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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.

| 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" RemotelAutolcator and
RMD" Meter Dispiay at The Vilage, Studio D, West Los Angeles, CA

£
e | .
Nomines l V IZO

PROPESSIOWAL 16-0IT PICITAL AUDIO RECORBENR

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

Alesis Corporation 1633 26th Street Santa Monica CA 90404 800-5-ALESIS www.alesis.com A LE'S
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(CLASSIC PERFORMANCE,
ROCK STEADY RELIABILITY

excelleunce

- THE INSTRUMENTS OF YOUR SUCCESS.

ULTIMATE ANALOGUZ=

Ready o join more: than {0C of the
world's greatest musie recording studios
benefitng from the outstanding
SuperAralogue performanze of the

SL 9000 | Series comsole Along: with its
revolutionary circuir cesign combining

a bandwidth bevond §00kHz with a
stunringty accurate LF respomse; this hit
generating console now. incorpcrates
SSLs briliiant new V4 softwarz, providing
even better automarion session

management and machine control.

DEFINITIVE DIGITAL

‘Or seeking to explcit the: pacductivity
benefits of SSL's awescme digital
processing power with Axiom-MT?
Total dyramic autormation, smapshot
reset, MIDI FX cont-oi and! the most
compréehensive surround sound features
available, integrate the tocls for
tomorrow with the same insuitive and
ergonomic control surface enjoyed by

a generation of audie professionals.

The choice is yours. Cali SSL for a

demonstration.and discover how we're i s ]

in harmony with your future. S Oli> State |_0 ic
d Log

International Headguarters

Begbroke ©Oxford OX$ IRL Englanc

Tel: +44 (C)1865 842300

Fax: +44 (C)1865 8421:8

Email: sales@solid-state-logic.com

www.solid-state-logic.com

New York Los Angeles Tokyo Paris Milan Toronto Singapore
+1(212) 315 1111 +1(1)323 463 4444 +8i (0)3 5474 1144 +33 (0)} 3460 4666 +39 02 2522 4956  +( (1)416 431 9 3: =65 (0)+38 2272




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 a handcrafted masterpiece.

Still made the old-fash- ioned way, one-at-a-time,

in Austria. Technology

so unique, that engineers

and performers have aptly labeled the C12VR.

ROCKET SCIENCE

Who knows what a C12VR will be worth in the year 2010?

©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.cam> H A Harman (nternational Company
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PS115B Back

(Canine SubWooferus)

Subwoofers. The industry has a full smorgasbord of
subs that all claim superior performance. Knowing that
your purchase decision can effect the longevity of your
studio, so many choices and proclamations make the
selection process cause for serious indigestion.

Tannoy offers two simply powerful solutions.
The PSI10B (10 inch) project sub sports all the features
and flexibility required for 5.1 multi-channel mixing.
Most importantly, it's so affordable, multiple units can be
obtained for true low frequency steering without putting
you in the dog house. If you require high enough SPL to
shake up your milk bone, then perhaps the exhilarating
PS115B, (15 inch) sub may be the puppy
you're looking for. Whatever your ’H.
need, we guarantee a Tannoy sub e
will go down well.

Because the future of your
business and perhaps your next -
meal ticket depends upon the perfor- "mr‘f’
mance of your mix, don’t compromise by
using inferior subwoofer products. Invest in proven
performance because it’s a dog-eat-dog world out there.

FOR THOSE WHO KNOW

TOLL FREE DEALER ORDER HOT LINE: (FAX) 1-800-525-7081

Tannoy/TG! North America= 300 Gage Avenue, Unit [ +Kitchener, Ontario,
Canada N2M 2C8+519 745 1158+ Fax: 519 745 2364

www.tannoy.com
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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.

De-ssser / Normakzer with dbx Type IV ™ Conversion System a QATE

0/ XOVER

* 4 Band Multi Band Stereo
Compression

* 5 Band Variable Q Parametric EQ

* Dual Mono or True Stereo
Operation

*TYPE IV™ Conversion System
with TSE™ Tape Saturation
Emulation

And with the dbx TYPE IV™
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.

dbx

PROFESSIONAL PRODUCTS
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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



FROM THE EDITOR

THE UN-FORMAT

Since the advent of cylinders and phonograph discs more than a century ago,
consumers have learned to live with the concept of format wars: two incompati-
ble media vying for the hearts and wallets of the public. As 78-rpm discs eclipsed
cylinders, the format wars subsided—at least from a hardware standpoint. In fact,
for a considerable period (early "50s to mid-"80s), most home systems had multi-
speed turntables capable of playing 33s, 45s and 78s, with the main glitch being
an occasional search for a misplaced large-hole 45 adapter.

The 1960s brought consumer tape releases—Y%-inch reel-to-reel, followed by
cassettes and 8-tracks, and the format wars heated up again. In 1981, the compact
disc—offering reasonable fidelity, long playing times and suitability for home,
automobile or portable applications—marked the beginning of the end for vinyl.

Discounting a few less-successful consumer digital forays—i.e., PCM-F1, DAT,
DCC and MiniDisc—CDs and analog cassettes have dominated the market for
nearly two decades, with new formats, such as DVD-Audio and SACD on the
horizon. But formats will come and go, with each new breakthrough promising
the “ultimate in sound reproduction.” (We've certainly heard THAT one before!)
Of course, a new format means we will all need to go out and buy another copy
of Dark Side of the Moon—again.

However, the “un-format” offers an alternative. Rather than buy a piece of
plastic (vinyl/tape/disc/etc.) encoded with a performance, what if we instead pur-
chased a data file of the performance and could then simply transfer it to a device
that WE selected for playback? On a basic level, this equates to one of the many
hardware players for MP3 files, but the un-format concept goes much deeper. For
example, after paying for and loading a data file into a PC, a translation utility
could create a 24-bit/96kHz 5.1 version for parlor listening, a dynamics-com-
pressed mix (stereo or surround) for high ambience-level car listening or a lo-
fi/long-play version for the kid’s portable player. And via direct transfers from a
network or Internet hookup, all of these could be played without the need for a
physical format—just as MP3 files today can play on a PC or Mac—or stored 1o
the removable media of your choice.

Now, if cars today can download road maps and navigation data, could a quick
music transfer from your home music collection to your dashboard be far away?
Or how about music streaming live from your home computer (or Internet) direct-
ly to your car stereo? Will the “Autonet” be part of your new millennial experience?

Given humanity’s love for tangible possessions, could the un-format’s concept
of buying data—rather than plastic—succeed? Well, liner note-less MP3 down-
loads continue at a record pace (granted, they are free), without graphics. Yet at
the same time, the Net can also provide unlimited fan info, photos, lyrics, stream-
ing video clips and up-to-the-minute news that far outstrips the capacity of CD
booklets and album covers.

Can we accept a format-free world? Judging from our relatively rapid evolution
to a cashless society based on direct deposits, debit and credit cards, ATMs and
online banking, where we transfer funds without blinking an eye, P'd say anything
is possible.

And.. have a nice millennium!

George Petersen

ABP
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PUSH I

Introducing GP9, Grand Master™
Platinum. The ultimate in analog audio
mastering media from the global
master of sound — Quantegy.

With GP9's increased output
and lower noise, you can lay down a

signal hot enough to melt your

Phone 800-752-0732 www.quantegy.com

A

TO THE PEGS.

meter. GP9 is also virtually shed-free,
so you never risk losing a note or
your sterling reputation.
\'/ g‘% It took Quantegy 40 years to
produce a tape this good. It'll take
you about 40 seconds to realize it

was worth the wait.

o

QUANTEGY

Professional Media 1399
Nominee
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Big Blue Meenie

RECORDING STUDIOS

Hundreds of hardcore. punk and metal bands
have fueled Big Blue Meenie Recording Studios
since its inception a decade ago in the basement
of co-owner Tim Gilles' Hackensack, N.J., house. Who knew
that the product of all that blood. sweat and beer would move
into the former Quantum Studios in Jersey City. a studio built
on. as Gilles puts it. "Madonna money?

Gilles and his partners—his wite, Julie, Tom Aldi and Joe
Mahoney—simply knew a good deal when they saw it last
year. “[Jazz guitarist, songwriter and early Madonna producer]
Reggie Lucas, the guy who built it, made it a labor of love,”
Gilles says. “He spent a lot of time and energy putting it to-

Big Blue Meenie partners (from L) Joe Mahoney, Julie Gilles, Tom Aldi and Tim Gilles
hang out in Studio A with their Amek 9098i,

gether. It had great iso control rooms, great spaces. It was in a
state of extreme dilapidation when we got here—{Lucas] quit
in the middle of '94. But the place has a huge history.”

Housed in an old chandelier factory next 10 Washington
Park, the 9.000-square-foot studio has been a pan of the half-
Little taly, half-Little Latin America neighborhood (about 14
blocks from both the Lincoln and Holland wnnels) since the
mid-"80s. Some of the R&B. rap and dance Gold and Platinum
records recorded at the space are still in Julie Gilles' office.
Those include discs by INXS, Pet Shop Boys. Jodeci, Guy and
Queen Latifah, as well as a slew by groups such as Helmet and
Rage Against the Machine. which were mixed there by Andy
Wallace.

But since Blue Meenie consolidated its three facilities and
officially opened at the new locale in July with the installation
of its biggest desk, an Amek 9098, quite a difterent sound has
been emanating from studio’s three control rooms. Agnostic
Front recently put the finishing touches on their new Epitaph
release, Riot, Riof Upstenrd, with Rancid guitarist Lars Frederiksen
producing and Gilles engineering. S.0.1D. (Stormtroopers of

10 MIX. DECEMBER 1999

Death) recorded two new songs for the upcom-
ing re-release of its Platinum record. Speak Iing-
lish or Die, with house engineer Dan annazzelli
and mixer Vincent Wojno. And Anthrax worked with lan-
nazzelli on a cover of The Temptations' “Ball of Confusion™ for
a compilation.

“Reggie ran a sound hotel, a studio for hire,” says Gilles.
“Now we do the majority of work, myself and the staff [which
includes engineers lannazzelli. Jason Kanter and Mike Ward
and producers Sal Villanueva, Billy Milano (of S.0.1).) and
Roger Miret (of Agnostic Front)]. The vast majority is for good-
sized indie labels like Epitaph, Century Media and Roadrun-
ner. The whole concept is that we'd be able to provide
the same quality and services of a much. much bigger,
expensive Manhattan studio for folks that are making
mid-sized-budget records.”

Gilles started the business with about $2.000 worth
of geur. as a 4-track project studio for his rock 'n’ roll
bund. "We always say this is the world’s biggest project
studio. This is a project studio run amok,” he says with a
laugh. "Tve been able to build the business up by doing
an enormous volume of records for small record labels.”

Now the studio is worth about $2 million, Gilles savs,
and includes his own mastering outfit. Surgical Sound,
on the building's second floor. Big Blue Meenie's
recorders include two Sony ‘MCI JH-24H 24-tracks. an
AS Zeta 111 with remote. a Fostex RD-8, Ampex ATR-102
2-track and 350 tube 2-track, and Panasonic SV-3800
DATs. UREI 813, Genelec 1031A and Yamaha NS-10
monitors can be found in Studio A. The Pro Tools 4.0
system is loaded with plug-ins.

An extensive selection of outboard gear includes
Amek, Neve 9098 CLs; UREI LI76LN peak limiters, LA-
2As. LA-3As and 175B8: Distressor EL8s; a JOEMEEK
compressor: Pultec’s EQP-1A and EQH-2 EQs; and API
312 mic pre's. The studio’s mic locker includes vintage
AKGs. Beyers. Neumanns. Sennheisers and Shures. The stu-
dios house an Amek - Neve Mozart RN and an Amek/Langley
Big. and a new room will feature an Amek Langlev Hendrix.

“I started thinking about what it was I did and how I did
things. that we've always been left of center,” Gilles savs. “We
try to start the trend, not follow the trend, and we're a niche-
market studio so I have the luxury of working on technology
that T want. T started to investigate the 9098i, and I thought it
was superior in terms of the way it was laid out and the
amount of automation and the way it had many more moving
faders. Once I had a chance to hear it and work on the desk, it
was all over except the shouting,

“None of my clients give a damn about 96/24-bit. They
don't care about AES buzz words. They care about one thing:
They want the record to just sound right. We don’t even men-
tion the “d” word around here.” says Gilles, laughing. “T have
digital gear around here, but everything gets done on analog
and 2-inch. We're old-school analog guys. And a huge amount
of staying in the business is keeping the studio operational.
and we sutfer zero downtime.” —Kimberly Chun

]
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R Capricorn
s at Right Track
include:

ELTON JOHN
SPICE GIRLS
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Barry Bongiovi (right)
and independent
engineer, Rob Eaton at
Right Track Recording

- AMS
~'NEVE

corn. Great clients

Great business

"Right Track pioneered the use of digital consoles in high end
studios. We were the first facility in New York to install a Capricorn.
Today we have the bookings, client list and Grammy-nominated

projects to confirm our decision.”

- Barry Bongiovi, General Manager f/fé/- /,.4(/f

RECORDING
P — 50 Tel: 212-944 5770

e ,g ‘

HEAD OFFIGE — AMS Neve pic - Billington Road - Burnley - Lancs BB11 5UB - England - Tel: +44 (0) 1282 457011
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MusicBiz 2005 keynote speaker John Perry Barlow

MB5 CONFERENCE TACKLES THE
FUTURE OF THE MUSIC BUSINESS
A diverse group of industry insiders
came together to discuss and debate the
impact of the Internet and other hot-
button topics in music recording at the
Musiclsiz 2005 Conference. The confer-
ence ook place October 15-17 at the
Ex'pression Center for New Media in
Emeryville, Calif,, and drew more 1han
300 producers, label reps. musicians
and Internet entrepreneurs, along with
assorted artist managers, music and 1P
attorneys and journalists,

“The end of the music industry is in
sight,” said free-speech advocate and
former Grateful Dead lyricist John Perry
Barlow in the opening keynote speech.
He predicted the transformation of the
music business from “the property
mode! to the relationship model,”
where value will derive from the
artist/audience relationship rather than
from products.

“Polarization is deep in the music in-
dustry,” consultant Jim Griffin saicl in his
own keynote. Griffin described a split
between dominant record labels that
want to preserve their economic control
of music distribution and “free music
advocates™ who look to digitization and
the Internet to cut out the middlenzn.
In another keynote, hip hop star and
download advocate Chuck D predicted
“a balancing out of distribution—not an
eradication of the middleman.”
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Also having their say at MB35 were
EMI senior VP Jay Samitt, Beatnik.com's
Thomas Dolby Robertson and multi-
Platinum record producers Jerry Harri-
son, David Pack and Arne Frager. MB-5
attendees participated in panels, ex-
changed views at “town hall™ gather-
ings, witnessed new technology demos,
and learned how to upload and down-
load music tracks.

Liquid Audio “liquified” live perfor-
mances by a variety of artists. Other at-
tending companies—such as Studer
North America, Tascam, Beatnik,
CDDB, NXT and sonicNet—showcased
products and services.

Event organizers will soon an-
nounce dates for next year's confer-
ence. Audio tapes of the panels at MBS
may be purchased by contacting Audio
Archives at 800/747-8009 or by e-mail-
ing audioarc@flash.net.

LIBERTY MEDIA BUYS 4MC

Liberty Media Group, a unit of AT&T
based out of Englewood, Colo., pur-
chased post-production company Four
Media Co. of Burbank, Calif., in a stock
swap valued at $25 million, Variety re-
ported on November 2. Last month, we
reported that Liberty had purchased
Todd-AO and Soundelux Entertainment
Group. With these purchases, Liberty
has become the world's largest provider
of post-production services, with some-

where in the neighborhood of 40 re-
recording stages, not to mention hun-
dreds of editing suites.

Four Media has grown in recent
years with the acquisitions of sub-
sidiaries Video Symphony, Digital
Sound & Picture, Digital Magic and Pa-
cific Ocean Post. Terms of the deal with
Liberty are expected to close in the first
quarter of the new year.

BUZZ KNUDSON TO BE HONORED

AT C.A.S. BANQUET

Re-recording mixer Buzz (Robert)
Knudson will receive the Cinema Audio
Society Career Achievement Award at
the annual C.A.S. Awards Banquet on
March 4. He has been nominated for an
Academy Award 11 times and has won
three—for Cabaret (1972), The Exorcist
(1973) and E.T. the Extra-Terrestrial
(1983).

Knudson entered the motion picture
industry in 1952 at RCA after playing
minor league baseball for eight years. In
1982, he joined Todd-AO, where he
currently serves as a consultant and
vice-chairman.

The 36th annual CA.S. Awards Ban-
quet will be held in the Grand Ball-
room of the Universal Sheraton Hotel.
In addition to honoring Knudson, the
C.AS. will bestow its awards for Out-
standing Achievement in Sound Mixing

—CONTINUED ON PAGE 16

DTV and Internet audio.

STUDIOPRO 2000 IN NEW YORK CITY

Mix has announced that Studiolro2000, its third annual business and tech-
nology conference for audio professionals, will be held June 12-13, 2000, at
the New York Hilton & Towers. The conference, hosted by the editors of
Mix, will feature more than 75 of the industry’s most prominent technologists
and production professionals, exploring topics such as designing for digital,

Following up on the success of StudioPro99, held last June in Los Angeles,
StudioPro2000 will focus on issues of concern to operators of both large and
' small facilities, as well as to producers, engineers and post-production pro-

fessionals. World-renowned figures in music production and film and televi-
| sion sound will be on hand for a special luncheon forum each day.
l In addition to panel discussions, StudioPro2000 will present a special

workshop track for groups of 25 to 50 people, who will have the opportuni-
l ty to learn about production techniques and specialized types of audio gear.
[ To receive additional information and registration materials, call Rob Irwin

| at 510/653-3307, fax 510/653-5142 or e-mail Robert_Irwin@intertec.com. # '

|




This Mic Is Anvthing But Flat...

What The Professionals Are Saying About The Neumann M 147 Tube:

“So far, I'm thrilled to pieces
with the Neumann M 147 Tube.
1 doa’t think there's any instru-
ment that | wouldn't try them
on. Whatever instruimert | used
them for, | was very impressed
with the sound. | wish | had
about five or six of them!”
- Ml Schmitt,
as quoted in EQ,
March 1999

“I would recommend the
M 14Thighly for rock, rap, pop,
jazz or blues vocals; drum
room and/or kick drum mik-
ing; all tbe and solid-state
instrument amplifiers; nylon
string guitar; and low-volume
or indistinct sound sources
that need some extra presence.
and for any type of digital
recording. In short, | like the
1147 a lot - so much so that
I bought one.”
- Myles Boisen,
Electronic Musician,
August 1999

“The particular kind of pres-
ence it adds is really unique
and desirable, and it's really
not available from any other
mic or easily pbtainable with
an equafizer. Typically, con-
denser mics that have a for-
ward character are reaby just
brittle and edgy, and the
M 147 is completely different
from thav”
- Monte McGuire,

Recording,

July 1999

Newumann — The Choice of Those Who Can Hear The Difference

i[‘he_NeungmM | 4_7 Tubp

For years, vintage Neumann tube mics,
such as the venerable U 47, have been
high-priced, highly prized commodities.
Why, when advances have created mics
with near-perfect, virtually transparent
and

engineers travelled to the ends of the earth

reproduction, have producers
in search of these vintage relics? Because

of the way they sound (especially the way

the sound sits in the mix).
Enter the M 147 Tube.

Using the same capsule as the classic
U 47 and its smaller cousin the U 47 FET,
the M 147 Tube microphone brings a
warmth, presence and detail to vocals that
is simply unattainable from any other mic
being produced today, regardless of how
much it looks like a Neumann. The fact is,
there is really only one way to get that
classic sound you seek. Fortunately, it's

priced well within your reach.

Neumann/USA

TELEPHONE: 860.434.5220
FAX: B50.436.314
WEB: WWW.NEUMANNUSA.COM

“| asked the singer on my ses-  “The M 147 proves again that

sion which mic she preferred
and, when presented with a
finite budget, her pick (and
mine) was the M 147. (lassic
Neumann sound; tube elec-
tronics, the U 47 legacy, and a
price that won't savage your
bank account. Gozta love it!”
- Rick Chinn,

Audio Media,

February 1999

CIRCLE #007 ON PRODUCT INFO CARD

however close the imitators
get, there is no substitute for
the genuine article. This is the
real Mcoy and although it
cannot be called cheap, its sim-
ple approach means that it is
far more accessible than a
vafve Neumann would normal-
ly be expected to be. Another
dlassic in the making.”
- Dave Foister,

Studio Sound,

February 1999

“It's my opinion that the tone
of the Neumann would not
require much EQing during
mixdown; a decided advan-
tage. Its high end would sit
nicely in a mix, and its round
but controlled low end would
not have to be cut to provide
room for otfrer instruments.”
- Mitch Gallagher,
Keyboard Magazine,
June 1999
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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 1/O, full AES/EBU and S/PDIF
digital 1/O, 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  DIGITAL EFFECTS PROCESSOR

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.

i 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 1/O and tools for

ambience, post-processing, compression/

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

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

vww.lexicon.com

|exicon

Heard In Ali The Right Places

H A Harman Intemational 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

Focusrite Audio Engineering Ltd.
(Iligh Wycombe Bucks. 1K) ap-

pointed Digidesign. a division of

Avid Technology, as exclusive dis-
tributor of the Focusrite product line
in North America. Digidesign will
distribute Focusrite hardware and
software products for the United
States, Canada and the Bahamas.
Terms of the agreement will take ef-
fect January |.. Northridge. CA-
based JBL Professional announced
the appointment of Ken M. Blecher
as director, contracting market de-

velopment. Blecher is a graduate of

the College for Recording Arts in San
Francisco and previously headed up
his own consulting and contracting
business. .. Industry veteran Anthony
Grimani introduced his new consult-
ing firm. Performance Media Indus-
tries Ltd. (PM1). specializing in
multichannel audio/video technolo-
gy. The otlices of PMI are located in
Marin County. north of San Francis-
co...Symetrix, Inc. (Lynnwood, WA)

announced the appoiniment of

Chris Crump as national sales man-
ager, broadcast. Crump formerly
held positions with Euphonix and
Spectral and spent many years in
radio as a producer, production di-
rector and jock... Two Leitch Tech-
nology Corporation (Toronto. ONT)
employees were clevated to Fellow
in the Society for Motion Picture and
Television Engineers (SMPTE).

Thomas M. Jordan. senior VP of

strategic relations, and Michel
Poulin, standards compliance man-
ager, received the honors...Sound
Physics Labs (Glenview, IL). the par-
ent company of ServoDrive Inc., an-
nounced that Jack Alexander. the
former North American technical
representative for Martin Audio. ac-
cepted the position of worldwide
sales manager. A longtime pro audio
guru. Alexander founded Chicago
Sound, and is currently running the
live sound program at Columbia
College, Chicago...Sun Mateo, CA-
based Beatnik Inc., a leader in inter-
active audio technologies and

MIN. DECEMIBER 1999

content for the Web, announced the
signing of a definitive agreement o
merge with Mixman Technologies
Inc., a provider of PC- and Mac-
based consumer music creation
products...Nelson Sound of Bur-
bank. CA. a sound contracting,
rental and live event supplier. re-
cently added Patti Gunnell 10 its
sales/service engineering  team.
Gunnell previously worked for Gui-
tar Center.. . RDL (Radio Design Labs)
of Carpinteria. CA. announced the
appointment of Sindi Schubert as the
company’s new international sales
manager. Schubert’s background in-
cludes an international sales manag-
er position during her 18-vear tenure
with Atlas/Soundolier. The company
also appointed John Gatts 1o the po-
sition of national sales manager. ..
Dave Olivier was brought on board
as sales and marketing manager for
North America at Dreamhire (a divi-
sion of Zomba Recording Corpora-
tion). He will be based at the NYC
office...BGW Svstems (Hawthorne,
CA) unnounced the appointments of

Joe DeMceo as sales manager of its

rack accessories division. and Fred
Mah as rack accessories design engi-
neer. DeMeo will also continue in
his position as audio sales manag-
er...SoundTube Entertainment an-
nounced that the irm C.L. Pugh is its
new Ohio sales rep. and that Reid
Kimball was appointed purchasing
and inventory manger. The compa-
ny now offers 48-hour wrnaround
on speaker placement engineering
and power requirements when a
contractor provides floor plans or
project parameters...Svetlana Elec-
tron Devices (Huntsville, AL) an-
nounced the appointment of PM
Components Lid. of the UK as its
full-service distributor serving all of
Europe.. . Switheraft Inc. (Chicago)
announced it has completed the ac-
quisition of Conxall Corporation. a
manufacturer of custom cable as-
semblies and connectors. Switcheraft
also recently added Bi-Tronics Inc. w0
its roster of distributors. |

lazz Pop category,
. I gor
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for Feature Films and Television. For
information and tickets, contact Laura
Long at 818/752-8621 or Islong@earth-
link.net.

TEC AWARDS GRANT WINNER
The Mix Foundation tor Excellence in
\udio has named Victoria Meyer the re-
cipient of the 1999 TEC Awards Schol-
arship Grant. Mever is a master’s degree
candidate at McGill University in Mon-
treal and studies sound recording.
Applications for 2000 will be avail-
able in January. For more information,
send vour name and address to: MPEA,
1547 Pados Verdes Mall No. 294, Walnut
Creek. CA 94596: or e-mail Karen Dunn
at KarenTEC@aol.com. No phone calls
please.

AES HANDS OUT STUDENT
AWARDS, GRANTS

The AES handed out awards in the Stu-
dent Recording Competition at the
107th AES convention. Marie Ebbing of
Ball State University (Muncie, Ind.) won
in the Classical category, and received
o Audio-Technica mics. RPG Room
Optimizer software and a roll of Quant-
cgy mastering tape. Avery Geitz of
McGill University, Montreal, won in the
receiving (wo
Sennheiser mics, along with the soft-
ware and tape. The recording was
judged by a punel of Grammy Award-
winning engineers and producers.

The Audio Enginecring Society Edu-
cational Foundation announced the re-
cipients of its educational grants tor the
1999-2000 academic year. Winners were
sclected on the basis of demonstrated
past interest, achievements in audio,
and faculty recommendations.

Nine students received awards this
veuar: Clayv Benning. North Carolina
school of Arts: Jasmin Frenette, Uni-
versity of Miami: Avery Gietz, McGill
University: Alexander Tliev, University
ot Miami; Cynthia Kerr, University of
Cincinnati: Jason Le Bouef. Stanford
University: Geoff Martin, McGill Uni-
versity: Russell Mason, University of
surrey: and Victoria Meyer, McGill Uni-
VErsity.

Additional information and applica-
tion forms are available from the AES
Educational Foundation, 60 E. 42nd St.,
New York. NY 10165. ]

http://www.mixonline.com



Icon - /atkon/n 1[An object acting as mediator

TC ICON between man and the ideal] 2 [A symbol having
cultural significance and the capacity to excite

| or objectify a response]

SYSTEM 6000

Ultimate Multichannel Processing Platform

t.c. electronic

Ceaa e

TC ELECTRONIC A/S » SINDALSVEJ 34 » 8240 RISSKOV » DENMARK » PHONE: + 45 8742 7000 - FAX:+ 45 8742 7010
TC ELECTRONIC INC » 742-A HAMPSHIRE ROAD » WESTLAKE VILLAGE » CA 91361 » USA » PHONE: (805) 373 1828 » FAX: (805) 379 2648
oM » WWW. TCELECTRONIC.COM




Imagine being able to work

Wlt'h RﬂCket N\etworkm Internet RECOrding Your voice-over talent is in Sydney. Your favorite

engineer is in New York. You're in London. With

StUdlUS amStS, pr()ducers, a"d engmeers Rocket Network you can all work together from any
ean meet a"d pmduce pmfessiﬂnal-quaﬁty location as if you were in the same studio, saving you

valuable time and money.

al‘"dm Unllne' Precise control, global reach, and stellar creative
possiblities —Rocket Network can take your work to a

whole new level.

All rights seserved © Rocket Vetwork, inc. 1999.
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with anyone, anywhere, anytime.

Register for a free trial at MM‘W How
www.rocketnetwork.com noe et
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Internet Recording Studios




THE FAST LANE

T L%BO

ne of my brother's wives

| just had a baby. and he

7/ called to invite me to the
hospital. No, 1 don't live in Utah.
My brother doesn’t have three
wives. | have three brothers, and
one of them currently has a wife.
Several weeks later, I finally made
it to his barge (he lives on a 9.000-
square-foot, three-story steel barge
in Baltimore’s inner harbor, with
his 1902 Dutch flat-bottom sailing
barge next door). His wife’s mother
was there with baby maintenance,
Now we aren’t exactly the world's
closest family (I don’t even have
the same last name), and 1 had
never met the new grandmother
before, much less alked to her, so
this was a cold introduction. When
[ was introduced to her, she said,
"Oh, you're the Stephen St.Croix
that my son talks about. He's in the
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recording industry or something,
and he says he only buys one of
those magazines, and that he only
reads your column, then throws it
away. He says you're real famous
and that you are always beating up
on the industry.”

Damn! That really got to me. |
don’t necessarily want to be known
as the one who is always beating
up on the indusiry, and I certainly
don’t want to be known for that by
people so far outside our world
that they even don't know what
“mix” means. so...

I thaught that T would close the
century (and the millennium for
that master) with some of the things
that 1 like about our line of work,
and perhaps a few random, free
associated observations,

BY STEPHEN ST.CROIX

OH, BABY, THAT’S WHAT
I LIKE
* | like Chantilly lace, but you just
don’t see a lot of that stuff around
these days, except at select biker
bars and, of course, the Roxbury
on Sunset.

¢ [ like 20 Hz. Actually, I friggin’
love 20 Hz. While 1 have admitted
in previous columns that 1 built my
first studio because 1 liked all the
lights, 1 chose to build a recording
studio instead of, oh, a nuclear
power plant, because even though
both would have lots of lights, one
had 20 Hz, and the other had, of
course, 60. Well, you can get a
nuke plant to do a good, solid,
ground-shaking 20 11z, but only
once.

Yup. [ like 20 Hz, but like
Chantilly lace, you just don'’t see a

—CONTINUED ON PAGE: 209
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do you get

analog inputs

into your

Mac or PC

=7y for only $1495 7
Introducing MOTU's 24..

N Record up to 24 analog inputs at once,
then mix and master - all inside your computer.
e 24-hit hard disk recording system for e Available as a stand-alone system or as an
Mac 0S and Windows 95/98. expander for 2408, 1224 or 24i core systems.
. ® 24balanced inputs with 111 dB dynamic range. ® 24i expander (§1195) shown below.plugs right
Ty e Expandable to 72inputs - mix and match with into your 2408, 1224 or 24i core system and

ather MOTU interfaces lie the 24081224 8 308, 2dds 24 balanced 24-bitanalog inputs.

e Stereo main outs in three formats (balanced © 24 coFe system (81485) includes PCI-324 card

analog, RCA S/PDIF, and optical S/PDIF). and AudioDesk, sample-accurate workstation
% . S/ F ' piica! S/POIF) software for Macintosh with recording, editing,
o Compatible with all major Windows and mixing, and 32-bit effects processing.

Macintosh audio software applications.
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INSIDER AUDIO

I CAME, I Saw, IRCAM

A VISIT TO FRANCE’S PREMIER MUSIC TECHNOLOGY THINK TANK

Q.

7 eeping on last month’s topic

(  of travel, the great thing

AN about getting out of your
own country for a while is that you
realize there are hillions of people
all over the world who live their
lives and do their work quite differ-
ently from the way you're used to,
and, astonishingly enough, they are
completely happy this way.

In France, for example, the
citoyens are perfectly okay about
the terrible mail service. A package
sent to the U.S. costs three times as
much and takes six times as long
as the same package mailed from
the U.S. As one (American) wag
put it to me, “lf God had wanted us
to use the French post office, he
wouldn’t have given us Federal Ex-
press.”

They also seem to be copacetic
about not having any such thing
as unlimited local telephone ser-
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vice. Every time you make a call,
the meter is running. So for me to
muaintain the Mix Online Web site
from France for three weeks, even
though I was dialing a local num-
ber, cost something like $60 in
phone bills—not counting the ISP
charge. They deal complacently
with stores being closed for two
hours or so in the middle of the
day (not to mention the entire
month of August), and they don't
seem to mind, or even know, that
the Academie Frangais has never
figured out how to translate the
phrase “customer service” into
their language. (Although the fel-
low at the computer store in Per-
pignan who lent me a modem
when mine blew out did seem
to be familiar with the concept.)
On the other hand, they are pas-

BY PAUL D. LEHRMAN

sionate about supporting their cul-
tural, educational and scientific in-
stitutions—something we seem to
have lost interest in here in the
United States, except when it comes
to building new highways and foot-
ball stadiums. Among the many
things they give lots of money or at-
tention to are their language
(which, despite my difficulties with
it, I still find beautiful and expres-
sive), their museums and historic
buildings, their educational system,
and a unique and thriving research
center in the heart of Paris, the In-
stitut de Récherche et Coordination
Acoustique/Music, better known by
its acronym, IRCAM.

Unlike American research cen-
ters, IRCAM isn't based at a univer-
sity, although it does have some
high-level academic affiliations. It
doesn't get gobs of money from
corporate sponsors who then get



[ntroducing

~ Pro Tools v5.0

TOOLS

Advanced Editing + Avid Picture Options for Post Production
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Need a serious post solution? Pro Tools® means
business. Version 5.0 delivers new post-centric
editing features, two hardware AVoptions™ * for:Avid*
video media integration, and our DigiTranslator™ *
for dramatically improved file conversion and inter-
change. Whether your job is ADR recording, mixing,
editing, sound design, or putting it all together on

a hudget, you can do it better, faster, and more cost
effectively with Digidesign and Avid — the leaders
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in non-linear digital media. And there's more:
ProControl™ for hands-on mixing, MIDI, networking,
and tans of other options to increase your productivity
and creativity.

For the whole story on Pro Tools v5.0 for post and
music, visit our website at w desig 1

*AVoptien (ABVB) available for Mac0S only, AVoption| XL (Meridien)
for MacOS expected early 2000; Windows NT support to follow.
DigiTranslator and AVoptions purchased separately.

©7/99. Avid, AVoption, Digidesign, DigiTranslator, ProControl, and Pro Tools are trademarks or registered trademarks of Avid Technology, Inc,
or its subsidiaries or divisions. All trademarks are the property of their respective holders. All features and specifications subject to change
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without notice.
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NEW MIDSIZE

introducing the 1642-VLZ PRO...
4 submix buses, 4 aux sends per

12x2x1- 4 XDR" preamps - 4 mono & 4 stereo chs.

« 3-band EQ @ 12kHz, 2.5kHz & 80Hz + 18dB/oct.@ TSHz low ot~ WARM,BETAILED SOUND 10 XDB™ mic preamplifiers with  Inserts on the first eight

filter » 1 aux sends per ch. « Constant Loudness pan controls 0.0007% THD the finest sound quality (and 1642-VLZ"PRO channels, ——
+ 2 aux returns » RCA tape inputs &_outputs 4 fhannel inserts P o specifications) ever on a mixer of 75Hz low cut filters on all 10-

+ XLR & TRS balatr:ced outputs'; swmhablg e4_/m|c l_evel output NEAR BC-TO-LIGHT any size. 0dB 10 60dB gain range: mic channels. Sharp 18dB/oct.,

2 A Jed S b Sl R gRImaty i With G el BANDWIDTE 10 mono mic inputs phase accurate circuitry cuts

Mix & separate outputs + Ctl Rm/Phone level control » 12-LED me-
tering plus RUDE Solo light « Aux 1 Pre/Post « EFX to Monitor
+ sealed rotary controls « buitt-in power supply « steel chassis

(Chs. 1-10) and 8 moao line
inputs (Chs. 1-8), with +15dB
to —45dB gain range.

OVER 130dB DYNAMIC
RANGE FOR 24-BIT, 192kHz
SAMPLING RATE INPUTS

ULTRA-LOW IM DISTORTION
& E.L.N. AT NORMAL
OPERATING LEVELS

IMPEDANCE INDEPENDERT

BEST RF REJECTION OF ANY
MIXER AVAILABLE

No matter how much you
spend on a microphone, its
ultimate performance de-
pends on how it interacts
with the preamp it’s plugged
into. For years, high-end out-
board mic preamps have pro-
vided fidelity that just hasnt
been possible with the
“stock” mic preamps built
into mixing consoles. Until
now. Introducing Xtended
Dynamic Range discrete
mic preamplifiers.
The first in-mixer
preamps that

can
effortlessly
amplify the
most subtle of sonic nu-
ances, creating an aural pan-
orama that’s breathtakingly
realistic, excitingly v vid and

14x2x1+ 6 XDR" preamps « 60mm faders + 6 mono & 4
stereo chs. » 3-band EQ @ 12kHz, 2.5kHz & 80Hz + 18dB/oct.@ 75Hz
low cut » 2 aux sends per ch. « Constant Loudness pan controls « 2
auxreturns « RCA tape inputs & outputs * 6 channel inserts « XLR &
TRS balanced outputs » switchable +4/mic level output » ALT 3-4
stereo bus « Switchable AFL/PFL Solo « Control Room matrix with
Assign to Main Mix & separate outputs « Ctl Rm/Phone level con-
trol + 12-LED metering plus Level Set LED & RUDE Solo light « Aux |
Pre/Post » EFX to Monitor « sealed rotary controls « built-in power
supply « steel chassis

1604-VLZ PRO

16x4x2 - 16 XDR" preamps * 60mm faders + 16 mono chs.

+ 4 sub buses + main L/R « 3-band EQ with sweepable midrange (12kHz & 80Hz shelving, 100Hz-8k+z mid) +
18dB/0ct.@ 75Hz low cut 6 aux sends per ch.s Constant Loudness pan controls « 4 aux returns « RCA tape
inputs & outputs « 16 channel inserts « 8 direct outse TRS balanced outputs « Switchable AFL/PFL Solo « Cop-
trol Room matrix with Assign to Main Mix & separate outputs « Ctl Rm/Phone level control + 12-EED metering
plus Level Set LED & RUDE Soto light + Aux 1& 2 Pre/Post « Aux Send master section w/level controls + Solo
buttons with LEDs » Stereo Aux Return assign section with EFX to Monitor & Main/Submix assign « built-in
power supply « steel chassis  BNC lamp socket « Rotatable I/0 pod allows § physical configurations

|
Sweepable midrange EQ on
Chs. 1-8. Incredibly wide
100Hz-8kHz sweep range
lets you use this control as a
second HF or LF control,
too! Fixed shelving HF EQ at
12kHZ. Shelving LF at 80HZ
Overload and ultra-sensitive,
hyper-twitchy ~20dB Signal
Present LEDS on every channel.

infrasonics caused by room and
stage rumble. wind noise, mic
clunks, P-pops and other crud.

4 aux sends pier channel.
15dB of gain above Unity to
drive wimpy effects proces-
sors. Auxes 1 & 2 are pre/
post switchzble; Auxes

3R4 are fixed post-fader.
60mm logarithmic taper faders
with ultra-long-life resistance
elements provide linear volume
change from full-on to co.

truly 3-dimensional in scope.
The first built-in mic preamps
that are impedance
independent and designed with
full protection from hot-pateh-
ing and dead shorts. The first
compact mixer with mic
preamps that really do sound
like $500 to $2000-per-channel
esoteric preamps.

It took us two years and a
quarter of a million dollars. And
you probably won't believe it
until you actually audition the
XDR" c'reuitry with a high qual-

ity condenser mic. But it's true:
Verifiable with your ears.
Verifiable on the lab bench.

XDR's Controlled Interface
Input Impedance system accepts
an enormous range of imped-
ances without compromising
frequency response. Whether
the mic/cable load is 50 ohms.
150 ohms or 600 ohms, XDR"
mic preamp frequency response
is down less than one tenth of a
dB at 20Hz and 20kHz!

Many mixers that tout low
E.LN. specs can't deliver that

1999 Mackie Designs. All rights reserved."Mackie.’, the “Running Man" figure are registeréditiadearkuubibbackieDesigns inc. VLI PRO and XDR are trademarks of Mackie Designs Inc
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outputs are duplicated (double- During live mixing, it lets you create a third  level controls, four aux sends per channel, constant Ky

bussed) so you can hook up all 8 stage monitor mix or separate feed. loudness pan conrol and in-place stereo solc. 3 .'
o * 5999 suggested U.S. retail price does not include extra i$ 1 4 ‘e

Channds ofa dlgltal recorqer toppings (g)?optional thick S?cilian crust. Your price may Plus '? has a whole ‘nother set of e.th .

without censtant re-patching. vary. No user-serviceable parts in this footnote. featwzes just case you also use your miner for .

e T - _ 8§ live performances.
performance at normal +20ta  frequency response. Plus we direct- Call toll-free or vns:; our web site for com-
+30dB gain settings. Our XDR™ coupled the circuit from input to output plete information on the new midsize lixury

1642-VLZ" PRO. Learn why it’s the best

design maintains lower noise and used pole-zero-cancellation constant e,
compact studio mixer value on the planet.

levels in this “real world” current biasing. Bottom line for the non-
operating range than technical: Our VLZ™PRO Series has
even mega-expensive the best RFI rejection of any mixing
outboard designs. | _,' consoles in the world. Period.

The more sensitive \ / Hearing is believing. Visit a Mackie } 0

a preamp is, the more Dealer and audition XDR™mic preamps
likely it is to also pick up radio  with a really high quality condenser A
frequency interference (RFt). mic. Then get a 1604-VLZ"PRO. -. n' I’ ' E BADE IN WOODINVILLE,
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XDR"incorporates bifi‘ar wound  Think of it as ten expensive
DC pulse transformers with high  esoteric stereo mic preamps...
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INSIDER AUDIO

dibs on anything that comes out, al-
though it does make deals with private
corporations, and is not at all averse o
making money. There are other public
rescarch institutes in other countries that
do similar work—STEIM. in Holland, for
one—but none are as well-funded or as
well-organized. IRCAM is indeed
unique, something you could only find
in France, where socialism intersects
with capitalism, and fascination with the
future intersects with pride in the past.

IRCAM was founded in the 1970s by
the French government to promote re-
search in music technology. From the
beginning, it emphasized science and
art equally. Tts founding director was
Pierre Boulez, arguably the most influ-
ential French composer of the second
half of the 20th century. At the time, he
also was the music director of the New
York Philharmonic. where he was
known for his cold personal style,
amazing musical ear and killer interpre-
tation of Stravinsky's “Rite of Spring.” (I
met Boulez, and his ears, during my
conservatory days when he came to my
school to conduct some master classes.
We were reading through a Stravinsky
piece for large wind ensemble, in
which T was playing contrabassoon—
the big wood and chrome thing hiding
behind the oboes that looks like a
plumber’s bad acid trip. The first note
was an impossibly complex chord, at
the bottom of which was my low C—
30.8 [more or less| Hz. He stopped the
group, pointed at me and said, “Pull out
your tuning slide one quarter inch.™

It would be hard to imagine a figure
farther away from the pop world than
Boulez, who was known for his ex-
tremely complicated, difficult music. Not
surprisingly, the work that came out of
IRCAM during Boulez's reign was very
high-level stuff, aimed at composers
working with the most advanced tools,
in the most rarefied of artistic worlds.
Few composers were lucky enough to
gain access to the center’s resources; an
invitation to work at IRCAM was among
the highest honors a computer musician
could receive. But the work wasn't ex-
actly aimed at a large audience. I recall
visiting there 15 years ago for an Inter-
national Computer Music Conference,
and after sitting through endless concerts
of dense, intricate music, I arrived at
what I modestly christened the Lehrman
principle of computer composition: Any
sound, no matter how beautifully and
elaborately constructed, will become
boring if you repeat it often enough.
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Many of the developments at
IRCAM, however, eventually filtered
down to more popular genres. The in-
stitute was at the forefront of the digital
audio workstation concept with the 4X,
a mini-computer-based synthesizing
and processing machine. They re-
searched and built machines for doing
physical modeling of sound long before
Yamaha and Korg made the technique
a household word: It was at IRCAM that
Barry Vercoe of MIT and Miller Puck-
ette invented the first computer system
that could follow a human performer,
and they developed Max, a semi-graph-

The institute was at the
forefront of the digital
audio workstation
concept with the 4X,
a mini-computer-based
synthesizing and

ical computer language for manipulat-
ing musical events in real time that is
now marketed by Opcode Systems, and
is hands down the most popular com-
puter music programming system ever
developed.

But the world of music technology
research changed in the 1980s, and it
became very difficult for IRCAM to
maintain its leadership role. Work being
done at private companies began to
outpace what was going on at places
like IRCAM. The availability of power-
ful desktop computers meant that even
small (at the time) companies like
Digidesign, Steinberg, Antares (née
Jupiter Systems), Arboretum Systems
and VL Technologies—ijust to name a
few—could be at the cutting edge, de-
veloping practical DSP tools for musi-
cians. Meanwhile, musical instrument
companies like Yamaha, Korg and
Kurzweil made retail products whose
capabilities would have delighted even
the most technologically advanced
composers a decade before. So IRCAM
reinvented itself.

Since my French itinerary this past
summer had me in Paris for a few days,
I decided to give the place another visit.
The first indication that this was a
“new” [IRCAM came when [ called to set
up an appointment and [ was put on

hold—the music they were playing was
delightful. It was a kind of floaty,
breathy, circular piece for vibraphone
and electronics, which lent itself per-
fectly to a music-on-hold loop, and ac-
tually had me looking forward to the
next iteration. I found out later it was
by Edward Campion, an IRCAM com-
poser.

The second indication was that
IRCAM is now, literally, above ground.
Its original facility was built entirely un-
derneath a plaza next to the hideous
Georges Pompidou Center. It was a for-
midable space, but it seemed cramped
right from the beginning, and natural
light was nonexistent; it felt more like a
rabbit warren than a space for creative
human beings. In 1990, the new eight-
story Piano tower (named not after the
musical instrument, but its designer,
Renzo Piano) was completed, and in
1996, two four-story buildings next
door, one an old school and the other a
former municipal bathhouse, were
taken over and refurbished. Today the
underground space is empty, undergo-
ing serious renovations, while all the
work goes on in decidedly more pleas-
ant, if still somewhat cramped, quarters
(at least, until they finish the renova-
tions and move some of the labs back
downstairs).

In 1992, Boulez stepped down from
his directorship and was replaced by
Laurent Bayle. The new leadership and
the new buildings allowed IRCAM to
take off in some important new direc-
tions, all of which are designed to make
the center’s mission more relevant to
the world outside. And this mission has
been very successful.

One new area is education: IRCAM
hosts some 60 students per year at vari-
ous levels. About 20, chosen from
among 400 or more applicants, take a
“short course” in computer music, pri-
marily so they can get their skills up to
the point where they can do more ad-
vanced work on their own. Some of
these students are French, but most
come from other European countries or
the U.S. The remaining students are
working toward Ph.D.s in a program
that IRCAM has set up with a number
of different French universities and aca-
demic centers. Some are scientists,
doing research in acoustics, sound pro-
cessing and computer applications,
while others are historians or in other
areas of the humanities, working in mu-
sicology or analysis.

In 1993, IRCAM created its first mar-
keting department, overseen by Vincent

—CONTINUED ON PAGE 210
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THE MIX INTERVIEW

CHRIS BLACKWELL

s a “glamour profession,”

the recording industry is

tull of people whose names
and faces are familiar to the general
public. Yet for the last half-century
the course of the recording industry
has been greatly influenced, if not
entirely guided, by a handful of
businesspeople and entrepreneurs
whose names and faces rarely ap-
pear in the media. Some, like John
Hammond, Clive Davis and Mo
Ostin, directed the growth of exist-
ing record labels, while others,
such as Ahmet Ertegun, Jac Holz-
man and David Geffen, started
their own. Among this elite group
must also be numbered Chris
Blackwell, who not only founded
and managed a record company
that has been producing hit records
over four decades, but has also
branched out successfully into film
production, hotel management and
recording studio ownership.

Born in London in 1937, Black-
well spent his childhood in Ja-
maica, where his mother’s family
had been successful in the rum,
sugar, coconut and cattle trades.
Sent back to England at age 10 to

finish his education, Blackwell re-
turned to Jamaica in 1955 and held
a variety of jobs, including selling
real estate, renting motor scooters
and acting as aide-de-camip to the
Governor of Jamaica. However,
when he heard an ensemble led by
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blind pianist Lance Hayward at the
Half Moon Hotel in Montego Bay,
Blackwell decided to record them
and, borrowing the name from
Alec Waugh's novel. Island in the
Sun, founded Island Records.

In 1960, Island Records opened
an oftice in Kingston, Jamaica, and
a series of local hit singles soon fol-
lowed. The growing Jamaican im-
migrant population in England also
bought Island’s dises and, finding
that he was selling more records in
England than in Jamaica, Blackwell
moved Island’s headquarters to
London in 1962. A succession of
minor hits followed, mainly ska
records from the seminal Jamaican
producers of the time, including
Duke Reid, Leslic Kong and
Clement “Sir Coxsone™ Dodd, and
within a few years Blackwell had
produced or licensed several hun-
dred singles for Island and its vari-
ous subsidiary labels in Jamaica
and Britain. In 1964, Blackwell pro-
duced “My Boy Lollipop” by a I5-
year-old Jamaican girl named
Millie, and it became the world-
wide hit that launched Island’s

BY DAN DALEY

global fortunes, selling more than 7
million copies. (Aware of his inde-
pendent label’s limitations, Black-
well licensed the record to Fontana
Records to ensure wider exposure
and distribution.)

Accompanying Millie to a TV
show in Birmingham, England,
Blackwell discovered a local R&B
quartet that included the 15-year-
old Steve Winwood. Blackwell
signed them immediately, and li-
censed the renamed Spencer Davis
Group’s records through Fontana to
get the mainstream pop exposure
then still beyond the scope of Is-
land. After modest success with
covers of blues and R&B tunes,
Blackweli introduced the group to

Jamaican singer/songwriter Wiltred

“Jackie™ Edwards, whose “Keep on
Running,” provided SDG’s first
Number One record in the UK. The
Spencer Davis Group subsequently
had two international hits with
“Gimme Some Lovin™ and “P'm a
Man™ and, when the group broke
up, Island was now ready to han-
die Winwood's new group—Trattic.

Throughout the '70s, Island
Records introduced the world to
scores of critically acclaimed artists,

PHOTO ADRIAN BOOT
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THE MIX INTERVIEW '

and the UK and U.S. album charts were
continuously re-stocked with records
from Island and its licensees (U.S. dis-
tribution was typically licensed to other
companies). In addition to Traffic and
Winwood, Island formed the launching
pad for the recording careers of Free,
Cat Stevens, Spooky Tooth, Robert
Palmer and Mott the Hoople, and also
distributed Chrysalis and E.G. Records
(Jethro Tull, Procol Harum, King Crim-
son, Emerson, Lake & Palmer, Roxy
Music, Bryan Ferry, Eno, etc.). The win-
ning streak continued into the "80s and
'90s. and artists whose significant re-
leases appear on the Island label in-
clude Grace Jones, Ultravox, U2, Tom
Waits, The Orb and Pulp.

But perhaps Blackwell's most lasting
influence on modern popular music re-
sulted from his Jamaican roots and fa-
miliarity with the Caribbean musical
heritage. Starting with The Wailers’ in-
novative Catch a Fire album (which
featured a Zippo lighter-shaped album
cover), Island Records introduced the
world at large 1o Bob Marley and reg-
gae music, Artists such as Toots and the
Maytals, Burning Spear, Third World
and Black Uhuru not only added a mul-
ticultural component to pop music but
also had lasting influence on Island
Records labelmates and recording artists
worldwide. Blackwell was also the first
major label executive to expose African
musicians, including King Sunny Ade,
to a wider audience.

Although he downplays his personal
involvement in production and engi-
neering, Blackwell was a hands-on ex-
ecutive for a significant number of
Island’s records. But if his role as a pro-
ducer in the studio is not easily defined,
his influence on final product is clear.
Early in the 1970s, Blackwell foresaw
that the LP would replace singles as the
primary format. Even as he gave Is-
land’s artists unprecedented creative
freedom to develop their music, Black-
well also encouraged innovative graph-
ics and album cover design. The
company both upended traditional no-
tions of packaging and spearheaded a
new sense of style in cover design, as a
glance through any coffee-table compi-
lation of album cover art will confirm.

Island and Blackwell also have a
long history in film and film sound.
Blackwell backed his first film project in
1971, The Harder They Come, starring
singer Jimmy Cliff. In 1981, he produced
Countryman, which broke all Jamaican
box office records. In 1983, Blackwell
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Robbie Shakespeare, left, and Sly Dunbar put the squeeze on Chris Blackwell.

formed Island Alive, the film production
and distribution company responsible
for Kiss of the Spideruoman, which won
a Best Actor Oscar for William Hurt, and
The Trip to Bountiful, for which Geral-
dine Page earned a Best Actress Oscar.
Island films Mona Lisa and Dark Eyes
also garnered Best Actor nominations
for Bob Hoskins and Marcello Mas-
troianni, respectively. Other Island-pro-
duced films in the 1980s were A Night
in the Life of Jimmy Reardon (starring
River Phoenix), Choose Me and Retirn
Engagement (featuring Timothy Leary
and G. Gordon Liddy).

In 1989, Island was bought by
Netherlands-based conglomerate Poly-
Gram, although Blackwell staved on to
supervise the Island companies. Sepa-
rately. in the early "90s, Blackwell creat-
ed Istand Outpost, a hotels and resorts
company, and debuted in November
1991 the renowned Marlin Hotel in
Miami's South Beach (which also hous-
es one of Blackwell's two remaining
studio ventures). Blackwell's vision of
opening unique hotels and resorts in
exquisite locations has since expanded
to include six Island Outpost hotels in
South Beach and six resorts in the
Caribbean.

Blackwell continued his interest in
the music business, and during his stew-
ardship of Island under PolyGram, the
label continued to develop hit artists, in-
cluding Ireland’s The Cranberries. And
in 1995, Blackwell formed Istand Black
Music, a music division created to sign
and promote R&B, soul, gospel and hip
hop. Signings have included new acts
such as Dru Hill, and Istand Black Music
has revived the career of the legendary

Isley Brothers, whose label debut sold
more than a million copies.

In November 1997, Blackwell parted
ways with PolyGram's Island Entertain-
ment Group and also left PolyGram’s
management board (two years later,
PolyGram itself was sold to Seagram’s
scion Edgar Bronfman Jr.). In 1998,
Blackwell started Islandlife, a new um-
brella company that united Island Out-
post with a new entertainment venture,
Pualm Pictures. With Palm Pictures, Black-
well returned to his roots in the enter-
tainment world, releasing innovative
music and films theatrically and on
NDVD, CD-ROM, CD and home video.
He has also created a Web site, Is-
landlife.com, to link all of the Islandlife
companies. Islandlife is the parent com-
pany for other Blackwell ventures as
well, including Manga Entertainment
Inc., a company designed to market and
release music and visual material on the
new DVD format and cutting-edge
Japanese and international animation
films.

At 62, it's fair to say that Chris Black-
well seems to be just getting started. He
certainly didn't lose any momentum for
this interview—it was staged over a cell
phone on five separate occasions in at
least as many cities.

You were dlready making records in
Jamaica, but was meeting Miles Davis
in New York in 1959 an epipbany
Sor you?

I met Miles through Sid Shore, a song-
writer. He wrote “Evil Spelled Back-
wards Is Live” and other great songs
recorded by Eartha Kitt, Lena Horne
and other jazz artists. I met [Miles] at
Birdland, and it was a high point to
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 THE MIX INTERVIEW

me at that time. [ was meeting a hero
of mine. It was an incredible experi-
ence. [ met the whole band. Sid and [
were the only white guys backstage.
At the time it was odd for a white kid
to be hanging around blacks. But it
was something [ was comfortable
with, coming from Kingston. [ guess
that's what differentiated me, and
Miles took a liking to me and let me
hang around. It was like going to the
best college or university you could
possibly go to for what I had already
decided I was going to do with my
life, which was music.

What attracted you about Miles Davis?
He was a complete rebel. Everyone else
would come onstage and chat with the
audience and be very show biz. But
Miles just played. He never talked to the
audience.

I loved jazz, and I loved music. But I
was not into pop music. [ was a kid—
almost, anyway—and when a kid likes
something he gets enthusiastic about it.
That's how I was about music. It was a
way to get your ideas across. [ was into
every part of it. [ was always very much
into album sleeves und reading them.
Houw did you learn about producing
and engineering records?

[ learned by siting with different peo-
ple and watching and listening. In Ja-
maica at that time, there were very

Chris Blackwell, far left, accompanied U2 to Detroit’s The Ritz Club on their first U.S. tour. Bono, center,
Adam Clayton, behind, the Edge, second from right, and Larry Mullen, far right, are surrounded by friends
and promoters.

ing Company studios—and Federal Stu-
dios. The engineer there for that first
record was Ken Khouri, who was the
first person to have a pressing plant in

Jamaica and who also repped Columbia

and RCA in Kingston. There really was
no music center in Kingston at the time,
except for calypso music, which was
for the tourists. When [ left there in
1962, the stuff on the charts—there was
Mario Lanza and Billy Vaughn, incredi-
blv middle-of-the-road stuff.

The record that gave you your first bit
was "My Boy Lollipop” by the Ja-
maican singer you discovered, Millie.
Where was that recorded, and where
did that striking reverb come from that
sounded so good on the radio?

We made that record in 1964, and

thespenoefdavisgmgp @...
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it was released in November of that
year. We recorded it at Olympic
Studios in London, when it was at
the Carlton Street address. [t was
recorded by a staff engineer there. 1
was interested in engineering. I
found that if you could learn how
to get the sounds. you could get
them quicker. That's why [ always
wanted to work with the best engi-
neers—to get at the things that are
in your head more quickly. Back
then, an engineer was an engineer,
and a producer—usually an A&R
person—was the producer. As a
producer, you wanted to try this or
that sound, and you told the engi-

simple [recording] facilities. We made
records in a radio station in Kingston. It
was a primitive facility—primitive in
terms of the equipment, not in terms of
the building or the acoustics. But that's
where we made Lance Hayward at the
Half Moon.

What was available to you in Kingston
at the time?

There was JBC—the Jamaica Broadcast-
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neer, and he moved a knob. It was
frustrating. The producer brought in the
artists and the song, but it was the engi-
neer's responsibility to get the sound. It
was a time of making records when you
hoped no one dropped anything in the
last ten seconds of the take. I neves real-
ly considered myself an engineer, but I
did have an ability to get a good sound
and to mix.
On that record, the reverb came

from a sort of cupbeard in the back of
the studio that we used as a live cham-
ber. It was a mono record, and we fed
the sound in, adding a bit more of the
reverb on Millie’s voice. The record
worked well for radio, but partly be-
cause it was a minute and 51 seconds.
That was important for people at radio
who were putting playlists together.
Also, Millie's voice was irresistible—for
a certain length of time, anyway. So a
short record worked well for her.

You found the Spencer Davis Group—
with their B-3 player and vocalist Steve
Winwood—at a show you accompa-
nied Millie to in Birmingbam. What
was your involvement with their
records?

[ produced some of their records—all of
them except “I'm a Man” and what be-
came the hit version of “Gimme Some
Lovin’.” Jimmy Miller had added some
hacking vocals and remixed it, and that
was what was the hit. My involvement
in the actual production varied from time
to time. The B-3 sound came from Win-
wood himself. My production was trying
ta catch the essence of their energy on-
stage. We set thent up as an ensemble
ir. the studio—Olympic again—and just
haffled them off a bit. There were no
real overdubs except for the occasional
solo. T never did things like pick micro-
phones or place them. We weren't
breaking any rules at that time when it
came to making records; they were quite
straightforward. But there was a new
generation of engineers coming up then,
people like Glyn Johns and his brother
and Eddie Kramer. They started as
straight engineers, but they learned to
listen differently.

You figured out that the album was
rapidly replacing singles as the prima-
ry vebicle in the 1970s, and Island also
paid meticulous attention to design,
transforming the traditional notions of

PHOTO: ADRIAN BOOT
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_THE MIX INTERVIEW

packaging and style. You were starting
to sign artists based on the depth of
their artistic vision rather than their ca-
pacity to generate single bits.

My vision was always albums. I love a
hit as much as anyone, but [ really like
records of artists, because that to me is
what you hear in jazz records. The
album was the difference between one
song and a career. What I looked for
was deep-rooted talent. The ability to
be intuitive. Not because the lyrics or at-
titude was great, but lots of little things
that can be exciting about artists or pro-
jects. But it also had to be something 1
really liked. A producer should start off
by producing what they really like, be-
cause the chances are better with that
than with anything clse.

Did you remain as bands-on as d pro-
ducer as you bad been edarlier? Or were
you being pulled away from it by the
business?

Some years I've been very much in stu-
dio and others not at all. It's gone in
waves. From the time we started Island
Studios on Basing Street, I remember |
was in the studio a good amount, be-
tween 1968 and 1977. Island Studios

was near Portobello Road; it’s now
SARM West. It was quite an amazing
studio: It did Who's Next, Led Zeppelin
and jimi Hendrix. I produced Free

there, although we did them at a lot of
studios, like Trident Studios off War-
dour Street [in Soho]. Jimmy Miller did
the first two Traffic albums, and I pro-

duced John Barleycorn and The Low
Spark of High Heeled Boys.

We used the studio to work out
ideas, which is why I liked having my
own studio. I could work with the band
and make comments as it was happen-
ing. There were still very few overdubs
for those records. Maybe Steve Win-
wood overdubbed his parts or the solos
on a separate track. I had creative input
into the record-making process, but |
would say that I was more of a chan-
neler. I was not the auteurtype of pro-
ducer. T felt my role was to help
someone reach their goal. When 1 felt
close to understanding what they were
trying to achieve, that’'s when we were
successful in the studio.

The period you describe was the germi-
nation period for a lot of rock’s classic
producers. Did you feel a part of that?

I didn’t interact with other producers.
We were generating our own group of
producers and engineers, guys like
Miller and Steve Lillywhite, who started
as engineers for us and then whom we
made producers. Guy Stevens was a
journalist, a DJ who I hired to head A&R
for Island’s R&B label, Sue Records—he
produced Mott the Hoople. He created
Procol Harum.

Ultramaximize
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A lot of great producers macde records
Sor Island. What were you looking for
in producers?
Someone who really brought out the
most out of a project. who made the
best record for the artist. | wanted to
think long-term as well as short-term.
Even if there was a song that might
have been hot, 1 didn't want to damage
the long-term credibility of the artist.
There were some artists that have the
heat, but do a fast burn, though. Frankie
Goes to Hollywoaod falls into that cate-
gory. Trevor Hom made a great record
that first record. He made a great second
one, too. But it was the first one that got
the attention. Frankie had a great voice
and 4 great attitude, things [ look for in
the long-term. This one turned out to be
an exception to the sorts of artists and
projects I associated myself with. But I
can get excited about an individual pro-
ject vs. a long-term development thing.
You need projects of that sort—Dbig
though not necessarily long-term—to
give the record company credibility. to
muake it easier for your sales and mar-
keting people to do their work project-
ing the label. There has to be some
instant gratification involved. This is the
record business. [Short, dry laugh |

You've bad a long bistory in film. You
kept Island on the cutting edge in terms
of albwm graphics; Isiand was a strong
carly supporter of music videos—
Robert Palmer’s “Addicted To Love”
helped drive MTV in its early years. Did

you think in terms of visuals when you

considered or worked with an artist in
the studio?

Absolutely. Grace Jones had an incredi-
bly powerful presence. She worked
with [visual and staging designer| Jean
Paul Goude. who was a graphics and
production genius. For her first record, 1
had an idea of the sound | wanted: a
kind of harsh sound that was heavy
with Jamaican rhythm and then her on
top of that, rather stridently. The pic-
ture, the image. was important. In the
studio, I put up a 3-by-3 blowup of the
album cover, pasted to the studio wall,
before we started recording—her with
her crew cut sitting with her arms
crossed in black and white. Very pow-
erful image. T said to her, “We necd to
make a record that sounds like thar”
You decided upon the album cover
and image before you recorded the first
note of music?

Yes. | work from a very visual point
of view.

TRAFFIC

What was it about U2 that made you
sign them? A number of other major
record labels had already passed on
the band.

I didn't instigate the signing of 12, Rob
Partridge, head of publicity. gets credit
for that. I went to sce them in London
in July 1980, and 1 loved them. 1 loved
the band’s nume—names are important
to me. They had already tfound Steve
Lillywhite as their producer. | wasn't re-
ally involved in their career except 10
the extent that 1 gave an edict to give
them maximum support.

You stuck with artists like Winwood
and Robert Palmer, who didn’t have

Wh) wait for the new digital formats to be approved? You can get 19bit perceived resolution out of
today's CD and digital video formats right now. with Waves L2, Ultramaximize your dollars and your sound.

The L1 Ultramaximizer with Increased Digital Resolution wordlength reduction system has been used
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Now also avaitable in a 2U standalone package. the L2 features
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career bits until a few years later in the
‘80s. As a producer or executive pro-
ducer, bow did you guide their creative
careers in the interim? Do you ever re-

BBasic
AcousTics

" Sound Absorbers
" Sound Barriers

" Sound Diffusors from ally stop acting as a producer?
ACOUSTICAL You never really stop, even when
~.,,ma,,;wsowm:§ you're not in the studio with them. In

the case of Winwood, he is a musical
genius, very gifted. But it was a shaky
course after Traffic. He made some un-
certain records, to say the least. So 1
was supportive. How could you not be
with such a talent? The problem, as 1
saw it, was that it was hard to get him
to meet and see new people, to create a
stimulus creatively and do new things.
It was when he met [lyricist] Will Jen-
nings and hooked up with him that a
real match was made. Will wrote lyrics
that Steve could relate to.

Robert [Palmer] and I became really
close friends. Robert was unique in that
he was so interested in other types of
music and was not afraid to cover it. A
lot of people since The Beatles felt that
they should only do their own songs.
On his records, he would do five or six
outside songs as well as three or four of
his own.

Palmer’s last record was beavily
Caribbean-influenced, even years after
working directly with you. Did your
own Caribbean roots affect artists

- ™ deeply?
e u I 0 0 0 ox The whole dynamic of coming from Ja-

maica had at least a tiny influence to
The Amazing DSP Powered, Multi-Function, Acoustical Analysis,

most of the artists. They were exposed
Test, Calibration and Troubleshooting Tool. (O MILHE (U Bl
Inputs: Outputs:
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have been.

In the early ’70s, you went back to
- Built-in microphone
- Stereo balanced XLR

- Built-in speaker
- Balanced XLR

Yyour Caribbean roots and brought out
Bob Marley & the Wailers and, in

- Stereo 1/4” TRS ) lé4" ThRS doing so, brought reggae into the pop
RIS Sl?l?l L) ' R|/4/§ ze:’e"o music mainstream. How did you
. . (0] .
headphone jack change the sound to make it palatable
Plus: - MIDI to pop while still keeping its funda-
A ] ity? 7

- Graphical backlit Acoustic Analysis Tools: Real Time nlenta{ mtegnt"y. ety dld’?)ou ad‘apt
LCD display Analyzer, SPL. LEQ. ETC, RT60. reggae’s organicness to an increasing-

- Battery or AC power Sess?(?rfali;ce:ir:?l:'t:::ﬂ:mpo by bigh-tech recording world..’ .
/ Computer, MIDI Data Menitor / It really happened by coincidence.
now.! e e Jimmy Cliff left Island, and I was quite
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Impedance Meter, dB/Frequency
Meter, S/N. Frequency Response,
Sample Scope, Distortion Meter

Utilities: Headphone Amp w/guitar
fx, Cable Tester, Phantom Power

disappointed. The movie (The Harder
They Come) had just come out, and 1
thought we could break him globally.
A week later, Bob Marley walked into

VERSION 2
$999.00

(US. MSRP ) . -
Checken PO/ Mac Intece, my office, and my feeling was that we
® & could take the same character as
x 1751 Redwood Ave, Boulder, CO 80304 USA Jimmy and bring him to life through
For a dealer near you call: Bob. Bob was the real thing. I encour-
m 303 545 5848 or 888 433 2821 ( U.S. toll free ) aged Bob to make an album, not a sin-

see us at www.terrasonde.com gle. [According to a VH-1 biography
on Peter Tosh, Blackwell “challenged”

—CONTINUED ON PAGE 211
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* Phase invert switch, and low cut filtering

+ Selectable sampling rates of 44.1 kHz, 48 kHz, 88.2 kHz, or 96 kHz

* Selectable dithering and noise shaping

* Separate analog and digital output controls

+ 12 segment LED meter for monitering your analog or digital levels

« Convenient front panel instrument input jack

« Rear Panel mic and line inputs and outputs, word clock sync input
and output, and bothx AES/EBU and S/PDIF outputs

How much would you expect to pay for a mic pre with all these features? A
thousand? Eight hundred? Less than six hundred? You're getting warmer.
Visit www.dbxpro.com to find out how you can upgrade your home worlkstation to

96kHz for under six Fundred bucks (and while you're there register to win some free stuff).

CIRCLE #025 ON PROOUCT INFO CARD

Tuhe Pre

dbx

PROFESSIONAL PRODUCTS

H A Harman International Company

[_7 Ww.dl?;p(o'.cor_\j '




TECAW,

THE 15TH ANNUNAL

RDS

ALL PHOTOS ON STAGE
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ALAN PERLMAN

ling, one of the music indus-

try’s most popular and creative talents.
was presented with the coveted Les Paul
Avward. and Tom Dowd. who engi-
neered countless hits over five decades
of recording. was inducted into the TEC
Awards Hall of Fame at the 15th Annual
Technical Excellence & Creativity
Awards, held September 25 at the Mar-

riott Marquis in New York Ciry.

Les Paul and Henry Juszkiewicz.
president of Gibson Musical Instru-
ments, presented Sting with a custom
Gibson Les Paul guitar, following a trib-
ute by enginecr/producer George
Massenburg. Later. producer. song-
writer and Atlantic Records co-founder
Ahmet Ernegun provided a moving Hall
of Fame presentation to Tom Dowd,
his close friend and the man responsi-
ble for engineering most of the ground-
breaking hits for Atlantic in the 50s and
'60s. One of the giants of modern
recording, Dowd worked with such
artists as Aretha Franklin, Rav Charles,
Eric Clapton. Rod Stewart and the All-
man Brothers.

TEC Awards were also presented in
27 categories. covering Institutional. Cre-
ative and Technical Achievement. The
ever-popular Father Guido Sarducci
hosted the evening's event. Presenters
included engineers Chuck Ainlay, Jimimy
Douglass and Frank Filipeui, producers
Phil Ramone and Tony Visconti, song
writer Julie Gold, and bass players David
Santos and TN Stevens.

The House Ear Institute’'s Sound Part
ners campaign and Hearing Education
and Awareness for Rockers (HL.E.A.R)
will once again receive 50% of the
evening's proceeds to continue their ¢f-
forts in hearing conservation. The re-
maining funds will be divided between
the AES Educational Foundation. the
SPARS student assisiance program. vari-
ous scholarship programs throughout
the United States and the winner of the
TEC Awards Scholarship Grant (sce
“Current” on page 12 for details).
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4 The wacky
group from
Digidesign
whooped it up
backstage after
winning the
Workstation
Technology
Award for

Pro Tools 124 MIX.

A Chris Martirano of
Kurzweil shows off the
TEC Award in Musical
Instrument Technology for A (L-R) TEC Award winner Ed Cherney, Georgetown Mastering’s

the Audio Elite System. Denny Purcell, and presenters Chuck Ainlay and Frank Filipetti.

A The Warner Music Group showed up in force to honor Tom Dowd. Pictured, L to R:
Phil Ramone, Joel Dorn, Ahmet Ertegun, Tom Dowd, Al Schmitt, Dano Dowd,
Francine Wacshal and Arif Mardin.




A ([L-R] TC Electronic founder Kim Rishoj, engineer Al Schmitt, and TC’s
Ed Simeone and Morten Lave enjoy an unprecedented three awards—
for Mic Preamplifier Technology (Gold Channel), Signal Processing
Hardware {M3000) and Signal Processing Software (TC Works MasterX).

— {L-R) Mix
magazine
Publisher
Jeff Turner
with |
Les Paul.

A Kooster McAllister
holds his TEC Awards
for Remote/
Broadcast Recording
Engineer and Remote
Recording Facility.

e |

» JBL’s David Kimm,
left, and Michael
MacDonald celebrate
winning the Studio
Monitor Award for
the JBL LSR-28P. |

d Producer Tony Visconti and
songwriter Julie Gold presented awards
in the technical categories.

V¥ (L-R) Gibson President Henry
Juszkiewicz, Sting, Les Paul and
Mix Books publisher Mike Lawson.

A (L-R) Producer George Massenburg, TEC Awards Executive Director
Karen Dunn, Les Paul Award recipient Sting, Les Paul and
Mix Foundation President Hillel Resner.

A Atlantic Records’ Ahmet
Ertegun (L) and Arif Mardin
with Hall of Fame inductee
Tom Dowd.

» Tom Dowd discusses the
importance of hearing
preservation during his
acceptance of the

Hall of Fame Award.

4 SSL marketing director John Andrews
accepts the TEC Award for Large Format
Console for the SSL Axiom-MT, as SSL
U.S. President Rick Plushner looks on.
the sold-out

. %
crowd.

€ ..

Master of
Ceremonies
Father Guido
Sarducci
entertains

Presenters T.M. Stevens

(foreground) and David
Santos liven up the

& (%9
#

N
)
¢
-

A Mark Johnson accepts
the TEC Award for Sound
Reinforcement Loudspeaker
Technology for the Meyer Sound
PSW-6 Cardioid Subwoofer.




The 15th Annual TEC Awards
were partially funded by the gen-
erous donations of:

PLATINUM SPONSORS

Intertec Publishing’s Entertainment Division
JBL Professional

Lexicon/dbx

Quantegy

GOLD SPONSORS

AKG Acoustics

Alesis Corporation

AMS Neve

Audio-Technica

Digidesign

Ex'pression Center for New Media

Gibson Musical Instruments

Kurzweil Music Systems

Meyer Sound Laboratories

Mix Magazine

Panasonic

Transcontinental Studios/Professional
Audio Design, Inc.

Shure Incorporated

Solid State logic

Sony Professional Audio

Soundelux

TC Electronic

Warner Music Group

Yomaha Corporation of America

SILVER SPONSORS
A-1 Audio/ProMix
Aphex Systems

Apogee Electronics Corporation
Clair Brothers

Eastern Acoustic Works
Emtec Pro Media—BASF
Mackie Designs
Neumann/USA

Neutrik USA

Ocean Way

Oram

Recording Academy
Roland Corporation U.S.
Studer North America

BRONZE SPONSORS

Akai Musical Intrument Corp.

CAD

Keith Hatschek & Associates

Skywalker Sound

Tascam

TGI North America Inc., Tannoy/
DPA Microphones

Ultra Sound/Pro Media

Westlake Audio
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1999 TEC AW

ACHIEVEMENT

Acoustics/Facility Design Company
Russ Berger Design Group, Dallas, TX

Sound Reinforcement Company
Showco, Dallas, TX

Mastering Facility
Gateway Mastering, Portland, ME

Audio Post-Production Facility
Todd-AO Studios, Hollywood, CA

Remote Recording Facility
Record Plant Remote, Ringwood, NJ

Recording Studio
Right Track Recording, New York City

OUTSTANDING CREATIVE
ACHIEVEMENT

Audio Post-Production Engineer
Gary Rydstrom

Remote/Broadcast
Recording Engineer
Kooster McAllister

Sound Reinforcement Engineer
Dave Kob

Mastering Engineer
Ted Jensen

Record Producer
Glen Ballard

Recording Engineer
Ed Cherney

A (L-R] Lexicon’s Wayne Morris, Mix magazine’s
Michele Kanatous and Robbie Clyne.

Phil Ramone, Les Paul and Al Schmitt »

\RDS WINNERS

OUTSTANDING INSTITUTIONAL

OUTSTANDING TECHNICAL
ACHIEVEMENT

Ancillary Equipment
Apogee PSX-100

Amplifier Technology
Bryston 9B-ST Pro

Mic Preamplifier Technology
TC Electronic Gold Channel

Computer Software/Peripherals
Sonic Foundry ACID

Microphone Technology
Neumann M147

Sound Reinforcement
Loudspeaker Technology
Meyer PSW-6 Cardioid Subwoofer

Studio Monitor Technology
JBL LSR-28P

Musical Instrument Technology
Kurzweil AES {Audio Elite System)

Signal Processing
Technology/Hardware
TC Electronic M3000

Signal Processing
Technology/Software
TC Works MasterX

Recording Devices/Storage
Technology
Otari RADAR ||

Workstation Technology
Digidesign Pro Tools| 24 MIX

Sound Reinforcement Console
Technology
Harrison Live Performance Console {LPC)

Small-Format Console Technology
Mackie Digital 8-Bus

Large-Format Console Technology
Solid State Logic Axiom-MT

LES PAUL AWARD
Sting

HALL OF FAME

Tom Dowd




SONY

Now appearing in the great
studios of the world.

To be a leading studio, a studio must take the
lead - by providing client services that exceed
the expected, by providing an environment
where the creative process is cherished and
protected. And by providing the finest
recording technology for their clients.
In just 18 months since its launch, our new 24-
bit 48-track recorder. the PCM-3348HR, has
found a home with leading studios {and top
recording artists and rental companies)
around the world. And for good reason. Buitt
. on the track record of the world-standard
mgc:;agfiitﬁsw,\,?é"g:gy,\,\?::ﬂfsefgd?ifwsywR PCM-3348, the HR adds 24-bit recording, a larger
sampling memory capacity, and full DASH
compatibility. With over 40 machines sold in the U.S.
and over 100 sold in the world in a little over a year.
we're happy to say the HR is now appearing in some
of the great studios of the world.
To dll these leaders, we say thanks.

1-800-635-SONY ext. HR * www.sony.com/proaudio

©1999 Sony Electronics inc. Reproduction in whole or in part without written permission is ;ﬂ)gl)hibited. Al rights reserved. Sony is a trademark of Sony. Features and specifications subject to change
World Radio History
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As we close out the '90s, it's in-

structive to think back on all the changes
we've seen over the course of the decade. In 1989,
digital audio workstations were around, but patheti-
cally anemic by today’s standards. Home studios were
mostly “semi-pro,” and the project studio phenome-
non was still in its infancy. Recordable CDs were
found only in the lab, and the only format accepted
by CD plants was the Sony PCM-1630. And high-qual-
ity digital audio processing tools were both rare and
expensive.

In the last ten years, DAWSs have taken major strides
in quality, power and affordability, with a steady
stream of “plug-ins” continually expanding their capa-
bilities. Project studios are everywhere, and their out-
put is all over the charts. The price of digital audio
processing has fallen dramatically, in part because
manufacturers have expanded their markets by push-
ing the “do-it-yourself” approach to making albums.
And many CD plants are now unenthusiastic (at a min-
imum) about accepting PCM-1630s, preferring instead
CD-Rs that may be “burned” on computer-hosted

drives selling for well under $500.

Mastering Forum

The upheavals these changes have brought to the

studio business have been thoroughly documented,
but what about their impact on the field of mastering?
Are the same technological and business trends that
fueled project studios likely to pose a threat to estab-
lished professional mastering houses? If you don't need
by Philip De Lancie a lacquer-cutting lathe ora PCM-1630 to make a mas-
ter, why do you need mastering at all? And even if you
do go to a mastering house, why not do a lot of the “fi-
nalizing” yourself with one of the many affordable dig-
ital processing tools now being marketed for mastering

applications?
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Mastering Forum

To help us sort through these ques-
tions, we turn to four engineers: two
recording and two mastering. Charles
Dye is producer/mixer at Tocha Pro-
ductions in Miami; his recent credits in-
clude Ricky Martin, Sammy Hagar and
Jon Bon Jovi. Jim Gardiner is owner
and engineer at Pajama Recording Stu-
dios in Oakland, California, and has
worked with artists including Tony!
Toni! Tone!, Thomas Dolby, Angela
Bofill and Vanessa Williams. Scott
Hull’s 15 years of mastering include re-
cent projects with Garbage, Ani DiFran-
co, and Steely Dan: Hull recently
became chief mastering engineer at
Classic Sound in New York City after
many years at Masterdisk. And Steve
Hall is V.P./chief engineer at Holly-
wood's Future Disc Systems, where he
masters albums by artists such as
Madonna, Fleetwood Mac, Green Day
and Alanis Morissette.

What does mastering in a professional
mastering bouse bring to a music pro-
Ject that can’t be done in a project stu-
dio or a traditional recording studio?
Charles Dye: For me, it's the fresh per-
spective of someone that spends their
entire day hearing all the soon-to-be lat-
est hits. It gives me confidence to have
someone like that making sure that my
work will compete with the rest of the
music on the radio. The other factor is
hearing your own record in a fresh lis-
tening environment, one that may be
tuned much more accurately than
where you mixed it. Often you will hear
something you hadn't heard before.

Jim Gardiner: The mixing engincer
has a certain idea of how the project
should be shaped, so he is cutting the
diamond. But then you take it to pre-
mastering to make the diamond sparkle
before it goes into that jewel box. You
want a place that has a track record,
where the person who is doing the pre-
mastering has tons of experience. It
takes years of patience and practice to
learn where all the frequencies are for
all the different instruments.

Mastering is also the time to go
through all the things that need to be
checked—phase, imaging. pops and
noises—that you may have missed. You
need a good monitoring environment
that's set up for doing that. If your room
isn't right, and you can't hear accurately
what you've got while you are master-

ing. it's impossible to tell what it's going
to sound like out in the world. And the
whole purpose is to have mixes that
will sound good on everybody's system.,

Steve Hall: One of the important
things a professional mastering house
has 1o offer is expertise. A mastering en-
gineer has spent numerous hours learn-
ing how to treat various types of music

SO your project can compete in the mar-

ket it will be addressing. And they hear
all kinds of music, so they have a good
understanding of how your material
stacks up in the real world. They also
know when to tweak things and when
10 leave things alone, which is probably
the hardest part of the job. Another rea-
son is objectivity. You may have been

THE MIXING ENGINEER
HAS A CERTAIN IDEA OF HOW
THE PROJECT SHOULD BE
SHAPED, SO HE IS CUTTING
THE DIAMOND. BUT THEN
YOU TAKE IT TO
PREMASTERING TO MAKE THE
DIAMOND SPARKLE
BEFORE IT GOES INTO THAT
JEWEL BOX.

—JIM GARDINER

in the studio for the last six months, but
they will be hearing your mix for the
first time, with fresh and trained cars.

When it comes to the creation of the
"master,” the greatest advantage is that
the mastering engineer will know what
the best format is, and which format the
various manufacturing plants can han-
dle without transferring your master nu-
merous times on the way to the glass
master. Some of these transfers can add
up to some pretty ugly sonic results on
your manufactured CD.

Scott Hull: A professional mastering
engineer has a long history of mastering
music projects, and brings that experi-
ence to every project. And he or she
knows the listening environment inti-
mately, so your recording can be com-
pared to all the other recordings
mastered there to determine what's need-
ed. A recording isn't “mastered” when
it's been edited, or when the level and
high end are maxed out. A well-mastered
project sounds like a complete statement,
greater than the sum of the parts.
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Mastering Forum

In general, what's the appropriate

point in production at which the role of

the recording/mixing facility should
end, and the mastering house should
begin? At what point is further work in
the studio counterproductive, and wheat
are some of the consequences that can
arise when attempts are made to “meas-
ter” the material before it gets to the
mastering bouse?

Dye: It's obvious that too much stereo-
bus compression and EQ can limit the
mastering engineer’s options. But [
don’t particularly believe that stereo-bus
compression, EQ and limiting are evil.
It you have a specific sound that you
hear in your head. and sterco-bus pro-
cessing will help you capture that, then
do it. The stereo mix bus processing on
“Livin’ La Vida Loca”™ was quite integral
to its sound.

Gardiner: | get tapes from people that
want me to listen to their work, and the
compression and limiting have taken
away the natural air or breathing of the
music. They just crunch the hell out of

everything, and print it that way to their
master, so you can't really take it out
later. When I am going to be handing
something off to mastering, I like o be
conservative with what [ do on my side.
As long as the general mix sounds great,
I'll leave a window for the mastering en-

A RECORDING ISN’T
‘““MASTERED’’> WHEN IT’S BEEN
EDITED, OR WHEN
THE LEVEL AND HIGH END
ARE MAXED OUT.

A WELL-MASTERED PROJECT
SOUNDS LIKE A COMPLETE
STATEMENT, GREATER THAN
THE SUM OF THE PARTS.

—SCOTT HULL

gineer to do the final polish.

Also, if people are using the equip-
ment in a recording or project studio,
it’s not going to be the same as the top-
end stuff they have in a mastering

house. Quality comes at a price, and
people should be aware that inexpen-
sive boxes can create certain colors in
the sound. There's a whole lot of push
from manufacturers to sell premastering
tools for $500 to run on a PC, but you
can’t assume that just because someone
can buy this stuff they have tremendous
skills in mastering,

Hall: The point when the mix studio
is finished and mastering starts can be
difficult to determine. Projects can vary
greatly in the type of finish work re-
quired. Some projects require an entire
day spent on crossfades. sequencing,
cutting various mixes together, or
maybe even flying in parts. Others
come in completely assembled with
tracks properly spaced and faded. That
usually makes my job much casier.

One of the most frustrating prob-
lems in the mastering room is when
someone tries to master a project be-
fore going to mastering. If you are
going to take this approach, be very
sure that you don't overdo or abuse the
process you are using, because it's very
hard, if not impossible, to reverse. If
you are using a particular product for a
certain type of sound or effect, and you
like the way it sounds, then by all

LD DUPLICATION
MADE EASY

Network Enabled
cdDIRECTOR Publishing Systems
* 3703NT * 3706NT

Automated CD-R Duplication Systems
* CD-3702 * CD-3704
* CD-3706P

CD-R Duplication Tower Systems

» CD-5400L
» CD-5916

Automated CD-R Print Stations
* AP-1000 « AP-1300C

» CD-5900

WORLD’S MOST ADVANCED CD DUPLICATORS

400 Eagleview Blvd.,

email: info@mediaform.com * web: http:

Suite 104 * Exton, PA 19341
Phone: 610-458-9200 « Fax: 610-458-9554

Toll Free in the USA 800-220-1215
www.mediaform.com
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Mastering Forum

means go for it. But if you're going to
compress the crap out of it, don’t ask
me to fix it!

Hull: The mastering process can
begin well in advance of the mastering
session, at any point that the engineer
or producer wants a litde advice. T can
help clients decide the best way to pro-
ceed, and to avoid things that can
adversely affect their project. This rela-
tionship helps the producer optimize

his time in the recording studio and in
the mastering studio.

There are at least two reasons why it
is never a good idea to premaster in the
recording studio. First, any copy or pro-
cessing of the original material will de-
grade the music, and most of the time
these changes in sound quality will
show up in the mastering room, mean-
ing that the project has 1o be redone
from the original tapes anyway. Second,
the equalizers and compressors that
mastering engineers choose are de-
signed for a very different purpose than
tracking and mixing gear. You may
have the right idea that your recording

e Cassettes

EUROPADISK;LTD,
CD REPLICATION

Retail-Ready Packages or Bulk
NEW, FAST - DIGITAL PRINTING!

Booklets, tray cards, J-cards, posters!

* Vinyl Records

e Graphics Design
e Graphics Printing
e Mastering Studio

Why deal with brokers when
you can work directly with our
Ffactory and save? Everything
we sell, we make in-house!

Best Service...Best Price...Period.

Free catalog or quote: (Bﬂm 455'8555

75 Varick Street, New York, NY 10013

http://www.europadisk.com

—— SV ] Y ‘ N P Y,
EUROPADISKSLTD

A A_ ATl ) "
(212) 226-4401 FAX (212) 966-0456

Major credit cards accepted.
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needs attention around the bass or lead
vocal, but the tools we have, with our
experience, will do a better job of it,
and do less collateral damage to the rest
of the recording. There’s nothing wrong
with optimizing your work to submit it
to the label so that it will not seem oo
low in level compared to other CDs, but
it should be labeled as “not for produc-
tion.”

What should the producers of limited-
budget projects be doing—and not
doing—in preparation for mastering to
ensure that they use their mastering
time most efficiently, so that they can
afford a professional mastering job?
Dye: They should definitely have their
muaster assembled before going into
mastering. Then they should put their
assembled, unmastered album on CD-R
and listen to it for a week on every sys-
tem they can find, taking notes about
the relative levels of the songs. the lev-

NOw THERE IS EQUIPMENT
AVAILABLE THAT GIVES
MASTERING TOOLS TO

PROJECT STUDIOS.
THERE WILL BE
NO STOPPING THIS MOVEMENT,
AND THE ONLY THING TO
DO WILL BE TO ADAPT TO IT.
SOON, ESTABLISHED
MASTERING ENGINEERS WILL
BE GOING INTO PROJECT
STUDIOS TO FREELANCE, IF IT’S
NOT HAPPENING ALREADY.
—CHARLES DYE

els of the intros compared to the previ-
ous song, the sound of the vocals from
song to song, and, of course, the top
and low end from song to song,.
Gardiner: Depending on the client, [
try to give the mastering house a master
that is already sequenced. You can save
time and money in mastering by trim-
ming all beginnings and doing all the
fades. You should also create a track list
with the times. And it is very helptul to
choose a core track that you can point
out to the mastering engineer as an ex-
ample of what you think all your tracks
should sound like. Another thing that's
important is that during mixing you
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strip rotated through 90 degrees, 324's
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Live Sourd mixing places unique pressures upon tae mixing engineer. Tae openatcr
is expected to overcome all the unpredictabilities associated with an artist's live
performance. whilst remembering to accurately reconfigure the console between
songs. 324 offers the user complete reset of the console on a snapsnot basis.
Every digital audio parameter on the console can instantly be resat song by song. or
scene by scene, leaving the engineer free to get on with the job ¢f mixing the show. (
ISOlation feature allows probiem channels to be put instantly under manual cant:ol.

Live sound denands fast channel access, and
the E-Strnp delivers.
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4 Mute groups allow easy one-touch muting
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EFFECTS

324 boasts 2 powerful Lexicon Multi-FX
units, providing on-beard Reverbs, Delays.
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SECURITY
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TDIF ports on the rear of the console, for
playback firom DTRS or connection of a pair
of 8-way analogue to TDIF interfaces. With
a'l expansion options attached, the consote
will suppert upte 34 analague-inputs.
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In addition o MIDI Program Changes, each
snapshot can be cenfigured tc send Note
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MIDI Continuous Controller mastens.
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324’'s intuitive scene
storage and recall system:
makes light work of
complex reconfiguration.
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Mastering Forum

should make sure that you don’t lose
everything when you turn it down. The
tracks should have sufficient definition
that you can still hear everything when
you listen soft.

Hall: I have a few tips for getting the
most out of your mastering buck. Start
by showing up on time, because the
clock is running. Try to make sure that
someone remembered to bring or send
the tapes, preferably the day before the
session, and make sure we have the
tones—that tune at the head of the reel
that has only a few really long notes. If
you're going to show up with 25 boxes
of masters, try to have some idea of
which is the real mix; if we have to lis-
ten to five different mixes on each song,
the day will be shot and so will your
budget. Make sure the tapes are clearly
marked. Have your tunes edited if you
can, make sure you're finished mixing,
and you don’t need to fly in a guitar
part or two. If you want to save more
time and money, have your master as-
sembled on a single format, and make
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sure your songs are faded properly and
spaced the way you want.

Hull: One thing that can be very ex-
pensive and time-consuming in the

THE NEXT FEW YEARS WILL BE
VERY CHALLENGING FOR
MASTERING PROFESSIONALS.
THE MASTERING WE WILL BE
DOING IS GOING TO BECOME
A MUCH MORE COMPLICATED
AND TIME-CONSUMING
PROCESS. IN THE FUTURE
WE MAY BE MASTERING
FOR CD, CASSETTE, VINYL,
DVD IN HIGH RESOLUTION,
MP3 AND SURROUND.

—STEVE HALL

mastering studio is making decisions. [
highly recommend that the producer
and the band sit down at a DAW and

"Hear The Power"

RE
RN W

StartREC is the first Digital Audio Editing System combined with
multidrive CD-R duplication capability designed specifically for
the Audio Professional, from MicroBoards. The StartREC offers
Audio Professionals advanced hard disk editing tools, and the
ability to ceate simultaneously up to fourcustom audio CD's in

a convenient rackmountable or desktop configuration. s *
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edit the choice takes together before
they get to mastering. You can try many
different sequences and different mixes
and edits. Make as many of these deci-
sions as possible before the mastering
session. A complete typed-out listing of
what takes are to be used for each song
is very helpful.

The edited copy that you make will
be used as a reference for the final se-
quence and EQ, but not as the master,
s0 bring all of the original master tapes
to the session. It's actually just as fast to
let an experienced mastering engineer
work from the originals as it is to pre-
assemble and or premaster, because it
happens a lot that the mastering EQ or
compression convinces the client to
pick a different mix.

Label your master tapes as if they are

the most important thing to you. And
check the IDs on your DAT tapes. It's a
huge waste of time to go searching for
missing ) numbers.
What's the appropriate response to a pro-
ducer who says there is not enough
money in the budget to master at a pro-
Sfessional mastering bouse? Is there a
need and/or a way for traditional mas-
tering bouses to make their services more
accessible for limited-budget projects?

==Setting the Course in CD Technology!

Headquarters: 800 546-8881 « Fax: 612 556-1620
East Coast: 888 215-3966 « Fax: 610 495-5437
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Mix™ by CM Automation is the world’s
first dedicated worksurface for mixing
digital audio. It is capeble of operating
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.. not the mouse.

T '. c : | vy
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Use the 100mm motorized faders to m%ke

perfect mixes every fime. View switches
allow you to navigate -any-numberof = = =

channels. 8 kigh resolution rotary knobs

control panning, EQ, dynamics, effect

send levels and more. When adcressing

DSP plug-ins, you can power through 8 i

parameters at a time. Backlit LCT panel
displays the channel labels, rotary knob
settings, routing and meters. So i the
mouse is cramping your style or vou are
tired of searching for controls on your -
monitor - consider the power an

simplicity of Motor Mix.

Creative Tools for New Technologies

Aufomqhon 20621 Plummer Street o Chatsworth, CA 91311 USA o (888) 588-6434 « CMAUTOMATION. com

@ emagc ]
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Mastering Forum

Dye: One radical approach to address-
ing costs is what has happened in the
recording engineering community in
the last ten years. As producers began
building home studios, they brought
recording engineers in to record their
projects for them. That movement was
gear-driven, and now there is equip-
ment available that gives mastering
tools to project studios. There will be no
stopping this movement, and the only
thing to do will be to adapt to it. Soon,
established mastering engineers will be
going into project studios to freelance,
it it's not happening already.

Gardiner: There are places in any
budget that you can find to take short-
cuts, but the best place not to shortcut is
in taking it to a really qualified premas-
tering place. You are competing against
every major artist in the universe, so
anything that is mediocre just won’t
work. Besides having your music be
hipper than whatever else is out there,
you need to sound as good or better
than everyone else to get through. And
that can cost money.

= wd

\f

i"

e“r'd "'

Hall: At most professional mastering
houses you will find a collection of the
finest custom consoles and signal pro-
cessing devices available, and most
mastering rooms invest frequently in
new DAWS, new converters with higher
sample rates, newer digital equalizers
and compressors, increased hard disk
storage, and networking. Many of us are
pushing the curve to implement sur-
round mastering and DVD authoring.
So I wouldn’t plan on rates coming
down much in the near future.

Some labels want to save a buck and
have their artists master in their own
studios. If you're spending a hundred
grand on a project to record and mix—
and making a couple of videos at
$50,000 each—and you can’t muster an-
other two or three grand for mastering,
what's wrong with this picture? We're
talking about putting the finishing
touches on an album. This is the last
chance you have to perfect everything
you spent the last year of your life
working on 12 hours a day. If you are
going to make this project the best it
can be, why would you want to omit
this stage? I guess if you don't think you
need professional mastering for your
project, the project must not be that im-
portant to you.

|

MASTERDISKENGINEERS :HOWIEWEINBERG,
TONYDAWSEY,LEON ZERVOS,ANDY VAN DETTE,
ROGER LIAN AND DREW ANDERSON

545 WEST 45TH STREET, NEW YORK, NY 10036 * 212-541-5022 - WWW.MASTERDISK.COM
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Hull: The question is: Are you trying
to get the project done for the least ex-
pense, or are you trying to get the most
musical effect out of it? New clients
often come to my mastering session
saying they are very happy with the
way their project sounds. But after lis-
tening to it with just the right EQ or
compression, they are often surprised
that it can sound that much better. So if
you say there isn't enough money,
maybe you don’t know what you're
missing, or you've been going to the
wrong mastering engineer in the past.

One way to bring a truly limited-

budget project to a professional master-
ing studio is by using one of the studio’s
“up-and-coming” engineers. Most mas-
tering studios [ know have engineers
that have years and years of experience
and are trying very hard to break into
the very competitive mastering world.
Do you believe that every music project
intended for commercial release should
pass through a mastering bouse on its
way to the CD plant, or are there some
situations or kinds of projects for which
the mastering step is not always neces-
sary?
Dye: [ think mastering is an essential
process, but as I said earlier, 1 don't be-
lieve the traditional business model for
it will survive.

Gardiner: If you are doing a demo,
and you just want to play it for your
friends, that's cool. But if it's something
that you put your life and love into,
mastering could be the thing that makes
the difference in the whole thing. All
the great producers who have their own
home studios and CD burners, and who
use the best recording engineers on
their projects, they still all go through
professional mastering when it comes
down to the final master,

Hall: T believe that every project can
be improved or enhanced, at least to a
certain extent. There may be times
when some audiophile projects can by-
pass mastering, but why wouldn't you
want the best possible transfer through
the cleanest chain available with the
best possible dithering?

Hull: A few very high-profile projects
I have worked on needed little or no
EQ. But the producer felt it necessary to
check with me just to be sure, because
you can't know if mastering is “neces-
sary” until the mastering engineer and
producer listen to the recording togeth-
er and discuss the goals of the project.
So the process of making that determi-
nation should always be a part of your
production schedule and budget.

How do you expect the role of the tra-




MONA

THE NEXT GENERATION 24/96 DIGITAL STUDIO

24/9€ DIGITAL STUDIO

Mona joins Layla, Gina, and Darla as the latest in high quality recording products from Echo. Its four universal
inputs allow you to connect your microphones, guitars, and line level signals directly into your computer, bypassing
external equipment that can add noise and distortion to your recordings. Using the latest generation of 24-bit
96kHz converters (not 20-bit converters outputting four more bits of noise), Mona offers the highest dynamic
range and lowest distortion frequency available.

Dynamic range of 116dB (A-weighted) on inputs and outputs

Four high quality mic preamps with phantom power

Trim control and meters on each input

Six outputs featuring both XLR (+4dBu) and RCA (-10dBV) connectors
Headphone output with volume control

Both Alesis ADAT optical and S/PDIF digital inputs and outputs
External word clock sync

Software console for monitoring, metering, and setting output levels
Low-latency drivers for Windows 95/98/NT, Mac, and Be0S
Compatible with all popular recording/editing software

digitsl audio CIRCLE #037 ON PROOUCT INFO CARD

For full details visit www.echoaudio.com  phone: 805.684.4593  e-mail: info@echoaudio.com | Layla, Gina, and Darla are registered trademarks of Echo Digital Audio Corporation.



Mastering Forum

ditional mastering house lo evolve
over the next few years in response to
the extension of the project studio ap-
proach into the field of mastering?
And what types of neuw services might
mastering facilities be offering to fur-
ther differentiate themselves from
people with a DAW in their spare bed-
room?

Dye: Following the pattern of recording
studios in response to similar pressures,

dynaudio

there will be some fallout in the mid-
level mastering houses. But many of
them will adapt to a new approach
based upon their clients’ desire to own
their own mastering equipment, and the
mastering facilities and engineers will
come up with a solution that will allow
them to survive. The top-end houses
will continue on, because the major la-
bels see a lot of value in having that last
person in the chain with a New York,
L.A. or Nashville facility that they can go
to from their offices to hear the final
album. It gives them the control and the
confidence that they need to have with
their projects.

m Monitoring

Featuring the 1999 TEC Award Nominated M4+ high resolution, high output
main monitor system, custom failored fo the needs of each facility.
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the great support from the company and any other decision was unthinkable!”
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Lou Gonzales, Owner
Quad Recording Studios, NYC

In the USA:
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Gardiner: Depending on where you
are located, mastering places are just
now getting dialed into the surround
thing. That's a big issue, and the mas-
tering places really need to get more in-
volved, because there are so many
questions right now in areas such as
phase. It could be a great business for
premastering.

Hall: The next few years will be
very challenging for mastering profes-
sionals. You will always find the mas-
tering studios leading the way in sonic
excellence in our industry, and [ be-
lieve that this will remain so as long as
people need a source for true quality.
But the mastering we will be doing is
going to become a much more com-
plicated and time-consuming process.
In the future we may be mastering for
CD, cassette, vinyl, DVD in high reso-
lution, MP3 and surround. This con-
stant evolution of technology will be a
stumbling block for project studios be-
cause of the diverse mastering formats
that will need to be addressed. Tt
could be a bit overwhelming ftor the
recording or project studio to create
this variety of masters for a record
label.

For DVD projects, I believe that the
mastering house needs to be the au-
thoring facility as well. The mastered
audio will be already be on their hard
drive, and they will be working with the
artist and/or producer to create the fin-
ished product.

So we have installed a complete
audio-video mastering suite with video
encoding, authoring and graphics pro-
duction for DVD. We are also currently
upgrading for surround mastering, but
this is a slow process. The tools that
meet our standards are not yet fully
developed, so we are working with sev-
eral manufacturers on high-density mas-
tering products.

Hull: Mastering engineers will evolve
into the newest technologies in response
to the demand from our clients. It seems
obvious that the person who finishes
your music project should also author it
and prepare it for the manufacturing
step. No one else has so much experi-
ence in taking tapes from the recording
studio to the home listener. To me, there
is no good reason not to include the
mastering process in all music projects.
New technologies like MP3, DVD, DTS,
Dolby Digital, DVD-Audio and SACD all
use music formats that need a mastering
engineer's perspective. ]

Philip De Lancie is Mix s new technolo-
gies editor.




superbly
crafted new
breed of
advanced tube
microphone pre-
amplifier reaches far
beyond mere technical
excellence to deliver
sound that is uniquely
involving, compelling, and
real. Our incredible new 2
channel Model 1100 gives you
up to 20dB more headroom
than conventional preamps,
allowing you to record hotter tracks
with the highest possible digital resolution.
This unprecedented amount of headroom,
combined with an EIN of -135dB, allows you
to take more gain without the pain of overload
distortion or noise.

AphexThermionics
Model 1100

Discrete Class A Tube Mic Preamp
with 24 Bit 96kHz A/D

To achieve this amazing performance, we developed new
proprietary circuitry - here’s a taste...
. Discrete Class A Bipolar PNP Sclid State Front End
. Second Stage Reflected Plate Amplifier™ Tube Circuit
. Sweepable Low Frequency Caacellation Filter (LoCaF™)
« MicLim™ limiter on the microphone itself makes the 1100
virtually arash proof
. Drift Stabilized™ A/D Circuitry eliminates the need for high
pass filtering in the digital domain
. Third Stage Reflected Plate Amplifier Tube Circuit Discrete Class A
Impedance Balanced Output Stage

Compare this to any other mic preamp in the world -
you'll quickly appreciate the benefits of ‘More Gain with No Pain’.

For more information visit our web site or contact us for an in depth brochure.

A pHEx Improving the way the worid sounds*

11068 Randall Street, Sun Valley, CA 91352 U.S.A.

S Y S T E M S 818-767-2929 « Fax: 818-767-2641 * http:/iwww.aphex.com

Aphex, Aphex Thermionics, Reflected Plate Amplifier, LoCaF, MicLim and Drift Stabilized A/D Circuitry are registered trademarks of Aphex Systems.
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‘antares microphone modeler

Proximity Proximity
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Arboretum’s Realizer offers DSP
for optimizing Internet audio.

BY SARAH JONES # Last month. we presented some of the hot product

hits from September’s Audio Engi-
neering Society Convention in
New York. But with so many
plug-in developments. we decid-
ed to give them their own feature.
The plug-in market is continuing
10 flourish, and we noticed some
trends at AES.

Emulation is going strong.
We're secing more and more mod-
cling of vintage mics and classic
eftects, and. increasingly, hardware
manufacturers are developing soft-
ware-based versions of their gear.
(Will virtual rolling racks be nexi?)
There was also big news on the
plattorm front. Digidesign’'s new
Real Time AudioSuite (RTAS) plug-
in platform brings real-time. host-
based mixing und processing 1o
entry-level uscers. And a growing
number of developers are an-
nouncing plug-ins for Soundscape,
SADIE, MOTU's MAS and Sonic
Solutions HDSP platforms. Mcan-
while, many current plug-ins were
introducing expanded platform
support, particularly VST and Di-
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rectX. We also saw quite a few MP3 and
surround authoring tools. So if you
couldn’t make it to this year’s AES, here
are the latest in plug-ins, direct from the
show floor.

Access Music GmbH (www.access-
music.de) and Digidesign have an-

nounced co-development of the Access Virus TDM plug-in for
Pro Tools |24 MIX-based systems that is vinually identical in
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PLUG-INS

AT AES

.\

Cycling ‘74’s
Pluggo is one
of the newest

MAS plug-ins.

h‘ﬁ
=¢
-

saund and care functionality to the Virus family of hardware
synthesizers, which model classic analog synth textures, as
well as create new sounds. A number of Virus synth plug-ins
can operate at the same time on the system, allowing multiple
16-voice multi-timbral synthesizers to be created (up to five on

a basic Pro Tools |24 MIXplus system for
a total of 80 Virus voices). The $795
plug-in will be available early next year.

Antares Audio Technologies (www
.antarestech.com) debuted its new
AMM-1 Microphone Modeler TDM plug-
in. The plug-in uses Antares’ Spectral
Shaping Tool™ (8ST) technology to emu-
late a variety of microphones. vintage
and new; the user enters the micro-
phone he is using and selects the mic he
would like it to sound like. The AMM-1
references the stored models of boih the
source and target mics and processes
the input to create the sound of the de-
sired mic. This process can be done be-

TL Audio’s EQ-1 is now
availoble as o plug-in for VST and Direct X.
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fore or after recording. Built-in effects
such as saturation are included. The
AMM-1 will soon be available for Pro
Tools and MAS platforms.

Arboretum (www.arboretum.com)
announced a version of Hyperprism for
Soundscape systems, including Sound-

scape’s new REd platform. The initial release includes the Bass
Maximizer, Tube/Tape Saturation, Sonic Decimator (bit depth

and sample rate reduction), Quasi
Stereo (mono-to-stereo), Filter, Ring
Modulator, Flanger and Phaser mod-
ules; retail is $299. Arboretum also
released its Realizer MP3 player/
encoder plug-ins for DirectX and
VST. Price: $74.95. Arboretum’s new
Realizer Pro plug-in, adapted from
Hyperprism and building on the
original Realizer, is a multistage dig-
ital signal processor for authoring
and archiving Internet audio, and
works with most file formats. DSP
features include bass maximizer,
parametric EQs, harmonic exciter
and more. Realizer Pro is $149 and
supports DirectX and VST.

Bomb Factory (www.bombfac-
tory.com) plug-ins for Pro Tools
were a big hit at the show and are
designed, in great detail, to look, be-
have and sound like “real” equip-
ment, right down to “worn-in”
control surfaces. Emulations include
a Moogerfooger lowpass filter and
ring modulator, developed in con-
junction with Bob Moog. A Classic
Compressors™ line offers versions of
the popular UREI LA-2A and 1176. A

SansAmp PSA-1 guitar amp emulator has manual “knobs” for
creating your own sounds and 49 presets for Marshall,
Mesa/Boogie, Hiwatt, Fender, Ampeg and other amps. Voce
Spin provides a variety of Leslie speaker sounds, and its 15
classic recording setups offer different cabinets, varying micro-




phone placements and even a “Memphis” sound with the
lower drum’s slow motor unplugged! Voce’s Chorus/Vibrato
re-creates the B-3’s mechanical scanner vibrato, with three set-
tings of Chorus and three of Vibrato on one knob.
Cakewalk’s (www.cakewalk.com) Pro Audio 9 release in-
cludes a Style Enhancer MIDI FX plug-in, which uses perfor-
mance modeling to give MIDI recordings a “human” feel; and
the Session Drummer MIDI FX plug-
in, which provides drum patterns for a
broad selection of styles, including

also be controlled from supported MIDI hardware control sur-
faces.

As Digidesign supports session interchange between the
TDM-based Pro Tools 5.0 and Pro Tools LE 5.0, RTAS plug-ins
have interfaces that are identical to their TDM counterparts.
Digi 001 and Digi ToolBox XP systems include RTAS versions
of many DigiRack plug-ins; RTAS plug-ins from Waves, Metric

multiple variations of jazz, country, al-
ternative, hip hop, Latin, dance, R&B

and more. Within each style, a range
of drum patterns is provided—as in-
tros, fills, main patterns and endings.

Sonic restoration specialists Cedar
Audio(www.cedar-audio.com) an-
nounced Declick 96 (96 kHz), hosted
by SADIE (www.sadie.com) 2496
and Artemis workstations (Declick 96's
offering both auto and manual declick
modes). Also new from Cedar is the
Dethump package for SADIE, which
removes low-frequency bumps of up
to 50,000 samples in length. Cedar is
also now shipping Declick for Sound-
scape systems.

Much of the big plug-in news at the
show centered around Digidesign

(www digidesign.com): AES marked
the introduction of the company’s Real
Time AudioSuite (RTAS) plug-in for-
mat for Pro Tools LE. Digidesign’s new
host-based software version of Pro
Tools offers real-time, host-based mixing and effects process-
ing. (A CPU activity meter displays available power.) As many
as five RTAS plug-ins may be used as inserts on a track, and
processing parameters can be changed over time. Plug-ins may

C4 Multiband Parametric Processor

WaveFrame Versian 6.5 offers on apen plug-in architecture and powerful mixing aplions.

Halo, Wave Mechanics, DUY, GRM Tools, Bomb Factory and
Arboretum are on the way.

Digidesign has also developed a new plug-in: Enhancing
sampling/synthesis capabilities within Pro Tools, the Direct-
Connect™ TDM plug-in allows
up to 32 audio channel outputs
from any host-based application
(such as software-based synthe-
sizers or samplers) to be inde-
pendently routed, recorded,
processed and mixed within the
TDM environment. DirectCon-
nect is a DigiRack plug-in and
will be bundled with every new
Pro Tools system. Many devel-
opers, including Bitheadz,
Koblo, PropellerHeads and Na-
tive Instruments, have an-
nounced DirectConnect-
compatible versions of their
host-based synths and samplers.
An RTAS version of DirectCon-
nect will be released in early
2000 for Mac systems, with Win-
dows 98 support to follow. One

Output
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Waves’ C4 plug-in is
a multiband parametric processor.
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PLUG-INS

more note: Digidesign is now distribut-

ing Lexicon’s Lexiverh plug-in.
In Emagic (www.emagic.de) news, AT A E S
Logic Audio Gold Platinum +.0.4 offers - o | |
extended support for the Yamaha DSP
Factory: It is now possible to use native
internal plug-ins. DirectX plug-ins
(Windows) or VST plug-ins (Mac)
together with the effects of the
DS2416 card. The native plug-ins
can be used on any audio track be-
fore the effects of the DS2+16 card.
Kind of Loud (www kind-
ofloud.com) was showing RealVerb
5.1. a multichannel plug-in for Pro
Tools that uses auralization technol-
ogy to model physical spaces. Users
can morph between room shapes
and textures. and can map rever-
beration spatially tor surround mix-
ing by placing direct path. carly
reflections and late field reverbera-
tion in the sound field. RealVerh 5.1
is initally available in a TDM ver-
sion: others are planned. (A siereo
version is also nearing release.)
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Other new Kind of Loud plug-ins: Twe of Bomb Factory’s plug-ins

Tweetie ($193) is a4 monitoring and

calibration plug-in for surround-sound
production that features system calibra-
tion with trim control, adjustable delays
on cach channel and overall reference
level conurol (including a 20dB dim but-
ton). Tweetie also provides intelligent
downmixing from 5.1 to sterco. The
Woofie plug-in (5495) provides
hass redirection to accommodate a
variety of potential playback speak-
er arrangements. Woofic also otfers
subwooter signal previewing before
the encode decode process.
Interesting developments in con-
sole land: Mackie's (www.mack-
ie.com) “Version Three” D8B
operating system features support
for third-party plug-ins and the new
Mackie UFX digital signal process-
ing card. At the heart of D8B's open
architecture, the UFN, combined
with V.3.0 software, allows insertion
of plug-in cffects into common con-
sole signal paths. Each UFN card
can run up to four independent
software plug-ins simuliancously,
so the D8B's four processing slots
cun total 16 plug-in effects at once.

"A LEADER FOR THE NEXT MILLENNIU.
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A TRIBUTE TO THE GREAT
INNOVATIONS OF MANKIND

TC ELECTRONIC PROUDLY ACCEPTS THE
HONORABLE 1999 TEC AWARDS FOR...

TC Electronic Gold Channel: Mic Preamplifier Technology
TC Electronic M3000: Signal Processing Technology - Hardware
TC Works Master X: Signal Processing Technology - Software

Thank You!

TC Electronic salutes MIX, their readers and the TEC award nominees
for their continuous pursuit of excellence in audio and music.

t.c. electronic
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EMTEC Magnetics ’ e BASE“
Shipped From Stock * Priced Right * Immediate Delivery
106 Mott Street * Oceanside, New York 11572

NYC Area: 516-678-4414, Fax: 516-678-8959
USA & Canada: 800-331-3191
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the ultimate portable two channel microphone preamplifier
for high fidelity field recording

* transparent, musical, ultra wide bandwidth circuitry
* high pass filters, Mid-Side decoding matrix

* compact, indestructible chassis

* 5-12VDC operation

absolutely the finest upgrade for any portable
recording system

to find out more about the Lunatec V2 and other Grace
Design products, call 303.443.7454 or visit us online at
www.gracedesign.com
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AT /AES

A variety of third-party plug-ins were
announced along with the V.3.0 re-
lease: TC Electronic had three D8B ef-
fects packages, TC2000 and TC FX
effects bundles and a TC Reverb pack-
age that comes free with each UFX
card. The Massenburg DesignWorks
mastering EQ, which had debuted for
the Sony Oxford, is now available for
the D8B. Drawmer had the first of two
dynamics packages, and Anatares
showed AutoTune pitch correction
software, for the D8B.

McDSP (www.mcdsp.com) intro-
duced the CompressorBank ($495) plug-
in for Pro Tools (AudioSuite and TDM),
CompressorBank has regular controls
such as Output (makeup gain), Thresh-
old, Compression (Ratio), Attack and Re-
lease, plus Knee and Bite controls that
allow articulation of the compression
characteristics. Also included: multiple
peak detection circuit types, chain sup-
port, sidechain or in-line pre-filtering,
and a static/dynamic EQ.

Mark of the Unicorn (www.motu.
com) showed a new version of Digital
Performer that offers plug-in automation.
Also: Cycling '74 (maker of Pluggo), TC
Works and Antares have ported plug-ins
to the MOTU Audio System (MAS) plat-
form, which is used by Digital Performer
and AudioDesk.

Serato (www.serato.com) unveiled
Pitch 'n Time, an AudioSuite plug-in for
Pro Tools that uses a new algorithm for
time stretching and pitch shifting single
tracks or mixed stereo program material.
Pitch 'n Time can move audio £12 semi-
tones and simultaneously time stretch
from 50% to 200%, and users can pre-
view and tweak parameters in real time.,

Sonic Foundry news: ACID PRO
now includes Sonic Foundry's XFX 1 Di-
rectX audio plug-in pack. XFX 1 plug-ins
include Reverb, Time Compress/Ex-
pand, Multi-Tap Delay, Chorus, Pitch
Shift and Simple Delay/Echo.

The list of developers in Sonic Solu-
tions’ (www.sonic.com) HDSP Partners
group continues to grow, with the addi-
tion of Audio Ease and Prosoniq. Sonic’s
HDSP Partners are working with the
company to develop plug-in technology
for high-density audio and surround




StudioMix

DIGITAL RECORDING STATION
The hands-on way\

o digitallyrecord
and mix on a PC

StudioMix™ includes all the hardware and software
needed to turn your computer into a complete
digital recording and mixing studio.
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For a limited time...

FREE Upgrade to ProAudio™ 9!
FREE CakeWalk Audio

FX Plug-ins!
$100 Rebate

See dealer for details * Motorized faders

* Eight CD quality audio tracks

* Up to eight 32-bit real-time effects

* Precise, tactile mixing hardware

* Mixing console I/O for sound card

* Powerful, multitrack recording software
* Sync AVI, MPEG, and QuickTime video
¢ All-in-one integrated system — software

and hardware included

B
1 www.cakewalk.com f’
cake walk Cakewalk « Stzambridge Center « Cannbmrige, MA 02142 Peavey Electronics Corporation « 1| A treet « Mendial Mc 595 "
. - 1-888-CAKEWALK + Fax 617-441-788 }l 485 53 x (601) 486-1278 + © 1939 - -
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sound. Sonic’s HDSP Partners include
db Technologies, George Massenburg
Labs, Lucid Technology, Media Mor-
phics/Toolex, Metric Halo Labs, Pacific
Microsonics, POW-r Consortium, Merid-
ian Audio, Prosoniq, Mytek Inc., Weiss
Engineering Ltd. and Z Systems Audio
Engineering.

SPL’s (www .spl-electronics.com)
Transient Designer effects processing is
coming to CreamWare’s (www.cream
ware.com) Pulsar/SCOPE platform. SPL
and CreamWare have co-developed a
software model of the Transient Design-
er, which uses SPL's Differential Enve-
lope Techology (DET) for threshold-
independent dynamic processing, al-
lowing direct control of attack and sus-
tain of audio signals. Two versions are
currently available for the Pulsar card:
An Attacker module ($69) increases the
attack of percussive signals; and the
Transient Designer module ($249) offers
increase and decrease of attack and sus-
tain. Both allow simultaneous process-
ing of four audio channels.

Steinberg North  America
(www steinberg.net) debuted WaveLab
3.0, which supports the VST 2.0 archi-
tecture. Steinberg is also releasing
Apogee’s MasterTools mastering soft-
ware with UV22 word-length reduction
for TDM. Under a licensing agreement,
Steinberg has been developing the
product on the Pro Tools platform, re-
leasing a version for Pro Tools | 24 MIX
and bringing MasterTools UV22 over to
VST, WaveLab™ and DirectX. The
Apogee MasterTools UV22 plug-in is
available for TDM at a price of $799.
Steinberg also announced a new TL
Audio plug-in; see the TL Audio news
below.

Summit (www.summitaudio.com)
demoed a plug-in that gives onscreen
control of up to 32 of its Rupert Neve-
designed MPE200 mic preamp/equaliz-
er units via Pro Tools.

Synchro Arts’ (www.synchroarts.
co.uk) VocALign software is now avail-
able on the PC platform and works with
SADIE, Digigram X-Track and Sound-
scape systems, and with native PC audio
editors that can cut and paste audio to
and from the Windows clipboard. In
other Synchro Arts news, TITAN V.2.0.2
now supports Pro Tools 4.x and 3.x ver-
sions.

Syntrillium Software (www.syn-
trillium.com) has a new MP3 plug-in for
Cool Edit Pro that allows import and
export of MP3 files within the applica-
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PLUG-INS

AT AES

tion, using a process based on the
Fraunhofer MP3 codec. The plug-in
supports bit rates from 20 to 320 kbps.
The price is $29.

TC Works (www.tcelectronic.com)
introduced the Voice Tools plug-in bun-
dle (8699) for Pro Tools |24 MIX, offer-
ing two processing plug-ins. TC

equalizer, for Steinberg VST (Mac and
PC) and DirectX systems. The software,
modeled after the vintage tube unit, of-
fers a choice of four switched frequen-
cies, and combines gentle slopes and
broad curves to give a more “musical”
sound. EQ-1 features a graphical dis-
play for easy control of the frequency re-
sponse; parameters are automatable,
With the relcase of the new 6.5 soft-
ware from WaveFrame Inc. (www.
waveframe.com), the WaveFrame digital
audio workstation now adds support for
the WaveFrame 7.0 DSP engine as a
mixer add-on with plug-ins from Waves,

MEE

Audio=1 < | insertD | Spark-TCNti |

METERS

1, Effects (Seq-1)

Hypass

TC Works announced plug-ins for MOTU and Mackie.

Intonator is a pitch-correction applica-
tion that works in real time, with a range
of 400 cents. Users can select from
scale presets or create custom scales,
and an adaptive lowcut filter removes
low-frequency rumble and noise with-
out making the vocals “thin sounding,”
by adjusting its frequency according to
material. TC Voice Strip includes a vari-
ety of DSP tools for vocal processing, in-
cluding a compressor, de-esser,
VoiceEQ, lowcut filter and gate; the
plug-in uses TC's SoftSat technology to
emulate the sound of analog gear. TC
also announces Version 1.5 of the Spark
digital audio editor. A major feature is
the ability to use the Spark master sec-
tion as either a VST or MAS plug-in,
which will give MAS users access to all
VST plug-ins.

TL Audio (www.tlaudio.co.uk) an-
nounced a plug-in version of its TL EQ-1

Wave Mechanics, Q-Sound, Antares,
Aphex and VocALign.

Waves (www.waves.com)an-
nounced the release of the C4 Multiband
Parametric Processor for Pro Tools | 24
MIX. The C4 uses Waves' Renaissance
Compressor technology (including the
ARC, Electro and Opto bands), with 4-
band dynamic EQ. Features include
transparent crossover design with global
adjustable Q, true parametric control (in-
cluding independent threshold, range,
gain, attack, release and bandwidth) per
band, and a flexible design allows com-
pression, expansion or EQ independent
of the functions of the other bands’ out-
put. Resolution is 48 bit, dithered to a
24-bit output. The C4 is the first in a new
Master Series of high-end plug-ins from
Waves. The price is $595. =

Sarabh Jones is a technical editor for Mix .
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‘hey say in the entertainment business
that you're only as good as your last hit.
But poised as we are at the end of the cen-
tury, there is a natural impulse to look back
and perhuaps try to immonalize the past for
posterity. If you're in the record business.
there's the added incentive of knowing that
CD reissues in general—and the “box set”
phenomenon in particular—have proven
that there's a considerable market for
artists whose last hits were decades ago. J
Working at the intersection of these cul-
tural and commercial motivations, Sony
Music’s Legacy Recordings label set out
o create a monument to the recorded
music of the modern era. The result is
a4 new 26-CD box set called Sony Music 100
Years: Soundirack for a Century,

BY PHILIP DE LANCIE

ALL ILLUSTRATIONS BY CHARLIE POWELL

,.i
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wegacy's executive producers for the  the celebration of the mil-
setwere Steve Berkowitz and Jelf Jones.  lennium. and to make
Berkowitz, Legacy's VP of A&R, points  music available for all the
out that despite the 100 Years™ refer-  retrospectives that are
going on. We wanted
to make these record-
ings available to all
the people who are
interested in looking
back. or in discover-
ing.” Bused of these
goals.  Berkowitz
says he and Jones
knew they would
be creating “an in-
credibly large re-
lease.” The set.
which  reached
stores in Septem-
ber, comes with a 310-page hard-
ence in the title, 2000 will actually mark Gospel & Blues. Rock. R&B
the 113th year of continuous operation and International. Except for the four-
for Columbia Records. the label at the CD classical volume (836). each vol-
core of what is now Sony Music. ume is a two-CD set selling for $24.
“The hundredth-anniversary box The volumes each include their
set should have been in 1987 own G4-page booklet.
Berkowitz says. “but the com- Relcasing both the entire
pany didn't do it. So we felt set and the individual vol-
this would be an appropri- umes makes the project
ale time to build a monu- “both a documentary and
ment to the artists, the a set of great conimercial
music and the history of compilations.” Berkowitz
this company. We also says, "Hopctully we pro-
wanted to create a docu- vided a very wide
ment that would be an overview of the century.,
overview of the century but then also a very spe-
of musical recordings of cific overview of the his-
North America.” tory of different musical

Beyond the documen- genres and arntists througl-
tary aspect of the set, how- out the century. In so
ever. Berkowitz says Legacy doing. we also display the
wanted 1o make “products for history of the business. the

recording technology. and the
evolution and desiruction of
trends.”

PICKING THE TRACKS
The first challenge in producing the hox
bound hook and sells for $320. was choosing from the vast body of ma-
"We know that many peo-  terial available in the archives of
ple’s budgets won't allow
them to buy such a ser,”
Berkowitz continues. “and
that many people will only
be interested in centain types
of music.” The solution was
o organize the discs in the
set according to musical cat-
egorics. and to make vol-
umes  based on  those
categories available for indi-
vidual sale. The categories
are: Jauzz, Country, Broad-
way, Movie Music, Classical.
Pop (three volumes). Folk,
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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 Orville 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. Orville'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 ve've 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 201-641-1200.

Eventlde

the next step®

ONE ALSAN WAY / LITTLE FERRY, NJ O7643 USA
201-641-1200 / www.eventide.com
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CBS/Sony Music labels such as Colum-
bia, Epic. Okeh, Vocalion, ARC (Amcr-
ican  Recording  Company)  and

Brunswick. Aside frony the general re-

quirement that the music be notewor-
thy within its genre, Berkowitz savs
some specific criteria were used 1o
guide the selection process: “Except for
the International volume, the set covers
North American music whose original
release was worked—marketed, pro-
moted at radio and sold to retail—bhy
the CBS/Sony Music labels. In somic
cases, that meant we tried 1o license
music, such as Chicago or Elvis Costel

lo. that was on Columbia
when it was first released,
but that we no longer own
or distribute.”

An A&R commitiee
of 17—some trom with-
in the Sony family of la-
hels and others brought
in from the outside for
their knowledge of the
music and its rolc in
recorded history—was
primarily responsible
for the selection
process. Berkowitz and
Jones chose individual
producers who played
an important role in
choosing marerial for
the various volumes,
and executives at each label
also weighed in. The prefer-
ences of many of the artists
or their estates were also
considered. Afier a lot of back and forth
between all the concerned parties, a
final list was developed containing 342
tracks. "It was a very tough decision.”
Berkowitz says.

Once the list was available and
source material located, the work of

transterring and mastering the material
was handled at Sony Music Studios in
New York Citv. Because of the size of
the project, the work invoived a num-
ber of the tacility's engineers. Accord-
ing to mastering engineer Mark
Wilder, “Eacli engineer mastered a vol-

David Bowie
Magic Dick & ] Geils
Polygram

Frank Zappa
Burning Spear

Heartbeat
MGM/UA

Richard Thompson
Phish

Rounder

Roy Orbison
NRBQ

Rykodisc

Alison Krauss
Morphine
BobMarley

Bruce Cockburn
Tone-Cool

Arlo Guthrie
Medeski Martin & Wood
Sweetfish

The Beach Boys
Bob Mould
Susan Tedeschi

know these guys?

they know us!

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

NORTHEASTEAN DIOITAL RECOADING, NC.

e/ attell 1 o1 theastern digital

unparalleled service, experience, and technology
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Perhaps, but would photographs of our
Variable Mu or VOXBOX have created their
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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
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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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ume or two from the set, so the same
engineer would master material origi-
nating from disc transfers all the way
up to recordings made in the 1990s.”

TRACKS WITHOUT TAPES

For music before the middle of the cen-
tury (when tape recording began in the
United States), there are no original
master tapes. “The pre-tape material
came primarily from shellac, lacquer
and metal parts sources,” says Darcy

Proper, another Sony mastering engi-
neer. “For the pre-1930s material, one of
the most difficult aspects of the project
was locating sources for the desired
songs. Many of the original parts are no
longer available from the Columbia
vaults, Many of the tracks from this pe-
riod were transferred from shellacs
owned by private individuals, and it
took some serious research to find
them.”

Neither Proper nor Wilder were di-

100 Favorites From Sony’s
Soundtrack for a Century

Five hundred forty-two tracks
are a daunting number for even
the most hardened audiophile
to tackle. So a few Mix staffers
assembled a selection of pop,
rock, folk, country, jazz and
Broadway favorites from the 26
CDs in Sony Music 100 Years:
Soundtrack for a Century—
ready for programming into
your CD changer.

Blair Jackson

“Mack the Knife“—Louis Armstrong
“Take Five"—Dave Brubeck Quartet
“Camelot”—Richard Burton {from
Camelot )

“Hickory Wind"—The Byrds

“Minnie the Moocher's Wedding
Day”—Cab Callaway

“Llondon Calling”—The Clash

“So What"—Miles Davis Sextet

“Like a Rolling Stone”—Bob Dylan
“Subterranean Homesick Blues"—Bob
Dylan

"Sexual Healing”—Marvin Gaye
“Comin’ in on a Wing and Prayer’—
Golden Gate Quariet

“Round Midnight“—Dexter Gordon
“Pancho and Lefty”—Merle Haggard
and Willie Nelson

“Don’t Let Go"—Roy Hamilton
“Hernando’s Hideaway”—Carol
Haney & Ensemble {from The Pajama
Game)

“God Bless the Child”—Billie Holiday
“Frankie”"—Mississippi John Hurt
“Cross Road Blues"—Robert Johnson
“Me & Bobby McGee"—Janis Joplin
“Omaha”"—Moby Grape

82 MIX. DECEMBER 1999

We Choose the Songs So You Don’t Have To

“Back Stabbers”—The O’Jays

“Some Enchanted Evening”—Ezio
Pinza {from South Pacific)
"America”—Chita Rivera & Girls
{from West Side Story)

“El Paso”—Marty Robbins

“These Days”"—Tom Rush

“The Sounds of Silence”—Simon and
Garfunkel

“The Birth of the Blues"—Frank Sina
tra

“The Flat Foot Floogie*—Slim & Slam
"Everyday People”—Sly & the Family
Stone

“Careless Love Blues”—Bessie Smith
“Born to Run“—Bruce Springsteen
“The Fields Have Turned Brown"—
The Stanley Brothers
“Birdland”"—Weather Report

“New San Antonio Rose”—Bob Wills
and His Texas Playboys

Chris Michie

“Ruby Baby"—Dion

“The Battle Of New Orieans”—Johnny
Horton

“I Put A Spell On You"—Sc-eamin’ Jay
Hawkins

“March From The River Kwai &
Colonel Bogey“—Mitch Miller, His
Orchestra and Chorus {from

The Bridge On The River Kwai)

"Big Bad John"—Jimmy Dean
“Sunshine Superman“—Donovan
“San Francisco {Be Sure To Wear
Some Flowers In Your Hair)*—Scort
McKenzie

“Mr. Tambourine Man” —The Byrds
“Itchycoo Park”—Small Faces

“To Sir, With Love”—Lulu {from To Sir

With Love]

“Stand By Your Man”

—Tammy Wynette

"I Aint Superstitous”—Jeff Beck
“Albatross”—Fleetwood Mac

“Far Your Lave”—The Yardbirds
"Turn, Turn, Ture (To Everything There
Is A Season)”—The Byrds

"I Got A Line On You"—Spirit

"Going Uo Ta The Country, Paint My
Mailbox Blue”—Taj Mahal

“Knockin’ On Heaven’s Door"—Bob
Dylan (from Pat Garreit & Billy The Kid)
“I Can He'p"—Billy Swan

“! Want To Take You Higher”

—Sly & the Family Stone
“Frankenstein”

—The Edgar Winter Group

"I Can See Clearly Now”—Johnny
Nash

"Kiss And Say Goodbye”

—The Manhattans

“Don’t Stop ‘Til You Get Enough”
—Michael Jacksan

“Pump It Up“—Elvis Costello
"lowdown"—Boz Scaggs

“Llady Marmalade”—LoBelle
“Rockit”—Herbie Haneock

“Smooth Operotar”"—Sade

“Wishing Well"—Terence

Trent D'Arby

"Streets of Philadelphia”—Bruce
Springsteen [fram Philadelphia)
“Ascension (Don’t Ever Wonder)”
—Maxwell

Kimberly Chun
“Dream On"—Aerosmith
“{Don’t Fear} The Reaper”
—Blue Oyster Cult

“More Than a Feeling”—Baston
“Can the Circle Be Unbroken”—The
Carter Family

“Ring of Fire"—Jahnny Cash

“Time Has Come Today“—The Cham-
bers Brothers

“Surrender”—Cheap Trick
“Suzanne”’—Lleonard Cohen
“Shining Star"—Earth, Wind & Fire
“Always Late {With Your Kisses)“—
Lefty Frizzell

“Barracuda”—Heart

“Boogie Nights"—Heatwave

“Doo Wop (That Thing)"—Lauryr Hill
"Carrie-Anne”—The Hollies

"Raw Power“—Iggy & the Staoges
“It's Your Thing"—The Isley Brothers
“He Stopped loving Her Today”—
George Jones

“Got to Be Real"—Cheryl Lynn
“Chances Are”"—Johnny Mathis
“Straight, No Chaser"—Thelonious
Monk Quartet

“All the Young Dudes“—Mott the
Hoople

“Wonderwall”—Quasis

“Love Train"—The O'Jays

“Me and Mrs. Jones"—aBilly Paul
“Crazy Arms"—Ray Price

“Pretty in Pink”—The Psychedelic Furs
"Bring the Noise”—Public Enemy
“Behind Closed Doors”~—~Charlie Rich
"Lovin’ You"—Minnie Riperton

“Hot Fun in the Summertime”—Sly &
the Family Stone

“Blue Velvet”—Boboy Vinton

“Play That Funky Music”

—Wild Cherry

“Moon River"—Andy Williams
“Time of the Season”—The Zombies
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Introducing the SRM 66
programmable Splitter Router
Mixer—the cost effective Rane
solution 1o Zone Distribution and
Room Combining. The SRM 66
is a 6 by 6 marrix mixer with
crosspoint VCA technology. You'll

love the intuitive user interface -

a 2 x 40 character LCI) screen.

With its thoughtfully srranged

SR 1 Smart Remote

parameters, the SRM 66 makes

Each oLtput can be assigned to @ Group. Here, Outputs 1 & 2 and Gutputs 4 & 5 are stereo pairs
controlled by Groups 1 and 6, respectively.

sewup easy. All programming is done using ten easily accessible
LCD pages. Six pages controi output settings, three are for
Group assignment & control, and onc for memory functions.
The SRM 66 allows imdependent routing and mix-level
adjustment of any input w0 any output. Each output can have

a unique mix of the six inputs. Intuitive Copy and Paste

funciions simplify setup Unique setups are stored in up 1o
SR 1 Remotes control Group attenuation Levets. Assuming Outputs are assigned to Groups as adove

twelve non-volatile EEPROM memories. _
this screen allows Remote 1 cuntrol Qutputs 1 & 2 and Remote 2 to control Outputs 4 & 5.

Programmable limiters on each autput prevent mix overload.
Each output has a switchable 80 Hz highpass filcer and cach
input and output has a rear panel gain swiich allowing +4

dBu or -10 dBV sensitirity settings. The SRM 66 provides

a Remote Interface Port (RS-485) that supports up to six
optional. addressable SR 1 Smart digital Remote controls. One can also control Group attenuation Levels from the front panef with a range of 0 to -29 dB plus an

Operation by your end aser is as simple as a button press to “oft” attenuation of better than 80 dB.

select memories and the turn of an SR 1 knob to adjust levels.
Get vour kicks with the SRM 66.

Doesn’t your next project deserve the reliability
of Rane Contractor products?

Twelve non-volatile memories allow complete configuration changes, including different mixes, Levels,
Group-and Remote assignments—all with simple contact closure memory recail.

IRANE

Rane Corporation TEL 425.355.6000 FAX 425.347.7757 URL www.rane.com
In Canada: Omnimedia Corporation TE. 514.636.9971 FAX 514.636.5347
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recily involved in transfers from the
pre-tape sources, but Proper says that
the discs were typically transferred
“from a specialized turntable, through a
high-end A 1D converter. to either
DAT or dircetly to a digital audio
workstation. in most cases a Sonic
solutions Senic Studlio. The master-

ing engineer would then process
the material. using EQ, compres-
sion and nois¢ removal, according

to their judgment and that of the
producer.”

One factor influencing the ex-
tent to which a given selection was
processed for noise removal, Prop-
er savs. was the type of material
preceding and following that selec-
tion. The use of noise mitigation
technology was not across-the-
board. “A lot of the choices about
restoration were made jointly with
sach producer,” Wilder explains. “Some
producers have very opinionated views
on sSonic NoNoise and CEDAR, and
how to utilize cach. One of the more
popular ways of processing was 10 do
a CEDAR pass using multiple processes,
and then during the editing phase 1o
use processes in the Sonic System 10
tidy up.”

As for the tape recordings. the for-
mats involved offer a history of the evo-
lution of tape technology since the
1950s. “From 1950-1956, we have %-

»

Pop M@Sic

Ihe Early Yaars 1890-195

inch mono masters,” Wilder says. "In
1955-36. we start 1o sece binaural mov-
ing into stereo. Starting in 1936, we oc-
casionally have 3-tracks. which become
commonplace by 1938, About 1965-60.
we see 4-triacks used by some of the
more adventurous Columbia engineers.
1968 brought in the use of 8 track.”
One might think that the older the

tape, the worse its condition, but that
doesn’t necessarily turn out 10 be the
case. "Almost all of our tapes up 10 the
carly "60s arc in great shape.” Wilder
says. "The only ailments they
would have are poor winds and
brittleness. In the early "60s, we
start 10 see shedding problems,
especially inner bands [closest 10
the hubl. then it gets better until
the '70s, when we see massive
shedding, which hardly eases up
until the '90s.”

One factor that made the
Process easier in many cases was
the avuailability of song versions
that had already been nastered tor
inclusion on other CDs. “If material
was previously mastered, in gener-
al. we would honor that mastering
and insert it into the set,” Wilder
says. "On occasion, early CD mas-
terings of material would be considered
and sometimes redone. Also, there were
instances where mastered material
would be altered slightly to help it fit
within the set.”

In every case, a listening session
proved the final factor in deciding
what would be used as the source. "It

—CONTINUED ON PAGE 199
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Rdvanced Features:
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* Phthalocyanine Dye - We developed and hold the worldwide
patent on Phthalocyanine Dye (gold dye). This results in the
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BRIAN MALOUF

SHARING THE SECRETS OF HIS CROSSOVER SUCCESS

here’s a real art to mak-
ing successful transitions,
whether in a career or in
a life. Brian Malouf has man-
aged to gracefully make more
transitions than most: from
musician to busy live sound
man, R&B hit mixer, successful
alt-rock producer/engineer
and talent scout. These days
he combines what he’s learned
from all these roles into his job
as Senior V.P. of A&R at RCA
Records, where he supervises
recording projects and does
hands-on producing and mix-
ing for artists such as Lit,
Danielle Brisebois, Eve 6, the
Verve Pipe and Hum.
Malouf's credits range wide.
He was a recording engineer
on Michael Jackson’s Bad,
mixed Extreme’s monster bal-
lad “More Than Words” from
their multi-Platinum Porno-
graffitti, and mixed singles for
Madonna, Expose, Roxette, Slaugh-
ter, Gin Blossoms, Pearl Jam, Ugly
Kid Joe and Bon Jovi, among many,
many others. His more recent work
includes mixing and co-production
on Everclear’s breakthrough Spankie
and Fade and mixing for Kid Rock,
Tonic and Lit's A Place in the Sun.
A thoughtful fellow with a real-
istic point of view and a penchant
for detail, Malouf seems to take
nothing lightly. This is not to say
that he doesn’t laugh or have a
sense of humor—he definitely
does. But his serious demeanor
makes it obvious that his natural in-
clination is to think before acting.
Malouf is a bicoastal hybrid. He’s
originally from Los Angeles and is
now based in New York City; on
any given day you're likely to find
him behind a console in either city.

How did you get your start in LA.?
I was a musician—a drummer. In
high school T also experimented
with other instruments; I played
trombone and euphonium and up-
right bass. [ learned a lot of instru-
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ments because | wanted to be an

arranger as well as a musician. But
in college I went back to playing
the drums.

You knew early on that you were
interested in musical arrange-
ments.

Yes, I wrote for the big band in
high school and got into learning
band instruments. But doing that
actually ill-prepared me for college;
when [ applied to Cal State North-
ridge, [ was rejected. I'd applied as
a percussionist, going back to what
I thought I knew, but I didn't really
know it very well at all. Getting re-
jected was a real turning point for
me. [ spent the summer after that
studying, re-took my juries and got
into the school. By the time I fin-
ished at Cal State Northridge, I was
the principal percussionist in the
symphony orchestra, which was the
principal chair of the department.
Meaning you played tympani and
band percussion?

Just tympani. That's what you work

BY MAUREEN DRONEY

toward as a percussionist.
Every section has a principal
player, the first chair, and the
first chair in the percussion
section is tympani.

So by the time you graduated
you were first chair.

Right. And entertaining the
notion {laughs wryly] of being
a legit symphonic percussion-
ist. I was almost good enough
to do it, but I eventually got
tired of counting rests. In my
fifth year, I left school and
went back to playing drum
set in bands.

[ was always the guy in
the band who did the P.A.,
and liked that sort of thing. So
when I quit playing, five or
six years later, I went full
force into sound engineering.
I did live sound at the Bla Bla
Cafe and for a couple of Top
40 bands who could afford to
rent a P.A. from me.

You bad your own system?
Actually, I had three. I rented some
equipment back from the band I'd
just left, I bought some on my
own, and I built three systems. [
was making good money, and I
kept very busy. During the day, I
also apprenticed with Dave Jerden
at El Dorado Studios. He'’s the guy
who taught me studio engineering.
[ apprenticed with Dave for about
a vear, during the time he was
working with Brian Eno and Bill
Laswell and Material.

I left around ’81 and went to
Can-Am Recorders. The place was
for sale; Larry [Cummins] was very
disenchanted with the business and
was ready to call it quits. Then I
showed up one day, with all this
energy and all these ideas for how
to rework the room, and we set
about doing that. We tore the
whole studio apart and rebuilt it. I
was the chief engineer, the assis-
tant engineer, the gofer—I was
everything and so was Larry. We
built up quite a nice little clientele.
Michael Jackson walked in one
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In the world of studio recording, video and fitm, 24-bit
resolution audio is the new de facto standard - bringing
recorded sound in-line with the absolute limits of human
hearing and providing a 256 fold improvement in signal
definition.

The DA-78HR takes TASCAM's market leading 8-track
digital DTRS format into the 24-bit environment, providing
affordable access to this new audio standard for recording
studios, project studios and home recordists alike. The
DA-78HR exploits the full potential of 24-bit audio
recording to give major improvements in dynamic range
and signal-to-noise performance. Ali analog and digital
circuitry is optimized to maximize the 24-bit sonic quality.

TASCAM DA-78HR

TEAC America, Inc., 7733 Telegraph Road, Montebello, CA 90640

323-726-0303. web: www.tascam.com. faxback: 800-827-2268

Other advanced performance features include on-board
digital mixing - with level and pan control - and internal
digitat /0 patchbay, ensuring no loss of the 24-bit sound
quality when copying or comp’ing tracks. Time Code /O
and on-board SMPTE synchronizer, MIDI IN/OUT/THRU, and
Word Sync I/0 enable the DA-78HR to operate readily
within existing recording systems with other digital or
analog multitracks, digital mixers, DAWSs or video decks.
The DA-78HR also records locate points and punch in-out
information onto tape, so that these can be recalled during
later sessions.

The DA-78HR is backward compatible with 16-bit DTRS
recording and locks seamlessly with any combination of up
to 16 other DA-38, DA-88 or DA-98 recorders, to provide
integrated digital recording systems of up to 128 tracks.

The world’s first 24-bit MDM is not only
the world's most cost-effective
professional 24-bit audio recorder, but
also one of the finest digital multi-tracks
ever produced.

TASCAM

a whole world of recording
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day with his brothers, which was a piv-
otal thing for me, because that's how I
started working with Michael. He came
to me on one of their sessions and said,
“Hey Brian, I want to come back
tonight and do my own sttt Can you
do it with me?” And that was the begin-
ning of working with him for a year
and a half on the demos that were the
beginning of the Bad album.

It was pretty heady stuff, very excit-
ing, and it led to lots of other things. [
remained at Can-Am for ten years, until
in '91 when [ started doing more work
at other places,

Working with Michael started you off
on a career in REB and pop. But, un-
like many other engineers, you've
been able to transition into rock; you
didn’t stay pigeonboled as just an
R&B engineer.

Actually, T was severely pigeonholed,
and it was R&B and pop for a long
time. One of the things that helped me
break out of that was a group called

Slaughter—that was really the first rock
thing 1 did. They called me because
they'd heard my R&B stuft and they
wanted a big fat bottom end on their
record. I mixed seven or eight songs
from that record, and the songs that [
mixed were the singles that broke that
band. And then I did the “Even Flow”
mix for Pearl Jam that helped get them
rolling, then Everclear and Lit. I've
managed to get in on the ground floor
with a lot of rock acts. Now it seems
like that’s all people call me for, so
[laughs] I'm pigeonholed again.

How did working for a record compa-
ny come about?

[ told my manager, Steve Moir, that it
was something [ was interested in, At
that time I'd been in studios day and
night for 13 years, and [ thought,
“Maybe it's time for me to do something
different; maybe a more social existence
would be preferable for the quality
of life.”

But now you spend 13 bours a day in
the office and the studio, right?

No, I'm in clubs seeing bands at night,

BRIAN MALOUF. SELECTED CREDITS

PRODUCER OR CO-PRODUCER

The Verve Pipe: "Her Ornament” on
Great Expectations soundtrack (Atlantic,
1998)

Lisa Loeb: "All Day” on Rugrats: The
Movie soundtrack (Interscope, 1998}

Everclear: Sparkle and Fade (Capitol, 1995}
Ce Ce Peniston: Finally (A&M, 1991)

Jean-Luc Ponty: Storytelling (Columbia,
1989)

SINGLE MIX OR REMIX ENGINEER

Tonic: "You Wanted More” (Universal,
1999)

Kid Rock: "Bawitdaba” (Atlantic, 1998}

Eve 6: "Inside Out,” “Leech” and
"Tongue Tied" (RCA, 1998)

Harvey Danger: "Flagpole Sitta” (London,
1998)

Pearl Jam: "Even Flow" (Epic, 1994)

Lisa Loeb and Nine Stories: "Stay”
(Chrysalis, 1994)

Celine Dion: "Next Plane Out” (Sony
Music Canada, 1993)

Gin Blossoms: "Until | Fall Away” (A&M,
1992)

Slaughter: "Fly to the Angels” and " Up All
Night” (Chrysalis, 1992)

Seal: "Crazy” 7-inch extended version
(Sire/Warner Bros., 1991)

Roxette: "Joyride” (EMI, 1991)

Gang of Four: "Satellite” CD single
(Polydor, 1991)

Extreme: "More Than Words"” (A&M,
1990)

ALBUM MIX ENGINEER

Danielle Brisebois: Portable Life (RCA,
1999)

Lit: A Place in the Sun (RCA, 1999)
Exposé: Exposé (Arista, 1992)
Amy Grant: Heart in Motion (A&M, 1991)

Madonna: I'm Breathless: Music From
and Inspired by the Film Dick Tracy
(Sire/Warner Bros., 1990)

Jody Watley: Larger Than Life (MCA,
1989)

Ofra Haza: Desert Wind (Sire/Warner
Bros., 1989)

Kenny Loggins: Back to Avalon (Columbia,
1988)

Michael Jackson: Bad (Epic, 1987)

Manhattan Transfer: Vocalese and Live
‘86 (Columbia, 1985 and 1986)
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and in the of-
fice or the studio during the day.

but it’s not the claustrophobic, total
studio environment where that's your
hive from 11 a.m. to 11 p.m. That got
old for me.

Whereas many people end up in a job
by chance, you’'ve made very conscious
decisions about your lffe and career.
Yes. Well, the breaks happened. but
one of the things I've always believed
in is that opportunity knocks for all of
us. Maybe not regularly, but often
enough to take advantage of if you're
prepared. It started in college, when [
wasn’'t prepared to take that first jury. [
decided that was the last time I'd be
caught with my pants down. So from
the moment [ got into college until
today. I've been prepared for whatever
was the next thing that was going to
happen. If the Philadeiphia Philhar-
monic had called nx on any Saturday,
any time after my second year of col-
lege, to come and audition for them on
Monday, I would have been ready to
do it. That meant [ had o practice every
day, and mavbe that phone call never
came, or mavbe [ wouldn't have taken
[the job] once it did, but [ was prepared.
That’'s what | mean by being ready
when opportunity knocks.

I also made conscious decisions,
sometimes, 1o take a step back in pay,
like when [ went from being a live
sound engincer to being a studio engi-
neer. [ sacrificed a lot of income to go
back and become an apprentice in the
studio, because 1 decided that the real
future for me was doing studio engi-
neering.

[ made a similar kind of reduction
when [ came to work for RCA., Maybe
not that drastic, but it was significant,
because T'looked at it as an opportunity
to do more with my life creatively.

At the time, I'd been an assembly
line of mixing, just like the guys today
who are doing it. Every day is a new
tape, and it's somebody else’s vision,
somebody else’'s baby that they've
brought up from the cradle. You're
handed it for a day or a week, and then



Celebrating 35 vears of
Great British audio design

S
\’ =
| A
.
. .
2 Lo st

“John Oram is one of my most favorite designers, | love his sound.
Congratulations on 35 years of quality audio”

Al Schmitt, 7 Grammy award winner

www.oram.co.uk

CIRCLE #052 DN PRODUCT INFD CARD




MIX MASTERS

it’s gone out of your life. And that’s
great—there’s nothing wrong with that.
It’s a really good living, and it's really
fun to mix. I loved every minute of it,
and I'm very lucky to still be able to do
it. But after a while I thought, “God, I'd
really like to do it with my own group
and work on music that I'm completely
accountable for.”

S0 to prepare to get the job [ have
now, I went out to the clubs and to the
publishers and to the other sources—
managers and attorneys—and [ began
doing my own A&R, either when [
wasn't in the studio or at night after a
session was done. Because [ wanted to
2o back in the studio and have fun. Like
the first time [ took a band into El Dora-
do because Dave said I could, to get my
chops down on a weekend—I took a
hand in and had the time of my life.
hadn’t done that for so long. So that’s
what [ did; T looked for acts to produce.
That's when [ found 1000 Mona Lisas
and Everclear and took them into the
studio. By the time the job was offered
to me, I'd been doing it for a year al-
ready.

You recorded demos with Everclear,
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Brian Malouf at RCA Records in New York City

and you mixed their bit album Sparkle
and Fade. How did you originally book
up with them?

That was a result of a meeting with a
publisher named Andy Olyphant whom
Steve Moir said [ ought to get to know.
Andy, who now is in A&R at Almo
Sounds, was an up-and-comer. We sat
down and played each other a bunch of

stuff, and neither of us was particularly
turned on by anything the other guy
played, although we were being polite
and getting along well. As [ stood up to
leave he said, “I've got one more thing
to play for you. I'm trying to sign this
but my hoss doesn’t like it. What do you
think?” It was Everclear, and I flipped
out. I thought it was the most vital music

You don't need a crystal ball to tell that the future
f andio is multichan After all, it's here right
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I’d heard all day—actually, in years,
They bad no record deal at the time?
No. Andy wanted to publish them, and
his boss didn't get it. And [ said, “I
know why he doesn't get it—it’s a little
too rough around the edges. I'll take
them into the studio and make some
demos that might sound a little different
to him.” So we did. And it was the clas-
sic story: They came, they slept at my
house, we worked in a little studio out
in Westlake Village and came up with
some demos that got them the publish-
ing deal. That was right about the time [
was going to take the job at RCA and
actually had a meeting with Art [Alex-
akis] for him to come to RCA. But he’d
already been excellently seduced by
Gary Gersh and was on his way to sign-
ing at Capitol.

On to your productions, then. It’s al-
ways interesting bow people choose to
balance guitars vs. drums and vocals.
Your records bave different placements
rather than a consistent style; bow do
you decide what gets featured?

[ always desire to feature the vocal;
that's always my starting point. [ try to
get it as loud as possible without taking
away power from the track. So that’s my
focus, and if the placement sounds dif-
ferent from song to song it’s really the
presence of the vocal that counts. Some
of it is real loudness, and some of it is
apparent loudness. And getting appar-
ent loudness on the vocal has, [ think, a
lot to do with the arrangement that's un-
derneath it. If a song is arranged in a
great way, everything sounds loud. So
actually {laughs] the key to being a great
engineer is working with a great
arranger.

If the vocal sounds back or forward
when you compare one mix of mine to
another, it’s safe to say that the arrange-
ment of that song forced me to put the
vocal where it is. But, always know
with me, the vocal was as loud as |
thought it could go without ruining the
track. And what [ listen for is timbre.

What I do in terms of levels and so
forth all has to do with the timbre of the
individual voice and how it relates to
the other elements in the track. Gener-
ally, ['try to have the bass and vocals be
the counterpoint to each other. I try to
make the apparent level of each be
equal, and everything else hopefully
falls in around that. [ look at those two
elements of the track as the central
melodic components.

Not to make an '80s-type fetish of it, but
you get some reclly cool snare sounds,
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like on Lit’s A Place in the Sun. Your
snares punctuate but don’t dominate,
Sfeel good but don’t overpower.

Yeah, I listened to that record the other
day and thought, “Oh good!” Some
[snares] are more compressed than oth-
ers. Some of them [ really laid it on, just
to get the snare to sound unique, like a
couple of the tracks that have horns.
What compressors do you use for that?
[ do the same things everybody else
probably does; like a lot of guys I usu-
ally mult off the snare. Then I use the
SSL board compressors, and [ also use
the Distressor—that can do quite a lot.

You can get a lot of
great snare drum from
leakage into the
overheads and the tom
mics. If you look for the
snare sound in a lot of
different places, you
generally can find what
you’re looking for.
Which is why | don’t use
samples any more=l
think they take away

from the performance.

That's about it. [ think I used a JOE-
MEEK compressor on snare a couple of
times on the Lit record.

More info, please.

Well, compression oftentimes does
equal punch and impact on drums. But,
like with most other things, I really
don't overdo it. Instead [ do a lot of
mild compression—multistage com-
pression, with each one set to mild gain
reduction.

Typically, the dry snare channel will
get a touch of either the SSL compressor
or the Distressor—not too wacky—and
a hit of the SSL gate as well.

[ do run all of the drums, in almost
every rock mix that [ do, through a sep-
arate stereo compressor. Sometimes [
use JOEMEEK, or there’s a sterco dbx
setup that [ like, or maybe the Focusrite
Red 3, or that stereo Neve [33609] two-

rack unit—some sort of stereo com-
pressor that all the drums go through.

On the [SSL] 9000 there are four
stereo buses that are selectable from
several sources: the large fader, the
small fader, and the odd and even ef-
fects sends. I'll send from the large
fader directly to bus A, so the exact lev-
els, post-fader, that I've got up on the
console, are sent to that stereo limiter,
and the small faders are freed up to be
other sends.

There’s a little compression there,
there’s a litle on the original track, and
then I'll often route the snare to a sepa-
rate audio channel where [ get kind of
crazy with it—distort it, or ridiculously
compress it. One of the things you can
do for a lot of punch is set a compressor
to a very fast attack so it actually clips
off the first part of the sound. The very
early envelope gets hit really hard, and
that combined with the open channel
can add up to something pretty cool.

Another thing is, you can get a lot of

great snare drum from leakage into the
overheads and the tom mics. If you look
for the snare sound in a lot of different
places, you generally can find what
you're looking for. Which is why I don’t
use samples any more—I think they
take away from the performance. Some-
times the drum sound on tape isn’t what
you would like to have, but you just
keep working with it until you get it as
likable as you can, and you go with it.
You're often mixing songs you didn’t
record. When you put up a mix, what
do you do first?
I put everything up. [ put all the faders
in a straight line, somewhere in the
middle of the fader range—between
minus 5 and minus 10—and just listen. 1
sort of look at it as a big jumble, then
with each pass [ do little things. I usual-
ly don't start soloing individual instru-
ments for a good two hours. In the
meantime I'm looking at the big picture.
I'll do some obvious panning moves,
then the pans change with every pass,
the levels change with every pass, and
the EQs start to change, although EQ is
the thing I try to do last. I try to work
for the longest time that I can with
level, ambience and panning, before [
start pressing dynamics or EQ buttons.
It varies. On some things, obviously, I
press in an EQ or a compressor or gate
right away, but generally [ try to take as
much time with the naked track as [ can
stand. [Laughs.] I make the music make
me do things. I don’t start out doing
things from the get-go.

My favorite mixes are when I look at
the board and see 12 or 20 buttons
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pressed on a 96-input console. Because
that means its well-recorded and well-
arranged. And by not pressing all those
buttons I'm not introducing all the nasty
artifacts of the signal processing.
Do you mix a specific way for radio?
No. I really just mix for the speakers that
I'm listening 1o. What T listen to does in-
deed affect how it sounds on the radio,
though. I'll often find myself mixing for
an hour or so in mono on the little
speaker on the Studer /-track machine.
That. I think. helps make it sound good
on radio. And you're not so influenced
by the panning you've done. Oftentimes
'l find that when I come back to the
stereo near-tields after I've been on the
Studer speaker. things that I've panned
wiy oul to the side sound really loud. |
don't change that, and that gives my
mixes a nice, big stereo feel.
Do you mouve the Studer closer to you?
No. [Laughs.] Tt stays wherever it is in
the room.
What other speakers do you use?
Ninety percent of the time I'm on
Yamaha NS-10 studios.
Houw do you balance lots of guitars ciid
still keep the miidrange under control?

I mostly use the older stuff for equaliz-
ing and compressing of guitars: LA-2As,
LA-4s, 1176s. On acoustic guitars | love
the old RCA [BAGA| compressors.

Guitars are so compressed any-
way—there’s nothing more compressed
than a distorted guitar right out of the
speakers—so you don't really need that
much. Instead. 1 do a lot with subtrac-
tive EQ and panning.

I've never considered myself a con-
noisseur of grear guitar sounds. I don’t
own 20 guitars, and I haven't plaved
with every vintage amp. Thesce days. if
I'm not happy with the guitar sound. 1
tend to put it through a device called
the Pod la Line 6 device]. It's a very
convincing digital device that manages
1o reproduce a lot of really great amp
sounds. It has a couple of rotary dials—
one that selects the model. described
like “Pod Crunch™ or ~Tligh Gain Brit
Tweed —all these different names. The
manual tells vou what model amp
theyre actually alking about, but on
the front are all these generic names.
and you just twist the dial till vou get a
sound you like. T use it on bass as well.
You use it right out of the parchbay?
You don’t have to do any lerel
matching?

The Pod does all the gain changes nec-
essary. You can plug a guitar straight
into it as well.

Naturally. the cleancr the guitar
sounds going into the Pod the more in-
fluence I can have on the amp sounds
coming out—I'm not always able to ef-
fect exactly the sound T want. But be-
tween EQ. panning. compression. and
spatial things like chorus and flanging. T
can pretty much get what I want. How-
ever, I've never considered mysclf a true
expert on making guitar sounds from
scratch: T gencrally rely on the player.

When I'm recording a guitar, 1 really

just try 1o get the full range from the
speakers that are being played through.
[ set up a couple of mics and try 1o get
one to capture all the low mids, and
one 1o capture all the highs. 1 blend
those. and there vou go. [ never record
a guitar with any EQ and never with
any compression. Unless. of course. it's
totally clean. and then I can do whatev-
er I want. [Laughs.] It's open season on
the guitar if it's a clean sound.
Your vocal sounds tend to be dry and
present with a lot of impact, but they
avoid that deanger zone of knife-edged
brightness. What do you do to create
that necessary presence?

The brldge t0 96/24 hlgh resolullon edmng and (D mastering
State of the art analog and digital processing, restoration, archiving and (DR proofing
Beautiful spacious mustering suite af the world famous Plant Recording Studios
Northern California’s niew premier mastering facility opening in January 200(
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'NEW FROM EVENT!

PS5 Biampified Direct Fild Moritors

ot everyone has the space for full-size direct field monitors. But everyone has the need for monitors that provide pure,
accurate, detarled sound—regardless of their size. And that's exactly what the PS5 delivers: wide range, non-fatiguing,- °
reference monitoringin a compact small profile format. Oh, yes, and sound that’s just plain fun to listen to. »
We get that sound through the use of custor drivers, crossover components, and amplifiers. That's right, amplifi ers-—one fov
the woofer, and one for the tweeter, Giving each driyer its own amplifier means tpe £mps can be far more efficient, since each 3
s one is dedlcated to a specific frequency range.

~The result Increased T range HrgherSPL Greater transient response. Improved damping. Smoother phase response
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MIX MASTERS

I find that dry vocals cut through with-
out much manipulation. When it’s real-
ly dry, you naturally have a very
direct-sounding instrument. In a rock
band most everything else you're
putting up has either gone through an-
other transducer before it hits your mi-
crophone, or the mic is at a greater
distance from the source (i.e., a room
mic¢ on a drum). Even the close mics
on a drum set can’t be as close as
when the vocalist’s lips touch the wind-
screen. So a dry vocal will naturally cut
through pretty easily without much else
going on.

I think I pretty much do the same
thing as most people. One of the great
things about being an A&R guy is that I
get to watch the other guys mix. P've ac-
tually picked up on a lot of tricks and
techniques that way, like from Tommy
and Chris Lord-Alge. But, of course, no-
body can make a mix sound like them.
You could copy down every one of
Tonv's settings, from front to back, and
try to do it yourself, and it won’t sound
anything like him. It’s the same with
anybody else—it just doesn’t work
the same.

itsel
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But, that said, 1 do pretty much the
same as most people. But what I don’t
do is much of the really super-compres-
sion that mixers like TLA will do, putting
it through one or more devices and re-
ally sucking it in. Although 1 experi-
ment, I generally find my way with the
SSL compressor or an outhoard device
like an 1176. Or 1 use a dbx 160X a lot
with the overeasy switch for peak limit-
ing vocals—I think that compressor de-
sign is still pretty tough to beat.

Sometimes super-compression is the
answer. [ admit P've cranked an 1176 to
where the gain reduction meter is
pinned to left, but that’s the exception
rather than the rule.

You're an SSL 9000 man.

I am. Since 1 first worked on one, about
four years ago, 1 haven’t worked on an-
other console.

What are some of the differences be-
tween recording in New York and LA.?
One of the first things an engineer no-
tices is that there’s a lot less in-house
outhoard gear in New York. A really
well-equipped studio in New York
won’t compare to an average well-
equipped studio in L.A. The second
thing you'll notice is the rate. In New
York i's much higher than you'd ex-

pect, and it's not always negotiable.

There are far fewer studios per capita
in Manhattan; the competition in LA, is
quite a lot higher, and therefore, 1 think,
the studios are all in all better run. That’s
no slight to the studios T work at here,
because they're all very well-run, but
there aren’t as many to choose from as
in LA,

Obviously you bave a love for emo-
tional rock and an appreciation for
clever lyrics. What else are you looking
Jor in a band?

You always look for a songwriter who
writes melodies that you can remem-
her—that combined with the lyrics be-
come hooks. Then 1 always prefer to
sign a band with a killer drummer. And
also, 1 like to see two stars on stage, 1
like to have Mick and Keith, John and
Paul, Axl and Slash. A lot of my favorite
rock bands have two stars in them—it’s
great to have at least two focal points.

I like fresh chord progressions—I
love it when I get surprised by a
change, and I love innovative rhythm
tracks.

Your job is not an easy one. It’s pretty

rare to find all that.
[Laughs.] Well, actuatly any two of those
things will do! |

" JOEMEEK

“warm vintage retro sounds”
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24/96 and 16/44.1: Happy together, at last!

The z-3src sample rate converter
supports sample rates from 32 kHz to 96
kHz at resolutions from 16 bits to 24 bits.

The z-3src sample rate converter is the perfect tool to make today's and tomorrow's high-sample-rate,
high-resolution formats coexist peacefully with yesterday's formats. Supporting up to 24 bits at 96
kHz, the z-3src can convert between virtually any sample rates, formats, and wordwidths you can throw
atit. Loaded with features and amazingly flexible, the z-3src is suitable for audio applications
demanding the utmost in transparency, yet it has a suggested retail price of only $1500. Install one
today - you'll be happy, your equipment will be happy, and, most important of all, your clients will be
happy.

Never climb behind your rack of digital gear again!

The z-16.16 Digital Detangler
connects up to 16 AES/EBU,
S/PDIF, and optical digital
audio sources and
destinations.

2018 ot e

The 2-16.16 Digital Detangler ™ is a digital audio switcher, patchbay, distribution amplifier, and
format converter, all in one easy-to-use package. Custom- configurable to meet your exact needs, the
z-16.16 can handle AES/EBU, S/PDIF, and optical input and output formats. Once you connect all of
your digital equipment to the z-16.16, changing "who speaks to who" is as easy as pressing a few
buttons. Up to 99 presets can be saved and recalled. Install a z-16.16 Digital Detangler in your
facility and you'll ask yourself the same question thousands of ecstatic users have asked themselves:
"How did | ever live without a Digital Detangler?" Available in sizes from 8x8 to 64x64 stereo pairs.
Mac and PC software control also available.

—z-systems audio engineering

4641-F N.W. 6th Street + Gainesville, FL 32609 V' 8
Tel: 352.371.0990 ¢ Fax: 352.371.0093
e-mail: z-sys@z-sys.com ¢ web: http;//www.z-sys.com . [
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THE PROJECT STUDIO

OLD HOUSE RECORDING STUDIO

ot many prospective studio

owners can imagine a 145-

year-old farmhouse trans-
formed into a recording facility. But,
in the Bible Belt town of Gastonia,
N.C., where David Black has built
Old House Recording Studio, such
revelations are not uncommon.

Five years ago, Black, who had
played in bands since he was a
teenager, walked into
the structure on the
400-acre farm, and it
hit him. “I came up
one day and was look-
ing around here, and |
saw it,” he says. “I had
a vision of it.”

Twenty-five minutes
outside of Charlotte, the
yeuar-old studio sits on
the family homestead
of Black’s wife, Janet.
Her father farms the
land, and the family
harvested a great batch
of Silver Queen corn
this summer, Black
says. Cucumbers, toma-
toes and watermelons grow nearby.
“We're just Southern folks,” Black
declares matter-of-factly.

His own home is next door to
the studio, “So I can commute,” he
chuckles, “by foor.” Black made that
commute steadily for nearly three
years during construction. At his day
job, he built TV stations and P.A.s
for an engineering firm, and during
the evening and on the weekends
he worked on the studio.

Although the exterior of the
farmhouse was renovated by
Black’s in-laws, the entire interior
needed to be gutted, so Black en-
listed partner Scott Applegate of
nearby Clover, S.C. Applegate, who
works as a computer engineer, re-
calls that the very nature of the
building posed a problem: “Noth-
ing was square or center as far as
spacing. There were two huge fire-
places that needed to be taken
down because the family wanted
to save the brick. It took a good six
to nine months to even get the
building to a condition that we
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could actually work on.”

After getting the building down
to a shell, Black and Applegate did
most of the work themselves—ex-
cept for some of the Sheetrock fin-
ishing and painting, the plumbing
and the installation of a specially
engineered climate control system.
Black did the framing and put in
floating oak floors.

Old House owner David Black (center] with Trybe

He also double-insulated the
walls, wired the studio and did
most of the interior finish work. It
seemed a long time coming. “After
the second year of being up here
working, I'd get frustrated with it,
and so for my birthday, my wife
did a little picture book—the be-
ginning and where we're at right
now, and I could see the progress.
It really motivated me.”

Black and Applegate eventually
built three isolation booths, a large
main room, a sizable control room
and an adjoining lounge, all sepa-
rated by glass walls and windows.
Now, Black says, “Most people look
at this and say, ‘Man, I can’t believe
this'—that we did all this work and
pretty much went at it blindly, just
taking all the information we had
read in books and magazines and
applying it. Believe it or not, the
rooms turned out to be pretty good.
I didn’t have to do a whole lot of
treatment for acoustics.”

BY KIMBERLY CHUN

The studio’s equipment includes
a Soundcraft Ghost 32-channel con-
sole with Drax Optifile fader and
mute automation, which he only
uses for mixdown. Instead Black re-
lies on Neve 1272, API 312, 550b
and 560 and Amek 9098 DMA pre-
amps and records straight to 24
tracks of ADAT-XT 20 with a BRC.
Monitors include Genelec 1030As
and Yamaha NS-10Ms.
Black has also acquired
vintage AKG, EV and
Neumann mics.

He also built a few
pieces of equipment,
including a clone of
the Teletronix LA-2A
and an Altec 550A pre-
amp. “You can get these
drawings and stuff off
the Internet, and read-
ing some reviews lin
Mix], T was able to
buy the transformers |
needed from Bower
Transformers in Cali-
fornia,” he says. “I also
tatked a long time with
Anthony DeMaria.”

Black has only been working in
the studio full-time since last Janu-
ary. Word of mouth has led to
demo work for local bands and
recordings for gospel/contempo-
rary Christian artists. Black has
done most of his mastering at Char-
lotte’s Reflection Studio, where
local heroes such as Hootie and the
Blowfish have recorded. Gastonia
native and singer/songwriter
Sammy Johns, who scored a hit in
the '70s with “Chevy Van,” was in
to record his latest CD. And Gasto-
nia metal band Trybe (formerly
War Mouth) won a contract with
Platinum Records after another
local, Fred Durst of Limp Bizkit,
heard the demo they tracked at
Old House.

Trybe blew back into the stu-
dio—in the wake of Hurricane
Floyd—to record their complete
album. As for the storm, Black says,
“We battened down the hatches,
and we got the horses in and put
them away.” ]




In an ocean of digital consoles the latest
ccmpetitor is analogue.

Tke ASP8024 boasts exceptional sonic

performance, with an arsenal of features

normally found on far more costly consoles. .
Just what you would expect from Audient E ll |d/ef ’i-
Analogue Signal Processing technology.
Sales & US Distribution: Audio Ind2pendence Ltd.
2140 W.Creenview Drive #7, Middieton, W1 53562, USA.
8024 tel: (608) 8318700 fax: (608) 8317100

HIGH RESOLUTION MIXING CONSOLE For technical information: ema.l: audien:®compuserve.com
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GETTING ELEMENTAL
WITH ERIC AMBEL

MY ric “Roscoe”™ Ambel is regard-
{ ed by many fans of Ameri-
I cana and roots-influenced
rock music to be one of the most
inspirational and sensitive produc-
ers working. Albums he’s made
with the Bottle Rockets, Blood Or-
anges, Blue Mountain, The Back-
sliders, Whiskeytown, Nils Lofgren,
Mojo Nixon, Syd Straw, The Yay-
hoos and others, do a good job of
capturing the heart of the music,
without sanding out any of the
reckless sparks. Ambel fundamen-
tally trusts the essential chemistry
of what constitutes each ensemble,
and it shows in his work.

With a rockin® background that
includes a stint as a guitarist in Joan
Jett's band, as well as a leadership
role in the Del Lords, Ambel knows
a few things about what makes a
good rock band tick. At the time of
this interview, Ambel was in
Nashville with his engineer Tim
Hatfield, picking up a console for
33 & % Recording, his home-base
studio in Brooklyn, New York City:.
He was also getting ready to begin
work an a side solo project called
Gringoman,

What drew you into producing?
I got hooked hy music very early
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on. My dad always listened to a
of Sousa marches at home. As a
real little kid, my Dad took me to a
parade in our hometown of
Batavia, [llinois. While I was stand
ing on the sidewalk. 1 heard the
whole hand coming down the hill.
playing the song. As they walked
by me, I got to hear each individ-
ual instrument, almost like soloing
on a tape machine, and as they left
and got further away, it all became
the whole song again. [ swear it
was an epiphany or understanding
that happened to me right then. It
related immediately to the pumno,
like cach instrument being a differ-
ent finger. [ have always loved
music a lot, and that was my first
really big hook.

That epiphany just gave me the
“view.” And when [ started playing
with rock bands, it was great to
know a bunch of this stuff. Even in
the awkward years, like in the
punk rock era, when it wasnt very
cool to have chops, it helped o
have the backbone.

Producing, at its simplest level,
could be as Lou Whitney explained
it: “Find somebody who has done
this before, and have them help

BY RICK CLARK

you do it.” [Laughs.] So when [ was
seeing these local bands in this
after-hours bar in New York City
called No Se No. I just realized.
“I've done this before, and I know |
could help these guys do this.”
That is when [ started doing a
bunch of 45s for this truck-driving
label out of Brooklyn called Diesel
Only. They did mostly truck-driving
songs. That was during the '80s,
during the Del Lords period.

That was your breaktbrough
production?

The Nils Lofgren Crooked Line
album on Rykodisc was a very ex-
citing breakthrough for me. Nils is
one of the best musicians 1 have
ever encountered. He can play
anything and is capable of execut-
ing any idea that we wanted to try.
Which of your productions are you
proudest of?

This new Bottle Rockets Brand
New Year record was quite a
process to get done. I have so
much respect for them as a band
and hanging with me, and hanging
with themselves. They have a real
inner strength as a band. They
have really stuck with me as a pro-
ducer.

Mary Lee’s Corvette., True Lovers
of Adventure, has a lot of ensemble
clegance. [Ambel also played guitar
in this band with Freedy Johnston.]
And the Blue Mountain record is
another one 1 like. I think Blue
Mountain are a really great band,
and | had a great time working
with them. I think the Dog Days
record stands up really well. |
would love to work with them
again.

Blood Oranges are a great band.
To me, they were like a roots-rock
Fleetwood Mac, and I think that
Fleetwood Mac is a good band. My
first solo record, Roscoes Gang, is
another one 1 really enjoy. 1 still like
it when [ hear it blasting out of the
jukebox at the Lakeside Lounge.
Speaking of your latest Bottle Roc-
kets production, they are very good
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Mastering Engin "/
“The Lodge” Studi s’ ‘New York.

“I'love my Avalons!

| rely on the AD2077 Mastering
Equalizer for its incredible depth and
elegance. It is the most versatile EQ
I've ever used.The integrity of the
stereo image is both wide and true
and the tonal range is extraordinary.
| can achieve great control in the
bass, while keeping the midrange
smooth and precise... and the high
end air seems to go on forever!

When | need color and super-fat
compression, | turn to my VT-747SP.
It gives me the flexibility of choosing
whether | want to add the tube
signal path or not... and that extra
little EQ rocks!

Avalon truly sets the pace...
absolutely brilliant!”
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Vv 1-7275F Mono vacuum tube preampliﬁer,opto-compressr end discrete,
Class A four-band equalizer. Unlimited rich sound loaded with senit character,
ideal for direct to tape, DAW and digital recording. $2,295

VT-7A75F stereo vacuum tube opto-compressor with LF and HF spectral
side-chain control, discrete Class A six-band program equalizer and tube bypass.
Excellent for stereo buss compression, audio sweetening and mastering. $2,495

AVALON [® beEsIGN
P.O.Box 5976 San Clemente, CA 92672 USA
Tel: 949-492-2000 * Fax: 949-492-4284
www.avalondesign.com
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at digging deepy into a groove and not
overplaying.

One of my favorite sounds is that
turned-up, but taking-it-casy kind of
sound. On the Bottle Rockets record,
their free-association song called “Some-
times Found™ has that. They're an elec-
tric band, but everybody is playing the
“Sweet Spot” thing, and they aren't kick-
ing the shit out of it.

Brian Henneman [the lead singer] is
singing on that Manley Reference Car-
dioid Microphone. When we did the
recording at 33 & % in Brooklyn, we
had that Manley microphone running
into a V76, into an 1176, to grab the
peaks, and then the Manley ELOP to
compress that.

When we were making this Bottle
Rockets record, those guys had just dis-
covered Shania Twain. When we made
this record, we never sat around and lis-
tened to The Band's second album, or
[the StonesT Exile on Main Street, or Lit-
tle Feat’s second record, Sailin’ Shoes.
We never listened to our “comfort”
records. We were listening to Shania.

Those guys were also watching all
the videos. They would cut to Shania in
the studio, and there she is singing on
that Manley Cardioid Reference Micro-
phone. Tt was just so inspirational for
Brian to know that he was singing
through the same mic as Shania. I'm not
kidding at all. I'm glad I bought that
mic. It is a great-sounding mic, and my
wife sounded great on it, to. [Laughs.]
Who are your most influential producers?
I would have to say the guys that I have
learned the most from and like the
sound of their stuff are Brendan O’Brien,
Jim Dickinson and Lou Whitney.

As a Midwestern guy, T like my steak
medium rare, cooked on a Weber grill,
with a little bit of salt and ground pepper
on it. I don't want any sauce on my steak.
I like records that are elemental like that.
In that sense, the Brendan records to me
are pretty unadomed like that.

The Replacements record that Dickin-
son did stands alone, to me, as the great
Replacements album. | like the peaks
and valleys of albums, and that one has
got them. It is the right combination of
many elements at the same time.

It’s pretty obvious that you gravitate
towards rock that is unfiltered in its
emotional immediacy and unpreten-
tious in presentation. Is there a defin-
ing experience that comes to mind, that
belped crystallize your tastes?

It was the summer of 1976, and I had just
come home to Chicago for the summer
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from the University of Wyoming, where
[ played trumpet all the way through
college in marching band and taught
skiing for the University. This was right
when punk rock started.

T was working as o waiter, and [ won
these tickets from this great radio station
in Chicago called WXRT. to see these
two bands I had never heard of—The
Ramones and The Dictators. [Laughs.] It
was at the Ivanhoe Theater, and both
bands were really impressive.

During The Ramones, there was a
woman sitting two seats away from me
masturbating. I got up and starting
walking around the theater, and 1 saw
other women doing this in public. I
counted seven.

Eric Ambel (seated) and

At the time, being a young guy in
bands playing guitar, the cool thing was

Jetf Beek's Blow by Blou and the whole

quasi-jazz thing.

And you were into that?

I wasn't exactly into that, but it seemed
that you “had to” be into that.

But when I saw these two bands
playing this real rock 'n’ roll that was so
primal that it could get a woman to
masturbate in public, 1 signed up right
then and there. The Ramones’ jackham-
mer attack and what T saw was the most
rock 'n” roll thing 1 had ever seen.

1 found out years later, when [ was
touring with Joan Jett, that there was ac-
tually this group of girls who called
themselves the Candle Club, who went
around and did this sort of thing.

Before I saw The Ramones, I had
never seen a band that played their own
music in a place that wouldn't hold a
football team. So this was a whole dif-
ferent world and that pretty much
opened up the whole thing for me.

So I'went back to school in Laramie,
Wyoming, and started the punk rock
hand called the Dirty Dogs. We became
The Accelerators when we moved o LA.
We literally showed up in Hollywood on
Halloween night and ditched our car on
Hollywood Boulevard and jumped into
the whole thing. That was 1978.

We were in LA, when it really was
the heyday with X and The Germs. |
was at the first Go-Go's gig ever. We
had a practice space in The Masque,
which was this rehearsal space under-
neath the Pussycat theater over on Hol-
lywood Boulevird. That was like the
center of the real punk rock thing in LA.

By 1979, our band had broken up,
and I was already playing with some
other people, this guy, Rik L. Rik and
this other guy named Top Jimmy, who
was this great rockin® blues dude. Top
Jimmy & the Rhythm Pigs.

Around this time, you hooked up with
Joan jett.

There was an ad in the paper that said,
“Joan Jett is looking for three good
men.” So I answered the ad. T had one
time smoked a Sherman with her and
Darby Crash [of The Germs] outside a
club. [Laughs.] One hundred and forty
guys went for this audition, and 1 went
first. After about forty guys, they called
me back and said that 1 was in the
band. So I started Joan Jeu & the Black-
hearts with Joan. I was in her band from
1979 through 1981. I was involved in
the recording of the I Love Rock 1’ Roll
record, and then we parted ways.

I have got to say that 1 have the ut-
most respect for Joan Jett. The whole
time I ever played with her, her rock 'n’
roll clock was unbudgeable. T think that
people still have only heard the tip of
the iceberg of her talent.

When I was the guitar player, 1 was

like the band leader, and eight years after
I was out of the hand, they were still
recording covers that 1 taught the band.
We did a great version of “Rebel Rebel.”
And “Crimson and Clover.”
On “Crimson And Clover.” I had already
been with her in the studio a couple of
times. The producer and her manager,
Kenny Laguna, would never let me
overdub or fix anything. T really want-
ed to do something cool on the solo.
When it got to the solo, I literally kind
of jerked-oft on the neck, sliding my
hands up and down the neck, so it
would obviously need to be fixed. Like,
“This is where the guitar solo goes.”

At the time, the record company was
Boardwalk Records. Neil Bogart, the
guy who once had Casablanca Records,
was the head of Boardwalk. He loved




“The Emulator 4

is the only 3
| digital instrument
I use that makes it ’, »

to the final print”
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-Danny Elfman

Danny Elfman is one of the most prolific composers in the film business today,
and has been relying on Emulator® samplers since their inception in 1981.

"I love the new Ultras - they're fast, they're quiet, they're reliable,
and the sound is so realistic that you can't tell the live instruments
from the samples. The E4 Ultras are key to how I work."

The Emulator Sound - now playing at an E-MU dealer rear you.

Check out the complete Danny Elfman . E B M u
interview at www.emu.com/etfman.html =
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TRACKING

Surround your talent and mic with
Studlio Traps and turn any room
into a great sounding studio. Our
Quick Sound Field iso system can
be set up to get the traditional
dead studio sound or simply
rotate the traps to dial in that
bright and clear, high presence
effect of live sound.
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MIXING
Enclose your monitors, console
and mix position with Studio
Traps and convert any room into a
world class control room. Our
ATTACK Wall iso system creates
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an acoustic subspace that delivers

Robert Scovill

detail and pinpoint imaging. Your

avery accurate and powerful
bottom end, along with precise
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mix will truly hold together.
- 100% SATISFACTION GUARANTEED -

800-ASC-TUBE

ACOUSTIC |11
A CSCIENCES T
CORPORATION

PO BOX 1189, EUGENE, OR 97440
541-343-9727/WWW.TUBETRAP.COM
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the whole thing, so they just mixed the
record with that jerking off on there,
and it became this big hit record, with
this jerk-off guitar solo!

So what did that teach you about
producing?

I don't know. (Laughs.] Back then, there
were two producers: Kenny Laguna was
really kind of this business guy, and he
had been the keyboard player in a later
version of Tommy James & the Shon-
dells [who originally recorded “Crimson
and Clover”]. But this other little guy,
Ritchie Cordell, was the guy who actu-
ally wrote “I Think We're Alone Now”
and “Mony Mony” for Tommy James.
He was like the “real” guy.

So, with the Tommy James alumni
working bebind ber, Joan Jett’s bub-
blegum punk was arrived at bonestly.

Yeah. It was perfect.

“I Love Rock 'n’ Roll” is one of all-time
classic rock anthems.

That song was the theme of a British TV
show that didn’t last very long. Steve
Jones and Paul Cook of the Sex Pistols
found that song for her. Those guys
made the first recording of it as a 45 that
came out in Holland on Ariola Holland.
After they brought it to Joan, we went
out and played “I Love Rock 'n’ Roll”
for two years before we recorded it.
The wild part of it was, every night and
everywhere we went, that song “won”
every time.

Every big rock producer of the day
came to Joan and Kenny and tried to
get the record. They wanted to produce
that record.

That song was so unstoppable that, to
a degree, it didn’t exactly take a rocket
scientist to make a bit out of it.

That's what Kenny knew. Joan’s thing
has always been what 1 would call ele-
mental. It's just the elements. It isn’t any
of the alloys. So all Kenny had to do
was just get out of the way and let it
happen, and that's what he did.

I've been in music stores, where |
could hear all the way across the room
some guy starting to play that riff. It's
just one of those songs.

So after Joan Jett, when did the Del
Lords come along?

Joan had brought me to New York, and
I realized I could get done in a day
what took a week to do in Los Angeles,
So I was digging New York, and I found
the Del Lords, who weren’t the Del
Lords yet. But they were practicing, and
I heard about them, and by the next
day, T was in the band. The first song
we played was “Folsom Prison Blues,”

and we took it from there.

So that was a departure from what you
were playing in LA.

Yes, but to me, it really wasn't that
much of a departure, because it was el-
emental rock 'n’ roll guitar music. We
were listening to Johnny Cash and The
Stooges and found the common ground
in both of them.

We had four albums and a live
record. Now there is a CD called Ger
Tough that is out currently on Restless,
which is a “best of the Del Lords.™ It has
some pretty cool stuff, but I will say that
it was during the “Dark Years™ of guitar
recording.

How do you mean that?

Our whole tenure as a band was in the
'80s, when people were infatuated with
the advent of digital reverb and MIDI.
We would go to studios where guys
hadn’t put a mic on an amplifier for a
while. All they were doing was MIDI and
ransferring stuff from synthesizers onto
2-inch tape. The only thing harder than
recording an electric guitar at that time
was recording a clean electric guitar.

So are those Del Lords records listen-
able for you now?

It is kind of hard for me. Over and over,
people have come up to me and said
how great digital is and “digital will do
everything.” Well if it can go into my
'80s records and extract the horrible dig-
ital reverb that was put all over them,
then I'm ready to sign up. [Laughs.]

It gets to be one of those things, like

when you were in high school and
some guy from an insurance company
comes in and says things like, “Statisti-
cally, in your lifetime, you will have
spent 23 months sitting on a toilet.”
Well how much of my life has been
wasted by some guy twiddling with
some digital reverh? Too much. 1 pretty
much regard reverb as a coward’s tool.
Why is that?
It's like, if you tell a really good joke
and follow it up by saying, “I was just
kidding.” It sort of pulls your punches.
There is a place for reverb, like on a Ce-
line Dion vocal, so you can soften the
horrible blow that your system has to
endure. Of course, a little spring reverb
out of a Fender amp is always accept-
able. [Laughs.]

That said, we did our stuff with
some really good guys, like Neil Geral-
do and Lou Whitney, but we were all
driven by the times. As I look back, we
were in some really good studios, too.

Making those records really made
me want to get into production, be-
cause [ just see the flaws in every one
of our recording experiences. 1 don't
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Hearing is Believing... Feel the Emotions

Bryston’s 9B ST delivers extraordinary quality tc your entire home theatre surround sound experience.
Feel the emotions: be shocked, be happy, feel sad, scared out of your wits, surprised, be moved,
be excited, feel like you want to cry with joy. The Bryston 9B ST amplifier wili awaken all of your emo-

tions in a simple elegant packasge designed to orovide 5 channels of uncompromised sound quality.

o c=
Tel 1-800-632-8217 Fax 705-742.0882 www.bryston.ca Dm@@ﬁ@@

CIRCLE #064.ON'PRCDUCTINFO CARD



Full Sail graduate Derrick Perkins with Stevie Wonder in one of Full Sail's
Solid State Logic SL 9000 J studios.

Derrick is Co-Associate Producer & Programmer for Stevie Wonder's platinum album,
Conversation Peace. including the GRAMMY ' Award-winning single. “For Your Love.”

“Today’s entertainment
industry, more than
ever before, requires
employees who not
only love the art, but
who understand the
technology that'’s
involved in taking it to
the people. Full Sail is
a place where a person
with dreams of
working in this
industry can find a
way to get in. | know
first-hand, because |
hired Derrick, a

. graduate.Thanks to
Full Sail, he was able to
translate his love of
music into a career in
the studio.”
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think the real Del Lords’ “thing” ever re-
ally made it to record.

When you're in pre-production these
days, do you bave recording gear set
up, just in case the band is shooting off
sparks in the early practice sessions?
No. Most of my pre-production comes
from getting a boom box tape of one
guy on an acoustic guitar singing and
playing all the songs. Then I give a tape
copy to everybody in the band, and a
copy to the manager and, if there is ac-
tually an A&R guy who knows a little
about music and is interested in the
band, I'd love to give him one, too. We
spend some time with that tape, just lis-
tening to it, and then we would rehearse
with the band.

The first time we play it in the re-
hearsal studio, and it sounds good and
we're excited and we all know where
we are going, we never play it again,
until we get to the studio.

I don't usually have bands do whole-
band demos, because sometimes the
greatest guitar solo you ever heard of
ends up on that demo, and then you
spend a lot of time doing some serious
demo chasing. It is something that we

all have done.
You play on a number of records you
produce.
Yeah. I don’t always track with band,
but some I do. With the Bottle Rockets,
I have done that for quite some time. It
just kind of helps with the arrangement
situation.
I pretty much regard
reverb as a coward’s
] [ ]
tool. It’s like, if you
tell a really good joke
and follow it up by
[ 3 ” [ 3
saying, 1 was just
] [ 3
kidding.” It sort of
pulls your punches.
With two guitars, bass and drums in
a band, you know there is at least one
guitar dub going on in there, and it is
more exciting to have it go down while
you are tracking. So if Brian [Henneman]
wants to play a solo live on the track,
there is that rhythm guitar under his
solo. I'll often play that part.
Most times, if I'm putting keyboards
on something, I like to have the key-
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board player there.

For The Backsliders’ record, I couldn’t
imagine us overdubbing the organ later
on “It Rained on Monday.” Those guys
are in a band, and they shouldn’t be
imagining some great organ thing. They
should be hearing the whole thing. As
a result, they are playing oft of Joe
Terry’s organ.

If you have everybody playing, then
it is really simple for everybody to make
a decision. “Oh gee, let’s have a listen.”
[Laughs.] It either works, or it doesn’t. If
it doesn’t, then try another way. It's not
like you have to wait for the keyboard
player to show up two weeks later, to
see if everybody imagined the keyboard
player well enough to leave holes in the
arrangement for him.

You see, I mostly work with bands. I
have a lot of respect for bands and what
it means to be a member of a band.
And when you work with bands in the
studio, you have everyone there at the
same time. The band should always be
welcome there. It isn't like, “We don’t
really need you there for the mix.” If it's
your band, then it is your studio. |

Rick Clark is a Nashville-based writer,
producer and musician.

You WON'T FIND
ART DECO COCKTAIL
SHAKERS OR BEANIE
BABIES ON DIGIBID.
You WILL FIND THE
PRO AUDIO AND MUSIC
GEAR YOU'RE AFTER.

DIGIBID IS THE
AUCTION ARENA WHERE
THE DEDICATED PRO
CAN BID ON QUALITY
EQUIPMENT—WITH NO
HIDDEN RESER

AND THE BEST GEAR
DEALS ON THE PLANET
ARE THE MOST FUN,
ESPECIALLY SINCE
THEY 'RE ALL 100%
GUARANTEED.

GET ON AND GET OFF.
WWW.DIGIBID.COM
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NEW PRODUCTS

TC ELECTRONIC M-ONE
AND D-TWO )

TC Electronic’s (Westlake
Village, CA) M-One is a
dual-engine effects proces-
sor offering an intuitive
user intertace and 24-bit
A/D and D/A converters
with 24-bit internal process-
ing. It includes many of TC
Electronic’s popular delay,
dynamics, pitch, chorus and
tremolo algorithms, plus
new, enhanced reverbs and
128 ROM presets and 128
user RAM presets. Based on
TC’s classic 2290 delay, the
D-Two Multi-Tap Rhythm
Delay offers up to 10 sec-

HOT OFF THE oHELF

Martinsound’s 7he Secrets
of Doing Surround Sound
on Your Existing Console
is now available. To get
your free copy. call
800/582-3555 or e-mail
info@martinsound.com. .,
New CD sound effects li-
braries from The Holly-
wood Edge include Chase
Scene Elements, Patricio
Liebenson's “Explosions Sig-
nature” Series, Mcrtial Arts
and Human Impeacts (with
“realistic bone-breaking
punches” and “bloodcur-
dling yells™) and Busted Ef-
Jects and Most Wented, a
“gleefully gruesome collec-
tion” of strange cffects. Call
323/603-3226 or visit
www.soundelux.com... The
C Audio Pulse 4 x 300W
switched-mode amplifier
has won THX approval.
Call 615/360-0277 or visit
www.c-audio.com. ..F7
Sound and Vision has re-
leased Concept: FX2, the
company’s second sound
effects CD-ROM. Featuring
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Lc electronic

Lc glectronic

onds of delay and a rhythm
tap feawre, Its 128 user lo-
cations and 50 presets in-
clude Spatial, Ping Pong,
Reverse, Dynamic Delay,
Chorus and Filter functions.
Both units feature %-inch
analog /O and S/PDIF digi-
tal 1O for an all-digital. 24-
bit signal path supporting
both 44. Tkl 1z and 48ktlz

305 royalty-free sound ef-
fects in both AIFF and
WAV formats, the disc is
Mac- and PC-compatible.
Price is $69.95. Call
813/991-4117 or visit
www.f7sound . com. .. Music
2 Hues has released four
new production music and
effects CDs: Caribbean
Direams and Folkstyles join
the 20 existing CDs in the
royalty-free music collec-
tion. Winter Wonderland
features all the classic holi-
day tunes in arrangements
for flute, guitar, saxophone
and piano and is royalty
free. The X-Attack Series
CD is a 99-track collection
of zaps, zings, zonks and
more. Call 888°821-7515 or
visit www. musicZhues.com
... TRF Production Music Li-
braries debuts the Stock
Production Music Library,
with the first 13 stock CDs
including Motivational,
High Energy, Corporate,
Sports/Action, Fashion,
Dance, Children & Come-
dy, Science, Celtic (Irish),
Sensual, Dramatic Tension

rates. Both units are priced
at $699.
Circle 338 on Product Info Cord

HOT HOUSE
NEAR-FIELDS

The PRM 165 Passive Refer-
ence Monitor from ot
House (Highland, NY?3 is a
near-field design featuring a
6.5-inch long-excursion

and '70s Soundalikes. Stock
CDs each offer more than
70 minutes of music, and
all include 60-, 30-, 20- and
10-second versions. Call
800/899-MUSIC or visit
www.trfmusic.com...Ver-
sion 4.1 software for Tas-
cam’s MMR-8 and MMP-16
modular multitrack
recorder/player systems
adds support for playback
of files from the Fairlight
MFX digital workstation,
dual SCSI operation and
improved bi-phase and 9-
pin serial performance. Call
323/726-0303 or visit
www.tascam.com...EMTEC
Pro Media will offer BASF
Formatted DTRS Master
tape for Tascam’s DA-38,
DA-88 and DA-98
recorders, as well as Sony's
PCM-800. The formatted
DTRS tape will be available
in a 113-minute, 44.1kHz
format in January 2000.
Other lengths and 48kHz
sampling rate products will
follow. Call 888/295-5551
or visit www.emtec-
usa.com...The Lexicon

woofer, hand-wired cross-
over and a low-distortion re-
cessed 1-inch dome tweeter
in a heavily braced
12.5x8.5x13-inch (HxWxID)
rear-vented satin black cabi-
net. Frequency response is
+1 dB from 300 to 15k Hz
(down -3dB at 58 Hz and
20.5 kHz). Price: $1,299/pair.
Circle 339 on P-oduct Info Card

MPX 1 Multi-Effects Proces-
sor has been reduced to
$899. Lexicon also intro-
duced a Surround Cart for
the 480L Digital Effects Sys-
tem. Call 781/280-0300 or
visit www.lexicon.com...
TOA Electronics has re-
duced prices of the DACsys
II line of DSP units. The
DP-0202 is now reduced
by 40%, the DP-0204 by
30%. And TOA’s 1999
Product Guide and Specifi-
cation Library on CD is
now available. Call
800/733-7088 or visit
www.toaelectronics.com
for your free copy...Recent
books from Howard W.
Sams include Basic Mod-
lation Principles by Irving
M. Gottlieb and Designing
Power Amplifiers by
Stephen Kamichik. Call
800/428-SAMS or visit
www.hwsams.com.. Jensen
Tools’ expanded Master
Sourcebook for 1999/2000,
a 160-page color catalog, is
available free. Call 800/426-
1194 or visit www.jensen-
tools.com. |



TESTS EVERYTHING BUTIYDUR PATIENCE
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This compact, rugged box can make your job a hell Trouble shoot snakes and bad cables without moving
of a lot easier. Quick-check dynamic mics without a muscle. Done testing? Connect it to a snake and
firing up the entire system. Use Test tone to bark directions to your crew. Or clip it to your belt
confirm connections back to the board without and it’s a hands-free intercom. Keep your stress
unpacking the mics—or uttering a single “check.” levels in check with QBox. Call Whirlwind today.

whirlwind
www. whirlwindusa.com ( 800.733.9473
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NEW PRODUCTS

MXTRAX GOES NATIVE V

Minnetonka Audio Software
(www.minnetonkaaudio.
com) introduces a native
version of its MxTrax multi-
channel recording and mix-
ing software. MxTrax Native
will run on Layla, MOTU
2408 and other Windows-
compatible hardware that
uses ASIO or .WAYV drivers.
MxTrax allows creating cus-
tom mixers by dragging
mixer components from a
toolkit and dropping them
onto the virtual mixer inter-
face. Mixer components in-
clude input and output
taders, panners, solo/mute
and DSP such as EQ, com-
pression/expansion and
more. Editing is nondestruc-
tive; features include instan-
taneous fades, crossfades,
gain change and normaliza-
tion. Mixer channels can be
routed to disk tracks. exter-
nal IO and internal buses.
All mixer controls can be au-
tomated, with an Automa-
tion Update mode for
altering the automation of
any channel component;

custom mixes can be re-
called. MxTrax supports a
variety of control surfaces
(via MIDD), including Mackie
HUIL, CM Automation Mo-
torMix and the Yamaha 01V
and 02R. Retail: $399.
Circle 340 on Product Info Card

ETF ACOUSTICS
MEASUREMENT
VERSION 5

AcoustiSoft (www.etfa-
coustic.com) releases
Version 5.0 of its ETF
Audio & Acoustical Mea-
surement Software, a
Windows 95/98/2000-
compatible program that
measures loudspeaker and
roOm acoustics parameters.
Version 5.0’s new features
include a Maximum Length
Sequence test signal, pseudo-
real-time analysis, improved
resolution in energy time
curves, clearer identification
of room measurements,
phase and delay measure-
ments, and fractional octave
displays. In addition, 2-chan-
nel operation is now possi-
ble. The program comes
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with the Device
Designer, which
helps users cre-
ate their own
bass traps and
diffusors to solve
acoustical prob-

$199.

lems. The program is
Circle 341 on Product Info Card

AUDIO EASE PLUG-INS
FOR MOTU A

The Rocket Science Bundle
of real-time plug-ins for
MOTU's Digital Performer
and Audio Desk platforms
from Audio Ease (www.
audioease.com) includes
Roger, a “multiple-gender
vowel bank,” which lets the
user select from an onscreen
Vowel Bar to apply human
vowel filters to audio tracks.
Additional controls select
“family members” and adjust
transition between vowels
and “sharpness” of vowels.
Follo is an energy-driven
band booster that dyvnami-
cally adjusts the peak of a
resonating bandpass filter
according to the level of in-
coming audio. Adjustable
parameters control the
bandwidth, sensitivity, re-
lease, resonator peak’s fre-
quency location and more.
Orbit is a psychoacoustic
flight path simulator that cal-
culates the sound source’s
reflection off the walls of a
virtual room, applying delay

and attenuation cliaracteris-
tics to both direct and re-
flected sounds. The Rocket
Science Bundle is $199.
Circle 342 on Product info card

TIMELINE VIEWNET
AUDIO INTERFACE
NETWORK

TimeLine Vista's (www.dig
audio.conD) ViewNet Audio
Graphical Interface Network
is 21 Java-based application
offering a graphical project
view screen, networked con-
trol of setup parameters and
operations for Tascam’s
MMR-8 and MMP-16 modular
multitracks. Multiple instances
of the application can be net-
worked to control more than
100 MM Series machines; the
included ViewNet Adminis-
trator and Server packages
provide levels of security and
control, for use in large facili-
ties. The package includes a
100Mbps Fast Ethernet net-
work interface card and
multiplatform (Windows,
Macintosh or Unix) software.
One $399 package is required
for each machine.

Ciecle 343 on Product Info Card




MERGING 24/96
8-CHANNEL CONVERTER
New from Merging Technolo-
gies (www.merging.com) is
the Sphynx Modular High
Resolution Audio Interface,
an 8-channel, 24-bit/90kHz
A/D and 1D/A converter. The
two-rackspace converter can
operate as a stand-alone unit,
or it can be remotely con-
trolled by Merging's Pyramix
workstation. Features include
a modular configuration for
custom setup of any combi-
nation of analog or AES/EBU
1/0, balanced XLR IO, selec-
table monitoring of all eight
inputs and outputs, choice of
sync sources and internal
110/220V power supply.

Circle 344 on Product Info Card

WAVEFRAME SAMPLER
OPTION

WaveFrame (www.wave-
frame.com) introduces a
sampler engine for its cur-
rent 408-Plus and upcom-
ing WaveFrame 7.0 digital
audio workstations. Co-de-
veloped with E-mu/En-
soniq and based on the
Post Card—the pro version
of the Audio Production
Suite—the sampler offers
64 voices and can access
up to 64 MB of the host
computer’s RAM. Samples
are fully integrated with
WaveFrame’s Event Proces-
sor cue-sheet-based se-
quencer program, which
manages sounds via a time-
code spotting list and a
spreadsheet-like interface.
Sample management is via
E-mu’s Soundfont technol-
ogy, and an application for
converting WaveFrame
1000 samples is included.
As part of the development
agreement, WaveFrame
will create a stand-alone

NEW PRODUCTS

version of the Event
Processor, to be bundled
and sold by E-mu for other
DAW applications.

Circle 345 on Product Info Card

MICROBOARDS CD
RECORDING AND
EDITING

StartREC 400 from Micro-
boards (www.microboards.

UPGRADES
HA0 UPDATES

Ucik Inc., parent company
of SEK'D America, an-
nounced a new division:
Swissonic America
(WwWw.swissonic.com).
Founded in 1999 by Music-
Network, Swissonic manu-
factures digital audio
products (AD 24 and DA 24)
formerly sold under the
name MusicNet. SEK'D also
announced TocToTape
(5999), a Windows NT-
based utility program that
backs up Red Book Audio
master files created in Sam-
plitude or Red Roaster to
data tape drives...Berklev
Systems (www.,bias-
inc.com) introduces Peak 2.1
and Deck 2.7; both pro-
grams now offer ASIO sup-
port. In other BIAS news,
Peak 2.1 is now available in
a variety of configurations,
including Peak 2.1-TDM
Edition (5499), Peak le

2.1 (§899)—a light version—
and a new lower-priced ver-
sion of Peak, minus TDM
support (5299).. . E-mu/En-
soniq (Www.emt.com)
news: A development
agreement with Intelligent
Devices will allow for better
integration of PARIS hard-
ware with the user interface,

com) is a multidrive CDH-R
recorder/duplicator with
audio editing features. The
system is available in both
desktop and rackmount
contigurations, and supports
up to four 8x CD recorders.
Editing functions let users
combine, delete or move
audio tracks. add or drop
any index or sub-index. or

and ensure ongoing system
development. Also, E-
mu/Ensoniq is now shipping
EOS Link software for con-
trolling an Emulator 4 sam-
pler from a Mac or PC, via
SCSL. The software is bun-
dled free with E4XT Ultra, E-
Synth Ultra and E-6400 Ultra
samplers, and can be pur-

WaveCenter/PCl card

chased for the E3000 sam-
pler or previous E4
models.. _Frontier Design
Group (www frontier-
design.com) introduced
WaveCenter/PCI, a PCI card
with ADAT Lightpipe,
S/PDIF and MIDI 1/0: it
comes bundled with Cool
Edit Pro SE. Price is

$389. .. Apogee Electronics
(www.apogeedigital.com)
developed an AD-8000 con-
version system for Stein-
berg's Nuendo media
production system. The AD-

create track fade-ins/outs.
Analog line inputs include
XLR balanced or RCA (with
recording volume adjust-
ment); digital audio can be
input via 8/PDIF (optical

or co-ax) or AES/EBU ports.
A 4GB hard disk is standard.
Prices start at $3,195 for one
reader and two 8x recorders.
Circle 346 on Product info Card

8000 Nuendo Edition offers
24-bit A’ and D/A conver-
sion, plus a variety of inter-
facing. format conversion
and syne features. Speaking
of Steinberg, the company’s
new Mastering Edition bun-
dle of six plug-ins, for both
PC and Mac. includes Loud-
ness Maximizer, FreeFilter,
Spectralizer, Compressor,
SpectroGraph and Phase-
Scope. Price is $499...
Event Electronics (www.
eventl.com) announced a
partnership with DSP devel-
oper Hyperactive Audio Sys-
tems. The first products to
be released under this
agreement will offer large-
scale 24-bi/96kHz multi-
channel recording, with
real-time DSP, polyphonic
sample playback, automa-
tion and more...BarbaBatch
3.0 adds support for Real
Audio G2, MP3 and Quick-
Time 4.0 (which includes
QDesign’s 2.0 codec);
check out a demo at
WIWW.MECSOUrcery.com
...Drone Archeology
(www.numericalsound
.com) is an audio sampling
CD containing 99 stereo
drones in seven categories
(Nature, Science, Drama,
Industry, Voice, Bell and
Drones), ranging from 32
to 64 seconds in length.
Price is $99. ]
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TECHNOLOGY
SPOTLIGHT

SPECTRAL DESIGN AUDIOCUBE’-II

MASTERING AND AUDIO RESTORATION WORKSTATION

ounded in 1994, Spectral Design
has been quietlv—or perhaps
not so quietly—making a name
for itselt as one of the world's major
developers of signal processing soft- 1n Bty
ware. And even if the Spectral Design gl A
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name doesn’t immediatcly register -

with most members of the North
American pro audio community.

chances are that without realizing it, a

sizeable percentage of audio engi-

neers in this hemisphere have en-

countered Spectral Design products in

)

one form or another.

The company is jointly owned by

Houpert Digital Audio (HDA) and
Steinberg (ves, the Cubase and VST

ou] =

people). and although this Bremen.
Germany-based firm has a similar name
10 the American company Spectral Syn-
thesis, there is no connection between
the two. Spectral Design creates the dig-
ital signal-processing eftect plug-ins for
Steinberg's Cubase VST soltwuare. and
uses Steinberg's WaveLab (or the AudioCube-IT's
hasic editing functions. Anvone who's used Sound
Performance Lab's (SPL) acclaimed Red Series of
hardware processors—such as Machine Head. Loud-

arrangements.

The 55-pound engine boasts dual 500 MHz Pentium Ill CPUs.

ness Maximizer or the Speciralizer—has also gotten
ataste of the DSP that Spectral Design has to offer.
And now, after a vear of European installations,
Spectral Desigit's line of turnkey mastering worksta-
tions—AudioCube =11, Quadriga and Surround-
Cube—is finally available in the U.S. and Canada.

BUILY FOR SPEED
Now in its second generation. AudioCube’-IT is
single-system solution combining
professional audio processing with
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BY GEORGE PETERSEN

AudioCube’-Il's editing interface is a custom version of Steinberg’s Wavelab software.
Features include clip-based editing, nondestructive crossfades and multichannel

leading-edge technology. At the core of the svs-
temt is a beety, 55-pound, five-rackspace enclosure
containing two 5S00MHz Pentium 11 CPUs. The
system is built and designed to provide oprimal
performance from the ground up. There are no
dedicated audio cards, as found in other systems.
Here the Spectral Design philosophy is simple: Es-
sentially by the time DSP cards are developed and
brought to market. they tend to be obsolete. And
as non-card svstems based on a single CPU can
overwhelm the central processor, the alternative
for fast, real-time audio processing turned out 10
be dual 123M1B/500MHz Pentium [IIs running in
tandem under native NT. Internal processing is
32/64-bit floating point with 2-bit/96kHz suppont.
Retail is $25,950. including hardware, a waveform
editor and a complement of signal processing
plug-in instruments.

A 20-bit 96ktz DA s provided tor analog
monitoring, but there is no analog 1O, (Probably
a good move because anyone purchasing a svs-
tem such as this very likely has favorite converters
already picked out)) Digital /O possibilities in-
clude AES/EBU. S/PDIF (co-ax and Toslink) and
word clock: ADAT Lightpipe is optional. The sys-
tem also includes a removeable 9GB hard drive,
an 8x write, 20x read CD-R, 40x
CD-ROM, 100Mbit Ethernet card,




Ergonomically shaped handles
(pat. pending) from our X-Array™.
concert speakers are comfortable

to lift from any angle

EV’s High-Q 60° x 40° constant-
directivity horn will deliver the
sound where the Eliminator™

is aimed

Ring-Mode Decoupling (RMD™)
eliminates enclosure and com-
ponent resonances for cleaner,
more detailed sound and true
dynamic integrity

Eliminator™ uses American-built
EV components, pure titanium
compression drivers and
heavy-duty cast-frame woofers

RoadWood™ enclosures make

Eliminator™ strong and light =300 ZpilNcEpREE povier

handling

THE GAP HAS BEEN
WHAT YOU WANT AND

NARROWED BETWEEN
WHAT YOU CAN AFFORD.

The Eliminator™ Sub comes with
an 18-inch steel pole to elevate
the full-range system for optimum

sound and coverage
Eliminator™ Sub has a built-in

crossover so it can be paralleled
with the full-range system on a-
single amplifier, no electronic
crossovers required

Steel grille and heavy-duty

e Cast-frame EV 18-inch woofer

“has 400-watt continuous,
1,600-watt short-term power
handling for room-shaking bass

Eliminator™. The name may be a blast from the past, but the performance enhancing technology comes directly
from the EV X-Array™ concert systems—the touring rig selected for the Rolling Stones’ Bridges to Babylon tour. The
all-new Eliminator™ and Eliminator™ Sub make the desirable, truly affordable. For more information call 800/234-6831
or visit our website at www.electrovoice.com. You car also check them out in person at your local EV dealer.
CIRCLE #068 ON PROOUCT INFO CARD
Electro-Voice 600 Cecil Street Buchanan, Ml 49107 616/695-6831 800/234-6831 www.electrovoice.com
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!!CH!ngGY SPOTLIGHT
external UliraWide SCSI card, and a
dual monitor card. Hardware options
include a remote control kit and Ex-
abyte 8mm tape streamer for DDP and
backup.

AudioCube?-I1 is networkable (ATM,
FDDI or Ethernet), so it could operate
as a server or reside on the same server
as other workstations, allowing fast
transfers between, say, AudioCube*-II
for cleaning up tracks and other DAWs
(Mac or PC) doing simultaneous dialog
editing. And as the system can directly
load WAV or AIFF files, there is no
need for conversion when tracks are
transferred to/from AudioCube*-II from
either Mac- or PC-based DAWSs.

The system uses WaveLab 3.0 as its
wavetorm editor of choice, offering
real-time processing; edit lists; multi-
channel arrangements; clip-based
editing; non-destructive crossfades;
normalization; timestretch; sample rate
conversion; CD mastering; and PQ edit-
ing. However, the real “heart” of Au-
dioCube?-II is its Master Section, a
control screen where access to any of
its tools is a mouse click away. But be-
yond a simple control screen, the Mas-

ter Section allows selecting any six of
its VPI (Virtual Precision Instrument)
plug-ins in series and in any order de-
sired, with a bypass button for each,
followed by selectable dithering and
master faders.

SOFTWARE,

SOFTWARE, SOFTWARE...

System VPIs include DeNoiser, DeClick-
er, Loudness Maximizer, Spectralizer
(digital enhancer), EQ1 (Parametric
Equalizer) and ReSampler (sample rate
converter). Other VPIs—available at
$1,750 each—include DeScratcher, De-
Crackler, DeClipper, DeBuZZ, DeMo-
torizer, Magneto (tape emulation),
FreeFilter, RepairFilter, DoubleRate
(44.1 10 88.2 and 48 to 96 kHz and vice-
versa), AnalogEQ (multiband paramet-
ric EQ with up to 192kHz processing),
FreeShaper (for creating custom noise
shaping/dithering curves), Azimuth
(tape azimuth error corrector) and De-
Es (de-esser).

Clearly the aspect that sets Au-
dioCube?-II apart from simply running
these or similar plug-ins on an existing
workstation is the absolute speed of the
DSP, thanks to the native NT processing
and the dual CPUs. Most of the VPIs run

SRM-80 SIGNAL ROUTER/MONITOR

MONITORING, MIXDOWN, AND DUBBING
HAVE NEVER BEEN THIS EASY...

in real time, and interestingly, up to six
of them can run automatically, making
“intelligent” decisions about parameters,
before you begin tweaking. For exam-
ple, as the input material plays through
the DeCrackler, the system searches
downward, seeking a workable thresh-
old where a majority of a record’s
surface noise is removed without de-
stroying the character of the original
recording. Once the program reaches
that point, of course, the user is free to
tweak at will. Using the DeNoiser, the
input material is continually analyzing
as it plays, offering dynamic—rather
than static—processing. This provides
as much as 20 dB of noise removal,
without removing early reflections or
room ambience, which can be con-
strued as noise in other programs. An-
other nice touch in most of the
restoration modules is an onscreen “au-
dition” switch that switches the play-
hack to let the user listen to that portion
of the sound that's being removed, as a
way of ensuring that processing isn't set
too high or too low.

A key to the AudioCube’-II VPIs is
that there are many applications avail-
able, focused on highly specific prob-
lems, and they are extremely easy to

The new SRM-80 Signal Router/Monitor makes mixdown
and dubbing simple. professional and affordable

It provides signal routing and monitoring for four
stereo devices (such as DAT. cassette. Mini Disc. CD-R, etc.) —

plus the main console output. Multiple copies can all be made

simultaneousiv. And that's only the beginning

of all stereo devices. MONO Sum 1o chedk for mi

Monitor using three different speaker pairs. af the same loudness

using our exclusive “set-once” level trims, Speaker button

A" switches

line-lesel for driving self-powered monitors: B and € use a high power relay

to redirect your power amp output to either of the wo pairs

There’s even a built-in high-power headphone amp
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A high resolution 80-LED meter for precise level calibration

x problems. a

DIM button 10 reduce listening levels during interruptions, and
more. All five pushbutton functions are also available remotely

on the optional SRM-R1

which includes a 10-foor cable

ey
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THE ANSWER 1S COMING.

DIGITAL AUDIO MIXING SYSTEM

o .

YAMAHA

Yamaha Corporation of America » 6600 Orangethorpe Avenue * Buena Park, CA 90620 ¢ 714-522-9000 * Yamaha PA Web Site — www.yamaha.com/proaudio
#1999 Yamaha Corporation of America, Yamaha is a registered trademark of Yamaha Corporation. www.yamaha.com
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use—a user can become an expert on
any of these VPIs in a matter of minutes.
However, these are anything but light-
weight or stripped-down applications.
As in most cases, the simple interface
hides a great deal of the complexity,
while the power is still there.

On a VPI such as the RepairFilter:
dynamic notch filter with four notch fil-
ters, plus HP and LP filters—problem
frequencies show up onscreen as
straight ~disturbance™ lines on a spec-
trum display to pinpoint what you need
to notch. Notches can be set automati-
cally or manually (user choice), but
what impressed me was the fact that the
notch depth is program-dependent, de-
pending on the amount of inherent
masking present in the audio source
material,

Designed for hum reduction, the De-
BuZZ VPI shows a problem as funda-
mental as a peak and highlights all of its
harmonics for removing AC hum or
dimmer buzz. Intended specifically for
eliminating camera and zoom motor
noise picked up from on-camera mics
on video tracks, the DeMotorizer takes
a small section of drive and zoom
motor sections, “learns™ the sound of
the noise, and applies as much as 90 dB
of attenuation,

Another VPI that takes full advan-
tage of continuously changing dynamic
processing is Azimuth, which corrects
for phase and time shifting cancella-
tions that occur from a tape head that's
out of azimuth. Here, the software au-
tomatically corrects the errors as the
audio plays, with time correction as
fine as Aw-sample increments. With au-
totracking, Azimuth can follow a “float-
ing azimuth” error, which would not be
possible with a screwdriver on the tape
machine, because the error changes
over time.

FreeFilter is a third-octave graphic
EQ with frequencies set at standard 15O
points, but it is a linear phase design,
and unlike a graphic EQ—which cre-
ates a series of boost “bumps™—it out-
puts smooth curves. A unique “learn”
section calculates difference curves be-
tween two files and can superimpose
the tonal spectrum from one file over
another file. This is especially useful in
cases such as compilation CDs, in
which the goal is achieving continuity
between files.

Perhaps one of the most useful
VPIs is DeClipper, which can take a
clipped waveform (up to 100 samples
in length) and, after lowering the gain
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Four of AudieCube’I's VP plug-ins ffrom fop):
Spectraiizer, DeClipper, Azimutf,, DeClicker.
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Millemnia Media. Inc

Pleasant Valley
530.647.0750
Fax 530.647.9921

http: //www.mil-media.com

MILLENN

Music & Media .Sys s

upsurpassed | ;
' flmC]CSS dcsagn and cx::pt:xona va]u:.

Twin Topology

Pure Class-A vacuum tube & discrete

solid state processing inone bax
> +34 dBu output headroom (VT)
Up to 500 kHz usable bandwidth
> 100 dBu S/N ratio (FET)
On'y one amplifier in the audio path
Entirely transformerless audio path
OFC and Tefion-silver wiring
Gold XLRs, relays and tube sockets
Massivelyliconstructed (25 Pounds)
Introductcry pricad

under $3000
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TECHNOLOGY SPOTLIGHT

of the overall file, can restore the
missing peaks. The program automat-
ically searches for the largest clips in a
file, displays their duration and calcu-
lates how high (in dB) the peaks
would have been. Depending on the
file, the results are quite good—cer-
tainly miles ahead of a severely
clipped playback—and just to prove it
to the user, a level change is applied
to both the original and processed
files for easy A/B comparisons.
Beyond the wealth of available
VPIs. other options for AudioCube’-I1

SCOTT HULL
mastering

Just a few of the recent
projects completed in my
new mastering room at
Classic Sound

Scott Hull

~ ASH

Classic Sound Inc.
Telephone (212) 262-3300

~ Alanis Morisette

~ Garbage

~ Indigo Girls

~ Limp Bizkit

~ Matthew Sweet

include CD-Inspector, a hardware
software system based around a Sony
CDP-D500 CD player, providing a
means for running an absolute check
of recorded CD-Rs, for block error
rate, burst error rate, non-correctible
(E32) errors, non-valid samples and
mutes. Test results can be saved and
printed—even in CD booklet for-
mat—Ilisting all verification. track
data, indices, pre-gap, emphasis flags,
[SRC codes and UPC/EAN coding.
Another “must-have” option is DDP-
Solution. a tool for transferring the
final master—including all PQ data—
to an Exabyte drive, and verifying the

classic m
sound
INC

~ Shawn Mullins
~ Steely Dan

~ Steve Smith

~ Tonic

~ Wood

~ Zap Mama

211 West 61st Street New York, NY 10023

email: scott@classicsound.com
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data after transfer.

WHAT’S NEXT

The whole point of any modular system
is the capacity for expansion and
growth. Based on the same Au-
dioCube-II hardware is the Quadriga
system (also $25,950, or $5,450 as an
upgrade to an existing AudioCube’-II
system), a specialized version for ana-
log-to-digital transfer of audio archives.
Developed with the needs of European
broadcasters in mind, Quadriga moni-
tors incoming audio data streams, rec-
ognizes errors automatically and
captures audio data stored in the EBU
Broadcast Wave file Format (BWF) to-
gether with all related meta data and
€ITor 1ePOItS.

Appealing to a large market hungry
for multichannel mastering tools. Spec-
tral Design has announced Surround-
Cube (844,450). which combines the
ease of WavelLab editing with Sur-
roundMaster software, expanding
WaveLab to 8-channel editing capacity
and real-time mastering for 5.1 DVD
or 7.1 cinema sound, and allowing CD
and DVD mastering in the same envi-
ronment. SurroundCube is based
around dual 650MHz Pentium III
CPUs, with eight channels of ADAT
Lightpipe [/O (24-bit compatible), and
an 18GB hard drive. Other standard
amenities include a SMPTE interface,
the same VPI complement as Au-
dioCube*I1, along with MultiComp.
PitchBandit, Channel EQ, Dynamics
(compressor/limiter/SoftClip/Au-
toLeveler) as well as 8-channel ver-
sions of EQ, Loudness Maximizer,
Compression, Dither and Leveler.

Although pricey (since when was
a first-class ticket ever considered
cheap?). Spectral Design’s $25,950
AudioCubeII is a powerful system
that takes the science of mastering to
a new level, providing a professional
tool set for mastering, archiving and
restoration chores. And in an era
when it’s increasingly harder to sepa-
rate the pros from the players, sys-
tems such as AudioCube’-II may be
just the ticket.

Spectral Design, distributed in North
America by Sascom Marketing, 34 Nel-
son St., Oakville, Ontario, Canada 16L
3HG6; 905/469-8080; fax 905/469-1129;
WWW.SASCON.COM Or Www.spectral-
design.com. n

Mix editor George Petersen lives with
his wife and two musical dogs in a
100-year-old house on an island in the
San Francisco Bay.
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\]M 2 O O With its completely digital operakion,q'hbtorized 60mm faders,

built-in ADAT Lightpipe™ interface, and much more, the new VM-20C is the first profession-

al mixer that's as sevvy as the res: of your digital studio. 44.1kHz CD-quality digital audio,
32-oit internal processing, dual onboard A.S.P. (Advanced Signal Processcr) multieffects
processors for instant access, easy programming, storage, and recall of settings—it's all in
there. And despite its wealth of “eatures, the VM-200 is exceptionally affcrdable and its

operatiom couldn’t be simpler. See for yourself: the YM-200 is: the brightest way to mix.

—~

The perfect

companion to

the VM-200,

the new, all-

digital VR-800

offers eight channels. of

sparkling 44.1kHz digital recording
on your choice of media.

4 Fostex Corp. of America ® 15431 Blackburn Ave. ® Norwalk, CA 90650
Tel: 562-921-1* 12 » Fax: '562-802-1964 ¢ http://www.fostex.com




FIELD TEST

MEDIAFORM CD-3706P

CD DUPLICATOR/PRINTER SYSTEM

he full name of this product

is the MediaFORM CD-3706P

Autoloading Standalone Spin-
dle-Based CD-ROM Copier and
Printing Solution, which just about
says it all. It is the latest in Media-
FORM’s 3700 Series of autoloading
duplicators, all of which are de-
signed to be easier to use than a
photocopier. With its simple one-
button user interface, the CD-3706P
achieves this aim, though you'll
have to press more than one but-
ton to access its more sophisticated
functions. The duplicator is de-
signed to be used with the optional
Printer Docking Station as a com-
plete system, but this review only
covers the duplicator section,

The CD-3706P has six CD-R dri-
ves, or bays, and an internal hard
disk drive. Optional Easi DAT and
Easi Audio interfaces are available
for direct recording from external
digital and analog sources respec-
tively. Almost all CD-ROM writing
formats are supported, including
PQ subcodes and ISRC informa-
tion, and in keeping with the one-
button directive, the CD-3706P
automatically detects the master
disc’s format. Periodic updates via
CD-ROM firmware and downloads
from the MediaFORM Web site will
be made available as new formats
are developed. Duplication speed
defaults to that of the disc drives
(in this case 8x), but 4x, 2x and a
1x “archive speed” can be selected.
Quality control is maintained using
two Compare modes: The TOC
Only mode compares the TOC of
the duplicated disc to that of the
sound image on the internal hard
drive, verifying that the correct pro-
gram has been duplicated. The Full
Compare mode runs a bit-hy-bit
comparison of the recorded discs
to the master, verifying that the du-
plication was fully successful.

HARDWARE
The MediaFORM CD-3706P mea-
sures 24x22x14-inches (HxWxD)
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and looks something like a small
display case, with large gliss doors
on the front. The six CD bays form
a short tower in the rear right cor-
ner, and a robotic x arm assembly
is located near the front of the cab-
inet. On either side of the picker
arm there are two large spindles
that hold blank and completed
discs. The minimalist user inter-
face—consisting of a numeric key-
pad, a small LCD and four buttons
—is located on the front panel
below the right door. Around back,
there is a receptacle for the AC
power cord, a voltage switch (115,
220 VAC). the on/off switch and a
fan. Various jacks for connecting
and powering the optional printer
are also located on the rear panel,
as are a SCSI port and various other
connectors, presumably used for
connecting the CD-3700P to a com-
puter and/or additional hard disks.
The optional Easi DAT digital inter-
face card was installed on our re-
view unit. along with a breakout
cable supplying AES/EBU (XLR)
and S/PDIF (RCA and Toslink)
input connectors.

MODES OF OPERATION
There are basically two duplication
modes: Relay and Copy From Hard

BY BARRY CLEVELAND

Disk. Relay mode is the simplest:
You simply put a stack of blank
CD-ROM discs onto the Input Spin-
dle, with the master disc on top,
and press the Start button. The
master disc is loaded into the up-
permost bay, its contents dre
copied onto the internal hard disk,
then it’s placed on the Accept Spin-
dle. From that point on the CD-
3700P loads blank CD-ROMs into
the drives until either they are all
duplicated. or it encounters anoth-
er master disc. In the latter case it
begins the procedure again, copy-
ing the contents of the second mas-
ter disc into the hard disk (no
matter which bay the master disc
happens to be in), and duplicating
however many blank discs are be-
tween it and the next master. Any
number of duplicates can be made
from any number of masters, with-
out having to press any additional
buttons, as long as the total is 200
or fewer.

The Copy From Hard Disk
mode is pretty self-explanatory,
though there are several duplica-
tion options available. Program
files or “images” can be recorded
directly into the hard disk in their
complete form, or tracks from
individual sources may be assem-
bled together into a new program
file. The C-3706P comes equipped
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KF700 SERIES

Never before has the audio industry so rapidly or so unanimously accepted a new product as
they have the KF700 Series. In the 6 months since it's introduction an astounding 1,600 units
have been sold, putting it on track to become one of the best-selling loudspeakers of all time.

Designers, installers, consultants and engineers from all facets of the industry have enthusiasti-
cally embraced the unique features of the Ki'700 Series. These compact, lightweight cabinets
provide exceptional sound quality, phenomenal arrayability and unbelievable SP1 for their
size. while fast, efficient rigging and truckpack save time and money. very application, from
tours to installations to special 2vents, will benefit from the cutting-edge technology and
problem-solving capabilities engineered into the KF700 Series.

If vou haven't experienced the KI'700 Series, then you haven't heard the future of audio.

Call us or visit our website 1o find out more. EW

The Laws of Physics | The Art of Listening

One Main Street, Whitinsville, MA 01588  tel: 800 992 5013 /508 234 6158  fax: 508 2348251 web: www.eaw.com
EUROPE: EAW International Ltd., tel: +44 1494 539090 fax: +44 1494 539091

FAW is the worldwide technological and market leader in the design and manufacture of high-performance, professional loudspeaker systems.
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with enough hard disk memory to
hold four simultaneously stored
image files, but can be expanded to
hold six. Each image file is stored in a
single partition on the hard disk, elim-
inating disk fragmentation problems.
Despite its apparent simplicity, the
user interface accesses and controls a
wide range of functions. The Com-
pare, Start/Yes, Stop/No and Copy
buttons are used for responding to
various prompts on the LCD, and the
numeric keys select programming op-
tions as well as enter numbers. Each

number corresponds to a particular
function, such as accessing the Copy,
Simulate (to test but not record) and
Verification modes; selecting the
audio input source; and selecting
copy speed. The numeric keypad can
also be used 1o load and unload discs
manually, which can be useful when
troubleshooting problems. Lots of spe-
cific information are displayed on the
LCD at various times, including revi-
sion number and date of current
firmware, image number and size (in
MB), creation date and time,
codes/sub-codes, and last disc status
(*Last Copy Good” or “Last Copy

AudioNetvworks

The Best Sounding
AC3 Decoding
Solutions

AudioNetworks specializes in deveioping Digital Audio
Technologies which improve sonic quality when and where
high compression and digital limitations may not be avoided,
like AC3, MP3, Voice recognition, Internet Telephony, efc...

AudioNetworks is now selling
the AudioNetworks Kairos AC3 Decoder family
with 24 bits and up to 192kHz output
for extreme quality decoding.

Available as :
Stand-alone PC software
DirectX plug-in
Sharc DSP core software (in preparation)
TDM Plug-in (in preparation)
(Encoders in Preparation)

See us at COMDEX 99 - Booth # S1874A

Contact us for more details:
AudioNetworks Switzerland
2 chemin de la Graviere
1227 Geneva - Switzerland
Ph: +41 22 823 05 65/ Fax : +41 22 342 21 20

AudioNetworks USA
Sunnyvale - CA
www.AudioNetworks.com / Info @ AudioNetworks.com
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Bad™). There is even a provision for
password protection.

A LITTLE PICK-ME-UP

I couldn’t help being impressed by the
CD-3706P’s operation. Blank CD-ROMs,
placed on the Input Spindle. are
grabbed by the robotic picker arm and
placed one by one in the CD-R drives.
Once the duplication process is com-
plete, the arm removes the CD-ROMs,
places them on the Accept Spindle, and
begins loading the next batch. If Full
Compare mode is active, defective discs
are rejected and placed away from the
good copies on a small spindle in a spe-
cial reject area. All of this takes place
with amazing speed and precision.

I duplicated multiple copies in
Relay mode, assembled a compilation
disc from multiple source masters, and
duplicated CDs from my DAT deck
using the Toslink S/PDIF connector on
the Easi DAT digital interface. In all
cases the CD-3706P performed ad-
mirably, creating duplicates that sound-
ed just like the originals, even at the 8X
copying rate. I usually had to push
more than one button, but not many
more, and I cannot imagine how a du-
plicator with this sort of power and
flexibility could possibly be any easier
to operate.

That said, I did encounter a couple
of problems when attempting to
change the duplication speed. The
manual explains how to access this fea-
ture, but doesn't tell you what to do
once you're there. I pressed the 8 but-
ton and the display said ~Write Speed:
2X, 4X, 8X?” No matter which buttons 1
pressed, no speed was selected, but the
prompt “1X Archive Speed? Yes/No™
appeared on the display. Pressing ei-
ther “yes™ or “no” put the CD-3706P
into the 1X mode, and the display read
"Max Arch Speed Selected.” These
problems are likely due to a software
bug in the review unit, rather than
being typical of all CD-3706Ps, and
should be considered as such. Other-
wise, this is a very user-friendly and re-
markable machine. Rush right out and
buy one! Retail price for the CD-3706P
is $13,995; $19,500 for the entire sys-
tem, including printer.

MediaFORM, 400 Eagleview Blvd.,
Exton, PA 19341; 610/458-9200; fax
610/458-9554; www.mediaform.com. l

Barry Cleveland is the editor of the Mix
Master Directory and the Recording
Industry Sourcebook, and plays gui-
tar in the improvisational quintet
Cloud Chamber.
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