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Professionals in broadeast and postproduction rely on Dolby products to deliver 5.1 surround sound.
Dolby Digital and Dolby E technologics make it easy to create and distribute exciting progranmming for
DTV and DVDs. Dolby also continues to develop industry-accepted solutions to ease the transition to
surround sound. To learn more about the
complete family of Dolby Digital and Dolby E
products, visit us at the NAB Convention,

LVCC North Hall. Booth R2715.

www.dolbyv.com/tvaudio

00 Dolby

BREAKING SOUND BARRIERS

Shoren top: DPS6Y Multchannel Dolby Digital Encoder

Shosen bottom: DP362 Multichannel Dolby Digital Decoder

i i( 1C¢ CATCCrS 50y :/‘ll ()t O1I" W c.

Dolby Laboratories, Ine. o 100 Potrero Avenue ¢ San Francisco, CA 94103-4813 o Telephone 415-558-0200 ¢ Fax 415-863-1373
Wootton Bassctt © Wilishire SN4 8QJ England » Telephone (44) 1793-842100 ¢ Fax (44) 1793-842101 » www.dolby.com

Dolby and the double-D symbol are eradeatarks of Dolby Laboratories. © 2001 Dolby Laboratories, Ine. S01/13490

CIRCLE #001 ON PRODUCT INFO CARD



‘l get better resuits on the MT
because | can switch between
projects with such ease.
Previously that took between
15 and 20 minutes a song.
When you're used to the MT’s
speed you suddenly realize

how much time you gain.’

DIGITAL MIXING TIP

Try working with automation all of the
time, automating EQs and hand sweeps.
Creatively, you can then build up the
picture you want and keep it in front of you.
Rather than try to explain a concept to an
artist or A&R guy, you can give them a
snapshot or replay of what’s happening.

‘For the producer digital is

the most versatile way of
working because you can
keep all your options open.
Now, if | can’t work digitally,
1 feel a bit cramped because
things aren't as readily
availabte and the results

I want aren’t so easy

to achieve.’

TOMMY SIMS

Tommy Sims is a multi-talented singer,
songwriter, producer, and musician whose
creative contributions span musical genres.
Winner of a Grammy Award for co-writing
“Change The World,” Sims is able to divide
his time between songwriting and recording
his own material, and producding and playing
on the recordings of others.

Solid State Logic
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Begbroke Oxford OXs 1RU England Tel: +44 (0)1865 842300 Fax: +44 (0)1865 842118
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VOICE [VODEL I
THE IMPOSSIBLE

an industry first from TC-Helicon

Vo-ce Modeling technology allows realtime vocal resynthesis. 't can
be appliec to both :ive and recorded vocals. with amazing results.

The world's most beautiful instrument
now has crafting tools that were previous y
only avzilable to instrumentalists.

The voicePrismPILs with built-in VoiceCra‘t
Modzling card gives you direct, editable
control aver your lead voice.
Imagine: adding:

Breathiness
_— Growl
— Resonance
— Inflection
™ Rasp
T~Wibrato
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VoicePrism /|
HUMAN VOICE MODELING | FORMANT PROCESSOR .
, VoiceCraft
The most advanced vocal channel available anywhere, HUMAN VOICE MODELING CARD
VoicePrismPlus is both a lead-voice and harmony processor
under preset control. It includes, lead voice modeling, four Take your vocals further! ﬂ [T _—
fully adjustable harmony voices, TC Electronic Compression, Included in the VoicePrismPlus, the —
EQ. Delay. Chorus, Flange and Reverbs. AES/EBU and VoiceCraft Voice Modeling card is also
S/PDIF 1/0s are included. available to upgrade your VoicePrisim,
Whatever the vocal, you can craft its -
The human voice is our passion and it shows! style and attributes easily and quickly.
Try a VoicePrismius and hear what it can do for you. ~HELICOR
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THE ORIGINAL POINT SOUR SPEAKERS

NATURE

WA

In 1947 Tannoy recognized the naturalness,and a
whole host of performance advantages, that a
point source drive unit such as our Dual
Concentric™ design offers. These two pictures
explain why such a drive unit will perform in a
more natural way than a traditional two or three
way speaker system. Notice how no words are

required to explain this - it's plain common sense.

Like many things in life, getting it right is all

about basics. If design basics aren't right, what fol-

lows will eventually become extinct. Ask Mother

ication
Natyre If the natural order of communica

: Clisrl'IPI'.eCI,then the Ultimate

FOR THOSE€ WHO KNOW

Web site: www.tonnoy.com e
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22 Winter
NAMM!

Back in Anaheim
after a three-year
stint in L.A., the
Winter NAMM
show was burst-
ing with new
products, ground-

breaking technologies and plenty of surprises.

The Mix editors cover the convention floor.

32 The Main Attraction:
Theme Park Rides

Demand Complex Sound
Theme parks have figured out that audiences
want a complete entertainment experience—
one that includes multichannel sound. Dan
Daley takes a look at the “experiential” design
for the Men in Black and Star Trek rides.
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41 Top-of-the-Line Multichannel

Power Amplifiers
For recording and mixing facilities expanding
into surround sound work, multichannel amps
offer a cost-effective solution for driving 5.1
loudspeaker systems. Michael Cooper surveys
the market.

62 Paul Simon:
The Making of “You're the One”

He's an American icon. He’s also been a
master producer, arranger and record-maker
for the past 30 years. Blair Jackson explores
the making of Paul
Simon’s latest CD.

On the Cover: Founded by Lou Pearlman, the man
behind Backstreet Boys and 'N Sync, Trans Conti-
nental Studios became a full-blown commercial con-
cern in 1998 and now caters to a range of clients and
projects. Studio A contains an 80-input SSL 9000 J, a
Quested four-way Active 210 LCR monitoring system
and a huge list of outboard gear. For more, see page
14. Inset photo: Steve Jennings.
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The HDR24/96 versus rec{i1{ [[IT4i11

A fully-equipped
LESS than three

r— ‘;;;.”f o o5 ot | R ; With an HDR24/%it’s so
EOE PR : . easy to record, edit, and
manipulate tracks, so easy to
be creative...whether you're
recording for yourself, your
band or for a Fussy Client.
With all due respect, rec-
ording onto linear media
(a.k.a. tape) has some pretty
severe limitations: Access
time to cue points is slow.
Punch-ins erase stuff you
previously recorded. And the
tracks just sit there side-by-
side on the tape with no
chance to easily slip, slide,
cut or paste them in new
ways.

Hard disk recording and work-
station editing for less than the
price of linear recording.
It’s no secret that non-lin-
ear hard disk recording is the
way to go. But until
now, 24- track/24-bit
recording and play-
back required seri-
ous investment in a
digital audio work-
station. —And a
heckuva lot of mous-
ing and clicking.
Only the HDR24/%
combines the intu-
itive, analog-like
convenience of a
tape deck with the
editing versatility of
a computer-based
workstation.

As easy to use as an analog
recorder.
Ali basic functions are right
there on the HDR24/% front
* based on current U.S. list and pro audio dealer “street” prices at the time of ad product.on and on panel including transport but-
the assumption you will buy a CRT-type SVGA monitor and not an ultra-pricey flat panel model like our tons and individual Record
art director insisted on using for this ad. el f h track
* £ hascd an average of length of current pop songs using 24 tracks @48Hz/24-bits and a iiberal pumber na e O
of extra regions and virtual takes. Does not apply to extended trance remixes. Just hit Record and Play
©2001 Mackie Designs Inc. All Rights Reserved. Mackie and the Running Man figure are registered
trademarks of Mackie Designs Inc. MackieMedia is a trademark of Mackie Designs, Inc. ORB-is a
trademark of Castlewood Systems.
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long thin strips of rusty plastic.

without even cracking the
manual. But if you plug in
an SVGA computer monitor,
things get even better.

The graphic interface that
tape recorders always should
have had.

Even if you immediably
don’t use the HDR24/%6’s
editing functions, you'l
love the graphic interface
for recording.

It gives you one-click
access to all deck functions
without a lot of annoying
pull-down/fly-out menus.

Choose from 2x, 4x, 8x,
12x or 24-track views and
then watch them scroll
smoothly past a centerline.

Mark hundreds of cue
points and four locate points
for looping and auto-
punch-in modes. Cue points
are visible on screen and are
accessible from a side list.

Use the mouse to “scrub”
individual tracks, Cue, Punch
and Loop points with contin-
uously variable velocity.

Each track also supports
eight “virtual tracks,” so you
can do multiple takes and
comp them together easily.

Think of MackieMedia™ as
“tape in a brick.”

Right out of the box, the
HDR24/%’s internal drive will
record 90 minutes of 24
tracks at 48kHz. Your backup
choices are simple—
Record directly to a
MackieMedia™ M90 external
drive. They're considerably
less expensive than the SCSI
drives some HD recorders
require — $10 a song** —
and they’re in stock at your
Mackie dealer.

For a quick back-up

of just a song ar two, we
also offer an optional 2.2GB
ORB™ drive that uses really
inexpensive media.

For real economy use the
HDR24/96's 100BastT Ether-
net port ta back up to your
computer and its media.

'wenty-four track songs for under ten
bucks each!! Divide the cost of a

MackieMedia M90
into the 20+ pop
tunes you can
record on it and
you're looking at
under a ten-spot
for each 24-track
master. —Much
less if you do a little
disk drive house-
keeping. Remember,
hard drives can

choose only to store audio data, not silence.

ven with three OPT+8 1/0
cards, a MackieMedia remov-
able disk, SVGA monitor, keyboard

and mouse, the HDR24/% costs
less than three digital tape
recorders®...which don’t offer
loads of workstation-style editing
features, super-fast access and
true 24-bit recording.

Serious editing tools built in...
with 999 levels of un-do.
Once you've experienced
non-destructive editing of
tracks, you'll never go back
to linear recording.
You can mark a segment

Wackie 24-track HDR24/96 Hard Disk Recorder/Editor costs
lape-based, 8-track digital recorders®..and does much more.

points instantly, capture
them as “sound elements”
for later use or quantize
them to user-defined time
grids. And all regions are
easy accessible from a side
menu.

Create fade-ins, fade- outs
and crossfades just by drag-
ging and dropping them
...and then set their length
by dragging the mouse.

Add volume envelopes for
simple level automation of
regions or whole tracks.

Then use Track Render
to combine all or selected
regions of a track just as
you hear it — complete with

(or multiple crossfades,
non-adjacent volume enve-
segments) lopes, mutes,
as a region etc. —intoa
and then single region.
cut, copy Getademoata
and paste it Mackie dealer.
anywhere o the waveform level This ad only
—ontoa Z::'g":'u? pai:gazzf gp acks  SCratches the
blank track o ’ o f th

e and segments of tracks just like surface of the
or right in on super-expensive workstations. HDR24/%’s fea-
the middle  Adjust track levels. Add editable .

f ist crossfades. All with 999 levels of tures, Optlf){ls
oban exist- o, and capabili-
ingtrack _ ties. Visit our web site...or
without erasing anything get your hands on an

(the part of the track after
the insert just “slides down™).
You can audition regions

or modify their start/end

HDR24/% and experience
(pun intended)
unparalleled
creativity.

Hard-shell case
Really ugly pink anti-static foarn.

Tape just rolls merrily along...costing money...
whether you're using a track or not.**

www.mackie.com - 800/258-6883
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FROM THE EDITOR

AUDIO TO THE MAX
The quest for high-fidelity audio began in the home, expanded 1o the car,
spread into the cinema, blossomed into houses of worship and returned to
the living room in the guise of home theater. But the movement is alive and
very much on the rise.

New release formats have traditionally fueled consumer awareness of—
and expectations for—high-quality playback systems. Mono LP records
begat “hi-fi” enthusiasts in the 1950s, but it was the acceptance of the stereo
LP that really pushed home stereo from a passing fad into a full-blown in-
dustry in the "00s. In the '70s, improvements in tape technology launched
the car stereo market, while the birth of Dolby Sterco films in 1975 brought
LCRS capabilitics to the local bijou. By the 1980s, churchgoers—accustomed
to hearing concert audio—began demanding high-end, high-SPL music re-
inforcement systems in houses of worship, a far cry from the old “two-line
radiators and a 3-input P.A. head” that had been the standard scetup in most
churches. The debut of DVD-Video has created a major resurgence in the
residential’home theater market, with increasing numbers of consumers in-
vesting in systems that rival the quality of Hollywood screening rooms.

Having enjoyed a taste of what audio could be, consumers have devel-
oped a more than passing interest in sound quality. This penchant for better
sound, meanwhile, has produced a spillover effect in nonentertainment in-
dustries. The retail environment has turned into big-time showbiz, with out-
lets such as The Nike Store and the Disney and Warner Bros. franchises
leading the way.

New theater complexes such as Sony Metreon in San Francisco are also
getting into the action, transforming straightforward establishments into en-
tertainment destinations that lure the customer with kiosks, light shows,
video walls and impressive sound systems. No more AEI- or Muzak-style
music feeds; the new buzz phrase is “business music systems,” high-fidelity
foreground/background installations, complete with subwoofers to supple-
ment the ceiling/wall speaker arrays.

Meanwhile, what used to pass as simple, full-range, 8-inch ceiling speak-
ers just don't cut it when consumers (read: customers) want hypertidelity.
With this in mind, audio manufacturers have been offering an assortment
of new designs, ranging from high-power coaxials and discrete-component,
two- and three-way systems—all designed to fit in the space once occupied
by the lowly ceiling speaker. Add in a couple in-wall, in-ceiling or free-
standing subs, and a distributed sound system can ROCK—while keeping
installation time (and costs!) under control.

This month, as NSCA comes to Orlando (a well-known haven for certain
theme parks), Mixlooks at special venue audio—those spaces where audio
can equal or exceed the visuals in terms of visceral impact. Whether part of
a theme park attraction, interactive museum display or full-motion thrill ride
with 180° wraparound screen, audio development for such applications
combines the very different worlds of sound design with customized play-
back systems and takes them to the limit. These situations often present the
designer with the ability to specify any playback format, such as having 10,
20 or 30 output channels anywhere in the venue.

Mixing to stereo or 5.1 seems pretty tame in comparison...

George Petersen
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SONY

“What a great machine!”

~ ROGER NICHOLS, Grammy Award Winning Engineer/Producer, www.eqmag.com

“The R100 packs more creative power per sample than most full size digital consoles.” - sauce sornicxk

HOW DO YOU EVALUATE
A DIGITAL MIXER?

LISTEN.

“Sony clearly broke the mold with the DMX-R100. A dramatic improvement over other small digital consoles.”

~JOHN NEWTON, Gr Y d engi and owner of § ror, Inc.

“We loved it... sonically beautiful and clean..the best small-format console ever...
outstanding performance, execution and design.”

~ ROBERT MARGOULEFF and BRANT S. BILES, Proprietors of Mi Casa Multimedia Inc.

“This is the first digital console of this size that sounds this good.
What goes in comes out. The RI00 is right on the money.”

~TOM LAZARUS, Engineer and owner of Classic Sound, NYC

“...pretty fantastic...rave reviews...incredible sonic integrity...and
incredibly easy to learn and operate...a new generation of digital console.”

- DENNY PURCELL, Award-winning mastering engi President ~ Georgetown Masters

“Sounds great, reliable and easy-to-UsSe."" - aLLen smiTH, chier Enginser, Sounderack Beston

The DMX-R100 is changing even the experts’ opinion of what to expect from monitoring; and a high resolution touch screen that becomes an extension
a compact, affordable digital console. A full input module with a knob for every  of your hands. The next thing to do is go out and hear one for yourself. In

key function; selectable high sample rate operation; 5.1 surround mixing and  the meantime call today and we'll send you a brochure and tutorial CD-ROM.

Al 1-800-472-SONY ext. DMX

DMX'RlOO ‘ Ewww.sony.comlproaudio
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LETTERS TO MIX

FEEDBACK

Editor’s note: Wow, nothing generates
letters like opposing columns on MP3
and new music distribution models.
Read on.

NAPSTER, ANOTHER
SONGWRITER’S VIEW
Regarding Wendy Waldman’s letter to
“Feedback,” which appeared in your De-
cember 2000 issue: As a composer, song-
writer and producer, I have a vested
interest in the quick and just resolution
of the issues regarding the broadcast and
distribution of music via the Internet.
This has caused me to question why the
Internet isn't treated in the same manner
as any other broadcast medium and sim-
ply licensed accordingly? BMI, ASCAP,
etc., should collect licensing fees from In-
ternet service providers as they do with
radio and television broadcasters. Avail-
able watermarking technology would
provide a means of accounting for
downloaded or broadcast music in the
same way that radio station playlists pro-
vide tallies. This would seem to resolve
or circumvent many of the issues cur-
rently surrounding the Intemet and intel-
lectual property rights, while providing
rightful payment to the creators/owners
of distributed musical material.

Jelf MacDonald

Via e-mail

AND IN THIS CORNER...

Let me begin by saying that I have been a
great devotee of Stephen St.Croix’s terrif-
ic column (“The Fast Lane”). It is only
with admiration and respect that I write
to differ with some ideas expressed in the
January issue’s “MP Promises.”

The public appears to have voted in
favor of new music distribution systems
that circumvent the traditional music in-
dustry that we all have come to know
and tolerate. I suspect that no amount
of bloodletting, flagellation, swinging
the dead snake or righteous indignation
can change either of these two facts:
The new Internet music distribution
mechanisms exist and are not going to
go away; and neither the artist nor the
consumer community “loyalty levels” to
the music establishment are sufficient
enough to dull this “threat.”

Clearly, the music industry can’t be
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blamed for the rise of Internet music
distribution systems anymore than yes-
terday’s family farmer or fumiture crafts-
man can be blamed for the rise of
industrial mass-production systems that
led to their demise. And, frankly, the
“loss” of today’s music property and dis-
tribution industries saddens me no
more (and possibly less) than these
other epochal industry changes.

Copyright and intellectual property
laws, as we know them, are going to
change. The world is a pretty old place,
and musicians have been creating music
far longer than today’s copyright laws
have been in effect. Truth be told, it's
pretty tough to argue, especially when
contemplating the great music cultures
of the past, that the musical arts can
only be served (or, are best served)
with today’s disintegrating model.

Assume that the public will continue
to love music. Assume that an increasing-
ly networked world will accelerate the
discovery, rediscovery and cross-pollina-
tion of all types of global music, and that
music lovers will have instantaneous,
pervasive and (dam near) free access to
this content from (darn near) every-
where. I also assume that the new music
industry, as it comes to exist, will need to
move away from mass production and
toward mass customization; away from
monolithic and toward decentralized (or
even democratic) structures; away from
product-centric toward customer-centric
(with “customer” defined as both artist
and consumer); and, finally, away from
“marketing” and toward “service.”

I would humbly submit that Stephen
St.Croix and all of the other people that
produce music for a living or simply for
love are going to remain very much in
demand, and that the definition of the
size, shape, trajectory, artistic potential
and ethics of the new music industry is
constrained only by our ability and will-
ingness to re-examine our assumptions,
hop into the fray and get our hands dirty.

Jim Stagnitto

Via e-mail

AROUND THE CORNER

It is ironic that Stephen St.Croix is fea-
tured as Mix’s “Technical Provocateur”
in the magazine masthead and then

comes across as the last champion of
technically antiquated hyperbole in his
“MP Promises” column.

St.Croix apparently holds the obsolete
view that the “creator” is the driving
force in the production of art in a digital
culture. Wrong. He’s still speaking from
the analog culture, where authenticity
(where something comes from) is king.
In the digital culture, resonance (where
something goes) rules. The story, not the
author, is the point.

Analog culture, like analog electron-
ics, depends on a continuum, a bed of
meaning in which to carry the signal. Re-
member when you used to cut tape?
Well, that meant from point A to point B.
Digital culture, on the other hand, does
not depend on a continuum. It is entirely
discrete and can therefore be assembled
and dissembled at will. Future artists will
not be the “creators” of “original” tunes
and other works of “art,” but the assem-
blers and dissemblers of the signs and
symbols of the times, which exist only
on the dazzling, superficial surface of the
hyperculture. In the future, we will all be
“repro” people.

MP3 downloads are merely one man-
ifestation of the trend to appropriate the
signs of the times and make them
“unique” to one’s commercial moment;
and commercial moments are all that
exist in a digital culture. Other manifesta-
tions of this trend are already familiar to
readers of Mix: the appropriation of sam-
ples, riffs, popular music clichés, etc. The
kings of the digital future will not be the
artists and creators, but the brokers—the
ones who link up the digital flotsam of
interesting sounds and symbols and send
them out into the etherworld of transitory
meaning, where they are assigned a com-
mercial value and broken down for other
brokers to sell. Everybody will get a taste
(including “creators”), but no one will eat
the full meal. That's because a “meal” is
an analog experience. In the digital fu-
ture, it’s all grazing and fast food.

Roger Hughes

Via e-mail

Send Feedback to Mix
via e-mail
mixeditorial@intertec.com.
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Did you realize that Genelec offers more

Finland - . . . N q

wheregy  T00nitoring solutions for your multi-
Geneles

aremade  Channel surround needs than any ether

professional loudspeaker company in the
world? It's good to have a lot of choices: four differ-
ent main soffit-mounted systems, three tri-amp
systems, four bi-amps, and three subwoofers. All
fourteen teature line level crossovers, room response
contrals, direct-coupled amplifiers and protection
circuitry. All come with more than 20 years of active
monitoring expertise and the intrinsic quality that
will make you feel confident about your work again.
Perhaps even passionate.
When L.A's busy Los Angeles School of Film

recently renovated their main dubbing stage, they

Los Angeles Film School, Hollywood, CA

selected Genelec monitors to satisfy the diverse
needs of a teaching institution’s audio post-prod-
uction instructors and students. For main L-C-R
monitoring, they chose an array of our 1038AC’s —
industry renowned for their high-output, dynamic
headroom, sonic accuracy, and precise, stable imag-
mg. For additional surround monitors, Model 1031A’s
were selected. Each active system is a superlative
audio solution designed and manufactured by ¢
professional monitor company with more real-world,
multi-channel surround expertise than anyone else
Audition a Genelec 5.1 system. Listen to your
ears - and your peers. Because if you’re making sound
decisions for your facility, it's as good a time as any

to make your sound as brilliant as your vision.

GENELEC

ACTIVE MOMNITORING

The Whole Truth and Nothing But The Truth™

Genelec Inc., 7 Tech Circie, Natick, MA 01750 508/652-0900 Fax: 508/652-090% www.genelec.com
Genelec 0Y, Olvitix 5 FIN-74100 {1salmi, Firland «358 17-83881 Fax:+356 17-812267
CIRCLE #006-0N,PRODUCT INFO CARD
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CURRENT

MIXED RULING
IN NAPSTER CASE

For the second time in almost six months, a federal district
court, on February 12, ordered an injunction against
Napster, the online file-swapping application. The federal
appeals court in San Francisco held that District Coun
Judge Marilyn Patel’s original injunction (July 2000) would
be modified to only address the file-trading portion of

PROFESSIONAL
AUDIO NEWS

AND EVENTS

Napster's service. In doing so, the court held that Napster
would be liable for copyright infringement if it continued
to offer illegally distributed music files after the company

received a takedown notice from the copyright holder.

EXPANDING YOUR MIND

The Consumer Electronics Association is sponsoring
the Digital Download: Public Access to Content in
a Digital World conference on March 6, 2001, at
the Mayflower Hotel in Washington, D.C. Panelists
will discuss the legal, political and technological
issues that affect consumers in the digital realm. For
more information, visit www.CE org.

DVD...COMING TO A

LABEL NEAR YOU

AIX Media Group announced a new
record label division, AIX Records, West
Hollywood, Calif., for the new 5.1-chan-
nel formats, namely DVD-Audio and DVD-
Video.

“As a DVD-Video production house,”
said Mark Waldrep, CEO at AIX Media
Group, “we have been patiently waiting
for fﬁe DVD format to migrate to the

A PARTNERSHIP

QUARTERLY ROUND

recording industry. Having produced 5.1-
channel surround tracks for a CES demon-
stration disc and numerous projects for
Rhino Records, BMG and Jive Records, it
became obvious that the consumer experi-
ence when listening to surround music was
a tremendous improvement over stereo
and the CD. Nobody who hears one of our
recordings is prepared to return to their

AN ACQUISITION

As of press time, the service was not shut down.
Napster is likely to again appeal this verdict to prevent the
injunction from going into effect. It is unclear, at this time,
if the major record labels will strike content deals with
Napster, or if Bertelsmann will continue to work with
Nupster to create a new distribution model.

Shure kicked off its 75th
anniversary at NAMM with
a special concert appeor-
ance by Spinal Tap, the
only band that can turn it
“11.“ For more

up fto
details on NAMM, with
complete coverage from
the show floor, turn to

page 22,

stereo system.”

For the live recordings of musicians
from all types of musical genres, AIX has
acquired a Euphonix 24-track 96kHz/24-
bit R-1 recorder/reproducer, Euphonix
System 5 digital console, Sonic Solutions
HD System, B&W 801 and FCM-8 moni-
tors, and Audio Upgrades preamplifers.

DVD titles wi|Foppeor on shelves in
spring 2001.

For more information, visit www.AIX
records.com. [ |

A NEW COMPANY

Agreement: Digidesign and Prosoniq
announced their first strategic alliance with
the release of Prosoniq Orange Vocoder, a
real-time audio suite effects processor for Pro
Tools. Digidesign will be the exclusive dis-
tributor for the product.

What It Means: Prosoniq announced
plans 10 discontinue its plug-in distribution
relationship with Steinberg Gmbt 1, as well as
phase out its development plans for VST in
order 1o fully focus on RTAS- and TDM-pro-
cessing platforms for Pro Tools.

What They're Saying: “For the past few
vears, we have repeatedly been asked for
TDM products,” said Prosonig CEO Bernhard
Bouche. “RTAS and TDM combined are the
‘hest of both worlds' solution, both for you,
the potential user, and for us as developer.”

Agreement: John Meadows, owner of
Able Design, acquired Trace Digital LLC, a
CD duplication and printing solutions compa-
ny, and Trace's Affex division from Nakamichi
of Japan. Concurrently, Dave Kalstrom was
named CEO for Trace Digital.

What It Means: Kalstrom's plans for 2001
include introducing audio software and incor-
porating user-friendly CD-recording software
from Prassi.

What They're Saying: “Combined with
John Meadows'] stockholder status and his
background in the robatics field, the acquisi-
tion was a natural evolution of his talents and
Trace’s product lines,” said Kalstrom.
“Nakamichi was no longer interested in Trace
and wanted 10 move on 1o other endeavors ”

Agreement: Cube-Tec has been launched
o handle marketing and distribution  of
AudioCube and Quadriga on an exclusive,
worldwide basis.

What It Means: Houpert Digital Audio
will now just develop software and processing
tools. Purchases can be made directly from
Cube-Tec instead of through DA,

What They’re Saying: “Cube-Tee was
founded by the principals of HDA, ICM and
Sascom and will be a completely distinct com-
pany.” said Curt Smith, president ol Sascom.
“The distribution was separated into two func-
tions: HIDA will deal with the manufacturing
and technological side of AudioCube, and
Cube-Tee will handle the marketing and distri-
bution.”

For more, visit www. sascom.con.
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Industry Notes

Fairlight USA (Hollywood) welcomed Shaun
Kerrigan 1o its staff as president of ULS. oper-
ations...Get out your address books: Stein-
berg North America (Chatsworth, CA) s
now Jocated at 9200 Fron Ave., Chatsworth,
CA 91311 Klipsch (Indianapolis) changed its
address and phone number o 3502 Wood-
view Trace. Suite 200, Indianapolis, IN 46208:
317 800 8100: und Harris, Grant Associates’
(Surrey. England) UK offices found o new
home at 16 Trinity Churchyard. Guildford,
Surrey GUT 3RR..Many appointments (i EAW
(Whitinsville, MaA): Michael Jackson. senior
designer: Jeffrey Mason, market manager for
installation products: Eaton Sales & Mar-
keting (Binghanion, NYV) will cover upstate
New York: Cordial/Riley Marketing (Clurks-
1on. MD will handle Michigan: John Anthony
Co. (Fairfield, NI} is responsible for metro
New York and northern New Jersey: Sound
Sales (Columbii, M) will cover Marvland.
castern Pennsy lvania, Virginia and Delaware:
und Online Marketing (Wadsworth, O1D) will
Ohio,
Kentucky, West Virginia and Indiana. . Chris
Reason

represent western  Pennsylvania,

joins  Telex  Communications
(Burnsville, MN) as sules muanager for the
Mountain  region.. Renkus-Heinz  (Foothill
Ranch. CA) announced that Eakins/Bern-
stein & Associates (Shawnee, MO)Y will rep
resent the company in - Kansas, Nebraska,
linois, nd
McFadden Sales (Columbus, O will cover
Indiana and Kentucky.. Kip L. Hansen und
Robert C.o Atwell join DRS Technologies

Inc. (Pursippany. N as VP of government

Missouri, lowa and  southern

reltions and VP of marketing for Army pro-

grums.  respectively. CPwo  new faces  at
Symetrix (Lynnwood. WA): Cari Casteel. VP
of sules, and Jim Latimer, director of sales for
pro audio...Community Professional Loud-
speakers (Chester, PA) announced new rep-
SK MacDonald (Hunt
Valley, MD) will handle the Middle Atlantic

states, and V-Com ¢ lamaica. NY) will take on

resentative  firms:

the New York metro area and northern News
.Cordial/Riley Marketing (Clarkston,
M1 is the new Michigan representative for
SoundTube (Park
U Peter Sherman has been tapped as
City, CA) NP
development and strategy, and  Richard

Jersey

Entertainment City,

Tonos  (Culver of business
Lewis wus named the company’s senior VP
and CFO.. Emtec Group (Valencia, CA) was
named 1o be the seller and distributor for
Front Porch Digital Inc.s (Cherry Hill. NJ)
digital media products and professional serv-
ices  worldwide. . Steve Thompson joined
POP Sound (Sunti Monica. CA) o digital
audio post house. in the newly created posi-
tion o creative director, and the new account
executive is Danita Jo “DJ” Fox-Engstrom. ..
The new  editor-in-chiel at live-audio.com
(Whitinsville, MA) is Chris Kathman. . Real
Media (New York City) secured new CEO and
president Walter Annasohn fron its corpo-
rate parent. PubliGroupe. . .Carmen Flowers
Liebert was named executive producer/ NP of
marketing at DJM (New York City) n

ON THE MOVE

In January 2001, Colin Pringle wis
promoted o managing director of
Solid Stte Logic. v caught up with
Colin and asked him about the man

behind the desk. Read on!

Wheo: Colin Pringle

New Position: Managing Director at
Solid Sute Logic

Previous Positions:

e 2000, group marketing director at
SSL.

e Development director of worldwide
music. entertainment technology and
clectronics divisions of United News &
Media.

* Helped re-establish AMS Neve after
its purchase from Siemens.

* 1988-1995. joincd SSL.

* Youngest editor and publisher at
Haymarket Publishing.

¢ 1975, recording, writing and produc-
ing at the BBC Transcription Services
Studios (London).

® late teens, wrote music reviews for
Magazines.

In the CD Changer: I listen (o a wide
variety of music. Today, it is Don Hen-
ley's Inside Job. Michae! McDonald's
Bine Obsession and Bach's French
Suites. especial'y No. A7

What He Likes: "1 ¢njoy hiking. Pve
hiked in many of the western 118,
national parks, like Zien. Canvonlands,
Capitol Reef.. also places in the UK.
like the Lake District, Yorkshire Dales
and Scotland. Although 1 still dabble
with guitars. keyboards and MIDI,
these days 1 like 10 get out of doors
when [ get the time.” @

TEC AWARDS RETURNS
TO NEW YORK CITY

New Categories Announced

The Mix Foundation for
Excellence in Audio announced
that the 17th Annual Technical

Excellence and Creativity Awards o= E

will be held on Saturday,

September 22, at the New York

Marriott Marquis in New York City. It was
also announced that significant revisions

will be made this yvear 10 some of the

TEC Awards categories.

“We believe the time has come 1o
make some changes 1o ensure that the
TEC Awards will honor not only individ-
uals and companies, but the best cre-
ative efforts of audio professionals cach
vear.” says Hillel Resner. Mix Foundation
president. “To that end, we are com
pletely revamping the Institutional and
Creative categories 1o nuke the awards
more “project-based.”

Beginning this year, the Institutional
and Creative Awards categories will be
combined under the heading of Creative
Awards; six new awards will combine
what were previously 13 categories. The
new categories are: Outstanding Record
Production (Single): Outstanding Record
Production (Album); Qutstanding Tour

Production; Ouistanding Remote
Production (recording or broadcast);
Outstanding Film Sound Froduction: and
Ouitstanding Television Saund

Production. All engineers, nix-
ers, producers and productien
faciliies conneaed with the win-

ning nominees will receive TEC

Awarts recognition.

The TEC Awards is also
seeking new members for its nominat-
ing committee Call Karen Dunn, cxec
utive director. at 925°939-6149 or ¢ mail
KarenTEC@aol.com.
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ns Continental Studios
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by Barbara Schuliz

Trans Continental  Studios Inc. in
Orlando, Fla.. was oftf and running
with a Platinum roster almost as soon
as it opened. The facility was founded
by Lou Pearlman, who used the facil-
ity and label Trans Continental
Records to launch his then-new acts
the Backstreet Boys and N Sync.
Since then, the TC Swdios have
become  a  commercial enterprise
(1997) and gone on to produce sever-
al more in-house success  stories.
including the bands O Town and LFO.

Today, the studio is managed by
veteran studio and engineer manager
Susan Schilling. She ran the Estefans’
Crescent Moon Studios for five vears
in Miami, and then moved into engi-
neer management and recording pro-
duction coordination, booking many
of Florida's best into top studios, such
as Criteriy it Factory, New  River,
Crescent Moon and others. Her expe-
rience has shown her exactly what's
needed in a top-end facility: that bal-
ance of fun and relaxation for the
clients, professional and detail-orient-
ed behind the scenes. “We try to pro-
vide a fun, relaxing atmosphere,” she
says, by supplying clients with a bas-
ketball area, a pool table and in-
house chet services. We do anything
extra. If a client mentions something,
we (ry to take care of it right away—
every little detail.”

Toward that end, TC's strong tech-
nical staff can cover every base.
Technical director Neils Kastor has
been with the studio since its incep-
tion and knows it inside and out; he
should because he designed it, along
with Ross Alexander of Synergistic
Services. Recenty  hired is George
Cowan, whose background includes
long-term studio and FOH gigs with
Todd Rundgren and Natalie Merchant
and extensive work  at  Bearsville
Studios in New York. “l did some
recording with Natalie last summer,
up in Bearsville again,” Cowan says.
“Around that time, Susan and I had
become  good friends through a
mutual friend at SSL who introduced
us. and she asked me o work here,
s0 I moved my wife and my daugh-

e mixonline. com

ter to Orlando.”

“One of the reasons that | really
wanted George on our staff,” Schilling
says, “is the range of experience he
brings. We were excited about having

him as part of the studio team, as part
of our technical team and as part of
our remote truck team. I knew it was
a great idea to get so much in just
one person.”

Stdio A contains an 80-input SSL
9000 J board and a Quested four-way
Active 210 LCR monitoring  system
with Quested surrounds. There’s also
a huge list of outhoard signal pro-
cessing, effects and  mics. Tape
muchines include Studer A27s, Sony
3348 DASH. RADAR I, DA-88s, plus
Dolby SR. The recording room is
21x22 feet. plus an iso/vocal room
and a piano room with a Baldwin
grand. The control room is 22x24
feet, and Cowan says a lot of record-
ing work gets done in there as well.
Acoustically, he says, the A room is
“pretty diffuse. IUs a balance of live
and absorptive. It's a nice medium-
sized room, and people scem to be
happy with the drum sound they get
in there.

“Studio B is a smaller, more intimate
room,” he continues.
“IUs got quiet corners
and a scction  that’s
more live for a drum-
mer.” B has a 40-input
SSL 4000 E'G console
and JBL LSR-32 moni-
toring. Studio C is a
smaller  demo/overdub
room with a 44-input
Amek Big console with
Supertrue™  automation
and JBL LSR-32 speak-
ers. All three of the stu-
dios offer full-blown
Pro Tools systems, and
there's plenty of floating
gear—eftects, preamps
and monitor choices—
that can be used in any
of the rooms.

Schilling says the facility docsn’t
promote its rehearsal facilities; they
are mainly used by clients who are
already booked into one of the main
studios, but occasionally rock bands
will prefer the feel of the rchearsal
space for playing live. In that case, the
rehearsal rooms can be interfaced
with the remote truck, which offers an
APl Legacy board, Tascam recorders,
Mackie HR824 monitoring and its own
collection of outboard gear. The truck
is also set up to accommaodate 2 vari-
ety of other formats and has been
used for top-shelf recording and
broadcast work; it was recently used
for the Latin Billboard Awards, and
artist credits include Marc Anthony,
Christina Aguilera, Baha Men, Harry
Connick Jr., Destiny’s Child, Enrique
Iglesias and Tony Bennett.

At press time, the internal studios
were all booked, though Schilling
was discreet, saying simply that there
was a “hip rock client visiting and
mixing in A, and an R&B project in
Studio B.” She says that in addition to
Orlando’s obvious tourist attractions.
beautiful coast and vibrant nightlite,
she believes that one of the reasons
TCI remains successful is because 1
make it very eusy for clients to work
here. Evervthing is included from our
chef services to the Pro Tools system
to the outhoard gear. No hidden costs
and no surprises.” ]
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The MOTU 828 audio interface connects directly to a FireWire port — no PCl or PC card required
© 8 channels of 24-bit TRS analog in/out with over 40dB of front panel trim e includes 2 mic/guitar-preamps with 48V phantom power
* 8-channels of 24-bit ADAT optical in/out {switchable to aptical S/PDIF} ® RCA S/PDIF in/out ® ADAT sync input for sample-accurate transfers and timecode
synchronization ® CueMix Plus™ no-latency monitcring of live inputs ® separate front-panel volume control for main outs and monitor levels
* Includes AudioDesk™ workstation software for MacOS and ASIO drivers for all major MacOS and Windows 2000/NT audio software ® $795

TU, Inc. » 1280 Massachusetts Avenue ¢« Cambridge MA 02138 ¢ 817-578-2760 ¢ 617-576-3609 fax ¢ www.motu.com M
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Left Brain

24 tracks

24-bit/96kHz

Motorized faders

384 Virtual Tracks

8 XLR, 16 1/4" TRS inputs

Mouse and PC keyboard inputs

VGA “Information Display” output

8 stereo/16 mono effects processors*
"Drag-and-drop” editing on LCD using mouse
64-channel mixer w/individual dynamics
2 RBUS ports for 16 ch. digital 1I/O
Phrase pad playback w/sequencing
Audio CD-burning capability**
SMPTE and Word Clock input

*With optional VS8F-2 Effects Expansion Boards

‘j:_ **With optional VS-CDRII/CD-Rack CD Recording Systems
Burn audio CDs I =
and archive data . _‘ : - " "*""i'?f',','t'{'!' o
using the optional | - ' ¢ ‘ LYLCVCEER TS
VS-CORII or ~ e L
CD-Rack. T — - - e 5 - 3 I
A VGA output confirms .o ol I — e Vg
playlist. mixer settings. I3 == & ) = T30
routing and MOre uSING K s ) 2 N

an optional compute '
n?on?t(;r,m COMPUEL v5-248¢ back panel The AKG C30008: the perfect ‘
input source for the VS-2480's

COSM Mic Modeling effect.




Right Brain

Wow.

Wt were we thinking when we createc the new VS-24807 It s pretty obvious. Only the best of the best workstations ever.
Nith 24 tracks to give you all the room you need to take jour music anywhere it wants to go. without having to build a

i
Studio to get it. And drag-and-drop mouse editing on the LCD to make operation easy and intuitive. Check it out for yourself.
Because once you get your hands on it. you'll only have ong thing on your mind.

VS-2480 24-track Digital Studio Workstation le=2ROland
wanswsininc Call (800) 386-7575 for the VS-2480 demo video ($5.00) Roland Corporation U.S.. (323) 890-3700 www.rolandus.com

FaxBack Information: {323) 830-378C (Doc.#10522). Specifications and appearance are suoject to cnange without nosce.
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INSIDER AUDIO

WHO WILL Fix OUR STUFF?

THE CHANGING FACE OF THE SERVICE BUSINESS

e T

L .

" esnBos
-

AN

)
T

, ne of my computer moni-
tors has been flaking out re-
cently. At random intervals,

one of the color circuits would fail,
and my screen would turn a sick-
ening pink. It's long past the war-
ranty: It’s one of those old, bright,
Sony 19-inch jobs that weighs
about 60 pounds and costs about
$2,000 when it was made eight or
nine years ago (I don’t know exact-
ly when—I bought it used). At first,
it would respond to what my friend
Coleman Rogers calls “the Fonzie
technique”—referring to the Happy
Days character who could fix any-
thing, because he knew exactly
where to whack it and how hard.
But, as time went on, that became
less reliable. Fans of this column
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know how reluctant I am to part
with old gear, and although 1 do
like this monitor, it only displays at
one resolution, and with all the dif-
ferent types of work that I do, I
came to realize it was time to retire
it and replace it with a brand-new,
modern, lighter, multisync model,
which I was ahle to acquire for the
piddling sum of $350.

But 1 figured that if I could get
my old monitor repaired, then it
would be nice to have an extra 19-
inch monitor lying around. So I
went through the phone book
looking for “Macintosh monitor ser-
vice” and found a place, located a
distance away, but in an area I go

BY PAUL D. LEHRMAN

to periodically, who promised to
repair it for a fixed, payable-up-
front fee of $165, assuming the
tube was okay (which I knew it
was). It would take two or three
days, they said.

That was a month ago. I'm still
waiting. They can't really tell me
whether it's done. They tried it on a
PC first, because they said they did-
n't have the right cable to try it on a
Mac, and it didn’'t work at all. So I
gave them my cable, as well as the
Griffin sync adapter that has served
me well on many Macs and on
many monitors, They then told me
that they had checked it out, sol-
dered down everything they could
see, didn’t find any bad parts, but

—CONTINUED ON PAGE 201
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We want to help you have fun making music!

Nothing feels better than having a fine-tuned
studio that responds instantly to your every
creative whim. We know. We’'ve helped over
200,000 musicians and audio professionals build
recording and PA systems specifically focused
around their needs. You see, we’'re not in the
business of pushing boxes out the door. We go
the extra mile with professional advice and infor-
mative publications to make sure that your gear is

the best possible solution for your situation.

800.222.4700 Sweetwater

www.sweetwater.com music technology direct

(219) 432-8176 » FAX (219) 432-1758 » sales@sweetwater.com ¢ 5335 Bass Road ¢ Fort Wayne, IN 46808
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THE FAST LANE

"T'WAS THE NIGH
BEFORE NAMMTIME

OR, WHY THE ELVES NEED A MONTH IN BERMUDA

was the night before NAMM-
time. when all through the
house,
Not a creature was stirring (except
Jfor bis mouse).
The server was bung, and it doesn’t
seem fair,
‘Cause in 24 bours we'd beave to be
there,

Our hrains bad exploded with pre-
NAMM shaw dread,

The visions we needed just weren't
in our beads.

Our printer. all inky, said he bad to
wrep,

But all I could think was | needed
a ndp.

When up at the front there arose
such a clatter,

20 MIX, March 2001 * wuw.mixonline.cont

LLLSTRATION ANDREW SHACHAT

1 creeped from my desk to see what
was the matlter.

Away to reception | crawled with
panache,

And there was the driver, bis band
out forcash. ..

If you are a manufacturer, then
you have probably been there, and
more than ance. If you are a dealer
or a custonier, then you might not
fully understand the impact that this
sick practice has upon our merry lit-
tle lives. Let's take NAMM, for exam-
ple. Why NAMM? Because it’s
tomorrow. (Well, not your tomorrow
as a reader, but mine as a writer.)

Every person in my company
(Intelligent Devices) has been on

BY STEPHEN ST.CROIX

double-time for a couple of months.
and several of us have literally been
living at work for the past five
weeks. Yes, it's the Big Crunch: eat-
ing coffee directly out of the bag, au-
tomatic pizza deliveries three times
a day without even calling, friends
bringing in clean clothes because 83
lines of code can be written in the
time it takes to pop home and
change...Ah, the good life.

And we are not a start-up com-
pany. This is not our first trade
show. (This is my 66th.) Nor was
NAMM an unscheduled surprise
event. And it’s certainly not just us. 1
called my brother vesterday (he is
pres of THD in Seattle), and though
he answered the secret direct-access,
family only number, he only said,

~—CONTINUED ON PAGE 196



MX-2424 24-TRACK 24-BIT HARD DISK RECORDER/EDITOR

MX-2424 Profile:

Rudi‘Ekstein of Foxfire 'Recording

Rudi Ekstein may nat be a household name.

But his studio, Foxfire Recording, has been thriving
for over ten years, with over 40 hours of bookings
every week. And the new cornerstone of Foxfire is
the TASCAM MX-2424 24-Track 24-Bit Hard Disk
Recorder.

When you can have any recording system you
want, why pick the MX-2424? “ After looking at
other hard disk multitracks, | chose the MX-2424
based upon its incredible versatility," saysRudi.
"First and foremost, the MX has fantastic sound
quality that is comparable to anything i've ever
heard. The ability to use 24 channels of analog and
digital /O simultaneously was anotherbig reason
for my decision. Plus, the ability to edit from the
front panel, to easily set locate points and to use
the auto-punch and scrub features have helped
make sessions run smoother and quicker."

With audio file format and disk drive compatibility
with your favorite DAW systems on Mac® and PC,
easy interfacing with popular analog and digital
gear and all the advantages_.of our world-class hard
disk engine, it's easy to see why thousands of
musicians, project studios and professional facilities
like Foxfire have chosen the MX-2424 for their
main recording system. For the complete‘MX-2424
story, see-www.tascami.com or visit your TASCAM
retailer. You never know...the next MX-2424 profile
could be yours,
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saERaRE . The new MX-View graphic user interface

EmNEEs 3 " software, available soon for all MX-2424
: iR owners. Includes powerful waveform
editing and much more.

TEAC America, Inc., 7733 Telegraph Road, Montebello, CA 90640 I As‘ AM
323-726-0303 www.tascam.com ®

a whole world of recording

All copyrights are the property of tneir respective holders
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The Magic (Kingdom]

PHOTO DAN HERNANDEZ

Founded in 1901, the National Association of Music Merchants celebrat-
ed its 100th hirthday at its Winter Show in Anaheim. Calif., January 18-
21, 2001. Marking a triumphant return ta “The City That Disney Built”
after three years of lackluster shows in Los Angeles, this year's show was
NAMM's largest and most successful to date. Attendance topped 65,000—
including a 16% jump in buyer registratior: over last year, although judg-
\J ing from the packed show floor, it seemed more like 60%.

This NAMM was a star-studded event, with celebrity appearances by
Carlos Santana, Keanu Reeves, Tony Bennett, Elvira, Korn, Peter
Frampton, Spmnal Tap and Big Bird, to name a few. The show was big
on birthdays, too: In addition to NAMM’s 100th, Bag End and HHB
marked their 25th anniversaries, BGW marked its 30th and Shure cele-
brated its 75th with a booming Spinal Tap concert, while our sister pub-
lication. Electronic Musician, lit 15 candles on its cake.

Cooperative ventures were the bizzwords di show': Digidesign (wwaw:,
digidesign.com) and Focusrite (www focusrite.com) showed Control | 24
(88,0001, a new hardware controller for Pro Tools. The mixing surtace
has 24 motarized, touch-sensitive faders, dedicated channel EQ and illu-
minated switching for mute, solg, record arm, channel selects and
automation modes; it includes 16 Class-A Focusrite mic/line inputs; and
has surround monitoring capabilities. Emagic (www.emagic.de) and
Mackie Designs (www.mackic.com) announced a plan to develop a fam-
ily of hardwuare controllers, beginning with Lagic Control. a modular sur-
face for Emagic’s Logic Audio software. Mackie also signed an agreement
By the Mix Editors 10 purchase SYDEC n.v. of Belgium, a major innovator of digital audio
technology products in partnership with Soundscape Digital Technology
(www.soundscape-digital.com). Rival giants Roland and Yamaha plan to
work together to improve MIDI data compatibility. In addition to the two
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companies supporting the GM2 format estab-
lished in 1998, both will have open access to
Yamaha's NG format and Roland's GS format,
developing products for all three. In other part-
nership news, Mark of the Unicorn is working
with Rocket Network 1o develop a Rocket-pow-
ered version of Digital Performer.

BEHOLD THE 24-TRACKS!

It seemed everybody had a stand-alone 24-track
at NAMM. The Alesis (www .alesis.com) HD21 is
a4 24-bit, 24-track disk recorder with a street price
of $1,999 (52199 list) and will ship this summer.
Based on low-cost IDE hard drives and offering
ADAT sync. with BRC- and Lightpipe-compatibil-
ity, the HD24 shatters the price/ performance bar-
rier Alesis set a decade earlier with the 8-track/
16-bit ADAT. The HD2i base price includes 24
channels of 24-bit analog IO and 24 channels of
digital 1/O. No wavetorm editing is offered, but
tracks can be exported via Ethernet to other
workstations.

Roland’s  (www .rolandus.com) VS-2480 is a
24-track, 24-hit/96kHz recorder in a stand-alone
desktop chassis. Users can navigate via an inter-
nal LCD or connect a VGA monitor, keyboard
and mouse.

Akai (www.akaipro.com) unveiled its DPS24,
a combo 24-bit. 24-channel disk recorder/editor/
digital mixer in a single unit, with touch-sensitive
100mm moving faders, 3-band EQ, onboard
effects, 44 input channels on mix and a built-in
CD-R drive. Price: $4.995.

“It's shipping, it’s shipping!™ was the battle cry
of many vendors. iZ (www.izcorp.com) has been
shipping its RADAR 24 for some months now.
Mackie (www.mackie.com) is delivering its HDR
24.96 hard disk recorder and was demoing it
with the 96kHz option and with its large
Remoted8  autolocator, due out this summer.
Tascam’s  (www.tascam.com) MN-2424 is also
shipping, and the company touted its MX-View
software, which adds waveform editing and mul-
tiple MX-2424 transport control. Not to be left
out. Fostex (www fostex.com) is delivering its D-
214214 24-track hard disk recorder/editor, priced at
\3‘()()5'

Fender Cyber-Twin

Crest FB-88

Danelectro Dan-O-Wah

Alesis HD24

Korg KARMA
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HARDWARE, SOFTWARE

TC Works' (www.tcworks.de) PowerCore
($1,599) is an open DSP platform for
VST applications. This 24/96-capable
PCI card features a PowerPC and four
Motorola 50K chips, boasting the power
of four G4 processors. PowerCore
integrates with any VST-compatible
sequencer or audio application. TC
Works also debuted a new plug-in for-
mat as an extension to VST, where the
user interface code runs on the host and
acts like a VST plug-in, while DSP code
runs on the card, saving CPU power.
PowerCore works with any audio hard-
ware supported by the host application,
including ASIO, Direct I/O and Sound
Manager.

Universal Audio (www.uaudio.com)
announced Powered Plug-Ins, a DSP-
intensive family powered by UA’s new
UAD-1 PCI DSP card. The first bundle
(available next month for $795) includes
Kind of Loud’s RealVerb Pro, the UAD-I
card, EQ-I module, CX-I compressor
module and MD-I delay module, and
will also support VST/PC. More plug-
ins—including Vintage Compressors 10
emulate  Universal’s classic gear—and
expanded platform support are planned.

Lynx (www lynxstudio.com) intro-
duced the LynxTWO, a line of half-size
PCI multichannel interface cards offer-
ing up to 192kHz/24-bit resolution,
+4/-10 balanced analog 1/0Os, AES/EBU
and S/PDIF 1/O, plus two Lstream ports
capable of transferring eight input and
cight output channels, along with
onboard 3:1 SRC and an LTC reader/
generator.

Cakewalk (www.cakewalk.com) took
its software applications to the next level
with Sonar, a new Windows-based pro-
gram offering multitrack recording, edit-
ing and mixing with unlimited audio and
MIDI tracks; loop construction and edit-
ing; DXi (DirectX Instruments) software
synth plug-ins; fully automatable DirectX
8.0 effects; real-time MIDI FX plug-ins;
and extensive audio loop and Sound
Font libraries.

Mark of the Unicorn’s (www.
motu.com) Digital Performer 3.0 adds
Pro Tools import/export, surround sup-
port, the ability to edit MIDI and audio
together in a single window, 15 new
cftects plug-ins and more, all in a com-
pletely redesigned interface. Another
highlight: Audio Ease’s (www.audio
case.com) new Altiverb reverb for MAS
(81,000) samples impulse responses of
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acoustic  environments (or hardware
reverbs). Many presets are included
with JPEGs of the acoustic spaces;
users can also create their own. The
secret? Altiverb is optimized for Apple’s
Altivec velocity engine in the G4.

Berkley Integrated Audio Systems’
(www.bias-inc.com) VBOX is a new
multi-effects control  environment  for
VST plug-ins, which can be combined,
patched and mixed in real time in an
effects matrix. The application ships
with more than 25 free VST plug-ins,
and can run as a stand-alone program or
within VST applications.

Event Electronics’ (www.eventl
«com) EZ8 is a PCI audio interface card
for PCs or Macs. Designed for use with
the company's EZbus and other
Lightpipe-cquipped products, the $199
EZ8 provides eight channels of 24-
bit/48kHz input/output or four chan-
nels of 24-bit/90kHz 1/O, providing
affordable expansion of simultaneous
record/playback tracks. The card is also
bundled with Event’s EZbus as the
$999 Ezbus Plus! package.

Microboards (www.microboards
.com) showed the MAASS. 5.1 surround
system. The PC-based application pro-
vides 5.1-channel busing, automated sur-
round panning and MIDI timecode gen-
eration. Users can also premaster and
author DVD-A discs using DVD-R media.

The new Studio Series FB-88 IEEE
1394 (FireWire) Audio Interface box
from Crest (www.crestaudio.com)
works with any PC or Mac program

using ASIO or WDM drivers to provide
an 8-channel AD/DA recording inter-
face. The FB-88 simplifics both the
transmission of digital audio data over
Firewire and the integration of ADAT
recorders/Lightpipe peripherals into a
disk-based recording system. The 24-bit
unit supports up to 90kHz sampling;
sync includes ADAT, wordclock and
1394, plus MIDI 1/O. Price: $1,600.

Waves (www.waves.com) also
announced a partnership with Yamaha
to include its new YSOK add-on DSP
cards with Yamaha's AW4416 worksta-
tion. The card features two 100MHz
Motorola 56K chips, comes loaded with
six Waves processors and includes
ADAT Lightpipe I/O. We also heard
that Waves intends to release a plug-in
each month this year, starting with
Renaissance VOX voice processing.

Carillon Audio Systems (www.
carillondirectcom) showed a line of
tumkey, rackmount, PC-based audio
workstations. Each system is centered
around a specific audio application
(Cubase, Logic, Pro Tools LE, etc.) and
are outfitted accordingly.

INTERNET PUBLISHING

Sibelius (www.sibelius.com) is now
online. Sibelius Intenet Edition allows
users to create Intemet-ready versions—
including encryption and customization
(such as key change) of scores. And with
the free Scorch plug-in, customers can
view, play, customize and print Sibelius
scores on the Internet.

and a step/pattern editor.

alICH PIGH3 ¥OU MIGHT HAVE MISaED . .

» While JBL was making a fuss (and rightfully so) about its cool new EON10 G2
and EONSUB G2 systems, we noticed a nifty wheeled case in the corner of the JBL
booth. The "EON 15 Bag/W"” may look like a pregnant airline carry-on bag, but fits
all 15-inch EON products and gets you to the gig in style—with your back intact!
Retail is $129 from www.jblpro.com/store.htm.

» miniMusic’s (www.5thwall.com/minimusic) Notepad 1.0 turns your Palm Pilot
into a MIDI sequencer! An add-on interface to most popular Palm OS devices, the
Notepad 1.0 includes a piano-scroli touchscreen for inputting notes, a score display

» Danelectro (www.danelectro.com) has been knocking us out with its groovy,
way-too-cool line of retro-looking pedals for the past couple of years, but its new
$99 Dan-O-Wah is the hippest yet, with %-inch /O jack “headlights” and red LED
“taillights” forming the look of a sleek "50s cruiser. Yeah!

+ Peterson (www.petersontuners.com) puts the power and accuracy of its
famous—and pricey—strobe tuners into a compact, $329 package. The VS-1 Virtual
Strobe Tuner has an LCD “strobe” display, %-inch input and thru jacks, built-in mic,
and nearly more tuning scales and temperaments than Wendy Carlos would ever
need. Now where’s the plug-in version!?!




IF YOU COULD ONLY HAVE ONE MICROPHONE... ‘

The popularity of the C414 B/ULS remains an enigma. Historians

boast that in the last decade the C414 B/ULS has contributed to

more #1 selling records than any other microphone in existence.

From Barcelona to Rome. From Paris to New York, the C414 B/ULS

can be found in almost every professional recording studio. The

maijority of world-class studios like The Hit Factory in New York,

have at least 10. Purists have aptly nicknamed the C414 B/ULS

"The Chameleon.” A master- piece of Austrian technological

know-how and precise crafts- manship that knows no boundaries

or outer limits. Perfectly suited to any genre of music or

instrumentation, the C 414 B/ULS delivers what the world hears

over and over and over...

C414 B/ULS

THE MOST POPULAR MICROPHONE IN THE FREE WORLD
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Unit is 19" wide and will not fit in a mixing console.

dbx® the Standard in Professional Signal Processing
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It’s Time to Change
the Ghannel...

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 domair by using dbx™s proprietary Type V™
AJD 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

* 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 H A Harman Interational Company

For information calk: 1-800-777-1363 » Harman Music Group ¢ 8760 South Sandy Parkway e Sandy, Utah 84070 e www.dbxpro.cem
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Artistpro.com, a new Web site pro-
viding free, interactive educational ser-
vices to musicians and recording engi-
neers, announced that producer Al
Schmitt is hosting a regular series of
mentoring sessions.

SIGNAL PROCESSING

Eventide’s (www.eventide.com) Eclipse
Harmonizer effects processor ($2,250
retail) promises to deliver five times the
processing power of the Eventide H3000
and twice the features. Eclipse features a
dual-engine architecture, enhanced user
interface, a Compact Flash card pont

for preset storage/recall,
as well as analog and dig-
ital I/0Os and wordclock.
A/D conversion is 24-bit
at 96 kHz.

Kurzweil’s (www . kurz
weilmusicsystems.com)
KSP8 is an 8channel, 24-
bit multiprocessor  with
twice the effects power of the company’s
KDFX system, but in a two-rackspace
box. Algorithms (mono, stereo or multi-
channel) include reverbs, EQs, filters,
chorus/flanges, dynamics, distortions,
rotary simulators and tempo-based
effects. Retail: $2,995; due late spring.

Alesis’ CLX-440 compressor/limiter/
expander and PEQ-450 parametric EQ
both feature 4-channel “dual-stereo” pro-

oTEDDIN' 11D TN
{

Rode NTK

Retail: $155 to $395 per pair.

www.akgusa.com.

definitely the hottest ticket in town!

Australia-based Rode Microphones (www.rodemicrophones.com)
unveiled two large-diaphragm, cardioid condensers. The $595 tube
NTK has a low 14dBA self-noise; the NT1000 is a solid-state JFET
design with an ultra-low 7dBA noise spec. But the big news at Rode
was the company separating from its U.S. dis-
tributor, Event Electronics, and establishing a
new Rode USA division based in Southern
California. Audix showed a working prototype of
its $799 SCX-25 “Stick,” so named because it
mounts a large-diaphragm cardioid capsule on
a tubular stalk containing the low-noise preamp
from its SCX-1. CAD (www.CADmics.com)
showed the M9, a tube mic based on technolo-
gy developed for its acclaimed VX2 valve mic
and the large-diaphragm cardioid capsule used
in its E300. Retail is a low $499. BLUE—Baltic Latvian Universal
Electronics—(www.bluemics.com) is now shipping its Kiwi mic,
combining Class-A discrete electronics in a distinctive green body
with a choice of nine polar patterns. Retail is $2,299.
Independent Audio (www.independentaudio.com) now dis-
tributes the Soundman OKM line of miniature condenser mics
that fits inside the user's ears for the creation of binaural
recordings. A real {molded plastic) dummy head will also be offered in the future.

Electro-Voice (www.electrovoice.com) showed its new Cobalt” Series with
three vocal mics and a high-SPL instrument mic for live applications. All are
dynamic designs using neodymium magnet structures for high-output perfor-
mance. Improving on the original, AKG’s Emotion |l is a line of affordable dynam-
ic mics for vocal and instrument applications. Priced from $142 to $238, the
entire Emotion Il Series is spotlighted on AKG's new expanded Website:

Shure (www.shure.com) had no major new mics—after all, its flagship KSM 44
is just a few months old—but kicked off its 75th anniversary with its endorsers
Spinal Tap, who turned it up to "11” with a free concert held during NAMM. It was

BLUE Kiwi mic
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Kurzweil KSP8

cessing and retails at $399. The CLX-440
has separate compression and expansion
sections for each stereo channel, with
“look-ahead” capability, sidechain and
keying functions. The PEQ-450 offers five
true parametric bands/channel with con-
tinuously variable Q, high/low shelving
and high/lowpass filters. The $199
Ineko is a tabletop stereo multi-effects
processor with 48 high-quality, 24-bit
effects and three knobs for fast, real-
time tweaking for live performance or
studio use.

Crest (www.crestaudio.com) launched
its Studio Series IPro One Intelligibility
Processor, a single-channel unit with a
mic pre, tube sound enhancer circuit,
expander/compressor/limiter - functions,
two parametric EQs—one assignable to
the dynamics sidechain—and individual
mic/line gain controls (both can be used
simultaneously). Price: $649. The $829
1Pro Two is a 2<channel unit featuring mic
inputs with pan controls.

The TheaterPhone™ HSM6240 from
Lake Technology (www lakedsp.com)
acts as a 5.1 surround simulator/decoder,
providing surround sound monitoring
on conventional stereo headphones.
Based on Dolby Headphone technology,
the TheaterPhone uses a dedicated DSP
processor to provide realistic room
simulation.

Designed for live sound, the Presonus
DEQG624 (www.presonus.com) is a 24-
bit DSP box containing dual 31-band
graphic equalizers with analog-looking
sliders, high-/low-cut filters, onboard
compression/limiting and a powerful
adaptive hum removal algorithm. Retail
is $599.95.

The continuing popularity of in-ear
monitoring  systems was underlined by
the dbx (www.dbxpro.com) IEMP In-Ear
Monitor Processor. Based on dbx’s
Quantum Series mastering  Processors,
the stereo rackmount IEMP includes 24-
hit AD/DA converters and offers 4-band
stereo compression with gating and lim-
iting, S-band parametric EQ, PeakStop
limiting and Lexicon reverb algorithms.
Price? Just under $1,500.

TUBES, TUBES, TUBES
Summit’s (www.summitaudio.com) half-
rack TLA-50 Tube Leveling Amp has sim-
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ple two-knob control over input gain
and gain reduction, with switchable
attack/release times, stereo linking and
sidechain access. It can also match levels
between +4 and -10 systems with the
tube circuit providing tube "warming” in
Bypass mode.

The ES-8 Variable Mu Tube limiter
from Pendulum Audio (www.pendu
lumaudio.com) is designed to offer the
same compression profile as Fairchild’s
660 and 670 limiters. Controls for the
stereo unit include input, threshold and
output pots, and six release time pre-
sets. Price: $3,495.

Universal Audio’s (www.uaudio.com)
2610 Vacuum Tube Mic Pre is a 2<chan-
nel unit based on the mic preamp circuit
in the original Bill Putnam-designed UA
610 modular mixing console, but also
offers  boost/cut  settings, phantom
power, direct inputs and impedance
controls. Price: $2,295.

ELOP II, The Limiter, is a hefty new 2-
channel wunit from Manley (www.
manleylabs.com). This rackmount limiter
has both opto circuits and fast FET
“brickwall” limiters, both circuit types are
user-adjustable to optimize their desir-
able sonic qualities. The unit includes
mic pre’s for both channels and a slot for
an optional 24-bit A/ID converter. Price:
$3,250.

The Atomic Squeeze Box mono lim-
iter from InnerTube (www.innertube
audio.com) is a charming retro-looking
device (“Bakelite” VU meter!) with six
large rotary pots to control input gain,
threshold, attack time, release time, com-
pression ratio and output level. Price:
$4,500.

COMPACT MIXERS
Panasonic’s (www.panasonic.com/pro
audio) DA7mKII update to its acclaimed
DA7 digital mixer has more than 70 new
and improved features, including a
streamlined V.2.5 operating system, new
control shortcuts, advanced MIDI faders,
new LCD and LED area panels, and
enhanced visuals and navigational con-
trols. Retail? The same as the original.
Three new Spirit M Series mixers
from Soundcraft (www.soundcraft.com)
include four stereo line input channels,
four aux sends (two pre-fade, two post-
fade), four effects retum inputs and
100mm faders. The M4 also has four
mono inputs with 3-band EQ (sweep
mids), while the rackmountable M8 and
M12 have eight and 12 mono inputs.
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Additional features include direct outs on
every mono channel and $/PDIF digital
output. The M4, M8 and M12 are $700,
$850 and $1,000, respectively.

The XR-20 from Crest Audio (www.
crestaudio.com) is the tirst in the new
X-Rack Series of compact 4-bus mixers.
The XR-20 includes 12 mono and four
stereo inputs (a total of 20), all with mic
preamps and switched phantom
power. Each input channel offers 4-
band EQ, with highpass filters on the

Panasonic DA7mkil

mono input channels. Six aux sends are
selectable pre-/post-fader in pairs, and
there are insert points on all inputs,
subgroups, aux outs, and left, right and
mono outputs. Price: $1,800.

The new Venice™ Series of mixers
from Midas (www.midasconsoles.com)
is available in three versions. The Venice
160, which offers eight mono and four
stereo line/mono mic inputs, will fit in a
19-inch rack. The Venice 240 includes 16
mono inputs; the Venice 320 has 24.

Shure (www.shure.com) was show-
ing the AuxPander, an 8x8 line-level
rackmount matrix mixer providing four
stereo or eight mono mixes from eight
inputs. Price is $990. Crest’s new matrix
mixer, the X-Matrix Expander module,
allows users to derive additional matrix
mixes from the Crest X-VCA mixing
console; it can also be used as a stand-
alone matrix mixer (multiple X-Matrix
units can be daisy-chained together).

MUSICAL INSTRUMENTS!

Clavia (www .clavia.se) added two new
keyboards to its Nord product line—the
Nord Electro and the Nord Lead 3. The
Electro boasts high-quality emutations of
traditional electromechanical keyboard
instruments without the “fluff” of extra
brass and orchestral banks. The Lead 3
offers traditionai analog waveforms, a

two- or four-operator FM engine, and
improvements such as 18-note polypho-
ny, 4-part multitimbrality and improved
DSP.

Shipping this month, Korg’s (www.
korg.com) KARMA combines the
sounds, effects and sequencing capabili-
ties of its Triton with a powerful new
technology. Based on the notes/chords
played, KARMA can automatically gener-
ate phrases that are impossible to pro-
duce with conventional arpeggiators or
static pattemn playback, such as complex
interweaving cascades of notes, techno
arpeggios and effects, dense rhythmic
and melodic textures, glissandos, intri-
cate finger-picking and guitar strum-
ming, random effects, sweeping porta-
mento and pitch bends. Retail: $2,250.

Ideal for studio players, Fender's
(www .fender.com) Cyber-Twin pro-
grammable guitar amp has 120 facto-
1y/85 user preset effects/amp combos,
including 11 reverbs, four tone stacks
and 28 effects, along with a 130-watt
amp, dual 12-inch Celestion speakers
and MIDI in/out for controlling amp
settings via sequencers or pedal con-
trollers. Studio cats will dig the S/PDIF
digital and XLR stereo line outputs, but
coolest of all are the eight motorized
rotary knobs that automatically turn to
the current preset. Ooooweee—and it
sounds great!

DigiTech (www.digitech.com) showed
a series of affordable guitar processors
based on its powerful new AudioDNA™
DSP chip, designed specifically for audio
and 24-bit AD/DA. Carrying a street price
of $99, the new line consists of the
RIP100/200/300 modeling  processors.
The top-end GNX1/2/3 live processors
and the Genesis1/2/3 recording proces-
sors use DigiTech’s advanced GeNetX™
modeling algorithms, allowing users to
recombine various amp models to create
a trademark sound.

TC Electronic (www.tcelectronic.com)
celebrated a milestone: Its famous cho-
rus pedal is still in production after 25
years! Now TC unveiled G-Major
($699), a rackmount guitar processor
(with optional MIDI foot controller),
featuring seven simultaneous effects,
including reverb, delay, compression, fil-
ter/mod pitch, tremolo, chorus/flange,
tap delay and gates. Both analog 24-bit
and S/PDIF digital 1/Os are standard.

There were plenty of other hot prod-
ucts at NAMM, and we’ll present these in
our regular product columns in the
months to come. Meanwhile, the NAMM
Summer Show retumns to Nashville, the
Music Capital of the World, from July 20-
22, 2001. See you there! |
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Whatever the artistic merits of film, the suc-
cess of the movie industry depends on its abil-
ity to satisfy a universal human need—to
experience feelings and emotions, both posi-
tive and negative. As long as the movie stu-
dios can create engaging and credible fan-
tasies, people will happily pay to sit in a dark-
ened room and be thrilled, scared, shocked
and dazzled by events and situations that the
average movie-goer would rarely, if ever,
experience in real life. Of course, movies are
not the only form of entertainment that satis-
fies this demand to be simultaneously terrified
and amused, and film studios that also oper-
ate theme parks—Disney and Universal, for
example—have created themed attractions
based on such blockbusters as Terminator 2,

King Kong, Batman and Twister.

BY DAN DALEY
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A Men in Black alien

MEN IN BLACK
Soundelux Showorks was involved in
all of the above-mentioned themned
attractions, and then some. The latest
effort from the Orlando-based com-
pany is Men in Black, predicated on
the 1997 Will Smith comedy, scifi
romp and situated at Universal’s
Orlando theme park, where it opened
last spring. And this ain’t no Tunnel of
Love. As Showorks president John
Miceli describes it,“This is more like
total immersion into the world of a
video game. It's completely interac-
tive, even though visitors go through
it in tracked vehicles guided by a cen-
tral control system. And, just like a
video game, people tend to get better
at playing it the more they do it, so
you often see the same people going
through it two and three times a day”
In a nutshell, MIB, the ride, puts
six passengers into cach of two vehi-
cles on parallel tracks that pass
through a 40,000-square-foot build-
ing. Broken into 14 scencs, the first
phase informs riders—each car is
now considered a team—that Earth
has been invaded by aliens, and it’s
their job to stop them with the laser
guns aboard cach car. After a quick The entrance to The Stor Trek Experience at the Las Vegas Hilton

AttractioN
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how-to on operating the weapons, the
cars and riders pass through several
urban tableaux populated by anima-
tronic aliens who can be both fired
upon and can fire back Hits are tabu-
lated electronically by a computer and
graphically by special video and audie
effects, all to the sound of a high-
energy rock music track created by
Showorks staff composer/producer
Pete Lehman. In the penulimate phase.
each team of riders is made to appear
to the other as aliens via a video over-
lay, and they get to fire at each other.
Finally, points determine the winning
team, which is congratulated by a
video of Will Smith. The losers are told
by an animatronic alien that they are
not quite MIB material.

Showorks, which entered the theme
park and multimedia market 11 years
ago and develops related content, pro-
duction, post and new technologies for
its clients, faces a different mix of those
tasks each time out, says Miceli. For
MIB, the company performed the char-
acter animation, as well as video and
audio production, including dialog,
sound effects and music.

“The challenge in this case was that,
normally you have control over the
occupants [of a ridel,” Miceli explains.
“They’re captive to the narative, as are
the effects and dialog, so mixing them is
similar to mixing a feature film in post. In
MIB, [the participants’] ability to shoot
determines how the ride goes. The more
hits, the more effects. And we have o
keep the sound focused on them.”

Brian McQuillian, project manager
for Soundelux Showorks, elaborates on
some of the additional technological
challenges: “From a design standpoint,
carcful placement and integration of
speakers into scenes and set pieces was
required to avoid sound bleed from
scene to scene, and [to] maintain control
of the overall sound level. By imple-
menting careful speaker placement, we
were able to create a three-dimensional
feel that also complemented the scenic
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Avdience members blast the aliens in Men in Block

design of the attraction.” Main compo-
nents of the installed sound system
include Community SL5915 and SLS918
speakers, Tannoy CMS-55/-65 cciling
speakers and EAW SB150 subwoofers,
all powered by Crown CT and MT Series
amplifiers and conrolled via a Peavey
Media Matrix System.

Sound for MIB comes from all over.
About 20 speakers per zone—nearly
450 total speakers throughout the
attraction, ecach under independent

John Miceli, Soundel

Showorks president

control—are  placed  linearly  through
the experience. The music track, which
is the sole linear component of the
entire sound design, is stored on
Anitech  DSM-4020 digital playback
devices and is synched to start with the
launch of cars. While the music track is
not interactive, its playback is: VCAs
control the volume of zone speakers,
cued by the master computer as to
cach car's relaive location within the
ride. Each car has a laser gun for each

occupant, and each laser gun has its
own pair of speakers for its sound, as
does each alien and effect in the set.
“That way, there’s directionality and
localization of each sound,” Miceli says.
“You can localize cause and effect
when a gun is fired or an alien is hin.”
Those sounds are stored on flash
PROM chipsets, controlled by the mas-
ter control computer and triggered by
cvents, such as trigger pulls and hitting
specific targets.

Showorks created the entire sound-
track from scratch, theugh the film’s
dialog tracks provided inspiration for
the aliens’ attitudes and personalities.
The laser sounds were created by staff
sound designer Richard Morris, mainly
with analog synths—reflecting the fact
that many of Showorks staff are still
musicians at  heart—with other ele-
ments like recorded gunshots pitched
up or down in Pro Tools and layered in
for impact effect. When an alien is hit,
cach one has its own particular blood-
curdling or comical response, most of
which are also organic, combinations
of screams, custom Foley recorded
splats and ricochets.

What's particularly interesting is that
the soundtrack went through its final
design and mixing phase in the field, at
the attraction site, as the ride was being
built and tested. “We'll bring our cus-
tom SmartTerminal interface station,
which consists of a large Pro Tools sys-
tem and a controller and processing
gear into the site, along with sampling
and analog keyboards.” says Miceli.
“You want to sce how cach animatron-
ic character moves and reacts in order
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to get a better sense of what it should
sound like, as well as seeing the envi-
ronment in which it's set.”

Depending upon how expert the
riders are—and don't forget some of
them have done this quite a few
times—the potential for cacophony is
ever present. A lot of hits at once can
overwhelm the effects. Thus, Miceli
stresses that the frequency ranges of
each effect were carefully coordinated.
In addition, the cavernous space was
given significant acoustical treatment by
Showorks’ senior VP of the technology
group, Bill Bittel. “That tightened the
space dramatically,” says Miceli. “It also
added a lot more intelligibility for the
effects and dialog. Combined, all these
elements make the experience more
helievable.”

STAR TREK LANDS

IN VEGAS

The Star Trek Experience, which
opened two years ago at the Las
Vegas Hilton, manages to com-
bine virtually every iteration of
Gene Roddenberry’s brainchild
into a single, bombastic attrac-
tion. The event, which was
devised and  produced by
Landmark Entertainment Group,
a 20-year-old Los Angeles-hased
firm specializing in  themed
attractions—and whose previous
work includes Spiderman 3-D at
Orlando’s Islands of Adventure,
Terminator 2 3-D at Universal in
Orlando and Jurassic Park—The
Ride at Universal locations in
Orlando and LA—is designed
to sneak up on patrons. What
appears at first to be a museum-
like, 30-year retrospective of Star Trek's
television and film incarnations, includ-
ing displays of memorabilia and video
montages from the original show and its
successors, such as The Neat Generation
and Deep Space Nine, plus the theatrical
film series, suddenly and dramatically
transports visitors onto the deck of the
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Starship Enterprise itself, via the ship’s
famous transporter room. There, they
become part of a journey through time
and space, culminating with a celestial
chase by aliens and a fast and low
approach over the Vegas Strip back
home.

Ted King, VP of show production for
Landmark, who supervised the audio
and video production and post of the
attraction, won't reveal how the trans-
formation takes place, citing trade
secrets. But he stresses how important
the audio was for not only the experi-
ence of the ride but to the way that
sound helps lull visitors into a comfort-
able credulousness, which makes the
transition from a museum stroll to a
chase with Klingons through space that
much more dramatic.

“The familiar sounds are critical to
the success of the attraction,” King says.
“The transporter itself is a very well-
remembered sound by generations of
viewers, We took the essence of the
sound used on the different series—the
original and Next Generation had two
different signature sounds for the trans-
porter, for instance—and enhanced
them considerably. But the basis for the
sounds are ones that people find
instantly familiar.”

That was the case with much of the
ride’s sound effects. Paramount made

Inside the Star Trek ride

specific sound effects from its Star Trek
libraries, as well as music and dialog
excerpts, available to Landmark’s team,
which included soundtrack producer
and mixer James Fielden and creative
director Luc Mayrand. Using the original
sound effects as the fundamental build-
ing blocks of the event’s sound design,

they expanded and enhanced them,
making them bigger and tailoring them
to the live-action sciting of a theme park
attraction. Many of the effects are played

Ted King of Landmark Entertainment

back from discrete multichannel play-
back sources—both hard  disk- and
solid-state  memory-based—which are
controlled by a show control computer
created by Triad AV Services, of Des
Moines, [a. In many instances, point-
source speakers are placed close to or
within the visual effects they're meant to
animate. EAW was the prime speaker
vendor on the project

The mix of the audio was done in
sitt—the only way. King says, it could
be done. “We took all the vari-
ous sound elements from our
studio to the actual site for mix-
ing,” he explains. “We'd been
sending over stereo versions as
they were created for the
lattraction’s! creative director to
listen to and evaluate. But
when it comes down to the
final mix, there's only one place
that they will ever need to
sound good, and that's at the
attraction itself. I's unlike any
dubbing stage or studio.”
Landmark brought in a 32-
channel Digidesign Pro Tools
system and a Yamaha 02R digi-
tal console for the mix process
for the entire attraction, with
the exception of the final four-
minute ride, which was mixed
by Paramount. “Each space was
very different,” King points out,
adding that the line between sound
design and sound effects became a no-
man’s land that Landmark’s audio tech-
nicians have dubbed “museffects.” “The
room with the [memorabilia] displays is
large, and we used sound design to
create a setting for all the effects from
the shows and movies Setting the
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mood was important—did it need to be
dreamy and futurisiic, or did it need to
have electronic and mechanical sounds
underneath the eftects? We sent over
various ideas for evaluation in the
rooms themselves.”

The sound design was intended to
have significant though subtle sublimi-
nal impact: In the antechamber, King
says it was kept relatively low-key, in
part to “lower expectations” and thus
set the stage for an even more dramat-
ic transition later. During the ride, sub-
woofers add a viscera! low-frequency
impact that exceeds that of even movie
theater sound systems, contributing to
the sense of mation.

Recording was to both hard disk
and to three Tascam DA-88 digital tape
multitracks in a rack, which were later
used as the archive and transfer medi-
unt to load the final mixes onto the
installed plavback systems, which
include an AKAI 16-track digital repro-
duction systen.

The most critical aspect about the
sound design was that it had to both
enhance the events at hand and conform
to the memories that anyone who has
nat lived in a cave for the last 30 years
invariably has of Star Trek. “We had to
have respect for the Star Trek image and
brand, certainly,” says King. “But we also
had to have as much respect for how
people remember the shows and the
movies, and the fact that they were part
of millions of peoples lives.”

Themed attraction audio is going to
grow as a part of the audio industry in
coming vears. But as the attractions
themselves are  increasingly tied into
other entertainment ventures, and as live
entertainment ventures have to progres-
sively outdo each other, the challenge to
audio professionals is going to increase
proportionately. Make it big, make it
real, but alsa nake it true to our collec-
tive unconscious. Theme park sound
has its future cut out for it. |

Dan Daley is Mix's East Coast editor.
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Rl clipping whi.e maintaining the musical transparency of a compressor. The end resutt? A fast,

(S EEEEE) g musical, natural limiter with the ability to catch anything you throw at it.
B8 2°388R
Connectivity ForDays! ~
The Digimax intertaces witt more gear than any mic-pre on the planet! Need balanced analog outputs? | e ‘0 cﬁ""‘\":_és
How about 24 b:t ADAT outputs? What about 24 bit AES/EBU or S/PDIF? The Digimax gives you all of ('_-j ey @ =
these outp:its anc up to 24 channels simultaneously! So you'll never have a problem sending youraudio e e @ :__37
across multiple platforms, both digital and analog \\\ = /
a0 Add Some “Crystal” To Match Your Mic or Instrument!
s Eaei channe! of the Digimax features EQ Enhancement which provides a pre-set EQ curve, EQ
wv-\\ Enkancemer t hefps to tame excessive midrange and accentuate presence for any audio source
s | that may possess a characteristic midrange rise. This unique feature adds sheen and punch to
t0a any signal.

Visit your PreSonus dealer today and experience the
purest path to digital... Digimax.
www, ! DraSoani i
presonus com f‘l.‘&v;‘_’ N
800.750.0323 x()l(,llAl‘&E
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Top-of-the-Line

Multichannel

Amplifiers

by Michael Cooper

The recent release of the first DVD-A titles from
Warner Music Group has spurred renewed interest in
multichannel amplifiers for surround sound applica-
tions. For those recording and mixing facilities
expanding into surround sound work, multichannel
amps offer a cost-effective solution for driving 5.1
loudspeaker systems. Even for stereo monitor setups,
multichannel amplifiers may be appropriate for pow-
ering two- and three-way reference monitors. But
multichannel amps have other applications, and, for
years, they have been found in sound systems for
movie theaters and live shows and are commonly
used in a wide range of fixed installations, such as
music venues, theme parks and sports facilities.

C Audio’s
Pulse Series 4x300

-

Q5C’s DCA1644 and DCA 1824 amplifiers

wiewe.mixonline.com * March 2001, MIX 41



Multichannel

Amplifiers

Because multichannel amps are used
in a range of applications, feature sets
and specifications vary. For example,
cinema and sound reinforcement appli-
cations generally require direct low-
impedance amplifier outputs capable of
driving 2-, 4- or 8-ohm loads. Amps
designed for live sound applications
must often drive multiple speaker cabi-
nets, so hefty power output is a require-
ment. Because sound  reinforcement
systems also need to be set up and bro-
ken down quickly, amps used in this
application generally feature binding
posts and/or Speakon outputs, whereas
amps intended for permanent installa-
tions more often offer barrier strips.
Weight is also a factor: In order to
reduce shipping weight and minimize
rigging loads when amps are flown
along with speaker clusters, amps
designed for touring applications must
also be as small and light as possible.

A recent trend in amplifier design is
the inclusion of a computer interface,
which allows for remote monitoring of
the clipping and thermal status of
amplifiers. Some computer monitoring
systems allow for comprehensive
remote control of all amplifier parame-
ters, a useful feature when aligning or
troubleshooting large, fixed installations
and complex live sound rigs. Some
amplifier models allow for optional
add-on DSP modules, which provide
onboard processing functions, such as
delay, EQ, filtering and crossover facili-
ties. Such local DSP, integrated with a
multichannel power amp, ofters obvi-
ous benefits. Rather than sending
processed  signals via multiple long
feeds from your originating signal
source out to your amps, you can
send a stereo feed to your remotely
placed DSP and split the processed
signal from there out to your vari-
ous feeds. Say goodbye to all that
extra expensive cabling and clutter!

Of course, multichannel ampli-
tiers are also a critical component
in fixed, multizone installations.
These installations typically feature
distributed systems where clusters
of small speakers are permanently
installed in ceilings for paging
and/or background music delivery.
Distributed systems typically use
*70-volt” (70.7V 1o be exact; 100V
in Europe) amplifiers to drive
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numerous, relatively low-powered
speakers. So a critical consideration
here is to provide as many channels as
possible in as small a chassis as possi-
ble. Such amps generally use barrier
strips in licu of binding posts (as do
those intended for use in theaters) for
more secure connections over time.

As you might expect, not all prod-
ucts fit neatly into these exclusive clas-
sifications. Some amps can serve mul-
tiple applications, either straight out of
the box or after optional modifications.
But whatever the intended application,
multichannel amplifiers  offer  signifi-
cant space and cost savings over mul-
tiple mono-block or stereo amps.
Because there is no need for discrete
power supplies for each channel in a
multichannel amp, everything can fit
conveniently into one chassis.

What follows is a list of the newest,
top-of-the-line, multichannel power
amplifiers. Only those amps that fea-
ture three or more channels and were
first introduced in 1999 or later are
included here. To learn more about a
particular model, check out the accom-
panying sidebar for the manufacturer’s
contact information. Feel the power!

AB INTERNATIONAL

MODELS 6600A, 6600JS
Amplified Design International is the
manufacturer for AB International Prod-
ucts, The AB International Professional
Series Model 6600A ($3,500) is a full-
featured, 4U, rackmountable, 6-channel
amplifier capable of delivering 400
watts into eight ohms, 600 watts into
four ohms or 750 watts into two ohms.
Features include three individual power
supplies; six independent, balanced
and unbalanced inputs; outputs on five-
way binding posts; detented level con-
trols; comprehensive protection circuit-
ry; Signal Present and “Soft Clip” indica-
tors; dual, temperature-activated fans;

and Stereo/Bridge switches for each
pair of channels. Channel 6 features a
fourth-order Linkwitz-Riley lowpass fil-
ter, set at 100 Hz and selectable from
the rear panel for use with a subwoofer.
Input sensitivity is selectable internally.
Optional 70V transformers are available
for use with distributed systems.

AB International also offers the
Model 6600JS ($3,750), which is a son-
ically advanced version of the G600A
and was developed specifically  for
state-of-the-art theater instatlations.

ASHLY AUDIO

POWERFLEX 6250

Ashly Audio’s new 6-channel Power-
flex 6250 ($TBA) boasts an efficiency
of greater than 80% due to its high-
speed MOSFET switching design. The
3U, rackmountable unit delivers 150-
watts RMS at eight ohms (250-watts
RMS at four ohms) through six inde-
pendent channels, and it can also be
used in 3-, 4- and 5-channel configura-
tions. Features include XLR/%-inch
combi and Euroblock input connec-
tions with level controls, a switchable
highpass filter for each input, five-way
binding posts for outputs, multiple
protection circuits, and a quiet, two-
speed fan. The Powerflex 6250 may
also be configured as three independ-
ent 70V amplifiers in Bridged mode for
paging applications. Initial shipments
are scheduled for April 2001.

AUDIOCONTROL INDUSTRIAL
MODELS 510, 710

Models 510 and 710 are 3U, 12-chan-
nel amplifiers intended for multizone
installations. Each channel is discrete
and provides 50 watts of power at
eight ohms, built-in limiting, and shon
circuit and DC offset protection.
Channel pairs may be bridged. Each
channel pair also has controls for input
gain, programmable highpass filters

AudioControl Industrial Model 710
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The PSM700 from Shure.
16 wireless stereo mixes.
All designed for you.

Mixing in-ears the way it was meant to be. With a frequency locator mode that allows you to locate your optimal frequency in seconds. An ES dual-driver earphone
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and defeatable signal sense mute.
Other features include a remote
power-on trigger, phoenix-type con-
nectors for /0, fan-free operation and
an optional rackmount kit. Model 710
adds 6-band custom equalization for
small speakers to the feature set.

BRYSTON 6B ST

New for Bryston is the 3-channel Model
6B ST ($TBA), a high-powered and rig-
orously engineered amp intended for
recording studio use. Each channel con-
sists of an independent amplifier mod-
ule with its own power transformer and
180V power supply. The 6B ST delivers
a minimum of 300 watts into eight
ohms or 500 watts into four ohms per
channel. Both XLR/TRS %-inch combo
jacks and RCA connectors are provided
for each channel to accommodate bal-
anced and unbalanced input signals,
respectively. Outputs are on three-way,
gold-plated binding posts. Features
include rear panel input attenuators,
external power-up terminals, a clip-
sensing circuit for both inputs and out-
puts, and thermal over-temperature
protection.

€ AUDIO PULSE 4X300

The 4-channel Pulse 4x300 ($1,650
list) is part of C Audio’s Pulse Series
line of amplifiers. Like other ampli-
fiers in this line, the 4x300 uses state-
of-the-art Switched mode power sup-
plies to dramatically reduce weight
and provide consistent performance
at all power levels. The 2U, rack-
mountable 4x300 delivers 170 watts
into eight ohms, 300 watts into four
ohms or 330 watts into two ohms.
Standard features include electronical-
ly balanced inputs on XLR connectors;
indented level controls; extensive pro-
tection circuitry and associated status
indicators; relay-less muting circuits
for power-up and -down; and two
variable-speed cooling fans. Channels
may be switched for bridged opera-
tion in pairs. Outputs may be ordered
as binding posts or Speakon connec-
tors. Other options include internal
analog crossovers, input transformers,
fan filters, front and rear rack support
brackets, and remote control and
monitoring facilities over a low-cost
network that can address over 100
Pulse amplifiers.
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GEMINI SOUND XPM-3000

New for 2001 is the XPM-3000 3-channel
MOSFET Professional Power Amplifier
($899.95 suggested retail). The 2U, rack-
mountable XPM-3000 features two satel-
lite channels and one subwoofer chan-
nel. The amp delivers 200 watts to the
satellites and 220 watts to the sub at
eight ohms. A two-way, 60Hz Linkwitz-
Riley crossover handles the transition
between the satellite and subwoofer
channels. The subwoofer channel offers
a switchable low-frequency boost (flat,
+3 dB or +6 dB) at 40 Hz and can easi-
ly serve dual subwoofers via its two par-
allel, five-way binding posts (120V unit
only). Other features include post
crossover line-level outputs for chaining
additional speakers, comprehensive
protection circuitry and two-speed dual
fans. Inputs are on balanced XLR and
balanced/unbalanced %-inch jacks. Out-
puts are via five-way binding posts for
120V models and Neutrik Speakon con-
nectors for 230V models.

Qsc €X204V, €X254, CX404,
DCA1644 AND DCA1824

QSC Audio offers three multichannel
amplifiers in the CX Series product line
and another two in the DCA Series.
Each of the five models fits four ampli-
fier channels into a lightweight, 14-
inch deep, rackmountable 2U chassis.
The company’s exclusive PowerWave™
switching power supply technology,
which purportedly virtually eliminates
hum and noise, is featured in all CX
Series and DCA Series amps.

The CX Series is geared toward
permanently installed sound systems,
with the CX204V rigged to service 70-
volt distributed systems, and the

CX254 and CX404 intended for cine-
ma sound applications. All three mod-
els in the CX Series have the same
$1,400 list price and feature bridge-
able channel pairs; selectable high-
pass filters; detachable, Euro-style
input connectors; barrier strip output
connectors; comprehensive protection
circuitry and front panel status indica-
tors; a low-noise, variable-speed fan;
gain controls detented in 1dB incre-
ments (for fast setup and accuracy),
an integrated security cover; and an
Ethernet-based HD15 DataPort. The
DataPort interfaces with a PC running
the company’s optional QSControl
software ($2,800). QSControl provides
remote computer monitoring and con-
trol of clipping and thermal status for
all amps in the system. An optional,
piggyback DSP module—the DSP-3
($525)—is also available.

The CX204V supplies 200 watts per
channel. The CX254 supplies 170 watts
at eight ohms, 250 watts at four ohms
or 450 watts at two ohms per channel.
The CX404 is not rated for 2-ohm oper-
ation but is the most powerful amp in
the CX Series line for driving 8-ohm
loads (250 watts/channel) and 4-ohm
loads (400 watts/channel).

QSC’'s DCA1644 and DCA1824
amplifiers (each $1,438 list) are 4-chan-
nel models geared toward cinema
sound applications. The DCA1824 was
designed for driving surround chan-
nels, with each amplifier channel capa-
ble of powering up to four 8-ohm
speakers in parallel for a total of up to
16 speakers. The amp supplies 170
watts at eight ohms, 250 watts at four
ohms or 450 watts at two ohms. Its
more powerful sibling, the DCA1644,
delivers 250 watts into eight ohms or
400 watts into four ohms (the
DCA1644 is not rated for 2-ohm oper-
ation) and is better suited for powering
screen channels in small to medium
theaters. Pairs of channels can be

MANUFACTURER'a CONTRCT INFORMATION

Amplified AudioControl Industrial Gemini Sound
Design International 425/775-8461 732/969-9000
(AB International) www.audiocontrol.com www.geminidj.com
916/783-7800
www.abamps.com Bryston QSC Audio
802/334-1201 800/854-4079
Ashly Audio www.bryston.ca www.gscaudio.com
800/828-6308
www.ashly.com C Audio Yamaha
615/360-0277 888/926-2424
www.c-audio.com www.yamaha.com
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bridged in both models for powering
tri-amp speaker systems. Other fea-
tures common to both models include
inputs on 3-pin, detachable terminal
blocks; outputs on a safety-shrouded
barrier strip; two HD15 DataPorts (one
for cach channel pair); a variable
speed fan; comprehensive protection
circuitry and status indicators; and a
gain control security cover.

YAMAHA XM6150, XM48220

Yamzha's versatile XM6150 and XM4220
power amplifiers (8899 cach) can
power standard speaker systems and/or
70V distributed systems, in any combi-
nation. All channels can be used for the
same type of application, or you can
mix and match channels for different
systems. Both the XM6150 and XM4220
incorporate Yamaha's exclusive EEEn-
gine technology for extremely high-
power efficiency. Each of the XMG6150's
six channels delivers 100 watts  into
eight ohms or 120 watts into four ohms.

* YAMAHA

niaesna

The XM4220's four channels each sup-
ply 140 wats into eight ohms or 180
walts into four ohms. Both models fea-
ture bridge on/off switches for each
channd pair, allowing you to simulta-
ncousty operate some  channels in
Bridged mode and others in Unbridged.
Other features common to both units
are a parallel input switch that allows
you to drive all amplifier channels from
one source/input; rear panel attenua-

Yamaha'’s XM6150 and XM4220 power amplifiers

tors; highpass filter switches; input con-
nections on balanced XIRs and Euro-
block terminals; outputs on five-way
binding posts; comprehensive  circuit
protection and system indicators; a vari-
able-speed fan; and a lightweight, 8.2
Ibs. chassis. ]

Michael Cooper is a Mix contributing
editor and ouner of Michael Cooper
Recording in beautifid Sisters, Ore.
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continually turns to us for quality components.
From jacks and plugs to connectors and gatchbays,
Switchcraft has been improving the sound quality
of recording studios for decades.

By responding to the evolving and growing
needs of our customers, the Switchcraft name is
now seen virtually evervwhere in recording studios
around the globe. Becezuse of our reputation for
constant innovation, we are becoming your one-
stop expert supplier. N2 one can deliver solutions
tailor-made for your broadcast studio requirements
better than Switchcraft!
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FRANK FILIPETTI

LIFE ON THE DIGITAL EDGE

down-to-earth guy with a
refreshingly honest style,
Frank Filipetti is well-re-
spected by his peers. He’s also an
independent thinker and was one
of the first engineers to embrace
digital. His credits include mixes

for such Number One singles as |5

Foreigner’s “I Want to Know What
Love Is” and “I Don’t Want to Live
Without You” (which he also pro-
duced), Kiss’ “Lick It Up” and The
Bangles’ “Eternal Flame.” He’s also
recorded and mixed albums for
Carly Simon, Barbra Streisand,
Vanessa Williams, George Michael,
10,000 Maniacs and James Taylor,
whose elegant Hourglass Filipetti
produced, engineered and mixed,
winning Grammy awards in 1998
for Best Engineered Album and
Best Pop Album.

A proponent of surround sound,
Filipetti has nine 5.1/DVD projects
under his belt, including works for
Billy Joel, James Taylor and Meat-
loaf. And lately, this accomplished
studio engineer has

been taking

his chops on the road, record-
ing and mixing numerous live al-
bums including the Pavarotti and
Friends series, last year's Minnelli
on Minnelli, James Taylor’s Live at
the Beacon and most recently, Elton
John’s One Night Only. He's also
recorded original cast albums for A
Funny Thing Happened on the Way
to the Forum featuring Nathan Lane,
the Grammy-winning Annie Get
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Your Gun, and this year’s Tony
Award-winning and Grammy-nomi-
nated Aida, among others.

Mix spoke with Filipetti during
Christmas break, when he was en-
joying some time off at his New
York home before heading to LA,
to begin recording the latest effort
by rock/metalists Korn.

As a singer/songwriter and drum-
mer, you actually bad a musical
career going when you switched
gears to become an engineer.

I was brought up in Bristol, Conn.,
where I had a band in high school,
whose claim to fame was that we
got to open for the Dave Clark
Five. When I went to the University
of Connecticut, I formed another
band called Park. After college, we
made a demo tape on a 2-track
Tandberg, and we took it to New
York City. A producer heard it and
signed us up, and we ended up
moving there, After that, I had a
couple of minor record deals, and,
in the process, I won first prize as a
writer in the American Song Festi-
val. That led to a publishing deal
with Screen Gems, where I was
signed to a salaried contract. I also
recorded an album for Lifesong
Records as a solo artist. Upon fin-

BY MAUREEN DRONEY

ishing the album, I was informed
that they’d lost their distribution
deal with Epic, and suddenly
everything in my life began to
crash. Screen Gems decided not
to pick up my option, and my
girlfriend and I split up. She got
the apartment, and there I was on
my 31st birthday: no job and no
place to live. I decided that it was
time for a new approach. I'd been

] trying for nine years to make it as a

singer/songwriter, and I was al-
ways so close to having something
happen. But it never really did.
So the next logical step was. ..
I thought F'd be good at engineer-
ing, because I was always interest-
ed in sound. So I went to Simon
Andrews, the owner of Right Track
Studios, where I'd done my album.
At the time, it was a 16-track demo
studio, and I'd gotten to know
Simon because he would engineer
my demos for Screen Gems there. 1
said to him, “m 31 years old and
it’s a little late to be changing ca-
reers. I know I can do this, but I
can’t afford to be an assistant for
two years. Would you give me a
shot at engineering?” He said, “Why
not?” So for 30 days I assisted other
guys. Then he started putting me
on 4-track demos, and I did very
well. After six months, I became
chief engineer, and, not long after
that, I got a very fortuitous gig with
Peter Asher.
How so?
By the end of '81, Simon wanted to
expand, and he found a pretty
large space on 48th Street where
we built a room. We didn’t know a
whole lot about what we were
doing, but somehow we came up
with something. The recording area
was 40 by 50 with, at that point,
two iso rooms and an MCI console.
We could fit a reasonably large
group of people in there, and it
was very inexpensive.

Peter [Asher] was producing The
Pirates of Penzance, and he was
looking for a reasonably priced
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1 Analog Sound Quality
Industry professionals choose PARIS Pro for its warm analog console sound and feel. PARIS Pro is a proven and
mature platform, with several #1 Billboard® Hits already to its credit.

1 Intuitive and Flexible Software

PARIS 3.0 Software offers you the most intuitive user interface on the market, emulating the logic and flow of an
analog console, patchbay and tape mutitrack. And PARIS imports and exports OMF files (Avid's Open Media
Framework®), giving you compatibility with Pro Tools® projects and studios.

[ Penalty Free Expansion

It's easy to expand PARIS Pro — simply add the /0 and Sync modules you need to your MEC (Modular Expansion
Chassis). Need more tracks and effects? Each EDS PCI Expansion Card gives you 16 more tracks (up to 256), .
effects and 64 EQ’s. www.emuparis.com

1 Powerful Hardware/Native CPU Dual Mode System
PARIS Pro not only gives you hardware-based guaranteed track count and DSP performance, but also allows you to
run additional tracks and effects (VST™ and DirectX®) off of your CPU to get the most out of your system.

[ Unbeatable Value

PARIS Pro offers you a dedicated 16 fader control surface, Modular Expansion Chassis, true Mac/PC
cross platform software, and EDS PCI Card for $4995. Choose PARIS Pro and then take the money you
saved and treat yourself to some nice mics and a rack of high-end preamps — you deserve it.

E-MU
Bring your ears to your local PARIS Pro - seottaldoliEr cASaTes
Dealer and hear the difference today! O tel. 831.438.1921
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recording space to put the whole cast
in. He booked Right Track and asked
for the chief engineer, moi, to do the
project. He did bring his own engineer
from L.A., Niko Bolas, just in case I was-
n't any good. But, after two weeks, he
was able to send Niko home. From that
point on, it was amazing. He took me
to England with him to mix the film
soundtrack, and he recommended me
on several other projects. A year later,
he called me about doing a James Tay-
lor album. But first, I had to do a demo
to make sure it was okay with James.
S0, James' band traipsed over to Right
Track one afternoon before their gig at
Radio City Music Hall. T guess 1 did
okay, because two months later, I was
on my way to Montserrat with Peter and
James for the That’s Why I'm Here
album.

Once you decided to engineer, you bad
good luck.

For 10 years, I was trying to get songs
to Peter Asher; suddenly, I'm traveling
around the world working with him.
But did you ever sell bim a song?

No. Previously, my whole life was writ-
ing songs, but once I decided to engi-
neer 1 never looked back. It obviously
wasn't my calling and engineering was.

And, basically, through Simon’s and
Peter’s belief in me, I got my career
started.

You were an early proponent of digital
recording.

It’s funny about my digital journey.
Around '85, during That’s Why I'm Here,
we were asked by Sony to try their new
digital multitrack, which I didn’t mind as
long as I could double bus. So on the
tracking sessions we had a Sony 3324
and a Studer A800, and the Studer just
blew it away. I didn't like the digital at
all, and for the next few years, I was
very anti-digital.

What changed your mind?
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A mix master on location: Filipetti recording tribal songs and ceremonies in Botswana.

In 1990, Allen Sides came to visit me at
Right Track. We had a long talk, and 1
think we both had a sort of epiphany. 1
was remarking that I didnt go home
and play my recordings anymore, now
that they were on CD instead of vinyl,
because B didn’t really like the way they
sounded. And [ started thinking that
maybe the approach I was taking in
making them was wrong. With CDs
being 80 or 90 percent of the market,
instead of complaining, I should be
using it to my advantage. I needed
somehow to be mixing my records so
that, whatever it was that digital was
doing to the sound, I could at least hear
it before it got to mastering. I mean,
we’d be sitting in the studio playing
half-inch mixes going, “Wow, this is
great.” And then you'd get a CD ref
back from the pressing plant and say,
“What happened?”

Now, granted, the filters and the A/D
converters at the time were pretty poor.
But I decided that I should mix to a dig-
ital format, and, instead of listening to
the console out, I should monitor after
the signal was converted to digital
through the machine. That way, if digi-
tal does add harshness, or take away
some warmth, or dry up the ambience,
I could compensate for that before I fi-
nalized the mix.

So, that's what I did, with a Sony 2-
track DASH machine that my good
friend David Smith at Sony Classical got
me. And, when we took the project to
mastering, Ted Jensen was able to go
direct into the 1630. When 1 got the CD
back. for the first time in years my mix
sounded like what I'd heard in the stu-
dio. From that point on, I mixed every-
thing digitally.

That was an unusually logical ap-
proach to an often emotional subject.
It just made sense. I also started track-
ing digitallv because, unlike my experi-
ence with the 3324, when the 3348
came out, [ immediately warmed up to
it. I did two projects with both an ana-
log and a digital machine. What I found
on the first project was that on tracking
dav, the analog machine sounded bet-
ter than the digital. But after twao
months of running the tape across the
heads, the digital killed the analog.

So the analog vs. digital debate took
on a “he said she said” kind of thing.
And I got used to not having to go in
and check the tones every day and
being able to sample and move things
around. The flexibility of the 48-track
was so much better than locking up
two 24-tracks that whatever slight sonic
benefit there might be [to the analog]
became negligible. Slight benefit is even
arguable, because, while analog sounds
wonderfully warm and cozy, there are
some areas where digital does a better
job. For example, being a drummer,
what I always missed in analog was the
front end of the snare and kick. You
never get that initial impact because
analog is terrible on transients. The dig-
ital machine has those transients.

You were recording and mixing to
digital tape but still working on an
analog console. That led you to the
Neve Capricorn.

Right Track was building a new room,
Studio C, and I started reading about
this Capricorn. The onlv one Neve had
was at the Penthouse at Abbey Road in
London. They flew me there, and 1
brought along some 3348 tapes that I'd
just finished mixing. I was there for two
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days, but within the first five minutes, 1
had a mix that sounded better than the
mix I'd done in New York. It was an-
other epiphany.

What was it that so impressed you?
The flexibility. The idea that you can
have a center section where all your
work is done, where you can move
tracks around at your whim. You never
have to move away from the sweet spot
to do your EQ or ride a fader. 1 do a fair
amount of 96-track mixing, and when
rd be mixing background vocals on an
analog console on track 96, I'd be 20
teet away from the center. On an 11-

minute Jim Steinman track, that’s a long
time to be listening just to the right
speaker. On the Capricorn, it doesn’t
matter if it's channel 23 or 193; you can
move it to the center instantaneously.
That just blew me away.

You made a move that was very bold
Sor 1994, convincing Simon Andreu's
to put in the Capricorn. How did it go?
When we got it to New York and started
doing real mixes, it was a bit of a disas-
ter. You'd mix for five hours, and the
thing would crash and you’d be down
for six hours. Three days later, it would
corrupt the mix tree, and you'd lose
those three days’ work. It was a night-
mare. But I stll had in my mind that, if
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we could get this to work, it would be
incredible. Right Track and I lost a lot of
money in billings that year. But I so be-
lieved in it, and the concept was so
unique and brilliant that we stayed with
it. And, at the end of that year, after end-
less meetings with the tech people and
the R&D people and phone calls across
the waters, finally we had a system that
was stable and operating like the console
it was supposed to be.

You're now a great believer in staying

When | got the CD back,
for the first time in years

my mix sounded like

what I’d heard
in the studio. From that
point on,
I mixed everything
digitally.

in the digital domain once you've con-
verted to it.
This was the other reason I went for the
console. When 1 first played my 3348
tapes on the Capricorn in London, |
suddenly heard the music in a way |
hadn't heard it before. I'd been working
on that album for four months. I knew
it well. But when I brought up the
faders on the Capricorn and heard this
wonderful sound, [ realized it didn’t
make any sense to record to digital,
then mix on an analog console only to
g0 back to digital again for the CD.
Initially, you sample the analog sig-
nal into the digital format of your multi-
track. Then, to get into your console,
your numbers have 1o be reinterpreted
back into an analog waveform. You've
taken your original signal, made suppo-
sitions about it, and reinterpreted all
those suppositions only to resample
and reinterpret further down the line.
The more times you do this, the worse
the sound gets. What happens between
each of those 44,100 samples per sec-
ond is predictive supposition. Ninety-
eight percent of the time, they're right;
two percent of the time they’'re wrong.
And each time you do this, that two
percent becomes four, then eight, etc.
Whatever anomalies the digital process
adds to the analog signal is compound-
ed with each successive conversion.
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What about degradation between digi-
tal-to-digital transfers?

Copying digitally, the main problems are
clock-based. The more stable the clock,
the better your copy. It’s true that, even
under the best of conditions, there are
questions about digital copies. But I did
a test on a 3348 that was properly set up,
where we recorded a piano on tracks
one and two, then bounced it down 24
times. [ then brought up tracks 47 and 48
on the Capricom and flipped the phase.
They canceled—on a twenty-fourth-gen-
eration copy. That was good enough
for me.

I go to studios all around the world
and I talk to engineers who say that
they've tried digital, but it just didn’t
sound right. And then I find out that
they're using mic cable for AES lines, or
they don't run a wordclock source. Or
they're daisy-chaining wordclock
through the AES line. And, of course, it
will sound terrible if you don’t do it
right. Just like analog. We've spent 40
years massaging analog technology to
work to its strengths, but people expect
digital to magically happen without the
same attention to detail.

People think they can just run an
AES line from one machine to another,
and the clock will run along that line
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just fine. Trust me, AES-derived clock
does not work as well as dedicated
wordclock, and people who are using
it are making a big mistake. It amazes
me that guys who will wheel in racks of
preamps and vintage devices won't in-
sist on a dedicated wordclock. One of
my pet peeves is that manufacturers are
starting to eliminate wordclock inputs
on a lot of their devices. I'm furious

There are so many
exciting techniques
and technologies
out there.

To cut myself off
from them would be

about that, because you cannot have a
good-sounding digital box without
wordclock. Period. All you have to do
is listen to it to know that. And that’s
why, in a lot of people’s minds, digital
doesn't sound good, because they may
try it in studios that either cut comers or
don’t know how to set it up properly.
What do you bear when the clock isn’t
right?

It’s that grating, tearing, hard-edged
“digital” sound. Also, the stereo width
shortens. There’s less depth. It sounds
smaller, more compressed and harder.
What causes that?

First of all, jitter. Jitter is exactly what it
sounds like; the clock source is a mov-
ing target. Second, the AES clock actu-
ally works something like FM, where
there are several data streams piggy-
backed on the AES signal. If you filter
out the audio portion of the AES signal
and just listen to the clock, you can ac-
tually hear how unstable it is. The ab-
solute, fundamental rule in digital is the
stability of the clock.

What I insist on, and what we do at
Right Track, is ensure wordclock home
runs to all of your important digital de-
vices, like your multitrack, your console,
your Pro Tools...

You've said that working on a digital
console bas changed your approach to
mixing an album.

For years, especially since the advent of
automation, the standard way of mixing
has been to work on a single song until
i's done. But, with the Capricom, [ real-
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ized that 1 could mix the whole album. 1
work a couple of hours on each song,
get great rough mixes, get a vibe for the
whole record, then go back and start
doing it again, That allows me to hear
the whole album as a work, as opposed
to individual songs. The old way, you'd
mix a record and maybe have to remix
three or four songs, because, when
you'd finally hear them in context with
everything ¢lse, they didn't work.

Now I can mix in a sequence, out of
sequence, place different songs next to
each other—because I can instanta-
neously get that mix back up, and it’s
identical. It's not like I have to sit and
tweak for two hours to get the mix back.

Some people say they like to get ina
zone while mixing. There are times that
I do, too, and when I do, I stay there.
The point is, [ can mix any way I want.
If I've been working on an aggressive
rock number for three hours and I need
to clear my ears out, I can put up a bal-
lad, then go back fresh a couple of
hours later.

How do you deal with your outboard
when you change songs?

The Capricorn has 16 sends on every
channel. In addition, every function on
the console is totally automatable. T usu-

ally have about 26 sends set up, using
duplicate sends. For example, send
eight may go to a Sony reverb or a Lex-
icon reverb, and I mute or un-mute
them in the mix as needed.

You bave a lot of different effects set up
sO you can switch songs without bav-
ing to reset them.

I'll have something like two sets of long,
medium and short reverbs. 1 have sev-
eral different delay devices, flangers, etc.
What about conversion delay when
you use analog gear?

Most of my reverbs have predelays; or
if I'm setting a delay in time with the
beat, I just set it so it’s in time when it
comes back to the console. If I'm using
a chorus and there’s an extra millisec-
ond of delay that the A/D conversion
adds, that's not going to change my
chorus, which has a 30-millisecond
delay anyway.

For the most part, it doesn’t become
an issue. When it does, you have the ca-
pability of moving things either in Pro
Tools or on your digital tape machine to
compensate. It's more of an issue when
you're recording or setting triggers.
What is your preferred mix format
these days?

My favorite mixing box is the Sony
PCM-9000, a 2-channel, magneto-opti-
cal box that sounds terrific, but which

FRRMH FILIPETT] GELECTED CREDITS

E: Engineering; M: Mixing; P: Producer

Annie Get Your Gun cast album (1998,
E/M)

The Bangles: Greatest Hits {1990, E)
Tony Bennett: On Holiday (1996, E)

Beth Nielsen Chapman: Beth Nielsen
Chapman (1990, P/E/M); You Hold the Key
(1993, P/E/M)

Marc Cohn: Burning the Daze (1998, E/M)

Al DiMeola: Kiss My Axe (1988, E); The
Infinite Desire (1998, P/E/M)

Foreigner: Agent Provocateur (1984, E);
Inside Information (1987, P/E/M)

Hole: Celebrity Skin {1998, E)
David Grusin: West Side Story (1997, E/M)

Billy Joel: 5.1 remixes for The Stranger
and 52nd Street

Elton John: One Night Only at Madison
Square Garden (2000, E/M)

Elton John and Tim Rice: Aida (1999, E)
Kiss: Lick It Up (1983, E)
Meatloaf: 5.1 remixes for Bat Out of Hell

George Michael: Songs From the Last
Century {1999, E/M)

Bette Midler: Bathhouse Betty (1998, M)

Liza Minnelli: Minnelli On Minnelli (2000,
E/M)

Carly Simon: Ten albums, including Hello
Big Man (1983, M); Spoiled Girl (1985, E);
Coming Around Again (1987, P/E/M); Film
Noir (1997, E/M); and Bedroom Tapes
(2000, P/E/M)

Barbra Streisand: Higher Ground
(1997, M)

James Taylor: That's Why I’'m Here (1985,
P/E/MY); Hourglass (1997, P/E/M)

10,000 Maniacs: Blind Man'’s Zoo {1989, E)
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Sony has stopped supporting. There are
several new boxes I've been testing out:
I like the Alesis MasterLink, but I hate
the fact that there’s no wordclock in. I'm
also mixing to Pro Tools 24-bit, to
Genex MO and I'm trying a couple of
the new Tascam units. So far, nothing
has won me over.

I’'m waiting for the multichannel
recorder that I can use for my surround
mixes that blows me away the way the
PCM-9000 did. On the Elton John
recording [One Night Onhj, 1 used a Fu-
phonix R-1, which was intriguing. I'd
like to spend more time on that.

How did you come to use the R-1 for
that recording?

I talked to Randy Ezratty of Effanel, be-
cause we’d done James Taylor Live at
the Beacon with his Capricorn truck a
few years before, and I've always con-
sidered that my benchmark for live
recording. The Cap truck was booked
that night [for the Elton show] on the
VH-1 Fashion Awards, but Randy knew
of another Capricorn truck [TNN's], and
he offered to split his team with me.

We booked it, and a few weeks
later, Randy called up to say that he’d
been talking to the people at Eu-
phonix. Their R-1 was ready to go,
and they were wondering if we want-
ed to use it. I discussed it with Phil
Ramone, the show’s musical producer,
and with Elton John’s manager Derek
MacKillop, and we felt that as long as
we could minimize any risk, we
should go for it.

So you said, “Yes, if I can double-bus.”

Exactly. In doing a live recording like
this, you absolutely have to assume that
whatever can go wrong, most likely will.

Because of the complexity of the
show, we wanted to lock up two 48-
track recorders. Elton has two drummers,
up to eight background singers, a per-
cussionist, a bass player and two guitar
players, one of whom also doubles on
saxophone. Also, Guy Babylon has a
massive keyboard setup, and we were
going to have guest stars like Mary J.
Blige, Bryan Adams and Billy Joel, who
was to come out with a second piano.
There would be no commercial breaks
or time for any changeovers. There was
a lot going on.

The problem was, two 48s and two 48
backups physically wouldn't fit in the
TNN truck. In addition, we had to limit
ourselves to 72 inputs. So we decided on
one 48 for the main band and Elton, an
Otari RADAR 24-track for Nigel Olsson’s
drums and all the guest artists, and a DA-
88 for the eight audience mics. We dupli-
cated those machines for our backup,
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and, in addition, sent a split to the R-1.
How much rebearsal time did you get?
None. Just an hour soundcheck on Fri-
day afternoon. There was no chance o
go through each song and determine
the instrumentation. It was seat-of-the-
pants time.

Were your mic pre’s onstage?

Yes. I'd hoped to use a fiber-optic run
from the stage to the Capricomn, which
was some 800 feet away, as we had
done with James. Unfortunately, the
TNN truck wasn't equipped with fiber,
but we felt it essential to place the mic
pre's as close to the band as possible. If
you can't get fiber, you at least want a
line-level signal going down that 800 feet
of cable. The stage mics went to a splitter
that went to FOH, then o 90 Aphex mic
pre’s. From there, we split to our setup
and to the R-1. [ combined them as best
[ could down to 72 instrumental inputs
and eight audience inputs.

You bad someone onstage watching
mic pre levels.

Yes. As my mic pre’s were remote, any
time we'd come close to an overload,
I'd get buzzed tfrom the stage. Then
we'd coordinate: He'd tweak it down
two as I'd tweak it up two. Basically, I
was just trying to make sure that [ was
getting a decent level without overload-
ing anything.

As we were 24-bit, I had a little more
leeway than on some of the other live
shows [ do, which are usually 16-bit.
With digital, it's very important to stay
as close to full-scale as you can, be-
cause digital performs poorly as you ap-
proach the least significant bit. Every d3
you lose translates into a lower bit rate.
But with 24-bit, even if you're a couple
of dB down from full-scale, you're still
well over 20 bits.

Wasn’t there one of those angina-pro-
ducing moments during the recording?
We did have a scare about two-thirds of
the way into Friday's show—a hiccup
where the console froze momentarily.
Back in my early Capricomn days, one of
the first things [ insisted on was that the
console would always pass audio, even
in the midst of a crash. And it did just
that. There was some scrambling, but
no one panicked. And listening back,
there’s not even a hint of a problem.
For mixing, you ended up going with
the R-1.

We only had six days to edit, mix, fix
everything. From the show to the stores
in three weeks.

I think that’s a new world record.

It was tight. We got to Right Track on

Sunday, and it became clear immediate-
ly that locking up all those machines
wasn’'t going to allow us to mix fast
enough.

Although I couldn’t do a direct
audio A/B between the R-1 and the
Sony/RADAR, I was able to quickly de-
termine that the R-1 was certainly not
inferior. And the fact that you can have
96 tracks of 48 k on one machine was
truly a lifesaver.

A Frank Filipetti ballmark seems to be
an open-minded attitude toward the
new.

[ try to be. I've developed a way of
working over the years that I feel very
comfortable with. But if someone can
show me a better way, then [ don't see
the sense in resisting it. I'll never forget
my first day on the Capricorn, or my
first session in a Martha’s Vineyard cot-
tage recording James Taylor with an
02R, or my first ISDN...there are so
many exciting techniques and technolo-
gies out there, To cut myself off from
them would be inexcusable. That does-
n’t mean you can’t be cautious.

Working with the latest digital equip-
ment has been, and will continue to be,
a risky business. No matter how often a
manufacturer says that something’s test-
ed and ready-to-go, once it gets into the
real world, it ain’t necessarily so. Be-
cause, let’s face it, most of this digital
stuff breaks down to lines of code. And,
if the person writing the code doesn't
understand all the permutations that are
going to crop up on a recording ses-
sion, you're going to have problems.
Invariably, unless the machine has been
in the field for a year or two, you're
going to run into difficulties.

But you're still willing to move forward
through those difficulties.

Absolutely. How boring would life be
if every new day were just like the day
before. Last February, I was asked to
record the songs and ceremonies of
several Bushmen tribes in Botswana.
We spent several weeks on safari in the
Kalahari Desert catching up with vari-
ous tribes. Being with these people,
under a moonlit African sky as they
sang and danced around a campfire,
was about as far away from a New
York recording environment as you
could ever get. But I was able to con-
nect with the true spirit of music in a
way that is sometimes lost in our busi-
ness. It was one of the great experi-
ences of my life. To try something new,
to sce something a little difterently, to
embrace change and add it to your
repertoire...to simply take a chance
isn’t that what life's all about? ]
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ESIDES BEING ONE OF THE ACKNOWLEDGED
GREATS OF AMERICAN POP SONGWRITING, PAUL SIMON
is also a master producer, arranger and recordmaker who has
consistently made brilliant albums that are sonically interest-
ing and beautifully crafted in every respect. You're the One,
Simon’s latest (released last fall and nominated for a Best

Album Grammy), is a worthy addition to a nearly three-

decade canon of solo works that is unrivaled among his gen-

eration of singers/songwriters.
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Excepting Simon’s
highly underrated album of
songs for the ill-fated Broadway musical
The Capeman, this is his first studio album since
Rbythm of the Saints came out 10 years ago. On the first
couple of passes, You 're the One might not grab the lis-
tener the same way as the more up-tempo material on
Rbythm and the unsurpassable Graceland. But it's an
album that insinuates itself subtly and reveals more and
more with cach listening. We expect flesh-and-blood
characters and a centain scattershot impressionism from
Simon, and on those fronts the album succeeds won-
derfully. Few writers move with such fluid grace
between fiction and what appears to be autobiogra-
phy, or at the very least his own philosophical mus-
ings. Musically, there is no particular overriding ethnic-
ity this time around; certainly the polyglot has African
and Latin flavors sprinkled throughout, but by this
point Simon’s oeuvre is so singular and ideniifiable, it
transcends its influences and has become its own
thing—an impressive feat for any songwriter.

Making
of
“You're the
One”

Simon is well-known for his studio perfectionism; it’s
part of his artistic personality, and it is a byproduct of
working for so many years with the legendary engineer
Roy Halee, who goes back to the late '60s Simon &
Garfunkel days. Halee is semiretired now, and for the
past several years, Simon’s recordings have been in the
very capable hands of Andy Smith, a one-time assistant
for Halee who stepped up to become Simon’s primary
engineer for the Capeman sessions in the mid-90s. “I
learned a lot from Roy,” Smith says. “I was already in stu-
dios before 1 started working with him, but he really
molded me in the direction of the way he works.”
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Simon's studio of choice for many
years has been The Hit Factory in
Manhatan. Smith notes, “They take
really good care of us, and they have
everything we need.” You're the One S I M
was recorded in Studio A and mixed in
Studio 5, The Hit Factory’s Sony
Oxford room. Though Swdio A is
equipped with a Neve VR, Smith only used the console for
monitoring, choosing instead to record through various pre-
amps directly to Pro Tools.

“We had the preamps out in the rooms with the musi-
cians, a rack filled with them, and we had harnesses made
that went straight from there to the digital conventers, so
there were short mic cables—as short as we could get away
with to the mic pre’s—and then one run from there o the
Apogee [AD-8000SE] converters,” Smith says. “We used all
different kinds of preamps. The main solid-state mic pre’s
we used were Martech MSS-10s; we found those to be the
best out of everything we had. At times, we had up to eight
of those going. We also used two different kinds of Avalon
mic pre’s, including two M3s, and some Earthworks and
some old Neve 1073s and Grace mic pre’s. Also, we were
looking for a high-quality headphone amp, and [Grace] said
they had finished a design but hadn’t started manufacturing

Counterclockwise from below: 1) A Fender DeVille amp miked with a Shure
SM?7 for a guitor overdub. 2) Steve Gadd’s kit setup for replacing conga parts.
The congas are miked with Sennheiser 421s. Those are Shure SM98s on the
foms and an A-T 4011 on the hi-hat. 3) During tracking, a pair of Neumann
TLM170s in a MS configuration were used fo pick up room sound. 4) Andy
Smith’s rack of mic pre’s included (from top) models by D.W. Fearn, Martech,
Avalon, Earthworks and Grace. For drum overheads, Smith usually used
Earthworks omnis and B&K 4003s. 5) Paul Simon
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it. They quickly put one together for
us, and we used that for headphone
monitoring for Paul’s vocals and for
when we were mixing. It's a really
good-sounding headphone amp. For
tube mic pre’s, we used ones by D.W.
Fearn.”

The album was recorded sporadical-
ly over a two-year period. “For the most part, the songs would
come together with Paut and his guitar and the drummers—
Steve Gadd and [percussionists] Jamey Haddad and Steve
Shehan,” Smith says. “It was almost like they'd go into the stu-
dio not knowing exactly what they were going to work on,
so the album was constructed in the studio rather than com-
ing in with demos. They would work on different rhythms, try
out various things, experiment. Probably over half of Steve’s
drum kit parts aren’t even using sticks; he’s using his hands
on the snares and toms. There were songs where he taped
handkerchiefs on his toms to make them even deader and
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less like a drum kit. And it gets to the
point where you don’t know which is
which; which is the standard drum kit
and what the other percussion is. There

are only a couple of songs where S I M
there’s an actual backbeat, where you

hear a snare snapping. A lot of times

Paul wouldn't have lyrics, but he'd have

a melody, and then he'd build from the foundation they came
up with.”

Simon and Smith opted to record these drum/guitar ses-
sions live in the medium-sized room, with Simon’s guitar
(ranging from a Gurion acoustic to a Paul Simon model
Martin to custom electrics by Flip Scipio) miked at an amp
with either a Sennheiser 421, Shure SM7 or a Shure SM57,
and the drums captured with a combination of close-mics
and overheads.

“We were trying to get a natural sound of what was
going on in the room rather than a slick studio sound,”
Smith says. “Without having the drums being hit the regu-
lar way, it wouldn't sound like studio drums anyway. We

PAUL

that seem to be missing, but it’s because
there are low drums that interweave
with the bass line.”

On top of the basic unit of Simon,
N the drummers, Kumalo and nimble-fin-
gered guitarist Vincent Nguini (in the
band since Rhythm of the Saints), there
are a number of other interesting and
unusual instrumental additions and combinations that give
the CD so much richness and depth. For instance, on the
lovely opening track, “That's Where 1 Belong,” the warm
sonorities of a Wurlitzer piano, bass clarinet, bamboo flute,
vielle and vihuela mingle effectively at the edges of the track
to create an engaging sonic tapestry. On other songs, it’s a
tasteful pedal steel guitar or harp or banjo or pump organ or
hammer dulcimer or sitar guitar that add memorable touch-
es. Simon loves to experiment in the studio and he loves

combining textures to create new, natural sounds.
“There are no synths or samples on the whole thing,”
Smith says. “It wasn’t something we thought about in
advance, but it turned out that way. Some of the guitar

The
Making
of

“You're the
One”

FOR THE MOST PART, THE SONGS WOULD

COME TOGETHER WITH PAUL AND HIS GUITAR

AND THE DRUMMERS. IT WAS ALMOST LIKE THEY'D GO
INTO THE STUDIO NOT KNOWING EXACTLY WHAT

THEY WERE GOING TO WORK ON, SO THE

ALBUM WAS CONSTRUCTED IN THE STUDIO

RATHER THAN COMING IN WITH DEMOS. —ANDY SMITH

ended up using a lot of the overheads—that was the main
sound of the drums—and a little fill from some close mics.”

Smith used a number of different mics as overheads,
including B&K 4003s, Neumann TLM170s and Earthworks
omnis, which he admits is a litle different for live tracking.
This approach limited their flexibility in altering the basic
tracks somewhat, but Smith believes the trade-off was
worth it: “We usually couldn’t do too much to the basic
tracks because of the fact that they were all sitting in the
room together and we were using one set of room mics.
There were a couple of times we wanted to replace some-
thing later and we couldn’t, but we wanted that live sound
and the feeling of interaction between the three percus-
sionists and Paul.

“Sometimes we'd be in there just getting levels and the
musicians would get into a groove, and Paul would say,
‘Hey, that sounded good,” and then we'd start working on
constructing something out of this 10- or 12-minute piece—
maybe add a top and an ending, do some editing. ‘Pigs,
Sheep and Wolves’ fell together like that.”

Atypically, the bass lines, by Bakithi Kumalo (Simon's reg-
ular bassist since Graceland) and studio ace Abraham
Laboriel were added secondarily. “In a sense,” Smith says,
“the percussion would supply the bass line, which made it dif-
ficult for the bass players because there were certainly low
drums that were implying bass parts. But that also gave the
bassists the opportunity to play in different ranges and to play
in weird syncopations. There are some tracks where, if you
solo the bass part. you're surprised because there are notes
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effects sound synth-like in places, but most of the atmos-
pheric stuff comes from combining different sounds. Like in
‘The Teacher,” Paul wanted to combine the pedal steel, the
flute and the bass clarinet to get a synth sort of wash.” Still,
one of the strongest tracks on the album is also perhaps the
most straightforward: “Old” is a whimsical (and wise), two-
minute slice of pure Buddy Holly-esque rock 'n’ roll, down
to the spring reverb on the guitar. Smith says that most of
the guitar effects on the CD were achieved using an
Eventide DSP4500, Eventide Orville or TC FireworX. Other
mics used on the project, in a variety of different applica-
tions, included B&K 4011s and 4006s, Neumann TLM50s and
FET 47s, Sennheiser 421s and Shure SM98s.

The lyrics (and thus the final vocals) tended to be com-
pleted late in the recording process. Simon likes to exper-
iment in this area, too, working with different phrasings
and emphases. “The vocals aren’t heavily comped,” Smith
notes. “He likes it to sound like a performance.” Simon’s
vocal mic throughout the album was a Neumann M149.
“Before this album, he switched around a lot. For instance,
on the Capeman album, sometimes we’d have five mics
set up if he was going to do vocal fixes because we chose
different mics for different songs, but that was fitting
because some of them were supposed to sound like old
'50s songs, and in general there was more variety to the
sound we were going for, so we played around. But for
this we stuck to the M149 through the Martech mic pre for
the whole thing.”

—CONTINUED ON PAGE 201



Think

of it as a
monkey

wrench for
your audio

files.

Written by digital audio experts for digital audio engineers,
AV'transfer, pro-audio’s ultimate file conversion utility, allows
you to open, play, combine and export audio files and
projects in today’s leading professional formats.

With AVtransfer you can add or extract components to or
from OMF, AIFF, WAV, BWAV, discreet edit* systems, cross
convert OMF versions, fix drop frame errors and change
audio sample rates and bit depths. AVtransfer reads expors
from the industry’s most popular professional workstations
including Avid, Fairtight, Pro Tools, Lightworks and AMS
Neve Audiofile.

Log onto WAW. aviransfer.com
for a FREE fully functional evaluation copy.

| Los Angeles (818) 487 5656

0 ’ London +44 (0)20 7664 5688

Sydney +61 (2) 9557 2292

CIRCLE #038 ON PRODUCT INFO CARD

SEE US AT NAB BOOTH #R2669

transfer

eacated by DSP Media SOFTWARE DIVISION)




PETE LEONI'S DEMOTECH AUDIO LABS

HIGH-TECH OFF OF THE BEATEN TRACK

WY ew  Orleans.  Partying.
AN Syrupy-thick accents. Creole
A N cooking. And all that jazz.
Wanna leave the Gold Coast to
produce music and live on the
bleeding edge of the continuing
technical revolution? “No thanks,”
says Bay St. Louis, Miss., resident
Pete Leoni. “Evervthing 1 need is
right here at home.”

Leoni runs a project studio, De-
motech Audio Labs. out of his
home. He's had some commercial
success too, stretching all the way
back to his work with songwriter
Wanda Mallette back in the "80s. “1
had a demo studio back then that 1
ran out of the back room of a
music store in Gulfport,” Leoni re-
calls. “1 had a 1-inch Tascam 16-
track that I synched to a Scully
1-inch 8-track recorder. Wanda,
who 1 cansider to be one of the
finest songwriters in the country,
co-wrote ‘Looking for Love in All
the Wrong Places,’ the song Mickey
Gilley turned into a big hit, as well
as many other notable tunes. For
about two years, she was in my
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place two days a week, writing
and producing demos. Wanda and
I got some time to write together
and came up with a little tune

called ‘We Still Shoot Horse
Thieves in Texas.” Country legend
Mel Tillis got a hold of that demo
and included it on his Coca Cola
Cowboy album.

“Because of the success we had
with these, 1 started to see a lot of
songwriters wanting to get in on
the action,” he continues. “At that
time, with the advent of MIDI, it
was just becoming feasible to do
sessions electronically and save the
cost of musicians. I synched up
everything in sight! To make a
long story short, 1 bought every
damn keyboard, drum machine
and sound module that came
along, as soon as it came along! Of
course, 1 had the early Apple stuff
running sequences by this time. |
began to get pretty dang good at
doing high-quality demos for a fair
price. Throw a couple of ad agen-

BY GARY ESKOW

cies wanting jingle production into
the mix, and I guess you could say
I was damned busy. So busy, in
fact, that 1 was getting pretty
burned out.”

Leoni took a job at a local casi-
no as an entertainment director and
checked out of the studio business
for several years. By the mid-'90s,
he was ready to jump back in.
“Can you imagine not being
plugged into the world of tech for
about five years?” he asks. “As soon
as I started to look around for gear,
I was astounded to see that people
were not taking the PC seriously as
a recording platform! 1 was aware
of what people had been doing on
the Mac side, and 1 started looking
into a Mac setup, but on further
thought, it scemed to e that, with
the PC practically taking over our
lives, there was no way that people
could continue to ignore the plat-
form as a viable option for profes-
sional audio.”

E-mail and the Internet allowed
Leoni to educate himself on com-
puters and music. Along the way,
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he disabused himself of some accepted
industry notions. “The innate superiority
of SCSI over IDE, for example, was
taken for granted,” he says. “I could see
that assumption was wrong.” He began
posting (and answering) questions on
any audio-related news group he could
find. Pretty soon, he found himself ap-
pearing in ad copy for companies like
Antares, Cakewalk and Gadget Labs.
These days, Leoni relies almost en-
tirely on a three-computer setup. All
three are Q-Performance 850MHz Win-
dows machines. One houses both
Cakewalk 9 (“My favorite audio app,
simple and rock stable.), Cubase 3.7
and a pair of Yamaha DSP Factory cards
running the C-Maxx C-console interface.
A big Nemesys Systems GigaSampler
fan, Leoni houses GigaStudio in his sec-
ond computer outfitted with an Aard-

mic and use it to create a stereo field. |
also couldn’t work without the Antares
AutoTune plug-in, and you know why.”

Leoni’s work, which includes lots of
his own excellent keyboard playing and
programming, features exceptionally
clean, up-front vocals. “1 don’t feel the
need to have a huge mic cabinet like 1
did in the analog days,” he says. “I use a
R@DE NT-1 and an NT-2 on vocals. To
me, they sound like Neumanns without
the hefty price tag. I find that they
sound too warm for most other uses,
though. My AKG 414 gets a lot of use. |
especially like the way it tracks back-
ground vocals and piano. Sometimes,
the tried-and-true is best. I use an AKG
C-1000 on acoustic guitars and other
stringed instruments, except the violin,
where I use one of the RODE mics. I try
to apply the same standards to my work
that would be applied if every session
I did wound up on the majors. That

1 try to apply the same standards to my work that
would be applied if every session

1 did wound up on the majors.

vark Ark 20/20 plus card, upgraded to
24-bit resolution. The two machines
interface via Lightpipe.

Software synthesizers are the current
rage, and Leoni dedicates his third com-
puter to them. “I've got Cubase on this
computer running a bunch of soft
synths,” he explains. “In addition to a
Frontier Dakota, I've got the Pulsar card
from CreamWare. It’s quite a card, but
is difficult to negotiate. The Pulsar has
four SHARC DSP chips built into it. You
can actually run soft synths right off of
these chips. | Lightpipe out from the
Pulsar back into computer one.”

Other equipment includes a Prosonus
MP20 mic preamp (“One hell of a pre-
amp for $500!"), his Mackie 16-channel
VLX Pro console (“As far as 'm con-
cerned, the pre’s on these Mackies are
the closest thing you can get to a
straight wire with gain.”) and a pair of
Event 20/20 monitors.

Leoni also c¢laims to have almost
every plug-in on the market, with some
of his favorites being the Sonic Time-
works 4080L—a 64-bit plug-in that he
says sounds a lot like the Lexicon 480
on vocals. “I couldn’t master any project
without using the Waves L1 Ultramaxi-
mizer,” he adds. “The Cakewalk FX3
Soundstage creates such realistic stereo
tracks from a mono source that I some-
times record acoustic guitars with one

kind of quality doesn’t go unnoticed in
a smaller market.”

As for other project studio owners,
the Web has made Leoni’s studio loca-
tion less a factor than it might have
been in the past. The Net even brought
him in contact with his friend, and cur-
rent business partner, Morgan Pettina-
to. The owner of the East Coast Music
Mall, Pettinato was looking for a com-
puter audio expert to help build and
distribute a line of custom-built music
machines. Scouring the Net for infor-
mation, Pettinato kept coming across
articles penned by Leoni. “He simply
was the most knowledgeable person |
found in the field of computer music
who was actually using this equipment
on a day-to-day basis,” says Pettinato.
Their relationship led to the formation
of Q-Performance Systems, which
began shipping turnkey PC DAWs
earlier this year.

If you can’t catch Leoni online, then
just head over to Bootsie’s Brass
Anchor in Waveland, Miss., where
you'll find him playing keys in a group
that includes a bunch of guys from the
old Dr. Hook band—three nights a
week, just like he’s been doing for the
past 20 years. ]

Gary Eskou' is a contributing editor to
Mix.
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PRODUCER’S DESK

KARL RICHARDSON

HOOK, LINE AND SINKERED IN MIAMI'S AUDIO VISION STUDIOS

have no idea what its like to

be in the studio with Karl

Richardson. But 1 do know
what it’s like to be out on a fishing
bhoat with him, five miles off of the
Miami coast, looking for a different
kind of hit. Waiting his turn in the
chair rig, Richardson is quiet. He
watches what happens during oth-
ers’ stints with the big tackle, with
its lines connected to Kites trailing
the boat to give the bait a wider
range. He pulls on an occasional
Merit Ultra Light, and it's clear he's
having fun, but he rarely seems
truly relaxed. He joins in the ban-
ter with his once and future co-
horts, Ron and Howie Albert,
whom he preceded in their long,
collective stints at Miami's Criteria
Recording Studios, and singer/pro-
ducer/TV show host (Where the
Action is) Steve Alaimo. All four of
them are now partners in Audio Vi-
sion Studios, a few miles away

Eric Clapfon

from the now rehabilitated and
renovated Criteria in northeastern
Dade County.

Including Richardson’s contri-
hutions—which include engincer-
ing and/or producing records for
the Bee Gees (including “Stayin’
Alive™), Kenny Rogers (the multi-
Platinum “islands in the Stream”

T2 MIX. March 2000 * www mixonline.com

with Dolly Parton), Barbra Streisand
(“*Guilty™), Eric Clapton (461 Ocecan
Boulevard), the Qhio Players and
Olivia Newton-John—the Platinum
quotient of this fishing expedition is
approaching 200 million units. But
in the end, Richardson is satisfied
with a 15-pound dolphin that takes
about 20 minutes to land (and gets
thrown back).

Richardson was born in Philadel-
phia, but grew up in south Florida,
where he still lives. He attended
Citrus Grove Elementary School
and North Miami High and had an
adolescence that could have been
found in the Cleavers' home—if
Ward and June had let the Beaver
have a garage band,

“It was great growing up down
here,” he says. I got my first job
doing live sound at the old World
Dance Hall in north Miami, and 1
was listening to Chuck Berry and
The Beatles. 1 wasn’t a musician—I
bought a guitar when I was a kid,
and F've been thumbing it for the
last 40 years but still can’t make any
sense of it. But T got involved in the
technical end of things early on. As
kids, my brother and I tore apart TV
sets and radios. 1 had my ham radio
operator’s license when I was 11

BY DAN DALEY

years old. At the World, there was-
n't a lot to work with, just some old
Altec Lansing stuff, but we could
figure out what sounded good, and
ther we could figure out why.”
That dual affinity for music and
technology set the stage for
Richardson’s career. After a stint as
a technician and 1J at a radio sta-
tion in the Florida Keys, Richardson
applicd for a job at Criteria Studios
in 1967, just as the landmark studio
wus putting its second room on-
line. Miami’s moment in the musi-
cal sun was just on the horizon, as
a new generation of snow-weary
and newly affluent rockers, from
the Bees Gees to Eric Chpton to

Joe Walsh, were about to descend

upon the city and make i1 a musi-
cal Mecca for the next decade. Cri-
teria founder Mack Emerman must
have sensed that he would soon
need more manpower. because
after one interview, he took
Richardson on as Criteria’s new
mastering engineer. And though
the gear in the MCl-equipped facil-
ity was eye-popping to Richardson,
he wasn't going there navely. “At
the time I applied at Criteria, I was
still in junior college and making
$300 a week part time fixing two-
wav radios,” he says. “That was
pretty good money for a college
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" PRODUCER’S DESK

kid in 1967. 1 gave that up to work for
Mack at $75 a week. I went there be-
cause I needed to go to something big-
ger than fixing RF boxes.”

MASTERING MASTERING

Richardson stayed at Criteria’s mastering
lab for the next five years, learning from
staffer mastering engineer Chuck Kirk-
patrick, whom he eventually became
roommates with. Criteria’s mastering de-
partment was 2 moment in time: A Scul-
ly lathe—vintage even then—had
manual adjustments for pitch (the spac-
ing between grooves and a function of

www.MXLmics.com

pn in low priced Condenser

lenser Microphones. Critics
same. Not the case. We at

volume) and depth (the deepness of the
grooves, determined by the depth of
the stereo image). Jeep Harned, who
owned MCI and had built Criteria’s con-
soles and tape machines himself, had
also built the mastering department’s
stereo compressor, which Richardson
says was modeled after a Fairchild.
Among the albums that Richardson
mastered were records for Stephen
Stills, Manassas and the Todd Rund-
gren-produced Grand Funk Railroad
classic, We're an American Band. “They
wanted that record on the street in two
weeks, so as soon as the mixes were
done in the studio, they were sending
them down to me, and I was getting
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Microphones
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them out to the label the same night,”
Richardson recalis.

The decision by Atlantic Records’ cre-
ative brain trust of Arif Mardin, Jerry
Wexler and Tom Dowd to make Criteria
and Miami their base of operations effec-
tively established a music factory that
churned out hit after hit for over a
decade. Ron Albert arrived in 1968, and
his brother Howie came later after a tour
of duty in Vietnam. Richardson had a
front-row seat for the historic sessions
that resulted.

“It was incredible,” recalls Richardson.
“I mean, Tom and Jerry and Arif had the

We were bouncing
and submixing
all of this stuff
every step of the way.
And we wanted
each part perfect,
so it became a very
punched-in world

we lived in.

studio booked every day, starting at
three o'clock—for years! I was doing
maintenance as well as mastering, and I
would hang around the control room,
waiting for something to break. But I
was soaking so much up watching those
guys work. The first session I watched
them do was Delaney & Bonnie; I saw
them record Aretha Franklin's ‘Spanish
Harlem’; I watched them produce the
Young Rascals. Every day was like that.
And it wasn't a matter of looking back
and saying, ‘Oh, those records became
hits.” You knew when they were record-
ing it that it was going to be a hit. This
was the heyday of Atlantic Records, and
Criteria was the place they block-booked
to make their records.”

Little by little, Richardson came out of
the shadows of the tape machines in the
corners of the control rooms and was
soon sitting at the console doing horn
section overdubs for Delaney & Bonnie
and others. The first major record he
would gain credit on as an engineer was
1973's In the Right Place by Mac Reben-
nack, aka Dr. John. “The record was pro-
duced by Alan Toussaint, and this was
the record that put Mac over the top on
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PRODUCER’S DESK

the charts,” says Richardson. “He had
been a cult figure up to that point, but
now this record was on Atlantic, and they
were pushing for it to be big. The band
Alan brought down was The Meters, and
Mac wanted his hom guys from New Or-
leans—he called them the Bonnaroo
Homs, which is some Creole word that
means ‘really, really good stuff.” The
Neville Brothers sang backups. This was
the kind of thing I had been waiting five
years to do.”

But in Miami in those days, a studio
owner was hard-pressed to take a guy
like Richardson away from the other
things he could do well. So in addition
to a growing number of artists and pro-
ducers who were requesting his engi-
neering services, he kept on mastering
and maintaining, including spending

Each of us knew what
the others were good at,
and we let each
other do those things.
The result was

hit records.

two weeks modifying two MCI consoles
to accommodate the 24-track machines
that producer Bill Szymczyk wanted to
use for The Eagles’ Hotel California
record.

Richardson had to keep the machin-
ery well-oiled; Atlantic’s demands on
the studio continued to increase, with
Mardin doing charts, while Dowd engi-
neered and Wexler looked for songs
and did A&R. The Dixie Flyers were
hired as one of several house bands, all
of which were put up in the 1950s-era
hotels along the beach and would cram
into Rascal House at 3 a.m. after ses-
sions for dinner/breakfast before the
next round of Brook Benton, Aretha
Franklin and Petula Clark sessions start-
ed later that day. And if Richardson
wasn't recording them, then he was
mastering them. “And when you could
compare all of those mixes day after
day on the same equipment, boy was I
getting an education,” he says.

If Dr. John launched Richardson’s ca-
reer behind the console, then Eric Clap-
ton secured it. 461 Ocean Boulevard, in
1974, was Clapton’s return from the
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netherworld of rock ’n’ roll excess.
“Tommy [Dowd] got the call out of the
blue from Eric one day, telling him he
was back on the planet and was coming
to Miami to make a record,” Richardson
recalls. Dowd called on Richardson and
on musician/arranger Albhy Galuten,
who had worked on the Derek & The
Dominoes record with Clapton and
Dowd several years earlier and who now
was renting the living room, for $25 a
month, of the house that Richardson and
Kirkpatrick shared. “It was old home
week at Criteria for that record,” Richard-
son says. “Me, Tom, Albhy, the Alberts,
everyone. We were sharing work, we
were sharing girlfriends.”

TRANSITION TO PRODUCTION

Richardson and Galuten would share
more than that in years to come. Arif
Mardin brought the Bee Gees to Atlantic,
and Robert Stigwood then took them
onto his RSO Records, a custom label dis-
tributed by Atlantic. But when Stigwood
and Atlantic split in 1975, Dowd, Mardin
and Wexler, as Atlantic staffers, were no
longer available to work with the broth-
ers Gibb, and Richardson and Galuten

filled the breach, beginning a
long collaborative career
where Richardson supplied
the technical chops and
Galuten the musical inter-
face. Their first co-produc-
tion together, the Bee Gees’
Children of the World, was
also the point in time that
Barry Gibb “discovered” his
falsetto, the vocal gag that
tumed the Bee Gees from a
shaky pop band into a dance
music juggernaut.

The Bee Gees were a
vocal band, and recording them was
something that Richardson eventually
got down to a science. “All the harmony
parts were doubles and triples, and we
would set the boys up on a single mi-
crophone—usually a Neumann UG7 or
U87—and whoever was singing lead
would go in the middle, in cardioid,
with the guys standing in front of the
pattern,” says Richardson. “I tried it in
omni a few times, but for some reason
it just never worked with them. It’s one
of those things where the textbook tells
you one thing and reality tells you
something else. The nature of their
voices lent themselves to recording this

The Bee Gees
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PRODUCER’S DESK _]

lot of tracks because Barry liked to ex-
periment with sounds. On “You Should
Be Dancing,” we had 18 tracks of percus-
sion alone. We needed more people to
play, so we went next door and got
Stephen Stills and Joe Lala out of a ses-
sion with the Alberts and had them come
in and play congas and triangles and
such. We got this Phil Spector “Wall of
Percussion’ effect. We were bouncing
and submixing all of this stuff every step
of the way. And we wanted each part
perfect, so it became a very punched-in
world we lived in.”

Ron Howard remembers how musi-
cians like Stills would wander out from
his sessions into Richardson’s Bee Gees
dates and how Richardson remained
unflustered. “Stephen would just walk
unannounced into a vocal session and
start playing percussion, and Karl
wouldn’t miss a beat, open up a mic
and get him on tape—and they’d keep
it” Howard recalls. “And not many peo-
ple realize it but Karl was the first guy to
make a tapeloop and record an entire
hit single—"Stayin’ Alive’—way before
there were drum machines. He’s pretty
fearless when it comes to cutting up
tape, yet he made the transition to Pro
Tools scamlessly.”

Richardson and Galuten and Barry
Gibb were the natural choices for pro-
ducers when youngest Gibb brother
Andy made his major-league debut with
1977's Flowing Rivers. It was during this
period that Richardson says he felt the
most confident in himself as a producer,
largely due to the sense of openness
and honesty that had evolved between
him, Galuten and the Gibbs over the
course of several records. And, if there
is a key factor to long-term success for
production teams, particularly ones that
are brought together by serendipity like
this one was, then it's that mutual trust
and a clear division of talents—and re-
spect thereof—is a must. “That’s defi-
nitely true,” says Richardson. “Each of
us knew what the others were good at,
and we let each other do those things.
The result was hit records.”

Which kept on coming. The Bee
Gees' successes engendered demand
for both their songwriting and produc-
tion talents by other major artists, and
Richardson found co-production credits
on records for Barbra Streisand, Kenny
Rogers, Dolly Parton and others during
the 1980s as a result. “We had to turn
people down it got so busy during that
period,” he remembers. “We would do
things like go to Los Angeles for a day

to do Frankie Valli, then fly back and do
the mix for ‘Guilty.” (Which was the
first mix done at the Bee Gees’ new stu-
dio in Miami, Middle Ear, in 1980.)

DAYS ON BROADWAY
But what serendipity gives, it also takes
away. If Richardson felt empowered by
the team’s growing successes, then it
also made him more assertive in certain
areas, one of which was his suggestion
that Andy Gibb formally join the Bee
Gees, which did not sit well with Mau-
rice or Robin Gibb at the time. An inci-
dent in which Richardson replaced an
acoustic guitar part played by Maurice
Gibb on a track sparked what Richard-
son called a feud between them. The
team spirit was further drained by a cre-
atively fallow period for the band in the
mid-"80s in the wake of a $200 million
suit against RSO. “The sense of cohe-
sion and creativity was beginning to
peel away,” Richardson recalls. “Albhy
had already moved on to other things. It
may have been time for this to happen.”
Any esprit de corps was dashed com-
pletely with Andy Gibb’s death in 1988
from heart failure. (Ironically, just before
Andy’s death, the Bee Gees considered
including him officially into the band.)
But, by then, Richardson had not only
departed the team but was also reinvent-
ing himself, this time as a sound designer
for Broadway shows, which also led to
recording cast albums. His repertoire
now includes The Scarlet Pimpernel,

Jekyll & Hyde and Civil War. The shift

came when he met budding composer
Frank Wildhom in Orlando and formed
a professional relationship that Richard-
son says “has driven the last 10 years of
my life.” But, as when he went from fix-
ing radios to audio engineering, he real-
ized he needed mentoring—-“dozens of
wireless microphones and 75 speakers
for one show was very different from
making records,” he exclaims—and
found it in two veteran Broadway sound
designers and FOH engineers, Scott
Stauffer and Cindy Hawkins, whom he
credits as his “Broadway gurus.”

Karl Richardson has now become
the Pro Tools guru for Audio Vision,
and the studio is expected to have
added new rooms by the end of the
year, one of which will be Richardson’s
Pro Tools editing and recording suite.
Yet another reinvention of the self. But,
in retrospect, he says he would not
change a thing. “It’s really been one
heck of a ride,” he says, “and it’s not
over yet.” |

Dan Daley is Mix’s East Coast editor.
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Comedy and Music

BY ERIC RUDOLPH

The riotously funny and criti-
cally acclaimed  The Chris
Rock Show. which explored
the boundaries of outrugeous,
politically tinged humor for

four years on HBO, began
qach night with a barbed

stand-up routine, then
brought out a guest, then fea-

Charlie Jones, at right, in
Audio Control.

Below: Audio tech manager,
Torn Holmes at the monitor
mix position.

Bottom right: Paul Cohen at
the FOH mixing pasition.

farch 20601 - rdeondnge com

ered a single musical num-
ber, usually with amped-up
energy. It's not easy o trans
late the rucous feel of a live
audicnee 1o the small screen
at home, but Chris Rock did
it every Friday might, and the
show’s commitment (o on-air
and in-studio audio  quality
plaved a large role. Ir fact, &

on Centerstage

our of the production (made
during the fast days of the fi-
nal scason, which ended just
after Tharksgiving—after
four Em yminations, the
show was cancded), showed
just how TV shows can iy
corporate live saund systems,
without compromisc.

The Chris Rock Show used

what was essentially a small
touring package for the in-
studio musical sound  rein-
forcemen:, and there was a
definit¢ methad 1o the seem-
ingly audio overkill. Star and
executive  producer  Rock
wanted the tapings 1o be high
encergy and fun for the studio
audience. “The Chris Rock
Show was the closest thing
[I've done in television] o a
real, live stage show.” savs
FOIl engineer Paul Cohen.
“Grandmaster  Flash  [the
show’'s musical director and
founder of the seminal 1970s-
1930s-era rap group Grand-
master Fiash and The Furious
Fivel would warm the crowd
up.” spinning and scratching
records on his two turntables
from his mid-audience perch.
Then  the warm-up MC

—CONTINUED ON PAGE 86
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SGORING TO SURVIVE

Russ Landau Tracks the Hit CBS Series

BY DAVID JOHN FARINELLA

He knew! Composer Russ Lan-
dau knew that Richard was tak-
ing home the million bucks last
fall, and he didn't tell a soul.
“We had the option of know-
ing, and David [Vanacore, his
musical partner] and 1 dis-
cussed it,” he says. “We didn’t
want to know, we wanted to
watch the show from a view-

er'’s perspective and not have
things given away and score it
that way. You don't want to
open that Christmas gift until
Christmas morning.” But then
he found out anyway. His job
can't be done live, in real time.

Russ Landau is the man re-
sponsible for coming up with

the haunting introductory score
to last season’s smash CBS hit
Survivor. To hear him explain it,
the process wasn't easy, and all
he knew was that it had to be
big. “I think T wrote 14 or 15
very big, cinematic, over-the-
top orchestral themes,” he re-
calls. “But the show was reality,
and it was drama, so it was
dram-ality. They mine for stories

~SURVIVO

N ouTBACK

during the show, so it does have
a drama quality to it. But is it
funny? Is it serious? Is it danger-
ous? Is it adventurous? Well, it's
all those things, so how do you
get that?””

The theme came to Landau
after a vacation that he and Sur-
vivor executive producer Mark

Burnett took with their families
to the ski town of Mammoth,
Calif. Once back in Los Angeles,
Landau wrote “Ancient Voices.”
“For me, at that point, the con-
cept was Lord of the Hies and
MTV's Real World,” he says. To
get that mood, the composer
turned to a recording of Russian
folk singers Tamara Smyslova,
Elena Sidorenko and Masha
Nefedova that had been collect-
ed by musician Paul Winter for
an Earth Beat album. The
women’s voices—Landau  ex-
plains they are singing “Yippee
Ki Yeah"—were edited, made
into a loop and then processed.

Landau was relieved once he
found the magic score; after all,
writing a show’s theme is tricky.
“It is kind of like writing a song
for an artist,” he explains. “You
have to pull in all these sources
and try to figure out what's go-
ing to identify this show, this se-
ries. What's going to be its
brand? You're putting a stamp
on the show, so it’s very critical.
It was trial-and-error until final-
ly we found something that the
show was about.”

Though he started his musi-
cal life studying as a classical
guitarist, Landau earned his liv-
ing as a bassist and record pro-
ducer before turning to key-
boards, samplers, computers
and scoring work. “And I'm a re-
ally bad trumpet player,” he
adds with a faugh. He edits, and
his studio is stocked with an as-
sortment of software, including
Logic Audio, Performer and
Cubase. His keyboards include a
Kurzweil 2500-X (his controller),
a GigaStudio (which replaced 14
Akai S2000s), Kurzweil S5000
and three E-mu Emulator-1Vs.

Still, Landau prefers working
with live musicians. “At the end
of it all, we use a combination
of synthetics and real, but noth-
ing can replace a real orches-

—CONTINUED ON PAGE 94
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SOUND FOR FILM

ADVENTURES IN TDM

PART 2: DEALING WITH

MIX

by Larry Blake

I heard a wonderful “definition” of the
goal of gymnastics during the broad-
cast of the Olympic Games last fall: The
athletes make what is extremely diffi-
cult look extremely casy.

While I would never compare the dif-
ficulty of what we do at the console to
what those young athletes do on a bal-
ance beam (1, for one, would have to be

Benicio Del Toro, left

and Jacob Vargas in a

scene from Steven

Soderbergh’s Traffic

PHOTOS COURITESY OF BOB MARSHAK/USA FILMS

placed on the beam by a crane) by any
yardstick, film sound is certainly the
most logistically complex of the sound
recording arts. We have to record, edit
and mix dozens, if not hundreds, of
tracks together into a continuous, seam-
less ribbon that stretches two hours long
and keep it in sync with picture through
sometimes hundreds of changes.

To deal with this high degree of dif-
ficulty, the film sound industry has
evolved a set of techniques and proce-
dures that allow sound editors and re-
recording mixers to deal with crazy
films, crazy filmmakers and crazy
schedules. While those techniques
made much sense in their day, I believe
that day has ended. To that end, this
month’s column (the second of three
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LOGISTICS

parts) will attempt to show the time
and energy shortcuts made possible by
automating virtual mixes in Pro Tools,
climinating consoles altogether.

When 1 first started explaining to
colleagues how I had done a film com-
pletely within Pro Tools using TDM au-
tomation (summer 1999), I received the
same response from a number of them:
It sounds like it would be good for low-
budget movies. There were two direct
implications from these comments:

Such equipment would not be up to
the demands of big Hollywood sound
jobs, and such a system would never
fly with re-recording mixers, because it
makes total use of what is normally
thought of as editing gear (Pro Tools)
and completely sidesteps their normal
equipment (an  elaborate film re-
recording console). Not to be over-
looked is the considerable amount of
money that the film post-production
community has spent on the latest gen-
eration of film consoles.

As I noted in my column last month,
I viewed my work this past summer and
fall on Traffic as a chance for me to an-
swer the first implication and to prove
that these techniques were ready for
prime-time Hollywood. T should note

that Traffic was not, by any stretch of
the imagination, a complicated sound
job according to today’s standards. We
didnt have crazy picture changes or
dozens of tracks of effects. It was a
straightforward  sound job, no easier
than most, a lot simpler than many.

The important thing to note is that
my experience (both on Traffic and on
Housebotind in 1999) leads me to be-
lieve that the more complicated the
film, the more this technology makes
sense. (I'll deal with this shortly.)

As to the second implication, let me
answer that with an old proverb: Don't
let the peasant know how good the
pear and cheese are together. Transla-
tion: Some of the best things in life (or,
in this case, film sound) are also the
least expensive. Is not exactly in the
best interest of the feudal lords, er, stu-
dios, to embrace new technology that
makes obsolete the very expensive
consoles they have recently pur-
chased. Perhaps the most direct
analogy would be to re-recording
mixers, who would understandably
want to keep the role of the con-
sole (in film mixing) as this forbid-
den, impressive contraption, in-
stead of merely being a control sur-
face for a workstation.

Perhaps the best way to illustrate
all of this is to walk through a ver-
bal “time and motion” study that
compares the ergonomics of virtual
mixing to the time-honored tech-
nique of record-as-you-go, as prac-
ticed in all US. feawre film re-
recording.

In the standard film mix situa-
tion, there will be two separate
mixing/recording periods: premix-
ing and final mixing. (Important
though it may be, I will always re-
gard printmastering as a controlled
transfer and not any form of creative
mixing.) Premixing involves the
recording of anywhere from four
(probably dialog, backgrounds, Foley
and hard effects) to 20-plus separate
groups (if you factor in ADR, group
walla and sound design, plus many
levels of hard effects).

The first premix on the first day will
involve setting up a workstation or two
to play back the cut sessions, which
will usually have, at best, basic volume
mapping. The mixers will go through
the standard ritual of checking tones
from the recorder, setting up the mon-
itor matrix and the PEC/direct keys to
reflect the material at hand. The
recordist in the machine room will

—CONTINUED ON PAGE 96
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—FROM PAGE 82, CHRIS ROCK
would segue that energy, and [the tape
would roll and] Chris would come out,
and we'd tape straight through as if the
show was live.”

“Chris liked to keep the energy lev-
el high and going straight through,”
adds The Chris Rock Show's young, en-
ergetic and enthusiastic mixer Charlie
“C.J."” Jones. The show was indeed con-
ducted as if it was going out on the
coaxial live; short live or pre-taped
bridge comedy segments allowed for a
few minutes of musical soundchecking,
so the half-hour show could be taped
straight through in that exact amount of
time. “We rarely did the musical num-
bers a second time,” Jones explains,

again noting the star’s interest in main-
taining an energetic live feel. “So it was
imperative to get the music mix right
the first time.”

Getting it right from the start was
crucial, because there was no multitrack
recording of the music and therefore no
audio post-production (except to fix oc-
casional glitches). “With the show’s rep-
utation for audio quality, yes, some acts
and their managers were surprised to
learn there was no multitracking or
post,” acknowledges Jones. Also, multi-
tracking was eschewed for the practical
tact that the show taped at 6:30 on Fri-
day evenings and aired at midnight,
leaving precious little time for retakes or
tweaking.

WHISPER AND SHOUT

We'll get back to the music in a minute.
The show is about Chris Rock, and the
biggest challenge for Jones came in
dealing with the wide dynamic range of
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the star’s voice. “Chris Rock’s voice, in
musical terms, ranges from pianissimo
to fortissima,” Jones explains, “and 1
wanted to capture that dynamic range
50 his voice would be right in the view-
er's face; 1 wanted the viewer at home
to feel like they were in the studio au-
dience. So I needed to get the presence
right without overmodulating.”

All show talent used RF lavaliers.
Typically, the level on the body pack of
a Sennheiser wireless lav unit is set at
three, Jones explains. However, with
that setting Rock was “overmodulating
like crazy. We went to two, then to one
and we lost the presence at that lowest
setting and could also hear the com-
panders punmping. So we ended up
back at rtwo, which gave us just the right
balance of presence and signal-to-noise
withous distortion.”

The star’s mic was compressed with
the inboard compression unit of the
(custom-made for CBS) angled Neve

Above: Ice-T guests on the secson finale of
“The Chris Rock Show,” and, at left, Red Hot Chili
Peppers make an appearance in September 1999.

7056 board, on which jones mixed the
nonmusical show elements. and from
which the final mix emanated. For the
star’s mic, Jones used a 3:1 compression
ratio with an average gain reduction of
six to eight dB with the threshold on the
limiter at plus-eight.

(The Chris Rock Show taped its final
season at CBS's huge production facility
on West 57th Street in Manhattan, in the
largest studio there. Jones notes that the
room hosted the early days of The Ed
Sullivan Show before that long-running
variety hit moved to the Broadway the-
ater that later came to bear Sullivan’s
name. David Letterman currently broad-
casts from that theater,)

Another challenge in dealing with
the star’s voice was the fact that the stu-
dio was kept quite cool, around 50 to
60, and so there was a lot of ventilation
and mechanical noise. “There was a gi-
ant AC duct right over Chris’s home
base that would blow air right on him,
I had to use some tactful EQ to lose it,”
Jones says. He notched the noise out at
around 80 to 100 Hz, 200 to 300 Hz and
again at about 700 Hz to one kHz. He
confesses that during many of the in-
terview segments, he had hoped that
the guests wouldn't move around too
much, because a small wrn of their
body in either direction would send a
whooshing sound into the guest’'s mic
from the ventilation system.

An invaluable aid to deal with the
noise was a Dolby CAT-430 back-
ground noise suppressor, a “sophisti-
cated low highpass filter that sucks out
all of the room noise but leaves integri-
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nvoof the voice,” Jones explains, The
Dolby CAT-430 unit was used for all of
the show’s lavaliers.

The other talent mics were run
through a dbx 160S with a ratio of
about 1 and a gain reduction of
about six dB. The sterco output of the
Neve (the show was mixed to stereo

not to surround) was set at about
1.5:1, with “scant gain reduction so
that the peaks would stay at about
plus-cight 1o plus-12." Jones notes. A
Dorrough  loudness meter “allowed
me to see the peaks so 1 could run the
program as hot as possible without
distortion. That. together with  the
Neve stereo compressor-limiter, kept
me from going too far into the red.”

IN THE HOUSE
The main house svstem, the one that
got the audience pumping, was sup-
plied by Clair Bros. and included a 32-
input Clair Bros. CBA console and 10
Clair Bros. S-4 speakers (six S-4s and
four S-4 subwoolers). “Tve alw:
wanted to hang S-4s in a TV studio,”
says Cohen with o mischievous grin.
The main S-4 cabinets were hung in
groups ol three, stage right and left.
The freedom o make the in-studio
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» 2 x 1700 Watts @ 2 Ohms(VS-34}
2 x 1000 Watts @ 2 Ohms(VS-20)
» High Sustained Power Output
¢ Frequency Response 20Hz-30kHz
¢ THD 0.05%
*5/N Ratio > 100dB
¢ Speakon And Binding Post Outputs Standard
¢ Switchable Limiter

Chris Rock, Jay-Z and Al Sharpton this past November on the set

sound reinforcement live large was ex-
hilarating for Cohen. “I've never had a
[TV client allow me o do what 7he
Chris Rock Show did.” he says. “Having
an audicence of 250 people and 10 S-4s
is vastly out of the norm. I never meas-
ured the audio output, but T know it
was butt-loud!”

“S-4s are not usually used in TV stu-
dios.” <xplains Greg Hall. business
manager tor Clair Bros. "Normally, TV

uses more of a distributed system rather
than something that provides the gee-
gosh-wow and bump” of the S-is. a
four-way enclosure with two 18s, four
10s, one horn and a tweeter array. Four
S-1s alone are “cnough PA. to do a
1,500 10 2,500-scat theater,” he notes.
“The S-4 is our flugship touring box and
is used by cveryone. It is a very pow-
erflul, constant-coverage. full-ringe cab-
inet made for vocal intelligibility and
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Introducing the Universal Audio 2-610™ Vacuum Tube Microphone Preamplifier

Wouldn't you like to fall in iove with making music again? The UA
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Unlike other “vintage style” mic preamps, the UA 2-610 — modeled
on the Putnam-designed 610 console — is true to its heritage.
From Sarah Vaughan to Frank Sinatra, Pet Sounds to LA Woman,
the 610 preamp left its imprint on countless classic recordings.

UA Classic Compressors

Whether you're tracking pure analog
or running a digital studio, you'll find
the UA 2-610 the perfect companion
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Teletronix LA-2A Leveling Amplifier.
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components.
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Custom transformers feature
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winding techniques; every tube
is scrutinized before qualifica-
tion. Our expert analog design
team has produced a classic tube
mic-pre with uncommon character
and uncompromising quality.
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> HF/LF shelf stepped EQ controls
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good dynamics.”

Additionally, the use of four $-4
subwooters initially struck Hall as gild-
ing the lily. “The S-4’s two 18-inch
speakers usually take care of the lows;
there’s normally not a need for subs,”
he says. (Hall did not deal directly
with the show and so was unfamiliar
with the gear list; he noted that Mike
Wolf was the Clair Bros. project man-
ager for the show’s gear, which was
assembled by FOH man Cohen. Wolf,
however, was busy arranging sound
reinforcement for a last-minute con-
cert at Camp David to honor President
Clinton a week from the election
when Mix called. Understandably,

tUC

Wolt was 0o busy to comment.)

THE STAGE
“My music console was a Clair Bros.
CBA,” Jones says. “It was designed as
an FOH board, but the sonic quality is
so high that it made a very good on-air
console. Engineers would come in and
see it and say, ‘Wow, this was my con-
sole from when I first went on tour’ and
be thrilled to see it. The mic preamps
are superb and the EQs are accurate. It
is a very open and dynamic-sounding
console.” Jones used Genelec 1030A
control room monitors and an Auratone
Sound Cube as a mono reference.
Jones also used Lexicon PCM 80 and
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PCM 42 delays and an Eventide Har-
monizer to round out his outboard ef-
fects. “The Eventide helped me to re-
create the sound of the guests’ records
or to create an entirely new vibe, as we
often did,” he says. “Most of the records
[of our musical guests] had the vocals
cut quite dry with a lot of chorus effects.
The Harmonizer was a great help in re-
creating those effects.”

However, Jones occasionally would-
n’t even listen to the musical guest’s
record, especially if they were appear-
ing with a backing lineup that differed
substantially from the recording. “A lot
of the artist’s records were basic hip
hop grooves, everything MIDI'd,” he re-
calls. “But some of these acts, notably
Common and Jill Scott, showed up with
live drums, bass, horns and Fender
Rhodes piano.”

Mic selection was kept simple. Jones
had occasionally served as an A2 for in-
dustry legend Ed Greene at the
Kennedy Center in Washington, D.C.,,
and he learned from the veteran the im-
portance of a simple microphone se-
lection for television work. “Ed Greene
always kept things simple in order to fa-
cilitate the fast musical turnovers televi-
sion dictates,” Jones says. “As an audio
lover, the temptation is to always search
for the best-sounding microphone, but
so often it comes back to 57s and 358s
and a few condensers. On Chris Rock,
we always started with a simple foun-
dation, using the things we know well,
because one had to get it right the first
time.

“The M88 is my favorite kick mic for
television,” he continues. “You want the
kick to have the thud, the actual smack,
to create the feeling of tempo and pulse.
I'd also use an SM91, which also has a
good punch and attack that translates
well to TV.” Otherwise, he would use the
standby SM57 for snare and SM81 for hi-
hat, SM98 for toms and SM81 for over-
heads. Amplifiers nearly always took
SM57s, as well; basses were either Coun-
tryman DI or SansAmp DI units.

Lead vocal mics were also sent over
a Shure RF system. “We had a mic unit
that we would use with either an 87 or
a 58 capsule, and everyone was happy
with them,” Jones relates. No one ever
brought their own vocal mic, he says.

Clair Bros.” low-profile 12AM wedge
monitors were mixed on a Yamaha
PM3000 console situated directly be-
hind the performance area. Four of the
foldback boxes were hung above the
stage. In addition to the 10 S-4s, 30 Tan-
noy 1-12 boxes took the nonmusical
show sound elements from the other



BRYSTON PROFESSIONAL ST AMPLIFIERS

Introducing a New Standard
in Professional Amplifier

Design and Performance

In the demanding professional
cnvironment, vou need an ampli
fier that is rransparent, neurral
and uncoloured. You want to hear
the music, not the clectronics.
Preserving the integrity of the
source signal is paramount ro

Brvston’s design philosophy.

Bryston amplitiers are versatile
performers, designed tor use in a
variety of demanding protessional
and commercial applications,
including high quality recording
studios, radio and television
broadcast facilities, theatre and
soundstage amplification, arena
and nightclub installations and
multi-amplitied speaker svstems

ot all tvpes.

Listen past the equipment and cxperience the performance as intended. Bryston professional ST amplificrs
Srom the top: 85 ST 4 channel 120 wpe, 5B ST 3 channel 120 wpe, 4B ST 250 wpe stereo, TB ST 500 wart

mono. Not shows is the 3B ST 120 wpce sterco.

Qur ultra-linzar input buffer
with-gain feeds the amplifier
channels from both balanced
and unbalancec inputs, result

ing in sizakbde reductions in

Power supplies are completely
independent per channel and
employ multiple smaller filter
apacitors, rather than single

large filter cans, improving

Wiring harnesses have
completaly eliminatad, so that
channels plug directly ont
the power supply PZB, redu
ing resistance and improving

current fiow

Musu: noise floor and distortion high frequency response
f[][ a Bryston Ltd. FO. Box 2170, 677 Neal Drive, Petert
i Tel (705) 742-5325 Fax: (705) 742-0882 In the U.S. 104 West Lime Ave
GE"E[a“U" A 91016 Tel 818 359-1454 Fax: (818) 359-9672 World Wide Wet
CIRCLE #119 ON PROOUCY INFO-'CARD

N [ osTon




“The thing | like most about the
3541 is the sound pressure
handling,” says Steve Power,
producer of “Sing When You're
Winning,” Robbie Williams'
latest hit album. “Robbie’s got a
hell of a loud voice. We had a
track on the previous album
where half thz2 vocal was
completely ruined because there
was no mic that could handle his
volume - he'd already distorted it
before it got anywhere near the
mic amp! The 3541 can actually
handle it.”
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console at the FOH, a 48-input Allen &
Heath GL4000.

THE GUESTS, THE AUDIENCE

When Mix visited the taping of one of
the final shows, musical guest Jay-Z had
to redo his performance of “I Just Want
to Love U (Give It 2 Me).” The audio
department did not cause the glitch; the
members of the group were too often
cloaked in shadows as they moved
about wildly on the stage. Additionally,
the group’s DJ was a bit late in trigger-
ing the backing track from his onstage
Replay unit. (Jay-Z, who had
subbed at the last minute for
no-show R. Kelly, didnt ar-
rive at the studio until mo-
ments before the 6:30 taping,
so there was not a musical
run-through whatsoever, per-
haps explaining the miscues.)

The audio preparation for
the musical guests was typi-
cally somewhat more in-
volved. Normally, Jones’ au-
dio technical manager, Tom
Holmes, reviewed the act’s
specifications with the band’s
representatives early in the
week and “knocked their input list
down to 30. Most of these acts were
touring and so were used to 40-plus ins,
but we limited everyone to 30” for the
sake of simplicity, Jones explains.
Holmes wrote and circulated the down-
sized input list, and the load-in began
early Friday afternoon, leaving about
two hours to set up and run through the
song twice. “That’s it,” says Jones, re-
garding musical pre-production.

While there was no musical multi-
tracking, it wasn’t all flying by the seat
of the pants. The show was videotaped
to Digital Betacam, and the format’s au-
dio tracks were used to isolate the main
mics, including Rock, the interview
guest, sketch actors, Grandmaster Flash,
as well as the stereo bus of the audi-
ence, in case something crucial was
flubbed.

The audience was intensively cov-
ered, using 20 AKG CK-31 mics sub-
mixed to a Mackie 24x4 board that sat
upright in a dark corner of Jones’
crowded control room (bearing a label
scrawled on masking tape reading, “Au-
dience”). Why such intense coverage?
“When you're doing TV comedy, the
most important thing is the audience re-
sponse, and this was especially impor-
tant in The Chris Rock Show,” Jones
says. “You want at least one mic for
every 10 to 20 people. This was the first
season we used the AKGs; previously,

the mics were SM81s, but the art de-
partment asked us if there was some-
thing smaller, for the sake of appear-
ance, and we just loved the sound of
the tiny AKGs.”

For communications, Jones employed
a 40-matrix Telex system. Because the
producers wanted the stage managers to
be on comm even when they were on
other floors (where some of the dressing
rooms were), antennas were placed
much more widely throughout the studio
area than is common.

Jones was thrilled with his audio
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crew, who were “the most top-notch in-
dividuals that could’ve come together as
a team. They've all worked on the
Grammys, VH-1 or MTV and were the
strongest unit of audio professionals that
I've ever worked with.” They included:
Paul Cohen, FOH; Tom Holmes, audio
technical manager; Tony Bandelato,
monitor mixer; Dennis Deane, RF A2;
Larry Gumpel, communications A2; and
alternates Sean Kelly, Skip Tent and
John Pernal.

Jones came to The Chris Rock Show
from Black Entertainment Television
(BET), where he worked on several
shows including Teen Summitand BET
Tonight with Tavis Smiley. There he was
confronted with every conceivable tel-
evision audio challenge and learned a
great deal. But how did the famously
BET-bashing Rock respond when he
learned his audio mixer was recruited
from the cable network that he so hu-
morously derides in nearly every other
show? “Chris and I never talked about
my coming from BET, but producer Liz
Stanton Tormey, who hired me, used to
laugh” whenever Rock would make tun
of BET, Jones notes. “It is interesting,
however, that so much of my knowl-
edge came from my BET experience.
There is some irony there.” |

Eric Rudolph is a freelance writer in the
New York City area.
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—FROM PAGE 83, RUSS LANDAU

tra,” he says. “There’s nothing like hav-
ing humans playing their parts together.
As much as [ love the ease of writing—
and I say ease reservedly—with com-
puters, pencils and paper, an orchestra
is the most pleasurable way for me to
write. It's so much fun to sit in the mid-
dle of an orchestra and conduct and
hear your music come alive. I use the
tools that are available to me and what
the budget sort of dictates that we use.”

It wasn’t budgets but time that dic-
tated Landau’s work with partner Vana-
core during Survivors first season.
Their first assignment was to come up
with 10 three-minute pieces that could
be used throughout the season. “We
gave those pieces to the [picture] edi-
tors, and they started cutting to the mu-
sic, which gave the show almost a mu-
sic video kind of look,” Landau says. “It
worked out kind of nice, because then
we could do these wacky kind of
groove pieces with our elbows in the
music, and the editors would take ad-
vantage of the elbows.”

As the show progressed, the rela-
tionship between the film editors and
the composers changed. “The film ed-
itors started editing the music, which
provided all kinds of interesting results
that I actually really liked,” Landau re-
calls. “Where as 1 edit from a sound
point of view—TI'll cut something on
the beat, I'lt cut from the melody or
whatever seems musical—they’re cut-
ting from a visual point of view that
created these jarring edits.” From week
to week, they'd take that collaborative
effort, smooth over some of the edits
and rescore others before delivering
Tascam DA-88s locked to picture.

Looking back over the first season,
Landau remembers a couple of tough
scenes. The first revolved around
Richard’s use of a spear to hunt fish.
“He was pretty damned cut throat, and
it was kind of horrifying,” Landau says.
“He was maiming fish, and I had to find
a way to soften the blow so that it was
palatable to watch him. So I had to
come up with this happy, hunting, trib-
al thing that would make it seem more
ritual and nawral.,” Then, of course,
there were the rat scenes. “When they
were getting ready to chop the heads
off of the rats, you can’t make fun of it,
but you have to soften it a little bit,” he
explains. “It’s pretty tough, and we had
to find ways of softening it by making
it more adventurous and lighthearted in
a way without being funny.”

One of the other challenges that the
team faced was the fact that they could-

n't compose consistent themes  for
characters that might not be around an-
other week. According to Landau,
though, they were able to do some fun
things. “Richard did have his own
quirky cues, because he was a quirky
guy,” he says. “B.B. was fun to write
for, because he was so cantankerous
and you'd want to outline that. Every-
body loves Rudy. I love Rudy. Rudy
was sort of like a father figure. Colleen,
there’s nothing you could do wrong
with Colleen; she looked great no mat-
ter what. Greg was quite interesting. He
got these very psycho-quirky melodies,
because he was kind of a psycho-
quirky guy.”

While he won't discuss characters for
Survivor 2, Landau is happy to talk about
the show’s new opening theme. The
conch shell has been replaced by the
didgeridoo, which was recorded live
from the Undara Lava Tubes using a
Macintosh PowerBook, Digi 001, a glob-
al star satellite system and Rocket Net-
work technology. Aboriginal didgeridoo
player David Hudson performed the
track. Rocket allowed them to track Hud-
son’s performance and beam it back to
Wild Wood Studios in Los Angeles,
where it was mixed in real time.

The didgeridoo will be a main sta-
ple of the season’s soundtrack. “It is al-
most like voice,” Landau explains.
“There are so many different kinds of
sounds that you can make with one. It's
like singing, so there's a lot of different
textures that we can fold into the mu-
sic. It doesn’t just have to be drones, it
can be animal calls and spiritual calls.”

Landau is excited to be working
with Hudson and learning more about
the Aboriginal history. “This is a cul-
tural collaboration, so we can really get
into having all of this great world mu-
sic all come together,” he says.

When all is said and done, is there
a small part of Landau that is worried
his theme song will go the way of the
Gilligan's Island theme song? “What
would be wrong with that?” he an-
swers. “It's television, after all. It seems
that somehow the theme has managed
to become woven into a minor part of
the American culture right now, and
that is a huge honor for me, to have
something that everybody seems to
know. We're writing pop music, and
TV themes are part of the pop music
lexicon, so that would never disturb
me. If it has that longevity, then great,
fantastic.” n

David Jobn Farinella is a freclance writer
based in the San Francisco Bay Area.
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—FROM PAGE 84, ADVENTURES IN TDM

patch the outputs of the workstation in-
to the desired board inputs, plus all sig-
nals going to and from the recorders.

Some of these tasks will remain con-
stant from reel o reel, so mixers who
have totally automated boards will cre-
ate templates for each type of premix.
Nonetheless, there are certain proce-
dures that must be done a la carte dur-
ing cach premix, like changing output
busing, plus the very obvious, punch-
ing in and out as needed.

The premix of a given food group is
often preceded by the ritualistic laying
of the cue sheets end to end to see how
to best split up everything with the idea
of control in finals. The mixer might
want to take certain effects originally
cut for the A predub and combine them
into the B predub so that a certain con-
troversial A element can be kept by it-
self. Sometimes, the change can be ac-
complished by re-busing during the

premix; sometimes, it requires more
complex shuffling of tracks.

And all of this is re-created every
time a new food group is premixed: a
new monitor setup, new outputs from
the workstations, new group of rec-
orders and a new set of previously
recorded premixes to be put back in
the monitor.

All of this takes time, much of it of
the “wasted” variety. Furthermore, with
cach tick of the footage counter be-
neath the screen, the mixers are record-
ing the material “for the first time.”
Translation: Although the materiat has
probably been mixed at least once be-
fore for temp dubs, those EQ, fader,
ete., decisions are history. Result: All
that time in the temp has also been
wasted.

When picture changes are explod-
ing at the last moments of a mix, as is
all o frequent these days, sound edi-
tors find themselves in the middle of a
mountiain of material, faced with the
question, how much do I have to con-

problems within premixes.

PO FACTO: Consult a dictionary.

smart-aleck director of Traffic.)

This month's glossary focuses on terms applicable to Pro Tools users.

CHAMPIONSHIP CALENDAR: When marketing- and PR-types in film sound try
to make it seem that being the first to use a piece of equipment is ipso
Jacto proof of a quality sound job. In fact, such statements—e.g., “The
first all-digital film"—are footnote fodder at best, especially because
claims like these are a dime a dozen these days.

AUXILIARY INPUTS: Input channels in Pro Tools sessions that can't record
audio to or play it back from hard disk but are used to control the re-
turns of plug-ins, such as reverb. They can also be used as sends or re-
turns from analog or digital outboard gear.

SWEETENERS SESSIONS, FINAL MIX: Pro Tools sessions that are designed to
accompany premixes at the final mix, either to add new sounds or to fix

Pro Toois: The digital audio editing system of choice among slightly
pasty, overweight Caucasian males. (This definition is courtesy of the

Pro Toois 5.1: The next major software upgrade for Pro Tools, incor-
porating multitrack panning and busing. There is also the claim that ses-
sions with extensive TDM automation can be opened on any system, re-
gardless of DSP horsepower. While the automation data can’t be ac-
cessed, neither will it be blown away, as is the case today.

—Larry Blake
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form? The casiest answer is always to
conform only the final mix stems. This
can be done very quickly, but this is
only workable with simple deletions
that don't require remixing, and if they
do, then they are of a level nature on-
ly. To solve this conundrum—how you
change something from itself—the old
stems are cloned so that they are si-
multaneously on the recorder and a
dubber. It's a snap to match levels,
punch in, adjust levels and match back
to tape mode convert.

But more often than not, it's con-
sidered better hygicne, if not simply
necessary, to conform all predubs and
stems. What might have begun life as
15 FX predubs became a single 6-track
FX stem, and internal mix changes re-
quire access to everything. But the list
doesn’t stop there, because you also
have to conform any relevant sweeten-
er sessions that are running at the final
mix plus the console automation data.

Add, on top of this, there are some
techniques that cannot be automated
and must be manually written down and
re-created, if made necessary by a pic-
ture change. The most common exam-
ples of this are when predubs are offset
(either to correct sync problems or to
creatively move the position of some ¢l-
ements) or when a nonautomatable
picce of outboard gear was used.

Oh, yeah, we've forgotten about this
400-pound pink elephant in the middle
of the room: What about the original
editing units and their sessions? This is
the only way to really have maximum
flexibility, and you could be talking
about 30 different sessions, spread
across who knows how many drives.

So, let's list what needs to be done
to keep up with a change that's only
a one out of 10 in the degree of diffi-
culty (keeping the gymnastics analo-
gy going at all costs here, folks): Con-
form stems (four 8-track groups), con-
form all premixes (20), conform all fi-
nal mix sweetener sessions (believe it
or not, sometimes these can total 10;
see glossary entry), conform all edit
sessions (30) and, if you're so willing
and able, conform console automa-
tion data. Let’s not dwell too much on
such niceties, because the material
will make its way from digital dubbers
to the edit rooms. Are files renamed
so that the editors have an idea what
they're dealing with during conforms?
This is a huge amount of time and ef-
fort just to keep track of something
that is going to go away at the end of
the final mix.

This is no way to run an airline, in
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SOUND FOR FILM

my book.

Now, let’s compare and contrast vir-
tual mixing. To recap those joining this
program in progress, what we’re talk-
ing about during this three-part series
is about mixing entirely within TDM
automation, with all EQ, reverb and
processing handled by plug-ins. (The
issue of perfunctorily doing everything
in TDM automation, and resisting the
temptation to use external gear, will be
discussed next month.) Level adjust-
ments are made with moving fader au-
tomation on workstation control sur-
faces. Premixes are “recorded” as au-
tomation data only and begin using da-
ta from the temp dubs. Clear?

with only your master stage sessions,
numbering from four to eight. That's a
lot less than 50, no?

Okay, what are the downsides of this
approach? First, it requires much more
brainpower, not to mention DSP horse-
power, than simply conforming audio.
This is especially true when dealing with
auxiliary faders: Danger, Will Robinson!
There’s also the issue that, after your first
temp, any editor who will be conform-
ing and tweaking those sessions has to
have a Pro Tools rig that is stocked with
the requisite DSP and all of the plug-ins.
This obviously limits the number of ed-
itors who can work on a project, so you
have to delegate the manpower alloca-
tion carefully,

The funny thing is that, while I've

has always been the “word proces-
sors,” which were really just typewrit-
ers with computer memory and stor-
age. They were on the market to make
warm and fuzzy objects out of these
new, complicated, high-tech units
called personal computers. Eventually,
even die-hard technophobes discov-
ered that computers were not all that
complicated, bringing with them dis-
tinct benefits that could only be had by
using the genuine article.

You, indeed, can have your film
sound pear and cheese and eat them
t0o. You can supervise the sound edit-
ing and re-recording of a major feature
film without having to wind up with the
whole big Hollywood sound apparatus.
Yes, Virginia, flowing from the sound

FI.OWlNG FROM THE SOUND EDIT TO MIX WILL

MAKE THIS DIFFICULT PROCESS LOOK EASY.
NOTE THAT | SAID, “LOOK.” —LARRY BLAKE

On a low-budget movie when you
don’t have that much material (and, in-
deed, resources), you can get away
with two large sessions, the logical di-
vision being dialog and music on one,
and all Foley and sound effects on the
other. As I said last month, we had four
on Traffic: dialog, music, BGs and Fo-
ley/hard cffects. Even the craziest of
films could be done with seven, with
separate sessions for Foley, two for
hard FX, and a separate one for ADR
and group walla. Maybe an eighth one
dedicated to source music, if this is
used extensively.

There is huge cumulative time saved
from the first day of premixing: There
is no busing to be messed with at any
point. Each session’s outputs define the
layout of its respective stem, and it
stays that way from the temps to the
last day of the finals. I set up the mon-
itor matrix one time on that first day so
I could easily mute and solo groups as
needed. Sure, there might be panning
changes with sound effects, but again,
these would be mimicking decisions
made during the temp.

And let’s not forget that dealing with
picture changes require you to deal
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expended all of these words showing
the advantages of virtual TDM mixing
with respect to dealing with the specter
of picture changes, I've managed to
omit the real reason why I've chosen
to commit my soundtracks to this ap-
proach: It brings the art and craft to the
next level, giving me a level of creativ-
ity that’s simply not possible when you
have a Mason-Dixon line between
workstation and console.

I certainly understand any misgivings
that sound editors and mixers might
have with regard to this technology and
the instinct to use it in a hybrid situation,
getting one’s toes wet before diving in
head-first. Indeed, I had used a hybrid
situation on a half-dozen films, using
completely automated consoles (O2R
on low-budget films, Harrison Series 12
on the tonier ones) being fed from mul-
tiple Pro Tools workstations. I did al-
most all of the EQ and reverb within
TDM, using the consoles for level and
output busing,.

However, I felt that merging the two
approaches simply slowed everything
down and diluted their best parts. The
quintessential pejorative example of a
hybrid approach to new technology

edit to mix in this manner will make this
difficult process look easy, just like
those athletes on the balance beam.

Note that I said “look.” While much
of the needless logistical headaches are
removed, the hard pars—creating the
right sound for the image—is still a func-
tion of your taste and elbow grease. If
you want to brag about the fact that your
mix was “completely automated,” then
be my guest. 1 shudder to think of the
variants of Championship Calendar that
will be played with this next level of
technology, now that every possible fla-
vor of “all digital” has been milked to
death for the past 19 years.

Tune in next month for the final ex-
citing installment. As always, you can
tell me why you think I'm nuts by writ-
ing to PO Box 24609, New Orleans, LA
70184, or swelltone@aol.com. |

Larry Blake is a sound editor/re-record-
ing mixer who lives in New Orleans for
reasons too numerous to mention, al-
though one of them woudd bave to be
that, if be’s at bome in January, be can
Lo to the King's Day party at the Gon-
zalez family home as he bas done for
the past 25 years.
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THE BITSTREAM

THE POWER PLAY

DOOM, GLOOM & DARKNESS ALL ‘ROUND

'm just now heading to Boulder,

Colo., seat of the U.S. data

storage industry and domestic
home to Sony’'s SACD effort, in an
attempt to better understand some
of the new production tools that
my clients and I use. I'm traveling
from L.A., the Seacoast of lowa, as
the basin was called long ago due
to all the Midwest transplants. My
visit to La La Land was not specif-
ically targeted at trendy nightspots
and posh restaurants, but a few
stops along the way certainly did-
n't hurt. No, it was the Surround
2001 show, a somewhat choppy
affair that combines useful infor-
mation with a healthy dose of
trade show fluff. Maybe it's time
to combine all “surrou