matched-pair
system is priced at $2,995.

The hand-built Dirk Brauner VM1
Tube ($3,495) features continuously
variable pattern controls on the power
supply, 20 to 24k Hz response and a
sophisticated 360° phase-shiftless wind-
screen. The Valvet ($2,695) uses the
same capsule and sounds just like a
VM1 but replaces point-to-point inter-
nal wiring with a circuit board and opts
for a transformer instead of the VM1's
custom twin core design. The VMS1
Stereo ($7,495) is a stereo version of
the VM1 with rotatable matched cap-
sule sets and a custom case that houses
both mic and power unit.

TGI North America now distributes
DPA Microphones, the mics formerly
known as Briiel & Kjer. Realigned last

The world’s finest

mi (TUP]]()HL‘H are now

on your desktop

Series 4000 Microphopes,,
(71 7/ ' ; .
11"19 world’s finest range of standard micro-
phones 15 now just seconds away at our new
and comprehensive website. When quality and
versatility are the key issues, DPA Microphones'
Series 4000 provide the perfect solution for the
discerning audio engineer. Incorporating legendary
capsule technology from Briiel & Kjar, the unri-
valled build quality of the Series 4000 15
matched -only by its superb acoustic performance
delivering characteristically clean and uncoloured
sound! From Cardiod microphones, for the purest
separated sound and Omnis for ultimate versatili-
ty - to individually selected A-B Stereo Kits, the
Series 4000 from DPA Microphones is the pre-
ferred| choice of audio professionals world-wide

for both live and recorded performances.

| >
I\enowned sound designer Frark Serafine has

introduced a pair of DPA 4011 to his facility
located m Venice, California. The diverse sitva-
tions Serafine Studios are involved in, demands a
great deal from the microphones they choose.
From [Music, ADR and Foley to 5.1 surround
mixing tae mics need to deliver,

Frank explaines the reasons for adding DPA to
hs equipment list. “The 4011's capture
subtleties and nuances in sound creation that |
haven't experienced with any other microphones.
This transparency allows for great flexibility,
particularly in foley and dialogue applications.
The carity is frightening and the results are
astoundieg. The 40115 were extremely useful in
racorging sounds for my new foley library.

The depth and realism created was paramount

to the end results.” Frank Serafine
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yeur as DPA, the company has released
its Type 3541 Vaocalist and Instrument

($6.000) microphone kit, a slender,
large-diaphragm, omnidirectional mic
with interchangeable capsules and pre-
amps based on B&K's popular Type
4040 Hybrid mic system. A wide range
of add-on options include (wo types of
preamp modules, a mic capsule with
an A-weighted self-noise level of only
7 dB, and others previously available
for the Series 4000 B&Ks.

Lawson sells its mics fuctory-direct
with a no-risk, ten-day money-back trial

period. Included are the new L47MP
($1,995) and L47C ($1,695). The MP is a
vacuum-tube, multipattern condenser
that can be selected to virtually any
polar pattern, and everything in be-
tween, and is available loaded with
12AY7 or EF86 tubes, a Jensen trans-
former, internal shock-mounted, gold-
deposited capsule, -12dB pad switch,
and gold or satin nickel finish. The L17C
is a large-diaphragm, tixed-cardioid wbe
mic that sports the same internul shock-

MANUFACTURERS OF LARGE-DIAPHRAGM CONDENSER MICS

AKG

www.akg-acoustics.com
615/360-0499
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Alesis/Groove Tubes
www.alesis.com

800/5-ALESIS

CIRCLE 202 ON PRODUCT INFO CARD

Audio-Technica

www .audio-techniza.com
330/686-260C
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Audio DeutchKraft/ADK
www.audiodk.com

503/772-3007
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Audix

www .audixusa.com

503/682-6933
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B.L.U.E. Audio
www.Dluemic.com

818/986-2583
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Benson Audio Labs
412/914-0575
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Beyerdynamic

www .beyerdynamic.com
516/293-3200
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BPM Studiotechnik
www.pmiaudio com

310/373-9129
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CAD

www.cadmics.com

440/593-1111 or 868/702-7075
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Curtis Technology

www . curtis-tecnnclogy.com
815/399-8453
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Dirk Brauner

Distributed by Transamerica Audio Group
www.dirk-brauner.com

805/241-4443
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DPA Microphones

Distributed by TGI North America
www.dpamicrophones.com
519/745-1158
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Electro-Voice
www.electrovoice.com
616/695-6831
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Josephson Engineering
www.josephson.com

408/294-1188
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Lawson
www.lawsonmicrophones.com
615/269-5542
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Manley Laboratories/Langevin
www.manleylabs.com

909/627-4256
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Marshall Electronics
WWW.mars-cam.com

310/390-6608
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Microtech Gefell

Distributed by G Prime
www.gprime.com/mtg

212/765-3415
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Milab

Distributed by Group One Ltd.
www.milabmic.com

516/249-1399
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Neumann

WWw.Nneumannusa.com
860/434-9190
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Pearl

Distributed by Independent Audio
www.pearl.se

207/773-2424
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Peavey Electronics
WwWw.peavey.com

601/483-5365
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RODE

Distributed by Event Electronics
www.eventl.com

805/566-7777
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Sanken Microphones

Distributed by Audio Intervisual Design
www aidinc.com

323/845-1155
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Shure

www.shure.com

847/866-2200
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Sony Pro Audio
www.sony.com/professional
201/930-1000

Soundelux

www soundelux.com

323/464-9601
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SoundField

Distributed by Transamerica Audio Group
www proaudio.co.uk/sndfield. htm
805/241-4443
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Stedman

www.stedmancorp.com
800/873-0544
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lawson L47MP

mounting, transformer and pad, but of-
fers either 6072 or 6267 vacuum tubes.

Marshall Electronics offers the
MXL2001 ($199), an economical studio
condenser mic with a 1-inch, gold-sput-
tered diaphragm in a solid machined-
brass enclosure. The MXL 2003 ($399)
is a new mic with a slightly larger di-
aphragm, extended low-frequency re-
sponse, three-position low-cut 0dB
-10dB pad switch, and a shock-mount.

Microtech Gefell is another German
mic group that has released new prod-
ucts the past 18 months. The M930
and M940 ($795 each) are tuned to
provide a slight presence boost from 7
to 11 kHz and feature internally sus-
pended capsule and electronics to re-
duce mechanical and external noise.
The M930 offers up a fixed cardioid
polar pattern. the M940 is a supercar-
dioid version. and each is available in
nickel matte or dark bronze housing
finishes.

Milab DM-1001

Sweden’s Milab has joined the digi-
tal mic movement started by Beyerdy-
namic three years ago. The Milab
DM-1001 is a studio condenser with in-
tegral 24-bit/48kHz cenverters, each
fed from its dual large. rectangular di-

/
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Get in touch with Earthworks realism today.

Real: +1-603-654-6427 (Fax 6107)
Virtual: www.carthwks.com

Postal: Box 517 Wilton, NI 03086
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Great music doesn't just happen in the studio.
So when you're heading out to yaur next live performance,
isn’t it nice to know that the Sound Devices MP-1 mic
pre delivers studio-quality soumd in remote locations
for more than 24 hours on two AA batteries?

Whether you’re recording rock, classical or jazz, you'll
be happy to discover that the MP-1 provides a low
Tnoise, 122 dB dynamic range signal path with a flat 50 kHz
handwidth to realistically capture the performance.

As you leave the safe confines of the studio to enter
the unpredictable world, you'll also tove the fact that the
Sound Devices MP-1 is designed to witsstand repeated
drops from heights of more than six feet — as well as

prolonged exposure to temperature and humidity extremes.

The new MP-1 microphone preamplifier from
Sound Devices. A transformer-balanced, studio quality
microghone preamplifier with 48 voit phantom power
and a selectable high-pass filter. Designed for critical
music, radio, tetevisiun and film-production applications.
In the studio or in the field, it won't let you down.

(C, SOUND DEVICES
N 2 ) Hear What You’ve Been Missing

www.sounddevices.com
tel: 608-5240625 fax: 608-5240655
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aphragms. A rackmount controller pro-
vides AES and S/PDIF digital outputs
and manual selection of polar patterns.
The controller also has an interface to
an external PC for computer-based
DSP control (and storage) of digital fil-
tering and customized, user-defined
polar patterns, created using direct
control of the capsule’s front and back
signals via DSP.

New from Neumann is the M147
Tube ($1,995), the next in the compa-
ny’s long line of vacuum tube con-
denser mics. Sporting a fixed cardioid
pattern, pressure gradient transducer
and transformerless output, this mic’s
K47 dual diaphragm capsule is the same
found in the legendary U47 and M49
microphones, and the 147’s circuitry is
the same that is used in Neumann'’s top-
of-the-line M149 tube mic.

Pearl, a Swedish company that has
been making microphones since World
War II (distributed domestically by In-
dependent Audio), released its CC22
($1,028) cardioid condenser model
within the past year-and-a-half. A rec-
tangular dual membrane capsule is
used to enhance low-frequency re-
sponse, and the 22’s transformerless
preamp circuit promises quiet opera-
tion.

The R@DE family of large-dia-
phragm condenser mics are distributed
by Event Electronics. The tubular
RODE NTV ($1,199) is the latest addi-

RODE NTV
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tion to the lineup and features a cap-
sule-suspended diaphragm sans center
wire for improved low-frequency re-
sponse, twin triode tube, custom
Jensen output transformer and 1.15-
inch gold-sputtered diaphragm. Also
served up are gold-plated jacks and
connectors, a power supply, 30-foot
multicore copper cable, birdcage
shock-mount and aluminum flight
case.

Shure has graced microphone buy-
ers’ guides for decades, and the com-
pany’s KSM32/SL ($1,029) and KSM32,

oo

-

§o

Shure KSM32/5L

CG ($959) make this year no exception.
Both are side-address, transformerless
cardioid mics with low-mass Mylar di-
aphragms, bass roll-off, and -15dB pad
switches and internal shock-mount sys-
tems. The SL comes in a champagne
finish and velveteen pouch, and sports
both swivel and shock-mount connec-
tors. The CG is the same mic wrapped
in charcoal gray and a padded zipper
carry bag.

Soundelux has been extremely busy
since January 1998, releasing five new
tube microphones. The U95s ($3,599)
and U95 ($1,995) both offer variable
omni, cardioid, figure-8 patterns and
six intermediate pattern steps between
them. Also included are power sup-
plies and shock-mounts, and each
comes in a crafted wood box. The new
U97 ($599) is a transformerless FET
mic with the same pattern selections
and box, the U195 FET ($995) is a car-
dioid FET, and the PTM ($1,199) is a
cardioid tube mic with switchable
115/220V operation, shielded AC
cable, mic clip and the same lacquered
wood box.

SoundField released three adjustable
multicapsule condenser microphones
that look as much at home in a studio
as in a Jules Verne novel. The SPS 422
($3,995) is a four-way mic system co-
developed with Britain’s National Re-

search Development Corporation to ex-
plore recording applications. It consists
of a four-capsule array (front left/right
and rear left/right) connected to a sin-
gle-rackspace controller. The rack con-
trols all mic settings and allows
engineers to re-create anything from a
focused mono cardioid to full four-way
stereo spread from the control room.
According to SoundField, the MK 5
($7,995) is the only truly coincident
stereo microphone in the world. It em-
ploys a rack unit to steer and move the
microphone capsules electronically to
achieve polar pattern and
angles, and to provide con-
trol over azimuth, elevation
and dominance. Azimuth
controls mic rotation and
placement 3609 elevation
changes vertical capsule
positioning up or down 45°
and dominance models the
mic closer or farther from
the source. Virtually any mic
configuration and any polar
pattern are duplicatable
with the MK 5.

Stedman’s C15 ($599)
large-diaphragm cardioid
condenser mic uses a
beefed-up and buffered output circuit
to ensure better output regardless of
preamp and/or mixer available. A gold-
sputtered Mylar diaphragm is used, and

Stedman C15

the optional metal Proscreen pop filters
are patented designs that are washable
and direct wind from “pops” down-
ward away from mics. ]

Randy Alberts is an S.F.-based writer,
musician and former staffer with Mix,
Electronic Musician, Keyboard, EQ and
Radio & Records. He still doubts green
tea’s ability to replace espresso.




~ INTRODUCING THE

lt's the dawn of a new era in audio effects.

There's never been
a product like Orville™,

the new Eventide Harmonizer®

brand effects processor.

MORE POWER with up to eight times

the power of our legendary DSP4500 processor,
Owville has the power to do more and do it
better than anything you've ever heard. Because
it’s not just Orville’s amazing raw power, it's how
we use it. Orville makes possible incredible new
programs such as UltraShifter™ pitch shifting, and
FourSidedVerb, and so many more.

MORE CHANNELS onvile gives you up

to eight simultaneous channels (four digital +
four analog). It's the one effects processor that's
ready to handle all your multichannel audio
requirements, including DVD production, digital
television, and motion picture post-production
as well as music recording and live sound.

MORE QUALITY FEATURES
Orville's 96kHz/24bit hardware capability
promises the cleanest sound ever. Orville's
anything-to-anything routing capability gives
you flexibility you never had before. Orvilie's
dual machine functionality lets you simultan-
eously process two completely independent
multichannel effects. And Orville's built in
sampler gives you up to 174 seconds of pitch-
and time-changeable audio on playback.

MORE IS VERY GOOD veve packed

so much goodness into Orville, this ad barely
scratches the surface. You need to see and
hear Orville for yourself, at selected Eventide
dealers. For dealer locations or for more dealer
info, see our website, www.eventide.com or
call Eventide at 201-641-12CO.

Eventide
the next sep®

ONE ALSAN WAY / LITTLE FERRY, NJ O7643 USA
201-641-1200 / www.eventide.com
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Relive

the .
Magic. |

here’s a reason why the classic 1 7 7E 32036

microphones have endured for :
over 50 years. It’s what happens

when you put one on the mic stand 211 [ }

and plug it in. And that’s all you
have to do. The classic microphones
have a built-in character that makes
things easy, so easy that it feels like
magic.

There are two ways you can relive
that magic. If you have a small for-
tune and can find a classic mic that
works--that’s one way.

The other way is with the Lawson
L47MP--a new large diaphragm con-
denser microphone that we hand-

craft in the USA with | awson La7MP Gold Mic features:
all the look, feel, and U47/M49 1" capsule reproduction
3-micron gold sputtered diaphragms
Vacuum tube

Magic included. Internally shock mounted capsule
Continuously variable multi-pattern
30’ Mogami cable

for yourself with our Jensen transformer

ten-day, no risk trial. Shock-proof carrying case
i Magic

sound of a true classic.

Experience the magic

AWSON
NOSMV

LAwWSON, INC. « DIRECT TO You <
2739 Larmon Drive, Nashville, TN 37204 US
615-269-5542 » FAX 615-269-5745

Visit us at www.LawsonMicrophones.com to
see how others are reliving the magic!

“For sheer tube magic,
a realistic vintage
vibe, and superh
craftsmanship, the
L47MP takes top
honors.”

Electronic Musician
Brian Knave, Feb. 98

“. .. this is the micro-
phone of choice for the

| project studio owner

who wants to buy only
one micropnone. And

| at the given asking
price, it is the biggest

- bargain in micro-

phones today.”
Pro Audio Review
Dr. Fred Bashour, Feb. 97

“When you tuck voeals

| recorded with an
- L47MP into a mix,

something magical
happens. . . I cannot

\ praise this microphone

enough. Don’t wait--
buy it.”

Mix

Miclael Cooper; May 98

“The Lawson L47MP
is a heavyweight con-
tender in the ring of

- multi-pattern tube

nuics. Most definitely
recommended.”

EQ
Steve La Cerva, Oct. 97
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Dl‘eam blg That’s what Tom and |

decided we would always do when we
made the decision to open our own post
production facility in New York. To do that
we had to invest in a complete digital audio
post production solution that could meet our
needs today, and tomorrow. Fairlight showed
us that their modular digital audio solutions
were the key to the future.”

Peter HoLcoms
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Peter Holcomb (L) and Tom Jucarone (R) New York
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ON THE COVER

It turned into a package deal straight out of Hollywood: On Monday, July 26,
Andre Perreault joined Complete Sound, along with the Miles O Fun editorial
team and a brand new, two-operator SSL Avant console, shown here on the
Sound for Picture cover.

“Complete Sound has enjoyed great success in sitcoms, television specials
and DVD Mastering,” recalls Perreault, “With a desire to get into longform, they
approached me, and when 1 saw the facility and met the staff, it was clear that,
together, we could build a great future. The missing ingredient was editorial—
when I suggested they speak to Miles O' Fun, it really wasn't a surprise to find
out they were already in talks. In the space of one month we will be fully es-
tablished in longform, with a room busy with three shows.”

So much has happened since Mix last visited Complete Sound in November
1997, when the facility purchased three SSL Axioms for its expansion into DTV.
Building on that initial thrust, for the past few months the company has been
fast-tracking a move into longform theatrical and television work. Twelve new
editorial bays, linked by Ethernet, have been built in preparation for the Miles
O’ Fun alliance. An OC-24 fiber-optic network has been installed, linking the
audio facility with the DVD Center (video sync, sub-network for sound FX and
AES audio running on dedicated fiber pairs). Additionally, Complete Sound
provides 270MB D1 video/audio transmission.

Mix 3, where Perreault will mix with Ken Burton, is THX-certified for 5.1
with an Electro-Voice TS-992LX system for LCR, with 96 channels of playback
off of Fairlight DaD units and recording to MFX3 workstations. Complete
Sound’s Mix 2 has been outfitted for Dolby Digital EX, and Mix 1 has a high-
center JBL on the screen and Genelecs for the averheads to do IMAX/Iwerks
projects.

The Avant purchase was specified by Perreault to make the room suitable for
the new work. “The Avant is extremely fast, extremely reliable and right on
target for the market,” Perreault says. “The schedules are getting very tight, so
you want equipment that is extremely reliable and versatile. The only way to
compete is to have a room that can tum on a dime and be extremely productive
and very efficient, with a good crew and no down time.

“Corporations are busy acquiring right now, but the trend is to forget the
staff,” he continues. “The crews are on the street, and everybody is wondering
what's going on. Your closest relationship to your clients is your staff, and that’s
one thing Complete has very high on their priority list: their staff. If you take
care of your staff, they will take care of your clients.”

Jeff Minnich, director of engineering, has overseen the massive upgrade
(“Sure beats working for a living,” he laughs), with assistance from Shane Ross,
manager of nonlinear systems/networking, and Ken Miller, the new GM at
Complete Sound, handling corporate responsibilities. Headed by co-presidents
Dave Weathers and Dave Hankins, Miles O’ Fun is run by Doug Kent, vice pres-
ident, and Anthony Mazzei, VP/GM Miles O’ Fun Hollywood.

Although Complete Sound originally built the facility in anticipation of mul-
tichannel HDTV work, the past two years have found staff mixers, Tamara John-
son Bolm and Bruce Buehlman, working more on sitcoms such as Dbarma &
Greg, The Nanny, Moesha and Boy Meets World or DVD titles including Titanic,
the Alien box set, The Longest Day and The King and I ]
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by Tom Kenny and Chris Michie

It had to happen.

Some day, some way,
somebody was going to
remix The Beatles for 5.1.
As it turns out, all it took
was a lot of perseverance
/ and a little push from
A e e |-|0||ywood, for a film
called Yellow Submarine.
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THE BEATLES

REMIXED IN 5.1 FOR
YELLOW SUBMARINE




No doubt, there will be purists who
scream, “Sacrilege!” And debuates will
rage about the simple-yet-detailed
beauty of the original mono mixes.
But The Beatles were experimental,
and had 5.1 been around in 1968, it is
likely that the lads would have been
driving the surround bandwagon.

Now, with the blessing of the three
remaining Beatles, moviegoers will have
a chance o hear “When Pm Sixty-Four,”
"Sgt. Pepper,” “Eleanor Rigby” and
“Nowhere Man” in stunning wrap-
around sound. The film will be shown
in art houses in nine U.S. cities during
the week of September 6, followed by
the BVD and home video debut on
September 14.

The project began. innocently
enough, in the fall of 1995 in a Los An-
geles video store, where Bruce Markoe,
VP of feature post-production at
MGM UA, went looking for the film to
show his 3-year-old daughter. Markoe
took home a 1987 laserdisc but found
that not only was the picture quality
poor but the sound—originally mixed
in mono but now billed as “videophon-
ic stereo” (with the songs direct from
the album mixes)—needed major im-

provement. Markoe’s daughter, howev-
er, “loved it.” Markoe then began
exploring the idea of restoring this ne-
glected modern animation masterpiece.

Markoe went back to the office and
started his research in anticipation of a
full theatrical re-release. Finding that
the rights had been tied up in a legal
dispute since 1988, he called John Cal-
ley, then president of United Artists.
Calley, in turn, prodded the legal de-
partment to settle the suit, which took
a year. Meanwhile, Markoe looked into
the status of the original elements,
knowing that he wanted to remix digi-
tally for the 5.1 format. His first call to
Abbey Roud was met with some skep-
ticism, along the lines of, “That’s never
been done; they're not going to allow

it.” So he pulled back, figured out the
process he wanted to follow and called
Neil Aspinall. the head of Apple.

T explained how I wanted to take
the songs and remix them from scratch
to 5.1.” Markoe recalls. T said that I
didn’t want to just take the 2-track
album mixes and spread them, because
I thought that would be a compromise
of the sound. In movie theaters, pcople
are used to 5.1 digital sound, and 2-
track mixes would just sound wrong.
[Neil] got back to me and he agreed o
let us do this, with the understanding
that these 5.1 mixes were specitically for
the [theater] format. T think that was key.
Obviously, The Beatles would have to
approve, and if they didn’t like what
they heard. the whole project would be
killed. Tt was the first step, and it was

baby steps.”

ORIGINAL ELEMENTS

Yellow Submarine was shot in the
1.66:1 aspect ratio, the UK and Euro-
pean standard, and will be letter-
boxed that way for DVD (theaters
will project it at 1.85:1, cropping « lit-
tle of the top and bottom). Two ver-
sions were made back in 1968, with
the UK version including the song
“Hey Bulldog” and a few extra min-
utes of animation that U.S. audiences

Re-reeording engineer Ted Hall
at Pacific Ocean Post's Logic 2, circa 1997.
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never saw. For the renovation, the UK
version was used, and Markoe went on
a search for the best available print.
(Note for hard-core fans: The final reel
is from the U.S. version, as the last reel
of the UK print was a mono composite,
meaning that effects and dialog could
not be separated.)

The original negative, he found, was
in “horrendous condition. It was all beat
up, and the color was bad. Lots of dirt
and scratches.” So Pacific Oceun Post
(at the time owned by Alan Kozlowski,
a friend of Paul and George) did a full
digital restoration of the first 40 minutes
of the movic. For the last three reels,
Markoe located an interpositive element
that was in “excellent, excellent condi-
tion. It even had the ‘Hey Bulldog' se-
quence on it,” he adds. “My big concermn
was color, because the movie is very
vivid. We did the color timing at
Deluxe. and it took awhile, but we
were able to bring the colors back.”

A transfer of the original film mix
was sent in late 1997 to Ted Hall at POP
Sound, Santa Monica. Provided with the
original mono DME (dialog, music. ef-
tects), Hall started working on the dia-
log and effects. Markoe, in the
meantime, flew to London for the first
week of song remixing.

“I foolishly thought we could remix
all the songs in a week,” he recalls. I
had no idea about the complexity of
how these songs were produced origi-
nally. The ¢ngineers at Abbey Road,
and Peter Cobbin in particular, were
very aware that we were treading on sa-
cred ground and that we had to be very
true to the integrity of the original
songs. Beatles fans would be complete-
ly upsct if these songs wound up
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sounding different. At the same time,
we needed 1o enhance them and take
advantage of the 5.1 format. Abbey
Road set up this incredible marriage of
the old technology that The Beatles
used when they recorded and mixed
these songs, combined with our state-
of-the-art 24-bit digital machines.”

ON TO ABBEY ROAD
The 5.1 mix project was started at
Abbey Rouad in October 1997, with
project coordinator and Beatles au-
thority Alan Rouse acting as lizison be-
tween Apple Corp., EMI and Abbey
Road. Rouse has an encyclopedic
knowledge of the Beatles” archives
and provided the necessary masters.
As mixing enginceer Peter Cobbin ex-
plains, most of The Beatles’ recordings
after the first two albums were made
on 4-track, usually the Abbey Road 1-
inch format Studer J37s, though some
of the tapes he saw had been record-
ed on “-inch 4-track at independent
studios such as Olvmpic Sound Stu-
dios. [For session details, se¢ Mark
Lewisohn’s The Beatles: Recording Ses-
sions, Harmony Books, New York.]
“Between '64 and, [ would say,
halfway through ’65, most of the

1.800.747.4546

things they did were on 4-track alone,”
Cobbin explains. “Then they became a
bit more adventurous and wanted 1o
go beyond 4-track. They would fill up
one 4-track and then do 2 ‘reduction’
down to one track of another -track,
then fill up the other three tracks [on
the second 4-track]. If thev still had
other ideas, they would do another
generation down to another 4-track.
For the really adventurous songs, there
could be up to three or four genera-
tions of 4-truck tapes.”

Though few would argue with the
results, these progressive “reductions”
inevitably reduced the options for sub-
sequent stereo mixing. Cobbin cites
“Eleanor Righy™ as an example: “The
strings octet wus the first thing record-
ed,” he savs, noting that the original 4-
track tape features two instruments per

Introducing T-Racks, an amazing software processor
built with actual physical models of tube circuitry.

State-of-the-art six band
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Leveler with stereo enhancer

and processing

emulation
* interface
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* Very soft-knee tape saturation
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¢ Physical modeling with true tube
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« File preview feature lets
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rrack (two violins, two violins, two vi-
olas. two celli). This recording was
then bounced down to one track of a
second machine. to which Paul Mc-
Cartney added two vocal tracks. “So
even though they had the elements for
a stereo mix, from that day on, the
strings have only been heard in
mono.” says Cobbin. ~“Todav, we can
sync up the [component tracks), thus
cnabling us to use first-generation ma-
terial. And it gives us options for
placement and panning—for 5.1 that's
a very significant advantage.”

SOMETHING OLD,

SOMETHING NEW

The signal chain at Abbey Road com-
bined equipment and technologies
spanning the past 30 years. From ana-
log 4-track tapes, the archival recordings
were converted to digital for manipula-
tion and restoration in a Sonic Solutions
workstation, then stored on a Sony
3348HR digital multitrack for playback
at the mix.

The premix assembly process was
laborious. First, the selected masters,
predominantly l-inch 4-track tapes.
were transferred from the playbuack ma-
chine, a Studer A80 MKI, onto a Sonic

“It's impressive to find a digital
program that does such a good
job of providing analog warmth
and punch. A very well thought
out product.”

Ric Wilson
Grammy winning
mastering engineer.

$299

Hipees

* Runs on Mac or PC. Outputs
WAV (PC), AIFF, SD2 (Mac)
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I can’t help it. Ever since |
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speakers, nothing else comes rms amplifiers, it sets new
close. Clear, unadulterated standards in small speaker
sound like you’ve never heard systems. 1 knew Quested made
superb large systems for people

like Abbey Road. Crescent

from a compact speaker before.
It’s all down to their specially
developed casing. It uses an
accoustically neutral material
that’s 50% more dense and over
twice as rigid as traditional
MDEF. Together with a unique
compression brace to hold the

tweeter and bass driver, it
increases the effective mass and
minimises resonance. The result
is a stunning bass performance

with incredible dynamic range
Moon, Whitney Houston’s
Studio and Sarm, but this is
something else. And [ think it
pight be contagious.

and sustained heavy-duty
musical throughput. With full
magnetic shielding and built-in

mountings as standard and a
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Solutions workstation via Prism AD124
converters. Cobbin was agreeably sur-
prised by the quality of the original
tapes, all of which are now more than
30 years old. All of the Abbey Road ses-
sions in the late '60s were recorded on
EMI tape, a house brand that the com-
pany manufactured for its worldwide
studio operations.

“When you look at the tape, it’s still
in immaculate condition,” says Cobbin.
“Not the slightest sign of shedding, and
it's got an incredible full sound to it.”
Once on the workstation, the tracks
were “NoNoised” and then transferred
back onto a Sony 3348HR. “I'm not a
firm believer in just denoising every-
thing, because sometimes it does

and then-prototype B&W Nautilus
monitors.

For the 5.1 mix, Cobbin routed out-
puts from the SSL to three 2-channel
Prism AD124 A/D converters. “I knew
that the mixes had to go to Los Angeles,”
recalls Cobbin. “I rang around and found
that Tascam seemed to be the most ac-

VINTAGE ECHOES
For reverbs, Cobbin was able to make
use of the famed Studio 2's echo cham-
ber. “Abbey Road has three chambers,
or they did in the 60s,” says Cobbin.
“One is now used to hold four vintage
EMT plates, and the other is being
used for storage, but we've still got Stu-
dio 2’s chamber which is basically the
one that they used the most.” Featur-
ing a selection of clay sewer pipes scat-
tered around the room, the chamber is
miked with Neumann tube KM56s. “It’s
a unique sound, a very short reverb
but it’s the sound on a lot of the
recordings and mixes that they did,”
Cobbin notes.

Another vintage touch that Cobbin

ABBEY ROAD SET UP THIS INCREDIBLE MARRIAGE OF THE
OLD TECHNOLOGY THAT THE BEATLES USED WHEN THEY RECORDED AND
MIXED THESE SONGS, COMBINED WITH OUR STATE-OF-THE-ART
24-BIT DIGITAL MACHINES. —BRUCE MARKOE

change the sound quality,” notes
Cobbin, who made sure that both
the original and denoised tracks
were copied back to the 3348 so as
to have the option to use either
when mixing.

Composite tracks were split into
their components inside the Sonic
Solutions system. “There could be
five or six different elements on
one track,” recalls Cobbin. “There
might be some sound effects, a
backing vocal, a guitar solo, all on
one track. I would actually split
that off and create a separate track
for each of those components. And
suddenly, with some songs, I ended
up with a fairly full 48-track. And, of
course, that meant that when I came to
mix, I could treat them differently, in
terms of sound processing or EQ or sur-
round placement. So that was one tech-
nique I used quite a bit, even for some
of the simpler 4-track tapes.”

MIXING FOR 5.1

Cobbin actually mixed the songs
twice, once in 5.1 for theaters and
DVD, and again in stereo for the
“songtrack” CD (a soundtrack album
containing all of the songs heard on
the film soundtrack). Both mixes
were done in Abbey Road’s Studio 3
control room, which is equipped
with a 72-input SSL 8000G console.
Twenty-four-bit signals were moni-
tored through Genesis converters

Bruce Markoe, left, in Studio 3 at Abbey Road, with engineer
Peter Cobbin, who remixed the tracks for 5.1.

ceptable format.” Though the Tascam
DA-88 is normally a 16-bit machine,
Prism’s MR2024 interface allows the extra
bits to be stored on the last two tracks,
which enabled true 20-bit recording. The
final 5.1 mixes were to 20-bit DA-88 for
delivery to Ted Hall at POP.

“It’s a fairly radical thing to go back
to the masters and actually remix them,”
says Cobbin. “Keeping to the spirit of
the songs meant being fairly detailed
and accurate in re-creating the original
effects. We are lucky enough to have a
lot of the old equipment still here [at
Abbey Road]. And there’s a wealth of
knowledge of what happened—there
are people still here today who were in-
volved in the tail end of the Beatles’
recording career.”
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replicated was the mild distor-
tion that can be heard on many
of The Beatles’ vocals. “Often
they recorded through Fairchild
limiters, and the preamps would
just gently overload; that became
the sound,” explains Cobbin. “I
don't think they were necessarily
trying to hide or hold that back,
it was just part of the sound of
the day. It almost sounds desir-
able, particularly the tube-related
distortion.”

In addition to vintage
Fairchild 660 limiters and Pultec
equalizers, which were often

used on Beatles sessions in the
’60s, Cobbin also made use of
Abbey Road’s inventory of EMI equaliz-
ers and compressors. “They were part
of the TG series that EMI made and
they evolved through the '70s, but they
offer a kind of characteristic that is dif-
ferent to modern EQs,” he notes. “The
other main thing, of course, was tape
machines, which they used for tape de-
lays and echoes and predelays to the
plates, and ADT. Abbey Road could put
all that stuff back together.”

As Beatles aficionados are aware,
several songs were pitch-shifted during
recording or remix sessions, resulting
in final mixes that run faster or slower
than the multitrack masters. To ensure
that his remixes were at the correct
speed, whether for the songtrack or
5.1, Cobbin first created a reference by
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transferring the original %-inch master
to digital. “That ensured that we had
the final definitive version at the cor-
rect speed,” he says. “Once we got the
right speed, we've got an old Q-Lock
system which event-fires any machine,
so with timecode we could trigger the
machine to start at any point in time.
We would then, if necessary, adjust the
speed of the machine to match the
master. The Studer has a varispeed
card with a very fine adjustment con-
trol, so we could match them up. I
found that the best way to do that is to
listen to what you're laying up and the
final version as a sync reference. If you

listen to one on one side, and one on
the other side the image should be
perfectly in the center.”

NEW PERSPECTIVES
At the time, Cobbin had never before
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tape machines and high end signal
processing are not the forte of music
stores. Never has been, never will be.
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mixed for 5.1. “I think it was still fairly
new at that stage,” he says. “Needless to
say, some songs lent themselves to a
more involving experience. The title
song, ‘Yellow Submarine,’ has lots of
weird and wonderful effects and waves
and bells, so I could naturally be more
adventurous. But given that we're talking
about an important catalog item, I didn’t
want it to be gimmicky in any way.

“If something on the original stereo
mix was coming out of the center, out
of the phantom center or mono, and I
wanted to replicate that, I found that the
best way to go about it was to put it
into the center speakers, and also put it
in the left and right at a lower propor-
tion,” he says. “If I wanted something to
the right, I might put 20 percent in the
left, 40 percent in the center and 100
percent in the right speaker. That would
give a strong feeling that something was
panned right, without losing intelligibil-
ity if you happen to be sitting to the left
of the screen.”

In general, Cobbin created a sur-
round mix that offered a strong rein-
forcement from the front and used the
surround speakers to create a sense of
space. Often, he directed effects returns
to the rear speakers. “It's amazing the
perspective that you can achieve,” he
comments.

RE-RECORDING AT POP SOUND
While the Abbey Road team was work-
ing out the songs, re-recording mixer
Ted Hall worked up an effects library
by pulling elements from the mono
DME. Hall’s experience with surround
formats dates back to the early "90s and
ranges from remastering The Blues
Brotbers to recent work on Tom Petty’s
live performance broadcast over satel-
lite, and he has worked on music DVD
projects including Alanis Morissette’s
Jagged Little Pill Live and Eric Clapton
Unplugged. He was given the mandate
by Markoe to “be aggressive. We want
to give everybody’s home theater sys-
tems a big workout here. If it moves on
the screen, move it.”

Hall shies away from putting too
much information in the subs or the
surrounds, and he’s adamant that reno-
vation projects must maintain the in-
tegrity of the original mix. After
attending a screening of the original
mono print at MGM, his first thought
was that he liked the character of the
movie, “the whole feeling from this
cruddy little soundtrack. But the idea,”
he says, “was to make this an E-ticket
ride.”

Hall first conformed the DME into
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just cnaugh to be dan-~
gerous, and not enough
to 10t need everybody
else around me. So, I'm
enjoyinp the freedom,
the power that | get
from something as user
-fricnd‘y as the 02R™

— Clint Black
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"I love ithit's fat,
punchy, warm, deep,
airy, transparent... all
those things you wan
a console to be. The
there's the absolute

total recafl Amazing?”

Aark Hammand

STILL MORE Q2R PRAISE FROM THE PROS.

"F've had it with huge,

heavy consoles. My pair

of Q2Rs are not only

portable, they give me

a8 tape tracks and

complete recalt of all

my settings and cffects

for each sonq.”

{\“) traded my $250,000
anslog console for 02Rs
whic' should tell you
what | think of them.”

— Man Parans

Hans Zimma

Despite all the new competition, O2R is still the digital mining choice of major antists and producers.

—
“The Q2R has become
an invaluable tool for
creating music. The
fact that | can recall
‘works in rogress saves
an enormous amount
of time,”

— Michael Omartian

“Using the total

recall on the O2R

has allowed us to save
incredible amounts ot
time white working on
this record, We literally
have started mixing
since day. one.”

— Michael W, Smiith

“I find that the auto-
mix, skene memory, and
digitat format conversian
leatumes are now inde-
wpensible to fast, repeat-

ble greative sessions
and mixes."

— Tim Myer

4 “\

"The Yamaha Q2R s
the ideal console for
amateur of professional
boutique studios "

— Christopher Cross.

YAMAHA

Adr redt€ infarmatibn, vist www.yamaha.camfproaullio nt call (830)937 7171 ext. 611 for Iteratne

" have one word
AWESOME

“We did not just look at
the bells and whistles.
The Yamaha O2R sounds — Tomimy Sims
great. It has tons of

headroom, 15 extremely

rehable, and 1s compata-

ble to consoles many

times its price.”

Marco Puleini

199y, Yamaha Corpomtion of Amenca, Pra Audis Depaitment, PO, Ry 66kt Buena Park CA 9007 <Gkt
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his 24-bit AudioFile workstation, edited
it, then passed the tracks to Norm
McLeod, who cleaned up the dialog
and effects in his Sonic Solutions
NoNoise system. After getting the tracks
back, Hall began pulling out individual
effects and amassing his Yellow Subma-
rine library, dividing it between hard ef-
fects and backgrounds,

“It was convenient for me that, back
then, all their editing was pretty much
linear,” Hall explains. “There weren't
many crossfades between sounds, so
there would be a hit, then a kick, then
an explosion, and they’'d be pretty
much separated. I could extract each of
those sounds and label them, say, ‘Blue
Meanie Bonk.” Pretty soon I had a li-
brary of 200 or 300 effects that we used
throughout the movie.”

Hall proceeded 1o build ambiences
and stronger effects, “opening them up,”
as he calls it, for 5.1. He would double
tracks, apply radical EQ from the AMS
Logic 2, drop explosions down an oc-
tave and layer them, and spatialize
sounds in the time domain. Often, he
would pull effects from one part of the
movie and apply them to another. “The
original film is pretty thin,” says Hall.
“Whether because of time constraints,
budget constraints or purely by design,
many obvious effects are missing. Some-
times footsteps, for example, disappear
when there’s a perspective cut.

“And sometimes the Meanies would

be shooting arrows and you would see
maybe 50 shots from these cannons,”
Hall says. “but you would only hear two
or three. So, of course, I put them all in
there. Not only that, I would double
them s0 they could fly over your head.
The nice thing about doing it nonlinear
is that on the AudioFile [ have 24 tracks,
so [ can dedicate channels, say, to the
flying glove sample and put it on its
own joystick and do pans while all the
other elements stay where they're sup-
posed to.”

Though the big Pepperland battle
opener and some of the other busy
shots might gather the most notice, the
subtleties in the Sea of Silence back-

grounds and other scenes also benefited
from the 5.1 spread, where Hall's own
stereo-izing techniques and phase ma-
nipulation created enhanced spatiality.

PANNING IN THE HALLWAYS

The trickiest scene turned out to be the
Hall of Doors scene, in which Ringo sets
about gathering the lads for the trip back
to Pepperland. A lot of left-right action
goes on in the hallway, leading to a
complicated effects mix. “At that point,
they actually did have overlaps on the
sound,” Hall explains. “Of all points in
the movie, that was one where they def-
initely spent time cutting the sound de-
sign together. [ tried to take each of
those moments and put them on a dif-
ferent track with their own panner. But
sometimes the sound would include the
sound of the next incoming object.
When the pans are happening fast, you
don't notice it as much, but if you were
to isolate one sound, like a snail going
right to left, you would notice that as it
got to the left, you would hear, say, a
bike effect in the right channel. So 1
would cut the beginning of that bike
onto another track so I could accentuate
the motion and hide the fact that I
couldn’t get in and cut them hard with-
out the crossfades.”

The dialog track on the 1987 home
video is nearly unintelligible, and there
are hard bumps when it cuts in. Hall
fixed as many edits as possible and
smoothed out the track, but in a few
places it remains hissy, he says. He again
applied EQ from the Logic 2 to take
away some of the harshness, focusing on
the 2k to 4k range, where it had been
heavily boosted on the optical track.

MUSIC TRACKS

When the music tracks arrived in March
1998 from Abbey Road, Hall and his as-
sistant, Shane T. Keller, put them up and
“got goosebumps, totally mesmerized.
You hear ‘Eleanor Rigby’ with a string
quartet wrapped around you and just go,
‘Oooohhh.” But the music was not in
sync with picture, and Hall began a bar-
by-bar, song-by-song varispeed session,
using a Hewlett-Packard function gener-
ator to vary the wordclock input.

SOUND FOR PICTURE MIXTSEPTEMBER 1999

“I would varispeed the DA-88s
against the original print and just phase
it in by ear,” Hall recalls. “As soon as
you start hearing that Jimi Hendrix
sound of phasing, you're really close to
sync. Then I would digitally sample rate
convert back to a stable 44.1 clock. Peo-
ple say you shouldn't varispeed the Bea-
tles recordings—they’re sacrosanct. Well,
that's what they did on the original film.”

The George Martin underscore came
in from two sources: a mono track that
Hall spread out (about 65% of the un-
derscore) and a 5.1 spread of a stereo
version that Martin re-recorded a few
months after the film came out for the
soundtrack album. “There were slightly
different arrangements and sometimes
radically different tempos. So it was lots
of edits, lots of varispeeding, time com-
pression and time expansion,” Hall says,
“Trying to get the themes to line up and
the key changes to be correct. 1 think I
got it pretty close.”

In April 1998, Hall and Peter Cobbin
brought the 5.1 stems on Sony 3348HR
tapes to Disney Stage A to make the
print master, so they could hear it in a
250-seat theater. Noted Hollywood re-
recording mixer Mike Minkler sat with
them and offered advice—a few minor
tweaks, some more for the rears. Cob-
bin boosted some low end. The theatri-
cal version was print-mastered in the
DTS format, where, incidentally, the
only other conversion outside the origi-
nal A-to-D took place. The DVD was a
straight 24-bit D-to-D into the Dolby
AC3 processor.

“The film is an amazing visual treat,
in terms of being different and crazy and
wild and a whole new world,” Markoe
concludes. “To me, a renovation is when
you take something that’s a classic piece
of work—whether it’s art or architecture
or film or whatever—and you actually
improve it while being very true to the
integrity of the original piece. We set up
playback of the songs for Neil Aspinall
and Geoff Emerick because we figured
if these guys didn't like what they were
hearing, we needed to either change
what we were doing or the whole thing
would be killed. A week or two later, the
three Beatles came in, and I'm told they
were very happy with what they heard.
Everybody who heard it was blown
away.” |

Tom Kenny is the managing editor of
Mix. Chris Michie is a Mix technical
editor and tape-op’ed for Geoff Emer-
ick during the 1971 stereo remix of
“Baby You're a Rich Man” at AIR Stu-
dios, London.
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Maybe you havent heard that Miller & Kreisel builds some of the worlds
best sounding professional systems, and has for more than 25 years. Or that

Warner Bros. Studios, 20th
. “The bottom line is, M&K's MPS line of
Century Fox, and Lucasfilms 5.1 monitors and powered subwoofers
legendary Skywalker Ranch are the best I've ever heard
...Trevor Rabin, composer
all use Miller & Kreisel speak-

ers for their most important projects. Fact is, for more than a generation, M&K

has been doing a lot more than building speakers, we've been building the

confidence of recording professionals and critics around the worid.

Now, M&K introduces the remarkable MPS series: four Professional systems

of monitors, subwoofers and bass management electronics. Each one a
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BY MAUREEN DRONEY

With the out-of-the-box

success of The Matrix, and its
provocative soundtrack, it’s a
given that sound designer Dane
Davis and his company, Dane-
tracks Inc., will no longer be any
kind of industry secret.

The edgy, effects-laden fea-

JACKED INTO
THE MATRIK AID
WIRED FOR THE
NERT GENERATION

ture—directed by the Wachowski
brothers (whose directorial debut
was the stylish Bound, also with
sound design by Davis)—is a daz-
zling combination of traditional
science fiction and new technolo-
gy, and it provided Danetracks
with budgetary and creative chal-
lenges that don’t come around
very often.
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From dripping computer code, alternative realities and
machine monsters 10 kung fu, helicopters and even the
sounds of silence. design for The Matrix ranged from classic
1o surreal.

Situated in West LA.. the Danetracks facility was formed
in 1986 as a place for Davis to design elements for other
sound editors. Davis, a supervising sound editor. re-record
ing mixer and sound designer with such smart movies as
Drugstore Cowhoy, Boogie Nights. Don Juan Deldrco,
Romweo Is Bleeding, Your Friends and Neighbors and GO 10
his credit. began manipulating tape machines in high
school. Recording pingpong games from the table leg's per
spective. taping backwards, wrning reels by hand and run-
ning delay loops through the garage. he created
soundtracks for his own Super 8 films. At the Californiu In
stitute of the Arts film school, Davis honed his skills and
learned studio engineering, tracking and mixing for his own
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Sound Designer
Dane Davis

films as well as other student projects. During a few post-
grad years as a starving writer, he continued to create sound
scores for short animated films and built up a client list of
documentary. experimental and narrative feature filmmak

ers.

While not the biggest sound design house in town,
Danetracks is extremely prolific. Part of what enables the
staff to get so much done is their sophisticated communica
tion system. which is unrivaled by much larger production
houses.

“We did The Matrix with a very small crew considering
how involved it was,” Davis explains. “About 12 people
much of the time. It helps that we're very heavily wired—all
the Pro Tools, the Macs and the PCs are on the same Ether
net. We've been doing the wiring for this kind of thing in-
house for the last ten years. pretty successfully, and then
just recently we had a professional company come in and
rewire everything from scratch.”

Danetracks uses a new server called Winframe on edi
lorial databases, allowing onsite or offsite Macs or PCs 10
log into it. “That's been terrific, because any of our Pro
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Over 1200 hours of

recording.

Two years of work.

Ten souna designers.

TWO very broken

DAT machines.
Three blown tweeters.
Five channels

completely screwed on
our digital mixer.

One rotator cufs
injury and near-arrest
by police.

noise
generator

sound design elements

54’ 8 different

hits/explosions.

5 25 whooshes/

transitional elements.

4’02 noises/

musical elements.

175 arones/beas.
Four aises.

One package.

For information and a
demo call toll-free

877.843.3643
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Tools stations can log into it directly and
have it in the background. The servers
all feed through the same wires, so
there are some nice cross-pollinization
possibilities,” Davis says. “Like on the
stage [Warner Bros. Burbank’s Dubbing
Stage 6, newly renovated and fitted with
a Neve DFC console], with my little G3
Powerbook I can log into anything [at
Danetracks] or onto any of our Pro
Tools stations on other dubbing stages.
I can get onto any drive or database
and grab the audio files I need, or I can
go directly into the library, find a sound,
assign it to a spot and print it up for the
transfer department. They put it on one
of the servers, and I siphon it onto my
stage drives. The system paid off hugely
on this movie, saving a lot of freeway
drive time.”

The Danetracks library now has
more than 90,000 sound effects. Manag-
ing all that information is key. “It’s
tricky, and we use a variety of databas-
es,” Davis says. “Primarily we use the
Leonardo Professional Librarian system.
We've been evolving with the writer of
it, Louis Benniof, forever—in fact, he
made a bunch of big changes for us just
before we started The Matrix. We're
able to track what every editor has cut,
which is very important to me, because
on most movies, I'll literally pull all the
sound effects and make very specific
cutting sheets for the editors. But on this
movie, I had Julia Evershade helping
me with that, which was terrific. Julia’s a
powerhouse; she knows my library re-
ally well, and I know hers.”

The highly wired aspects of Dane-
tracks have permitted Davis to central-
ize a project yet allow people to work
independently. “For example, we dis-
covered early on with Pro Tools that by
having cloned drives, copies of the ac-
tual audio that people are working with,
the edit sessions can float independent-
ly,” Davis explains. “We can have three
editors using the same audio in three
different places and they can inter-
change their sessions. One person can
be working on reel 3 effects and can
log on and get the reel 2 effects edit ses-
sion from another editor. It gives us a
huge amount of freedom in terms of
scheduling people and resources.”

One of Davis’ best editors moved to
Austin, Texas, in the mid-'90s and now
receives reels via FedEx, then posts the
sessions back to the server over phone
lines. “Since then, we have a bunch of
editors working on their own satellite
systems,” Davis says.

Upstairs at Danetracks is Davis’
sound design studio, fitted with a Sap-
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phyre console (now primarily a moni-
toring matrix), a Westlake surround
speaker system, and a full complement
of outboard EQ and effects. It’s a full-
service room; depending on the project,
he can do sound design for specific
scenes or dub a whole film.

“I try to find character and logic for
all the sounds that the audience experi-
ences,” he relates. “I'm always looking
for some justification or explanation of
what the characters are hearing and

L-R on the dubbing stage at Warner Bros. for
The Matrix: Dane Davis, sound designer; John
Reitz, dialog mixer; Dave Campbell, music mixer;
and Greg Rudlaff, effects mixer.

why the audience is hearing it. It’s usu-
ally pretty subtle, but it’s really impor-
tant to me to be correct about this—the
logic of sound effects.

“Some directors will spot very specif-
ically,” he continues. “This person’s
house is close to that kind of factory,
and it clanks and clinks. That person
lives next to the refinery, and it goes
boom, boom, boom all day long until 5
o'clock when the whistle blows and it
stops.” That's integrated into the story,
and it becomes part of the environs
those characters interact within. There
can be a lot of nondirect human noises
that become the character of a place. I
have to run it by the test: ‘Are these
sounds going to help propagate the
story?’

“There actually have been times
where I've stood up and said, ‘This
would be a whole lot better without
those sound effects!” There are a lot of
people who'll fight for the effects to be
as loud as possible at all times at any
cost, and a lot of times those are the
people who get all the attention be-
cause the audience is constantly aware
of it. If your sound effects integrate
seamlessly with the music, sometimes
nobody notices them,” Davis explains.
“I've had that happen to me hundreds
of times, where I was being careful with
the dubbing mixers to integrate the ef-
fects so that you didn’t notice when the
SCore cues, or even source cues, were
starting and stopping.”
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“If you're looking to upgrade the front end of your signal chain
to a world-class standard, the AD-8000 wili take you there.”
—Michael Cooper, Mix Magazine

*...the AD-8000 is necessary for virtually anyone serious about
digital recording... [great converters] simply are a must. And so is
the Apogee AD-8000." —David Frangioni, EQ Magazine

Project studios running Pro Tools 24... should strongly consider
buying an AD-900... Highly recommended!
—Mike Collins, Sound On Sound

"The AD-8000 is a very flexible box...a natural companion to
MDMs and DAWs. This one is going to turn some heads.”
—Frank Wells, Audio Media

“...a complete digital toolkit which could quickly find itself the
hub of a digital systems for high-quality recording, flexible dub-
bing and multiformat transfers” —Dave Foister, Studio Sound
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about our AD*8000:

INCE ITS INTRODUCTION, the AD-

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

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

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

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

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

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

www.apogeedigital.com

APOGEE ELECTRONICS CORPORATION,

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

Apogee Electronics Corporation.
Other trademarks are the property of their respective owners.
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A good example of that blend is the
slow motion “gun ballet” scene in the
government building lobby scene in
The Matrix.

“We had 10 find a way to make the
pulse of the source song come
through,” Davis says. “It had been cut
extremely carefully to fit the scene by
Zig Gron. the source music editor,
working with score editor Laurie Esch-
ler. I had to dance around that music,
and in some places it meant not hear-
ing the guns—they're just part of the
fabric of it. We'd let that particular
downbeat come in, let that particular
bass guitar riff establish itself, and then
the guns would come back in. A lot of
times it's not literal at all. We tried to
play the characters” mental perspective
of all the sound events in the scene. In
this case, it's as if the song was pump-
ing the characters up 1o their actions.”

The Malrix was a long time coming;
Davis and the Wachowskis had talked
about the film for three vears before
production began. It turned out 10 be a
good thing that they had all those carly
conversations, because once the actual
shooting began in Australia, there was
little time for Davis to interact with the
directors.

"It was a4 massive undertaking,”
Davis laughs. “The directors had 500
people on the crew there, and all these
visual cttects people—they were busy
all the time. It's not like T could call
them up and chat. We had very concise
e-mail messages and certain key phone
calls, then they had to just trust me and
I had 10 trust my own instinct and un-
derstanding of their filmmaking. 1'd cre-
ate sequences of things, cither with or
without picture, that T would wire back
to them as audio files. Thev'd load them
in their Avid the next day, and I'd get
some fecdback. But even then it's not
like they had opportunities 1o just pul
my work up; it was just that the next
time they worked on that scenc it
would have some of my stuff in it. and
it either worked great. or it worked
okay or it completely sucked, which
luckily rarely happened.”

It helped that the film was story-
boarded in exacting detail, a habit of
the Wachowskis probably stemming
from their comic book writing back-
ground. “They were masterpieces of
storyboard. with all the angle changes
and zooms,” Davis recalls. “We went
through the entire storyboards a year or
50 before they stanted shooting. and that
was instrumental because we never got
much of a chance again.”

It also helped that Don Davis, music
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composer for The Matrix. had also
scored Bound. “He's not actually my
brother.” Dane Davis laughs. “But we
pretend he is. We discussed each scene
as we evolved the score and sound de-
sign. So we both knew each other’s rel-
ative dynamics, density and important
moments of needed clarity. [ think all
those conversations show in the fused
and flowing quality of the 1otal sound-
track.”

“Working on this movie was a field
day,” Dane Davis concludes. “Really in-
lense and complex. Zach Staenberg led-
itor on 7he Matrix and Bound] and 1
were talking before they started shoot-
ing it, and he said, “The goal here is 10
make a $70 million handcratied movie,
like Bound was a $4 million handcrafi-
ed movie." On Bound, every aspect was
carcfully sculpted and very few com-
promises were made. I think in the end
that's really what was also achieved on
The Matrix.”

AfterThe Matrix was finished Davis
went back to work on a project he'd
begun long before, an independent film
produced and directed by Mau Palmieri,
featuring Harry Dean Stanton and
Emilio Estevez, titled Semnel. The sound-
track for Sarel was unique in that it was
posted completely in Pro Tools in
Dolby Sterco using three six-voice sys-
tems slaved together by AES. All pre-
mixes were kept virtual with all source
tracks readily available for changes if
necded. Davis also did all equalization
in Pro Tools, 1aking full advantage of
the automation.

"Working this way allows me 10 be
mixing in the present tense locked 1o
picture, with the client listening, and at
the same time to be mixing up ahead.
or fixing something that just went by
without stopping,” he says. “So, some-
times I'm literally mixing in the past,
present and future simultaneously!”

At the same time he was finishing
Sernied, Davis was starting on the Jocel Sil-
ver-produced THouse on Heaunnited Hill,
set for a Halloween release. “Making
scary noises is always the most fun,” he
laughs. “We're trying to bypass a lot of
the usual stuft. though—the life of the
house is mechanical, human and mon-
strous al the same time, which lends it-
self to a huge range of sounds.”

With both another "massive” movic,
and another indie “little gem” in the
works, Davis won't find himself pigeon-
holed any time soon. His projects con-
tinue across the board in style, with the
only continuing theme his constant for-
ays into new technologies that will help
him get the job done. |
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By David John Farinella

There’s something very “What came first, the chicken or
the egg?” about the world of music libraries. Is it the
world of pop music that drives music library releases?
How about movie scores? And what about that catchy
advertising music? Is the answer a combination of all of
them or none of the above?

Regardless of the cause, composers have all been
suffering as well as benefiting from a rapidly expanding
market and higher expectations
for their libraries’ quality. With the
Internet, hundreds of additional
television programs on dozens of
new broadcast and cable chan-
nels, and even more corporations
looking for industrial videos, the
need for music libraries has never
been greater. Surprisingly, says
Mitch Coodley of New York-
based Metro Music Productions
Inc., supply is actually meeting
demand. “If anything, the trend in
production is to use more produc-
tion music, rather than custom,
simply because of the cost,” he re-
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ports. “So, in a way, we have more opportunities than
ever, but we have more competition. It means that we
have to do a better job of marketing than we used to
because we have to compete with more vendors and
products out there.”

Composers also have had to adjust to the fact that
buyers are much more savvy about the difference be-
tween “real” and “canned” music. For some houses,
Coodley points out, that's a positive. “That works in our
favor, because at one point getting
anything that sounded decent was
a novelty, and now there's a lot of
good music out there,” he says.
“So what separates really exciting
- music from usable is that spark of
- originality and the amount of fresh

organic quality that it has.”

Of course, with more demand

and supply, questions abound re-

- garding modes of delivery.
~ Though many companies now
- offer the ability to audition music
- tracks online (companies like

Megatrax have made samples of

their whole 8,000-track collection
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available), many are not yet willing
to give up customer contact alto-
gether. “We want to have a human
just for a minute to say, ‘We know
you're you, you know we're us, let
us send you something,” says Char-
ly Conquest of Fresh Music.

Other companies believe that
their customers would rather have
something physical on hand, rather
than having to search Internet sites
during a time crunch. In fact, Steven
Corn of Megatrax believes online
downloading is still years away.
“Even though people are download-
ing band songs in MP3 files, I think
it's still a little while away from the
production world to be able to beat

the speed of sticking a CD in your
player and hitting go,” he says. “A
lot of times they need that immedia-
cy, that physicality. I think it's a cou-
ple years away until it's ubiquitous.”
The following is a selection of
current offerings from the world of
production music libraries. Hun-
dreds of companies exist out
there—many of them custom—and
we do not pretend to include them
all here. Do your own search, visit
the sites, call the companies and
there’s sure to be something out
there for your next production.

615 Music

www.615music.com
888/615-TRAX

The end of the year is a busy time
at 615 Music. The company will be
adding discs called Contemporary
Light, Hollywood Blockbusters,
Smooth Country, Volume 2, and
Olympic Fanfare. With Liquid Audio,
visitors can listen to 30-second

sound clips of every cut in the
65-disc library.

Aircraft Music Library
www.aircraftmusiclibrary.com
800/343-2514

As one of the granddaddies in the
music library business, Aircraft is
finding that more and more clients
are looking for authentic instru-
mentation. With that in mind, Air-
craft will be adding a pair of such
libraries to its 100-plus disc collec-
tion. The company has plans to en-
able downloadable music in the
near future; in the meantime, clients
can audition tracks via RealAudio.

CSS Music

WWW.CSSIusic.com
800/468-6874

CSS Music offers more than 200
discs in a wide variety of musical
styles. This year, the company has
released 27 new titles, including Big
Screen and Super Themes. Music
can be downloaded on a pay-per-
cut basis with the company’s DAWN
(digital audio worldwide network)
application.

De Wolfe Music Library
www.dewolfemusic.com
800/221-6713;

(in NY: 212/382-0220)
The De Wolfe composers have
turned their attention to a new 20-
disc collection called Millenni-
um Series, which details the
20th century with both archival
and newly recorded music. In
addition to the Rouge, Hudson
and USA libraries, De Wolfe is
now distributing a classical 80-
disc series by the name of
Classical Masterpieces. The
De Wolfe Web site has no
audio capabilities at this
point, but the company is
planning to have demo ser-
vices by early winter.

The Dionysus Record
Empire
www.indieweb.com/
dionysus/
index.html;
818/848-2698

In addition to more traditional
music library tracks, this collec-
tion features a wide range of off-
kilter material, from surf to

Scientific  §

"

[ Breakthrough

rockabilly, lounge to garage.
Fall releases include updates from
the Quiet Kings (pop), The Ka-
balas (Klezmer instrumentals) and
Al Garcia & the Rhythm Kings
(surf). Music can be auditioned at
the company’s Web site.

East-West
www.soundsonline.com
800/833-8339
Rather than concentrating on con-
ventional production musie libraries,
East-Wesl has developed a series of
discs that provide the foundation for
music tracks. Coming this fall, East-
West will release a two-disc set of
drum tracks from former Journey
stickman Steve Smith. The compa-
ny’s Weh site is enahled for listening
to samples.

Firstcom Music

www.firstcom.com
800/858-8880

In addition to updating all of its ex-
isting libraries, Firstcom will be re-
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leasing the Holly-
wood Music Library, an update of Hol-
lywood Film Music. The Firstcom
library is now up to 20 discs, with
heavy concentration on underscores,
sports and orchestral tracks. By using
Shockwave  Audio, visitors to
www firstcom.com can hear samples
and download music with a password
supplied by the company. Firstcom
also signed u joint venture with Beat-
nik, Thomas Dolby’s company, 10 pro-
vide cyber-music on the Interner.

Fresh Music
www.freshmusic.com
800/545-0688
Catching the Top 40 wave, the
newest addition to the Fresh Music
Library is a disc that blends Ricky
Martin and Big Bad Voodoo
bDaddy. Fall releases from Fresh
will be a “slick™ disc, described as
car advertising music, and a
swing disc. The company will
also offer a disc of long under-
scores. Though music can be au-
ditioned, buyers cannot yet
download sounds from the site.

The Hollywood Edge
www.hollywoodedge.com

800/292-3755
Fall releases from The Hollywood
Edge production music library will in-
clude a new Drama category, Light Ac-
tion 4. Country Western 3, Action 2,
and Industry/Retail 2 and 3. There are
sound bites of each song available at
the Web site using RealAudio.

Impact Music Library
www.studioland.com;
800/779-6434

The Impact Music Library, which is

ideal for corporate industrials, has
been designed as a supplement to
larger libraries. This fall the Business
& Industry package will get an addi-
tional disc. and there are plans for an
up-tempo contemporary disc. Impact
is cautiously approaching the world of
c¢-commerce, but auditions can be
conducted via Quicktime.

JRT Music, LLC

212/253-8908

Things are changing a bit at JRT these
days, and i’s more than the move to
648 Broadway, Suite 911, New York.
Along with the popular Jingle Mania
25-CD package, clectronic and kitsch
ofterings, JRT will offer custom scoring
out of its studios in France. Fall releas-
es include u newly acquired classical
library, and an 11-disc set that will in-
clude a range of styles including easy
listening, big band, ambient, lounge
and disco.

Killer Tracks
www.killertracks.com
800/877-0078

Visitors to the Killer Tracks Web site
can now audition files, and the com-
pany has plans to offer downloaduable
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4 (chirey four”) High End Audio Plug-Ins included
Windows: 24 Bit Audio, ASIO. EASL DirectSound

Windows: Polyphonic Waveplaver with DirectSound,
DircetShow AVI-Plaver (QuickTime)

Windows: SoundDiver Autolink, AMT, 64 MIDI Ports
Individually zoomable tracks in Arrarge Window
Multi-track Record for MIDI (up to 16 times)
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capabilities soon.

Manhattan Production Music
WWW.mpmmusic.com

800/227-1954; 212/333-5766
Manhattan Production Music’s li-
braries—Apple Trax, MPM and BRg—
are dedicated to the Top 40 trends in
pop music. Earlier this year, swing and
dramatic music were in demand, as
were piano boogie and an assortment
of jazz compositions. This fall's major
releases will be a cinematic recording
done with a 25-piece orchestra and a
hard drama disc aimed toward promo
spots. The Web site offers contact infor-
mation only.

Megatrax

wWww.megatrax.com

888/MEGA555

Because the bulk of Megatrax’s clients
are promotion producers, fall is a busy
time of year. So, the company will be
updating its collection with another
round of discs in the realm of lounge
music, animation styles, sound design
and corporate audio/visual. Also being
released is World Beat, Volume 2, and a
new collection of classical discs recently

acquired from a German record compa-
ny. Megatrax has made its entire library
available for searching and download-
ing, with Music Source supplying the
searching software and Liquid Audio for
downloads. (See sidebar.)

Metro Music Productions Inc.
www.metromusicinc.com
800/697-7392

Metro Music will be moving a bit be-
yond the world of contemporary music,
as new releases featuring classical
piano, Latin dance and pop vocal hits
are made available. There will also be a
big band disc that features a large cast
of New York jazz players with nary a
sampler to be found. As of yet, clients
can only audition music at the compa-
ny’s Web site, though they are looking
into e-commerce opportunities.

Gene Michael Productions
www.genemichaelproductions.com
800/955-0619

Because Gene Michael Productions
aims at a wide variety of applications,
the library features a wide variety of
styles. New genres slated for this fall in-
clude Celtic folk, smooth jazz and heavy

industrial. Samples can be auditioned at
the Web site.

Music Bakery
www.musicbakery.com
972/414-0313

Music Bakery has released 21 thematic
discs in a bevy of styles. The company
releases something new, be it jazz, rock
or country, every other month. The li-
brary, which is recorded with all real in-
struments, will be updated this fall with
a disc featuring “large” orchestral cuts.
Visitors to the Web site can sample
everything in the library that’s been re-
leased since 1993. For those who would
like to download individual cuts of
Music Bakery music for broadcast, visit
WWW.eyewire.com.

Network Music
www.networkmusic.com
800/854-2075

Visitors to Network’s Web site have
been able to preview upcoming fall
releases 201 (small combo jazz), 202
(contemporary pop), 203 (slow tempo)
and 204 (slow tempo). Other tracks are
available for sampling, though the
company mentions there has not been

MEGATRAK, MEGA STUDIOS

After building a reputation for having one of the finest
production music libraries in the business, the owners of
L.A -based Megatrax decided to upgrade two of their stu-
dios, add another and make plans for two more rooms.
According to Eddie King, senior mix engineer at Mega-
trax, the idea was to perfect the acoustics in each of the
rooms while upgrading the equipment.

Fortunately, the acoustics in Studio A, which is pri-
marily a live tracking room, didn’t have to be adjusted.
The room’s equipment list, however, got a major over-
haul. Otari RADAR 24-bit digital multitracks are now the
recorders of choice. Db 24-bit A/D converters, a pair of
Avalon VT37 mic pre's, an Avalon AD1224 compres-
sor/limiter and a re-chipped Soundcraft console round
out the room. The RADAR has been an important addi-
tion in King’s eyes. “We love it. It works great, particu-
larly for the type of work we do. We can jump back and
forth with things and edit them on the spot very quick-
ly.”

Studio B, an editing/mastering room, got new KRK
Expose 8 powered monitors and a Tascam DA45HR
recorder.

Studio C, the new room, was designed from the
ground up by King. He took care with the acoustics and
equipment choices so that it worked well as a small mix-
ing and MIDI room. Included in the room’s equipment

roster is a Mackie D8B digital mixer and a Tascam
DA45HR recorder.

The upgrades in Studios A and B, as well as the com-
pletion of Studio C, enable Megatrax to work more effi-
ciently. “The acoustic tracks that are not MIDI we’ll record
in Studio A and then either mix in Studio A or Studio C,”
King explains. “That boosts our productivity.”

— David Jobn Farinella

L-R: Ron Mendelsohn, co-owner/composer; John Dwyer,
seated, co-owner/composer; and Eddie King, recording engineer.

SOUND FOR PICTERE MIX'SEPTEMBER 1999 ¢




much demand for download. Other
upcoming releases now in pre-produc-
tion include a contemporary R&B disc,
an clectronica/techno dise and an up-
tempo “feel good™ album.,

Non-Stop Music Library
WWW._NOoNStopmusic.com
800/554-6462

Fach year Non-Stop releases 12 10 15
new discs. This fall, those will include
two new swing discs, a new Film and
Stage disc, and a comedy disc. The
company also distributes London’s Ex-
treme Library and the Dcad Good Li-
brary. Song previews and downloads
are available on the Web site.

OGM Production Music
www.OGMmusic.com
800/421-4163

Over the pust 30 years OGM Production
Music has seen a number of changes in
the library business. The company is
looking forward to releasing a seventh
collection, which will feature Media
Music from vintage television shows.
Even with distribution in 50 countries,
OGM is finding the Web business in-
triguing. Currently, music can be audi-
tioned at the site, and files can be
e-mailed to clients.

Omnimusic

www.omnimusic.com
800/828-6664

Coming up this fall, Omnimusic will
be releasing its second volume to the
very popular World.com.There are
also plans for a swing/jazz disc, which
will be recorded with live musicians.
The company’s demo can be audi-
tioned at its Web site, and specific
tracks can be streamed via Liquid
Audio (you'll nced a password).

Production Garden Music
www_productiongarden.com
800/247-5317

The Production Garden line includes
five libraries:

CANNED
MUSIC?

MUSIC FOR SPOTS, PROMOS, CORPORATE
FROM A GRAMMY-WINNING PRODUCER

Featuring [ive Libraries

Cutting-edge music from all genres
Comprehensive collection of specialty music
The hottest urban, country and modern rock
From world-renowned symphonies

+ With 128x over-sampling

CALL 800-227-1954 FOR A FREE DEMO

mpmusc@aol.com WWW.mpmm.isic.com www.chesky.com

MANHATTAN PRODUCTION MUSIC
355 W. 52nd St., New York, NY 10019  fax;212-262-0814
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(" THE BIGGEST NAME
IN PRODUCTION MUSIC
JUST GOT

BIGGER

TRF has been in sync with the industry’s
music needs for almost 70 years. Today, TRF
has more than 50,000 selections covering
every conceivable category and style. That's
how TRF built its reputation, adding the
Cobra, Dennis, PowerSound and Stock
CDs to its well-known Bosworth, MP 2000,
Musictrack, PAN, Pyramid and Supraphon
libraries, and how TRF continues to give
you the biggest and best selections available.

100 il=

PRODUCTION MUSIC LIBRARIES

The Largest Source of Production Music
FREE Music Sampler & Catalogs
(800) 899-MUSIC Fax: (914) 356-0895
trfemail@aol.com

\ /
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Music Street Library, Manchester Music
Library, Tune Ranch Library, Series 100
& 200 and Manchester Special Edi-
tion/Broadcast. Fall updates will include
Air Assault IT and 111, and there are
plans for an international theme disc.
Tracks can be auditioned at the compa-
ny’s Web site.

Promusic Inc.
WWW.promusic-inc.com
800/322-7879; 888/600-8988 in CA
Promusic is one of the largest distribu-
tors of music libraries in the world,
with more than 2,000 discs available in
a bevy of styles. This fall the company
will be introducing up to 60 new re-
leases in a variety of genres, including
classical, dance and electronica. One
of the latest additions is a library from
the new English label Atlantic Seven.
The collection of eight discs ranges
from rock to dance to dramatic to vo-
cals. Promusic’s Web site features sam-
ple listening capability for most of
their libraries, and some will be avail-
able for download using Liquid Audio
within the year. The company recently
opened a new office in Studio City,
Calif.

Radical Entertainment
www.radicalentertainment.com
212/302-0555

Radical Entertainment is planning five
new releases for the fall. In addition to
two unnamed discs (one of light/lyrical
smooth jazz and another of light
drama/atmospheric), the additions in-
clude: 1t's a Jungle, Brother, cutting
edge dance/techno music; Night Vi-
sions, electronica/trance/hip hop col-
lection; and The Uptown Homs, swing/
rock 'n’ roll/blues collection from the
band of the same name. Radical is also
releasing Laughtunes, the official music
tracks from the Laurel and Hardy series.
Currently visitors to the company’s Web
site can preview 30 hours of music and
also download files in an MPEG format.

River City Sound Productions
www.rivercitysound.com
800/755-8729

River City has two collections, The
Broadcast Series and The Specialty Se-
ries. This fall, The Specialty Series,
which also includes titles like Wed-
dings, Nature and Sports, will be updat-
ed with a Suspense disc. That disc will
include a full song length, as well as
versions in :60 and :30 lengths. Sus-
pense will be followed by Horror this
winter. All of the discs can be sampled
at the company’s Web site.

SOUND FOR PICTURE m M -SEPTEMBER 1999

Sonic Science
www.sonicscience.com
800/26-SONIC

The ten-disc Sonic Science Production
Music Library is not scheduled for any
major updates this fall, however the
company will be distributing a new col-
lection by the name of Contempo
Music. While the company has no im-
mediate plans to jump into the e-com-
merce business, there are samples at the
Web site.

Sound Ideas

www.sound-ideas.com
800/387-3030

Sound Ideas, perhaps best known for its
effects discs, also has six unique collec-
tions in its production music library,
The Mix Broadcast Music Library. This
fall the company will be releasing The
Classic Comedy Music Series, which is
160 tracks of vintage cartoon and come-
dy music on two discs. The series will
include a wide variety of styles, with
music from silent films, epics, cartoons
and light comedies. The company’s
Web site is strictly informational.

Sweetsongs Productions
WWW.Sweetsongs.com
304/428-7779

The Production Library was just updat-
ed with five new discs, aimed at
audio/video productions or radio/TV
spots. Each track comes in a three- to
four-minute version and a 30-second
cut, and there are six to eight cuts per
disc. Those tracks can be auditioned at
the company’s Web site.

TRF Production Music Libraries
800/899-MUSIC

TRF is constantly updating its Bosworth,
Cobra, Dennis, Musictrack, Power-
Sound, Pyramid, Stock, Supraphon
(classical library) and PAN (international
ethnic music) libraries throughout the
year. This fall TRF will be releasing
seven new discs in the Pyramid library,
six new discs in the Bosworth library,
five new releases in the Musictrack li-
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brary, 15 new offerings in the PAN li-
brary and four new discs in the Power-
Sound library.

Valentino

WWW.tvinusic.com

800/223-6278

With the impending turn of the centu-
ry, Valentino is releasing a collection
of 20-plus discs titled 2000 Millennium
Library. The collection will include
contemporary, blues, techno and jazz.
At this point visitors to tvmusic.com
can listen to one cut of music per disc.

Video Helper
www.videohelper.com
212/633-7009

Video Helper prides itself in providing
music libraries that the rest of the
world hasn’t even thought of yet. Take
the summer release of Swack! as an ex-
ample. The disc is an all percussion of-
fering that includes sounds of things
being hit with a hammer in a New
York City playground, car sounds from
Central Park Causcway Tunnel,
garbage can sounds and gates being
slammed. This fall Video Helper will
be returning to the dance/techno
world with the release of Beat Buffet 2.
The first Beat Buffet featured the
sounds of Adam Dorn; this disc in-
cludes electronica artist Mocean Work-
er. Music can be auditioned, though
not purchased, online.

Who Did That Music?
www.whodidthatmusic.com
800/400-6767

Growing up from a small company, Who
Did That Music? has just released its fifth
music library. This fall the company will
be releasing Ignite, Volume 2: Revolu-
¢ion: and an orchestral disc that has been
two years in the making. Other libraries
like Gravity and Mind Benders will also
bhe receiving updates throughout the year.
The site can be searched, and trucks can
be samipled via RealAudio.

Yessian Music
www.yessianmusic.com
888/937-7426 (YES-SIAN)

Yessian Music’s The Great Escape Music
Library is a total buyout package with
no royalties or licensing fees. Ten mu-
sical categories, from action to classical
1o atmospheric to hip hop, are spread
over three discs. Although there are no
firmy plans for a fall update, the compa-
ny has been preparing for another
three-disc release betore the end of the
year. There are downloaclable samples
of the music at the Web site. |




Multichannel audio production and delivery is no mirage. Innovations like Dolby Surround and

Dolby Digital deliver hish-qedity surround sound to consumers everywhere. Dolby E allows
broadeast and post facilitics to produce and deliver multichaimel audio using today’s infrastructure.
Whether through filin, video. DVD. DVD-ROM. broadeast TV or the Internet. Dolby technologies
and products provide the tools to create exciting surround sound...and that is no illusion.
For more informmation on our products. visit our website or call us for the dealer nearest you.
www.dolby.com/pro

O Dolby

BREAKING SOUND BARRIERS

VISIET US AT ANES BOOTH 224 / SEPTEMBER 24-27. 1999 / NEW YORK

Dolby Laboratories Inc. ¢ 100 Potrero Avenue. San Francisco. CA 94103-4813 « Telephone 415-558-0200 « Fax 415-863-1373

Wootton Bassett. Wiltshire SN4 8QJ. Englawd o Telephone (44) 1793-842100 « Fax (44) 1793-842101 ¢ www.dolby.com
Dolby and the double-D symbal are trademarks of Dolby Laboratories ©1999 Dolby Liboratories Ine. §99/12624

CIRCLE #056 0N PRODUCTINFO CARD




BY TOM KENNY

P
O
3
1
3
&
R
|
P
T

SOUND FOR FILM

H OPEN LETTER T0
PRODUGTION
IIHERS

PART 2

by Larry Blake

In this month’s column, the
second of two parts, I'll turn
my attention from the philo-
sophical issues dealt with
last month to some of the
more practical and technical
matters that can make a dif-
ference on the set and in
post-production.

DEALING WITH PICTURE
DEPARTMENTS

Earlier this year, in a thread
in the rec.arts.movies.pro-

duction.sound newsgroup, 1
was first made aware of the
problems that production
mixers have with the picture
department making deci-
sions about what gets loaded
into their nonlinear edit sys-
tems. I see now that part of
the problem (in regard to
loading final-quality audio
into the Avid) is the assistant
picture editors who don’t do
the work (you) or those who
eventually have to be re-
sponsible for the work
(sound editors and mixers).

They do what is most expe-
dient for them and their
bosses, and, as a result, we
both get screwed.

This shouldn’t dissuade
us from using OMF, wherein
final-quality audio is loaded
into the Avid (i.e., not via
videotape) and these files
(with their edits made in the
Avid sequence) are passed
on to us in post sound edito-
rial. However, we need to
realize that two tracks are the
exact point of diminishing
returns  on  production
recordings: It's enough to
keep things split up, but not
too much to wade through.
Also, the “solution™ of having
a separate “dailies” mix plus
additional three-seven tracks
split across—and containing
the same material—is just
not practical in the editing
rooms (picture and sound).
Please refer to last month’s

column for some basic do’s
and don'ts of multitrack field
recording,

TIMECODE AND
SAMPLING RATES

Just for the record, as of this

writing, you should never
use 24-frame timecode for
standard film production
work. Always use 30-frame
timecode, and if it’s a theatri-
cal feature film, non-drop.
(This might change in the
near future with the advent
of 24-frame high-definition
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video cameras. Stay tuned.)
Of course, in any event, ask
the picture department what
they will be using. And if
you can’t get a straight an-
swer out of anyone, and
have to unilaterally decide
for the production, non-drop
is always the best choice.

I'm often asked what we
in post prefer—time-of-day
or record-run timecode
(when the timecode genera-
tor stops and starts with the
recorder). While it is true that
record run is easier to handle
when loading in production
tapes according to a “CMX"-
style EDL, this is no longer a
big issue. Since OMF audio
counts by samples, and not
timecode, production time-
code is not much of a factor
in sound editorial. (Having
timecode slates does make
editing multiple-camera
setups much easier for the
picture department.) The
bottom line, from my point
of view, is that it is a far sight
easier for you to use time-of-
day code, since you can jam
the generators in timecode
slates (and cameras), thus
freeing you from the hassle
of running cables or using
RF to feed code. You have
enough problems these days
without having to fret over
timecode.

You also need to ask the
picture department and the
post sound team what sam-
pling rate you should use for
your digital recordings. Don’t
assume a rate or take the as-
sistant picture editor's word
for it. If final-quality audio
will be loaded into the non-
linear edit system, the real
authority is the supervising
sound editor, who has to in-
tegrate the dialog along with
ADR, Foley, cut sound ef-
fects and music at the dub
stage.

The answer is not as cut
and dried as it may seem—
44.1 or 48—because there
are crucial variations within
those settings, as you may al-
ready be aware. If you are
recording for a digital video-

—CONTINUED ON PAGE SFP 36
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IN YOUR EAR MAKES A
STATEMENT WITH NEW
FACILITY

by Mark R. Smith

Many people would say Car-
los Chafin is one of the more
affable people in the audio
business. But don’t take his
easygoing nature to mean
that the president of In Your
Ear Music in Richmond, Va.,
doesn’t know when to slap
the blinders on and move
full steam ahead.

For instance, he decided
long ago that there was one
way to approach his carcer-
long dream of building a
new facility for the eight-
year-old company: the right
way. Period.

That meant, first of all,
that the technical capabilities
would need to rival those of
any facility in the country. It

Corlos Chafin ot the piono in Studio E/Composition Room |

also meant that the build-
ing’s layout would be tai-
lored to the facility’s nceds,
and not sinmiply plunked
down in an office or indus-
trial space due to favorable
lease rates or location.
Chafin wanted the ambicnce
of the building and sur-
rounding neighborhood to

evoke images of the simpler
colonial times that attract
tourists 1o Virginia's capital
city in droves. It necded be
a place where people would
like to be...and b inspired.

It also meant realizing
that it would take longer to
find everything we wanted,”
Chafin stated, with a weary

smile. But, finally. after yeurs
of searching for the right spot,
he and his Qtaff finally found
it in 1997, in a nearly 140-
vear-old residential structure
in the city’s historic Shockoe
Bottom district. So, at 1813 E.
Broad St. sits Chafin's dream,
as well as his reality.
—CONTINUED ON PAGE SFP> 34

PRRODI/FAIR

COMPOSING TRAILER
TRACKS

by Maureen Droney

Maybe it's a feng shui thing,
but “harmony” is the word
that comes to mind when
entering the Pacific Palisades
home studio of Starr Parodi
and Jeff Eden Fair. Although
i's part of L.A,, the Palisudes
has always seemed to be
some sort of an anachro-
nism, serenely removed
from the rest of L.A. Its
weather is different, more
Northern California-like with
lots of fog and cool ocean
breezes. Its vibe is different,
too; the area often feels like
a small town that just hap-
pens to be perched on hills
overlooking the Pacific a few
miles south of Malibu. Many
successful artistic and musi-

cal types have carved out
live/work spaces there,
much as Parodi/Fair estab-
lished Sonic Doppler-Gray
Dog Studios.

Paradi and Fair write and
produce together, and they
have become known for
their work in sound for pic-
ture, especially in the niche
area of trailers. In the past
year they’ve composed an
update of the classic TV
theme for Wild Wild Wesr's
trailer, and mini-scores ac-
companying the trailers for
Entrapment, The Mod Squiac
and The Thomas Croun Af-

Jair. Their trailer credits also
include Bravehecirt, Deep

Impact. Goldeneye and 1o-
morrow Never Dies. As busy
as the trailer world keeps
them, Parodi, Fair have also
branched out to scoring for
episodic television (Life-
time’s series Maggie) and
feature films (7he Eighteenth
Angel, Screenleind Drive),
and they composed the mu-
sical background for the
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Starr Porodi ond Jeff Eden Foir ot home

United Artists logo.

Back in 1985, Parodi was
playing keyboards in saxo-
phonist George Howard’s
hand while Fair was helping
out with sound design for
Howard’s album. “At the
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time. I was also doing some
[musicd writing for the TV
show Fame,” recalls Parodi.
“Jeff and I collaborated on
some pieces that they used,
and that's how it started. We

—CONTINUED ON PAGE SFP 40
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With the $4.1 million, almost 20,000-
square-foot facility now open and run
by a 16-member staff, IYE (www.
lobe.com) is moving forward. Chafin
hopes not only 1o reinforce his facility’s
presence in the spot market, but to
make greater inroads toward scoring
and rock 'n’ roll.

GETTING TECHNICAL

Calling the facility “one of our prouder
achievements,” Peter Grueneisen, prin-
cipal with Los Angeles-based architec-
tural firm studio bau:ton, marvels at the
tenacity Chafin and IYE's staff—most
notably director of operations Terry
Stroud and chief engineer Joe Sheets—
showed during the design stage.

“We went though a long process of
optimizing the layout and making sure
everything is in the right place,”
Grueneisen says. “The interesting thing
here is that they made no compromis-
es. They went to great lengths to ensure
the proper heights for the studio ceil-
ings, for example. That type of thing is
very important.”

The Broad Street location has twice
the square footage of its former home
but the same number of studios (three).
It’s the layout and what the rooms offer
that have changed.

For starters, the sound isolation sys-
tem consists of double-cinderblock
walls, backed by up to 12 layers of
sheetrock to reduce the rumble of
passing trucks or sirens from emer-
gency vehicles on Broad Street, which
is a main thoroughfare. And the studios
have been designed to be multifunc-
tional.

Studios A and B are almost identical,
aside from the space in B being a bit
smaller. Each features a Euphonix CS-
2000 console with ES-108 dynamics on
all channels, New England Digital Post-
Pro workstations and 32 tracks of Tas-
cam DA-88/38 recording capability. In
addition, Studio A is one of the first
Dolby Digital control rooms in the
country to feature a 5.1 Genelec moni-
toring systenn.

The old Studio C was relegated to
radio spots because it was small, but it
now features a 400-square-foot control
room, 350-square-foot studio and is
centered around a Pro Tools |24 MIX
Plus system with Pro Control. Chafin
said the room “can now handle many
projects like the other rooms, plus CD
mastering and Internet file preparation,
as well as music recording and multifor-
mat mixing.”

The entire facility is wired so that, for

The large, live Studio A, where IYE hopes fo atfract more music projects

example, an engineer in Control Room
A can tie into all three studios and their
three lounges. the sound lock and a
small studio attached to composition
rooms D and E. The grand piano is in
Composition E and can be recorded
from any control room, or rolled into
Studio A.

David Brooks, self-described “chief
wirehead,” has been in cahoots with
Chafin for almost twice the company’s
eight-year existence. “We built total flex-
ibility into this place,” Brooks observes,
“because studios could be sitting un-
used, since the control room uses a lot
of ISDN digital patch for when the tal-
ent is in L.A. and the spot is being pro-
duced here with the ad people.”

They can also patch video, he adds.
“Any of the rooms can run a %-inch
video deck. We have two Doremi Labs
V1 hard drive-based video recorder/
players that can be accessed from any
of the rooms.”

Wire runs cover the shortest possible
distance under the floors through one of
72 troughs. “The wiring we use costs
about $60 a foot,” Brooks explains.
“Four-, six- and eight-inch PVC pipes
connect the troughs, which means mak-
ing changes is very easy. That way,
wires don’t go up a wall and through a
ceiling, so we save money and it sounds
better, too.” The facility is using some
fiber now in its dub room and will like-
ly incorporate more in the future.

ON THE SPOTS

That versatility is what Chafin hopes
will help result in new doors opening
to IYE. Presently, about 60% of the
company’s business is spots. Of that
spot work, 60% comes from outside
Richmond; Dallas, Minneapolis and At-
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lanta have proven to be particularly
fruitful markets due to working rela-
tionships that have developed over the
years.

Some of the more recent high-pro-
file, long-term campaigns include proj-
ects for Red Roof Inns, featuring
comedian Martin Mull, and scoring for
a Timberland shoe promotional cam-
paign for Richmond’s huge Martin
Agency.

A campaign for Colonial Williams-
burg for another Richmond agency, Just
Partners, just wrapped. It includes four
spots airing nationally that juxtapose
modern day and colonial times. While
video post-production on those spots
was taking place at Encore Video and
FilmCore, both in Santa Monica. Calif.,
Chafin wrote the music and created the
sound design, then transferred the files
to the West Coast via ISDN lines (IYE
uses 3-D2 Network, as well as DG Sys-
tems). “The client at FilmCore was able
to collaborate by approving the design,
making changes and giving me direc-
tion,” Chafin says. The client returned to
Richmond for the final mix in Dolby
Surround, then laid back to their Digital
Beta master.

On this occasion, the music featured
a combination of live players and elec-
tranic beds. “There was a delicate con-
nection to the past in the case of the
Williamsburg spots. so I mainlv used
real players, which we do about half the
time,” Chafin explains. “I tend to go for
the sound. I very rarely use samples to
circumvent the budget—maybe occa-
sionally, with a string section, but that’s
about it.”

IYE'’s rates range from $100 an hour
at night for demo sessions to $300 an
hour for multiformat mix to picture.
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NFL Films of Mount Laurel, NJ. has an
ever increasing workload. With over 300
hours of programming annually for ABC,
CBS, Fox, HBO, Turner and ESPN - and
the additional worldwide distribution

of home videos and international
programmes - NFL is relocating to a
new fully-digital complex.
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ONWARD AND UPWARD

While IYE works with out-of-town post
houses daily, Chafin stressed that he
also wants to strengthen the company’s
national presence in the production
community. That’s part of the reason
for the acute attention to detail while
building the new digs.

So it was a boon when veteran actor
and producer Tim Reid opened New Mil-
lennium Studios on the outskirts of near-
by Petersburg in mid-1997. That presence
has already led to a plum scoring project
for an episodic TV program for Show-
time called Linc’s. It was successful and
has been picked up by Viacom.,

Of late, New Millennium has
opened a second studio in Petersburg
and is eyeing an insert stage near IYE
and Henninger Richmond, as the
three firms are considering a partner-
ship to promote production in the
city. Chafin would also like to push
headlong into music production and
see acts take advantage of what IYE
now has to offer. |

Mark R. Smith is a freelance writer
and music trivia addict based in
Crofton, Md. He can be reached at
MSmith1277@aol.com.
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tape finish, and sound work will be
handled digitally throughout post-pro-
duction, then you should be recording
in the field at 48.048 kHz (assuming,
of course, that you are shooting film
running at 24 fps which will be trans-
ferred to NTSC videotape, and thus
bring the sample rate 0.1% down to
48.000 kHz).

On the other hand, if you're record-
ing for a feature film, which will be cut
on an Avid, then you should be rolling
at 48.000 kHz on the set. This will drop
down to 47.952 kHz at NTSC speed.
(The Lightworks system, on the other
hand, conforms to digital videotape
rates.)

RECORDING ON AN ANALOG
NAGRA
If you are using a Nagra, just prior to
the first day of shooting, please create a
“Rosetta stone” tone roll with a com-
plete set that will enable the transfer de-
partment to properly align the studio
deck. I am always amazed when pro-
duction mixers will hesitate at providing
such a tape: “This isn’t music, it’s dia-
log.” Ouch!

I’'m aware that there are many out

there in the world of production who
sing the praises of the Nagramaster
equalization curve, but I remain uncon-
vinced. While it’s true that there will be
a slight improvement in the signal-to-
noise ratio, these tapes can only be
played back either on a Kudelski ma-
chine (portable 1V-S or a studio T-
Audio) or with an aftermarket adapter.
Nagramaster does nothing for head-
room (in fact it reduces it on the high
end) or for low- or mid-frequency
noise.

If you really want to turbocharge
your analog field recordings, I would
suggest using Dolby SR, connecting to
the Nagra via units manufactured by
Bryston. Headroom and tape noise wor-
ries simply disappear, and you will be
producing the very highest-quality track
possible. Ask around to the handful of
production mixers who have used and
swear by SR. I mention this because
most of the people who badmouth SR
or any form of noise reduction on a
Nagra have never used it. (Funny how
that is.) I have been on the receiving
end of such tapes five times, with 100%
positive results.

There’s no question that SR places
certain stringent demands on produc-

The Official Music Library of the Millennium
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The winners choice
just got a

new partner.

Post-production is complex enough
without those equipment-conflict detours.
Let the team of WaveFrame + TASCAM-
keep you on track... and on time.

It's no surprise that 4 of the 5 Oscar nominees for Sound and the Emmy winner for Sound
chose WaveFrame to edit on. Because WaveFrame is the only editing platform designed with them in mind.
WaveFrame's innovative editing commands speed post-production,
leaving you time to make the decisions that will make your project a winner.

No other system gives you tools this effective at a price this good.
If you're doing audio work that goes with picture, you need tools that work every time —
not that latest oh-so-cool plug-in. It's simple; You need WaveFrame.

Enter Tascam... with the perfect folow-through.
With the Tascam MMR- 8 8-track recorder/player and the Tascam MMP-16 16-track player,
you'll be fully prepared to record your project, then play it back directly or edit it on your WaveFrame —
to keep right up with changes that bounce in from the producer and director.

WaveFrame + Tascam's MMR/MMP Series = 100% compatibility.
The Tascam MMR/MMP series offers the only digital disk recorders that are fully compatible with WaveFrame editors.
Which means that your project will play back on the stage just the way you edited it,
and that your MMR recordings will play back with perfect accuracy on the WaveFrame for editing.

No extra settings. No translations. No lost time.

Just plug and play. For Real. We guarantee it.

T R, o W,

WaveFrame TASCAM.

] a
Advanced Systems Group, LLC, 5447 Telegraph Ave., Oukland, CA 94609 TEAC America, Inc., 7733 Telegraph Road, Montebello, CA 90640
510/654-8300 Fax:510/654-8370 www.waveframe.com 213/726-0303 Fax:213/727-7635 www.tascam.com
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tion mixers. You need to find the juice
to power four channels of SR, two for
encoding and two for decoding off tape.
I's considerably less mobile, especially
in regard to jumping in and out of insert
cars. You have to be real careful about
the alignment of your machine, because
SR, like all noise reduction schemes, cian
produce undesirable anomalies if the re-
produced EQ curve of the transfer deck
is very different from that of the
recorder. You must give the transfer de-
partment the Rosetta stone alignment
tape, and you must record SR noise at
the head of each tape.

And, yes, it is a little bit of a hassle
for transfer and post-production folks,
but so what? It’s like using a finer-
grained negative stock in the camera
the smoothness of the whole track will
be noticeably increased. If your super-
vising sound editor does not get on his
or her knees and thank you for wanting
to go to the trouble for raising the qual-
ity of the sound of the film, he or she is
a loser in my book.

DIGITAL RECORDINGS

This is a digital age, and many of you
understandably have a digital bent. If
you are using a standard DAT, look
into getting an outboard A/ID converter
such as the Apogee AD-1000, which
can also provide a soft limit feature to
allow you to cram as much informa-
tion as possible into the 16-bit linear
PCM.

If you want to turbocharge your
digital recordings beyond the 16-bit
DAT standard, go for it! The sound of
units like the Nagra D and the Deva
are on par with SR-encoded %-inch,
with the addition of two more chan-
nels. As you might have guessed,
these devices, too, come with caveats.
The primary one: You frequently have
to restrain yourself from using more
than two tracks.

Should you use either SR-encoded
analog or Deva/Nagra D, it would be
very helpful for the dialog editors if you
also record a standard DAT as backup.
These tapes are a big help when search-
ing through non-printed takes looking
for lines to cheat and fill to grab. It’s a
good idea to set up the reference levels
on your DAT machine to match the lev-
els of either the A/D transfer of your
Nagra tape or the reference level of
your workstation. Expressed more clear-
ly, you should instruct the transfer peo-
ple to make your -8 modulometer/0 VU
tone match the -20 dBfs level on the
workstation. If your backup DAT was
also recorded at a -20 reference, a
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sound editor can load in digitally at the
workstation and know that levels will
match.

While it is helpful to have timecode
on these DAT tapes, it's not absolutely
necessary. (And if you've gone 1o the
expense of outfitting your cart with any
of the hot-rodded devices—SR, Nagra I
or Deva—the addition of a timecode
DAT just for backup would not be a
welcome sight in terms of your check-
book.) And while only timecode DAT
decks give onc precise control over
sample rate, thus enabling a digital load-
in to be deuad in sync, we can work
around this, too.

SOUND LOGS

One part of the production sound
process that is rarely mentioned is the
importance of good sound logs. There
are some basic points that are often
overlooked, like putting down what mi-
crophones you used, and on what
track. I mean, you're not giving away
secrets if you note that you use a
Schoeps with an MK-21 capsule in the
bathroom.

My sclfish reason for wanting this in-
formation is to help train my ears as to
what I'm hearing, for betier or worse. If
a radio mic sounds good, I want to
know what mic was used. And if there’s
HMI ballast or head whine, Panavision
PanaTape flutter, or even the familiar
Schoeps I-can’t-deal-with-humidity
squeal, 1 want to relate what I'm hear-
ing to production recording practice.
Noting all this on the logs is really ap-
preciated.

Also, please make sure to note
where good fill is, as in an unexpected-
ly long pause at the beginning or end of
a take. Any supervising sound editor
worth their workstation will compile a
master list of such notes, along with
wild tracks, stereo tracks and general ef-
fects recordings.

It doesn’t do you or the film any
good if you make great logs and the
post sound crew doesn't read them. I've
heard it suggested that the production
mixer send the logs in first and then
give a quiz to people in post before
sending in the tapes. This is a great idea
because it really pains me that those of
you in the field have been burned so
many times.

You might consider rethinking the
layout of your production logs. A few
years ago, my production sound
recording colleague Paul Ledford and
I designed a log that splits the tape by
camera setups, and not simply the grid
of lines found on most sound forms. |
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think this design is both production
mixer- and sound editor-friendly be-
cause it draws your eye to logical
groups and eliminates repetitive writ-
ing. If you would like a copy of this,
just e-mail me and I will send a copy
back to you as an attached file. (And if
you e-mail now, [ will also throw in a
copy of my Rosetta stone check list,
recording a reference alignment %-inch
tape.)

As I have noted, the rec.arts.
movies.production.sound newsgroup is
a superb resource for those of us who
care about sound for film and televi-
sion. Beginning September 1, when this

issue hits newsstands and mailboxes, I
will continue the thread titled “Produc-
tion and Post-Production Cooperation”
that was started in August in conjunc-
tion with Part 1. Let’s keep this dialog
going!

Contact me at P.O. Box 24609, New
Orleans, LA 70184, or fax 504/488-5139,
or e-mail swelltone@aol.com. [ ]

Larry Blake is a sound editor and re-
recording mixer who lives in New Or-
leans for reasons too numerous to
mention, although one of them would
bave to be the beated muffalettas at the
Napoleon House.
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found that we worked really well to-
gether.” The couple is now married.

Although Parodi, who was born in
Hollywood and educated at UCLA and
at the Dick Grove School of Music,
went on to play and tour with other
artists, writing remained one of her
main goals. The opportunity in 1988 to
play with the Arsenio Hall Show posse
helped get her on track.

“I was playing with a lot of different
people,” she says, “and wondering
how I could reconcile wanting to write
with wanting to play. It always seemed
that in order to write, you had to stay
in town, but the people I was playing
with were always going out on the
road. Then Arsenio’s show came along
and that was the perfect marriage. I got
to stay in town and play with a really
great band and a lot of my favorite
artists, and also have the chance to
write and get connected.”

At that time, Fair, who hails from
Seattle and plays bass guitar, brass,
woodwinds and guitar, was busy with
record production, commercials and
working as head of R&D at Hybrid Arts,
one of the first companies designing
professional music software. In an only-
in-L.A. scenario, the two were intro-
duced to the world of movie trailers by
a neighbor. “He was a copywriter work-
ing on voice-overs for the trailer for
Straight Out of Brooklyn,” explains Fair.
“We'd given him a demo tape of music
we'd done together, and he took it in to
where he worked. The next day we got
a call to come and meet.”

The trailer production process is, not
surprisingly, a compressed version of
movie scheduling. Logistics and time
frames vary for each project, with, ac-
cording to Fair, the average time
around a week-and-a-half. Parodi/Fair,
of course, prefer to come aboard as
early as possible because, as Fair says,
“That’s when a project can really gain
its own identity.”

“Thematically, trailers may jump
through four or five different styles in a
two-minute, 17-second space of time,”
Parodi adds. “It’s a big challenge to
make the soundtrack cohesive. You're
trying to tell a two-hour story in less
than three minutes, so you're trying to
convey all the different emotions and
also make people want to go out and
see the picture. You have to make it
seem like it’s all one piece of music, or
at least that it logically moves from
piece to piece.”

Temp love is the film scoring equiv-
alent of demo love in the record busi-



ness. Directors often get tied to a piece
of music based on the temp score, mak-
ing the actual composer’s work more
difficult. “It's not uncommon for some
music to be attached to the project when
we get it,” says Fair, “but usually we try
to take it in a more original direction.
That’s another reason it’s great to get to
come in early; then you know that the
editor will be cutting the picture to your
music, as opposed to cutting the picture
to some other music that might inspire
them. If they cut the picture to other
music, you may be locked into a
tempo—you’ll have to take that into
consideration. You may have to resort to
some tricks then, like making that tempo
work in another time signature.”

Generally, the couple doesn’t see a
film in its entirety before beginning work.
“Sometimes we see artists’ renderings,”
says Parodi, “or we might get a script. For
Wild Wild West, we first saw conceptual
art six months before we did the project.
We did some demos on synth and sent
them off, and that was that for a long
time. Then we got a call about three days
before they needed to take it to picture!
Some deadlines had popped up and it
was a rush for everybody. So it was lots
of coffee and no sleep!”

Pre-recording of drums, bass, synth
and percussion were done at Sonic
Doppler, with sounds laid to DA-88 and
24-track. Then it was off to the Todd-AO
soundstage, where Parodi conducted a
70-piece orchestra.

The eternal conflict between sound
effects and music is just as prevalent in
trailers as in feature films. “1 think the
best trailers,” says Fair, “are the ones that
allow whatever is creating the emotion
that’s necessary at any given moment to
play through, whether it be sound ef-
fects or music.”

“Since everybody has heard explo-
sions,” adds Parodi, “sometimes sound
designers or the producer will go for
having the music drive the scene. But
it’s always a give-and-take situation, and
it’s really important to be aware of all
the sound design that’s going on. Quite
often we work with the picture editor,
so we know their ideas and what their
hopes are for the marriage of music and
sound effects. That helps us to know
where we can step out musically and
where we have to pull back.”

Parodi/Fair’s final mixes are delivered
on DA-88 in sync with picture, generally
comprising a stereo mix and separate
stems for whatever may need to be in
surround speakers or the subwoofer.
“Usually, it will be on eight tracks, occa-
sionally two DA-88s running in sync,”

says Fair. “It’s not really delivered in
ECRS, but we definitely give them the el-
ements to place them in surround as

1 think the best trailers
are the ones that allow

whatever is creating the

emotion that’s necessary
at any given moment fo
play through, whether it be
sound effects or music.
—Jeff Eden Fair

they desire.”

A main feature of Sonic Doppler’s
recording space is its circa 1928 7-foot
Steinway piano, Parodi’s main compos-
ing instrument, although she maintains a
large arsenal of other keyboards, includ-
ing a Prophet-5, Korg T1 and Korg Trin-
ity. “People always ask me why I don’t
get rid of all these keyboards and just
have one,” she laughs. “I's because they
all have different sound textures. They
all help to bring to life different ideas.”

Depending on a project’s time frame
and budget, recording is to a 24-track
Otari MX80, DA-88 or Pro Tools. “If
we're doing stacks of instruments, we
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go digital to avoid tape noise,” says
Fair. “But most of the time we still pre-
fer the sound of the analog, even
though its faster and more convenient
in the hard drive world.”

Both Parodi and Fair are
musical/technical hybrids—they obvi-
ously love sound for its own sake and
put a lot of thought into capturing and
creating it. The bright, spacious and
wood-floored living room that houses
the Steinway gets used for lots of other
live instrument recording, with FC tube
trap baffling applied as needed. Lots of
experimentation with mic placement
has taken place, and the couple have
an extensive mic collection. Sankens
and C41s are generally used on the
piano, with the Swiss-made Sonosax
mic preamp. “We compared the
Sonosax to Neve, Demeter, API and
V72s,” says Fair. “It won the shoot-out.”

Neumann KM54s sometimes get
used on the piano, as does an interest-
ing unnamed Chinese U67 knockoff.
“Allen Sides actually told me about it,”
offers Fair. “It has a 6072 tube in it, and
they used to do modifications of it at
Ocean Way. We often use it on cello
and woodwinds,

Monitors are Tannoys, Auratones
and Clements (“amazing and inexpen-
sive”) with JBL 4311s for “Fun!” accord-
ing to Parodi, “for when we want to
tumn it up loud for a guitar player with-
out being afraid that we’ll blow our
speakers!”

The CAD Maxcon console that was
in house at the time of our interview
was being replaced with a Soundcraft
TS24, which both find to be “punchy
and warm.” Favorite compressors at
Sonic Doppler are an SSL stereo, LA2As
and that new (visually unimpressive)
secret weapon, the RNC (Really Nice
Compressor), as well as the Waves
Ultra L1 plug-in.

Cuebase is the team’s main compos-
ing tool, used with the MOTU 2408
audio interface. “We actually use that
more than Pro Tools,” says Fair. “It’s
getting to the point that you can do
most of the Pro Tools functions inside
Cubase, as well as the sequencing.”

Currently, Parodi and Fair are
working on music for the Destination
Films logo and the trailer for Bats.
And although Parodi sees a possible
solo musical album in her future, the
two are hooked on composing music
for picture. “There’s just something
about the marriage of the two.” says
Parodi. “The sum of the parts is big-
ger than music or picture alone, and
that’s exciting to us.” |
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Pro Tools system have
centered around hard-
ware. First there was
the move into a 24-bit
system, followed by
the transition from the

16900 1800

NuBus architecture to

PCI-based audio cards.

That, in turn, opened
the doorway for the
development of the
cross-platform,
PC/Power Mac-com-
patible Pro Tools | 24
MIX system that was
unveiled at AES San

Francisco a year ago

and was reviewed in
the July 1999 issue of
Mix.

This time, Digidesign
has focused on soft-
ware and hardware.
Pro Tools V. 5.0 adds new features, while, on the
hardware side, Digidesign enters the host-based
DAW market with a bundled, reduced-feature ver-
sion of Pro Tools V. 5.0 software called Pro Tools
LE. LE runs with an all-new entry-level project sys-
tem called the Digi 001 (as well as the venerable Au-
diomedia I card).

Under development for the past 18 months, Pro
Tools V. 5.0 marks a major upgrade for Digidesign
TDM systems, supplying powerful post/advanced
editing features, an integrated MIDI sequencer and
two plug-and-play Avid video-compatible hardware
options (simply known as Digidesign AVoption and
AVoption | XL). Finally, the host-based Pro Tools LE
version of 5.0 adds CPU-based mixing and real-time
AudioSuite plug-ins to Digidesign’s entry-level hard-
ware offerings.

hardware options and more.

TAKING POST AND
GENERAL EDITING TO THE NEXT LEVEL

According to Digidesign’'s Paul Melnychuck, “Pro
Tools V. 5.0 raises the bar for audio post-produc-
tion, and delivers on the promise of synergy be-
tween the Avid and Digidesign
product lines.” This answers the oft-

BY GEORGE PETERSEN

Pro Tools 5.0 incorporates Avid AudioVision functionality, and integrates a MIDI sequencer, video

raised criticism that users have voiced about the lack
of cohesion between the industry's leading audio
and picture-editing workstations, despite Avid's ac-
quisition of Digidesign in 1995.

However, there is no doubt that Pro Tools 5.0
brings a heap of synergy to Avid Digi users. The AV
options add Avid video importcapture playback (all
resolutions) to Pro Tools and provide the “missing
link” when visuals are cut on an Avid Media/Film
Composer, with audio post handled on Pro Tools.

Among its post-specific enhancements are single
keystroke access to most editing functions, stationary
playhead, dual selection “source’destination”-style
editing, grabber selection of discontiguous elements,
and Fit-to-Marks and Snap-to-Region start/end/sync
point commands. Pro Tools’ MachineControl option
is improved, providing fast serial control of 9-pin
decks. And there’s a redesigned stand-alone OMF
transfer tool application called DigiTranslator, which
includes OMF import and export.

Many of the new advanced editing features will
appeal 1o any user, music or post. These include Vi-
sual Markers, Scrub and TC/E Trim modes, Fill Paste
(with automatic looping), Region
Replace for individual or global
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untiring sound that has made HHB Circle
monitoring an industry standard with

audio professionals the world over.

HHB Circle 5.1 system: Five active Circle 5s plus a Circle 1 powered sub.

HHB Communi<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>