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PROFOSISIIGOBAL 20 -BI1T PICITAL AUBIO® RBCORDER

More Powerful and Affordable
Than Ever Before

f youre a commercial recording studio, Alesis’ new M20™ 20-Bit Professional

Digital Audio Recorder is the perfect solution for supplementing or replacing

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

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

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

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

1999
Nominee

PROPESSIONAL 20.@1T OICITAL AUOIO RECORDER

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

Alesis Corporation 1633 26th Street Santa Monica CA 90404 800-5-ALESIS www.alesis.com ALE'S
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Multichamel audio production and delivery is no mirage. lnnovations like Dolby Surround and

Dolby Digital deliver high-quality surround sound to consumers evervwhere. Dolby B allows
broadeast and post facilities to produce and deliver multichzumel audio using today’s infrastructure.
Whether through film. video. DVD. DVD-ROM. broadeast TV or the Internet, Dolby teclmologics
and products provide the tools to create exceiting surroumd sound...and that is no illusion.

For more information on our products. visit our website or call us for the dealer nearest you.

O Dolby

BREAKING SOUND BARRIERS

VST U A AN DI O O0OTH 221 S ' MB R 24-27 1999 / NEW YORN

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

Wootton Basscett. Wiltshire SN4 8QJ. England ¢ Telephone (44) 1793-842100 ¢ Fax (44) 1793-842101 » www.dolby.com
Dolby and the double-1) symbol are trademarks of Dolby Laboratories ©1999 Dolhy Laboratories fne. 899/12624
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PS1158 Back

(Canine SubWooferus)

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

Tannoy offers two simply powerful solutions.
The PSI10B (10 inch) project sub sports all the features
and flexibility required for 5.1 multi-channel mixing.
Most importantly, it's so affordable, multiple units can be
obtained for true low frequency steering without putting
you in the dog house. If you require high enough SPL to
shake up your milk bone, then perhaps the exhilarating
PSI15B, (15 inch) sub may be the pu
you're looking for. Whatever your
need, we guarantee a Tannoy sub
will go down wrell.

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

FOR THOSE WHO KNOW

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

Tannay/TGI Narth Arterica 300 Gage Avenue, Unit | *Kitchener, Ontaria,
Canado N2M 2C8+519 745 1158+ Fax: 519 745 2364

A N NNy r
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From the Editor
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L.A. Grapevine; NY Metro
Report; Nashville Skyline:
Sessions & Studio News;
Session Spotlight: Mark
Ambrosino’s Global
Grooves)

Studio Showcase

Ad Index

Marketplace
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On the Cover: We were cruising
across the Brooklyn Bridge on
our way to the AES convention,
and we needed to check some
reference discs of our upcoming
release. Fortunately, we were
able to flag one of those 24/96
Yellow Cabs. Good thing we
were in New York City, where all
the taxis seem to have the latest
gear. Thanks to illustrator Greg
Tucker for capturing the magic
moment.

AES SPECIAL
Mundreds of
| Mew.proowcrs!

OCTOBER 1999, MIX 8



RlMULTI-TRACK
"TLRECORDER
recording and mixing systems

e g that work the way you do
12, 24, 48, 96 tracks

Reel Feel remote

high speed incremental backup

analog, AES/EEU, or MADI interfaces

fast lockup and machine control
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SYSTEM

the high performance digital audio console
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Five reasons to go digital with System 5:

24bit, 96kHz signal path and recording via MADI, AES/EBU, or analog
fast, fun, traditionat style control surface with total automation and snapshot recall
world class mic preamps, EQ, filters and dynamics, with up to 48 grp, 48 mix, and 24 aux buses

N ’
4 Lod
powerful multi-format. multi-stem panning with integrated full-featured monitor ~_._E "
fault tolerant architecture . — "!, ””IX
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FROM THE EDITOR

ADVANCING THE ART OF SOUND

These days, it's easy to become so caught up in technology that we sometimes
lose our focus on the creative side of audio. Plug-in mania has replaced plugged-
in maniacs. Flving Faders have replaced flying fingers. And mouse clicking has
replaced tape flanging, Just in the nick of time, the 107th Audio Engineering
Society convention rolls into New York from September 24-27 with the theme
“Advancing the Art of Sound.” The emphasis on the artistic aspects of the audio
engineer seems both timely and commendable,

With the selection of legendary producer/musician Chet Atkins as the conven-
tion's keynote speaker, and the enormous variety of technical tours, papers and
workshops being presented, this AES definitely has a hands-on and back-to-basics
feel. Programs such as the popular Grammy* Professional Recording forum, the
three-day AES Platinum Artists and Producers Series and presentations on mic
techniques will no doubt appeal to veterans and rookies alike.

Then again. it is an AES show, so workshops on MP3, high-resolution audio,
digital radio, audio exchange via networking, multichannel mixing and audio for
the Internet will prove essential to anyone serious about audio. Checking out new
technologies is always high on anyone's list, and with a record 400-plus exhibitors
signed on at press time. the main hall at the Javitz center will be packed with the
latest techno-toys.

High on anyone's “must-see” list will be the North American debuts of the
Euphonix digital recording console, digital live boards from Yamaha and
InnovaSON, Digidesign’s low-cost Digi 001 workstation and standalone, disk-based
multitracks from Mackie and Tascam. And the market for analog gear remains con-
stant, with new recording consoles from Audient and Calrec, and the return of
Universal Audio, reintroclucing its classic LA-2A and 1176 tube compressors.

Rocket Network will no doubt generate interest with its client software (version
2.00, which allows for long-distance ADR, file tansfer or session collaboration—
without the expense of ISDN lines. Already supported by a growing number of
software vendors—including Steinberg, Emagic and Sonic Foundry—
RocketControl permits the creation of both public and private “virtual studios,”
where you can tweak signal processing, plug-in and mix parameters from a
remote location, with parties on hoth sides hearing the changes instantancously.
Besides the obvious applications—session players tracking without leaving their
homes, or cross-country playbacks for client approvals—the technology opens the
way for such interesting new concepts as studios renting time on their outhoard
racks or acoustic chambers during off-hours. The possibilities scem endless. ..

Meanwhile. in keeping with the New York AES theme, Blair Jackson interviews
this year's TEC Hall of Fame inductee, Tom Dowd: Maureen Droney talks with Mix
Master Jlimmy Douglass: Dan Daley looks at the state of New York recording: Mark
Frink visits the Tony-Award winning musicals “Annie Get Your Gun” and “Fosse™;
and Eric Rudolph discusses the Diana Krall project with producer Tommy LiPuma
and drops in on the new Springsteen tour. There's plenty more, including late-
breaking details on new technologies and, of course, our annual AES Products
Guide, with the inside dirt on more than 400 of this vear's hottest new products.
And if you're in New York for AES, drop by booth 13358 and say hello.

See you there!

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

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

signal hot enough to melt your

Phone 800-752-0732 www.quantegy.com
CIRCLE #005 08 /PRODUCT INFO CARD
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PUSH IT TO THE PEGS.

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

was worth the wait.

QUANTEGY

Professional Media

1999
Nominee




LETTERS TO MIX

FEEDBACK

PERCEPTION AND REALITY

I thought Paul Lehrman's article in the
August Mixv (“Making the Most of Audio
101—An Address to the Incoming Class
of 2003") was very insightful.

What really prompted me to write
was looking at the part of the article
about bad pay, working conditions and
so on from a different point of view. Al-
though Paul is completely correct in his
assessment, can we really just accept
this as okay in our industry? I propose
that it's a real problem. | think we are
losing many talented engineers and pro-
ducers who end up working as com-
puter system administrators in order to
earn a living and have families and do
other human things, Those experienced
people are then replaced by younger
people and the cycle continues, It's pos-
sible that this reality has an effect on the
perception (among clients, employ-
ers...) of our profession, which then re-
inforces the reality.

I don’t know what can be done
about it. I suppose it's driven by supply
and demand economics, but maybe it's
worth discussing,

Jin Moses

Technical Director. Audio Engineer

Princeton University Music Dept.

YAMAHA CONVERSION CARD
There are a couple of errors in Phil De
Lancie’s article on digital consoles [*Dig-
ital Consoles: News in the Music
Recording and Post-Production Mar-
kets,” July 1999] that need correction:

The Yamaha MY4-AD 24-bit conver-
sion card mentioned in the article is in-
tended for use with the Yamaha 01V
console, not the 02R/03D as stated; this
card is not compatible with those con-
soles, In addition, the card has user-
switchable input levels (<10, +4, +10),
not in‘out levels as stated in the article.

Larry llalia

Yamaba Corp. of America

SINKING OUR

TEETH INTO EXABYTE

I wish to know more about Exabyte
and DDP (mentioned in one of your
last articles on editing classical music).
Could you explain what formats are be-
ing used by mastering and duplication

10 MIX, OCTOBER 1999

houses, regarding Exabyte and DDP?

Also, is DDP a software program that
writes Red Book (or compatible) to the
Exabyte format? If so, is it proprietary to
SADIE, or can other DAWSs (like Pro
Tools) write DDP to Exabyte?

James Gruft

Doc/HG@aol.com

Brady Sharp of SADIE tech support replies:
An Exabyte is a backup tape drive that
we [SADII] support for backing up pro-

Ject files and aucdio files. A DDP is more

orless a CD image written to an Exabyte
tape. The Ixabyte Eliant 820 is the cur-
rent “standard” Exabyte that we recont-
mend. An Exabyte Mammoth holds
aronnd three times the informetion, but
takes different fornnila tapes that are not
standard to DDPs. In other words, you
can successfully write the image to a
Manunoth drive, but most plants don't
hare Mannnoth drives to read them.

In our view, for DDPs, the Eliant 820
would be your hest choice. Most plants
probably have 8505XL drives, which the
Eliant is fully compatible with (with a
transport twice as fast!). 112-meter Ex-
abyte tapes would be the best delivery
method, since you won't need all the space
on the tape anyway. and on the off-
chance that the plant only bas an 8500 or
8505 (NON-XL), they wonddn't be able to
read the longer 160m tapes.

As for your second question, DDP
stands for Duplicate Disk Protocol, and it
is a spec developed by Dong Carson aned
Associctes to be used with their laser beam
recorder softicare that is used 1o prodice
glass masters at plants. It bas all of the in-
structions and pertinent information
needed to record a CD glass master.,

There is DDP 1.0 spec and DDP 2.0
spec, the main difference being that
DDP 2.0 writes the Table of Contents at
the end of the tape, so that if it is a mul-
tisession authoring project, the new: ses-
sion can be written at the end over the
old TOC and a new TOC can be written
at the end of that session, rather than
having to rewrite the whole first session,

Both SADIE and Sonic Solutions can
write their PQ information to the DDP
1.0 and 2.0 specs. [Neither Pro Tools nor
Masterlist CD supports DIDP— Ecds.[ And
yes, any DDP 1.0 or 2.0 tape can be

read into any other platform as long as
the platform supports the DDP spec.

GREGG ALLMAN'’S KEYS
I read the recent very good article on the
Allman Brothers in Mixv by Russell Tice
[“Tour Profile,” July 1999] and wanted to
correct a couple of errors regarding
Gregg Allman's Hammond/ Leslie equip-
ment. Gregg carries two Hammond B-3s
and Leslie 122s that we (GOFF Profes-
sional) rebuilt and regularly maintain,
We have supplied similar custom Ham-
mond and Leslie equipment to many
other pros, including Keith Emerson,
Page McConnell (Phish), Sheryl Crow,
Page and Plant, Lenny Kravitz, The Ea-
gles, Hall & Oates, etc. Several hundred
touring artists worldwide, covering virtu-
ally every style of music, regularly tour
with our custom equipment.

Al Goff

GOFF Professional

Newington, Conn.

LOW-COST LPS
I'm looking for info on laser-cut records.
Here's what I know: They come in two
sizes: 9-inch and standard 12-inch. They
are made out of a very thin, clear vinyl
material. I understand that they can be
made in very small quantities—less than
100—for comparatively little money, and
they can be played on regular tumtables,
Are you familiar with this? And can
you tell me of any pressing plants that
can make them? Any info you can pro-
vide would be very helpful, as I'm con-
sidering releasing a project on them.
Douglas Bregger
Silver Springs. Md.

1t sounds like you 're describing Eva-Tone,
which has been making Souncdsheelts for
more than 30 years, and, yes, the com-
pany is still in business. Eva-Tone can be
contacted at SOO/EVA-TONE or visit the
company on the Web at wuww.eva-
tonte.com. —George Petersen

Send Feedback to Mix, 6400 Hollis
St. #12, Emeryville, CA 94608;
Jax 510/653-5142; or e-mail
mixeditorial@intertec.com.




KEY FEATURES INCLUDE:
® 12-48 faders, up to
192 inputs

@ Surround sound mixing
to any format

& Multiple stem outputs
up to 8 channels wide

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

@ Encore " Total Dynamic
Automation ~ shared with DFC

¢ Automated joystick panning
@ 96kHz-ready processing platform

@ Optional multi-machine
control

¢ Optional 24-bit hard
disk recording/editing

Digital First

production console

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

post production.

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

GERMANY - Tel: 6131942520 - Fax: 6131942 5210 - NEW YORK - Tel: (212) 965 1400 - Fax: (212) 965 3739
HOLLYWOOD - Tel: (818) 753 8789 - Fax: (818) 623 4839 - TORONTO - Tel: (416) 365 3363 - Fax: (416) 365 1044

T 1
Toll Free: 888 388 6383 A‘ e-mail: enquiry@ams-neve.com - http://www.ams-neve.com
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WORLD AUDIO NEWS

URRENT

DAVID ROBINSON NAMED

PRESIDENT OF AUDIO
ENGINEERING SOCIETY

Dolhy Laboratories senior vice president
of technology David Robinson begins
his tenure as AES president foilowing
the 107th convention. Since Robinson
joined the AES in 1967, he has partici-
pated in nearly every convention,
served as co-chair of the 97th and 105th
conventions and was VP International
fram 1995-1997.

Robinson is a graduate of Cambridge
University with an M.A. in natural sci-
ences (physics and electrical engineer-
ing). He joined Dolby Labs in 1966 and
became chiet engineer soon thereafter.
In 1976 he was named VP of engineer-
ing and has een involved in all aspects
of the design, manufacture and market-
ing of Dolby professional audio equip-
ment and consumer licensing programs.

An author of several technical publi-
cations, Robinson is 1 member of the
Institution of Electrical Engineers, a con-
tributor to the Focal Encyclopedia of
Film & TV Techniques and a member of
SMP'TE.

ROBIN COXE-SKOLFIELD
1951-1999

Robin Coxe-Skolfield, a professor at
Berklee College of Music and activist on
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behalf of women in audio, died of can-
cer on August 9.

Known professionally as Robin
Coxe-Yeldham, she was a senior asso-
ciate professor at Berklee for 17 years,
after being asked by Wayne Wadhams
to help develop and establish Berklee’s
bBepartment of Music Production and
Engineering in 1982. She was also a
contributing editor to Wadhams' Sound
Advice textbook.

In recognition of her efforts, Robin
received Berklee’s prestigious “*Dean of
Faculty” award in 1991. In 1995, the
AES granted her a special “Granny”
award, naming her as “The First Lady in
Audio Education in America.” Robin fo-
cused much of her energy encouraging
women to pursue careers in audio, and
founded the AES “Women in Audio
2000" project.

Robin’s friendly manner, humor and
zeal for instilling excellence in her stu-
dents will not soon be forgotten. She is
survived by her daughter, Dakota Coxe-
Yeldham; second husband, Simaen
Skolfield; mother, Georgia Mattson
Coxe; father, Weld Coxe; sister, Sal
Coxe; and brother, Donald Coxe.

Contributions can be made in
Robin’s honor to “Berklee Women in
Audio Scholarship,” Berklee College of
Music, 1140 Boylston Street, Boston, MA
02215.

SDMI SELECTS ARIS TECHNOLOGY
FOR WATERMARKING

The Secure Digital Music Initiative
(SDMD) selected an audio watermarking

technology for use in the initial screen-
ing function to be included in the next
generation of portable devices for digi-
tal music.

Chosen from a number of competing
proposals, the ARIS technology was se-
lected for robustness and listening qual-
ity—a number of experts listened to a
diverse selection of music samples to
ensure that the watermark was inaudi-
ble,

The ARIS watermarking technology
will be used to indicate when the soft-
ware used by Phase 1 portable devices
should be upgraded to incorporate new
Phase 1I technology, which will accept
new music releases as well as filter out
pirated copies of music.

The Phase 1 screen will be used to
look for an embedded watermark, or
data signal, in the music. This water-
mark will not be incorporated until the
new Phase 1l technology is available.
Until then, all music compatible with a
particular device will be playable, re-
gardless of whether the music is in a
protected or unprotected format. When
Phase 11 technology is ready, detection
of the watermark will let consumers
know that their software can be up-
graded to play new music releases,

“With the ARIS system as part of the
SDMI requirements, the music and
recording industries will have a simple
and efficient means to notify consumers
that Phase H technology is availuble so
they can upgrade their devices.” said
David Leibowitz, president of ARIS

—CONTINUED ON PAGE 16

AWARDS PRESENTERS

Tony Visconti.

AHMET ERTEGUN, LES PAUL HEAD LINEUP OF TEC

The Mix Foundation for Excellence in Audio has announced the presenters
for the 15th Annual Technical Excellence & Creativity Awards, to be held Sat-
| urday, September 25, at the Marriot Marquis in New York City.

Led by the ever-popular master of ceremonies Father Guido Sarducci, con-
tfirmed presenters as of press time include Nashville producer/engineer Chuck
Ainlay, producer’engineer Jimmy Douglass, engineer Frank Filipetti, produc-
er Phil Ramone, bass players David Santos and T.M. Stevens and producer

Ahmet Ertegun will present the Hall of Fame award to Tom Dowd, and
sting will receive the Les Paul Award from Les Paul
For ticket information, call Karen Dunn at 925/939-6149. ]
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Mastering is...

QUANTUM

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

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

== L
e QUANTUM

Digital Mastering
stone Processor

¢ 4 Band Multi Band Stereo
Compression

¢ 5 Band Variable Q Parametric EQ

* Dual Mono or True Stereo
Operation

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

And with the dbx TYPE V™
Conversion System already on board,
your signal retains the analog warmth
and character it started out with, plus
the clarity and versatility demanded by
today’s digital standards. Our patent-
pending TSE ™ Tape Saturation
Emulation processing makes it easy.

You need to hear it for yourself. So get
up and go to your pro audio dealer
today. Your clients will be glad you did.

dbx

PROFESSIONAL PRODUCTS
dbx Professional Products = 8760 South Sandy Parkway

Sandy UT 84070 * Phone (801) $68-7660 « Fax (80t) $68-7662
email: customer@dbxpro.com * URL: http://www.dbxpro.com H A Harman international Company
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WORLD AUDIO NEWS

INDUSTRY NOTES

Twenty-seven-year industry veteran
Piers Plaskitt was appointed vice
president of worldwide sales and
marketing at Euphonix Inc. (Palo
Alto, CA). Best known for helping to
establish a worldwide presence for
Solid State Logic, Plaskitt retumed to
the manufacturing side after a stint
at New York Media Group, where
he served as vice president. Plaskitt
began his audio career at Apple Stu-
dios, and later served as an engineer
and studio manager in Nashville and
New York City before joining SSL in
1983....Solid State Logic (Oxford,
UK) announced the appointment of
Micheal Descoteau as VP Broadcast
Sales, U.S. Eastern Region. De-
scoteau previously served as an
audio equipment consultant for six
Olympic Games and worked as a
manufacturer representative and in
regional management and distribu-
tion...Bradley J. Tabor was appoint-
ed national sales manager at Hafler
(Tempe, AZ). Previously, Tabor
worked as a product specialist for
Groove Tubes/GT Electronics. .. Jeff
Laity was named digital products
manager at Burbank, CA-based
Amek. Laity, who previously served
as signal processing marketing man-
ager at Alesis, will be responsible for
the DMS Series and for new product
specification. .. Northridge, CA-based
JBL Professional promoted Tom
Weeber to senior director of sales,
United States. Weeber, a 25-year
veteran of the pro audio industry,
joined JBL in 1993 and was ap-
pointed director of sales in 1995,
Prior to joining JBL he worked for
Yamaha Corporation...Lou Viahos
was brought onboard as director of
marketing communications at EVI
Audio (Buchanan, MID). Vlahos has
worked in the marketing, media re-
lations and advertising fields for
nearly 20 years. In related news,
Telex Communications Inc. an-
nounced that all corporate func-
tions within Buchanan, Ml-based
EV1 Audio will be relocated to
Telex Communications headquar-
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ters in Minneapolis during the year
2000. The company is planning to
move to larger offices to accommo-
date the shift...Otari Corporation
(Canoga Park, CA) relocated of its
Southeast regional offices 1o
Nashville’s Music Row. The new of-
fices are located at 1214 17th Ave.
South and feature a state-of-the-art
demonstration facility...Another
Nashville émigré is Spirit By Sound-
craft. The company has relocated its
U.S. operations in Rocklin, CA, to
the Harman Pro North America facil-
ity at 1449 Donelson Pike, Nashville,
TN 37217; phone 615/360-0445. ..
Bobby Frasier joined Alesis (Santa
Monica, CA) as sales training man-
ager, and Brad Carr was named
Western sales manager.. THAT Cor-
poration (Milford, MA) tapped James
J. Girouard as VP of manufacturing,
Previously Girouard served as oper-
ations manager at NorthStar Tech-
nologies...Melbourne, Fla-based
Harris Corporation has acquired Pa-
cific Research & Engineering Corpo-
ration...Event Electronics (Santa
Barbara, CA) announced two new
additions: David Miller was hired as
digital design engineer and David
Pollard was brought onboard as
analog circuit design engineer...
Graham-Patten Systems Inc. has a
new mailing address: 13366 Grass
Valley Avenue, Grass Valley, CA
93945...San Francisco-based Rocket
Network announced new roles for
two members of its executive team.
Pam Miller was named president
and chief executive officer, and co-
founder Willy Henshall will serve as
chairman of the company’s board of
directors...Soundtube (Park City,
Utah) hired Jill Levine as administra-
tive assistant. The company also re-
cently expanded its manufacturing
facility to more than double its
size...Bag End (Barrington, 1) an-
nounced that Samuel K. MacDonald
Inc. represents the company in
Delaware, Maryland, The District of
Columbia, eastern Pennsylvania,
southern New Jersey and Virginia, B

—FROM PAGE 12, CURRENT
Technologies. If the consumer chooses
not to upgrade, the device will continue
to play all of the music it could play be-
fore, including music from existing CDs.

UPCOMING SHOWS

The 141st SMPTE  technical conference
and exhibition is fast approaching. The
show takes place November 19-22 at
New York City's Marriott Marquis. Tech-
nical sessions include Audio Post Pro-
duction for DTV, Format Conversion,
Networking for Production and many
more. To register online visit www,
smpte.org.

The Broadcast India "99 Exhibition
takes place October 21-23 at the World
Trade Center, Mumbuai, India, The exhi-
bition is preceded by a one-day sympo-
sium on October 20. The show attracts
over 160 local and international ex-
hibitors, and attendance is expected to
number over 16,000. Visit www saicom.
com/broadcastindia for more informa-
tion.

Canadian Music Weck (CMW2000)
happens March 1-5 in Toronto. Held at
the Westin Harbour Castle Convention
Center and Hotel, the conference in-
cludes seminars, debates, keynote
speakers and The Music Show, Cana-
da’s largest consumer and trade music
expo. Visit www.cmw.net for registra-
tion info.

The National Association for Music
Education will hold its 57th National Bi-
ennial Conference in Washington, D.C.,
March 8-11, 2000. Over 200 symposium
workshops, clinics and performances
will be devoted to a wide range of
music education issues, including early
childhood music education and new
technologies. For more information, call
800)/828-0229.

CORRECTIONS

In the August issue we ran an incorrect
phone number for Dunlavy Audio Labs.
The correct number is 719/592-1159,
We regret the error.,

In our Audio Education Directory
(August), the e-mail address tor the In-
stitute of Audio Research was misprint-
ed. The correct address is iarny@aol.
com. Also, the Audio Recording Tech-
nology Institute at 4525 Vineland Road,
=201B, Orlando, FL (888/543-ARTID) was
not included. Our apologies. ]

http://www.mixonline.com
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Blampllfied Direct F|eld Monltors :

b Not everyone has the space for full-snze dirzct field monitors. But everyone ‘has the need for monitors that pmvrde ;pure, 5
e accurate, detailed sound—regardl%s of their size. And that’s exactly what the PS5 delivers: wide range, non-fatrgumg,
‘ reference monitoring ] compact smaI| profile format. Oh, yes, and sound that’s just plain fun to listento. .~ = = 5
‘We get that sound through the use. of custom drivers, crossover components, and amplifiers: . That’s right, ampllf eps—one for :
the woofer, and one for the tweeter. Grvrngeachnnyer its own amplifier means the‘amps carrbe far more efficient, since each
7 one is dedicated. ttxa specific frequency range. :
The result: Increased dynamrc range HrgherSPL Greater transient response. Improveddamplng Smoother phase response.
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AND | OOO MORE EFFECTS
BUILT TO THE HIGHEST STANDARD

Decades of research are embodied in our PCM
algorithms and in our carefully crafted presets
for real-world applications. A unique dual-DSP
platform enables the PCM 81 to combine reverb
with powerful, flexible effects and the PCM 91
to offer the highest quality reverberation available
— making these processors an essential combi-
nation, whether you're working live or in a post-

production environment.

With 24-bit internal

processing, a true-

stereo signal path,
balanced analog /O, full AES/EBU and $/PDIF
digjtal 1/O, the ability to combine analog and
digital inputs, extensive modulation capabilities
and hundreds of installed presets, the PCM 81
offers more effects - and more control over them

— than any processor in its class.

PCM 81  DIGITAL EFFECTS PROCESSOR

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

change along with the music.

The PCM 91 contains

Lexicon’s highest

PCM 91

a vast array of presets optimized for virtually

quality reverbs with

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

ambience, post-processing, compression/

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

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

effects for 2-channel or surround applications.

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

and put our experience to work for you.

SPATIAL EFFECTS WITH CLASSIC LEXICON SOUND

SELECT

“'ww.lexicon.com

|exicon

Heard In All The Right Places

SEE US AT AES BOOTH #1018

H A Harman Intemational Company

Lexicon, Inc. * 3 Oak Park., Bedford, MA 01730-1441 « Tel: 781/280-0300 « Fax: 781/280-0490 » Email: info@lexicon.com
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THE FAST LANE

“ROCK OF AGES”

Okay. I'll go first.

THE AGE OF DISCOVERY

My first memory of music—not of
the existence of music, but the first
time [ can remember an actual
song that [ enjoyed—was pretty
silly. T used to sit in a huge chair
while my father played “Transfu-
sion,” an ancient gag tune about a
car wreck. I would sing along, and
when the actual wreck part came, [
would act it out—screaming and
flailing about until I was out of the
chair and on the floor—when the
next verse (the transtusion itself)
would take place, with clever lines
like, “Slip me the juice, Bruce” and
“Give me some blood, Bud.” This
intellectual process would then be
repeated, and repeated, until my
father would finally take the 45
back to its hiding place in boredom
and despair. I was about 6.

Now [ like Weird Al.

THE DAWN OF FEAR

The next music 1 remember was a
few years later, when I was living
in one of those horrid two-story
apartment complex clichés in some
forgotten town in New Mexico, Ari-
zona or maybe Texas, where every
ground floor door opened directly
onto the pool. My father had been
replaced with a new alcoholic step-
father who was also an Air Force
test pilot (back then you didn't have
to be able to walk to fly). He used
to come home every night and play
some damned Butterfield 8 album
while he got even more drunk than
he had managed to get on the base.
Every night, same album. Lots of
moody horns. Thirty-five minutes
later, the album would end, and he
would begin beating the hell out of
the most convenient victim.

Now I can only listen to horns
for about 25 minutes before T get
real antsy, which means that 1 total-
ly missed out on Chicago and Little
Feat, But every time [ jump into my
pool I smile inside because I know
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Dick—his name really was Dick—
won't follow me in, his recent
death notwithstanding,

THE ADVENT OF AWARENESS

Then I moved to Phoenix and be-
came an apprentice motorhead
wannabe. My Western Auto bicycle
had balloons in its spokes, not the
cheap, hokey playing cards the
other kids had. While they merely
crackled and flapped their pathetic
way down the streets until their

like “Red River Rock,” “Ghost Rid-
ers In The Sky” and “Apache™ and
any Surt, with a capital “S.”

These instrumentals called to
me from the open desert, from
American Indian reservations and
purple mountains on the horizon.
They called to me so strongly that 1
followed. I couldn’t get very far on
my bicycle, even with the balloons,
but I went as far as [ could, as
often as [ could. I slept out on the
open desert—alone, at least two

I saw the dream with a clarity that

proved uncanny when | finally made

it to California lifetimes later. 1 saw

it through the music.

mothers called them in, I rumbled
along with my groundshaking big-
bore bike as late into the night as [
wished. I learned that there were
choices, alternatives. Playing cards
lasted days, but sounded wimpy.
Balloons lasted minutes, but
sounded incredible—much more
bottom end.

Just as the concept of choice
was revealing itself to me, [ got my
first transistor radio—an AM gem
from GE with no speaker, just a
POS earphone. It would work for
about four days on a battery, and it
took me about seven days to eam
enough for a new one (I had other
overhead). This meant that for
three days a week I went without
music. Ah, but those other four
days were unbelievable,

This was the first time in my life
that I was in control of what music [
heard. It only took a short time for
me to discover two types of music
that I felt were mine: instrumentals

BY STEPHEN ST.CROIX

nights a week, for years.

Today when I hear “Apache,” or
the others, I see the Milky Way
stretching from horizon to horizon,
the black silhouettes of cactus and
brush against a backdrop of multi-
colored stars and creamy, light
clouds. And on those rare nights
when I can look up and actually
see stars, the music floats down
over me like a warm desert breeze.

And the Surf music? [ began to
feel it even more than the instru-
mentals. [ became an “Arizona
Surfer,” a desert kid who lives,
breathes and sleeps surfing even
though he has never even seen a
beach. I saw the dream with a clar-
ity that proved uncanny when I fi-
nally made it to California lifetimes
later. I saw it through the music.
Valhalla painted in detail by my lit-
tle GE radio. Imagine, visions from
music. And music that only existed
between 1 and 4 kHz at that!

Now the only place [ want to be
in the world is Laguna Beach.

—CONTINUED ON PAGE 306




Why use | E '\
Digital Performers

effects

automation? —

1. Beat/tempo-based automasion.
Autonate plug-in effects in perfect time with you” music, fram ‘iltersweeps that L Ny fuc
land cn downbeats tc maltitap delays that echo in triplet 8ths. Your beat-based )
effects always stay ir rhythm, even through meter znd tempo changes. You'll
never waste ime wondering things fike, “how meny, millisecondsis.a 16th note
at 12€ bpm, anyway?” Rhythmic effects are now wst a few clicks away.

2. Sample-accurate ramp automation.
Dugitzl Performer’s plug-n autometion isn't a klucge — it calculates true
ramps in 32-bit floating point glory. And it's sample-accurate: not quantized
tc buffer boundaries,so you'll never hear weird artifacts ot zipoer neise
ir your audio. Instead, your moves will be as smoot as silk...

3. Discrete events and stair-step automatiar.
Some effect changes are discrete events, like changing an LFO from
aisine wave to a square wave. Others require a stair-step approach.
Digital Performer has al. three: ramps, events and steps.

4, Grapohic editing.

\iew all automation Jata directly on the audio waveform,
Work fastwith describtive icons ard convenient control points.

5. View all automation data at one time.
Clearly view all automation data at one time. Easily. control
the interaction of multigle FX parameters.

6. Units of measuremantthatactually make sense.
Digital Performer’s autcmation data is always disprayed ir
the correct unit {like miiliseconds or percent), instead of
arbi-rary number rar:ges like other programs. (0-127, yipee’)

7. Five advanced automation:modes.
Tweak your heart out with advanced automation modes
ike Touch, Latch, Overwrite, Trim Touch and Trim Latch.
‘Naatto bypass the effect? You can automate that, too.

8. Meckie= HUI™ support

Tweak FX parameters in real time with real knoos.
Record your moves. Feel the powver.

Digital Pefarmmer mcluces
mare thar %) eutomatadle
M0l and sudi pleg-in effecss.

Coming soon in

sl erformer
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NEW MIDSIZE

Introducing the 1642-VLI PRO...
4 submix buses, 4 aux sends per

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

+ 3-band £Q @ 12kHz, 2.5kHz & BOHz + 18dB/0ct.@ 75Hz low cut WARM,DETARILED SOUND
filter + 2 aux sends per ch. + Constant Loudness pan controls

+ 2 aux returns « RCA tape inputs & outputs + 4 channel inserts 0.0007% THD

+ XLR & TRS batanced outputs « switchable +4/mic level output NEAR DC-TO-LIGHT

+ ALT 3-4 stereo bus « Control Room matrix with Assign to Main BANDWIDTH

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

OVER 130dB DYNAMIC

RANGE FOR 24-BIT, 192kHz
SAMPLING RATE INPUTS

& E.IN. AT NORMAL
OPERATING LEVELS

IMPEDANCE INDEPENDENT

14x2x1- 6 XDR™ preamps + 60mm faders + 6 mono & 4
stereo chs.  3-band EQ @ 12kHz, 2.5kHz & 80Hz + 18dB/oct.@ T5Hz
low cut + 2 aux sends per ch. » Constant Loudness pan controls » 2
aux returns « RCA tape inputs & outputs « 6 channel inserts « XLR &
TRS balanced outputs « switchable +4/mic level output « ALT 3-4
stereo bus » Switchable AFL/PFL Solo + Controt Room matrix with
Assign to Main Mix & separate outputs « Ctl Rm/Phone level con-
trol + 12-LED metering plus Level Set LED & RUDE Solo light « Aux 1
Pre/Post » EFX to Monitor « sealed rotary controls » built-in power
supply » steel chassis

MIXER AVAILABLE

No matter how much you
spend on a microphone, its
ultimate performance de-
pends on how it interacts
with the preamp it’s plugged
into. For years, high-end out-
board mic preamps have pro-
vided fidelity that just hasn't
been possible with the
“stock” mic preamps built
into mixing consoles. Until
now. Introducing Xtended

Dynamic Range discrete
B mic preamplifiers.
. The first in-mixer
preamps that
can
effortlessly
amplify the
most subtle of sonic nu-
ances, creating an aural pan-
orama that's breathtakingly
realistic, excitingly vivid and

1604-VLL PRO

16x4x2 - 16 XDR preamps - 60mm faders « 16 mono chs.

+ 4 sub buses + main L/R + 3-band EQ with sweepable midrange (12kHz & BOHz shelving, 100Hz-8kHz mid) +
18dB/0ct.@ 75Hz low cut + 6 aux sends per ch.+ Constant Loudness pan controls + 4 aux returns + RCA tape
inputs & outputs « 16 channel inserts + 8 direct outss TRS balanced outputs « Switchable AFL/PFL Solo » Con-
trol Room matrix with Assign to Main Mix & separate outputs + Ctl Rm/Phone level control s 12-LED metering
plus Level Set LED & RUDE Solo light « Aux 1& 2 Pre/Post « Aux Send master section w/level controls + Solo
buttons with LEDs « Stereo Aux Return assign section with EFX to Monitor & Main/Submix assign » built-in
power supply « steel chassis « BNC lamp socket « Rotatable I/0 pod allows 5 physical configurations

©
©1999 M

ULTRA-LOW IM DISTOATION

BEST RF REJECTION OF ANY

10 XDR~ mic preamplifiers with
the finest sound quafity (and

Inserts on the first eight
1642-VLZ™PRO channels.

specifications) ever on a mixer of 75Kz low cut filters on all 10

any size. 0dB to 60dB gain range.

10 mono mic inputs
{Chs. 1-10) and 8 mono line

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

Sweepable midrange EQ on
Chs. 1-8. Incredibly wide
100Hz-8kHz sweep range
lets you use this control as a
second HF or LF contro,
too! Fixed shelving HF £Q at
12kHZ. Shelving LF at 80Hz.

Overload and ultra-sensitive,
hyper-twitchy -20dB Signal
Present LEDS on every channel.

mic channels. Sharp 18dB/oct.,
phase accurate circuitry cuts
infrasonics caused by room and
stage rumble, wind noise, mic
clunks, P-pops and other crud.

|
4 aux sends per channel. ‘
15dB of gain above Unity to
drive wimpy effects proces- |
sors. Auxes 1 & 2 are pre/
post switchable; Auxes
384 ate fixed post-fader.
60mm logarithmic taper faders
with ultra-long-life resistance
elements provide linear volume
change from full-on to co.

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

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

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

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

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

ackie Designs. Al. rights reserved."Mackie. the “Running Man" figure are registere dTZaTaEIA0S (e M ECH Designs Inc. VLZ PRO and XDR are trademarks of Mackie Designs Inc
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URY VLZ PRO MIXER!

10 XDR mic preamp channels and 4 stereo line channels,

channel, sweepable mid EQ and more for just $999°

—— On the back: Direct outs (Chs. 1-8, bal./
unbal.). TRS mono main output with level
control, XLR stereo main outputs with
recessed mic/+4 line ievel switch.

Effects to Monitor controls on Aux Re-
turns 1& 2 let you fold EFX back into stage
monitor mixes independent of main PA.

Aux Retorn 3 can be assigned to Main Mix
orSubs1&2or3&4.

Kux Return 4 can be
assigned to Control
Room/Phones only.

— Master Aux Return
Solo switch.

Tape Input Level.

Tape to Main Mix
~-switch.

Level-set LED +
channel strip in-
place stereo
solo buttons
make initial
level setting
A fastand
accurate.

~ RUDE solo
LED in bright
ecologially-
correct green.

-4 stereo line inputs
(om Chs. 9-16) with +15dB
to —45dB gain range.
Oual headphone ouputs.

RCA inpats and outputs
with tape input level control.

Control Room/Phenes Section with sepa-
rate headphone and control room level
controls. Source Matrix selects any combi-
nation of Main Mix, Subs 1& 2, Subs 3 & 4
or Tape. In studio applications, the matrix
gives you exceptional monitoring flexibility.
During live mixing. it lets you create a third
stage monitor mix or separate feed.

* 3999 suggested US. retail price does not include extra
toppings or optional thick Sicilian crust. Your price may
vary. No user-serviceable parts in this footnote,

4-band EQ on Chs. 9-16. With
12kHz HF, 3K Hi-Mid, 800Hz
Low-Mid and 80HZ LF.

True 4-bus configuration with
bus assigns on every channel and
master LR assign switches. Bus
outputs are duplicated {double-
bussed) so you can hook up all 8
channels of a digital recorder
without constant re-patching.

frequency response. Plus we direct-
coupled tne circuit from input to output
and used pole-zera-cancellation constant
current biasing. Bottom line for the non-
technicl: Owr VLZ™ PRO Series has
the best RF| rejection of any mixing
consoles in the world. Period.

performance at normal +20 to
+30dB gain settings. Our XDE~
design maintains lower noise
levels in this “real world”

operating rarge than

even mega-expensive l ‘

outboard designs. \ ‘ . )
v /

The more sensitive
a preamp is, the more Dealer and audition XDR™ mic preamps
likely it is to also pick up radio  with a really high quality condenser
frequency interference (RFI}. mic. Then get a 1604-VLZ" PRO.
XDR"incorporates bifilar waund  Thirk of it as ten expensive
DC pulse transformers with high  esoteric stereo mic preamps...
permeability cores that reject with a really excellent
EFI without cutting audible high  cormpact mixer attached.

Hearing is believing. Visit a Mackie

www.mackie.com

You asked. We listened. The ultimate
studio mixer value for tracking with a
single 8-track digital recorder.

The new 1642-VLZ“PRO gives you the finest mic
preamps ever offered on a compact mixer. And it’s
cenfigured to make recording incredibly easy. Two
dedicated dhannels for tracking. Eight for manitoring.
And two stereo chamnels for effects. Plus “deuble-
bussed” submix outputs so youcan feed all B channels
of your recorder without having to re-patch.

mic & mono line inputs X mic & istereo ikputs

effects

The 1642-VLZ"PRO is packed with goadies in-
cluding sweepable midrange EQ, 75Hz lowr cut filters
to cust room rumble and drum vibrations, Control
Room./Phones switching matrix with individual
level controls, four aux sends per channel, constant
loudness pan control and in-place sterec solo.

Plus it has a whole ‘nather set of extra
features just case you also use your mixer for
live performances.

Call toll-free or visit our web site for com-
plete information on the new midsize luxury
1642-VLZ™PRO. Learn why &S the best
compact studic mixer value on the planet.
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INSIDER AUDIO

THE PLAY’S THE THING—
IF YOU CAN HEAR IT

SOME THOUGHTS ON THEATER SOUND

he other night T went to the

opening of a production of a

very hip Broadway musical,
put on by the students at the
school where T teach. It was a
“workshop™ performance, since
they didn’t have the rights to do
the whole show, but except for a
few missing numbers, it was all
tricked out to be the real thing, It
represented a massive etfort on the
part of a lot of people, especially
considering it was only going to
run two nights.

The set was attractive and very
clever, putting together industrial
hits and pieces into a well-func-
tioning environment, and it was
particularly impressive considering
the students built it (and every-
thing else) with practically no
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money. The costumes were con-
vincing. The lighting was profes-
sional (albeit the cues were
sometimes a bit tardy, and the fol-
low-spots a bit shaky). The band
was hot, and the acting, singing
and dancing ranged from “not too
bad™ to “truly great™—which, for a
student performance in a school
without a drama department, is
definitely high praise. The sound,
which was handled by one of my
own students, sucked.

After the show [ went over to
the mixing board, and my student
looked up at me sheepishly and
said, “What are you doing tomor-
row night”” 1 hope, for his sake, it
was better the second night, 1f not,

BY PAUL D. LEHRMAN

I wouldn't have blamed the cast
for a moment it they'd thrown a
rope around that well-functioning,
cheaply made, post-industrial set
and hanged him.

I don’t really blame my poor
student—he was in way over his
head. I knew that was going to be
the case much earlier in the se-
mester when he first started de-
scribing to me how things were
going to be set up. Although this
was not an academic production,
I had agreed to let him use the
show as his “term project” in my
advanced computer-audio semi-
nar. Besides designing and run-
ning the house sound, he had
also put many of the music tracks
together using sequencers and a
hard  disk recording system:




The new AKG C12VR is an engineering anomaly.

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

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

perhaps the best invest- ment in the business of

music. Each one is a handcrafted masterpiece.

Still made the old-fash-

ioned way, one-at-a-time,
in Austria. Technology

so unique, that engineers

and performers have aptly labeled the C12VR.

RCCKET SCIENCE

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

©1999 AKG ACOUSTICS, U.S. 1449 Donelson Pike Nashville, TN 37217, HSA Tel (615) 360-0499 Fax (615) 360-0275
email address akgusa@harman.com / <mailto:akgusa@harman.com:»
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- What will it sound like?

The harmonica. A simple way to make music for over 170 years.

The harmonica looks and sounds today very much like it did when Christian Messner began making

it back in 1827, Since the original design was right, there was never a big reason to try and improve
upon it. But today, that's not always the case.

With professional recording media, improvements in manufacturing technology have now made it oro-60mp
possible to make a good product even better. More consistent. More reliable. i

Fuji, an established name in professional digital videotape, now offers a line of professional digital audio
media. We have products for the ADAT and DTRS formats, along with professional DAT MD and CD-R.
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Every Fuji tape and disc comes packed with over 60 years of innovative
production technology and manufacturing experience, to make them more

consistent, more reliable. o T4 H E B E
At Fuji, we can'ttell you what the future will sound like. T O D A Y'

But you can bet that well find @ way to moke it sound better H E A B

TOMORROW.

© 1999 Fuji Photo Film US.A., tnc For more iformation, contact your Fuji Account Representative
You can also find us online at www.fupfilm comprovideo.
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INSIDER AUDIO

worked out a clever (if, as he found
out opening night, not entirely fool-
proof) way of synchronizing the
singers, the recorded tracks and the
live band; and procured, on a very
limited budget, all the equipment.

And what equipment! Eight body
mics, six spot mics, another half-dozen
nics on the band, a huge FOH system,
a separate monitor system with half a
dozen wedges at all levels of the stage,
and everything, including multiple
feeds from the hard disk system, going
through a 32-input board, and simuita-
neously being routed to a rack of three
ADATS for recording. It was a complex,
elegant, thoroughly competently de-
signed and outfitted system that would
have done justice to the touring com-
pany of many a Broadway show. But it
still sucked.

“All right, Mr. Insider,” I hear several
of you readers snarling, “what the heck
do you know about theater sound?”
Well, I haven’'t done much theater re-
cently, so I don't pretend to be an ex-
pert on the latest equipment or
techniques, but I happen to know a lot
about what works with audiences,
since 1 was involved very heavily in
live theater for a lot of years.

I started (indulge me here) in junior
high school, acting in a hill of two
short plays, in which I played the mur-
derer—in both. Soon 1 was alternating
between the stage and the pit band
(and in at least one production, man-
aged to handle both), and by college 1
was musically directing some pretty
wonderful productions. 1 even got out
of a course my senior year (one reason
why 1 was so sympathetic to my stu-
dent this year) when my faculty advi-
sor allowed me to get academic credit
for working on a production of
Marat/Sade (the short version of the
title of that landmark "60s musical star-
ring a cast of 19th-century lunatics,
which, in theatrical circles, is notorious
for literally driving its actors crazy).
Our production was no exception: one
of the cast members, rumor had it, had
to he hospitalized after they found him
wandering around naked on an airport
runway one night after the show. But
the production was stunning, and the
experience unforgettable. 1 was in love
with the theater.

When 1 set out into the real world,
in parallel with my various careers as
journalist, session musician, and
recording engineer and producer, |
continued to work in the theater as a
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musical director. 1 did some off-Broad-
way in New York (including a produc-
tion of Marat/Sade which was so bad it
nearly had me running naked around

JFK), some road shows (including

some 1 wrote) in New Jersey and On-
tario, and then when 1 migrated to
Boston, productions of Brecht, Brel,
Rodgers & Hammerstein, industrial
shows and children’s theater in venues

Perhaps it’s simply
because people are used
to being deafened
when they go out
for an evening’s
entertainment—but the
era of the unadorned
human voice using script
and song to present a
story to a live audience

is about over.

ranging from musty downtown play-
houses to suburban synagogues to
sleazy hotel dinner theaters. Often 1 ran
sound along with conducting or play-
ing, since many of the productions
were too small to afford a sound crew.
One show 1 was particularly happy
with, which got good reviews but
mediocre audiences, was supposed to
move into a prestigious small theater
after the show that was in there fin-
ished its run. Unfortunately, the show
that we were scheduled to come in
after, a rather stupid “audience-partici-
pation comedy-murder-mystery,” is still
running—in fact, 18 years later, it’s the
longest-running show in the city’s his-
tory.

Over the years, I moved away from
live theater and took that energy into
the world of film and television music,
where you tend to get paid whether
the audience shows up or not, and as
an added bonus, you only have to deal
with one screaming maniac at a time,
not a whole cast of them. These days,
the only time 1 appear on a theater
stage is when I'm backing up my wife,
a storyteller, in her more avant-garde
endeavors.

The theater has changed radically
since 1 left it, and like every other as-
pect of the arts, technology has be-
come a major part of it. At any
level—from second-grade talent shows
to community productions of Guys
and Dolls 1o the full-blown fog-and-he-
licopter, neon-roller-skating extrava-
ganzas that line Broadway—it's almost
impossible to find a musical theater
production today that doesn’t make use
of an elaborate sound system. Perhaps
it's because audiences are used to see-
ing things on movie screens and televi-
sion, where the sound is perfectly
halanced. Perhaps it's because shows
now have to play bigger halls to make
money, and the voices of mere human
beings are not strong enough to fill
those halls. Or perhaps it's simply be-
cause people are used to being deaf-
ened when they go out for an
evening'’s entertainment—but the era of
the unadorned human voice using
script and song to present a story to a
live audience is about over.

Like much of entertainment tech-
nology, theater sound (and understand
I'm talking here about miking the ac-
tors, not playing recorded sound ef-
fects or background music) got off 10
a rocky start. A lot of early experi-
ments, even at the professional level,
were horrible, and there were fierce
debates in the arts sections of newspa-
pers everywhere about how the aural
pollution we were all suddenly forced
to deal with meant The Death of The
Theatre. 1 recall a painful production in
the mid-"70s, at the small Vivian Beau-
mont Theater in Lincoln Center, of The
Threepenny Opera, one of my favorite
shows of all time, and one of the hard-
est shows in the repertory to pull off (I
know, I've tried more than once). The
size of the theater didn't really require
a sound system, but there it was. One
of the leads, a television actor who
probably had no Broadway musical
experience, wore a body mic while the
other cast members (including the late
Raul Julia) sang into fixed mics or no
mics at all. The difference in sound
was, to put it mildly, grotesque. Even
though he couldn’t sing, the TV actor’s
voice overpowered everyone else’s,
and yet it had that distinct squashed
quality you get when you bury a small-
diaphragm mic undemneath several lay-
ers of clothing.

But the bugs got ironed out, and es-
pecially as small mics got better and
wireless mics became more practical,
theater sound has steadily improved
and become more dependable. Cos-
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Reverb
with Soul.

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

Dynamic Separation Algorithm
The SRV-3030's "soul" comes from its proprietary Dynamic
Separation Algorithm. Dynamic Separation splits signals of different
dynamic levels, frequencices, or note densities and sends them
through totally independent reverb processors. Thus, a kick drum
can automatically trigger a tight room reverb while the snare triggers
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experience.
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Easy to Use

The SRV-3030's streamlined graphic 1LCD and three edit modes give
you exactly the reverb sounds you're looking for—fast. The quick,
knob-based Direct Edit mode, the intuitive EZ Edit mode, and the
full-featured Custom Edit mode let vou edit as quickly, or as deep.
as you want. The SRV-3030D model includes 24-bit coaxial digital
inputs and outputs for quick. all-digital connection. You can even
store short audio samples for instant auditioning of reverb sounds
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reverh processors you've ever met.
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It's time to expect more from your digital reverb processor.
It's time to expect some soul.
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INSIDER AUDIO

tume designers and sound designers
work closely (if not always happily) to-
gether to make sure that both visual
and audio goals are heing served. And
although there are still plenty of
examples of execrable use of the tech-
nology, when it's used well, sound
reinforcement can contribute signifi-
cantly to an audience’s enjoyment of a
production. For people with hearing
impairments (which is pretty soon
going to be a lot more of us than you
think, but that’s another column), a
good sound mix through infrared-pow-
cred headphones can be a godsend.

(And speaking of which, once upon
a time, T loved the idea of going to the
theater with someone who had a hear-
ing problem. My Aunt Peppy used to
take me to Broadway shows when |
was a Kid, and because she was hard of
hearing, she always got seats as close as
possible to the stage. That was how |
got to see Woody Allen in Play It
Again, San trom the third row. Thanks,
Pep! But that’s not a solution for every-
one, especially with Broadway tickets
now going for upwards of 100 bucks.)

This relationship between art and
technology has, not surprisingly, be-
come symbiotic. As sound systems
have improved, productions have be-
come much more dependent on the
sound. Today many aspects of perfor-
mance that used to cause directors to
pull their hair out—like where an actor
stands on stage relative to a mic, or
how he or she can sing 1o an upstage
character while at the same time facing
the audience. or even whether the or-
chestra’s too loud—are now of concern
only to the sound mixer, and directors
can get away with staging and block-
ing that wouldn’t work at all without
electronic assistance.

But as all of us who use technology
for artistic purposes know, the best
tools won't do you a damn bit of good
it you don't use them right. As much
as, and perhaps more than in any other
audio/visual medium, theatrical perfor-
mances depend on sound technicians’
pertormances to be absolutely pertect,
in terms of which buttons to push and
when. It a TV weatherperson’s first
words are lost as he or she starts o talk
about the next snowstorm, he or she
can repeat them, or let the pictures tell
the story. If a film actor's lines aren't
picked up very well, the director can
ask for another take, or schedule a
looping session. Audiences will even
forgive not being able to hear a lead

32 MIX, OCTOBER 1999

singer in a band through a line or two.
But in theater, if a singer opens his or
her mouth and nothing comes out, it
disrupts the story, stops the show, em-
barrasses the actor and breaks down
the illusion of reality. There are no sec-
ond chances or alternate takes in the
theater.

Preparing mic usage, monitor feeds,
the timing of cues, and how the cast
and the band are going to hear cach
other at every juncture in the script is

in theater, if a singer
opens his or her mouth
and nothing comes out,
it disrupts the story,
stops the show,
embarrasses the actor
and breaks down the
illusion of reality.
There are no second
chances or alternate

takes in the theater.

crucial. If the director wants to have the
lead actor lean down over the audience
in the middle of his big death scene,
the monitor mixer has to make sure
that monitor three inches from his head
is turned oft—or the lead actor won't
muke it to the next performance. When
an actress finishes a big romantic scene
and then goes off stage and starts
yelling at the crew about her leading
man’s breath, the FOI operator had
better turn her mic down—unless said
operator doesn’t want to make it to the
next performance!

Which is one reason why automa-
tion is the theater-sound mixers best
friend. Trying to keep track of which
mics are on when, and which feeds
they need to go to, by using a chart or
china-marking pencils (as my hapless
student tried to do) is just loony.
Almost as loony, however, is using an
automation system without backup. Re-
member that production of Marat
Sudle 1 mentioned earlier that was so
glorious? Opening night was delayed an
hour and a half, thanks to the school's
brand-new, state-of-the-art, prototype

(the term “Beta site” hadn’t been coined
yet) automated lighting board. That af-
ternoon, the crew was running the
board through its cues one last time,
when suddenly the beast literally took
off, ran through the whole show in the
space of about two minutes, and then
shut itselt down, dumping its core
memory (or whatever the heck it used)
in the process. Three hundred some-
odd cues, totally wiped from the face of
the earth, now had to be re-entered by
hand, from the scribbles the lighting de-
signer had made on a clipboard. Why
didn't they back the cues up? Because
there was no medium available to do
so—the disk drive for the system was
an optional extra that cost several thou-
sand dollars, and besides, it hadn't been
manufactured yet. Today, a sound tech-
nician—equipped with a MIDI-compat-
ible board that can easily communicate
with and store its contents on a laptop,
or that even has its own disk drive—has
no such excuse.

And of course, every system has to
be thoroughly tested and re-tested, and
backup measures developed in case of
failure. 1t's kind of fun to see a roadie
run out on stage in the middle of the
Rolling Stones” set and fiddle with some
cable, but you can’t get away with that
in Les Miz or The King and I In my stu-
dent’s production, a pair in a snake
failed, and the cue/click tracks from the
hard disk recorder, which were sup-
posed to synchronize the band and the
singers, disappeared from the stage
monitors. So instead of a seamless start
to every musical number, the audience
was treated to the sound of the drum-
mer (who still had the click in his head-
phones) counting off—as if life, as
portrayed in this show, had suddenly
become a recording session.

Despite the awful problems with the
sound, 1 have to admit that this pro-
duction was enjoyable—but it could
have been so much better. It was cer-
tainly an educational experience for all.
As in any classroom, you have those
who are ahead and those who are be-
hind, and in this classroom, the danc-
ing, singing, playing and set design
were way ahead. The dummy of the
class, the sound system, was holding
everybody back. The saying goes that
you don’t leave the theater singing the
scenery, but it you can't hear the songs,
you don't leave the theater singing any-
thing. n

Pl D. Lebrman is back from an inter-
esting month in France, but is way too
busy to talk about it just yet.
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THE MIX INTERVIEW

In 1947 it was called predominantly
“race,” and it was either race or juzz.
Were yon a jazz fan?

Yes. I [worked| with Dizzy Gillespie,
Charlie Parker, Lester Young, Lennie
Tristano, George Shearing, Max Roach,
those people. That was 1947. There was
a major strike in 1948 by the musicians.
Put a big hole in things for a while, But
that helped us. Then, by the end of '48,
beginning of '49, they introduced tape
machines to the studio, and that was
another world. Then there was a new
generation of engineers that could make

The early days at Atlantic Records—Ahmet Ertegun, Miriam Abromson
and Jerry Wexler

wonderful tapes but couldn’t put the
damn tape on a record, [faughs] because
of the parameters of torgiveness on the
tape that don’t exist when you transfer
to disc.

Was there anything in your personcality
that you had to adjust to get used to
working with musicians? Working
with Dizzy Gillespie and working with
Charlie Parker are probably twvo differ-
ent things.

No. I'd listen to records. I used to do alt
kinds of things for tun. If [ had the op-
portunity, Fd go down 52nd Street. I'd
go down to the Village, I'd go up to the
Apollo and watch the amateur hour.
And all of a sudder: I'm recording them,
saying, “tey. that's the guy who plays
in so-und-so's band.” Or, “I know who
that is!” I was nuking contact with these
people, one on one, for the first time.
And bow did they strike you as a
breed?

Boy, they were wild! [Laughs.]

You didn't really bave a military bead,
as they say, did you?

Oh, no. Not at all. And the musicians
knew nothing of my background.
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First 2-track mono console, 1956

The less scaid the better
probably.

Yeah. Probably all they
knew was, “Oh, the kid
knows what he’s doing.
tey, man, he put a micro-
phone an the bass? He's
crazy!”

Had tbat naot been done?

See, we were using hand-
me-down radio equip-
ment. Anct I'd sit there and
listen 10 a quintet or some-
thing like that, and F'd say.
“Man. I need a mic by the
piano—he’s got a solo.” And I'll put this
mic up for the horns. And ask them to
step in and out when they're going to
solo. T got a bass player and a guitarist
and a guitar—put a mic
henveen the two of them

ing. Rudy Van Gelder wasn’t really
bappening then yel, right?

No. There were several things that I fi-
nally became more sensitive to. Co-
lumbia und RCA were radio stations.
And the people who were doing all
the recording were generally the engi-
neers who they would send out on
the nighttime gigs, for the dance
bands at so-and-so. So when it came
to reconding, those were the guys.
And what do they do? They put up
one microphone for the bund and one
microphone for the vocal. “All right,
this is it.”

Hope for the best.

And of course, don't let the meter go
into the red. Well, by now I'm thinking
there’s no high sound that goes into the

Dowd mastering an LP in 1956

and then adjust their dyv-
namic. And all of a sud-
den, when we played
back the first acetate,
they're looking at each
other and saving. “Hey
man, that's cool.” I got
along  famously  with
them. There was little or
no dialog that was like,
“Man, what the hell are
you doing?” It was, “Hev,
man. can you do this?”
Or, “What's this you're
doing?” And T'd say,
“Well, 'm trying to do
this or that.” And they'd
say, "Okay. fine.”

Were you awarc of the
accepted models of the
day? Columbia bad a
certain way of record-
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red that’s going to hurt the record. The
only things I have to worry about are
the low frequencies. So I'm taking ad-
vantage of what more I can get on the
record that you’re not accustomed to
hearing by using more than one mic.
And what are the prevalent mics of the
day? This is pre-Neumann, obviously,
right?
No, we didn’t have Neumann. We had
[RCA] 44s, 77s, 639As; Western Electric
639s. Salt shakers. Turners. That was
about the best variety you could have.
Studios were mostly abandoned
radio-station rooms or something,
{Laughs.!
With that lovely acoustic tile.
When T started working for Atlantic, [
thought of all the different rooms 'd
been in New York over the years, and [
thought, “Man, that room sounds good,
but that wall sucks.” So all of a sudden,
I'm adjusting my thinking. If T have an
opportunity, I don’t want to do this and
that. Some things I love, and there are
other things I hate, and there are some
things that [ realized I can just use a
pinch of, not a teaspoonful.
When you started working for Atlantic,
did you know at the time that you'd be
belping them build a studio?
No. It was evolution. As Atlantic became
more and more successful, some of the
productions called for more space. The
staff was no longer three or four people;
it was like maybe ten or 11, and they
were sitting on top of each other.
Heretofore, it had been that the accoun-
tant would come by once a week and
look at the books. It was a mom-and-
pop operation. We used the office in the
front of the building as the studio. As it
got bigger, they went and found space
at 157 West 57th Street. And they said,
“All right, Dowd, you got the rest of the
top floor. Make the studio bigger.” Well,
there was just so far that [ could make
the studio bigger because of the dimen-
sions of the building in the first place.
But I did make it bigger, and that’s when
[ scrapped the little portable stuff we
were using to make records and built a
console. T started expanding a little bit.
Once in a while we’d get into where
we’re going to use ten strings. Well, [
couldn’t record a full rhythm section and
ten strings in that space if I stood on my
head. So we’'d be using Capitol, we'd be
using this room, that room. Still going
outside to record. And whenever we did
that, I'd always have to go along to ei-
ther operate the controls or, at one
point, I got very sneaky. I would come
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along with our portable stereo machine
and record whatever it was we were
doing in stereo, while the studio they
were using was doing it in mono.
That's funny. What kind of machine
were you using?

I had a Magnacord and a pile of toys
that went with it. [ could put up six or
eight microphones, and so forth. So I
was recording a lot of things in 2-track.
This is '52, ’53, 54, ’55, while the stu-
dios were still recording the mono.
And bow many inputs did that first
console you built have?

The first console that we made our
records on at Atlantic from 1950 until

1954 had four inputs. That was the
whole nine yards, four inputs. People
used to say to me, “How the hell do
you get that drum sound? What mic do
you use?” And I'd say, “I don’t have a
mic within ten feet of the drums.” |
couldn’t afford one—the damn drums
were leaking in every place else [ got. I
didn’t have any control on what the
drums were doing. [Laughs.] But people
would try and emulate that and they've
got 17 mics on the drums!

What was your title at Atlantic?

[ was the engineer. They'd call me up
and say, “We need to master some-
thing,” or, “We're going to record tomor-
row. Can you make it?” And I'd show up
in the office, and we’d move the desks
back, and we’d record something.

And we’re on tape at this point, right?
By now, Atlantic was on tape. We were
on quarter-inch mono.

Were there people who didn'’t like tape
when it first came in, just like the way
people baven't liked every other new
medium?

There were people who, when you'd
say, “Use tape, it’s better,” they'd say,
“All right, yeah, but cut a disc at the
same time.” And you’d play the tape
back, and they'd say, “That’s great. Use
the disc.” [Laughs.}

1t’s like the people running analog and
digital togetber.

Precisely. You hit it on the head. But it
was kind of a mixed-up situation. There
were people who did have a prefer-
ence for, or stuck to the tradition of
disc—they didn’t trust tape.

Don’t you feel, though, that even the
earliest tape bad more dynamic range
than disc?

Absolutely. [ still have—and I use them
in demos once in a while—two Tito
Puente selections on tape that go back
to 1951, 1952; mono, on-the-fly mix.
And they're brilliant; they sing. [ played
them to somebody off of the original 7-
1/2-inch {IPS} tape copy that [ made
when [ made the album, and people
say, “My God! When was that done?”
Tape was incredible in those days.

Do you think it's fair to say that what
bappened in those early days in New
York could only bave bappened in
New York? Partially because of the
greater racial acceptance?

Well, New York was a breeding
ground, but there were two or three
other places that were not as dynamic,
but were also breeding grounds—
Chicago, Los Angeles, San Francisco.
They were hot.

Of course, Los Angeles, with the film
industry overseeing things, it kind of
gave a different slant to anything they
did. As opposed to New York with all
the Broadway shows and the Philhar-
monic and the opera—there was a dif-
ferent air about recording in New York
than in California. Chicago had its own
germ going, as did San Francisco.

You were an early proponent of stereo,
and you always seemed to be tracks
abead of your contemporaries, going
to 8track early. ..

I remember when talk of 8-track first
came up. I said, “It would be great if we
had 8-track because then we could do
this and that and that.” And they said,
“Find out how much it'll cost.” So [ got a
quote on the phone, and they said,
“Well, go ahead.” So all of a sudden,
here it is the fall of 1957 and I've or-
dered an 8-track machine. As I'm think-
ing about it, I realize I've got to now
design or convert the damn console 1
have to fit 8-track. I couldn't order one if
my life depended on it because nobody
knew what the hell I was talking about!
“Eight-track—you’re insane, Dowd!”




INTRODUCING CRATE PRO AUDIO’S

Situdio Viodulea

PROJECT TOOLS FOR RECORDING AND LIVE SOUND

The SM1 SP Digital &ffects Prac-ssor has
twice the number of eftecis and programs
than anything in its class. With each and every
effect, whether it's a reverb, delay, chorus,
flange, or rotary you have the ability to edit
one parameter in real time.

* Sound Reinforcement y | - Output -
Recording Studio, Project Studio l @ iy <

« Keyboard. Bass & Guitar Systems smisP - STEREO EEESCTE
Post Production Special Effects SM2SAS - 3D SOUND RETRIEVAL SYSTEM

The sM2 SRS (@) Soun: Petrieval SRS (@)
System Uses patented technology to
create dynamic 3-D sound from only two . .

speakers. In stereo mode, the -umt : ‘ i -
enhances stereo source material. In mono 1 @
mode, the unit converts mono source

. r . 3~
material to create siereo imagery. Use for Ll '?

either live sound or recording applications. _f" @ c\ °°_‘
Q G " Y g
r““

Gain beductior = input ! Outptt
. [ L 2 0 2 1.

R
AND PARAMETRIC EQUAL:

« 3-D spatial enhancement for
live or recording.

< Creates stereo image from
mono-source.

g o
FHREE

The SM3 PE A 3 hand Porametric EQ

in a small 1/3rd rack space. The additional
Equalization control that this unit affords
surpasses what is typicaily available on
many mixers. Simply plug the SM3-PE - : :
into the insert cf your mixer’s channel for | Rt Release Output
fine-tuning of live mics for drums, vocals - R —
etc. Use as a notch filter with up to 30dB ADPHONE

of gain reducticn for eliminating feedback

or unwanted noise.

« Parametric EQ for uliimate
Micrgphone control in Live Sound
& Recording

+ Notch filter for feedback & noise
elim'nation (ldeal for ]
wirelass mkr 0

+ Sub- I'.ar onic boost

10

5 'A'Offers you not just a stereo campressor, The SMS5-HF Whatever the size or primary focus o
wo completely independent mono compressors Project Studio, you will find the SM5-HP 5-channel
de this compact 1/3rd rack space. stereo headphone amplifier invaluable.

adually makes a transition from soft 1o hard as the * Recording Studio, Project Studio
mpression ratio is changed from 2:1 to 20:1, and was Post Production and Broadcast Use
designed after the classic analog compressors that came
out in the early seventies. The SM4-CL offers true
transparency and natural sound.

* Sound Reinforcement

« Recording Studio, Project Studio ERA’ E

« Keyboard, Bass & Guitar Systems Froreav Assadiacr

www.crateproaudio.com 1400 Ferguson Avenue, St. Louis, MO 63133



. MIX INTERVIEW

So I have to build the damn console, or
convert what I have. By January of ’38
the new machine rolls in the door. A
week later I have it connected and I'm
recording. There is no difference in our
approach to recording, except I'm stor-
ing it differently. When they ask for
something to be played back, I'm still
playing it back mono, mixing it on-the-
fly. Or somebody says, “Hey, what was
that?” and I'd stop the tape and back it
up and listen to one instrument and
everybody goes, “What's he doing?” It
scared them all to death. (Laughs.]

Did Atlantic bave live chambers?

[ had a space in the back. Phil Thele [an-
other Atlantic engineer/tech] and I did
everything scavenger style. There was a
lot of remodeling going on in that area
of Manhattan, and there were bath-
rooms and kitchens being remodeled
once a week in the neighborhood. Phil
and I would go around to the different
places that were doing the refurbishing
and, “You got any odd lots of tiles left
over?” If they’re throwing them in the
garbage, and we're paying them five
dollars a pound or something, and
we're picking up discards and chips—
we don’t want them regular, that’s the
last thing we want. We want them all
cracked and fractured and screwed up.
Because of limitations in the building
we were in, we built the most irregular-
shaped space you could ever imagine.
[Laughs.] And that served as an echo
chamber. It was not a deep echo rever-
berance or anything ideal, but it was
voluminous, and gave things a little
rounder waveform than you'd be ac-
customed to hearing. We used that on
some recordings sometimes, but every-
thing was tempered because it was not
ideal.

In the late °50s, you're doing these dif-
SJerent kinds of sessions, it seems like—
you’re doing jazz, you're doing The
Coasters, you're doing pop like Bobby
Darin. ..

In February of '58, the first session on 8-
track was Laverne Baker. Within the
next 90 days, I went through Bobby
Darin, The Couasters, Charlie Mingus,
Ray Charles. T went through artists like
you wouldn’t believe. And everything
turned out gold, thank God. Everything
we touched was right. The 8-track con-
tributed to it. I would be sitting in the
studio doing The Coasters at 2 o'clock
in the aftemoon with Mike [Leiber] and
Jerry [Stoller], and then Ahmet would
call me up and say, “Ten o’clock tonight
we're going to do Mingus.” You want
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culture shock? Go from The Coasters to
Charlie Mingus in ten hours.

Obviously, you're going for a complete-
ly different thing, right?

Yeah. This is like living in a submarine
for a week and now you're walking on
the moon. It’s like, “Whoa, what am |
doing here?”

What was Mingus like? He bad a repu-
tation for being crusty, shall we say?
Mingus was a taskmaster. And a very,
very serious musician. Completely spir-
itual. They could rehearse this and that
and so forth and so on, and there was
never a dictated, “That's the part you've
got to play.” It was never that. A line
might be notated but that’s about it.

Everything else was by the seat of the
trousers. And while we were recording,
he might walk from behind wherever 1
had him screened off around the room
to get closer to some other musician to
give him an elbow while he was play-
ing, and shake his head “yes™ or shake
“no” or something. [Laughs.]

Gotta comniunicate, I guess.

Exactly. A lot of these people are play-
ing with their heads down, engrossed
in what they’re doing. Charlie, if he
couldn’t get their attention, he’d just
pick up the instrument and walk across
the room while he’s playing! And I'm
going, “"Oh, God.”

You're thinking, “Where’s my follow
mic?”

Right The sound is changing, and the
drums are louder all of a sudden.
There's nothing you can do. You're just
like, “"OKay, he did it. What am T going
to do, go out and yell at him?”

What did you do with Bobby Darin?

I guess 1 did his first five or six singles.
“Splish Splash,” “Early in the Morning,”
“Clementine.” I did *Mack the Knife.”
What was that session like?

He'd been playing that in-between
crowd—he was playing to that new
teenage audience and to adults, too. It
was a potpourri. He was playing Town
and Country and clubs that a different
audience was going to. And this was on
the strength of records like *Dream
Lover,” “Queen of the Hop,” “Splish
Splash.” One day he came in and said,
“I want to make a big band album.”
And they look at him and say, “You're
out of your...” Nobody's in his camp.

And he says, “Dammit, it’'s my
money. I can do what I want. I'm going
to make this.” So they figure, all right,
and then they do everything they can to
aid and abet him, They’re not going to
have him throw his money away. It's
their money, too! By God, we got into
the first session, which was the strings
and the horns. And we didn't have our
own room going then, so [ had to do it
at Fulton on West 40th Street. Later it
was called Coastal. T brought equip-
ment into that studio, gave it to two or
three other guys, set up the mics, and
let them operate the stereo machine
while I went back upstairs and did the
initial mix recording because 1 knew
the room like the palm of my hand. At
the time, of course, they only released
the mono version.,

We did “Mack the Knife™ and “La
Mer™ [Charles Trenet's French hit
recorded in English as “Somewhere Be-
yond the Sea”]. That whole series of
four songs, we did in three hours. We
were going by union scale, and we
were employing 35 or 40 men, and
everything was three hours with two
five-minute breaks on the hour, The
whole damn album was cut in three
sessions.

I love that version of “La Mer.”

Its a wonderful version. T argued about
which was the best take of “Mack the
Knife.” I always used to tease Ahmet
and say we put out the wrong version.
He says, “Yeah, but the wrong version
sold 6 million records. Shut up!”
(Laughs.|

Did you know it was going to be a bit?
Oh, man, your bones just kind of shook
when we did the damn thing. Every-
thing about it was incredible.

This was another world. When we
started so many dates outside, and
couldn’t tote the 8-track machine every
place we went. the next gun to the

—CONTINUED ON PAGE 329
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MASTHER

BY PHILIP DE LANCIE

The mainstream record industry tradi-
tionally has lived very much in the
present, with the value of a recording
only as high us its current charnt posi-
tion. But the crucial role that replace-
ment sales played in the success of
the CD proved

gor Long-|;

that there is a significant mar-
ket for music that is no longer on the
charts (and perhaps never was). The
reissue boom also brought to light
how little attention had been paid o
proper cataloging and prescrvation of
recordings. It's because past record-
ings are now seen as a source of fu-
ture profits—not because of nostalgia
or a duty to preserve cultural her-
itage—tha there is some hope that
major labels will
make the
on-

| 4
eq Reco

gaing investment required to preserve
yesterday’s music for tomorrow's lis-
tencrs.

Major labels, however, are only
part of the story. Since the advent of
“artist power” in the late '60s, control
of more and more masters has either
been retained by or reverted to indi-
vidual artists and producers. No hard

facts are available about the
steps these individuals
have taken to

preserve
the recordings in
their care. But anyone

who has been around the indus-
try for a while would suspect that
many (i not most) of these tapes are
being stored in less than ideal condi-
tions.

The busic purpose of preservation
is to retard deterioration and/or to
prevent damage. In the immortal
words of the National Archives of
Australia, “We cannot control the in-
evitable deterioration of materials, but
we can control how fast it happens.”
From a practical standpoint, we
also need to ensure that we
have the means to find and
properly identify a stored
recording when we need
it, and the ability to re-
cover or play back the
stored audio.

Most individu-
als—or the studios
where they leave

ILLUSTRATION
BY DAVE EMBER
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their tapes—lack the resources of the
major labels, and thus may not be in a
position to follow through on an ideal
preservation regime.<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>