Product Hits From AES . All Access: Tim McGraw and Faith Hill - Producer Norbert Putnam

An INTERTEC /PRIMEDIA Publication WWW. MIXONUNE.COM » U.S. $5.95 CANADA $6.95 NOVEMBER 2000

Choosing a

AUDI 0, -
ED J} JJ

. V ﬁ--'-'------------- .
; - -.---------
(o — -L-I-\-' ‘ ' -
- = -, -\-"-t-!-\-\-\- \ ! :

. | WL . ‘
: o ot |

|

ik

\_."" World Radio H|s|ory ~




www.dolby.com/pro

0O Dolby

BREAKING SOUND BARRIERS

Dolby Laboratories, Inc. » 100 Potrero Avenue, San Francisco, CA 94103-4813  Telephone 415-558-0200 ¢ Fax 415-863-1373
Wootton Bassett, Wiltshire SN4 8QJ, England * Telephonc (44) 1793-842100 ¢ Fax (44) 1793-842101 » www.dolby.com

Dolby. MLP Lossless, and the double-D symbol are trademarks of Dolby Laberatories © 2000 Dolby Laboratories. Inc. 500/13350

CIRCLE #001 ON PRODUCT INFO CARD




= Great Studios
s o Of The World

;‘""""“u ' “I have been waiting for 20 years for a console like the MT. SSL is the first to |
e R < - | combine the great sound and ease of operation from the analague world with the
capabilities of the digital world. The MT is tremendous.”

LA R AR
O

Skip Saylor, Co-owner, Skip Saylor Recording.

Skip and Lynn Saylor, co-owners,
Skip Saylor Recording.

Solid State Logic
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-mail: sales@solid-state-logic.com
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SELECTED FEATURES

= [nnovative AKG Varimotion™
technology for superb response.

» The spring steel wire-mesh caps
on the D 770 and D 880 ensure
‘%ceptional ruggedness.

» The © #40,and D 550 instrument
microphones feature an integrated
stand adapter for ease of use and
precise alignment.

= Neodymium (NdFeBr) magnet
for an extremely powerful outpu: signal.

= Exceptional performance and
studio quality at an amazing price.

= w -

D 550 D660S DIT0 D880 S

THE EMOTION-SERIES

= D 440: New instrument micro-
phone for percussive instruments,
guitar amps and wind instruments.

= D 550: New bass instrument
microphone for kick drum, tuba,
trombone, and bass amps.

= D 660 S: Price-leading, dynamic
hyper-cardioid vocal microphone.

= D 770: Exceptionally versatile
microphone for vocals and

instruments witt new, extremely
rugged spring steel wire-mesh grille.

= D 880: Super-cardioid vocal mic
with great gain-before-feedback;
new rugged steel mesh grille.

= D 880 S: Same as D 880 except
with a silent on/off switch

AKG.SOUNDS.BETTER
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~@NEARFIELD MONITOR
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EXPECTATIONS

The Proto-J compact playback monitor packs a tremendous amount of quality and features into a small package. The
extended low frequency response, controlled dispersion and dynamic character of Proto-J make it ideally suited for 5.1
format project studios. The system employs a durable 6.5” mid / bass driver and a new 3/4" high frequency, smartly
housed in a front ported reflex enclosure. Each cabinet employs integral threaded inserts on the rear of the cabinet
(Omni®50 Series spacing) for ease of installation and surround system alignment. Best of all - they're truly affordable!

Tannoy/TGI North America Inc. 300 Gage Ave., Suite #1 Kitchenar, ON Canada N2M 2C8
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Integrated Surround Mixing
Edit, process and deliver multiple formats simultaneously

New Creativity and Editing Tools
Enhanced MIDI, automatic beat detection and single-click navigation
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Total Session Portability
Take Pro Tools" sessions between studios and keep all data intact

More Processing Power and Flexibility
Host processing on TDM systems plus improved DSP efficiency

E xpanded Control Surface Options
More ProControl ™ channels and new dedicated edit controller
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FROM THE EDITOR

INNOVATION IN EDUCATION

Perhaps it's a natural progression, but a sizable percentage of people working in
audio began their sonic journeys with musical training. Unfortunately, cutbacks
in public school funding for the arts comes at a point when kids are increasing-
ly drawn to non-musical, afterschool activities. There’s a good dose of reality
here—does practicing violin or clarinet scales really compare with playing video
games or surfing the Web on a rainy afternoon?

Dealing with budget issues and indifference to traditional music programs
presents a formidable challenge for educators today. However, with some
community support, a number of public schools in neglected urban environ-
ments have succeeded with innovative approaches to music education. Faced
with dwindling attendance, low test scores, parental apathy and a lack of
school pride, these educators have improved overall performance by empha-
sizing the arts.

Two years ago, Larry Cocco at Henry Snyder High School in Jersey City, N.J.,
developed a Media Arts High Tech Program, offering students the chance to cre-
ate and broadcast their own TV and radio shows, produce music CDs, design
computer animation and author Web pages. The program’s ability to reach and
inspire students who do not respond well to traditional academic programs has
proven itself, and the community has been supportive, with MAHTP's new on-
campus 12,000-square-foot digital television/radio/Internet/multimedia facility
going online earlier this year.

Three years ago at Hillsboro School in rural Lieper’s Fork, Tenn., local par-
ent/entrepreneur/hobbyist musician/Mix reader Aubrey Preston met with
school officials and offered a bold proposal: to turn the school into a music,
technology and arts-based curriculum, where putting the K-8 kids onstage is a
daily occurrence. A radical part of the plan was giving kids a voice in what kind
of music and instruments they learned. No surprise, they picked the pop/rock
music they listened to rather than Strauss or Souza.

The path to developing this “Kids on Stage” program wasn't easy, requir-
ing community fundraising, donated equipment from several manufacturers
(including Mackie and Epiphone) and talking the local establishment into try-
ing something new.

Today, what was once a run-down school has become the pride of the com-
munity: No graffiti. No litter. No vandalism. The KOS program is fun and keeps
kids on track: Bad grades in core subjects and students are out of the band. So
test scores are up, and local property values have soared, as newcomers move
into the area to get their children into Hillsboro. Meanwhile, a neighboring com-
munity is now building a KOS-themed middle school from the ground up.

There are probably a hundred Mix readers like Larry Cocco or Aubrey
Preston and millions of kids who can benefit from a successful formula like
KOS. Manufacturers—look around and find that school or program that could
use a couple pieces of discontinued gear or B-stock. And if you'’re an engineer,
producer, tech or studio owner, see if you can take a little time out to give
something back to the industry. Sometimes a little effort can go a long way, and
one individual can make a difference.

Make an investment in our future.

George Petersen

Subscriber Privacy Notification:

MIX magazine is affiliated with e o e iber list available to

BPA  spAns

will be pleased to respect your wishes.

companies that offer products and services that may mterest you.
Any subscriber who does not want to receive mailings from third-
party companies should contact the subscriber service depart-
ment at 800/532-8190 (U.S.), 740/389-6720 (outside U.S.), and we
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Even among professional CD
recorders, the Sony CDR-W33
and CDR-W66 stand apart.
Three DSP functions fine-tune
your sources.” There’s a limiter
with adjustable ratio. A 3-band
EQ. And Super Bit Mapping®
circuitry that captures near 20-bit
quality on industry-standard 16-bit
compact discs. Conveniences
include wired or wireless remote
operation and even a PC keyboard
input for CD TEXT" entry. Sony's
24-bit A/D and D/A converters
help maintain resolution.

The CDR-W33 uses standard
unbalanced analog audio, SPDIF
and optical digital 1/O.
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The CDR-W66 (not shown) adds
balanced XLR analog and AES/EBU
digital I/O plus 2X speed duplication
with a second CDR-Wé66.

The Sony CDR-W33 and CDR-W66
deliver the design and operational
capabilities that professional
applications require. And you
get every last bit of performance
withour spending your every last
dime. To find out more, call
1-800-472-SONY, ext. CDR.

“ Analog sources only on CDR-W33.

SONY.

1-800-472-SONY =xi. CDR
wwwsony.comlpmaudlo

©200C Sony Electronics Inc. AH sights reserved. Reproduction In whole or in part without written permission is prohibited.
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LETTERS TO MIX

FEEDBACK

THINK BEFORE YOU BUILD

Thanks for the article “Building Your
System” in the July 2000 issue. Since
you recommended Digidesign’s Digi001
for lower-budget studios, there’s a major
shortcoming of the system that I'd like
to share with readers who are setting up
their own project studios.

The Windows version of Pro Tools
LE is incompatible with the rest of the
Pro Tools product line. It can’t read files
created on any TDM version of Pro
Tools. Nor can any TDM version open
up Windows Pro Tools LE sessions. As
powerful as the software is, this serious-
ly reduces its value.

Let’s say you work in a recording stu-
dio, and Client A has the studio booked.
Want to take home the session you’ve
begun with Client B, do some rough
mixes on Pro Tools LE for Windows,
and bring them back? No can do.

Let’s say you’re me, the keyboard
player in House of Usher. You and the
guys in the band bought two brand-new
Windows 98 systems and a brand-new
Mac G4, each with a Digi001 interface.
Want to share files back and forth, each
adding overdubs on a different track on
your own time? Wrong again.

Digidesign does suggest a crude
workaround: Export your session with
each track as a single, continuous .WAV
or .AlFF file that can then be imported
into another Pro Tools platform. As I see
it, there are two big down sides: any
mix, mix group, effects, locate points,
etc. are lost; and depending on how you
work, you may wind up with enormous
WAV files padded with 0s just so you
can have that drum loop drop in during
the fade-out of your track. While it will
work, this solution sounds pretty lame
to me.

Richard Kaczynski

Troy, Mich.

Let me begin by addpressing the idea be-
bind the “Building Your System” article.
The article was written as a personal
“wish list,” if you will, of products that
Roger Maycock, Randy Alberts and 1
would consider purchasing. The idea
was to give the reader some ideas and to
get you thinking. That said, I'm a Mac
guy through and through, and thus 1

10 MIX, NOVEMBER 2000

based my DAW purchases accordingly.

You do, however, bring up some very
interesting concerns regarding Pro Tools
LE for Windows and cross-platform
compatibility. I contacted Digidesign,
and they concede that P-T LE 5.0.1 does
not support MacOpener, which is re-
quired to mount Mac-based HFS and
HFS+ drives on a PC and share files ac-
cordingly. This is something that Digi
Dlans to bave cleared up with the 5.1 re-
lease. As far as sharing files between
Windows-based TDM and LE systems,
Digi insists that the two systems are com-
patible if, and only if, a FAT 16 drive is
used. I bope this belps and good luck.

Robert Hanson

Editorial Assistant, Mix

MORE THAN ONE DRUMMER

I read your “Classic Tracks” article on
Boston’s “More Than a Feeling” in the
September issue with great interest, be-
ing a fan of the first album and the
band. However—and not to nit-pick
here—I would like to point out that
even though Sib Hashian was brought
onboard around 1975 as the live drum-
mer, the picture you included on page
194 actually is of a later version of the
group, which featured Doug Huffman
on drums. Huffman joined the band in
1987. 1 do not claim to be an expert on
Boston, but I have worked with Doug
here in my studio in the hills of
Arkansas, and I know that Doug always
plays barefooted (as in the picture). Just
trying to set the record straight.

Bob Ketchum
Cedar Crest Studio

NAPSTERING REVISITED

This is regarding Paul D. Lehrman’s
October 2000 Insider Audio Column,
“Caught Napstering.” A crucial point that
Lehrman and others seem to overlook
frequently in the Napster/MP3 debate is
that this issue affects people other than
just recording artists and record labels.
Songwriters (many of whom are not
recording artists) and publishers (many
of which are not monolithic record com-
panies) stand to lose serious money
from digital theft, unless some method
of fair compensation is put into practice.
Every time a college kid downloads a

song from someone else’s computer us-
ing Napster, that student has stolen a
piece of intellectual property. He has not
borrowed it from a library (or a friend)
with the promise to return it. He has not
copied it from a CD that he has already
purchased. He has not taped it off the
broadcast airwaves. He has stolen it,
plain and simple. And, by doing so, he
has deprived a songwriter (or two, or
three) and a publisher (or two, or three)
of income, regardless how small, that
was legally owed them.

I appreciate the fact that the technol-
ogy genie cannot be put back in the
bottle. Artists, writers, record companies
and publishers are all going to have to
learn to accept and deal with the ever-
changing landscape that is the music
business. And I have no problem with
the legitimate concept of “fair use.” But
stealing music via Napster is not “fair
use” as Lehrman implies. He also makes
a huge false assumption when he sup-
poses that only recording artists and
their record labels are in this particular
fight. Those of us who write music for a
living, and who depend on the sale of
other people’s products (and the subse-
quent collection and disbursement of
royalties), have a great deal of genuine
concem about this issue.

Robert Sterling

Franklin, Tenn.

PREVENTING RSI
Regarding Paul Lehrman’s Insider Audio
columns on avoiding RSI (July and Au-
gust 2000 issues), one of the best things
that I have done is get a Wacom tablet
for stylus input (12x18 inches). It is so
natural and relaxing to hold it, not to
mention fluid motion and high resolu-
tion. I would not consider using a
mouse for any length of time ever again.

I still leave the mouse plugged in,
and because of USB, I could also add a
trackball for more variety.

Chris Adams

Via e-mail

Send Feedback to Mix
via e-mail
mixeditorial@intertec.com.
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CURRENT

MIKE PATTEN, 1947-2000

Mike Patten, co-founder, chief technol-
ogy officer and chairman of Graham-
Patten Systems, died from a stroke at
the age of 53. Patten was the principal
design engineer and architect for the
company's ESAM and D/ESAM edit
suite audio mixers.

After receiving a Bachelor of Science
degree from the University of Birming-
ham, Patten joined Standard Telecom-
munications Laboratories and assisted in
the development of the first high-fidelity
audio digitizers. Patten left STL and
joined Grass Valley Group in 1975,
where he contributed to the design of
video production switchers and digital
video effects systems. He helped form
Graham-Patten Systems, an audio
mixer-based business, in 1980, and in
1991, The Academy of Television Arts
and Sciences recognized Patten with a
Technical Emmy award for the compa-
ny’s D/ESAM product.

Howard Mullinack, CEO and presi-
dent of Graham-Patten Systems, says,
“He was a brilliant engineer and a great
friend, liked and admired by everyone
with whom he came in contact.”

COURT ORDERS MP3.COM

TO PAY DAMAGES

A federal district court in Manhattan
ruled in September that MP3.com will-
fully infringed on copyrights held by
Universal Music Group and ordered the
company to pay up to $250 million in
damages. MP3.com plans to appeal the
ruling.

Judge Jed S. Rakoff said MP3.com
must pay $25,000 for each Universal CD
accessed by the online service, My
.MP3.com. This service allows a user to
upload a CD into an online locker after
indicating that they own it. The user can
then listen to the stored music via a
computer or other digital devices.

“We built technology that lets peo-
ple listen to their own CD collections,”
says Michael Robertson, MP3.com’s
chief executive. “We think the law
needs to accommodate consumers’
need to listen to their own CD collec-
tions online in a digital form.”

However, Judge Rakoff argued that
Internet technology is not immune to
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copyright laws. “{Internet companies]
need to understand that the law’s do-
main knows no such limits.”

The ruling comes after MP3.com
reached agreements with Sony Music,
Time Warner, EMI Group and Bertels-
mann AG earlier this year, though the
settlement amounts were not disclosed.

This month, the court will determine
the number of CDs involved. Universal
has said 5,000 to 10,000 copyrights are
at issue; MP3.com has set the number at
4,740.

FAIRLIGHT, SOUNDTRACS

REACH AGREEMENT

Soundtracs and Fairlight USA have an-
nounced an exclusive distribution deal,
whereby Fairlight will be the sole seller
and supporter for Soundtracs digital
consoles in the United States.

Soundtracs’ “increased commitment. ..
is reinforced by our joint distribution
venture with Fairlight USA,” says Todd
Wells, CEO of Soundtracs.

According to John Lancken, senior
VP at Fairlight USA, the Soundtracs
product line fits neatly into Fairlight’s
current U.S. sales and marketing infra-
structure.

For further information, visit www,
soundtracs.com or www.fairlightusa
.com.

AAC CODING AGREEMENT

Dolby Laboratories announced that Ber-
telsmann Music Group (BMG) and Uni-
versal Music Group are using the
Advanced Audio Coding compression
standard for digital music delivery.

AAC is the latest audio codec stan-
dardized by the International Organiza-
tion for Standardization (I0S) as part of
an MPEG specification. Compared to an
MP3, AAC is said to provide higher-
quality audio but requires less storage
space and bandwidth.

AAC is also used with Digital Rights
Management technologies to control the
unrestricted copying and distribution of
music.

TIMELINE DROPS SYNC PRODUCTS
TimeLine Vista, makers of MicroLynx
and Lynx, announced that it is discon-
tinuing the current line of synchroniza-

tion products and related technical sup-
port. The affected products include the
MicroLynx, MicroLynx option cards,
Lynx-2, Keyboard Control Unit, System
Supervisor, Console Control Unit and
Remote Motion Controller.

Michael Newman, director of mar-
keting, says that the featwre sets no
longer meet the needs of current digital
production environments. The compa-
ny’s Web site, www.timelinevista.com,
will include a bulletin board service so
customers can exchange information
about the discontinued products. The
company is now working on a new
synchronizer, TL-Sync, which will be
distributed by Tascam.

For more information, visit www.
timelinevista.com.

SONIC FOUNDRY ACQUIRES
INTERNATIONAL IMAGE

Sonic Foundry Inc. announced that its
acquisition of Toronto-based Interna-
tional Image is complete, and the of-
fices and functions of Sonic Foundry’s
two Santa Monica locations have been
combined.

According to chairman and CEO of
Sonic Foundry, Rimas Buinevicius, the
acquisition will create a media and Inter-
net infrastructure so that “our customers
will now have a single source that pro-
vides total solutions in what has been an
extremely fragmented marketplace.”

For more information, visit www.
sonicfoundry.com or www.international
image.com.

LUCID, WAVEFRAME AGREEMENT
Lucid and WaveFrame have entered
into a partnership to distribute the Lucid
line of 1/O converters with Wave-
Frame/7 and FrameWorks/DX digital
audio workstations. WaveFrame dealers
will offer Lucid’s ADA 8824 1/O for use
with WaveFrame’s 16-channel optical
1/0. Lucid converters will be available
for WaveFrame/7 when it is released
this month.

For more information, visit www.lucid
audio.com or www.waveframe.com.

SURFING THE WEB
Hafler, makers of amplifiers and moni-
—CONTINUED ON PAGE 16



CAPTURE THE DETAIL OF THE MOMENT

Whether it's a huge explosion or the tinkle of shattered glass. no other microphone captures
the essence of an event like a Neumann. That's why the major studios rely on Neumann
mics for every phase of production: from foley to music scoring, from dialog to the soundtrack

album. When you need to start with real. start with Neumann.

/- Neumann/USA
The M 149 Tube

Telephone: 860.434.5220 » Fax: 860.434.3148 e |n Canada: 514-426-3013. Fax: 514-426-3953  www.neumannusa.com
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dbx® the Standard in Professional Signal Processing

CIRCLE #007 ON PRODUCT INFO CARD




= e ———— T
dd L T -
%25 20 15 9 g 8- R T —— : . :
e 5 LR : e — < —_
GAIN REDUCTION 4g -+ PR — s - 2 ==
“© THRESHOLD Digitsl 4BFS 43 9 112 < A Wi LI | ; = g N 1
5 ™ 12 sNg

It’s Time to Change
the Channel...

In the digital world, you're only as good as your weakest link or channel. So, why settle
for any less than the warmth and integrity offered by the new dbx 376 Tube
Preamp Channel Strip with 96k Digital Outs? For more than 25 years
dbx has been setting the standard, and the 376 is the culmination of those years of
innovative success.

With a feature list that includes a vacuum tube preamp section, three-band para-
metric EQ, compressor and the real kickers: built-in De-Essing and AES/EBU and S/PDIF
digital outputs, make the 376 an all inclusive Channel Strip toolbox that's just as much at
home in a conventional analog mixer application as it is in a state-of-the art digital work-
station. With the 376 you can bypass the mixer all together, while producing warm and
rich tube mic preamp tones in the digital domain by using dbx™s proprietary Type IV™
A/D conversion system. Stop by your local authorized dbx dealer and tune into all that

is available on the next channel.

* Tube microphone pre-amp * Selectable dither and

* De-Esser noise-shaping algorithm o
* 3-Band Equalizer * Selectable sampling rates

+ dbx® Compressor (96, 88.2, 48, 44.1kHz)

* Type IV™ conversion system + 24,20 and 16 bit wordlengths

« AES/EBU and S/PDIF digital * Word clock sync input and PROFESSIONAL PRODUCTS

outputs output
* Front panel instrument input * Selectable mic/line switch -
* +48 Volt phantom power * 20 dB pad Il A Harman International Company

For information call: 1-800-777-1363 ¢ Harman Music Group ® 8760 South Sandy Parkway * Sandy, Utah 84070 e www.dbxpro.com
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WORLD AUDIO NEWS

INDUSTRY NOTES |

The Society of Broadcast Engineers
(Indianapolis) awarded Fred Baum-
gartner, James T. Bernier, Jr. and Ed-
ward J. Miller a membership grade
of Fellow in the Society...AKG
Acoustics (Nashville) announced nu-
merous appointments: Kevin Mad-
den Eastern regional sales manager;
Tom Stotler Central regional sales
manager; Doug Kittle Western re-
gional sales manager; Cindy Carroll
Eastern sales administrator; Sara An-
derson Central sales administrator;
and Christi Heard Western sales ad-
ministrator...Recording school SAE
(New York) announced the ap-
pointment of Udo Hopenworth as
VP SAE USA NY and director of SAE
Institute in New York...Lightfactor
Sales (Middlesex, UK) will now be
the distributor for Apogee Sound
(Petaluma, CA), and KEM Electron-
ics (Athens, Greece) will be the sole
distributor in Greece. In other com-
pany news, Nissa Hess is the new
national sales coordinator, and Doug
McCombs was added to customer
service...Retired General Dennis J.
Reimer was elected to DRS Tech-
nologies’ (Parsippany, NJ) board of
directors...Ron Bradshaw joined
Symetrix in the newly created
position of product development
manager...Furman (Petaluma, CA)
announced new management addi-
tions: Margarita Gorokhovsky, VP of
operations; Steve Rose, VP of mar-
keting and international affairs; and
Bruce Seifried, director of new mar-
ket development. Furman also
named Pacific Systems Group (Tor-
rance, CA), Burhans and Burhans
(Crystal City, MO) and Metro North
(Edison, NJ) to the newly formed
rep council...BGW (Hawthome, CA)
welcomed Steve Lyle, new chief en-
gineer, to its family...Group One
(Farmingdale, NY) expands with the
appointments of Michael Puehse as
display market manager for lighting
division, Jimmy Kawalek to market
development manager of Western
audio division, Brian Quinn to oper-
ations manager for audio and light-
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ing divisions, and Kevin Gibbons as
primary contact for customer service
for audio division...Rick Cannata
joins Fostex (Norwalk, CA) as pro
products manager...iZ Technology
(Burnaby, BC), inventor and manu-
facturer of RADAR hard disk re-
corders, introduced a support and
service hotline at 800/776-1356. The
company is also now the sole dis-
tributor of RADAR products. .. Philip
N. Sanders, principal consultant,
Jason R. Duty, principal consultant,
Brian M. Brustad, senior consultant,
join design firm Charles M. Salter As-
sociates, Inc. (San Francisco)...
Crown Audio (Elkhart, IN) present-
ed David Glass, field service special-
ist, and Leslie Kruse, domestic sales
agent, with awards for Technical
Support Employee of the Year and
Sales Administration Employee of
the Year, respectively...Atlas Sound
(Phoenix) is joined by Steven
Young, new director of marketing
and technical sales for the compa-
ny’s domestic and professional divi-
sions...Maxwell (Fair Lawn, NJ)
announced the appointments of
Pamela Barber district sales manager
for Florida and Brian Cox sales rep-
resentative for professional blank
media products in Michigan, Indiana
and Ohio...Post Perfect (New York)
president Dean Winkler announced
his resignation, and co-founder
Patrick Howley assumed the role of
general manager...McKay Conant
Brooks Inc. (Westlake Village, CA)
hired Kyle Ridenour as a media sys-
tem design consultant...GLW (Nash-
ville), makers of Harrison consoles,
moved its offices to 1024 Firestone
Parkway, Lavergne, TN 37068; 615/
641-7200; fax 615/641-7224... Mega-
trax Production Music (North Holly-
wood, CA) promoted Leisa Korn to
the newly created position of direc-
tor of publishing and administra-
tion...Nexo (San Rafael, CA) has
moved its office and warehouse to
2165 Francisco Boulevard E, Suite
E2, San Rafael, CA 94901; 415/482-
6600; fax 415/482-6110. |

—FROM PAGE 12, CURRENT
tors, introduces a new component to its
Web site, www.hafler.com. The Web
site now supports 360-degree views of
the company’s product line.

QSC amplifier owners can now
order products at the company’s online
store at www.qscstore.com. The online
order center allows customers to access
descriptions and photos of signal
processor modules, bus card adapters,
and input and output transformers.
Symetrix also added an online store to
its Web site at www symetrixaudio.com.
Los Angeles-based Apogee added an
online store to its redesigned Web site
at www.apogeedigital.com/store.

A new database was added to Line
6’s Web site, www.line6.com. The
browser, FAQTRAQ, guides users to in-
formation about the company’s gear.
dbx DriveRack users can now access in-
formation about the product line on a
dedicated Web site, www.driverack
.com.

Skokie, Ill.-based MacPherson has a
redesigned Web site at www.macpher-
son-inc.com.

WORKSHOPS AND CONFERENCES
Sonic Solutions is in the midst of its 42-
city seminar series, “eDVD—Making
DVD and the Internet Work for You.”
The seminar began in September and
will run through December in cities
worldwide. To find a seminar near you,
visit www .sonic.com or e-mail the sem-
inar coordinator at dvdseminar@sonic
.com.

ATR Service Company will offer in-
depth analog alignment seminars on
March 9, June 11 and October 15 of
2001. The series will cover issues about
recorder alignment procedures, includ-
ing the fundamentals, choice of tape
format, tape formulation, tape speed
and use of noise reduction. For more
information, call ATR at 717/852-7700.

CORRECTION

The September “What’s New in Plug-
Ins?” feature listed incorrect prices for
the Antares Microphone Modeler, The
TDM version is $599; VST, RTAS and
MAS versions are $399; and the DirectX
version is $299. In addition, the Antares
Web site was listed incorrectly. The cor-
rect URL is www.antarestech.com. W

CHECK OUT THIS MONTH’S
MIX ONLINE!
http://www.mixonline.com
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“REASONS NOT T0 BUY
A MACKIE D8B...ZERO.”

—Roger Nichols, E) Magarzine

PLUS 3 MOREREASONS TOGOFORIT.

FREE UPGRADE!
NEW 0S 3.0 ADDS
OVER 30 NEW FEATURES!

Our Programming Department has been chugging the double
lattés to create Mackie Realtime 0S™ Version 3.0, packed with
more new features and enhancements than you can shake a mouse at.
Here’s just part of what 3.0 adds to the already amazing D8B.

€ DSP PLUG-INS!

Antares® Auto-Tune for the D8B uses
advanced DSP algarithms to detect the incom-
ing pitch of a voice or solo instrunient as

it's being tracked and instantly pitch-correct
it without introducing distortion or artifacts.
Fully automatable.

* New key (sidechain) inputs for all 48 onboard dynamic
processors featuring soft knee architecture and single band
20-20k parametric EQ for frequency dependent processing such
as de-essing

* 3rd-party plug-ins via our new UFX card. Up to |6 simultane-
ous plug-ins on the first 48 channels, pre or pest DSP, pre-fader
via up to 4 UFX cards. Each plug-in is available twice —
once when tracking, and again at mixdown!

* Multiple Undo List — 999 levels!

* New Snapshot libraries.

* Externally or internally accessible inserts across
Mains and Buses plus channel inserts pre and pcst DSP

* Updated GULI including 48-channel fader bank view screen.

* Time Offset (delay) adds a delay of up to 999 samples
to the signal at the pre-DSP (dynamics / EQ ) paint in the
signal path.

* New surround capabilities including depth-of-center
control (LCR mixing with divergence), multiple surround panner
window, individual LFE channel level control.

* Multiple direct outs per channel.

* Optional level to tape fader control.

* Assignable, bidirectional MIDI control of all parameters.

* Cross patching allows substitution of channels between
various banks.

Massenburg Parametric EQ. MDW
12 hiigh-Resclution Parametric Equalizer
plug-in from Grammy-winning engineer/
producer George Massenburg. Mono/stereo EQ
at 96kHz sample rate for unprecedented clarity
and high frequency smoothness.

Drawmer offers two dynamics packages for
the D8B: ADXI100 ircludes their industry stan-
dard frequency conscious gating, plus compres-
sion and himiting; ADX200 adds variable “Peak
Punch™ and further Drawmer innovations.

IVL Technologies® VocalStudio
provides real time vocal coubling, multi-part
harmonies ana pitch correction in an easy-to-
use inzerface. A free demo is built-into the
Digital 8 «Bus. Just add a second MFX card

to own this innovative plug-in from a world
leader in vocal processing.

TC Electronic Reverb (bundled with
the D8B UFX card) provides Reverb | and
Reverb 2 algorithms from the renowned TC

B  Ficctronic M2000 Stugio Effects Processor. TC

The list of top engineers and producers who use the award- t.C. electronlc FX upgrade package contains an expanded
winning Mackie Digital 8 ® Bus is growing daily. For infy on DORRPI PO <ct of M2000 reverbs plus Delay, Chorus, and
the D8B, new UFX and Optical * 8 cards, 3rd-party plug-ins ‘8 : e Pitch. TC 2000 adds the TC M2000’s Reverb 3,
and how D8B owners can get their free 05 upgrade, visit — de-essing, tremolo, phasing, and panning.

www.mackie.com or call your local D8B dealer. \
L ] m € [S80TEE AYARD
WINNER! ©

Normally we don't name (ompeutors in our ads. But in this case, Mix Magazine
published the other nominees for the 999 TEC Award for Outstanding Technical

/
. L
p/gfé / 4)/41 éam é Achievement in Small Format Consoles: Allen & Heath’s GS-3000, Digidesign's

ProControl, Panasonic’s WR-DAT, Spirit’s Digital 328 and Yamaha'’s 0IV.

» hanks to all who hel in this prestigi !
www.mackie.com - 800/258-6883 Thanks to all who helped us win this prestigious award
CIRCLE #008 ON PRODUCT INFO CARO




[HE FAST LANE

TEN YEARS AFTER...

In 15 years with Mix, Stephen
St.Croix has never missed a
month in the Fast Lane. But the
Rumanian gymnastics team called
from Sydney, and Stephen was
soon on a plane to another time
zone. So, we bring you Fast Lane
Classic. Ten years ago, Stephen
penned a two-part series on file
format interchange, proving once
again that, no matter what you
might think of his opinions, he is
often way ahead of his time.
What follows could have been
written yesterday.

—The Editors

|

kay, now, what if we all—
@ that is, if everyone on the

entire planet—could actual-
ly get together and come up with a
standardized protocol for telecom-
munication by voice? Just think
about it. The voice part is pretty
easy: Just keep it analog and only
go digital within your own closed
subsystems.

It’s the hand-off and manage-
ment of the routing that’s the prob-
lem. We would need one standard
set of voltages (or agreed-upon
translators) with compatible hard-
ware, routing designs and key sig-
nals across the world! Why, people
in Kuala Lumpur could actually
pick up a phone and dial you up
in New York or LA, and without
too much trouble, talk to you!

Just imagine. A standardized for-
mat. What a concept. People and
companies all over the world
working together to improve the
state of communication of man.

No, wait a minute...We already
bave that. Sorry. Yes, now that I
think about it, there already is a
kind of worldwide standard in ef-
fect. And what’s more, it basically
works.

Today I can drive along the
back roads in the woods of Mary-
land, feel the urge to get into some
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serious trouble, push a couple of
buttons on the dashboard, speak
into the visor and find out that the
project going on in L.A. or Ger-
many has totally fallen apart since
I left there three days ago, and they
need me back instantly.

A worldwide network of coop-
erating companies and govern-
ments waiting 24 hours a day to
help me get depressed...and it
works. Of course, it is also pretty
nice when you can reach out and
wake up someone you miss from
six kilomiles away.

Okay, okay, so we already have
that. Well, what about, let’s see
now...pictures?

Yeah, that’s it, pictures on the
same existing phone system. If I
miss my woman while I'm on the

road, I can call her and tell her, but
if T miss her too much to explain
on the phone, I can send her pic-
tures and technical diagrams show-
ing exactly how badly I miss her.

And some people can even do
all of this from their cars. (I refuse
to have a fax in any of my land
vehicles.)

So what do we have here? A
standardized telecommunication
system with nearly invisible format

BY STEPHEN ST.CROIX

and protocol translation where
needed, in use, now, here on
Earth. Fine.

What else? You can drive from
the East Coast of the United States
to the West Coast and be relatively
assured that you can go up to the
nearest fossil fuel dispensing sta-
tion anywhere on the way, and the
nozzle will fit your machine’s input
port.

Sometimes the level of cooper-
ation between people is inspira-
tional (or at least relational).

Let’s bring this a bit closer to
home. You can take a 24-track ana-
log tape from Fred’s Music Empo-
rium in New Orleans to Electric
Lady in New York, and if Fred
properly uses a good calibration
tape, then it will actually play.

Or this: A DAT’s a DAT, of
course, of course, unless that DAT
is being forced to play on a dirty
head. Standardization again. Com-
petitors (in this case, some serious
arch-enemies) got together and
hammered out a standard so it
could at least get started, right or
wrong. Copy-code stupidity tried to
kill the entire concept, and time
will tell if it did (but that's another
story).

CDs (and other government bond
investments), AES/EBU, S-PDIF,



hard disk recording

midi sequencing
audio interfaces
midi interfaces
sync
plug-ins
virtual instruments
midi system management
automated control surface integration
the most complete integrated system available

MOTU

motu.com
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SDIF-2, 110 VAC, 220 VAC, +24 dBm, -10,
even MIDI (sorta): successful standardiza-
tions, all done for the betterment of hu-
mans. (Or was it the almighty buck?)
Who cares what the reason was, just so
they work?

Now, boys and girls, we leave that
old, familiar physical world and enter
the scary, powerful realm of the virtual
digital environment. We have to. How
else can we get the type of work that
needs to be done today accomplished
in the little time that we have to do it?

So we all buy digital editors and
disk-based recorders. We buy the ones
that best fit our needs (though some
will buy the ones that best fit the plans
of the salesperson or reps). In any case,
it is remotely possible that we might not
all end up with the same machines.
Hard to believe, but true.

We do, however, all share a couple
of key views. We all got into this for the
advantages of living in the digital (and
more so, daily), virtual world. We all
want to convert sound to a stream of bi-
nary numbers as soon as possible and
preferably never leave that world, all
the way to the end-consumer product.
We want to do all our editing, mixing,
EQ, compression, limiting, reverb, time
fitting, conforming, looping in the mys-
tical digital domain.

This quantum leap in recording
technology carries with it inevitable
new standards: 44.1, 32, 48, RS-422
transport protocol. You know, the kind
of standards that make our jobs and our
lives a little more rational, a bit easier.

Simple, basic standards, the bare
minimum, like, let’s say, being able to
transfer sound files from one company’s
machine to another’s. Like that time a
few months ago when I wanted to take
a file out of an AMS AudioFile and put
it into a WaveFrame.

Let’s see, now. Exactly, how did I do
that? Well, first I...No, that’s not it. Oh,
yes, L...No, that didn’t work either...
Now I remember; I didn’t do it at all. Tt
couldn’t be done. T abandoned the file
and started over.

Now that’s definitely what standard-
ization is all about.

Sometimes it takes a little naive
voice in the wind to start the unrest
needed to force manufacturers to over-
come their insane paranoia and grow
the hell up!

Yes, I know that nobody wants to be
the first to reveal the wonderful, magical
secrets of their internal file management.
And I know that nobody else wants to
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change theirs to adapt. The problems
are insurmountable. The conceptual and
logistical incompatibilities are beyond
the scope of mere morntals to resolve.

Yes, yes, manufacturers, I hear you! |
am one myself.

Why should you share with your
competition, or as some of you seem to
see it, your enemies? Or, how about this
one: Once you get 'em hooked, why let
them go when you can keep them
locked into your system? The answer is,
if not for the betterment of mankind, for
the bucks.

then at least give us
serious compatibility,
or even realistic

compatibili ty with file

edit information.
Don’t tell me you can’t
lo it, or that you can,
but the other guy won't

cooperate. Just do it!

Compatibility is crucial for the health
of the digital recording/editing market.
Customers will actually be more willing
to take a chance and try out your new
digital Wazoo 700 workstation if the
most they can lose on a bad purchase
decision is time and money, but not the
actual work they've done on it.

Yes, your machines are really cool,
but they are nowhere near as important
to me as the work I have done on
them. Hear me now and believe me
later. I know. I hear the customers. I am
one myself!

If not standardization, then at least
give us serious compatibility, or even
realistic compatibility with file format
converter utility programs that preserve
edit information. Don't tell me you can'’t
do it, or that you can, but the other guy
won't cooperate. Just do it!

As a customer, I don't give a damn
how many phone calls and meetings
(or how many R&D hours) it takes to

get this to happen. I do, on the other
hand, feel a growing resentment that
you expect me to give you large
amounts of money to get into one of
your machines, and actually give up the
hard-earned compatibility I enjoyed in
the analog days.

As a manufacturer and designer of
such machines, I cannot be dismissed
as being so naive that I don’t grasp the
problems in attempting this type of
standardization or even compatibility.

The end-users need this, and per-
haps my little voice in the wind, made a
bit louder with all this ink, can help.

About a year ago, [ was invited to
host a shootout of the then major players
in the digital “workstation” arena. Inter-
estingly, they did all manage to agree ve-
hemently on one, and only one, point:
That they would not agree on a standard
in the foreseeable future. Nice, huh?

Be aware there is a currently active
dialog among several of these manufac-
turers on the subject of attempting to ar-
rive at some sort of bridging file transfer
concept. This would be based on the
Exabyte 8mm tape cartridge system cur-
rently used for archiving and backup.

Let’s see. I am hoping for some re-
sults on this at the SPARS shootout on
May 19 in Nashville. I will be there, and
I will let you know.

Open Message to Manufacturers: Hi.
If you do it, 7 will. If you don’t do it, I
will anyway.

Editor’s note: And be did...read on.

Hello, boys and girls. If you will
think back to last month, you will re-
member that our hero, the recording in-
dustry, was left poised on the edge of
disaster—the very event was the hori-
zon of the black hole of standardiza-
tion. It was then that I promised to
report on the SPARS shootout on May
19 in Nashville.

WARNING ONE

Warning, Warning, Warning. Another
automotive analogy is approaching out
of the east.

If your digital disk recorder/editor
hits a brick wall at 55 miles per hour,
you can get it fixed or even replaced.
Pretty much the same thing as when
your car crashes.

It's the data in your machine (or the
passengers in your car) that you can'’t
afford to lose.

Let’s see now. You can back up the
data in your recorder, and you can
airbag the passengers in your car. Both
of these moves are meant to ensure sur-
vival of what is important: the software
(or firmware if the passengers go to the



MX-2424 24-TRACK 24-BIT HARD DISK RECORDER/EDITOR
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Record 24 tracks of 24-bit audio’. Edit from the
front panel or on your computer. Interface with
your DAW system. Backup to your favorite media.
Make records. Be famous. Have fun.

With the TASCAM MX-2424" 24-Track Hard
Disk Recorder/Editor, you might get more than
you expected. Though it’s hard to imagine
getting much more from a recording system.
Any system.

Start with 24 tracks of 24-bit/48kHz digital
audio. Take your choice of 24-bit analog, TDIF,
ADAT" or AES/EBU optional /O modules...digital
and analog interfacing available simultaneousily,
of course. Use the front-panel drive bay and
fast/wide SCSI port to extend recording time
with external hard drives and create backups
with tape drives and DVD-RAM. Get file format
and drive compatibility with your favorite DAW
system on Mac” and PC.

TASCAM MX-2424
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Time to edit? No computer required. All the
controls you need are right there on the front
panel. Or get visual editing andi transport
control with the included ViewNet MX™“graphic
user interfacing software. Need more tracks?
Chain up to 32 machines for a huge integrated
system with true single sample accuracy.

Surprisingly affordable, incredibly powerful,
feature-packed and (most importantly)
unbelievably great sounding. And (alas), far too
cool to give you everything you need to know
on this page. So go to www.tascam.com for the
whole story. Because the more you find out
about the MX-2424, the more likely you’ll be to,
well, uh...buy one. Available today at your
authorized TASCAM dealer.
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The MX-2424 (shown with optional IF-AN24
analog /O and IF-AE24 AES/EBU multichannel
digital 1/0) features built-in SMPTZ Sync, MID}
Time Code, MIDI Qock, Video Sync, stereo
AES/EBU and SPDIF ports and much more.

TASCAM

a whole world of recording
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gym a few times a week) and not the
hardware.

There is, however, an important dif-
ference here. Your saved passengers
can simply get into another car, of a dif-
ferent make, while your saved data can
only be put right back into the very
same machine it came from, or another
exactly like it.

This, along with obvious other rea-
sons, is why we need real file transfer
capability, or at least intelligent file
translation shells, and not the simplistic,
“oh, you can get the 2-track final prod-
uct off our Exabyte, I think” that we
hear now.

WARNING TOO

Remember that I am personally in-
volved in developing one of the more
elaborate digital recorders/editors. I de-
signed the operational concepts and
human interface (including screens and
motorized fader hardware control sur-
face) for the new Symetrix 40-track
machine.

While some of you might feel that I
should refrain from any and all discus-
sion within the arena of digital disk
recorders/editors due to my potentially
biased position, I have thought it over,
and I don't think so. If I clearly state my
position up front, explain that I am in-
volved and then tell you what I think,
then you can sort it all out without too
much trouble.

At least you know that I am definite-
ly interested in, and very involved with,
the entire subject. Being a systems de-
signer for such machines (the Symetrix
is not my first one) and an end-user
who operates a digital multitrack facili-
ty, I am involved. If you read my stuff,
you probably read it because I am a bit
off the wall, and because I am actively
involved in what I write about.

So...

The Symetrix digital recorder/editor
won't be shipping until the September
AES. So as I write this column in May,
we are officially still in the coveted va-
porware status. You can see this
makes it very easy for us to blatantly
vocalize our desire that every effort be
made to come up with some sort of
functional standard for intermachine
file transfer.

On the other hand, while most other
manufacturers claim that they also wish
for this to take place, they get very quiet
when asked to actually do something
about it.

Very quiet.
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Well, once again, the major players
met at the same place, at the same time,
for a variety of reasons, at the May
SPARS conference. On Saturday, we all
showed our stuff, either shipping or
coming attractions. We all gave our
speeches, each carefully explaining
why we were clearly the best and the
only suitable answers to the user’s
needs. We each demonstrated our re-
spective systems.

Some of these demos were awe-
some, some interesting, some reruns
and a few were actually embarrassingly

inept, stupid and off-base. Grade school
science projects have been presented
with more authority and professional-
ism than a couple of these demos were.
It was almost funny.

On the other hand, at least three
companies showed stuff that really made
you feel that the future had arrived.
Some of these demos made you feel like
rushing right out and doing a couple of
difficult projects on these machines later
that same night, just for the thrill of solv-
ing age-old problems in minutes.

On Sunday, we all sat at a round
table and fielded questions. One of the
questions was. . file transfer. I was on
this panel at the round table, and as I
had been told a month ago by another
Mix editor to watch for significant ad-
vances in this area at this meeting, I
waited for the others’ responses with
baited breath.

Raw 2-track digital file transfer is not
the question here, of course. Almost all
these machines can be forced to listen
to any other machine in some way or
form, by AES/EBU or S-PDIF, or some-
thing. The problem arises when you try
to transfer eight, 16 or 40 tracks, and
maybe even the edit and automation
information along with these tracks.

I am sorry to report that not much
has changed. Evolution, not revolution.
Maybe even backward evolution. The

appearance of increasing numbers of
optical storage alternatives may have
actually slowed the approach of real in-
termachine file transfer. Now some are
talking about magneto-optical or other
laser storage schemes for backup and
archiving, instead of the almost-be-
came-the-standard Exabyte.

This is one reason why standardiza-
tion is so difficult: It is a very dynamic
world. Things like storage technologies
sometimes change as fast as you can
learn how to implement last week’s
hardware.

Anyway, several of the manufactur-
ers hissed and moaned (neat, huh?)
about the same old problems of file
transfer, and they didn’t even seem too
interested in the concept of a standard
“lowest common denominator” type of
standardized translated file transfer.

This idea of a standard format for file
transfer works very well for CAD files
and many other situations that are actu-
ally quite similar to our industry’s prob-
lem. I, frankly, have trouble seeing
what the problem is.

While it is true that machine A’s au-
tomated EQ data may not be supported
by machine B, and machine C’s cross-
fade files may be scaled differently than
machine D’s, this concept of a file trans-
lation program could deal intelligently
with all that. If B can’t read A’s EQ stuff,
then the translation shell should know
this and ignore it. If D has a different
crossfade approach than C, then the
shell (the D input subsection of the
shell, of course) should give the user
doing the import a choice of ignoring
the data and flagging the crossfades so
they may be redone by hand once the
file is imported, or rescaling the data au-
tomatically for a best-fit translation to the
target (D machine).

A slightly complex solution for a
very complex problem, but at least it is
a workable answer, which can evolve
as it needs to. Come on, guys, let’s do
something. We have been talking this
over since the day when the second
manufacturer sold its first machine and
incompatibility was invented, again.

Joke: Hey, boys and girls, if you read
this column out loud and backward at
78 wpm, you will hear a hidden secret
message just for you special cult types;
mainly you DEVIL (Digital Editors Vir-
tually Insure Leadership) worshippers.
Have fun and buy bonds. n

Ob, yes, in no way does Stephen
St.Croix endorse satanism or any other
twisted perversion where living things
are tortured for amusement.
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& oes anyone know the best
D recording school west of the
Mississippi? I'm only interest-

ed in the best!”

“I'm looking at going to school A,
but now I hear school B has newer
gear. Should I go there instead?”

“My parents wamnt me to go to
college, and it's okay with them if 1
study audio engineering, but really
all T wanrt to do is mix live bands.
Can't [ just take a six-month course
and get on with my career?”

These are the kinds of questions
that the writers and editors at Mix
and other magazines get daily.
Young people entering the record-
ing business are convinced that a
good education will give them a
leg up on the competition, but they
are confused by the many options
available and want us to steer them
to that one right program.
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ILLUSTRATION: DAVE EMBER

They're correct that education is
important for a career in recording,
but they’re wrong if they think there
is only one “best” way to get it.

Just a few years ago, there were a
couple of ways to go about finding
that entry-level job. You could have
spent your first year or so cleaning
ashtrays and getting coffee, while
you looked over the shoulders of
the engineers at the local 24-track
studio. Or you could have signed up
for a course at a private recording
school—more often than not a com-
mercial studio with time on its
hands—or enrolled in one of the
handful of college programs usually
associated with music conservatories
then available.

But today there are more than a
hundred institutions that offer

BY PAUL D. LEHRMAN

courses in music recording and
production, live sound, studio and
equipment design, studio manage-
ment and music business. They
encompass six-week quickies, six-
month certificate courses, two-year
associate’s degrees, four-year col-
leges and even graduate programs.
Recording schools are now often
dedicated. stand-alone facilities,
some with multiple rooms that
would do a commercial facility
proud. Recording programs in col-
leges operate within engineering,
business, art and communications
departments, as well as music curric-
ula and can be found at rural com-
munity colleges, large urban
commuter schools and Ivy League
universities.

Why the boom? A number of
reasons: Audio has become a high-
profile, glamorous, big-bucks in-
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dustry, and lots of young people who
want to get into it are looking for an
edge. Baby-boom parents, who grew
up loving music but were warned that
it was a tough field to enter, now see
that music (or at least the tech side)
isn’t the risky business it was when
they were choosing a career, and they
are encouraging their children to try it.
The industry itself has matured enough
to produce a generation of veterans
who are interested in teaching, perhaps
to supplement their income, or to allow
them saner work schedules or simply

&' GLYPH

because they enjoy imparting their wis-
dom to the next generation. And final-
ly, the old, self-teachable skill sets that
used to qualify someone for a job in
the audio business—a good set of ears,
knowledge of basic electronics, re-
sourcefulness and the right attitude—
just aren’t enough any more. Thanks to
computers, DSP chips, new delivery
systems and a host of other technolog-
ical developments, the bar has been
raised too high for most people to ne-
gotiate solo.

So how do you decide which school
is right for you? The good news is that
there are likely to be many good choic-
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es. The bad news is there are no quick
answers. So rather than ask me or some
other self-appointed sage, you need to
start the process by asking yourself:
What do I want to do? What training do
I need in order to do it? What can I af-
ford to spend to get that training?

Is your dream to mix heavy metal?
Do you want to score television shows?
Do you want to design sound systems
for clubs, make house records, go on
the road with bands, produce radio
spots or record symphony orchestras? If
you can define what your goals are,
then it will help you find the right
place. If your love is sound reinforce-
ment, then don’t go to a conservatory
with a four-year music-theory se-
quence. If you want to produce classi-
cal music, you don’t need a course
that’s heavy in DSP design. Even if you
don’t know exactly where you'd like to
end up, if you can identify what you
don’t want in a school, then that will
eliminate a lot of choices.

Also keep in mind that your goals
may very well change. You may decide
halfway through your schooling that
doing field recordings of indigenous
folk music or spec’ing sound systems
for football stadiums is exactly what
you want to spend the next 10 years
doing. So you need a school that will
be flexible enough to help you no mat-
ter where your interests take you. At the
very least, you want one that won't lock
you into an expensive contract or make
it impossible for you to transfer credits
should you decide to go elsewhere.

Do you need a college degree? If
you've just graduated from high school,
then, if you ask my opinion, the answer
is yes. College programs are more com-
prehensive and will give you much
more background—technical, artistic,
historical—than you’ll find in a short
commercial program. In an industry
that’s changing as fast as ours, knowing
where the tools come from and how
they got to be the way they are is as im-
portant as knowing how to use them.
The well-rounded education that col-
leges demand of all students—where
you are taught not just specific skills,
but also how to learn new skills—will
stand you in good stead should you
ever change careers. Which you will
probably do several times during your
lifetime, according to many studies. A
solid background in music, engineering
principles, business and computers, not
to mention writing and presentation
skills, is going to prove valuable no
matter where you end up, five years
from now or 20.
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I'm surprised how many people say
to me, “Well, I've got my college de-
gree, but I don’t think I'm really ready
to go out there and find a job. Should I
get a graduate degree?” Generally
speaking, in the audio production com-
munity, a graduate degree isn’t what
employers are looking for. For many
specialized careers, like company man-
agement, facility design, software or
hardware development, an advanced
degree in business, architecture or en-
gineering can be useful. If you want to
teach at any level from grade-school
music to college courses in multimedia,
a master’s degree in an appropriate field

is fast becoming a requirement. But if
you've graduated from college and still
don’t know what you want, you’re
probably better off getting out into the
real world for a while and seeing what
turns you on. Perhaps you can identify
a specific lack in your education that
you want to overcome and find a short
commercial course that can help you
do that.

Don't think you can afford a four-
year college? Don’t give up just yet.
When I started teaching, the number of
recording programs at public colleges
could be counted on one hand, but
today there are dozens. The tuition at
any public college—even for out-of-
state students—is much lower than at
private schools. In some parts of the
country, agreements are in place that
allow you—if you live in one state
whose public college system doesn’t
offer a specialized program but a neigh-
boring state’s does—to go to the other
state’s school and pay the residents tu-
ition of that state. There are also two-
year associate’s degree programs at
many private and public colleges that
are very worthwhile. And in most cases,
should you then decide to continue

with a four-year program, the credits
you earn are transferable.

At colleges today, people realize that
more students than ever are on their
own financially and need to make
money while they are in school. At the
last school where I taught, almost every
student had a job that occupied him or
her from 20 to 40 hours a week—
frankly, I don’t know how some of
them did it. This means that many
schools have become flexible about
scheduling classes or letting students
stretch their degree program out for
more than four years, giving them time
to handle outside jobs in addition to
their studies.

Don’t forget to look for financial

aid. Although there aren’t as many
“free rides” as there were 20 years ago,
colleges are still willing to work hard
to attract good students, and scholar-
ships, low-interest loans, work-study
programs and paid internships are
some of the ingredients that they can
throw into the mix to help a prospec-
tive student. Tax credits, known as
Hope and Lifetime Learning credits,
are available to students (or their par-
ents) who are attending accredited in-
stitutions, and they can help offset
some of the costs. (Many noncollege
programs also offer attractive financial
aid packages.)

All right—let’s say you've figured
out what kind of program you want
and how you’re going to pay for it.
You've got a list of potential schools
you've gleaned from the “Mix Audio
Education Directory” in this issue (see
page 97) or fromwww.mixonline.com.
Now how do you choose the right
one? A good place to start, as you
consider each school, is to prepare a
set of questions, just as you would for
a job interview. I've prepared a few
examples.
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How prepared am [ for this course of

study?

Do you need to get a solid background
in electronics, math, physics and audio
theory, or do you already have that,
and what you really need is to get right
into the recording and production
courses? If you need to improve your
basics, it might be less expensive to
take those at a local community college
or adult education program before you
enroll in a pricey commercial school. (If
a school assures you they can put you
right into advanced courses without any
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synchronization or how to get the most
out of that new, all-in-one, digital work-
station you just picked up. If that’s real-
ly the case, don't lock yourself into a
long program where the stuff you really
want only comes at the end.

Does the school offer opportunities to
learn different areas of the field?

As [ mentioned earlier, you may think
going into a program that all you want
to do is make records, but the audio
business is much more than that, and
you may well find as you progress that
your interests will change. You may
want to try your hand at theme-park
sound design, or music editing for TV,
or producing Web sites or running live
sound systems. Make sure classes in
those areas are available—and not just
to those who intend to concentrate in
one of those areas.

Is the equipment the right stuff?
Having the very latest equipment is not
a guarantee that the school is any good.
It just might be that they have connec-
tions with certain manufacturers who
are eager to get their equipment in front
of as many students as possible, or they
may have someone with deep pockets
financing their equipment purchases.
What’s more important is that the
equipment be reliable, that it not break
down under heavy use by inexperi-
enced hands and that the instructors
know it really well. If you're learning to
mix music, working on an 8-year-old
Amek bourd isn’t really all that different
from learning on a brand-new SSL; and
if the teacher isnt familiar with all the
many layers of functions on some fancy
new board, then it’s actually a lot /ess
valuable to you as a student. Similarly, if
the school has a bunch of hot, new
workstations, but they’re always down
because of upgrading or interfacing
problems, they're of less use 10 you
than an old WaveFrame or 4-channe!
Pro Tools system that’s clunky but
works.

Is there enough gear to go around? Is it
well-distributed, and does it cover a va-
riety of platfornis?

There needs to be sufficient worksta-
tions and studios so that students can
get all the hands-on time they need.
Again, a fancy new room with tons o’
gear isn’t much good if 80 students are
all competing for time to use it every
day. While a 128-input console looks
great on a brochure, a bunch of differ-
ent rooms with 24-track boards and a
small but intelligent collection of gear
makes a lot more sense for a learning
situation. For teaching theory and criti-
cal listening, classrooms are invaluable
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(especially if they’re equipped with
- good audio-visual presentation sys-
tems). But most of us learn best by
doing, and if there’s not enough hands-
on time, much of what gets copied
from a blackboard or read in a text will
not be retained. Having different types
of equipment on hand is always a good
idea, because it means you can practice
applying the principles you’re learning
on different platforms. Because it’s al-
most guaranteed that whatever gear
you learn on in school will be different
from what you'll find at your first job,
the ability to move easily between plat-
forms is crucial.
Are the faculty members genuine,
working professionals? And do they
also know bow to communicate with
students?
Teaching in a recording school is a spe-
cialized art. To be successful, a teacher
needs to have real-world experience
(i.e., usefu] wisdom to offer to the stu-
dents), but he or she also needs to have
good communication skills and feel
comfortable working with younger,
less-experienced people. A producer of
100 Platinum records is worthless in a
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classroom if he or she mumbles and
can’t put a complete sentence together,
has no lesson plan (or constantly ig-
nores it) or is condescending or arro-
gant. Conversely, a great classroom
teacher, if he or she doesn’t have any
practical experience to draw on, can
only take students so far. So the school
you choose should emphasize both
qualifications equally in their faculty
members.

Is the school accredited?

There are a number of organizations
that accredit vocational and trade
schools, and it can help your peace of
mind if the school you're looking at (as-
suming it's not a college) is accredited
by one of these bodies. (It's also easier
to get financial aid and tax credits.) If
it's not, it still might be a good school,
but you'll have to dig a little deeper to
make sure it's on the up-and-up—and
that it won’t suddenly go out of busi-
ness while you’re midcourse.

How well is the school going to prepare
you for the real world and real clients?
Are there courses in running a business,
planning project budgets, dealing with
banks and loan companies and billing
and collecting from clients? Whether
you're planning to work for a large fa-

DSD to PCM.

The dCS 972 does it all!

The 4CS 972 Digital to Digital Sample Frequency
and Format Converter will convert up and down
from 11.025kHz to 192kHz; and, most importantly,

cility or opening your own one-person
shop, you need some business skills. Is
there training in maintenance and trou-
bleshooting of hardware and software?
It’s rare that a prospective employer
asks an applicant, “Can you mix a 12-
piece funk band?” More often, they
want to know if you can upgrade all of
the Pro Tools systems in the house dur-
ing the next five days. Does the school
bring in professional musicians for ses-
sions so you can learn how to commu-
nicate with and conduct yourself
around the folks who will someday be
your clients?

Are there job placement services and
internsbhips?

Does the school keep an active file of
potential employers looking for new
hires, and will they help you contact
them, or will they just tell you to look
up names in the Mix Master Directory?
Internships, which allow you to spend
a predetermined amount of time in an
entry-level position at a studio or a
company, are incredibly helpful in un-
derstanding how the business works
and how to behave in a real work envi-
ronment. Sometimes internships are
paid, but if they aren’t, it makes them
no less valuable. Occasionally, intern-

Contact Independent Audio for more information on

the 4CS 972's Transparency and Features.
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All Your Time-Stretching
and Pitch-Shifting Dreams
Have Just Come True...

A new version, more features, now for Mac AND Windows

Pitch 'n Time, originally released in
December 1999 by Serato Audio
Research, has already been described as
the best pitch and tempo control tool
on the market today. It has received
rave reviews from a number of pro
audio magazines and was recently
nominated for the 2000 Mix Technical
Excellence & Creativity award.

With the release of version 2.0, we at
Imaginary Gadgets have built on that
tradition of excellence to deliver a

product which incorporates exactly
what you have been wishing for.
Introduced in this release is an
impressive array of new features includ-
ing multi-channel mode, waveform
overviews, tempo mapping, time
morphing and pitch mapping which
together make Pitch 'n Time 2.0 an
essential tool for your collection.

New in Version 2.0

Multi-Channel Mode allows you to
process up to 48 tracks together while
maintaining their original phase coher-

ency.

Waveform Overviews mean that each
of your graphical editing portals has its
own preview. You can actually see the
effects of your tempo map as it is
applied directly to the waveform.

Tempo Mapping gives you the power
to create variable tempo ramps and

changes over the length of your sample.

Pitch Mapping allows you to create
amazing pitch-bends and record-
scratching effects by drawing your
pitch change right on top of the wave-
form.
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Time Morphing, this simple yet
powerful feature lets you synchronize
arbitrary cue points: simply move them
where you want them to go in the
output, and Pitch 'n Time warps the
timebase as required!

Pitch ‘n Time is powered by

Seratoe

intelligent sound

Download your free 15-day trial of Pitch 'n Time
www.pitchntime.com /demo
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"God. I love these (expressive

deleted) things!!!"

Ed Cherney
(Grammy winner, RollingStones,

Eric Clapton, Bonnie Raitt)

"I just had seven R-121's up on the
Academy Awards, then used them
all on a Quincy Jones big band

session-Royer mics are one of the

very best things to happen to

recording in years.”

lommy Vicari
(Grammy & Emmy Award winner.
Quincy Jones. George Duke,

Gino Vannelh)
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ships can even lead to a job with the
same company—but if you make that
an expectation of your internship, you
may well be disappointed, and it could
end up backfiring. Often enough, in-
ternships will show you what kind of
job you don’t want—and that’s an im-
portant part of your education, too.

Is the school in a geographical area
where you would like to end up?

With more of the music industry be-
coming “virtual,” this is somewhat less
of a concern than it used to be. A studio
in Albuquerque looking for new talent
may be just as likely to fax a job de-
scription to a school in Boston as to
one in Santa Fe. As it happens, some of
the best schools are in areas where
there is little going on, production wise.
But going to school in a city where
you'd like to live afterward certainly has
advantages. You get to know the area
and what it’s like to live there. The fac-
ulty members are generally part of the
local scene, and if you make a good im-
pression on them, they can help you
make contacts. You'll make friends in
school (hopefully), so you'll have a so-
cial network to draw on—not to men-
tion a potential roommate pool—which
can be really helpful in those first few
underpaid months. While you're in
school, you can go out and learn about
the local studios, clubs and dealers, and
they’'ll know who you are when you
come back looking for a gig. Some-
times starting fresh in a new city after
school works great, but comfort and fa-
miliarity can be important, too.

Just bow good is the school, really?
Every school will tell you it’s the best,
the biggest and the most successful and
has the latest, greatest and coolest facil-
ities and faculty. There are full-time PR
people cranking that message out,
which means you have to work hard to
find the real story. Unfortunately, there’s
no Consumer Reports or even U.S. News
guide to recording schools, not even in
Mix, so there’s no easy source of info.
For starters, ask about the school's job-
placement ratio—and not just how
many of their graduates are working
(presumably all of them are doing
something), but how many are in ca-
reers for which the school trained them.
Try to find out the dropout rate. If a lot
of people leave in the middle of their
studies, then it could mean something’s
wrong. And you also want to know the
faculty turnover rate. If there is a whole
new crop of teachers every year, then
that's also a bad sign.

Your best source of information,
and you can't get too much of this, is
to talk to people who have already
been through the program. Ask the
school to give you names of both cur-
rent students and graduates. But recog-
nize that from those carefully chosen
names, you will probably get only
good reports, and you will be doing
yourself a favor if you find some peo-
ple who have had negative experi-
ences, as well. Ask the alumni and
students you initially talk to for the
names of students who didn’t make it
all the way through, or who ended up
leaving the field entirely after graduat-
ing, and find out what happened. Did
they learn all they needed to know the
second semester and hit the road with
a major tour? Did they realize the audio
industry wasn'’t for them and figure that
day-trading or painting houses was
more their style? Or were they turned
off by something about the school and
decided to go elsewhere for their edu-
cation? There are a number of Web
mailing lists and Usenet groups (not to
mention the Education section in Mix
Online's Helpfile forum) where people
talk about their experiences with audio
schools, and you should check them
out. Of course, as always, when deal-
ing with the Web, take most of what
you read with a grain of salt.

If you've made it this far, I hope
you've been able to narrow down your
search and feel confident you're mak-
ing the right decisions. After 25 years in
the education business, I know that the
purpose of education isn’t really to pro-
vide you with answers, it’s to teach you
how to ask the right questions. And I
also know that regardless of where you
go to school, your real education starts
the moment your schooling is finished.
Good luck! |

CORRECTION

Due to an editing erros, two para-
graphs were deleted from last month’s
Insider Audio column, *Why We’'re
Missing the Real Problem With Digital
Downloading.” The complete text of
that column can be found on Mix On-
line, www.mixonline.com. We regret
the error.

Paul D. Lebrman bas been teaching
music and audio since 1975 in sum-
mer arts camps, adult education
courses, private recording schools,
public universities and most recently
at Tufts University. He is the editorial
director of Mix Online (www.mixon
line.com).




D:g:tal Patching

(pun intended)

Are you caught in a tangle of
AES/EBU, S/PDIF, and optical cables?
Do you find yourself spending way too
much time plugging and unplugging
digital cables and trying to figure out
how to make this device talk to that
device? Then you need a Digital
Detangler, the automated solution to
your digital audio patching problems. :

route
You'tl never have to climb behind your
rack of digital gear again, at the flick of
a digit, you can recall a routing pattern
and completely reconfigure "who's
talking to who."

Available in sizes from 8x8 stereo pairs
all the way to 64x64 stereo pairs.
Choose from standard configurations or get the one that's perfect for you. Control it from the front panel,
use our router remote controller, or use our Mac or Windows control software.

Find out what the world's top mastering, recording, post-production, and broadcast facilities already know:
a Digital Detangler from Z-Systems is the smartest way to connect your digital gear.

AES/EBU? Coaxial S/PDIF? Opticai S/PDIF? ADAT Lightpipe?

No problem!

z-16.16 Digital Detangler
16 inputs x 16 outputs, front panel controls

z-64.64r Digital Detangler.
( 64 inputs x 64 outputs, z-32.32r Digital Detangler. 32 inputs x 32 outputs,
shown with router remote controller shown with router remote controller »

Tel: 352.371.0990 > Fax: 352.371.0093
z-sys@z-sys.com > www.z-sys.com

z-Systems Audio Engineering /U
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Roland’s most powerful synthesizer/sample player in history

O 128 voices/32-part multitimbral operation
O Over 1,200 factory patches
O Load up to 128MB of Roland, Akai®, .wav and AIFF samples

O 5 effects processors w/ 90 algorithms: 24-bit reverbs,
COSM™ modeling, remix effects, RSS™ 3D effects

O 8 24-bit analog outs w/ EQ; 2 S/PDIF outs; R-
QO 4 SRX expansion slots and 4 SR-JV80 ex

(O SmartMedia* patch and sample stora

O Built-in SCSI and word clock inp

O New Matrix Modulation
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OThe Ultimate.

MPLE PLAYBACK o

m) st

=Roland

25080 synthesizer/Sample Playback Module

www.rolandus.com Faxback Information: (323) 890-3780 doc. #10419

*SmartMedia is a trademark of Toshiba Corporation.  Akai is a registered trademark of Akai Slectric Co., Ltd.
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BY SARAH BENZULY

Nestled in Chicago’s booming, funky “Bucktown,” a studio
has e¢merged from the landscape of Generation X clubs,
bustling restaurants and the screech of taxicabs. Engine Stu-
dios planted its roots in a three-story loft to develop local 1al-
ent and replenish the music scene.

In March of this year, Engine Studios opened
the doors that once belonged to Idful Studios,
which Brad Wood owned and operated from

1988 to 1997. Toward the end of '97, John Humphrey took
over as studio manager and serves in the same capacity at En-
gine Studios. “Brad used to record a couple of bands that I
was in way back in the late *80s and ’90s,” Humphrey says.
“He was a freelance engineer who ran a studio, and we had
mutual acquaintances who turned me on to him as producer.

L-to-R: John Humphrey, Brad Wood and Jep Thornton
at Engine Music Studios in Chicago

He ended up making four records for my band {God in Texas]
back then, and we just started up a friendship that way.”

It seemed a natural step to join forces and create a larger
studio. “That is where Jep [Thornton, owner of Engine Stu-
dios] had come into the picture to help us build this facility,”
Humphrey says. Longtime Chicago-area studio designer John
Peluso, owner of Custom Engineering, designed the studio.
After some time, Wood stepped out, and Thornton and
Humphrey went ahead and built the studio, though Wood is
not entirely out of the picture; he still works as a freelance
producer and contributes ideas. “Essentially, Jep is the owner
and I'm the manager,” Humphrey says. “It just started out as
one other studio, and it kind of morphed into this much larg-
er facility over three years and a series of events.”

Engine Studios, like its predecessor, works mainly with
Jocal talent. “The music scene here is as fickle and unpre-
dictable as anywhere else in the country,” Humphrey ex-
plains. “But 1 think that there is a really large
underground—as in not major label—scene here that we gen-
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erate a lot of business from. We do a lot of independent label
projects.”

And Bucktown is the place to do it. This area began its
transformation from industrial community to hip neighbor-
hood only five years ago. “Bucktown, Chicago, is like the
neighborhood,” Humphrey says. “If you were a musician
coming in from out of town, this is the place to
g0. You can walk out of here and you’re 25
feet away from 30 restaurants and nightclubs.”

The studio consists of a control room, live
room and two other studios, B and C. The main control room
is just as large as the “A” studio, housing two Studer 820s, a
fully loaded Pro Tools 5.0 system, Genelec 1039 wall moni-
tors, Genelec 1030 near-field monitors, and a variety of new
and vintage outboard gear. “We wanted 1o create a control
room that had a lot of space, was really comfortable 1o work
in for long periods of time,” Humphrey says.
“There are actually three rooms that incorporate
the ‘A’ room. There is the main tracking room,
with another smaller tracking room that also
doubles as a sound lock, but is capable for
drumis and guitars. There is a third room that is
also a pretty large isolation booth, where you
can get a full drum kit in there.”

The entire studio was wired so that an artist
can record from any studio to any control room,
with eight mic lines that can be cross-patched
through the facility. “We’ve got three studios in-
side this 6,200-square-fool map,” Humphrey
says. “We really tried to maximize the use of the
space.” The studio also has a wide variety of
mics. According to Humphrey, one of their silent
partners is a microphone collector, whose closet
contains more than 100 vintage and new mod-
els. “We've got three Neumann 367s here, and
there were 105 of them ever made,” Humphrey
says.

“We just recently installed the Amek 9098i,”
he continues. “We were looking for a console
that was modern but also provided all of the things we liked
about old analog consoles. 1 just basically like the tone; pass-
ing audio through it creates a certain characteristic that 1 think
you don’t get from a lot of other hoards.”

Engine Studios recently wrapped up a recording session
with local act Gaza Strippers (Lookout Records), one of their
bigger projects this year. “It was pretty exciting to go in there
and see [the lead singer] do an old-school, straight-up analog
rock recording that just sounds killer,” Humphrey says. “For
me. it is just interesting to see that stuff going on when a lot of
people in this day and age are kind of getting away from that
type of recording. Just going in live and just doing straight to
analog tape.

“We've got analog tape machines in all the rooms,”
Humphrey says. “For our genre stuff, the people we're
aimed at, analog tape is still really viable. We still really love
the sound of it. Of course, we're ready 10 go to digital, but
we like to keep both around. I have to see what the future
dictates.” u



Who Needs Another Mic P ? @
| 0 Needs Another Mic Preamp? -
39 ”...the finest sounding preamp I've ever used...as  "The Aphex Model 1100 is a good example of N
close to being the perfect preamplifier as possible. ~ something different... A work of art...The results a
wal Itis made well and it sounds unbelievable.” were astonishing, providing an awesome sound
H Russ Long, Nashville based produ(;er/enginee’; that was natural, dynamiC al'ld ab50|utE|y ffee A
Pro Audio Review, June 2000 o R -’
: 5.
é “The 1100 is the sweetest, cleanest, warmest, George Petersen, Editor - Mix Magazine, April 2000
most flattering preamplifier I've ever used.”
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Jon Barry, Radio Personality, WMXB (FM), Richmond, VA
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o
A Ys,the Aphex Model 1100 Thermionic Preamp is different - it's a completely new design filled with Aphex b
proprietary circuitry. These inventions, combined with the absolute highest quality components, provide accuracy,
clarity, detail, and depth that have never been available before with any preamp, at any price. <
The Reflected Plate Amplifier™ tube circuit imparts all the wonderful characteristics of a conventional tube @
circuit without any of the sonic drawbacks. The MicLim™ provides up to 20dB of limiting on the microphone output- Gt
. before the preamp gain- allowing hot levels without fear of overloading. And the Drift Stabilized™ 24bit/96kHz A to D
: converters make the transfer into the digital domain at the highest possible resolution. Specs? How about —135dBu EIN! \
' This means that the Model 1100 adds less than 1dB of noise to the output of a microphone! e
There are many mic preamps on the market, but if you're looking for something different, with awe-inspiring g
. performance and unique features, you need another mic preamp—you need the Aphex Model 1100, \
e :
.
A pHEX Improving the way the world sounds®  #
S Y S T E M S 67672620 Fax: 6167672641 + wwwaphox.com

i Aphex, Aphex Thermionics, Reflected Plate Amplifier, LoCaF, MicLim and Drift Stabilized A/D Clrcuitry are trademarks of Aphex Systems.
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24 TRACK PERFECTIONE =

THE DEDICATED PEOPLE AT iZ" TECHNOLOGY ARE THE ORIGINAL INVENTORS,
DEVELOPERS AND MANUFACTURERS OF THE RADAR® PRODUCT LINE.

AtiZ" Technology we knew we were on to something when we developed the world’s first
24 track hard disk recorder. RADAR® was successfully launched in 1992 by the
people atiZ™ Technology and later distributed by Otari® Corporation.

With RADAR's® proven track record, 192 kHz
capability, award-winning sound (1999 Mix
Magazine TEC Award Winner), and an
extremely easy to use interface,

it's easy to figure out why

RADAR ° has become so

popular.

LAMML EXCELENCE 8 CRENTTY

1999
Winner

THIS REVOLUTIONARY, CUTTING EDGE TECHNOLOGY
IS AVAILABLE TODAY STARTING AT ONLY

$4995.00°
CHECK IT OUT, GET MORE DETAILS OR BUY RADAR TODAY @
www.recordingtheworld.com
OR CALL 1 800 776-1356

‘Manutacturers suggested retail price is subject to change without notice CIRCLE #025 ON PRODUCT INFO CARD
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- —+RADAR 24*is fully compatible with RADAR I" and RADAR II°
« Award wianing, hit making sound e

* 192kz recording engine = &
* Integrated 100-Baseg'f}H‘Em.é('for?\etworking
« Control RADAR 24° from your\M\R&Qr PC
* Full-function, professional remote cont?oL\
. * No external computer required P g
« Graphic user interface and wave-form display
* Dual platform, real-time BeOS® operating system
- Integrated digital 1/O
* Machine control (9-pin serial and MIDI)
* 2X DVD-RAM backup
* Full timecode sync for all major formats (SMPTE, EBU and MIDI)
* RADAR 24° is Soundmaster® compatible
* More options available online @ www.recordingtheworld.com

The above trademarks are registered trademarks of their respective owners. e
World Radio History
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technology

izcorp.com

RADAR® . . . OWN AN-ORIGINAL!
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Neumann M150

rom September 22-25, thousands of

audio pros converged on the Los Ange-

les Convention Center for the 109th
convention of the Audio Engineering Society.
There was no shortage of cool new products to
check out—here are a few that caught our atten-
tion. :

In terms of fun potential, the most talked
about product at AES was the $249.99 airFX from
Alesis (www.alesis.com). airFX processes incom-
ing audio or generates sound effects in reaction
to hand movements and offers 50 preset pro-
grams that modify any audio signal in real time.
“Playing” airFX involves pressing a knob to se-
lect, engage, bypass, freeze and release a given
effect and then moving one’s hand(s) in three di-
mensions, along the x, y and z axes of an invisi-
ble infrared sphere, to create sounds or to alter
the incoming audio signal. Hey, mister DJ...

TC Electronic’s (www.tcelectronic.com) new
TriplesC compressor was on display in single-
($699) and dual-channel ($999) configurations.
TC was also touting a cooperative effort with He-
licon Vocal Technologies (www.tc-helicon.com),
which has produced the VoicePrism, a voice for-
mant and pitch processor. The unit includes com-
pression, gating, dual fully parametric EQ,
four-voice harmony (with individually adjustable
gender controls and humanizing parameters),
fifth lead doubling voice for automatic double-
tracking and two separate post-effects blocks that
include chorus/flange, delay and reverb, and har-
mony libraries.

Lexicon (www.lexicon.com) wowed audiences
with its Version 2 software upgrade for its flagship
9060L Digital Effects System. Version 2 supports an
additional DSP reverb card, provides mappable
I/O, support for 16 channels of I/O, additional pre-




sets, dual LARC2 controller support and enhanced
input metering. New hardware includes the digi-
tal-only version of the 960L—vith a considerably
lower suggested price of $11.995 (compared 0
$15,000 for the model with A/ID conversion).

Sony (www.sony.com) showed new DASK-
S704 Sampling Function Software for its DRE-S777
Digital Sampling Reverb. With the §704 software,
DRE-S777 users can sample their own spaces and
store them on Sony's ubiguitous Memory Stick
media. Two new CD-ROM discs (*American
Spaces” and “Japanese Acoustic Spaces”) were
also introduced. Each disc retails at $930.

Never to be left behind, Yamaha (www.yamaha
.com) demoed its SREV! Digital Sampling Reverh
(price TBA). The SREV1 includes the RC-SREV]
Remote Controller and DB-SREV1 DSP Expansion
Board. The unit operates in 2-channel (up 10 5.46
sec/channel), 4-channel (up to 2.73 sec/channel)
or 2-channel x 2 (up to 2.73 sec/channel for cach
processor) modes. With the addition of the DSP
expansion board, reverb time in each mode
is doubled, producing reverbs of up to 10.92
seconds.

Quantec returns! HHB (www_hhbusa.con)
will distribute Quantec products for the U.S,,
Canada and Latin America, so expec! to see more
products such as Quantec’s Yardstick 2402 Room
Simulator and its Quancom line of AES and clock
distributors and digital audio peripherals.

XTA Electronics (www.xta.co.uk) was show-
ing its new SIDD (Seriously Intelligent Digital Dy-
namics). The single-rackspace unit provides
compression, expansion, delay, gate, limiting and
dynamic equalization. SIDD is a 2-in, 2-out de-
vice with two assignable aux outputs.

CEDAR (www .independentaudio.com) offers
the DNS1000 Dynamic Noise Suppressor, a free-

Tannoy Prestige Supertweeters Lawson L25]
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Shure KSM44

Yamaha SREV] Digital Sampling Reverb
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standing unit for audio post, live broad-
cast and forensic audio. Designed for
removing unwanted noise—such as
rumble, hiss, whistles, broadband noise,
camera sounds, etc.—from location
sound, sound effects and dialog, the
IDNS1000 features virtually zero latency,
40-bit multiband processing and an el-
egant, fast user interface.

New from Rane (www.rane.com) is
the RPM 26i multi-effects processor
($2,295), featuring EQ, crossover,
compression and delay, plus splitting
and level control. Of particular note,
the new model provides an AES3 digi-
tal interface.

ANALOG PROCESSORS:

WARMING UP!

Optimized for Internet broadcasting, the
Model 2020 dynamics processor from
Aphex (www.aphex.com) features ana-
log 1/0, a leveler, a 4-band compressor,
split-band peak limiter and remote con-
trol software; options include AES/EBU
/O and stereo generator, plus pre-em-
phasis limiter. The unit is already in use
at many Webcasting facilities—includ-
ing Westwind Media.com, Christian-
PirateRadio.com, GratefulDead.com and
Comedyworld.com—in front of data-

X/]I(‘ll (J()

GT Electronics VIPRE

compression systems for streaming
audio and video content.

Focusrite (www.digidesign.com) em-
phasized its MixMaster Digital Stereo
Dynamics, EQ and Image Processor
($1,690). Further, the company an-
nounced an across-the-board price re-
duction on all Red Series processors.

GT Electronics (www.groovetubes
.com), a division of Alesis, debuted the
VIPRE (Variable Impedance PREamp), a
mic preamp combining variable input
impedance control (steps from 300, 600,
1,000 and 2,400 ohms) and adjustable
rise-time in a monoblock design. The
all-tube circuit has no transistors, ICs or
electrolytic caps, and both fully-floating
differential inputs and outputs are
switch-selectable. Retail is $2,199.

Behringer (www.behringer.com)
touted the U.S. availability of its Vintager

| )(‘,rr(",(:'[. ] I
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MITSUI CD-=A

Advanced Features:

Phthalocyanine Dye - We developed and hold the worldwide

patent on Phthalocyanine Dye (gold dye). This results in the

highest longevity rating and superior performance during
recording/playback

2500 LUestch
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Line products sporting tube technology.
The line includes the Magician T1950 8-
channel tube interface, the Tube Ultra-
Q T1951 4-band parametric tube EQ
and the Tube Composer T1952 tube
processor (for adding a warm analog
sound to digital recordings).

The Origin STT-1 from Millennia
Media (www.mil-media.com) is a mono-
channel strip offering mic pre, line
input, opto-compressor/limiter, para-
metric EQ, DI instrument input and
opto de-essing. Each function is switch-
able to provide Class-A, all-discrete J-
FET topology or Class-A, all-triode tube
circuit, along with switches for choos-
ing transformer-coupled or transformer-
less audio paths.

Ten-time Grammy Award winner Al
Schmitt and noted British designer John
Oram collaborated to produce the Oram

Oram Al Schmitt Pro Channel

| (& ITNE...

- New silver reflective layer

demonstrates best results at all recording speeds
while exceeding Orange Book standards.

- The new "Diamond

Coat” surface waos developed to ensure best

thermal transfer printing results available.
New, unique ink-jet printable surface
waos designed for high-durability as
well as optimal printing. (Both surfaces
available in white or silver.)

- New X-tra Files CD-R

10 Pack in sleeves developed for most

efficient data storage "system": Highest
quality CD-R media, unique color-coded
indexing decals & a sturdy, space saving

file box for shelf storage.

Wwovation
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(www.oram.co.uk) Al Schmitt Pro-Chan-
nel. Designed expressly for tracking, the
all-analog unit combines an optical com-
pressor, 6-band EQ (5 Hz to 32 kHz),
A/B/C switching for comparing three
connected microphones, phase reverse
and mic transformer bypass.

At the JoeMeek (www.pmiaudio
.com) booth, the hot ticket was the Tri-
dent A-Series Dual Discrete Channel
($3,499.99) rack module. Derived from
the original A-Series design, the unit fea-
tures a mic preamp, highpass/lowpass
filtering, plus series and parallel induc-
tive tuned EQ circuits controlled by lin-
ear faders.

Empirical Labs’ (www.empiricallabs
.com) FATSO is a Full Analog Tape Sim-
ulator and Optimizer with classic knee
compression. This digitally controlled
analog unit’s 2-channel audio processor
features four types of processing: Har-
monic Generation and Soft Clipper;
High-Frequency Saturation for warmth;
Transformer and Tape Head Emulation;
and Classic Knee Compression.

CONSOLES, LARGE AND SMALL...

Tascam (www.tascam.com) created a
major buzz with its DM-24 (previewed
in last month’s Mix), a 24-input, 8-bus

automated digital console that offers full
24-bit performance throughout the sig-
nal path and can be switched for 12x4
full 24-bit/96kHz operation. Two con-
soles can be linked for more inputs, but
the DM-24’s most remarkable feature is
its $2,999 price tag. ‘

German company Klotz Digital
(www klotzdigital.com) showed Para-
digm, a cost-effective, compact digital
console featuring voice processing on
its mic inputs, SRC and machine control
on all line inputs. Since it's designed for
on-air radio use, we wondered whether
Paradigm’s technology could be adapt-
ed for edit suite, DAW front-end or pro-
ject studio applications. Hmmm...

As reported in last month’s Mix,
Studer’s (www .studer.ch) D950 M2 is an
upgraded version of its D950 flagship
digital production console, featuring 24-
bit ADCs, 40-bit floating-point process-
ing on a 32-bit bus, Studer’s proprietary
Virtuai Surround Panning (VSP) and a
new central control section with large
FFT display.

After impressing attendees at AES
Paris, the Trimension-1 Surround Sound
Mixing System from Scarab Technology
(www.scarab-technology.com) has
added “Maitre D" support for Dolby’s

new DP570 Audio Tool with integrated
remote control of Dolby E and Dolby
Digital, expanding the system’s capabil-

ities from 5.1 mixing to include pro sur-

round mastering applications.
Soundtracs (www.soundtracs.com)
entered a distribution deal with Fairlight
(www fairlightesp.com) under which
Fairlight will distribute Soundtracs digi-
tal consoles. Given Fairlight’s success in
the post market and Soundtracs’ empha-
sis on boards for post applications, this
should work out well for both sides.
Digital consoles keep coming, but
there were plenty of new analog boards
at the show. AMS Neve (www.ams-
neve.com) launched the 88R analog
desk that combines the attributes of the

Claude Sahakian of Plus XXX Studios
in Paris will get the first AMS Neve 88R.

"The BBE~G
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n be a real life saverwhen dealing with poor
qualityssetrce material, whether it be%a.film/video or broadcast
pPoduction, mastering or'tape duplication chains."
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in Canada Please Contact Sounds Distribution Tel: 416. 299. 0665




Who says you can’t teach an old [road] dog new tricks?

Live sound has come a Iong way since its rock 'n' roll roots. Today's sound reinforcement companies are smarter,
more efficient, and are using the latest technology to raise the bar on what audiences can expect out of a live show.

Inspiring innovation

We developed the PowerLight 2 in response to
what they've asked for—an efficient, customizable
power solution that includes flexible remote
control and dynamic processing.

Just ask Nashville-based CTS Audio. They have
been using more than 80 Powerlight 2s on the
road for over a year, powering concerts, tours and
one-offs nationwide.

"It seems that whenever we are planning our next
technology development, QSC is right there helping
us innovate. The PL 2s offer excellent sound quality,

breakthrough packaging, leading-edge processing,
and great value—and that makes my job a lot easier.”

- Carl Taylor, owner & president of CTS Audio.

Custom configuration

The Powerlight 2 Series delivers up to 3,700 watts
in eight versatile models only 2RU and 21 Ib, The
new Powerlight 2"A" amplifiers also give you
on- beard processing power, including:

* Built-in analog signal processing

* VCA-controlled output power limiters

* Selectable input sensitivities

* Comprehensive I/0 options

* DataPort for computer control or DSP capability

Afamily of solutions

Whether you need a large-scale FOH concert system,
high-powered monitor rig, or an upscale "speaker
on a stick," QSC's Powerlight family delivers the
clean, dynamic, reliable power that you—and your
audience—have come to expect.

Powerlight 2"A" Signal Processing

"!.-‘."'"'E’!

Side panel (on!ro/s for built-in processmg

To learn more about the new Powerlight 2, visit us on the web at www.qscaudio.com/powerlight2/aesdaily.htm|
or contact Brian English at 800-854-4079 email: brian_english@qscaudio.com.

Canfiguration

Heavy duty
switches

XLR inputs Speakon™outputs

Cooling air inlet vents

Locking IEC connector
for AT power card

Rear view of
Powerlight 2"4"

SC

Terminal ampllﬁer

L . g=  —_——— ‘ A U D | O
Hear the Power of Technology.

LED indicators Binding post vetputs




popular V Series music desks with ad-
vanced Encore automation and the mul-
tiformat surround mixing flexibility of
AMS Neve's DFC film console. For more
details on the 88R, see Mix, October
2000.

New from Oram Audio (www.oram
.co.uk), the $36,000 BEQ Pro24 is a
professional 5.1 analog 8-bus console
with a direct output on each channel
for full 24-track recording. The 60mm
monitor fader can be used, together
with the large fader, to provide LCR
outputs; a sub-bass output with built-in
crossover can feed a center sub-bass
speaker; and the center section features
a stereo Hi-Def EQ and a stereo Soni-
comp COmpressor.

Audient’s (www.audient.com) ASP510
surround sound monitoring controller
adds comprehensive 5.1 monitoring and
mix capabilities to any stereo console.
The ASP510 supports three 5.1 and three
stereo sources, features eight inputs
from console bus sends, and provides
eight outputs to recorders (5.1 and
stereo). Additional features include
switchable encoder/decoder insertion
connections, six speaker outputs, indi-
vidual speaker cut/solo function and in-
dividual speaker level trims.

RECORDERS!
Have you considered putting Direct
Stream Digital capability on your studio’s
shopping list? Tascam (www.tascam
.com) announced plans to develop a
DSD recorder based on a modified DA-
98HR deck that supports the DSD format
for Super Audio CD (SACD). The 24-bit
Tascam DSD Recorder could be config-
ured as a 176.4/192kHz 2-track; an
88.2/96kHz 4-track; or as a 44.1/48kHz
8-track. Up 1o 16 units can be interlocked
for true 32-track DSD production.
Mytek Digital (www.mytekdigital
.com) showed its D-Master DSD Digital
Master Recorder. Housed in a single-
rackspace chassis, the unit has four bal-
anced analog inputs/outputs with
high-performance converters operating
at 64x/128x sampling, and stores DSD
streams to DVD-RAM-2, AIT/DLT tape or
any SCSI disk. Other features include 2-
or 4-channel recording (multiple units
can be linked for more tracks), full DSD
SDIF digital 1/O, 16/20/24-bit and
44.1/88.2/96kHz PCM outputs with noise
shaping/downsampling, Sony 9-pin con-
trol and an affordable $6,995 price tag.
HHB (www.hhbusa.com) debuted
CDR830 BurnlIT, a low-cost ($699 list)
desktop pro CD recorder featuring 24-

bit converters, a fast 2-minute finalize
process, RCA analog I/Os, S/PDIF (co-
ax and optical) digital I/O, and a facility
for naming discs, artist and track names
up to 120 characters per tide, for display
on CD Text-compatible players.

Don't count analog out yet. ATR Ser-
vice Company (www.atrservice.com)
announced its upcoming Aria Reference
Electronics. Compatible with most pro-
fessional recorder transports, including
Studer, Ampex, MCI/Sony, Otari and
Tascam, Aria is an advanced all-discrete,
Class A record and playback circuitry
package for upgrading existing analog
decks for improved performance, espe-
cially for surround mixing/mastering
applications.

And with all this high-resolution
recording going on, Tannoy (www.tan
noy.com) unveiled the Prestige super-
tweeter ($1,995/pair), a slick set of add-
on tweeters that extend the range of
your current speakers out to 54 kHz and
beyond, by means of a 1l-inch titanium
dome driver and adjustable internal
CTOSSOVeT.

COMPUTER-BASED AUDIO
Berkley Integrated Audio Systems
(www.bias-inc.com) showed a signifi-

A NEW WORLD OF SOUND!
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Have vou ever tried to ckange the tempo of a full stereo mix affer it's heen B, you ve probably experienced the mix-saradding results produced
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cant upgrade for PEAK: Version 2.5 VST
supports—you guessed it—VST plug-ins
(25 are included for free!), and has a re-
vamped interface, supports ultra-wide
SCSI and has improved metering and
guess tempo functions. BIAS also an-
nounced development of Peak and
Deck for BeOS on the PC, and for Mac
OSX. Eventually, BIAS Peak and Deck
will be platform-independent.

At Digidesign (www digidesign.com),
the big news was the announcement of
Pro Tools 5.1, featuring surround mix-
ing, editing and processing on Pro
Tools | 24 MIX/MIXplus systems, with
support for all popular surround for-
mats, up to 7.1. Tracks provide multiple
output assignments for simultaneous
creation of multiformat mixes and inde-
pendent multichannel panning. Digi-
design also introduced Reverb One, a

259 3

L] =

Digidesign Pro Tools 5.1 Surround Ponning Window

cross-platform TDM plug-in for Mac and
Windows NT systems.

There were plenty of new goodies
from Digi development partners, 100.
Prosoniq introduced the Orange Vo-
coder, a real-time AudioSuite effects
processor featuring an integrated 8-
voice virtual analog synth, graphic EQ,
filter-bank reverb effects and more.
Line6 showed Echo Farm, a new vin-
tage echo effects processing plug-in
hased on the same modeling technolo-
gy used for Amp Farm. DUY showed
SynthSpider, a modular synth for TDM.
Check out Digidesign’s Web site for in-
formation on these and other products
from third-party developers.

Fairlight (www fairlightesp.com) an-
nounced the new QDC Technology
plattorm, which dramatically improves
the speed and audio performance of
Fairlight recorders and editors. QDC
Technology is standard on all new
Fairlight editors and recorders as of Sep-
tember 2000 and forms the core of Mer-
lin, FAME2 and the new Prodigy2 and
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By Mark Frink
With only a week off from my current
touring schedule, | was less than enthu-
siastic about spending time at the L. A.
Convention Center. Fortunately, several
manufacturers showed new products
that made the trip worthwhile.
Here are my picks:

Allen & Heath's {(www.allen-
heath.com) ML4000 is a VCA-
equipped, 12-aux, 8 audio group
FOH/monitor live console with
eight mute groups, 4-way matrix,
enhanced LCR and IEM facilities,
and an “engineer’s toolbox"” mas-
ter section including intercom, pink

W LI

v

)
- |
- |
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-

controlled from SIA Software's Smaart
program.

Cadac (www.cadac-sound.com), now
represented in North America by Group
One Ltd., introduced the modular R-type
touring console {about $100k for 40

noise generator, assignable talk- The Group One and Cadoc crew unveil the R-type mixer.

back/headphones and local and
wedge monitor feeds. It's offered in 32-,
40- and 48-channel frames; optional 24-
channel sidecars can expand the board
to 96 channels.

Allen & Heath ML4000

Beyer (www.beyerdynamic.com} in-
troduced the first five models in a new
Opus line of microphones. The Opus 69
hypercardioid dynamic ($299 list) em-
ploys low-mass Hostaphan™ diaphragm
material, which Beyer has already used
successfully in the TG Series dynamic
mics. Other new Opus mics include the
Opus 81 cardioid hand-held condenser
($425 list), the Opus 65 kick drum mic
($345), the Opus 83 pencil condenser
($339) and the Opus 51 boundary layer
microphone ($425).

BSS (www.bss.co.uk) introduced the
affordable MiniDrive™ loudspeaker man-
agement system in two models: the 2x4
FDS-334 {$1,250) and the 2x6

mono and 11 stereo inputs). Utilizing
slimmer (1.4-inch) "plug anywhere”
modules and 24-slot modular sub-
frames, users can construct any config-
uration of up to 16 stereo aux/group
sends and up to 200 inputs. The R-
type was developed with much input
from touring engineers, and its flexi-
bility and expandability are expected
to excite interest from rental houses.
innovaSON (www.innovason
.com)}, French manufacturers of the
digital live desk distributed by
Sennheiser, introduced the 32-input,
12-auxiliary Compact Live, which has
a list price of about half that of the stan-
dard model, and the 96- (or more} input
Large Scale. The Compact has all eight
A/D and D/A cards built right into the
back and has an integrated flip-up
screen, making the console a single light-
weight piece with no additional parts.
The Large Scale uses 48 input faders and
three pages to cover all its inpuzs. All in-
novaSON desks use the same software
and interchangeable parts.

JBL (www jblpro.com) intioduced its
VT 4889 VerTec line array at the Wiltern
Theater, where the new system was
demonstrated with a live band. Employing

—CONTINUED ON PAGE 52

FDS-336 {$1,500). Something of
a cross between BSS's Om-
niDrive Compact and JBL's DSC
260, the new MiniDrive units
lose the OmniDrive's graphic dis-
play but retain many features
from the Compact Plus. Addi-
tionally, the MiniDrive’s cross-
over and EQ functions can be

* InnovoSON Compact Live
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Studer Creates Surround Solutions

Sound with the power of picture

As digital television becomes a reality, post-production in surround
sound becomes an essential. With over 10,000 analog and digital
consoles installed worldwide, Studer has the experience to offer the
finest surround sound solutions to television program-makers and
broadcasters. Optimized for operational simplicity and easy to
integrate into existing environments, Studer systems deliver the

v dhe st S0l peas, Suder's. Studer creativity and flexibility that the audio engineer has been waiting for.

name has become synonymous with North America So he can deliver sound that is as powerful as picture.

excellence in professional audio.
Main Office:

Toronto, Ontario M3B 2M3

. . . Phone +1 416 510-1347
their trust and their professional Fax  +1 416 510-1294

reputations in our hands. Because o, studer @ mail studer.ca
our technolagy will not let them down.
Because it is by Studer. www.studer.ch

Thousands of television and film
producers all over the world put

The new Studer D950 ¥2 Digital Hixing System

Studer Headquarters: Switzerland -41 | 870 75 11 / Direct Subsidiaries: Austria +43 1 865 16 76 0 / France +33 1 43 M 47 80 / Germany +49 621 7 77 08-0 / UK +44 208 953 67 19 / Japan +B1 3 34 65 22 I { Singapore +GS‘ ns s s
Sales Offices: New York +1 917 439-5824 Nashville +1 615 300-4827 Los Angeles +1 818 841-4600
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A large diaphram
microphone with the
character of the past
and the performance
of leading edge
technology.

Introducing the
allnew 3541.

It's performance will
surpass your
fondest vintage
memories.

Only Types 3547 Delivers:
-} Highest Sensitivity
" Highest Dynamic Range

£ Interchangeable Solid State or
Tube Preamp

(. Complete soloist recording
accessories included.

Let us prove it to
you. Contact us for
your opportunity to

audition the 3541.
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MFX3.48 systems. QDC enhancements
include seamless, gapless punch-in and
punch-out on all 48 tracks simultane-
ously, built-in networking, instanta-
neous screen redraws, background
Exabyte Mammoth 2 tape backups at
over 40x mono play speed, and more.
Look for upcoming broad-based
media applications from WaveFrame
(www.wave frime.com). The company
has acquired certain assets and trade
names of Diaquest Inc., maker of sofi-
ware tools for image networking, anima-
tion and video device controls used in
the broadcast television, desktop video
production and special effects markets.
Rocket Network (www.rocketnet
work.com! was in full force. Digidesign
announced that future versions of Pro
Tools would be Rocket-compatible via
virtual “DigiStudio” workplaces. Mean-
while, WaveFrame announced plans 10
implement the RocketPower API into
future versions of its FrameWorks DX
and Waveframe/7 DAWs. Euphonix
(www.cuphonix.com) demonstrated
use of Rocket interconnectivity for col-
laborative, long-distance production
using the Euphonix R-1 multitrack and
its TEC Award-winning System 5 digital

console running under new c¢Deck soft-
ware. eDeck was also proposed as a
means of simplifying file transfers be-
tween the R-1 and Sonic Solutions sys-

tems for DVD authoring applications.
iZ (pronounced “is”) Technologies
(www.recordingtheworld.com), cre-
ators of RADAR technology, announced
direct distribution of the new-genera-
tion RADAR products, including the
RADAR24 and RADAR48. RADAR24 is a
24-track disk recorder with the same
technology, options and features as its
predecessors, RADAR and RADAR II,
but at a dramatically reduced price: con-
figurations start at $4,995. RADAR48
is a complete 48-track disk-based
recorder with the same features as the
RADAR24. iZ also introduced the
RADAR M8 Surround Sound Master
Recorder, a 192kHz, 8-track hard disk
recorder. Other iZ debuts included the
Eclipse full-feature remote controller
for RADAR24, and the new Paradigm
studio remote control for RADAR24 and
RADAR48, which includes a TFT flat-
screen display with touch-matrix control.
The Edit Slate integrated LCD) work
surface display from SADIiE (www.sadie
—CONTINUED ON PAGE 151
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axial symmetry, dual-coil drivers, a new
compression driver and a composite en-
closure, the 152-pound VT 4889 VerTec
synthesizes some of the best in contem-
porary technology and design and is sure
to be a quick addition to riders and bids.
McCauley (www.mccauley.com)
showed its three-way SM950-2 floor
monitor ($3,480), which employs a 15-
inch woofer and a 10-inch coaxial mid
with a 2-inch compression driver. Offer-
ing two angles for wedge applications,
the SM950 can also be stood upright to
serve as a full-range P.A. or fill enclosure.
Radian (www.radianaudio.com) in-
troduced the RMW-11562 coaxial 15-inch
MicroWedge™, priced slightly higher
than its first MicroWedge offering, the
RMW-1122 12-inch co-ax ($1,900 list).
Both monitor cabinets contain a 2-inch
compression driver, are rated for 500
watts RMS, and can be switched be-
tween active or passive crossover.
Coaxial wedges take up less floor space
than traditional floor monitors, while
ensuring smooth response from a sin-
gle point source. Additionally the Mi-
croWedge's floor-loading port allows
a mic stand tripod base to be placed
with one leg inside the cabinet, putting

stand and performer closer to the source.

Rapco (www.rapco.com) premiered
a 200-pin version of the LK multipin
connector, the LK-200. It provides 66
channels of audio in rugged, round, mili-
tary-spec connector that mates with a
quarter-turn, bayonet-style ring-lock.
Locking confirmation is threefold: audi-
ble, tactile and visual. Rapco also offers
a 66-pair snake wire that fits the new
connector backshell; if your last snake
didn’t have enough channels, here’s a
solution. The next size down is the LK-
150, which offers 60 channels. Pin for
pin, these connectors cost only about 25
percent more than an Elco.

Sound Devices {(www.sounddevices
.com) introduced the paperback-sized
USBpre ($695 list), a 2-channel preamp
for USB-equipped computers. The unit
has dual XLR, %-inch and RCA connec-
tors on one end, and headphone and
RCA line outs on the other. Controls in-
clude input level pots, 48V phantom
power and a mix control for panning be-
tween the preamp and the computer
audio from the USB bus. The USBpre
draws less than a half-amp and can be
hot-plugged. Whatever your laptop’s re-
mote audio application, this little 24-bit
charm needstobeinyourgigbag. @
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. OUTSTANDING
INSTITUTIONAL ACHIEVEMENT

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

Sound Reinforcement Company
Clair Brothers
Liutz, PA

Mastering Facility
Bernie Grundman Mastering
Hollywood, CA

Audio Post-Production Facility
Skywalker Sound
San Rafael, CA

Remote Recording Facility
Record Plant Remote
Ringwood, NJ

Recording Studio
Record Plant
Los Angeles, CA

R. OUTSTANDING
CREATIVE ACHIEVEMENT

Audio Post-Production Engineer for Film
Ben Burtt

Audio Post-Production Engineer for
Television
Sue Pelino

Remote Recording Engineer
Kooster McAllister

Sound Reinforcement Engineer
Robert Scovill

Mastering Engineer
Bob Ludwig

Record Producer
John “Mutt” Lange

Recording/Mixing Engineer
Mike Shipley

Annual

s Winners

it OUTSTANDING
TECHNNCAL ACHIEVEMENT

Ancillary Equipment
MOTU MID! Timepiece AV-USB

Amplifier Technology
Bryston 14B Pro

Mic Preamplifier Technology
Summit MPE-200

Computer Software & Peripherals
Sonic Foundry Vegas Pro

Microphone Technology
Neumann KMS105

Sound Reinforcement Loudspeaker
Technology
Meyer Sound UPM-1P

Studio Menitor Technology
Genelec 1036A

Musical Instrument Technology
Kurzweil K2600

Signal Processing Technology/Hardware
TC Electronic System 6000

Signal Processing Technology/Software
Antares Microphone Modeler

Recording Devices/Storage Technology
Tascam DA-78HR

Workstation Technology
Digidesign Pro Tools 5.0

Sound Reinforcement Console Technology
Midas Heritage 3000

Small Format Console Technology
API 7600/7800

Large Format Console Technology
Euphonix System 5
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Never Imitate.

=
“Unless you explore it,
emotionally you cannot =
understand how revolutionary &
GigaStudio is. | never have to =
worry about having enough =
space for my samples, and
the low pass filters and
crossfades are done right —
natural and transparent —
they really work. Nemesys

has built a classic.”
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Hans Zimmer

Academy Award = Winning Composer
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nce upon a time, or-
chestras were recorded

B Y PAUL VERNA

using two or three mi-

crophones. No mixing

was ever done after the
fact, so the entire production
hinged on the performance, the
choice and placement of the mi-
crophones, and the quality of the
recording medium.

I poparivny

These days,
orchestral recording takes almost as many
forms as pop recording, with spot mics,
multichannel arrays, post-production and
editing among the techniques employed to
deliver the final product to the home. In
most cases, the object is the same: to con-
vey as realistic asonic image of the orches-
tra as possible. However, the means by
which producers, engineers and label own-
ers arrive at their final goal vary widely.

At one end of the spectrum, producers
such as Michael Hobson of Classic Records
and Tam Henderson of Reference Record-
ings rely on simple mic setups to capture live
orchestras playing classical repertoire. Their
use of spot mics is limited, as is their after-
the-fact alteration of their recordings. For all
practical purposes, they are what the indus-
try labels “purists.”
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“As far as I'm concerned, classical
music in a concert hall is what it is,” says
Classic’s Hobson, who recently produced
the Moscow State Symphony Orchestra’s
performance of Shostakovich’s Fifth Sym-
phony and Rimsky-Korsakov’s Schebera-
zade for release next year on DVD-Audio.
“It’s inherently an acoustic event, unampli-
fied, except for some 20th-century composers who use ampli-
fication as part of their work. 'm not a fan of classical records
that have 40 or 50 mics and everything microscopically record-
ed and massively mixed.”

At the other extreme, producers Kurt Munkacsi and
Michael Riesman—who are best known as the recording
team behind contemporary composer Philip Glass—break all
the rules of classical music. They use click tracks and head-
phones and capture the orchestra section by section rather
than as an ensemble. Furthermore, they approach the mix-
ing process the way a pop producer would—as an art unto
itself, almost separate from the recording of the music. And
the Munkacsis and Riesmans of the world don’t even pretend
to render realistic sonic tableaux of the performances they
produce. They are admittedly in the business of creating their
own aural landscapes.

“The true classical recordist is making a sonic photograph,
and they’re not even using a multitrack machine. They’re
using a stereo pair of microphones and catching the true per-
formance,” says Munkacsi. “There’s something to be said for
that. But that’s a different kind of artistic expression from what
we do. In a traditional environment, the piece of music has to
be conceived for live performance. You can't say, ‘This flute is
going to solo over an entire orchestra,” but Philip has the free-
dom to say, ‘Okay, I want everyone to hear the solo flute,
even though the orchestra’s playing full-out.” We can make
music that can’t be performed live.”

In between the purists like Hobson and Henderson, and
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ald Sutherland.
“All my stuff is soundtrack-oriented,”

want some sort of after-the-fact control
over the balance. That’s why we have
spot mics.”

Smith’s setup varies from project to
project, but typically he uses a Decca tree—three omni mics
arranged in a triangular pattern, with the center mic forward
of the left and right ones—supplemented by various addi-
tional mics. For the main mics, Smith tends to use a set of
Schoeps CMC-6s that he acquired from Wes Dooley at Audio
Engineering Associates. To convey more width, Smith employs
pairs of B&K 4003 omnis in the front and back of the hall.
Closer to the source, Smith might use Neumann KM184s on
the first and second violins, Neumann TLM193s on the violas,
Soundelux U95s on the basses, Royer ribbon mics on the
woodwinds and low brass, a single Neumann TLM170 on the
trumpet, and a pair of Audio-Technica 4050s on the French
horns. On a recent production, Smith miked the percussion
with a TLM170 over the timpani, a pair of AKG 460s on the
mallet percussion, and another TLM170 on a low bass drum
that was used for a special effect. Ultimately, Smith uses the
spot mic signals only sparingly in the mix. “You try to get
everything off the main mics, but if the composer says, ‘I want
some more first violins,” you've gotta be able to do it,” he says.

FORMATS

From the standpoint of recording formats, the choices are
much broader than they were even a few years ago, when
producers faced a simple decision between analog and digital,
without much nuance in each category. Today, the prevalence
of high-resolution digital formats presents recordists with an
embarrassment of riches—and a sometimes overwhelming
range of options.

In a traditional environment, the piece of

music has to be conceived for live performance, but

Philip [Glass] has the freedom to say, ‘Okay, | want

everyone to hear the solo flute, even though the

orchestra’s playing full-out.” We can make music

that can’t be performed live.

- Kurt Munkacsi

the mavericks like Munkacsi and Riesman, are realists who
render live-sounding documents of orchestral performances
but employ tactics often reserved to the pop producers. For
instance, Steve Smith of Seattle’s Music Works Studios (for-
merly Xtreme Studios) uses extensive microphone setups
and post-production processing in his work, which consists
almost exclusively of orchestral recordings for soundtracks.
His credits include the sci-fi epic Battlefield Earth (featuring
John Travolta), the IMAX extravaganza Everest and the re-
cent thriller The Art of War, starring Wesley Snipes and Don-
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Smith prefers cutting to 2-inch analog tape at 15 ips with
Dolby SR noise reduction. He has recently experimented
with a Euphonix R1 hard disk recorder, but otherwise has
shunned digital formats. On the other hand, Munkacsi and
Riesman are among the few classical producers/engineers
who have wholeheartedly embraced the Digidesign Pro
Tools platform—the leading digital audio workstation of the
pop world. Others use tape-based digital systems like the
Sony 3348 or the Tascam DA-88.

Sometimes, the format decision is dictated by the multi-
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channel needs of the project. For instance,
a producer wishing to record six channels
of 24-bit, 96kHz signals without using
compression is likely to opt for a high-res-
olution hard disk recorder like the Genex,
rather than tape-based systems like the
3348 or DA-88, because the latter are not
designed to operate at high sampling
rates. Many orchestral recordists also choose to work in the
multichannel domain even if their final releases—at least for
now—are only in stereo.

Tom Lazarus, a partner in the New York mastering studio
Classic Sound and a freelance recording/mixing engineer, has
been working predominantly in surround sound formats over
the past three years, but he admits that most of his multichan-
nel work has yet to see the light of day as commercial album
releases. So far, Lazarus’ efforts can be appreciated only in
HDTV or in other special projects.

Lazarus and other multichannel pioneers like Hobson and
Henderson plan to release titles in the DVD-Audio format—
when it arrives—because it would be the only commercially
available sound carrier that would deliver up to six channels

The rear speakers are just

the ambience of the hall, and

| don’t use the subwoofer unless
I’'m doing a film score. However,
1 really believe in the center
channel for surround stuff,

to give the listener a much

wider sweet spot.
-Tom Lazarus

of 24-bit, 96kHz audio.

For now, though, classical producers who cater to discrim-
inating music fans feel that their hands are tied when it comes
to multichannel. “I hadn’t done much 5.1, mainly because the
5.1 options that have been out there have all involved some
means of compression, whether it’s DTS or AC3,” says Hob-
son. “The market I appeal to is the audiophile market, and
lossy compression is just not something we can talk about, no
matter whether it sounds good or not.”

SURROUNDED

The lack of a release medium has not stopped classical pro-

ducers from recording, mixing, editing and archiving their mas-

ters in various surround sound media, however. “These days

we’re recording everything in 5.1-channel surround for DVD-

Audio when and if it gets off the ground,” says Henderson.
Hobson adds, “We did all of the Moscow State Sympho-
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w that was ideal for the format. It’s an
of Orchestral Recording

ny recording with the idea of having a
DVD-Audio disc made from a project

vey the realism of being in an orchestral
hall during a live performance. We're try-
ing to convey to the home theater listen-
er the full 24/96 experience.”

As one might expect, the aesthetic approaches to multi-
channel recording vary as widely as the repertoire itself.
Lazarus says, “Most of my classical work is done in surround,
and there isn’t much involved in it. The rear speakers are just
the ambience of the hall, and I don’t use the subwoofer unless
I’m doing a film score. However, I really believe in the center
channel for surround stuff, to give the listener a much wider
sweet spot.”

For the Moscow State Symphony recordings, Hobson chose
a six-microphone array for the multichannel signals. “We had a
main pair of left and right microphones on the stage,” he ex-
plains, “in rear of the conductor, plus spot microphones to the
left and right.” In addition, Hobson used a rear stereo pair to
capture reverb and ambience and used the subwoofer channel

for a band-limited mix of all five main sig-
nals.

He says, “We routed the main
left and right microphones from the
stage to the DVD-Audio left and
right channels and added the out-
put from the far-right spot micro-
phone favoring the celli and bass to
the right channel only. The left-side
spot microphone, which was aimed
at the concert master and first vio-
lin, was routed and level-balanced
to both the left and right buses for
the DVD-Audio mix. We blended
the various onstage sources to pro-
duce a center-channel output.”

Besides the multichannel master,
Hobson and his team—session en-
gineer Eric Bickel and location en-
gineers Marc Aubort and Joanna
Nickreniz—recorded a 24/96 stereo
version for compatibility with DVD-
Video players.

From the stage, the signals

flowed from six mic preamps to 24-
bit A-to-DD converters, which fed a PC-
based hard disk recording system based around three
2-channel cards controlled by Samplitude software from
SEK’D. The tracks were later transferred at full resolution to a
Euphonix R1 hard disk recorder and mixed at Emerald Sound
Studios in Nashville on a Euphonix System 5 console, which
operates at 24/96.

As illustrated by the Moscow Symphony project, even
when the goal is to create a multichannel master, producers
almost invariably make a stereo mix as well. Sometimes, the
need for two different master formats entails double-miking
at the sources; other times, the stereo signal can be extrapo-
lated from a mic array designed for surround sound capture.

Lazarus says, “I try to record in surround and stereo si-
multaneously. Your mics are usually farther back with
stereo than with suround, so that requires double-miking.”
On the other hand, Reference Recordings creates its stereo
and multichannel masters from the same mic sources, ac-
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cording to Henderson.
If classical recording specialists agree

tral music makes discrete use of rear
speakers, at least when compared to con-
temporary 5.1 pop recordings.

Lazarus notes, “If we’re monitoring in
surround in our listening room or in a control room back-
stage at some venue, the first thing people usually say when
they come in is, ‘Turn the rears on.” What they don’t realize
is that those speakers are actually on, but because they're
not creating any special effects people think they’re not on.
However, if you turn the rears off, you really notice it. It's
more of a relative difference than a special effect.”

Hobson adds, “When something is so far out of context
as to be distracting as opposed to enhancing, that’s where I
draw the line. I've heard a lot of things that were more for
theatrical value, like a movie, as opposed to an enhanced
musical experience.”

One reason classical producers take a conservative ap-
proach toward the multichannel medium is that, in most
cases, their mandate is to reproduce the ambience of a hall.
In a perfect world, a hall sounds good enough to capture
with a few well-placed mics. However, in most real-life sce-
narios, the venue must be “helped along” with additional
mics and artificial reverb.

EFFECTS AND CLICKS

“Halls are a bitch,” says Henderson. “Finding a good one that
has proper acoustics and doesn’t have traffic noise is really
difficult. Sometimes I envy people who just walk into a studio
and set up their mics in a soundproof room. But we can’t
work our magic that way, especially not with large orchestras.
Even large studios and scoring stages that are big enough to
accommodate 100 musicians just don’t have concert hall
acoustics.”

Because of the difficulty in finding good-sounding
venues—especially in the U.S.—producers and engineers tend
to hone in on the few that they like. For instance, Henderson
says the Myerson Symphony Hall in Dallas is “marvelous in
its basic characteristics” and has “tremendous flexibility” for
adjusting reverb times. Smith, for his part, has discovered that
St. Thomas Chapel at Bastyr University in suburban Seattle is a
great-sounding venue for his purposes.

In most cases, however, the characteristics of the hall leave
much to be desired, and there isn’t much that producers and
engineers can do about it other than try to enhance their
recordings after the fact. That means adding equalization or
artificial reverb—practices as controversial as they are wide-
spread in classical circles.

Smith readily admits to using a Lexicon 480L reverb unit
to touch up the ambience on his mixes, and Munkacsi and
Riesman apply EQ, reverb, compression, and various other
processes as liberally as a pop engineer might. In fact,
Munkacsi and Riesman are so far afield of standard classical
music recording that they have alienated many members of
the old guard.

Munkacsi recalls an anecdote that illustrates the tenuous
relationship between the Philip Glass team and the classical
mainstream:

“We were playing in a music college somewhere, and I
happened to be standing in the back of the hall while the en-
semble was performing onstage. There were two music pro-
fessors in the back who had been introduced to me earlier,
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but they didn’t see me walking around. So
I was standing behind them, and I heard
part of their conversation. They were say-
ing, ‘And you know, what bothers me the
most, is the audience actually seems to be
enjoying it!’”

Similarly, Riesman remembers a Glass
opera release that contained information
in the liner notes about the method of recording. “We referred
to things like click tracks and artificial reverb, so people came
down on the recording just because of the way we had done
it,” he says. “So, for the next opera recording, we did it exact-
ly the same way, but we didn’t say anything about it in the
liner notes, and everybody liked it.”

Munkacsi and Riesman’s use of click tracks is a technique
that clearly sets them apart from their mainstream counter-
parts. “We use a click, but the click track is dynamic,” says
Riesman. “I's not just one tempo from beginning to end, even
if Philip wrote one tempo. The click track is based on a per-
formance.”

For a studio recording of Glass’ Symphony No. 5, cut at
Looking Glass Studios in Manhattan and due for release this
fall on Nonesuch Records, Riesman mapped out the tempos
of the various movements based on a recording of the pre-
miere performance of the piece. “I made a list of all the tem-
pos and went over them with both Philip Glass and Dennis
Russell Davies, the conductor, and discussed each instance
where the tempo changed—either that it wasn’t marked or
that the tempo differed from the tempo that was indicated in
the score,” says Riesman. “Then we made musical decisions
on a case-by-case basis. So each of these issues got resolved,
but when we got to the recording session I still had the flexi-
bility to change something, because I didn't print the click to
tape; it ran live, so I was able to make changes.”

Munkacsi adds that, in pieces where he and Riesman do
not have recordings to work from, they hire a conductor and
a pianist to record the piece from beginning to end; the tempi
are then derived from that performance.

Like many producers and engineers working in an orches-
tral milieu, Munkacsi and Riesman were afraid that symphony
players would bristle at the notion of playing to a click, or
even wearing headphones. Surprisingly, they found that most
musicians actually appreciated the thythmic reference.

Munkacsi says, “When we first started doing this, classical
musicians weren’t used to doing overdubs, let alone playing
with clicks and wearing headphones. So when we went to
record an opera in Germany, using a real German opera or-
chestra with real German classical musicians who didn’t do
jingles and stuff on the side, we were really worried that they
were going to flip out and walk out of the room. So the ses-
sion started, we gave them the headphones, put the click in,
and it turned out the German musicians loved the click. They
couldn’t get enough click! They kept wanting us to turn it
louder and louder!”

The Glass team’s experiences with click tracks underscore
the changing landscape of the orchestral recording industry.
For all its adherence to tradition and its strict aesthetic guide-
lines, the classical world is increasingly open to new ways of
recording, editing and mixing. Even those who fall in the
purists’ camp admit that the appearance of realism is more
important than realism itself. As Henderson says, “Our objec-
tive is to get a realistic, 3-D picture of the orchestra in ideal
form—maybe more ideal than the real thing.” |

Paul Verna is a New York-based freelance writer.
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really care about the OS? Probably not.

File compatibility, on the other hand,
is a very important issue—particularly if
you work in audio post-production
where material is routinely transported
from one facility to another. As
Digidesign’s Pro Tools is the de facto
standard in audio post, will your DAW
generate compatible files? What about
disk formats? Is the DAW able to read
and write to Mac and PC-formatted
media? Is OMF (Open Media Frame-
work) supported? How about broadcast
WAV? Depending upon who you typi-
cally exchange files with, these questions
need to be addressed in advance of your
purchase.

Though file and disk-format compat-
ibility may be handled more easily via
computer-based systems, this is not
to say that dedicated hardware is less
capable. According to Mike Newman,
director of product management at
TimeLine Vista, Tascam’s development
partner on the MX-2424, “Recognizing
that the MX-2424 could not be an island
unto itself,” Tascam talked with numer-
ous manufacturers to develop and install
file-conversion utilities and additional
software.

Signal processing is another area
where the term “native” frequently aris-
es. While dedicated hardware typically
enjoys a distinct advantage in the user
interface area, computer-based DAWs
frequently offer more versatility in sig-
nal processing. There is now an incred-
ible number of signal processing and
synthesis plug-ins that can be tightly in-
tegrated into a DAW’s feature set—par-
ticularly if that DAW is computer-based.

Some plug-ins rely on the computer’s
CPU, or host processor, to provide re-
verb, delay, compression or other DSP
functions desired by the operator. This
dependence on the host CPU is com-
monly referred to as native processing.
While you may hear that such applica-
tions can be a “drain” on the computer’s
resources, this is less likely to be an issue
with the 866MHz, 933MHz or 1GHz
processors found on newer computers—
similarly for the higher-end PowerPC
processors in the Macintosh camp. These
processors, combined with a healthy
dose of RAM, will take you a long way.

There are, however, digital audio
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cards (such as Korg's OASYS PCD that
integrate synthesis, effects processing
and audio 1/0O into a single entity—
complete with onboard DSP capability
that does not rely on the host processor.
Such signal processing functionality is
considered nonnative. Whether native
or nonnative DSP functions are better
depends on the computer, the amount
of onboard RAM, the number of tracks
you're running and a number of other
factors. For the most part, there is no
definitive answer here.

WHAT BUS ARE YOU

WAITING FOR?

The pipeline responsible for moving the
vast amounts of data in a DAW is re-
ferred to as the data bus. There are es-
sentially two architectures for moving
this information—EIDE (Enhanced In-
telligent Drive Electronics) and SCSI

Regardless of whether
your DAW is
computer-based or
uses dedicated hard-

ware, always use

a dedicated hard drive

for your audio. }

(Small Computer Systems Interface).
EIDE and SCSI are found in both com-
puter and hardware-based DAWs—un-
derstanding a bit about them can help
you decide which data transfer method
Suits your requirements.

Most off-the-shelf computers (both
Mac and PC) now use EIDE. While an
EIDE-based system will save you
money up front, it is likely to prove less
flexible in terms of system expansion,
and the data throughput rate of such
systems is generally less than that of a
SCSl-equipped system.

If you examine the throughput rates
of these two environments, you will
find that EIDE systems (now known as
Ultra DMA33 and Ultra DMAGG) can
transfer data at up to 33 MB per second
(66 MB/sec for UDMAGOG) as opposed to
80 MB per second for LVD (Low Volt-
age Differential) Ultra2 SCSI. This differ-
ence in the data throughput rates may
have a direct impact on your system’s
ability to handle crossfades, punch
recording and other common recording

tasks when a large number of tracks is
involved. Then there’s the issue of
adding devices.

Regardless of whether your DAW is
computer-based or uses dedicated hard-
ware, always use a dedicated hard drive
for your audio—not the same drive that
houses (in the case of a computer) the
OS. On an EIDE system, the controller
ports are embedded on the mother-
board. Generally, there are two such
controllers, each with their own IRQ
and each capable of communicating to
a master and slave device—resulting in
support for a maximum of four devices.

With today’s multimedia computer
systems, it's common to have two of
these ports assigned straight out of the
box—severely limiting your ability to
add much more. By comparison, a
SCSI-equipped system will cost you
more up front but will generally be
more adaptable to your expansion re-
quirements.

With SCSI, you'll start with a host
adapter card and be able to hang up-
wards of seven devices from that card
on a single IRQ. The host adapter will
probably default to a SCSI 1D of seven,
with each additional device having its
own unique SCSI ID. LVD SCSI is com-
monly used in Internet servers, high-
end digital audio workstations and film
dubbers.

So can you purchase on off-the-shelf
computer? Of course, but plan on
adding a SCSI card so that you can in-
corporate a dedicated audio drive and,
perhaps, a tape drive or some similar
device for backup. This is not to say
that EIDE systems should be avoided
it merely points out the ability to ex-
pand your DAW with a disk array (for
large projects where massive amounts
of storage are required) or some other
device may be more limited.

SO NOW WHAT?

A DAW can significantly enhance your
ability to deliver better work faster and
can prove invaluable to the legions of
recording facilities that continue to track
with MDMs, DASH, open reel analog or
a combination of these formats. Having
an understanding of digital I/O options,
how these systems write and save data,
how they process DSP functions and
how they handle data throughput, will
better position you to make an in-
formed purchase. Doing your home-
work up front can save both money
and disappointment. ]

Roger Maycock is Mix’s technical
consultant.
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STEVE DAHL AT HOME AND ON-AIR

classic radio personality. An ir-
L reverant guy in a Hawaiian
shirt who makes a living poking
fun at things on-air. The perpetra-
tor of the infamous 1979 “Disco
Demolition,” a conflagration of
disco records that lost the White
Sox a game by scorching the field
at Comiskey Park. One of radio’s
original “shock jocks.”

More than just a radio prankster,
Dahl has always peppered his
schtick with his own music. He cre-
ates parodies of popular songs and
writes original material, all of which
he broadcasts on his daily show
and performs with his band for live
audiences. To support his own cre-
ations, he has assembled a project
studio in his suburban basement,
linking music-production tools with
the broadcast world.

Back in the '70s, Dahl’s musical
ventures consisted mainly of mock-
ing popular songs to spice up his
radio show. For concocting clas-
sics such as “Do You Think I'm
Disco,” his only tools were a cas-
sette player and a legal pad. He
would play back the original song
and work out his own tongue-in-
cheek lyrics on paper. His producer
took care of the rest, re-recording
the songs in some local recording
studio. Now, Dahl can produce
complete, finished recordings in his
own home.

After starting with an entry-level
Pro Tools system, Dahl upgraded to
Pro Tools/16 for more DSP power.
New songs begin with riffs he’s
worked out on guitar. He then sits
down at his Korg i4S workstation,
lays down a basic track and builds
from there. Rhythm and additional
synth tracks come from a Yamaha
MU90R tone generator, guitar tracks
get recorded direct and enhanced
with the Line 6 Amp Farm or Pod,
and finally he’ll lay down vocals.
His Mackie Human User Interface
helps with the mixdown.

Somewhere along the line, Dahl
got tired of only doing parodies of
other people’s songs and started
working on his own material.

rJ Yo Chicagoans, Steve Dahl is a
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Much of his work is still comedic in
its subject matter. although he has
done some “serious” songs, includ-
ing his recent collaboration with
Brian Wilson; he contributed lyrics
to “Your Imagination” on Wilson’s
latest album, Imagination. Dahl’s
Pro Tools system made cowriting
easier, because he could fly in a
rough mix and record vocal tracks,
adding and editing until the lyrics
worked just right.

For Dahl, whose main vehicle is
the airwaves, perhaps the most im-
portant aspect of his studio is that
it connects him directly to Chica-
go’s WCKG-FM, which broadcasts
his show every afternoon. He trans-
fers his music beds or songs via
ISDN directly to the station, where
he can tweak them upon arrival
downtown. “If there’s something I
want to get done in the moming,
but 1 don’t want to go in there
three hours early, I can just do it kat
homel], and it sounds perfect.”

He often puts together his own
music beds using Sonic Foundry
Acid, which he carries with him on
his laptop. What he doesn’t get
done at home before going to
work he can do on-the-fly during
his show. “I can literally make a

BY CAROLYN ENGELMANN

bed for something during a break,”
says Dahl, “and that’s kinda cool.”

Dahl can even host his radio
show from home, although he
doesn’t do so too often. “I like to
get out of the house,” he says, “and
my family doesn’t think 1 have a
real job anyway, so when I just sit
there in the basement doing it, they
really think it’s not a real job.”

The Steve Dahl Show also Web-
casts straight from Dahl’s basement,
launched through his Web site.
Dahl plans to cater to the online
audience with his current project,
“basement tapes” of previously un-
recorded songs that he’s been play-
ing live, which will be available at
www.dahl.com as MP3s.

Having begun his career as an
audio engineer, Dahl’s paid his
dues editing the old-fashioned
way. He was thrilled when he got
his first taste of editing sans razor
blade and has gone on to da
things he never would have
dreamed up in the analog days. “1
suppose I could get by without it,
but T enjoy having the technology
available,” he says. ]

Carolyn Engelmann, formerly an
assistant editor for Electronic Mu-
sician, is a freelance musician
based in Chicago.

PHOTO: PATRICK JOUAT DAHL
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NORBERT PUTNAM

MEMPHIS MAGIC

orbert Putnam has enjoyed a

long and successful career in

music and audio. His incredi-
ble career has included playing
bass as a session musician, to
founding and owning legendary
studios, to credits as a muiti-Plat-
inum producer for artists including
Joan Baez, Jimmy Buffett, Dan Fo-
gelberg and many others.

Putnam grew up outside of Flo-
rence, Ala., and fell into playing the
bass in the mid-'50s at the urging of
a friend who was forming a band
covering the music of Elvis Presley
and Carl Perkins. The friend knew
that Putnam’s father, a part-time
bluegrass musician, had an upright
Kay string bass. After being told
that “anybody can find three
chords,” Putnam decided to give it
a shot.

In time, Putnam began working
with a group of players who would
also go on to great success: pianist
David Briggs, drummer Jerry Carri-
gan and singer/songwriter Dan
Penn. Their group, Dan Penn &
The Pallbearers, along with mem-
bers of another band called The
Fairlanes (which contained future
producers Rick Hall and Billy Sher-
rill), formed the nucleus of the
early hit-making scene in Muscle
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Shoals, Ala. During the early '60s,
Putnam played bass on classic hits
by Arthur Alexander, Joe South,
Tommy Roe, The Tams and others,
and his band opened for The Bea-
tles at their first concert in Wash-
ington, D.C.

In 1965, the promise of greater
money and opportunity lured Put-
nam and some of his bandmates to
Nashville. Putnam quickly became
one of Nashville’s most in-demand
session bassists, particularly for the
more pop, rock and R&B-oriented
material. His credits include thou-
sands of records by artists includ-
ing Elvis Presley, The Monkees,
Linda Ronstadt, Tony Joe White,
the Beau Brummels, the Manhattan
Transfer and Henry Mancini.

In 1970, Putnam and David Briggs
started Quadraphonic Recording,
and, within three years, Quadra-
phonic became one of the hottest
studios in the country. Sessions
recorded at Quadraphonic includ-
ed hit records like Neil Young’s
Harvest, Dobie Gray’s Drift Away
and Putnam’s very first production,
the million-selling version of “Night
They Drove Old Dixie Down” by
Joan Baez. A long run of successful

BY RICK CLARK

Norbert Puiam (left) and
Tommy Peters founded the
Internet business Cadre
Enterfainment. Housed in a
turn-of-the-century bank
building, the new venture
was created to develop and
market new music from
Memphis artists.

Putnam-produced projects fol-
lowed.

By 1980, Putnam and Briggs had
sold their interest in Quadraphonice,
which continues to be a successful
operation. Putnam then acquired a
large Victorian home in Franklin,
Tenn., called The Bennett House
and built a studio in it. Like Quadra-
phonic, it became so successful that
people lined up to get in.

Tired of running to New York
and L.A. for mastering, Putnam
hooked up with Nashville master-
ing engineer Denny Purcell, and
they started Georgetown Mastering,
which, to this day, is one of the
finest mastering facilities in North
America.

Putnam eventually sold his in-
terests in the still-successful Bennett
House and Georgetown Mastering
and took a break, pursuing his pas-
sion for restoring Victorian and an-
tebellum homes, perfecting his golf
game and taking on the occasional
project. He eventually settled in a
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both felt 1 should do it. T asked her,
“Would you do it in my new studio?”
“Sure,” she said. | called David Briggs
and said, “Wow! We’ve gol a star com-
ing to our new studio.”

She had warned me, “I've got 24
sides to record, and we need to do it in
five days.” I said, “That means we are
only doing a song-and-a-half per session,
and we are used to doing four.” [Laughs.]

I remember during the Baez sessions
going out into the hall and there were
guys like Dave Loggins, Guy Clark,
Jerry Jeff Walker, Jimmy Buffett, Mickey
Newbury all sitting out swigging beer
and swapping songs. They were also
hoping for a chance to hand Baez a
cassette of a new song. When we got to
“Night They Drove Old Dixie Down," |
said to Baez, “Wouldn" it be great if we
had a sing-a-long unison kind of cho-
rus, like you would have in a concert?”
She said, “Let’s try it.” So we went out
into the hall, and I called in all of the
hangers-on. We had about 20 people,
and when all of those drunks started
singing “Night They Drove Old Dixie
Down”—which I think was the most
emotional part of that record—it be-
came magical.

So the record goes to Number One,
and it sells over a million copies in a
very short period of time. I get a phone
call from Clive Davis, then president of
CBS: “Norbert, I want you to fly up to
New York, I'd like to talk to you about
producing for CBS.” [ thought, God has
spoken! I'll never have to play bass
again. I can be a record producer!

So I go to Clive Davis’ big office ancl I
sat down, and he starts off with some-
thing like, “Norbert, you are a great ge-
nius.” That threw me off, because I knew
better. He said, “Do you realize that Joan
Baez has never sold more than 100,000
on any album in a l0-year career. You
have just sold a million-and-a-half and
given her a Number One record.”

I said, “Well, Clive, don’t you think I
just got lucky?” He said, “No, you know
something, and I want you to produce
all of the folk music on CBS.” I thought,
oh God. Folk music was not my favorite
music. My favorite music was Memphis
music—Sam and Dave, Otis Redding,
Bobby Blue Bland, James Brown and
Motown.

I said, “Clive, you know I'm from
Muscle Shoals, and in Muscle Shoals we
do black acts that like to use horns and
the bass lines that move around. You
don’t do that in folk music. You go
dumb de dumb de dumb.”
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He said, “Norbert, I have someone to
do R&B. I have Gamb'e and Huft and
Thom Bell in Philacelphia. But I don't
have anyonc¢ who can sell a million
records on a folk singer. You need to
be that guy.”

I remember Clive reached around
and grabbed this 7-inch, reel-to-reel
tape. He slid it across his desk 10 me,
and it had “Dan Fogelberg Demo” writ-
ten on it. Clive said, “This is a kidl from
Peoria, Illinois, and he’s 19 years old,
has a good voice, and he writes good
songs, and he is a great player. [ would
like you to produce him.”

So 1 was sitting there staring at this
tape and thinking about it. He noticed
my reticence: “Norbert. listen, if you do
this for me. I will make you a very,
very, very wealthy young man.” 1 quick-
ly replied, “Mr. Davis. that appeals to
me.” [Laughs.j That is how I became
Nashville’s “folk rock” producer for the
next 10 years. I did Dan Fogelberg’s firsi
album, Home Free, and later on, Neiher-
lands and Phoerix.

You also did Jinumy Buffett's biggest
records. How did that come abaut?

[ had met Buffett when he came to in-
terview Jerry Jeff Walker, during one of
the albums I recorded bass on—snngs
like “Pissing in the Wind.” You see,
young Buffett was a pait-time journalist.
He did concert reviews for Bilthaard.
So, 1 was in a restaurant one night with a
party of friends, and Buffett comes 10

my table and whispers
he needs to talk to me
after dinner. At this point
in time, Buffett had just
recorcded “Come Mon-
day,” a Top 20 chart
record. So after dinner [
went down to the bar,
and he said, “My record
label thinks I'm ready for
a Gold record, and they
would like you to take a
shot at it. Would you
consider producing me?”

[ said, "Sure.” I was al-
ways looking for acts to
produce. He said, “I want
to tell you about my
band. The records I've
been making with Don
Gant are not at all like my
stage show. I've got a
band called the Coral
Reefers, and Norbert,
they are mare like the
Rolling Stones. We come
out and hit big power
chords, and everyone
jumps up and down.
You've go! 1o come and see my band,
because that is what I need to be doing.
It needs to be the Coral Reefer band
sound and not this soft, Nashville shit.”
It wus getting late and I'd had a lot of
wine and I was having trouble trying to
imagine how “Come Monday” would
sound, as performed by the Rolling
Stones. [Laughs.]

So that weekend I went and saw
them play, and when Buffett came out
it was like a rock '’ roll show, and the
crowd went crazy. Buffett was tremen-
dously charismatic, and I thought: This
is totally different than the records he
las been making.

When we met up a few days later, |
said, “You need o get the hell out of
Nashville All of your songs are about
the ocean. I've done some work down
in Miami at Criteria Studios. Let’s take
vou, vour songs and the band down to
the ocear.” We had been in Miami only
a few davs when Buffett came in with
this song. He said, “This is autobio-
graphical. It is a true story about com-
ing home from a bar one night, I cut my
foot on a pop top. It is a story about
cooking up shrimp and not being able
to find my salt shaker. It is called ‘Mar-
garitaville.”

I think as soon as he played it, we
all knew it was a hit. It was a little
movie, a complete scenario. A few
months later, a million-and-a-half
records were sold, and it was in the Top
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10, heading for the Top 5. That began
my run with Buffett. I did five albums,
including the live one. Buffett came up
with the album title, Changes in Lati-
tudes, Changes in Attitudes to reflect the
change from Nashville to Miami.

Jimmy had a 33-foot Choy Lee ketch
that he had just moved to the harbor at
Coconut Grove. We would record from
11 to 5, grab a cassette of the rough mix
and blast down to the marina, throw off
the ropes and motor out past the mark-
ers. We would throw up the sheets and
put in the cassette. We'd pay careful at-
tention to the rhythm of the waves as
they hit the bow, and when we went
back to the studio the next day we tried
to remember how that rhythm of the
sea felt. The music we recorded that
week became part of the required pro-
visions for all sailing vessels.

I guarantee you—and it is 25 years
removed—but you can still go down to
the islands today and board any vessel
down there and you'll find “our music.”
Jimmy and I invented Caribbean Rock
during the making of that album, and
Jimmy went on to personify it. He be-
came that character. Buffett had only

one Top 10 record, yet he has had a ca-
reer that spanned 25 years. He still sells
out every venue in the country.

You bave a knack for starting music
industry ventures that bave a bistory of
doing very well. Now you’re in Mem-
Dhis with what may be your biggest
project yet, CDMempbis.com. How did
this come about?

I was in Memphis, consulting for Gary
Belz [House Of Blues and Ocean Way]
when I bumped into Tommy Peters.
Tommy is a music aficionado and one

Al Green and Elvis
could sing the phone
book, and |1 would
love it. It’s not the
lyrics. It's the artist’s
emotion, the timbre of
the voice.

of the most successful venture capital-
ists in Memphis. It is very easy for
Tommy to put money together because
of his passion for music. Tommy built
the first B.B. King Club and is a major

part of the revitalization of Beale Street.
Tommy said, “How would you like to
come and try something in Memphis?”

I said, “Let’s start an Internet record
label. It is a way around the major-label-
controlled radio airplay. We can sell
music to the end-user at full retail and
skip distribution costs.” So as we talked
about putting the label together, we
thought, “If we can succeed, we can af-
ford to pay the artist more money than
they have ever been paid before.”

Traditionally, a major label might
give the artist $100,000 to make a
record and, roughly, pay a dollar a
record, but [the artist] has to recoup the
$100,000 as a loan. If the artist sells
100,000 records, the artist hasn’t made a
dollar, but the record label has realized
tremendous cash flow.

So we thought, the artist shouldn’t
pay the cost of making the record, the
label should put up the money. We pay
our artists from record one. Not only
that, at other labels, the artist usually
pays the producer out of his own share.
We don’t do that. We pay the producer
separately, and we pay the producer
royalties from record one.

Another thing I wanted to do was to
include the musicians in the royalty
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base. So with that in mind, our studio
rhythm section will not only get paid
union wages, but they will also be in
the pot for the royalties. And if we are
lucky enough to have success, and peo-
ple are still buying our music in 30
years, they'll still be getting a nice
check. So basically what we are trying
to do down here is to re-invent the eco-
nomics of the music industry using the
Internet. Hopefully, CDMemphis.com
will also help revitalize Memphis/Delta
music in its present and original forms.
So the Internet is enabling you to paint
outside the traditional lines of market-
ing music and rethinking compensa-
tion for talent, but why Memphis?

I really think that there is something
here that is magical and special regard-
ing the music of this part of the world. I
know when our Nashville thythm sec-
tion came to Memphis to record with
Presley at Stax, it was a more soulful-
sounding section.

When I go up on the roof at the
Peabody Hotel, I often hear this beauti-
ful trumpet in the distance coming from
Beale Street. There is 2 wonderful gen-
tleman over there that plays in the
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street, and he has the most amazing
tone and power. It's like W.C. Handy all
over again.

Ever since I listened to those first Stax

Records, I've been trying to get to Mem-
phis. In Muscle Shoals, we liked to do
R&B music with horns, and so much of
that came to us through Memphis music.
One of the major components in creat-
ing this Memphis operation concerned
the ability to do this all in-house. You
Jfound quite a location for a studio in
the process.
I spent about six months looking for a
large room. At last, I found this old
bank building at the corner of Second
and Monroe in downtown Memphis. I
walked through this thing, and it was
ornate and beautiful, and it was huge.
It reminded me of a small Vienna
church. So we bought this 32,000-
square-foot building, with the big room
being 70 feet by 100 feet. The ceiling is
24 feet high. The control room on the
mezzanine level is 20 feet by 32 feet.
And it is quite moving to look out over
the giant Neve VR console, down the
marble staircase, into that 100-foot-long
tracking space with 11 iso booths and a
Yamaha grand resting on a lovely ori-
ental rug.
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We are also recording to the new
Tascam 24-bit, hard disk system—no
tape machines. I think we've seen the
last of tape—we haven't been able to
crash the Tascams yet. Downstairs we
have two Mackie D8B rooms locked to
two more Tascam 24-bit, hard disk ma-
chines. They work perfectly with the
Mackie digital consoles. Studio A has 48
tracks available at all times.

The main studio has a natural reverb
of more than two seconds. Singers and
horn players love to walk around the
room warming up and listen to the re-
verb. It reminds me very much of
Abbey Road Number One. And it is the
first really big Memphis recording stu-
dio that has the capability to do sound-
stage scoring for film, jingles and
commercials, as well as that giant “only
in a large room” drum sound. The stu-
dio was created for CDMemphis’ own
projects, but we have now agreed to
rent available down time.

You’ve been doing some pretty serious
AGR work, checking out the talent in
the region.

The kids who are coming through the
door here aren’t coming in sounding
like Stax, but that unique sensibility is
still very much here. While there are a
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Carefully interwoven technologies.

Like no other microphone you've ever used.

The KSM44 multi-pattern studio condenser captures the essence of sound.

Three polar patterns and an externally biased dual-diaphragm design let you record any situation

with incredibly low self-noise (7 dB). Once you listen with the KSM44. you'll discover a uniqueness that makes
recordings stick. To join the growing number 6f KSM44 enthusiasts, call 1-800-25-SHURE or visit www.shure.com.
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Greg Ladanyi, engineer/producer for
such artists as Jackson Browne, Toto,
Fleetwood Mac, Warren Zeven, Jeff
Healey Band, Jaguares, Clannad, The
Tubes and Don Henley uses Westlake
monitors both at his Las Angeles studio
and for all his outside projects.

“| use a pair of BBSM-5’s at my own
studio and a pair of BBSM-4s that |
take with me on the road. it's important
to have a frame of reference, and the
Westlakes give me that confidence.

and 5’s. They are extremely smooth
and accurate, so no matter where I'm
working my balances are always true.

and also accurate at low levels.”

MANUFACTURING GROUP

805-499-3686

They are easy to listen to at loud volumes

X (8B05) 498-2571 » www.westlakeaudio.com

“I’m Listening To Westlake”

Pm very impressed with both the 4's  |Eatu———
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WHEN YOU NEED TO HEAR EVERYTHING -
You NEED TO LISTEN TO WESTLAKE

Experience audio monitoring the Westlake Way and join the hundreds of recording
studios, broadcast facilities and independent professionals worldwide that depend
upon the performance and reliability of their Westlake Monitors, day in and day out.

Westlake
Audio
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few people here trying to make hip
hop records to sell to New York and
L.A., most people who come in here
and play songs for me seem to be to-
tally unaffected by the trends of those
cities. Most people here follow their
own direction. It is all intuitive stuff.

I could never really say that about
Nashville. In Nashville, I was constant-
ly besieged with young people coming
in and saying, “I want to be a country
music -star.” I would sometimes ask,
“So you just walked in here, and you
want to be a country music star. Is that
because you happen to be in Nash-
ville? If you were in New York, would
you walk into a music office and say,
‘I want to be a country music star?”
Often the response would be, “Oh no!
I grew up listening to rock, but the
country music industry is here.” People
would drive into Nashville who grew
up listening to The Beatles and buy a
cowboy hat and say, “I'm country.”
That doesn't happen here in Memphis.
People don’t walk into Memphis and
start to pretend to be Al Green.

When I lived in Nashville, they
used to always talk about “the song,”
but to me, it has never really been
“the song.” A great song is a wonder-
ful thing, but Al Green and Elvis could
sing the phone book, and I would
love it. With Presley, you could give
him a very trite lyric, and he could in-
ject such emotion and power that
would give you goose bumps. It’s not
the lyrics. It's the artist's emotion, the
timbre of the voice.

The music business markets emo-
tion. And when you have a purveyor
of emotion, like Al Green or Elvis Pres-
ley, then you have magic. That is the
beginning and end of it. The young
engineers like to think it was the vin-
tage tube gear, but it was never the
equipment. It was the emotion of the
musicians, the artists and the great bal-
ance engineers that made those
records timeless. It was the unique
touch and feel of the individuals mak-
ing that sound. There’s the story about
a stupid remark made [by an onlooker]
as the great Chet Atkins was finishing
a guitar overdub: “Damn, that’s a great
sounding guitar!” Chet promptly ceased
playing and after silence had engulfed
the room, said, “Well, how do you
think that guitar sounds now?” n

Rick Clark is a producer and freelance
writer raised in Mempbis, now living
in Nashville.
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Trak2 offers everything you need on a session: superb mic/instrument pre, 24/96 converter, full 8-channel routing and format conversion - and more!

OW YOU REALLY CAN take it with
N you. Because Apogee’s new

Trak2 digital audio conver-
sion system includes virtually every-
thing you could ever want on a ses-
sion, from mic preamp to converter -
and more. It's the best of analog and
digital — in one compact unit!

The Trak2 offers two channels of
Apogee-quality analog to digital
conversion with full 24-bit, 96 kHz
sample-rate capability.

In front of that is one of the best
microphone preamps you'll ever
hear, featuring ~109 dB THD+N,
90dB gain, phantom power and
direct instrument inputs.

It sounds so good, you'll want to
use it on its own — so we've provided
an analog output/insert point in the
signal path.

A built-in AES-S/PDIF output
means you can use the Trak2 right
away, while two AMBus slots enable
you to add virtually any standard
interface, including Pro Tools€,
ADAT, TDIF, SSL HiWay, SDIF-Il and
more ~ just plug in a card. Route and
format-convert a full eight digital
channels between card interfaces;
reclock your system with our Ultra-
Low-Jitter Clock; optionally sync to
video; create great-sounding mas-
ters with UV22HR word-length
reduction, and use powerful Apogee
Bit-Splitting (ABS), to record 24-bit
signals at up to 96 kHz on a regular
16-bit, 44.1/48 MDM.

The A/D includes our proprietary
Soft Limit® circuitry, for higher levels
without digital overs; and the return
of our exclusive Soft Saturate®

technology, simulating analog tape
compression for the punch to get
your music heard above the rest.

A special slot allows for an option-
al 2- or 8-channel D/A card with the
same stunning specs as the A/D.

To provide easy access to all this
astonishing functionality, the Trak2
features a powerful software-based
interface.

With the Trak2 in your setup,
you'll never need to check baggage
again.

Hear the Trak2 today at your
authorized dealer - and take one
home!

APOGEE ELECTRONICS CORPORATION, 3145 Donald Douglas Loop South, Santa Monica, California 90405.3210, USA.
Tel: +1 310/915-1000 Fax: +1 310/391-6262. Email: info@apogeedigital.com. See our Web site for full details.
Trak2, Soft Limit, Soft Saturate and Apogee are trademarks ofA,Fo ee Electronics Corporation. Pro Tools is a registered trademark of Avid Corp.
Photo by Ror: Nedlson. Many thank to American Airlines, Nastwille, for the luggage sizer!

ELECTRONICS
www. apogeedigitel.com
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MANLEY LABORATOR
13880 MAGNOLI
CHINO, CA. 917
TEL:
FAX:

email:
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(909) 627-42
(909) 628-2482

emanley@manleylabs.com

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

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

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

BIG BANG FOR THE BUCK: LANGEVIN
LANGEVIN is a legendary marque of
premium electronics whose lineage goes
back to World War Il. MANLEY acquired
the LANGEVIN brand name several years
ago. With these products we offer you the
different sonic flavor that ALL-DISCRETE
CLASS A CIRCUITRY brings using fresh,
original designs built alongside and to the
same exacting standards as the Manley
equipment.

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

The choice is yours




Let’s be blunt: In the American audio education
world, Tom Misner is viewed as the Big Bad Wolf—the
outsider intent on blowing away the competition as he
methodically builds an empire of SAE Institute of Tech-
nology schools around the world. Success does sometimes
breed contempt, and Misner has been very successful:
There are currently 30 SAE schools teaching more than
12,000 students in such far-flung ports-of-call as Lon-
don, Paris, Sydney, Munich, Singapore, Stockholm, Kuala
Lumpur, Athens, Madras and several other locales. What

frightens other U.S. recording programs—and this has

Tom Misner

become a very competitive business—is Misner’s plans to
set up shop across the United States. So far, there are
two SAE schools here—in New York and Nashville—and
Misner says he hopes to eventually have a dozen dotting
the American landscape. Misner claims a fortune of about
$900 million (he made most of his money in real estate),
so SAE programs don't have to worry much about capi-
talization, and one imagines that the organization could
expand at will. Former SAE students already populate
hundreds of studios worldwide, though so far their in-

roads in the U.S. have been modest.

Audio

Education’s
Global

Glant
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Misner isn’t just some rich busi-
nessman dabbling in audio. He’s a |
working engineer, producer and stu-
dio designer with some 30 years ex-
perience in the field. In the mid-'70s,
he built SAE up from nothing, open-
ing his first school in Sydney (though
Austrian by birth, he moved to Aus-
tralia when he was 14), then eventu-
ally expanding to London, Munich
and beyond. He builds studios on
property he owns, and he fills them
with gear that he gets at good prices,
because he is certainly one of, if not
the, largest single purchaser of audio
equipment in the world. Though his
home base is Sydney, where he
owns much real estate, including
301 Studios, a multimillion-dollar
multimedia facility, he considers him-
self a citizen of the world; indeed, it
seems as though he’s been traveling
almost constantly for much of the last
three decades. Appropriately for a
man of the world, he has an accent
that is part German, part Australian
with a few American- and British-
isms thrown in.

We spoke by phone—Sydney to
Oakland—during the summer.

Tell me a little about your own edu-
cation in recording. Were you tech-
nically inclined as a youth?

Not at all, no. I was a musician. [
was always playing guitar. I had
much more music training than tech-
nical training. I guess you'd say my
education in recording was the tradi-
tional route. I was a tea-boy and did
things like painting the studio and
being a general assistant of nothing,
which is one reason [ gave up on engj-
neering initially.

I left it, because I thought, “I'm paint-
ing walls. This is ridiculous.” So 1 went
and joined the major television here in
Sydney, which is Channel 9. I came from
Germany and obviously had a pretty
heavy German accent, and when I went
to Channel 9, and they asked me what [
knew about television, I said I have
some experience in television. They
gave me a test about a week after my
initial appointment. And during that
week, [ bought myself a book about TV,
a litle handbook that explained what a
cathode ray tube was and all that, and
then I went in and took this multiple-
choice test, and I passed quite well and
ended up being a technician grade A,
which was a very good position.

I worked there for about eight
months, and during part of that time, I
used to drive past the record company
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Students in SAE's New York studio

You were living a lie!

[Laughs.] I was living a lie. But I
learned quickly, and I started mixing
some bands; luckily, most of the
bands didn’t know much more, ei-

B ther. We're talking 1970 here. From
™ there, I left Australia, because I had a

job offer back in Germany. Then I
went to England, and my traveling
started.

Were there engineers or producers
in England you looked up to?

Yes. I always looked up to Alan Par-
sons, who was just five or six years
older than me; he was around my
age. [ also used to read RE/P,
Recording Engineer and Producer,
which was a very good magazine
then; it was great for me. Actually,

in Australia called Festival Records, and
one day I decided to walk in there and
see if they had any jobs. They said,
“What are you doing now?” And I said,
“I work for Channel 9,” which was like
working for NBC or something. So they
said, “We’ve installed this new console
called a Neve. Have you seen it before?”
[ said, “Oh yes, yes, yes.” At Channel 9
we had a Neve that was like a 6-channel
into two. So they showed me this new
Neve, and it was this 30- or 40-channel
monster; it was the biggest thing I'd seen
in my life. But they gave me a job, virtu-
ally on the spot. I had one month to get
my act together, and [ was working with
other people there, assisting, and then 1
started engineering, without the knowl-
edge of what a compressor is, what any
of those things were. From then on, [
progressed the traditional way.

Did you bave anyone shepberding
you?

No, because the other engineers as-
sumed I knew all abourt things. [ wasn't
going to ask them what a compressor
was!

you might not know that I did an in-
terview with Mix when it was still a
newspaper.

From then on my education was
basically practical, doing a lot of en-
gineering and a lot of mixing. To cut
a long story short, it ended with me
last year earning a doctorate from
Middlesex University. So now I have
a Ph.D., which was based on my
work in both education and
acoustics.

When you were moving around as
you did, going from Australia to
Germany to England and America,
is there anything you learned then
that set you on a path that made
you think you could teach this?

Everywhere 1 went I picked up little
things. One place I'd learn about how
someone used a compressor. At anoth-
er it might be miking techniques. But
more importantly, all that traveling
taught me how to deal with people.
That was the key. It’s a people business.
It taught me a lot about communica-
tion. The Germans would talk to me
differently than the British or the Amer-
icans would talk to me. The Americans
were always looking for the shortest
way from point A to point B. The Eng-
lish tend to talk around things a bit.

How did SAE actually get its start?

Well, at one point, [ was feeling a little
burned out from working ia studios for
so long, and I thought about it, and 1
decided that there was a shortage of
real information about audio anywhere
in the world. So I thought it would be a
good idea to try to put together a prac-
tical course about it. I had no business
experience whatsoever, but I thought
I'd teach a few people and that maybe
I'd do it a couple of times, teaching
maybe ten or 20 people, and then I'd
go back to the studio. So that's how
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SAE started—more or less as a sideline
before I went back to work.

Basically, I taught what I'd picked up.
At first, I thought the course would be
about six months long, but after less than
three months, I'd taught everything I
knew, because I had no idea about speed
or time. (Laughs.] So then I started to get
friends in to teach more about electronics
and things of that nature, which wasn't
part of my original plan. It took the better
part of a few years to really sort out the
curriculum, because with SAE it's never
been only what we teach—yes, we teach
you about microphones and speakers
and consoles like everyone else—but it's
the order in which we teach it and how it
all fits together.
How important is it to be up to date?
Totally. I think that’s one of the strengths
of SAE.
But isn’t the basis of so much of the
knowledge unchanging? The theoreti-
cal constructs underlying a lot of the
material? I mean a compressor is still
a compressor.
That’s true, but that sort of material
probably only represents about half the
course, and the other half does change.
Look at how different it is than just a
few years ago. So many people now,

By Martinsound
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The Natural Sound Mic Preamp

“From now on, whenever I record, I'll
be using the MSS-10s. I would love to
have a ton of them.” —Al Schmitt

At first, I thought the
course would be about
six months long,
but after less than
three months,
.~ I'd taught everything
I knew, because
t I had no idea

about speed or time.

for instance, are Pro Tools-oriented,
which is a different way of working. It’s
still a multitrack, but it’s a different way
of working. So things do change, and
being the owner of the company and
still being totally involved in engineer-
ing, 'm on the edge of it all the time.
When did it become clear to you that
this could become a successful business
Jor you, as well as a valuable tool for
others?

Noit for five or six years. In the beginning,

it wasn't a successful business. I needed
money from my mother, [ needed
money from everywhere to keep going
the first five or six years. The growth was
not that planned out really. Someone
said one day, “How come there’s no
school in Melbourne,” so I went down
there to check it out, and I started a
school there without thinking too much
about the consequences of it. SAE never
had a business plan, because the banks
didn’t understand what we were doing;
they didn’t know why there shouid be a
school for audio engineering. And the
banks could never find an example of
another school. “How come you're the
only one doing it? It can’t be a good idea
if no one’s done it before.”

Did you look at otber programs in the
U.S. or England?

There weren’t any, really; or not that [
was aware of. The only one I had heard
of really was the College of Recording
Arts. I got some information from them,
but they were more classically oriented
and more electronics oriented. There
was also a German program that was a
four-year program.

How bas the program evolved? How do
you bring in new technologies?

We have a meeting every year. [ wrote

Ain’t Heard Nothin’ Yet
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Ana nothing sounds so good

If you can hear the unique qualities of the best mic
preamps, compare your favorite to an MSS-10 and
you will hear a big difference.

The MSS-10’s exquisite reproduction of mic sounds
puts it in a new category that we call Natural Sound.

When compared to an MSS-10, even the best
discrete and tube preamps can be heard to color the
sound of a great mic by obscuring those spine-
tingling details created by an artist in the room.

Because it adds nothing, the Natural Sound of an
'MSS-10 brings you much closer to the sonic qualities
you've always worked so hard to achieve.

Order a free report about the MSS-10 and the
unexpected benefits of Natural Sound. Get informed,
then buy an MSS-10 and experience nothing but
Natural Sound for yourself.

Receive the free report

Call or visit us on the web and order MX02

(800) 582-3555 or +1 (626) 281-3555
1151 W Valley Blvd, Alhambra CA USA 91803-2493
Fax +1 (626) 284-3092 www.martinsound.com
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POD is the ultimate guitar direct recording/performance tool with acclaimed Line 6 modeling,
built-in stereo effects and A.l.R. (Line 6’s proprietary mic/room emulation technology).

Bass POD delivers all of the excitement of POD to bass players: 16 bass amp models to mix and
match with 16 bass cab models, 16 built-in effects (including Distortions, Phasers, Flanger,
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POD Pro, a 2U rackmount version of POD, features amp
modeling, effects and A.I.R. With 1/4” and XLR analog
outputs, 24-bit AES/EBU and S/PDIF digital outputs,
Digital Clock In (sync) and a stereo effects loop,
. POD Pro is perfect for professional recording or
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Whichever POD you choose, you get instant tonal
gratification and access to an ever-expanding library
of new tones from the Line 6
ToneTransfer Web Library—
enough to feed the most
insatiable lust for tone.

Line 6, Inc ® 555 St. Charles Drive, Suite 100
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longer it seems. My target is to eventually
have a dozen schools in the U.S.
How important is bands-on training?
Some schools bave impressive facilities
of their own, others make arrange-
ments with studios in town...
If you work with other studios it usual-
ly doesn’t work, because you don’t get
the time, and you'll never be their pri-
mary customer. To me, hands-on is
everything, because I can talk to you
about compressors and compression,
and you’re looking at me going, “Yeah,
yeah.” But until you've actually worked
with a compressor, you won't fully un-
derstand it. So I place huge emphasis
on the practical aspects. We guarantee
our students lots of time in the studio.
Not just once or twice, but all during
the program in various different stages.
That's where the size of SAE matters,
because we're able to have more pur-
chasing power, and we get better prices
for things. We place a very high value
on studio time, and that's also helped by
the fact that we usually only have about
250 students in a location, whereas some
other schools have many more.
Do you make deals with certain man-
ufacturers to get equipment, and does
that then unfairly influence people to
go in a certain direction with their
technological skills?
Yes and no. We make deals with many
manufacturers. For instance, we have a
deal with AKG, and we will have AKG
microphones and maybe a few less
Neumanns, but the students are never
told that AKG is the best or whatever.
The students are smart. They know
that. At the same time, the manufactur-
ers know that the exposure is good for
them. We might have an arrangement
with Mackie for digital consoles or the
Mackie mutltitracks, but the students are
still told about Yamaha 02Rs, for exam-
ple. Will students later want to buy a
piece of equipment they know better?
Possibly. That makes sense, and that’s
part of the manufacturer’s benefit for
entering into deals with us.
So I imagine you baven’t bad much
trouble finding manufacturers want-
ing to get involved with SAE...
Well, it's been half and half. Some man-
ufacturers see the value in it and others
not at all. It’s fairly black and white. I
couldn’t really tell you why those com-
panies don’t see the value at all.
Where’s the most surprising place that
SAE is that Americans might not Rnow
about?
Probably India. T didn’t look at India ini-
tially, but it's a billion people now, and
10 percent of them are extremely
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wealthy or middle class, which is some-
thing like a hundred million people.
They have a huge, self-contained enter-
tainment industry.

What's interesting, though, is that In-
dians have traditionally loved overseas
education, so you see a lot of them
going to England, Australia and America
for the degree parts of their programs.
Where’s the place you would most like
to bave a school that you don’t cur-
rently?

L.A. But that's coming. In Europe, the
one we don’t have yet is Brussels,
which is a major center for hip hop and
dance music.

It must be exciting to sort of be popu-
lating the world’s studios. It’s a good
legacy to bave.

Yes, it is. The last few years my other
business interests, such as real estate in-
vestments, have overtaken SAE, but this
is still where my heart is. [ love the stu-
dio. T just finished producing two
records [at 301 Studios in Sydney] that
are just coming out, one artist called
Grace Knight and the other is a coun-
try-rock act, Tina Martyn. I engineered,
mixed and produced those.

What do you do to keep your own
chops up and keep up with technology?
Do you go to AES shows?

Yes, I go to AES shows, and I travel a
lot and visit studios all the time. I con-
sider myself very much a global citizen,
and 1 try to take the best from every-
where. I talk to engineers. And 301 has
been a great avenue for staying on top
of things.

For some reason, there’s a perception
out there that SAE is a giant monolith
that’s trying to take over the world, It
might be Americans’ suspicions about
chain operations in generail. ..

Well, we're providing a service, and
whoever provides the best service,
wins. That's really the bottom line. We
are aggressive in terms of our market-
ing and our strategies, but there’s no
great plan for world domination or any-
thing. But what we’re doing works, and
I know we provide a better product
than most. There’s no such thing as “the
best” product in this field, because it all
depends on what you’re looking for as
a potential student, a potential cus-
tomer. I always look at my students as
customers, Some schools have the atti-
tude, “You are lucky you're allowed to
be here.” To me, a student is a cus-
tomer that’s got to walk away happy
with an education. Fifty percent of our
students come because it was recom-
mended by other students, so we must
be doing something right. ]
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the description a friend gave it!"

Designed by a Legend
Crafted by AMEK

- ¢ ¢

Nashville
44 (0) 161 868 2400 1 (800) 585-6875 1 (888) 286-9

Manchester Los Angeles

CIRCLE #057 ON PRODUCT INFO CARD

dio




The Sheffield Institute

A FOCUS ON THE BASICS

by Blair Jackson

Over the past three decades, Sheffield Audio-
Video Productions has quietly grown into one of
the most successful multimedia production oper-
ations in the mid-Atlantic region, with excellent
recording and post facilities at their base outside
Baltimore, and a nationally renowned remote op-
eration centered around its impressive, SSL
Axiom MT-equipped recording truck. The com-
pany stays busy with a combination of high-pro-
file clients and smaller regional work; its growth
has been steady as its reputation has increased.
Less well-known is the fact that Sheffield also has
its own audio-video school—the Sheffield Insti-
tute for the Recording Arts (SIRA)—which
was certified by the Maryland Higher Ed-
ucation Commission six years ago.

“We're not trying to be a big school
like Full Sail or SAE or any of those,”
comments Richard Van Hom, Sheffield’s
president. “But we're a good size—about
60 students—and it’s working out real
well for everybody. We mainly draw
from the Baltimore-Washington market.”

As befits a company that specializes in
both audio and video engineering work,
the Sheffield Institute has two distinct
leamning tracks, with a third just getting started as we went to
press: “AudioWorks is a recording and sound engineering pro-
gram, and VideoWorks is about video production and edit-
ing,” says Sal Chandon, director of education for SIRA and
Sheffield’s general manager of in-house audio facilities. “Right
now we're in the process of getting approval for a Mainte-
nanceWorks program, which will be component-level trouble-
shooting and repair for professional audio and video
equipment. It's going to be similar to going to an ITT technical
school or something like that for electronics technology, but
specifically geared toward this industry, which we see as a big,
big deal.”

All three tracks are intensive five-and-a-half month pro-
grams (or can be spread over a year, at night) and take place
in Sheffield’s working studios, “so students are learing on the
same equipment that’s being used for outside clients. Also, the
instructors are people who are doing engineering for outside
clients,” Chandon notes. “We don't have anybody on staff who
is just an instructor. Every one of our staff people are engi-
neers first and foremost and have an interest and talent for in-
struction as well.” A new studio being built primarily for use
by the school, but still featuring an SSL console, is currently
under construction.

“We're trying to give students a well-rounded introduction
to the industry,” Chandon comments. “We’re trying to have
graduates who are ready for entry-level into a number of dif-
ferent areas. What we focus on in our training is getting down
to the root of things—understanding signal flow, for example.
If we can teach them signal flow in its most basic form, it
won't matter that they leamed on an SSL. They can go to a
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Studio B at Sheffield Instititute,

Below: Sal Chandon, directar of education for SIRA

Neve or a Mackie or a Yamaha and they’ll get it.
The same with the camera technology on the
VideoWorks side: If they understand the video
signal and how it's supposed to get from point
A 1o point B, they'll be able to take that camera
out in the field and gather news or work on
documentaries, whatever the case may be.”

The AudioWorks track consists of six courses: three on
recording—Basic, Advanced and Advanced Level 2—and
classes on Non-Linear Digital Audio Editing (Pro Tools), MIDI
and Live Sound/Remote Recording.

“Peaple used to take these kind of programs primarily be-
cause they wanted to get out into the work force and they
wanted to land a job in a studio or a post-production house
and do that for a living,” Chandon says. “We're still getting
those, but we're starting to see a different kind of student—
we're getting people who want to educate themselves, be-
cause they have already purchased or are planning to
purchase equipment for a project studio. That's a tremendous
growing segment of our industry.

“We also get people who are expanding their skills, be-
cause they’re already in jobs and maybe they've been pro-
moted to a certain level, and they need to learn a bit more,” he
continues. “You'd be surprised how many corporations have
sophisticated recording and video production facilities. We've
also done some retraining. In our area, Bethlehem Steel had a
major plant where production had declined and they had se-
ricus layoffs, and part of their concession with the union was
that they would retrain people who got laid off, so we got
quite a few students that way.”

Chandon says that SIRA is happy with its regional orienta-
tion and has no designs on continually expanding its opera-
tion. “We have a real commitment to technology and how it’s
going to help shape what we're doing in the coming years.
That's what we’re about.”

For more infa: www.sheffieldav.com. ]
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CHOOSING THE RIGHT SCHOOL

elcome back, prospective students. It's been a

year since Mix last published a directory of audio
education programs. This year's guide includes
more schools and programs than we've ever offered before,
and we hope you find it useful in your school search.

Every month, the editors receive dozens of phone calls
from prospective students (and their parents) asking how to
find a suitable program. As we've told many of you on the
telephone, Mix can not recommend specific education pro-
grams. This is partly because in order to choose a school, the
applicant must research the programs in-depth. That means
visiting schools, checking out their facilities and finding out
all you can about what the program offers. And the main rea-
son we can't tell you where to apply is simply that we're not
you. The school that’s right for you will be the one that ful-

you can pay, elc.

What we've tried to do by offering this audio education di-
rectory is to provide a starting point for doing that research, so
that you can find the school that suits vou. In addition, our In-
sider Audio columnist, Paul D. Lehrman, offers his informed ad-
vice on choosing a school in his column this month, so check
that out on page 24.

After you review the directory, we strongly suggest that you
then request brochures and course catalogs from the schools
that interest you, and visit the ones you're seriously considering.
Schools may also be able to get you in touch with farmer stu-
dents who can give you a first-hand account of their experience.

As you wade through all of this material, keep in mind the
following 15 points; these have appeared in Mix before, but we
find that, like our directory, they warrant repeating.

fills your needs, teaches what you want to learn, costs what

Good luck!

—The Editors

1. Length and purpose of program. Will you be in
school for seven weeks, three months or four years?
Are you committed to earning a degree, or will a cer-
tificate do?

2. Accreditation. You most likely can trust a school
that's accredited by a reputable body—a state or feder-
al Department of Education, the National Association
of Schools of Music (NASM), the National Association
of Trade & Technical Schools (NATTS) or the National
Trade School Congress (NATC). But just because a
school isn't accredited doesn’t mean it's a “fly-by-night”
operation.

3. Prerequisites. Entry to in-depth electronics
courses often requires a solid, formal background in
math and physics. A short program may require some
recording experience.

4. Program philosophy. Does the educator first
teach the academic, theoretical side of recording, or
head right for the faders? Does the school offer a bal-
ance of book/lecture teaching and hands-on training?
What's the ratio of studio time to class time, and how
often does the school let you use the equipment? Does
the school expose students to audio’s past, present and
future? Does the school teach equipment maintenance
and troubleshooting techniques?

5. Interdisciplinary opportunities. Does the school
delve more into music composition and production, or
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music recording? Audio for video? Radio production?
Soundtracks for film? Multimedia? Live sound and loca-
tion recording? Corporate and industrial uses of audio?
How much time is devoted to each area? The more
facets of audio covered, the better your chance of find-
ing a job in this age of studio diversification.

6. Job placement. opportunities. Does the school
assist the student in the agonizing weeks following
graduation—offering help with résumé writing or pro-
viding real job leads or the names of facilities that have
hired other graduates?

7. Track record. What percentage of graduates
have found work in recording, production or a related
field? Will the school provide names so you can call
them to discuss the program?

8. Real-world exposure. Does the school provide
students with the chance to record live sessions, for
instance, where you meet with local musicians, set up
in the studio, recorc basics, do overdubs, mix and
premaster?

9. Teaching devices. Do educators use “the real
thing,” textbooks, technical audio journals and/or
audio-visual aids? Do they teach theory using a book
or using a book and equipment? Does the school have
its own multitrack studio, or do students travel to pro-
fessional facilities where the school buys session time?

10. Internship program. Does the school require

students to work in a studio as an intern {great experi-
ence, no pay)? Few studio managers wll hire graduates
who haven't enjoyed the real-life experiences offered
by an internship. If the school requires an internship,
must you find your own internship—which gives you
job-hunting chops—or does the schod set it up?

11. Financial considerations. Will paying for your
education leave you bankrupt? Does the school grant
scholarships, offer loans or otherwise help students se-
cure finarcial aid?

12. Business and management ceurses. Does the
school expose students to the business of recording or
economics of studio management?

13. Private or public institution? State-owned
schools are sometimes better funded than private ones,
but it takes longer for them to acquire new equipment:
Red tape and magnetic tape don't always mix very well.

14, Location. If the school or program is close to a
thriving audio/music or video/film production market-
place, the employment potential will be relatively high
if you choose to stay in the area.

15. Reputation. A well-known, well-connected
school tends to attract the attention of equipment man-
ufacturers who are willing to set up mutually beneficial
relationships with the school, thereby allowing stu-
dents to learn the ropes on specific (and usually popu-
lar) types of systems and gear.



THESCHOOLS

When using this directory, please note that only North American programs bave been included. In
addition, all of the information presented here was supplied by the schools. Specific programs may
change, so be sure to contact the school/program for up-to-date information.

EASTERN SCHOOLS

AMERICAN UNIVERSITY

4400 Massachusetts Ave. N.W., Washington, DC
20016-8058 Phone: 202/885-2746 Fax: 202/885-
2723 E-mail: benji@american.edu Web site:
www.american.edu/physics Degrees/Certificates
Offered: four-year B.S. in Audio Technology. Pro-
gram and Facilities Description: Housed in the
Department of Physics, the Audio Technology pro-
gram concentrates on the technology of electronic
recording and reproduction of sound, using both
the technical expertise of facuity and the hands-on
professional experience of adjunct professors. The
main control room features a 24-track analog stu-
dio with hard disk recording capabilities. Mixdown
is to DAT with the ability to burn CDs on-site. The
electronic music lab has various analog and digital
synthesizers, samplers and MIDI controllers.

ART INSTITUTE OF PHILADELPHIA
1622 Chestnut St., Philadelphia, PA 19103 Phone:
215/567-7080 Fax: 215/246-3339.

AUDIO RECORDING

TECHNOLOGY INSTITUTE

4525 Vineland Rd., Suite 201B, Orlando, FL 32811
Phone: 407/543-2784 Fax: 407/423-2784 E-mail:
arti@digital.net Web site: www.audiocareer.com
Degrees/Certificates Offered: forty-five-week
audio engineering certificate. Program and Facili-
ties Description: Students prepare for employment
in the audio production industry, including music
sequencing, hard disk recording, editing sound for
video and film, Internet advertising design, sound
design, sound effects design, radio and TV audio pro-
duction, project master engineering, CD mastering,
multitrack recording studios, audio for video, broad-
cast and post-production facilities. Emphasis is on
hands-on training. Class size is limited to five students.

BARTON COLLEGE

Barton College Station, Wilson, NC 27893 Phone:
800/345-4973 Fax: 919/237-4957 E-mail:
grose@barton.edu Web site: www.barton.edu
Degrees/Certificates Offered: B.S. in Recording
Technology. Program and Facilities Description:
Hands-on training in a 32-track digital recording
studio and 12-workstation computer music lab.
Curriculum includes acoustics, electronic music,
sound synthesis, music business management,
sound reinforcement, live and studio recording. The
studio has a Soundcraft Sapphyre LC console with
Optifile Tetra automation; four Tascam DA-88s; Mac
with Pro Tools, Sound Designer, Master Tracks Pro 5
and Finale; Kurzweil K2000S with VAST system;
Yamaha SY-88; and Roland |V-80. Each workstation
in the lab has a Mac with Master Tracks Pro 5 and
Finale and Yamaha SY-35 synth. There is also a
Yamaha Disklavier in the lab.

BELMONT UNIVERSITY

CURB SCHOOL OF MUSIC

1900 Belmont Bivd., Nashville, TN 37212 Phone: 615/
460-5504 Fax: 615/460-5516 E-mail: hamiltonp
@mail.belmont.edu Web site: schibus.belmont.edu

Degrees/Certificates Offered: Four-year Bachelor’s
degree in Business Administration focusing on three
major areas: general education core; a business
base, consisting of basic tool and core subjects; and
four music business emphasis specialization areas:
product development, recording technology, mar-
keting and managing. Program and Facilities
Description: The 9,000-square-foot Center for
Music Business provides music business students
with facilities reflecting the advances in music in-
dustry technology. The Center currently features
three state-of-the-art recording studios and control
rooms, four iso booths, a MIDI pre/post-production
room, four writer rooms, a digital/analog (hybrid)
16-track project studio, a studio-equipped class-
room, an engineering shop and offices for the in-
tern and Placement Coordinator and manager of
the Center.

BERKLEE COLLEGE OF MUSIC

1140 Boylston St., Boston, MA 02215 Phone: 800/
421-0084, 617/747-2222 Fax: 617/747-2047 E-mail:
mp&e@berklee.edu Web site: www.berklee.edu
Degrees/Certificates Offered: four-year Bachelor
of Music Degree or Professional Diploma. Program
and Facilities Description: The Music Synthesis
and Music Production and Engineering depart-
ments provide hands-on experience in engineering,
production and use of synthesizers and computers
in sound design and multimedia productions, as
well as composition and performance. Our faculty
members are active music industry professionals.
Classes, studios and labs are supplemented by year-
round lectures and clinics by visiting artists. Facilities
include 10 multitrack acoustic/project/post-produc-
tion studios, three synthesis labs with 34 digital
workstations, two MIDI-equipped ensemble rooms
and one multimedia recital hall for mixed media in-
struction and student/visiting artist presentations.

CAYUGA COMMUNITY COLLEGE

197 Franklin St., Auburn, NY 13021 Phone: 315/
255-1743 Fax: 315/255-2117 E-mail: keeler@
cayuga-cc.edu Web site: www.cayuga-cc.edu
Degrees/Certificates Offered: two-year A.A.S. in
Audio Production, two-year A.A.S. in Telecommuni-
cations Technology, two-year A.A.S. in Radio/TV
Broadcasting. Program and Facilities Description:
Cayuga is a unit of the State University of New York.
The college’s facilities include a 32-track audio
recording studio, FM radio station, television studio
and remote truck and a digital media tab. Industry
internships are required. In-state tuition is $2,500
per year.

CITY COLLEGE OF NEW YORK—
SONIC ARTS CENTER

The Sonic Arts Center at the City College of New York,
Shepard Hall Room #72 West 140th and Convent
Ave., New York, NY 10031 Phone: 212/65C-8288
Fax: 212/650-5428 E-mail: sonicart@crow
.admin.ccny.cuny.edu Web site: http://sonic.
arts.ccny.cuny.edu Degrees/Certificates Offered:
four-year Bachelor of Fine Arts in Music (Audio Tech-
nology Concentration) Program and Facilities De-
scription: Seven-studio facility including one 32-

track studio, four 24-track studios, one Sound Lab
and one Isolation Room. In addition, two adjacent
sound stages for acoustic recording are available.
Six hours of lab time per course, per week.

FINGER LAKES COMMUNITY COLLEGE

4355 Lakeshore Dr., Canandaigua, NY 14424
Phone: 716/394-3500 Fax: 716/394-5005 E-mail:
admissions@snyflcc.fingerlakes.edu Web site:
www.fingerlakes.edu Degrees/Certificates
Offered: two-year A.S. Music Recording Technolo-
gy degree. Program and Facilities Description:
The recording facility contains two recording rooms
and a spacious control room. Single instruments to
a full symphony orchestra can be accommodated in
the 2,000-plus-square-foot recording room. in-
stalled in the control room are a Mackie digital 8-
bus console and 24 tracks of Tascam DA-88s. Edit-
ing and mastering are done on hard disk via a Mark
of the Unicorn 2408 using Samplitude Studio. Final
mixes can be recorded onto DAT, MD or CD-RW.

FIVE TOWNS COLLEGE

305 North Service Rd., Dix Hills, NY 11746 Phone:
631/424-7000 Fax: 631/424-7008 E-mail: admissions
@ftc.edu Web site: www.fivetowns.edu Degrees/
Certificates Offered: Bachelor of Music degree in
jazz/commercial music, with major areas of concen-
tration in performance, composition/songwriting,
musical theater, audio recording technology, music
business and video music. Bachelor’s degree pro-
gram in music education. Bachelor of Professional
Studlies (B.P.S.) degree program in business man-
agement, with major areas of concentration in
audio recording technology, music business, video
arts and theater arts. Program and Facilities
Description: The College is equipped with 8-, 16-,
24- and 48-track world-class recording studios. The
College is also equipped with a televiston produc-
tion facility and soundstages of vanous sizes. The
Dix Hills Center for the Performing Arts has been de-
scribed as “acoustically perfect.” The Five Towns
College library consists of over 30,000 print and
nonprint materials and has a significant collection of
recorded music.

FULL SAIL, RECORDING ARTS

3300 University Blvd., Winter Park, FL 32792
Phone: 407/679-0100 E-mail: funk413@people
pc.com Web site: www.fullsail.com Degrees/Cer-
tificates Offered: Associate of Science, Recording
Arts. Program and Facilities Description: Full Sail
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!; The University of Memphis

Concentrations in Recording Technology & Music Business

106 Communication Fine Arts Building * Memphis, TN * 38152-6546
901.678.2559 * Fax: 901.678.5118
E-Mail:jwcline@ memphis.edu
URL: http://www.people.memphis.edu/~cmusweb

Studio B features the AMS NEVE Libra Digital Music Production
console, the first educational installation of this system in the world.

An Equal Opportunity/ Affirmative Action University
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offers hands-on training in a world-ctass 33-studio
multimedia complex. This complex includes con-
soles such as the Neve VR with Flying Faders au-
tomation and Recall, an 80-channel and 160-input
Sofid State Logic 9000 | with Total Recall and Ulti-
mation and the Neve Capricorn digital console. The
curriculum includes courses in Sound for Motion
Pictures and Television, Recarding Engineering,
Audio far Post-Production, Saund Design, Sound
Reinforcement and Concert Lighting, MIDI, Digital
Audip Workstations and Advanced Recording. Ca-
reer placement assistance is provided, and financial
aid is available to those who qualify.

FUTURE MEDIA CONCEPTS

305 E. 47th St., New York, NY 10017 Phone: 212/
888-6314 Fax: 212/888-7531 E-mail: info@fmc
training.com Web site: www.fmctraining.com
Degrees/Certificates Offered: Manufacturer’s Cer-
tificate of Merit. Courses range from five days, for
the two-part introductory course, to ten days for the
master class. Program and Facilities Description:
Future Media Concepts is New York’s, Boston’s and
Philadelphia’s premier digital media training center,
providing manufacturer-authorized training in non-
linear audio and video editing, 3-D animation, Web
page development, 2-D compositing and desktop
publishing. Quality is monitored by the software
manufacturer to ensure the highest level of training.
Trainers are certified, award-winning professionals.
FMC is the authorized training center for Digidesign
ProTools, Avid, Softimage, Adobe, Discreet, NewTek
and Macromedia. Small class size, state-of-the-art
equipment and weekday, weekend and evening
class schedules. Financing available.

HAMPTON UNIVERSITY
Department of Music, Hampton, VA 23668 Phone:
757/727-5237 Fax: 757/727-5084.

HARRIS INSTITUTE FOR THE ARTS

118 Shesbourne St., Toronto, Ontario, Canada M5A
2R2 Phone: 416/367-0178 Fax: 416/367-5534
E-mail: harrisi@interlog.com Web site: www.
ampsc.com/"harris Degrees/Certificates Offered:
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“This is truly a great microphone
system that exhibits fine and
meticulous workmanship and
attention to detail with a sonic

and built quality second to none.” *

...and for want of better terms: real.”

Surround miking is a major issue for all artists seeking to pro-
duce 5.1 music that is both realistic and equal to the resolution
of the best stereo recordings.

SPL of Germany is proud to introduce a complete 5.1 miking,
mixing and monitoring solution that addresses both ease of use
and quality of audio.

The ATMOS 5.1 system is a fully integrated surround micropho-
ne/ mixer package that defines the state-of-the-art. Using
Brauner of Germany mic elements in the ASM 5 array and the
custom designed, hand built SPL ATMOS 5.1 controller.

The entire system can be set up in minutes to reveal stunning,
fully discrete 5.1 recordings of the highest possible fidelity.

The feature set includes:

* The ATMOS 5.1 controller offers state-of-the-art mic preamps
with motorized master/slave mic gain controls, built-in matrix
for front/surround and LCR panning with divergence controls,
sub bass generation matrix, 6-channel monitor level controller

* ASM 5 “star frame” array with LCR, SL, SR layout using matched
large diaphragm capsules

*Each of the 5 mic elements has remote, fully variable pattern
control on the ATMOS 5.1

* Four times 6-channel discrete outputs, compatible with all for-
mats from DVD to SACD

- Requires no special decoding or processing in post

The SPL Atmos 5.1 system is designed to put you in the surround recording business the very day you open the case.

Elegant, easy to use and set up.
CIRCLE #063 ON PROOUCT INFO CARD

For more information or to arrange a demo please contact:
Group One Ltd. - 200 Sea Lane - Farmingdale - NY - 11735
Tel: (631) 249-1399 - Fax: (631) 753-1020 - www.glltd.com

NOMINE ﬂ I
Bobby Owsinski / Surround Professional 2/2000
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one-year Producing Engineering Diploma, one-year
Recording Arts Management Diploma. Program
and Facilities Description: Harris Institute offers 76
courses on the business, technical and creative as-
pects of the music industry. The Diploma Programs,
Recording Arts Management (RAM) and Producing
Engineering Program (PEP) are taught by a faculty
of 54 active industry professionals and a wide range
of guest lecturers. The 2,500-square-foot facilities
include Pro Tools in the audio post-production suite,
Apple and PC computers in a MIDI/multitrack suite
and 24-track digital multitrack in a music recording
control room.

INSTITUTE OF AUDIO RESEARCH

64 University Place, New York, NY 10003 Phone:
212/777-8550, 800/544-2501 Fax: 212/677-6549
E-mail: iarny@aol.com Degrees/Certificates
Offered: Diploma in Recording Engineering and
Production. Program and Facilities Description:
Program transfers as approximately one year
toward Bachelor’s degree. Intensive six-month
program exposes students to every facet of state-of-
the-art audio and recording technology. Course-
work includes acoustics and sound, editing tech-
niques, music business, sound reinforcement, loud-
speakers and microphones, audio signal processing,
analog and digital tape storage, digital processing
technologies, recording workshops, mixing tech-
niques, post-production, MIDI and music synthesis.
20,000-square-foot Greenwich Village facility. Pro-
fessional industry internships and graduate job
placement assistance provided. Financial aid for eli-
gible students. Licensed by NYS Education
Department, accredited by ACCSCT.

LEBANON VALLEY

COLLEGE OF PENNSYLVANIA

Department of Music, Annville, PA 17003 Phone:
717/867-6285 Fax: 717/867-6390 E-mail: hill@ivc.
edu Web site: www.lvc.edu Degrees/Certificates
Offered: four-year Bachelor of Music in Music
Recording Technology and B.S. in Music Business.
Program and Facilities Description: LVC combines
a strong, traditional music curriculum with industry-
related courses and experiences. Studies include
traditional and jazz theory, history, performance, studio
production techniques, digital audio recording and
editing, MIDI, post-production and multimedia.
NASM accredited. Facilities include a 24-track ana-
log studio, a digital multitrack studio/classroom and
computer labs with Macintosh/Windows NT work-
stations for digital audio and video, CD mastering,
Web page design, CD-ROM development and MIDI.

MIAMI-DADE COMMUNITY COLLEGE
SCHOOL OF FILM AND VIDEO

11380 N.W. 27th Ave., Miami, FL 33167 Phone:
305/237-1185 Fax: 305/237-1367 Web site: www.
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mdcc.edu/dfvbeta Degrees/Certificates Offered:
Associate Science degree in Radio, Television,
Broadcast Programming; Associate Science degree
in Film Production; Certificate in Television Produc-
tion; Associate Arts degree in Mass Communication.
Program and Facilities Description: The program
is designed for students who intend to seek em-
ployment in radio, television and film production.
The curriculum provides introductory and advanced
courses essential to the profession program. it
stresses hands-on equipment use in both the radio,
television and film laboratories. Students have
access to high-end cameras, editing suites and
video graphics animation facilities, and complete
portfolio-quality production.

MCGILL UNIVERSITY

Faculty of Music, 555 Sherbrooke St. West, Montreal,
Quebec, Canada H3A 1E3 Phone: 514/398-4535
Fax: 514/398-8061 E-mail: wieslaw@music.mcgill.ca
Web site: www.music.mcgill.ca/mmt Degrees/
Certificates Offered: two-year Masters of Music de-
gree in sound recording; Ph.D. degree. Program
and Facilities Description: The graduate sound
recording program combines practical and theoret-
ical training in studio techniques, microphone
selection and placement, digital sound processing
and related subjects. Also included are technical ear
training to improve auditory perception and hands-

. on experience working with musicians, ranging

from solo performers to full symphony orchestras.
Three fully equipped control rooms, four perfor-
mance venues, three post-production editing
studios, a separate four-studio suite for electro-
acoustic music, multichannel audio research lab and
two computer labs.

MIDDLE TENNESSEE STATE UNIVERSITY
PO Box 21, Murfreesboro, TN 37132 Phone: 615/
898-2578 Fax: 615/898-5682 E-mail: record@mtsu
.edu Web site: www.mtsu.edu/~record Degrees/
Certificates Offered: Bachelor of Science in Record-
ing Industry with two emphasis choices: Production
and Technology or Music Business. Program and
Facilities Description: The curriculum includes 43
courses covering all aspects of the industry. Minor
options in Music, Electronics, Business Administra-
tion, Entrepreneurship, Marketing, Film Studies,
Computer Science, Electroacoustics, Theatrical
Design, Mass Communication and Entertainment
Technology. Facilities include three studios, all with
automated consoles and 24-track digital and analog
recorders. One studio is equipped with 5.1 sur-
round sound mixing. Facilities also include a hard
disk/post-production studio, a MiDI lab, a mainte-
nance lab and a 5.1 channel screening room.

MUSITECHNIC EDUCATIONAL
SERVICES INC.

1717 Rene-Levesque East, Ste. 440, Montreal, Que-
bec, Canada H2L 4T3 Phone: 514/521-2060 Fax:
514/521-5153 E-mail: info@musitechnic.com Web
site: www.musitechnic.com Degrees/Certificates
Offered: Computer Assisted Sound Design one-
year, Attestation of Collegial studies. Program and
Facilities Description: The program is designed to
familiarize students with computer-assisted music
technology. A thorough exploration of the techni-
cal and artistic facets of current hardware and soft-
ware will permit students to create, perform and
record artistic projects using the latest technologi-
cal tools. Moreover, the program seeks to provide
knowledge of data processing principles, MIDI
synthesis, digital sound reproduction and computer-
assisted sound design, enabling students to work in
contemporary studios and MIDI workshops.

NASSAU COMMUNITY COLLEGE
One Education Drive, Garden City, NY 11530 Phone:

516/572-7446 Fax: 516/572-9791 E-mail: musoff@
sunynassau.edu Web site: www.sunynassau.edu
Degrees/Certificates Offered: one-year certificate
in Studio Recording Technology. Program and
Facilities Description: This three-semester program
is designed to introduce students to music and
recording technology, provide a broad perspective
of the music industry and to acquaint students with
musical structures (both intellectually and aurally).
Technical skills and internship training will be ac-
quired in a professional recording studio (at an off-
campus location). The program is designed for
those wishing to establish independent recording
studios. It can also prepare students for degree pro-
grams that enable them to gain entry-level positions
in the recording industry.

NEW YORK UNIVERSITY

School of Education Department of Music and Per-
forming Arts Professions, 35 West 4th Street, Room
777, New York NY 10012-1172 Phone: 212/998-
5422 Fax: 212/995-4043 E-mail: kp3@scires.nyu.edu
Web site: www.education.nyu.edu/music Degrees/
Certificates Offered: four-year B.A. in Recording
Arts; two-year certificate in Music Business; four-
year Bachelor of Music; two-year Master of Music
in Music Technology. Program and Facilities
Description: NYU’s premier Music Technology pro-
gram teaches composers, performers, recording
engineers and others to use tools of technology to
realize their ideas. The program’s breadth supports
applications to film scoring, multimedia, computer
music, tonmeister studies, interactive performance
and collaborations involving experimental and
traditional music. Our intense musical approach
supports research and artistic production around
the world. Facilities include 12 sophisticated record-
ing and computer music studios. Special programs:
Scoring for Film and Media, Tonmeister Studies
(summer only) and internships.

NORTHEASTERN UNIVERSITY

Department of Music, 351 Ryder Hall, Boston, MA
02115 Phone: 617/373-2440 Fax: 617/373-4129
E-mail: bronkin@lynx.neu.edu Web site: www.
music.neu.edu Degrees/Certificates Offered: four-
year B.S. in Music Industry; four-year B.S. in Music
Technology; four-year B.A. in Musie Literature and
Performance; four-year B.S. in Multimedia Studies.

NY INSTITUTE OF FORENSIC AUDIO

PO Box 189, Colonia, N) 07067 Phone: 732/574-
9672 Fax: 732/381-4523 E-mail: owlmax@aol.com
Web site: www.owlinvestigations.com Degrees/
Certificates Offered: Video Authenticity Certifica-
tion, Audio Authenticity Certification, Voice Identifi-
cation. Program and Facilities Description: Fully
equipped lab that enables hands-on experience for
all participants. Audio enhancement and authenti-
city, video enhancement and authenticity, voice
identifications are all offered. Evidence procedures,
legal questions and courtroom testimony related to
the above specialties will also be discussed.

OCEAN COUNTY VOCATIONAL
TECHNICAL SCHOOLS

Audio Recording for Electronic Media Career &
Technical Institute NAWC, Lakehurst, NJ 08733-1125
Phone: 732/657-4000 Fax: 732/657-4500 E-mail:
Dbourke@mail.ocvts.org Degrees/Certificates
Offered: one- and two-year Audio Engineering cer-
tificate Program and Facilities Description: This
program was started three years ago and was
offered to high school and post-secondary
students—the first one of its kind offered at the high
school level in the state of New Jersey. 450-hours
per year, emphasis on hands-on recording by stu-
dents. Upgrading program facilities to three control
rooms (two 24-track MDM and one hard disk
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based), for September 2000. Combined with the
new Ocean County Vocational Tech Schools Per-
forming Arts Academy.

OMEGA RECORDING STUDIOS
SCHOOL OF APPLIED RECORDING
ARTS AND SCIENCES

5609 Fishers Lane, Rockville, MD 20852 Phone:
301/ 230-9100 Fax: 301/230-9103 E-mail: omega@
omegastudios.com Web site: www.omegastudios
.com Degrees/Certificates Offered: Certificate
programs approved by the Maryland Higher Educa-
tion Commission. Program and Facilities Descrip-
tion: The Omega Studios school functions within
the facilities of Omega Recording Studios (a four-
studio complex). Omega offers five separate and in-
novative programs, including Recording Engineering
and Studio Techniques; Electronic Synthesizers and
MIDI; Sound Reinforcement for Live Performance;
Audio Production Techniques; and Essentials of Music
Business and Artist Management. A free brochure is
available upon request at 800/93-OMEGA.

ONTARIO INSTITUTE OF AUDIO
RECORDING TECHNOLOGY

502 Newbold St., London, Ontario, Canada N6E
1K6 Phone: 519/686-5010 Fax: 519/686-0162
E-mail: inquiry@oiart.org Web site: www.oiart.org
Degrees/Certificates Offered: one-year, college-
level diploma in Audio Recording Technology.
Program and Facilities Description: North America’s

first and longest-running integrated immersion pro-
gram (since 1983). A full-time faculty and a 5:1 stu-
dent/instructor ratio allows well-qualified students
from around the world to thrive on creative devel-
opment while acquiring a genuine skill set. Within
five studios equipped with professional-level gear,
students learn problem-solving through signal flow,
in addition to how and why things work. The 1300-
plus hours are all in-studio with more than 50%
dedicated to student hands-on.

PEABODY INSTITUTE OF

THE JOHNS HOPKINS UNIVERSITY

1 East Mount Vernon Place, Baltimore, MD 21202
Phone: 410/659-8110 Fax: 410/659-8102 E-mail:
apk@peabody.jhu.edu Web site: ww.peabody.jhu.
edu/recording-arts Degrees/Certificates Offered:
five-year Bachelor’s degree in Recording Arts, two-
year Master’s degree in Audio Recording and
Acoustics. Program and Facilities Description:
Comprehensive math/science/music-based degrees
in recording arts. Fully automated digital facilities.
See Web site for additional information.

RECORDING ARTS CANADA, ONTARIO
PO Box 11025, 984 Hwy. #8, Stoney Creek, Ontario,
Canada L8E 5P9 Phone: 888/662-2666 Fax: 905/
643-7520 E-mail: admissions@recordingarts.com Web
site: www.recordingarts.com Degrees/Certificates
Offered: one-year Audio Engineering & Multimedia
Production diploma. Program and Facilities De-
scription: Recording Arts Canada is a unique school
that offers students the opportunity to learn and
work in a creative and progressive environment. By
studying in one of the best-equipped audio schools,
you will learn the skills and technologies about
audio, music and multimedia production profes-
sionals use every day. Our internationally renowned

facilities feature classic Neve recording consoles. We
provide sophisticated technology, quality theoreti-
cal instruction and extensive practical activity within
a small group format.

RECORDING ARTS CANADA, QUEBEC
34 Chemin des Ormes, Ste-Anne-des-Lacs, Quebec,
Canada JOR 1BO Phone: 514/224-8363 Fax: 514/
224-8064 Web site: www.sympatico.ca/inst.enreg
Degrees/Certificates Offered: one-year diploma
programs in Audio Production, Computer-Assisted
Sound Design. Program and Facilities Description:
A private college, offering two collegiate programs
of study in audio production and sound design.
School-owned, world-class facilities with three classic
Neve consoles and all the latest digital and multi-
media tools from Digidesign, Avid, Facusrite, Adobe,
Director, etc. Located in the beautiful Laudentian
Mountains, 40 minutes north of Montreal.

SAE INSTITUTE OF TECHNOLOGY

269 W. 40th Street, 2nd Fir.,, New York, NY 10018
Phone: 212/944-9121 Fax: 212/944-9123 E-mail:
saeny@cybernex.net Web site: www.sae.edu De-
grees/Certificates Offered: nine-month/18-month
Audio Technology Diploma (full-time/part-time),
seven-and-one-half-month/12-month Multimedia
Producer Diploma. Program and Facilities De-
scription: SAE Institute of Technology is the largest
audio and multimedia institute in the world, with
more than 12,000 students in 28 schools in 15
countries on four continents. SAE is now in the Unit-
ed States, with campuses in New York City and
Nashville and more to come! Our students have the
advantages of 25 years of audio and multimedia
education experience, state-of-the-art equipment,
and a paid internship in Audio Technology with
Walt Disney Entertainment.

AUSIC TECH HAS A RATHER UNORTHODOX VIEW OF AUDIO ENGINEERING.

THERE'S A MUSICIAN INSIDE EVERY AUDIO ENGINEER AND PRODUCER. WE TAKE FULL ADVANTAGE OF THAT TO PRODUCE ENGINEERS AND

PRODUCERS THAT ARE ARTISTS, NOT JUST TECHNICIANS. WE WOULDN'T HAVE IT ANY OTHER WAY. THE RESPONSIBILITIES OF TODAY'S

RECORDING INDUSTRY PROFESSIONAL ARE MANY. TO BE THE BEST, YOU NEED TO LEARN THEM ALL. LEARN FROM THE BEST, REAL TEACH-

ERS, REAL EDUCATION. AssOCIATE DEGREES AND DiPLOMA PROGRAMS IN: RECORDING ® PRODUCTION ¢ FiiM

SCORING * GUITAR * Bass ¢ VoICE ®* DRuMs ® Brasse

KEYBOARDS ® MusIiC BUSINESS ® SONGWRITING

= MUSIC TECH

F MINNEAPOLIS

CONTACT Us AT: 1.612.338.0175 / 1.800.594.9500 304 N. WASHINGTON AVE., MINNEAPOLIS, MN 55401 WwW.MUSICTECH.COM
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the Hartt School of Music; the Mechanical Engi-
neering B.S.M.E. with Acoustics Concentration pro-
gram. Graduates have been employed at Bose
Loudspeakers, QSC Amplifiers, Steinway & Sons,
LucasFilm-THX Sound and numerous acoustical
consulting firms or graduate schools in acoustics.
Facilities: Anechoic chamber, B&K dual-channel
FFT/RTAs, Modal Analysis/CADP2 software, DAT,
portable SLMs, three studios with 4-, 8- and 16-
track analog/digital recording, Pro Tools.

UNIVERSITY OF MAINE AT AUGUSTA

46 University Dr., Augusta, ME 04330 Phone: 207/
621-3267 E-mail: richard@mail.caps.maine.edu
Web site: www.uma.maine.edu/academics/ucad
jazz&contemporarymusic.html Degrees/Certifi-
cates Offered: Bachelor of Music in Jazz and Con-
temporary Music (audio concentration). Program
and Facilities Description: UMA has the only music
program in Maine with a state-of-the-art recording
studio. Recording commercial music and advertise-
ments is a significant part of the music industry in
Maine. Our internships are a student’s best link to
employment. This concentration integrates the
studio into other music concentrations.

UNIVERSITY OF MASSACHUSETTS-LOWELL,
SOUND RECORDING TECHNOLOGY

One University Ave., Lowell, MA 01854 Phone:
978/934-3850 Fax: 978/934-3034 E-mail:

“For sheer tube magic, a realistic
vintage vibe, and superh craftsman-

ship, the L47MP takes top honors.”

EM, Brian Knave, Feb. 98

“. .. this is the microphone of choice
Jfor the project studio owner who
wants te buy only onc microphone.
And at the given asking price, it is
the biggest bargain in microphones
(Ht/t_ll'. &

PAR, Dy Fred Bashour, Beh. 97

“When you tuck vocals recorded
with an L47MP into a mix, some-
thing magical happens. . . I cannot
praise this microphone enough.
Don’t wait-- buy it.”

Mix, Michacl Cooper, May 98

“This mic is my first choice for any
vocal, reed instrument, electrie gui-
tar, or organ overdub, and for any
source that would benefit from the
thick low mids, creamy highs, and
richness that only a tube mic can
deliver.”

EM, Myles Boisen, April 99
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william_moylan@uml.edu Web site: www.uml.edu/
dept/music/srt Degrees/Certificates Offered:
Bachelor of Music in Sound Recording Technology.
Program and Facilities Description: The primary
program, the B.M. in SRT, prepares students for
production-related careers in the recording industry
through studies in music, EE, computer science,
math and physics and a minimum of nine courses
in the art and technology of recording. SRT minors
prepare students for technology-development
career paths. Supported by eight control rooms:
24-track, MIDI/synthesis, 8-track, video/post, main-
tenance/repair, critical listening, hard disk recording,
entry-level room.

UNIVERSITY OF MEMPHIS,
COMMERCIAL MUSIC PROGRAM

232 CFA Building, Campus Box 526546, Memphis,
TN 38152-6546 Phone: 901/678-2559 Fax:
901/678-5118 E-mail: cmusinfo@memphis.edu
Web site: www.people.memphis.edu/"cmusweb
Degrees/Certificates Offered: Bachelor of Music in
Commercial Music with concentrations in Record-

ing Technology, Music Business. Program and
Facilities Description: Programs stress thorough
understanding of fundamental concepts, yet place
equal emphasis on developing student’s ability to
adapt to new practices, technologies and creative
directions. Instructors actively involved in industry.
Studio B extensively renovated and now features an
AMS Neve Libra digital console and improved
acoustics. Students enjoy generous lab access where
hands-on training is stressed. Memphis community
offers diverse cultural opportunities, rich internship
possibilities. A commitment to personal attention
and quality instruction requires enrollment be limit-
ed. NASM accredited.

UNIVERSITY OF MIAMI,

SCHOOL OF MUSIC

PO Box 248165, Coral Gables, FL 33124 Phone:
305/284-6913 Fax: 305/284-6475 E-mail: kmoses@
miami.edu Web site: www.music.miami.edu
Degrees/Certificates Offered: Bachelor of Music in
Music Engineering with minor in Electrical Engineer-
ing, Bachelor of Music in Music Engineering with
minor in Computer Science, Master of Science in Music
Engineering. Program and Facilities Description:
The Music Engineering program accepts under-
graduate musicians who desire careers in music
recording, audio engineering, audio equipment
hardware and software design, sound reinforcement
and broadcasting. By combining music and music
engineering studies with a minor in electrical engi-
neering or computer science, students enjoy diverse
professional opportunities. Graduate students who
have completed their undergraduate electrical engi-
neering degree engage in research in DSP program-
ming, psychoacoutics and synthesis. Our facilities
and faculty are known for their excellence.

Relive the
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that makes things easy. so easy that it feels like magic
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With massive heatsinks, (and a supe
efficient power supply) Pulse amplifiers
run much cooler than ordinary
amplifiers. Running cooler means .«
delivering more power for longer..
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LIGHTER -8
Pulse’s switched mode power supply
reduces amplifier weight by as muchas
70% compared with ordinary amplifiers
as well as helping them run cooler. The
power supply is very stiff, so Pulse amps
also sound better, especially when
driven hard at low frequencies.

STRONGER -4
Pulse amplifiers are built with a stee
chassis, with rigidity added by the «
heatsinks. Together with low component
weight, these make them inherentl
stronger than ordinary amplifiers. A host
of design features contribute to
reliability and maintainability: not least
Pulse’s unique microprocessor control
system.
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2x1100 watts into 4 ohms. Bridgeable to be 1 x 2200w "W 2x650 watts into 4 ohms. Bridgeable to be 1 x 1300W.
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UNIVERSITY OF NEW HAVEN

Music and Sound Recording Program, 300 Orange
Ave., West Haven, CT 06516 Phone: 203/932-7101
Fax: 203/931-6097 E-mail: menelaos@charger
.newhaven.edu Web site: www.newhaven.com
Degrees/Certificates Offered: four-year B.A. in
Music and Sound Recording; four-year B.S. in Music
and Sound Recording; four-year B.A. in Music In-
dustry; four-year B.A. in Music; minor in Multimedia
Authoring. Program and Facilities Description:
The Music and Sound Recording Programs instruct
students in three interrelated areas: music history,
theory and aesthetics; musicianship; and sound
recording methodology and technique. Music
Industry adds courses in copyright law, contracts,
accounting, marketing and management. The mul-
timedia curriculum integrates graphic design, audio
production and video. The new professional record-
ing facility features 4-, 8-, 16-, and 40-track studios
and workstations, as well as a digital mixing room
and multimedia studio.

UNIVERSITY OF

NORTH CAROLINA AT ASHEVILLE

Music Department, One University Heights
Asheville, NC 28804-8510 Phone: 704/251-6432
Fax: 828/251-6841 E-mail: cmcknight@unca.edu
Web site: www.unca.edu Degrees/Certificates
Offered: B.S. in Music Technology, B.A. in Music with
a Concentration in Jazz Studies, B.A. in Music (gener-
al music studies). Program and Facilities Descrip-
tion: The B.S. in Music Technology was established in
1982. Itis a small and highly selective program taught
in UNICA's recording studio featuring 24-track analog
and 16-track digital capabilities. Our MIDI production
facilities and computer labs give students hands-on
experience with the latest audio technology.

UNIVERSITY OF SOUTH CAROLINA
School of Music, Columbia, SC 29208 Phone:
803/777-4371 Fax: 803/777-6508.

YALE UNIVERSITY SCHOOL OF DRAMA
222 York Street, New Haven, CT 06520 Phone:
203/432-8825 Fax: 203/432-1588 E-mail: david.
budries@yale.edu Web site: www.yale.edu/drama/
academics/AdmissionsReq/sound.html Degrees/
Certificates Offered: three-year M.F.A. in Sound
Design and one-year internship. Program and
Facilities Description: The Sound Design Program
trains eligible applicants in the theory and practice
of professional sound design. Course work covers
the fundamentals of sound technology, sound de-
livery systems, advanced digital sound and music
technology, script interpretation, compositional
elements of design, introductory sound design
theory and practice, advanced problem solving,
thesis and master class. Qualified students will have
numerous opportunities to design for student and
Yale Repertory productions.

CENTRAL SCHOOLS

ASPEN MUSIC FESTIVAL AND SCHOOL
2 Music School Rd., Aspen, CO 81611 Phone: 970/
925-3254 Fax: 970/925-3802 E-mail: school@
aspen music.org Web site: www.aspen.com/music
festival Program and Facilities Description: The
Edgar Stanton Audio Recording Institute is an intensive
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four-week, full-time seminar/workshop. The goal is
to provide a background in the basics of audio pro-
duction and prepare students for a career as a
recording engineer. A wide range of recording and
guest lecturers are noted representatives of the
recording and broadcasting industries. The session
is limited to 10 students to ensure maximum
individual attention.

AUDIO ENGINEARING INSTITUTE

6610 Buffalo Hills, San Antonio, TX 78256-2330
Phone: 210/698-9666 Web site: www.audio-
eng.com Degrees/Certificates Offered: Basic and
Advanced Audio Engineering classes, each lasting
10 weeks. Program and Facilities Description:
Classes are taught by Gold and Platinum record
winner Marius Perron lll. Students are trained with
part hands-on equipment, part lecture. Basic class
covers theory, microphones, consoles, tape
recorders, live band recording and mixing. Ad-
vanced class covers signal processors, hard disk
recording, MIDI, synthesizers and samplers, drum
machines and sequencers, audio-for-video, com-
puter-assisted mixing, real-time analysis and studio
equipment maintenance. The advanced course is
structured around an apprentice engineering pro-
gram for students interested in working as second
engineers at studios in San Antonio.

BROWN INSTITUTE
1440 Northland Dr., Mendota Heights, MN 55120
Phone: 612/905-3400 Fax: 612/905-3550.

CLEVELAND INSTITUTE OF MUSIC

11021 East Blvd., Cleveland, OH 44106-1705
Phone: 216/791-5000 Fax: 216/791-1530 E-mail:
cimadmission@ po.cwru.edu Web site: www.cim.edu
Degrees/Certificates Offered: Bachelor of Music in
Audio Recording as a four-year degree or a double
maijor (along with an instrument or Composition
major) in five years. Program and Facilities
Description: Courses cover digital audio; DSP/
editing systems; audio-for-video post-production, sur-
round sound, CD-ROM and Web-based multimedia;
microphone techniques; synthesis/sampling; and
acoustics. Equipment includes Tascam DA-98, Pro-
Tools, Sonic Solutions, Yamaha O2R digital multitrack
recording/mixing; Lexicon, TC Electronic, Yamaha, etc.;
DSP; Macintosh and Sony computers; Audio-Technica,
Neumann, Sennheiser, Schoeps microphones; Mil-
lennia Media preamps. Professional faculty features
multiple Grammy winner Jack Renner (Telarc Interna-
tional), Dr. Peter D’Antonio (RPG Diffusor Systems),
Thomas Knab and Mark Tessi (CIM and Telarc) and
Timothy Callahan. Program emphasizes hands-on ex-
perience, music and digital media production.

COLUMBIA COLLEGE CHICAGO

600 South Michigan, Chicago, IL 60605-1996
Phone: 312/482-9068 Fax: 312/482-9083 E-mail:
bkanters@popmail.colum.edu Web site: www.colum
.edu Degrees/Certificates Offered: four-year
accredited Bachelor of Arts degree with a major
in Sound Technology. Program and Facilities
Description: The Columbia College Chicago Sound
Program includes extensive course offerings in the
fields of music recording, concert sound reinforcement,
sound design for video and film, sound contracting
and acoustics. Columbia’s Audio Technology Center
includes multitrack music and voice-over recording
and mix studios, film/video post-production suites
digital audio production suites and classroom labo-
ratories for analog/linear and digital/nonlinear
production, audio system analysis and acoustical
design and analysis.

CROS-LEX AUDIO-VIDEO CLASSES
5580 Peck Road (M-90), Croswell, Ml 48422
Phone: 810/679-8149 E-mail: Gfitzpatrick@

webtv.net Degrees/Certificates Offered: high
school classes. Program and Facilities Description:
Teaching of using audio and video machines for
recording music and for movies with camcorders
(hooking up an audio studio).

DEPAUL UNIVERSITY

SCHOOL OF MUSIC

804 W. Belden Ave., Chicago, IL 60614 Phone:
773/325-7444 Fax: 773/325-7429 E-mail: rbeacraf@
wppost.depaul.edu Web site: music.depaul.edu
Degrees/Certificates Offered: four-year Bachelor
of Science degree in Music. Program and Facilities
Description: The DePaul Sound Recording Tech-
nology program is designed to prepare students for
a career in the rapidly expanding audio industry.
SRT students take classes in analog and digital
microelectronics, computer science and calculus, in
addition to the standard undergraduate music cur-
riculum. Recording classes and student practicum
take place off campus in a 48-track SSL studio where
students have access to state-of-the-art equipment.
On campus, students develop their skills at Studio
DePaul, a fully digital 24-track facility featuring
video, synthesis and surround sound capabilities.

ELMHURST COLLEGE

190 Prospect, Elmhurst, IL 60126 Phone: 630/ 617-
3500 Fax: 630/617-3738 E-mail: kevino@
elmhurst.edu Degrees/Certificates Offered: B.M.
in Music Business, B.S. in Music Business, B.M. in
Music Education, B.A. in Music. Program and
Facilities Description: Elmhurst College is a nation-
ally accredited institution that offers both a B.S. and
a B.M. in Music Business. In addition to classwork in
music, business and business of music, students get
hands-on industry experience through internships,
industry speakers and course tours. Resources in-
clude a state-of-the art 24-track digital studio, courses
ranging from music theory to MIDI, recently ex-
panded practice and recital facilities and an artist
faculty of over 50. Industry support is provided in
the form of scholarships from trade organizations
such as NAMM and NARAS, corporate sponsorship,
a student chapter of MEIEA and an intern/job bank.

GRAND VALLEY STATE UNIVERSITY

1 Campus Drive, Allendale, Ml 49401 Phone: 800/
748-0246 Fax: 616/895-2000 E-mail: go2gvsu@
gvsu.edu Web site: www.gvsu.edu Degrees/
Certificates Offered: Electrical Engineering with
Music minor. Program and Facilities Description:
Grand Valley State University has a unique program
for students that have the talent and interest to
combine engineering and music. This program has
the potential for a career that can span the entire
audio and music industries from hardware design
and manufacturing to performance.

HOUSTON COMMUNITY COLLEGE

1060 West Sam Houston Parkway North, Houston,
TX 77043 Phone: 713/718-5621 Fax: 713/718-5635
E-mail: gehman_s@hccs.cc.tx.us Web site: www.
hecs.cc.tx.us/nweollege/audt/main.htm Degrees/
Certificates Offered: Certificate in Audio Engineering,
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Go for your dream now. The alternative could be

fnghtening—a dead end job you never wanted and certainly won't enjoy.
If you dream of a career in professional audio or multimedia as an

artist, engineer, or producer, you have a real choice. Attend one

of our 30 schools around the world. Join more than 12,000 students

in 15 countries who are already turning their dream info a

promising reality.

Since 1976 SAE has been preparing thousands of people for

Localized education fulfilling careers in entertainment technology and services.

Small class sizes At SAE you can study in your own backyard or half way around
Hands-on learning
World-class recording studios
and multimedia labs
Financial assistance for technology interns and entry level positions.

qualifying recipients Reach for your future today and call SAE toll free at 1-877-27 Audio.
Career placement

the world and still enjoy the same quality education. Maybe that's

why leading entertainment companies look to SAE for their

You already know the alternative.

:nsed in the U.S. by The New York State Education Department and The Tennessee Higher Education State-of-the-Art Education in

mmission. Licensed internationally in Australia, the U.K., Germany, France, and Italy. Main institutes S am— Audio - Multimedia
ated in New York, Nashville, london, Sydney, Munich, Paris, Amsterdam, Athens, Milan, Singapore, ’CIG WWW.S&B.Bdh
ich, Auckland, Vienna, Madras, Kuala Lumpur and Stockholm.

Toll free 1(877) 27Audi0
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Live Music Video Shoot

Phato by Ed Colver

Hands-On Training * Financial Aid Available * Dorm Housing
20-Week Recording Engineer Program ¢ 10-Week Digital Video Editor Program
Il Studios in 1200 sq. ft. Training Facility Filled with the Latest Equipment
Outstanding Job Placement Assistance

10S ANGELES
RECORDING J
WORKSHOP!

Call for a catalog today!

5278 Lankershim Boulevard, North Hollywood, CA 21601

818-763-7400

http:/fidt.net/~larw

Get Focused.

24-bit Analog 1/0 ¢ 24/96 Digital 1/0
Two MIDI Ports

| “Sonically, the LynxONE is
top quality. Easy install
and crash free operation...
offers 1/0 and sync options
professionals expect.

One could use this card
for a big-buck master
session or block-buster
movie without any
reservations.”

- Pro Audio Review
April 2000

“It's extremely
clean, very clear,
and amazingly
accurate.

Rock solid with a
wide range of
programs.”

-Recording Mazazine
February 2000

“The LynxONE is an
excellent mastering
card in terms of sound
quality and flexibility.
Suitable for today's
professional studio.”
AUDIO QUALITY: 5 [out of 5!]

-Electronic Music-an
August 1699

CONE

Lynx Studio Technology, Inc.
10ME IRVINE AVE. #4658, NEWPOR™ BEACH, CA 92660 ph 949.515.3265 » www.lynxstudio.com
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one-year; Certificate in MIDI/Electronic Music, one-year;
Certificate in Video Production, one-year; two-year
A.A.S. Degree in Audio Engineering; one-semester
Enhanced Skills Certificate in MIDI/Electronic Music
or Video Production. Program and Facilities
Description: Unlimited hands-on experience via
eight fully equipped studios. Studio IV: Foley stages,
Pro Toolsl24 Mix Plus, Panasonic DA7 for tracking,
mixing, video post and scoring. Studio V: 48-track
DA-88s/2-inch, Sony 3036 console, UREI, Lexicon,
Eventide, ADR, Aphex processors; Telefunken, Neu-
mann, AKG microphones. Studios i, lll, IV: Alesis X2
consoles, ADAT XT20 recorders, CDRs Akai, Alesis,
E-mu, Korg, Peavey, Roland, Yamaha synthesizers.
Studios |, VII: 30 Power Mac/Korg workstations.
Studio Vill: linear and nonlinear video editors.

INDIANA UNIVERSITY

SCHOOL OF MUSIC

Bloomington, IN 47405 Phone: 812/855-1087
E-mail: bejrober@indiana.edu Web site: www.music.
indiana.edu/som/audio Degrees/Certificates
Offered: A.S. in Audio Technology, B.S. in Audio
Recording. Program and Facilities Description:
Training in audio recording, reinforcement and
media production, muititrack studio techniques
emphasized (A.S.), classical music engineering and
producing emphasized (B.S.). DAT, SC-88, hard disk
editing and 16-track analog, full range of profes-
sional microphones. Students record CD projects
and performances ranging from solo and chamber
music through symphonies, jazz ensembles and
opera. Twelve-hundred performances produced an-
nually in four concert halls. University financial aid
and some work scholarships available. Departmen-
tal assistance offered in job placement.

INTERNATIONAL COLLEGE

OF BROADCASTING

6 So. Smithville Rd., Dayton, OH 45431 Phone: 937/
258-8251 Fax: 937/258-8714 Web site: www.
icbroadcasting.com Degrees/Certificates Offered:
Associate Degree program in Applied Science of
Communication Arts in Television and Radio, Asso-
ciate Degree program of Applied Science in Video
Production/Recording, Audio Engineer Diploma
Program in Recording Audio Engineering, Diploma
Program Broadcasting I. Program and Facilities
Description: |CB is a small, private college. Enroliment
invitations are based on prospective students tour-
ing the facility and demonstrating commitment and
desire to be part of the broadcasting and recording
fields. Smaller class sizes ensure more individualized
attention. Programs offer combine theory and
hands-on training.

MADISON MEDIA INSTITUTE

One Point Pl., Ste. 1, Madison, WI 53719-2809
Phone: 608/829-2728, 800/236-4997 Fax: 608/
829-2661 E-mail: mmi@madisonmedia.com Web
site: www.madisonmedia.com Degrees/Certifi-
cates Offered: Recording and Music Technology,
Multimedia Technology, Radio and Television
Broadcasting. Program and Facilities Description:
The objective of the recording and music technolo-
gy program is to train students to acquire skills in
engineering and sound production. The program is
equipped with 15 MIDI/synthesizer work stations,
16-track Digidesign Pro Tools. Fully equipped 48-
track digital and 2-inch analog.
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Genelec’s Digital Double Play.

The 2029B

The 2029A
S/PDIF

Toduy’s aucio control rooms and media production facilities
are fast becoming all-digital environments