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If you produce. mix, or master audio for DTV or DVDs, the Dolby DP570 will make
your life much easier. It lets you monitor multichannel audio, check downmixes,
re-assign channels, and—best of all-—quickly create Dolby Digital metadata and
hear its effects in real time. In conjunction with Dolby E and Dolby Digital codecs,
the DP570 gives you unprecedented contral over what consumers hear at home,
while simplifying production and eliminating a host of separate components.
For more information on this all-in-one tool for multichannel audio production,

and the name of the dealer nearest you, please visit our website.

www.dolby.com/pro

D0 Dolby

Dolby DP570 Multichanunel Audio Tool BREAKING SOUND BARRIERS
FOR 35 YEARS

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

Dulby and the double-D) symbol are trademarks of Dolby Labomtories © 2000 Dolby Laboratories, Inc. $00/13300
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“I needed a console that anyone could walk in and start working on.
The accuracy of the MT’s sound has absolutely amazed all my clients.
[

The console is so neutral that it reproduces the sound of the original
analog and digital multitrack tapes exactly.”

Chuck Ainlay

Chuck Ainlay |
t Co-owner of Backstage at Sound Stage Studios.

- ) Solid State Logic

International Headquarters
Begbroke, Oxford, OX5 1RU, England
Tel: +44 (0)1865 842300

Fax: +44 (011865 842118

E-mail: sales@solid-state-logic.com

http://www.solid-state-logic.com

SEE US AT AES BOOTH #701
New York Los Angeles Tokyo Paris Milan Toronto Singapore
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@ NEARFIELD MONITOR

G R E A T
EXPECTATIONS

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

Tannoy/TGI North America Inc. 300 Gage Ave., Suite #1 Kitchener, ON Canada N2M 2C8

: 745-11 Fax: 45-
Tel:(519)745-1158 #® Fax:(519)745-2364 CIRCLE #003 ON PRODUCT INFO CARD
Toll Free Dealer Faxline: (800)525-7081

Literature Hotline: litplease@tgina.com SEE US AT AES BOOTH #1141
Website: www.tannoy.com
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with Digital Downloading by Paul D. Lebrman

The Mix Interview: Sam Phillips by Barbara Schultz
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Recording Notes

¢ Bob Weir and Ratdog by Blair Jackson

¢ Underworld Live by Robert Hanson

¢ Dixon Van Winkle by Gary Eskow

¢ Classic Tracks: The Bee Gees’ “Stayin’ Alive”

by Dan Daley
¢ Cool Spins: The Mix Editors Pick Their Favorite CDs
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Consolidation Hits the Post-Production
Services Industry by Roger Maycock

NBC Builds Pipeline for Olympics Audio
by Paul Verna, Miking the Events by Tom Kenny

Post Script

e Myths of Film vs. Video by Larry Blake

e Facility Spotlight: Signet Studios by Maureen Droney
¢ Facility Spotlight: Music Annex by Tom Kenny
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Imagine a company

equipped to deliver the best of analog
recording equipment and cutting-edge
digital technology. Imagine products that
blend the warmth of analog processing
with the flexibility of the modern digital
studio.

We present the new Universal Audio: the
merger of Universal Audio, a name that
resonates with classic analog, and Kind of
Loud Technologies, a company redefining
the limits of digital signal processing.

On the surface, there
would appear to be
little common ground
between Universal
Audio and Kind of
Loud Technologies.
Dig a little deeper and
you'll find a company
with a vision.

Analog Ears

Authentic Analog

When Bill Putnam founded Universal Audio in the '50s,
he already had a celebrated career in studio design
and recording. His product designs for UA, and later
UREI, were born of the need to solve practical
problems in studio. Brilliant in their simplicity, these
products have stood the test of time. Putnam’s sons
revived the company introducing Universal Audio
Classics — a product line devoted to the best of
analog recording technology. The Universal Audio
Classics product line includes the classic 1176LN™
Limiting Amplifier, the revered Teletronix LA-2A™
Leveling Amplifier and the upcoming 2610™ Vacuum
Tube Microphone Preamplifier.

Classic Analog in a Digital Age

The advent of the digital studio has brought tremen-
dous flexibility to modern recording. Universal Audio
Classics are the perfect addition to any digital studio
or workstation — bringing warmth and character to
the digital recording process.

2610™ Vacuum Tube
Microphone Preamplifier

The Universal Audio 2610 is a
two-channel tube microphone
preamplifier based on the
legendary Universal Audio 610
modular console. Designed by
Bill Putnam, Universal Audio
consoles were used in
Putnam's Universal Recording
Studios where prominent engineers like Bruce
Swedien got their start. The UA 610 Console
left its mark on countless classic recordings
from Sinatra to Pet Sounds to LA Woman.

1176LN™ Limiting Compressor

The original 1176LN designed by Bill
Putnam was the first true peak limiter
with all transistor circuitry. Our
Universal Audio 1176LN is based on
the highly regarded revisions D and E,
“black face” versions which feature
the Putnam-designed Class A output
stage transformer. The 1176LN is still
considered to deliver a unique — and
coveted — character.

< — P !
TELETRONIX /===

Teletronix
LA-2A™
Leveling
Compressor

Audio profession-
als revere the
LA-2A. Originally
known for its
transparent
compression, a .

unique electro-

optical attenuator system allows instantaneous gain
reduction with no increased harmonic distortion — a
breakthrough at the time — still appreciated today.

Every LA-2A is hand-built, each turret board hand-wired.
Painstaking care has been taken to source and qualify
authentic components to ensure that the new LA-2A
delivers the signature sound that recording engineers
have come to expect.

©2000 Universal Audio, Inc. All features and specifications subject to change without notice. Dolby and DTS are licensed trademarks.



Merging History and Future:
Analog and Digital

The company with analog ears has
assembled a combined digital team that
approaches product design from a “what

if” perspective — there are more than a ! (!;) :
dozen patent pending inventions in e
RealVerb™ alone. We begin the process LouD

from the analog outcome — and our products reflect
that difference. Our engineers don't design reverbs;
they build rooms. We know analog. We know digital.

Blending the analog heritage of Universal Audio and
the digital design expertise of Kind of Loud allows
the new Universal Audio to bridge the best of both
worlds. Our Universal Audio Classics product line

will continue to deliver the best of pure analog
equipment. Our Kind of Loud product line will
continue to deliver cutting edge reverb and surround
technology. And our UA Digital hybrid production
tools will surprise and astound you. Watch closely
for the next step from the company with Analog Ears
and Digital Minds.

Digital M

visit www.uaudio today!
> Register to Win an 1176
> Win a Complete Surround Suite

> Download our Summer Savings
Special for Instant Rebates

UNIVERSAL AUDID

info@uaudio.com
www.uaudio.com
831 466 3737
831 466 3775
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Digital With A Difference

RealVerb™ —
A Room of Your Own

Our RealVerb stereo reverb
plug-in for Pro Tools® TDM,
Digi 001® and MAS™ is more
than a simple reverb — it's a
room design tool. A palette of
room shapes, sizes and materi-
als allows you to control the
relative parameters to capture
the sound best suited to your
recording. Its intuitive interface
simplifies the process; complex
mathematical underpinnings
allow you to make the changes
in real-time. The final effect? The best
sounding reverb available on any work-
station, bar none.

RealVerb 51™ —

The First Surround Reverb

Instead of adapting a reverb
algorithm to surround, we
started with a room and the
listener. The result is RealVerb
51, a reverb so stunning, it has
created an entire sub-industry
of repurposing stereo legacy
material into 5.1. Whether you're
mixing for post or music, you'll
find that RealVerb 5.1 for Pro
Tools adds a new dimension
to your material.

DIGITAL

dits
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Surround Production Tools

Kind of Loud gave Pro Tools a
jump on multi-channel produc-
tion with SmartPan Pro™, our
surround panner, Tweetie™,
a monitoring
and calibration
plug-in and
Woofie™, a bass
management
and re-direction
plug-in. This
complete suite
of elegant tools
simplifies the
creation of your

muiti-channel
-eeececo mix.
© 00000

Final Step: SmartCode Pro™

No surround mix is complete without
encoding. Our SmartCode Pro/DTS™ and
SmartCode Pro/Dolby™ encoders will
allow Pro Tools users to encode their 5.1
mixes directly from Pro Tools saving both
time and the expense of hardware
encoders. Our SmartCode Pro/DTS-CD™
encoder lets you deliver a 5.1 preview
mix om CD to send home with your
clients or to share with your friends.




FROM THE EDITOR

AES: LOOKING FORWARD, LOOKING BACK

AES is here, and thousands of audio pros from around the world will pack into
the LA. Convention Center to pay homage at the temple of technology. There
is no doubt that new products drive pro audio, but there’s also something very
comforting about an industry where classic gear is not merely appreciated, but
also put into everyday use alongside the techno-widgets of today. As an exam-
ple of this approach, one needn’t look much farther than this month’s cover,
showing a glimpse of hitmaker Jack Joseph Puig’s private retreat, which com-
bines cutting-edge new technology with the best tools from the past.

This trend is also well represented on the AES convention floor, where
what appears to be a record-setting number of new retro products will be
unveiled. In the microphone department, Neumann’s M150 is a reworking of
its vintage M50 omnidirectional tube condenser, while the revered Telefunken
251 will be brought back in the form of the Lawson 1.251 and the Soundelux
ELUX 251. On the mixer front, Trident is back, Neve will debut its 88R (pro-
filed in this issue) analog desk and TL Audio is now shipping its VTC large-for-
mat Vacuum Tube Console. Universal Audio—which wowed us with its LA-2A
and 1176 reissues last year—follows it up with the UA 2610 dual tube mic pre-
amp. And anyone tooking for that classic sound should check out Demeter’s
Real Reverb, which features dual Hammond/Accutronics spring () tanks.

An alarming trend that’s emerged in recent years is a over-dependence on
technology in studio production. These days, it's all too easy to reach for a
rack, when in an earlier era, engineers relied on inspiration—and occasionally
perspiration—to create new textures, whether running two tape transports in
close sync and pushing a thumb against one tape flange for phasing/flanging
effects, using tape echo, singing through a cardboard tube or whatever. A
young engineer friend recently lamented that he didn’t have enough reverbs
for a mix project. When | asked why he didn’t route a send into the studio
speakers and mike the space 1o create an acoustic chamber, he said that had
never occurred to him, although he was intrigued by the idea.

I'm not sure all of us would like to return to the “good old days” of 3-chan-
nel Ampex multitracks and 8-input consoles with huge Bakelite rotary faders.
However, in this age of unlimited virtual tracking, it's fun to occasionally do a
lile direct-to-2-track work, or at least do a project requiring fewer than 72
tracks. The Beatles cut their first album in a day, and as I recall, it charted pret-
ty well—maybe there’s a lesson there for all of us.

In keeping with this issue’s AES theme, our annual New Products Guide
features nearly 400 pieces of audio gear, including both retro and neo flavors.
Speaking of the latter, the availability of affordable, high-quality tools opens up
opportunities for audio producers at all levels, and perhaps the next Jack
Joseph Puig, Rick Rubin or TEC Hall of Fame inductee Sam Phillips (all inter-
viewed in this issue) will emerge as a result of accessible technology stemming
from this AES.

That’s what this business should be about.

See you on the show floor!

George Petersen
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Introducing the Sony IMX-R100: a small-
format digital mixer inspired by our Oxford
console, considered by many industry
leaders as the most advanced digital
mixing system ever developed.

How does the DMX-R100 work? The
way you want i to. You have a full input
module with a knob for every function.
Equalization and dynamics can be
adjusted simultaneously. Your hand goes
intuitively to the right knob. Your mixing
session goes faster. You can concentrate
on the mix, not on the technology.

The R100 can memorize your automation
moves the moment you touch the high-
resolution touch-screen fader. Don't tell the
mixer to change medes Dor't think about
it at all. Just toueh

A color touch-screen is bullt into the control
surface. Use the built-n router to assign
inputs to faders. Select buses, sends,

and directs to analog and digital outputs.
View a complete input module or zoom
in on the EQ and Dynamics sections.

Machine control with 9-pin and MMC
interface is standard.

Right out of the box, the R100 is smart
enough to make you more productive.
And oper up opportunities for working
in new high-resolution formats, without
expensive upgrades or difficult learning
curves. Which makes it an educated
choice for audio professionals everywhere.

Call today and we’ll send you a
brochure and VHS demo tape.

1-800-472-SONY ext. DMX

www.sony.com/proaudio

SONY

2000 Sony Electrons .. Al igrTs rasarved. Reproduction in whole or in par withoul wilen permesson is protiibed. Sony 15 @ trademark of Sony.

Features and specifications subject 1o change without notice,



LETTERS TO MIX

FEEDBACK

THEATER SOUND DESIGNERS
DESERVE A TEC AWARD
1 was delighted to open up this month’s
Mix magazine to find an article by
Jonathan Deans (“Time for a Change in
the Orchestra Pit,” August 2000 issue).
As 1 got to the end of Jonathan’s article, I
stumbled upon a little bit of serendipity:
He mentions that “the most recent Tony
Award winner for Best New Musical is a
show called ‘Contact.” What he doesn’t
mention is that of all the Tony Awards
the show received, it did not get one for
Sound Design. They don’t give Tony
Awards for Sound Design. Then I flipped
to the Official TEC Awards Voting Ballot
attached to the front cover of this
month’s issue and found that under
“Outstanding Creative Achievement,”
Mix magazine doesn'’t recognize the
work of theater sound designers either.

1 guess Mix magazine and the Tony
Awards both agree that the contributions
of these theater artists don’t merit the
same recognition as a mastering engineer.

Rick Thomas

Purdue University

OR, WE COULD JUST

FORGET THE WHOLE THING

I just read the article “Time for a Change
in the Orchestra Pit” in the August issue.
The idea of moving the musicians to an-
other room may solve acoustic prob-
lems in the theater, but it also begs the
question of why there should be live
musicians at all. Deans says that “the au-
dience for musical theater is becoming
increasingly sophisticated.” At what, lis-
tening to canned music? With all the
technology that these listeners use, it
seems the human race is evolving to a
state where we don’t know how to lis-
ten to acoustic music anymore.

To add to your argument, acoustic
musical instruments are really holdover
relics from another age. If these listen-
ers are so sophisticated, there is really
no place for these ancient instruments
in modern theater, especially if the pa-
trons cannot appreciate the sound they
make in the acoustic space they are
placed in. Certainly, this sophistication
dispenses with the fact that the perfor-
mance experience is the human interac-
tion between actor, orchestra and

10 MIX, OCTOBER 2000

audience. Sophisticated audiences may
not know, want or understand this ex-
perience anymore anyway.

Placing musicians in another room is
the first step in placing them into the al-
ley next to the theater. Next to go will
be the actors when someone devises a
way to project holographic images from
a central transmission location. After all,
theater acoustics are not designed to ef-
fectively project the human voice like
5.1 or 7.1 surround sound can.

Why even have theater anymore?

Bill Koggenbop

via e-mail

SETTING THE CLASSIC

TRACK RECORD STRAIGHT

Thank you for the Classic Tracks article
(“Classic Tracks: Johnny Cash’s ‘Live at
Folsom Prison™) of July 2000 that took
me back to Folsom Prison. I was there
working for Wally Heider Recording and
am on the far side of the stage with a
cigarette in hand in the picture you used
for the article. As Barbara Schultz men-
tioned, “There weren't a lot of records
kept regarding the technical aspects of
this recording.” Some of those technical-
ities are in the memory banks of guys
like me who were there in that prison
cafeteria/echo chamber. On July 13,
1908 (32 years ago), | was a second en-
gineer and truck driver at this recording
and many other electrically charged live
recordings, such as Chuck Berry Live at
the Fillmore. I had serious doubts and
serious anticipation as I drove through
the imposing iron gates toward a huge
prison in the middle of nowhere.

I'd like to add my memories to Jim
Marshall’s. T was at a little table with in-
tercom so [ could move mics or respond
to any other problems that might come
up as we recorded. Wally Heider Record-
ing had a Bill Putnam-designed UA 12-
position, 4-track console with EQ (3 @
100 Hz, and %3 or 6 @ 7.5 kHz). Wally
didn’t like compression to tape live, so
we used no limiters. The vocals, amps
and drums were all Shure 546, except
overhead drums which were both Sony
C-37 condensers. We preferred not to use
a Shure windscreen, but instead the one
on Cash’s mic is an Electro-Voice 666
windscreen. We had one Scully

4-track and one Ampex 351 4-track.

Columbia Records had union engi-
neers, so neither Wally Heider Record-
ing nor I received any credit for our
work on that day, as is true for many
other wonderful musical events. My part
is now only in my memory, since Wal-
ly’s death in the '80s.

Again, thanks for reminding me I was
at Folsom Prison 32 years ago. Without a
doubt, it was a memorable day.

Bill Halverson

Producer/Engineer

Portland, Tenn.

SOMETIMES | WONDER
Hey, St.Croix: great column. I really
look forward to it every month. Howev-
er, may I correct you a tad? That was
Blue Cheer that did “Summertime
Blues” and not the Blues Magoos. But |
don’t know why they bothered, since
we already had Eddie Cochran’s. On
second thought, it was kind of a pio-
neering grunge record. Keep up the
good work, man.

Woody Wilson

Woody’s Studio

Jasper, Ala.

CORRECTION

I want to clarify one detail in Barry
Rudolph’s Field Test review of our KM180
Series microphones in your August is-
sue. In the description of the differences
between the current KM184 and the
older KM84, Rudolph points to the fact
that with the newer mic, “dynamic
range is increased by 21 dB, self noise is
reduced to 25 dB (CCIR)...”

I felt it important for the readers to
know that the KM184 has an A-weighted
self-noise of 16 dB, which is impres-
sively low for a small-diaphragm con-
denser microphone and indeed quite
low for any microphone.

Karl Winkler

Neumann USA

Send Feedback to Mix, 6400 Hollis
St., Suite 12, Emeryville, CA 94608:
fax 510/653-5142; or e-mail
mixeditorial@intertec.com.
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WORLD AUDIO NEWS

CURRENT

VR2LMUSIC.NET OFFERS

SECURE MUSIC ONLINE
VR2Lmusic.net Inc. is a new company
that offers a secure format for access to
music on the Intemet through its parent
company, VR2Ltrade.net. Sean O’Brien,
CEO of trade.net, and Stephen Cox,
president of music.net, developed Me-
diaPlayer as a by-product of a contract
with the U.S. Department of Defense.
Designed to offer greater protection
against piracy for copyrighted music
distributed on the Internet, it can be
downloaded in the beginning of Octo-
ber, and music will become available at
the end of October. According to
O’Brien, “It was a desire to get secure
computer platforms so that the data
could not be copied.”

To avoid the usual pitfalls of down-
loading music off of the Internet, the
MediaPlayer does not have a file for-
mat, per se. According to John Poko-
my, CEO of music.net, the technology
delivers raw data, which reduces the
number of holes to which hackers and
viruses can attach.

The MediaPlayer is free to down-
load; users must either pay for the
music (CD $16.99) or watch advertise-
ments. O’Brien said the company is
also talking to long-distance phone car-
riers so that users may be able to pur-
chase CDs by adding the cost to their
phone bills. Cox said that users who do
not pay for the music will have to an-
swer a simple, one-button, permission-
based marketing question that is
personalized to demographics. Users
will then see the MediaPlayer morph
into different advertisements.

“The user gets a higher-quality CD
that they can buy or listen to for free,”
O’Brien says. “The artist’s work is virus-
protected, and they still get paid be-
cause either the consumer or the
advertising agency pays for it. This also
adds revenue streams for the artists and
the recording labels. The advertising
agency gains tracking information about
what is being sold on the market.”

The way MediaPlayer works, music is
downloaded to the computer’s memo-
ry—not onto the desktop—and can then
be transferred to any portable device. “It
is a one-way process,” Cox says. “It goes

12 MIX, OCTOBER 2000

from the memory of your computer to
the memory of the portable device. It’s
not copying it; it’s transferring it.”

The available music is offered
through the providers’ record label,
Popdrop Publishing. “We’ve begun ne-
gotiations with various recording com-
panies and content providers,” Cox
says. “Our real focus is to become a
back-end company.”

The company is also expanding into
different media outlets—video, film,
games, 3-D—with different versions of
MediaPlayer by the end of the year. “We
can produce the same results with video
in a 3-D environment,” Pokorny says.
“We want to revolutionize e-commerce.”

For more information, contact John
Koenig at 407/650-9494, or e-mail
jkoenig@VR2Ltrade.net.

WELCOME TO AES

The 109th AES convention, dubbed
“Surrounded by Sound,” takes place
September 22-25 at the Los Angeles
Convention Center. Featured work-
shops include “Audio Watermarking for
Packaged and Network Media,” “Digi-
tal Libraries, Preservation and Metada-
ta,” “Mastering for the Internet” and

“Perceptual Audio Coders—What to
Listen For,” among others. According to
Van Webster, workshops co-chair, the
“workshops identify emerging trends
and present the latest information on
the full spectrum of audio technolo-
gies.” Products to be debuted at the
convention are previewed in this
issue’s “2000 AES New Products Direc-
tory,” beginning on page 185. A re-
view of the show will appear in next
month’s Mix.

SOUND EFFECTS SEARCH ENGINE
Looking for an elephant trumpet or a
cough? FindSounds.com is a recently
launched search engine for sound ef-
fects and samples. By typing in a gen-
eral search command, the user can find
links to other sites that offer the particu-
lar sound effect.

According to Steve Rice, president
and CEO of Comparisonics Corp., the
new search engine operates in the same
fashion as other Web-based search en-
gines like AltaVista, Excite and Snap. “A
spidering mechanism locates content on
the Web, and links to that content are
stored in an index,” Rice says.

—CONTINUED ON PAGE 16

MERGER AND ACOUTSITIONS

MACKIE BUYS ACUMA LABS LTD.

Mackie Designs Inc. announced the completion of the purchase of Victoria,
BC-based Acuma Labs Ltd. According to executive VP of engineering Peter
Watts, “Acuma provides focused digital technology resources to Mackie’s en-
gineering group, enhancing our development of increasingly sophisticated
professional audio products.” For more information, call 425/487-4333 or
check out Mackie’s Web site at www.mackie.com.

UNIVERSAL AUDIO ACQUIRES KIND OF LOUD

Santa Cruz, Calif.-based Universal Audio has completed the acquisition of
Kind of Loud Technologies. The two companies will be based out of Santa
Cruz and share the name Universal Audio Inc.; the company’s new slogan
will be “Analog Ears, Digital Minds.” According to a press release, the com-
bined company goal “...is to bridge the best of classic analog recording tech-
nology with the flexibility of the modern digital studio. The company is
developing an entirely new product line merging the best of its technical ca-
pabilities.” For more information, call Suz Howells of Universal Audio at
831/454-0630, or e-mail suz@uaudio.com. [




CAPTURE THE DETAIL OF THE MOMENT

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

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

SEE US AT AES BOOTH #901

/7 NeumannUSA
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Roland’s most powerful synthesizer/sample player in history

O 128 voices/32-part multitimbral operation

O Over 1,200 factory patches

QO Load up to 128MB of Roland, Akai®, .wav and AIFF samples

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

QO 8 24-bit analog outs w/ EQ; 2 S/PDIF outs; R-B .

(O 4 SRX expansion slots and 4 SR-JV80 expa

O SmartMedia* patch and sample stora

QO Built-in SCSI and word clock input

O New Matrix Modulation
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245080 synthesizer/Sample Playback Module

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

- INDUSTRY NOTES

John Andrews has been named the
new broadcast development director
of Solid State Logic (Oxford, Eng-
land), taking him back to his roots
at the BBC; meanwhile his position
as group marketing director will be
filled by a familiar face, Colin
Pringle...Tascam (Montebello, CA)
general manager Gene Joly joined
the board of directors for TEAC
American. The company also an-
nounced a number of new appoint-
ments: Danielle Cheek, graphic
designer for the new in-house mar-
keting and advertising agency;
Daniel Switkin, software engineer in
the Palo Alto Research Center; and
Sean Halley, product specialist. In
| other company news, customers can
access Tascam’s new Web site at
www.tascam.com for resources and
product information... TGI-Tannoy
(Kitchener, Ontario) unveiled an ad-
dition to its corporate offices and
warehouse facilities, located just
down the street from its current
home. The company also an-
nounced multiple appointments:
Brian Denomme, director of opera-
tions; Marc Bertrand, director of
sales; Barry Fox, marketing manag-
er; and Marci Mudfor, finance man-
ager...CM Sales (Redford, MD)
received AKG Acoustics’ (Nashville,
TN) manufacturer’s representative of
| the year. In other company news,
AKG appointed Sarita Stewart to the
position of marketing manager...
New additions at Apogee Electronics
(Santa Monica, CA): Judd Levison,
Western regional sales coordinator
at Santa Monica headquarters, and
| Luke Baldry, European sales manag-
er at the London-based European
office...Soundcraft (Nashville) na-
| tional sales manager Tom Der will
also serve in the same capacity for
the company’s sibling mixer compa-
| ny, Spirit (Nashville)...DSP Media
(Studio City, CA) promoted Steve
Fehir to head of customer service at
I its manufacturing facility in Sydney,
Australia.. Jerry D. Spriggs assumed
I the roles of president of Beyerdy-

16 MIX, OCTOBER 2000

namic North America (Farmingdale,
NY) and senior staff member of
Beyerdynamic (Heilbronn, Ger-
many)...Resulting from a joint ven-
ture between Euphonix Inc. and
Audio Export, Euphonix Europe Ltd.
(London) named Miles Roberts as
new managing director. He will be
based out of the London headquar-
ters. Euphonix Inc. (Palo Alto, CA)
named David Hansen as director of
product marketing...Telex Commu-
nications (Minneapolis) corporate
headquarters moved to 12000 Port-
land Ave. South, Burnsville, MN
55337; 952/884-4051...Loudspeaker
company Klipsch Audio Technolo-
gies (Indianapolis) announced that
its chairman and CEQ, Fred Klipsch,
was named Indiana Heartland’s Emst
& Young 2000 Entrepreneur of the
Year in the marketing category...
Sony Music Studios (New York) hired
Jerry Puente, Andrew Brooks and
Jim Naisby Jr. as general assis-
tants. ..Clive Green & Co Ltd. (Bed-
fordshire, England), manufacturer
of Cadac mixing consoles, appoint-
ed Group One Limited (Farming-
dale, NY) as its North America
distributor...NewWave Technolo-
gies (Gaithersburg, MD), distributor
of digital equipment, added Zapex
Technologies (Mountain View, CA)
to its roster for Zapex’s MPEG-2 en-
coding product line...Mitek Corpo-
ration (Phoenix) welcomed Joe
Andriano to its family as the new
senior graphic artist and Paul Jago-
da as graphic designer...Mixer Rob
Chiarelli joins Nettwerk Manage-
ment’s (Beverly Hills, CA) ros-
ter...Papeete, Tahiti is the new
home for Bag End’s (Barrington, IL)
distributor and dealer Posi-Lectric.
Posi-Lectric can be contacted at
P.O. Box 144, Papeete, Tahiti
68713, French Polynesia; 11/689/
42-9256; fax 11/689/42-1946...Allen
& Heath (Penryn, Cornwall, UK) ex-
panded its headquarters with a
two-story facility that will house
sales and marketing, R&D and tech-
nical support departments. ]

—FROM PAGE 12, CURRENT

Similar to other search engines,
FindSounds.com does not make
copies of, save or host the content
found at other Web sites; it merely
points the user to that content using
standard HTML-based links. Addition-
ally, once a user finds a sound he or
she likes, the site offers a link to find
similar sounds.

“FindSounds.com is a state-of-the-art
audio retrieval system providing un-
precedented access to sounds on the
Web,” Rice says. “It is a valuable re-
source for videographers, filmmakers,
musicians, Web site developers, hobby-
ists and students.”

RIAA, ARTISTS REACH AGREEMENT
The Recording Industry Association of
America and representatives of the
Artists Coalition, AFM, AFTRA, AmSong,
the Music Managers Forum and NARAS
announced that an agreement was
reached on a legislative recommenda-
tion to resolve the “work made for hire”
copyright issue.

Last November, Congress reformed
the Copyright Act to add sound record-
ings to the roster of copyrighted works
that can be considered as “works made
for hire.” However, concerns were
raised about its effects soon after.

“We said from the beginning we did
not intend to change the law and have
worked diligently to assure that the
issue of work for hire is resolved with-
out prejudice to anyone’s position,” says
Hilary Rosen, president and CEO of the
RIAA.

“The book needs to he closed on
this so we can get back to a united in-
dustry on so many important challenges
of the day. The resolution is a good
one.”

According to AFM president Steve
Young, “The AFM and AFTRA were
committed to reversing this change in
the law when we discovered it had
passed.”

The recording industry and the
coalition of artists plan to request that
Congress pass this legislative recom-
mendation before the end of this con-
gressional session.

For more information, contact the
RIAA at 202/775-0101, or visit www.
riaa.com. n

http://www.mixonline.com




Tyrannosaurus Rex
5.5 tons

Emmulatoris Akkaisus
134 |bs

Samplor Extremum
3.18 0z

The Emagic Xtreme Sampler 24 Bit is the
lightest sampler that has ever been con-
structed. Less than 4 ozs gives you 64
voices, each with up to 24Bit/96 kHz.
Use up to 16 simultaneously. Even so,

www.emagic.de

the EXS24 costs less than a typical hard-
ware sampler’s memory expansion. Visit
our home page for further evidence
that bulk is becoming extinct. Weigh it
up for yourself: the future is now.

- See Emagic at AES Los Angeles -
Booth No. 1255, September 22.-25.

Technology with Soul.
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16 total channels - 4 buses
16 XDR " mic preamps . 16 mano mic/line

channets'- 4 stereo aux returns . 6 aux sends
per ch.- 3-band equalization w/swept midrange

1604-VLZ PRO

0
16 total channels - 4 buses « WXDR * mic
preamps - 8 mono micline channels

2 mic/stereo line channels « 2 stereo line
channels - 4 stereo aux returns - 8 aux sends
per ch. - 3-band equalization w/swept midrange
on mono channels - 4-band fixed equalization
on stereo channels «white sidewalls optional

1642-VLZ PRO
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stereo bus - 4XDR * mic preamps - 4 mono

mic/line channels - 4 stereo line channels - 2
| stereo aux returns - Z aux sends/ch.. 3-band EQ

1202-VLZ PRO
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VLZ PRO Series with XDR mic preamps.
Precise creative lools for serious artists.

fyou're serious about your creative
product, your equipment list should

start with a really good mixer.

Our VLZ™ PRO Series has become
the industry standard for compact mic/
line mixers. They're used day-in and
day-out by more professionals to create
more albums, demos, movie and broad-
cast sound tracks, commercials and web
casts than any other brand.

They mix and submix in most of
the world’s top recording studios (we
know of one 1202-VLZ"™ PRO that’s actu-
ally built into the control surface of a
$1,000,000 digital console). And VLZ™
PRO mixers are in more basement,
garage and back-bedroom home
studios than you can shake a
patchcord at.

XDR™. The finest microphone
preamplitier design ever built into a
compact mixer.

Because the preamps in mixers have
long been considered a poor second
to $1000 to $2000-per-channel outboard
preamps, Greg and our Analog Engi-
neering Department spent two years of
meticulous experimentation creating a

sonically comparable mic preamp circuit.

According to numerous cynical record-
ing engineers, magazine reviewers and
alot of satisfied owners, we succeeded.

One reason is the advanced 2068 op-
amps that are a foundation of the XDR

design. They blow away our competitors’

4580 op-amps in terms of noise and
distortion. Consider these real, measur-
able XDR™ (Extended Dynamic Range)
microphone preamp specs:

1 0.0007% Total Harmonic Distortion
M 0.0008% Intermodulation Distortion

M 130dB total
dynamic
range to
handle hot
digital
sources

B 3Hz to
192kHz
bandwidth

B Ultra-low
mic E.LN. at practical real-world
gain levels

By “practical” gain levels, we mean the
+20 to +30dB normal operating range.
The chart below compares E.LN. for
XDR™ M, an Awesomely Expensive Out-
board mic preamp ® and a compact
mixer B whose specs claim ~129dBm
E.LN....but only at +60dB gain.

AP°  EAN. a5 2 Tanction ol gain
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Whie XDR™ sonically rivals esoteric
designs, it’s no creampuff. We also
built in protection against damage from
shorts and “hot patching”...and the best
RFI rejection of any compact mixer.

But don’t just take our word for it...

Here are a few comments we gleaned
from just one week of incoming VLZ™
PRO Series owner registration cards:

“Love the XDR mic preamps. . .clean
and sweet!” CH., Tampa FL

“A quality replacement for a far more
expernsive mixer brand.” ).C., Adington TX

“I was contemplating a couple of
“--"putboard mic preamps ($2000+).
The new XDR preamps let me make my
next purchase a CD burner or an out-
board processor instead.” MM., Miami FL

“Great product. XDR'’s are a great
innovation and the value's unbeatable.”
JK. Boise ID

“I hooked up my brand spankin’ new
AKG 3000 and all I can say is ‘cool’.”
T.D., Waukesha W1

“I've been though numerous small con-
soles that were noisy. This one isn’t, so
it'’s a keeper!” ).E, Boca Raton FL

“Gorgeous preamps. Nice job, guys.”
J.C., Provo UT

“Nothing comes close to the quality/
price.” PK., Spokane WA

“Excellent frequency response. ..
excellent mic preamp. Worthy of our
Neumann mics.” cM., Atascadero CA

“Killer mic preamps!” RA., New York NY

The VLZ™ PRO Compact Mixer Series:

B Premium XDR™ mic preamps and VLZ™
circuitry for ultra-low noise

B New high-performance 2068 op-amps

W Musical, sweet-sounding equalization at
useful, logical frequencies

W Sharp 18dB/octave Low Cut filters

M Stereo In-Place Solo

M Easy channel level setting via Solo

B Constant Loudness pan pots

M Inserts on all mono micfline channels

@ 60mm long-wearing, logarithmic-taper
faders (except 1202-VLZ PRO)

M Sealed rotary controls

W Thick MIL-spec fiberglass circuit boards
M Easy-to-understand manuals

M Best Technical Support in the industry

Call toll-free for a 72-page brochure/
hook-up guide that explains the VLZ"™
PRO line in excruciating detail. Or log
on to our web site.

Then visit a Mackie dealer to decide
which VLZ™ PRO model best meets
your creative needs.

e~ 2 1g
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THE PRICE OF SUCCESS

THE DEFINITION OF SUCCESS

WHY ARE WE ALL DIVORCED?
Okay, those of you who are still
married, before you rush to your
computer to e-mail a letter to Mix
telling us that you aren’t divorced,
take a second to consider that, sta-
tistically, you eventually will be.
Now your next thought may be,
“Well, that’s a pretty stupid question
anyway. We are divorced for the
same reason that any professional is,
because we must give a large por-
tion of our lives to our careers if we
truly wish to ‘succeed.” Yeah, well.
Professionals. Doctors. Lawyers. Us.

DOCTOR, DOCTOR,

IT HURTS HERE...

Doctors go through medical school
forever and then leave their wives
and girlfriends behind as a natural
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step toward a lucrative practice.
That way, they don’t have to pay
them back for all those years they
worked to put them through med-
ical school. Besides, spouses that
were around through all thai are
usually not amused with the official
transformation from human to self-
proclaimed Deity, not to mention
the bore of tolerating those late
nights, the drugs and the women.
Neurosurgeons and plastic surgeons
are the worst; neurosurgeons be-
lieve their own hype and feel that
anything they want to do is justifi-
able as critically needed decompres-
sion, while plastic surgeons simply
get a new 24-year-old trophy to re-
justify their hype every spring.

BY STEPHEN ST.CROIX

ILLISTRATION: ROBERT MEGANCK

AND THE GUY THAY

HURT ME IS OVER THERE...
And lawyers, well, they deserve to
be divorced. Besides, it gives their
lawyer buddies work, and since
most don’t have any buddies that
aren’t lawyers, this s an important
consideration. Oh, yeah—we can’t
forget those late nights, the drugs
and those pesky prostitutes.

Now it comes to us, we who
record audio for a living. We are
certainly subject to the same pres-
sures and demands as in any high-
intensity vocation, but I think an
additional component applies to
us. We are driven 1o create, and
the public ultimately judges our ef-
forts. To further pressurize our ca-
reers, the very nature of our
industry is blatantly competitive.



the

complete

picture

hard disk recording

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

MOTU

motu.com
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RODE

MICROPHONES

The point at which sound becomes
music, is where your art, your dreams,
and your emotions have become a reality.

when saperur
sound, th)g
U demanded.
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EVENT ELECTRONICS, P.0. BOX 4183, SANTA BARBARA, CA 33140-4189
PH: 805-566-1777 FAX: 805-566-7771 WEB: http//www.eventl.com E-MAIL: info@eventt.com

INTERNATIONAL ENQUIRIES: 300E MICROPHONES
5 Averill Street Rhodes NSW 2138 Australia
Tel: 612 8765 9333 Fax: 61 2 8765 9444 www.rode.com.au
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Neurosurgeons don'’t actually get gold-
plated awards for doing a better job
than other neurosurgeons, but we do.
Plastic surgeons are occasionally held
responsible for carving their initials in
their work in order to get public recog-
nition (and the increased fees that
come with it), but not us. We actually
fight to sign our work.

We compete openly for recognition,
and we have even designed our own
industry to support that competitive-
ness. The more Gold and Platinum that
we produce, the more work we get and
the more we can charge.

This, of course, makes us work even
harder to produce those hits. So we
spend more and more time working
and less time at home. We work in a
deadline-oriented industry, and as con-
tinuity is crucial, we tend to work in sat-
uration until each project is complete.
This doesn’t even count deadline
bonuses and deadline penalties.

The cliché is true: You are only as
good as your last record (or movie or
spot). If we don't hit with today’s pro-
ject, we work even harder to get the
next one, as our survival depends on it.
Even worse, if we get a hit, we can
charge more for a while until we miss,
so we book as heavily as possible to
ship as many projects as we can at the
higher rates. Each hour we bill when
we are hot pays so much more than
what we can bill when we are cold that
we simply can’t afford 1o go home.
More hours in the studio.

We see less and less of our real-world
friends and families and slowly replace
them with industry acquaintances. We
then eventually convert these acquain-
tances to “friends,” even though we
compete with them daily. After all, they
do understand us, our goals, our obses-
sions and even our temptations.

And our mates? Well, they don’t.
How can they? We stopped telling them
what our world is like years ago, when
we started telling our industry friends
instead.

WHY WE GET FAST CARS

AND BIG GUNS

Midlife crisis? Well, maybe. But for us,
the creators in the recording industry,
perhaps there is another inevitable
compensation at work.

Simply put, we need exposure to
raw, visceral power and, of course, we
need to control that power because we
no longer have that control at work.
Making a record, a TV show, a movie or
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a commercial is so technical now, so
high-pressure and so political, that no
one person really has total creative con-
trol. The client has the ultimate say as
they provide the funding, but even they
don't actually have real control, as they
must rely on the creative work of others.
And as we, the engineers and producers,
must satisfy the client, we have those
frustrating time, budget and creative con-
straints that we all know and love.

I mean, come on. We know the client
is always wrong, and our job is to fix it,
to make it right, without the client ever
discovering that he was dead wrong. We
must gently suggest those changes that
take the piece from bad to good, and
make the client feel that his concept and
ideas were great, but that we simply
made them even greater. He has to love
the end result, and it has to do well. But

The more Gold
and Platinum that we
produce, the more work
we get and the more

we can charge.

he can't feel embarrassed by how dumb
his original vision was or he won’t come
back, no matter where we land him on
the charts.

And obviously the more people that
are involved in the creation of a prod-
uct, the more committee-type averaging
takes place and the less satisfying the
project is to each creative and technical
person involved.

So we buy 500-horsepower cars and
sit in the same traffic as the 16-year-old
kid with his 92-horsepower Kia. And this,
of course, is why we need the big guns.

NO WAY OUT?

It seems that we get a choice: a high-
maintenance studio life or a high-
maintenance relationship. There is
only so much time and energy to
spread around. But it also seems that
many of us, mainly the artistic and cre-
ative ones, seem to gravitate toward
both the high-maintenance studio and
the high-maintenance relationship.
This 1 believe is a genetic flaw; nobody
can actually fly two lives at the same
time—not indefinitely. Lots of us can
do 1.8, but not two. Unfortunately, 1.8
is nowhere near two, so one eventual-
ly collapses.

And the answer? Don't. Eliminate
both the high-maintenance studio and
the high-maintenance mate? Close your
facility and leave your wife? Maybe.

If you will allow me to get more se-
rious than I have ever before been in all
the decades that 1 have been writing
this column:

Each of us, short of those in prison or
otherwise truly denied freedom of choice
by other unfortunate physical or socioe-
conomic circumstances, is doing what we
want. Starkly stated, if we find ourselves
in the situation that this column is about,
there must be some need within us that
the situation satisfies. Any shrink will tell
you this for $45k or so ($67k in LA.).

The answer lies in discovering what
made us this way, what need is being
met so that we may in turn work to
eliminate that need, thereby freeing
ourselves to restructure our lives in a
balanced, sane manner. Then, and only
then, can we enjoy both a creative and
productive career and an actual func-
tional family life.

SURPRISE, SURPRISE!

Clichés exist after all is said and done,
because they are true. When one finally
discovers what fear or drive is behind
all this and in tumn lets it go, the results
can be staggering. Sometimes you must
stop fighting to win.

I can think of at least ten major suc-
cess stories (personal acquaintances)
that have gone through this and are
leading producers and engineers in the
Los Angeles area. And here is the good
part: They are actually happy. They
have great careers, wonderful homes
and, here it comes: healthy, functional
families. 1 have asked many how much
work it is to maintain both their studios
and their marriages, and the answer is
always the same: “No effort at all.”
When these same people were asked
how much effort it took before, when
they were still caught up in the game,
again 1 got consistent answers: “Infinite,”
“Impossible,” and the best, *I can’t even
relate any more to what it was like.”

SO WHY DID | WRITE THIS?

The question of why we in this industry
suffer such high rates of personal rela-
tionship failure was presented to me
yesterday and, of course, I had an opin-
ion. In the words of one of America’s
great commentators, Gomer Pyle: “Sur-
prise, surprise”! a

Stephen St.Croix dictated this column
to a 24-year-old in the passenger seat
of a supercharged Prowler.
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CAUGHT NAPSTERING

WHY WE’RE MISSING THE REAL PROBLEM
WITH DIGITAL DOWNLOADING

y experience in the music
business began in 1960.
Even though I've recorded
over 25 records, I cannot support
my family on record royalties
alone. I recorded a CD that sold
500,000 copies warldwide. Except
for a modest advance, I have re-
ceived no rovalties from that proj-
ect. In 1977, I had a song that was
a Top 40 hit, but the only money [
received from the record company
was in the form of a modest ad-
vance. The only benefit I got from
releasing albums was that people
would like them and come to my
shows.”
Are these the words of an old,
uneducated Deka blues singer,

28 MIX, OCTOBER 2000

forced by some greedy promoter in
his youth to sign an exploitative
contract that would haunt him all
his life? Or are they the plaint of a
jazz pioneer, driven by lack of air-
play, record company support and
racism to live overseas? Or some
innocent singer/songwriter from
Brooklyn sucked into a lousy life-
time deal with an unscrupulous,
midtown-Manhattan talent agency?

None of the above. That's Roger
McGuinn, leader of The Byrds, ar-
guably the most influential Ameri-
can rock group of the '60s, who,
before his band sold millions of
records for Columbia, was a back-

BY PAUL D. LEHRMAN

ILLUSTRATION: MEUNDA BECK

up musician and musical director
for big-name artists like The
Limeliters, the Chad Mitchell Trio
and Judy Collins.

Even more remarkably, these
words were spoken not in a
Rolling Stone interview, but in the
chambers of the United States Sen-
ate Judiciary Committee, during a
hearing on “The Future of Digital
Music: Is There an Upside ta
Downloading?” (You can read his
whole statement at www.senate
.gov/~judiciary/7112000_rm.htm.)

Later the same day, McGuinn
told a newspaper reporter, “For
years, the labels had all the power,
and the artists were pawns. The
artists were cattle.” And when it
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comes to the major labels, little has
changed; although McGuinn worked
out a new royalty arrangement some
years ago with his old label (now part
of the Sony empire), the bulk of his
record income today comes from sales
of new recordings through an organiza-
tion that the large record labels view as
a Jolly Roger-flying bastion of anarchy.
It's one of the new companies and tech-
nologies that EMI/BMG/Warner, etc.
would love to see be put out of busi-
ness, either by litigation (well under
way) or legislation (thus, the Senate
hearings): the notorious MP3.com.

“They offered an unheard of, nonex-
clusive recording contract with a royalty
rate of 50 percent of the gross sales,”
McGuinn continued. “I was delighted
by this youthful and uncommonly fair
approach to the recording industry.
MP3.com not only allowed me to place
these songs on their server, but also of-
fered to make CDs of these songs for
sale. They absorbed all the packaging
and distribution costs. Not only is
MP3.com an online record distributor, it
is also becoming the new radio of the
21st century.”

I know you’ve heard it all before—
I've even written about it once or
twice—and perhaps you’ve already
taken sides on the issue, but things are
moving very fast on the downloadable
music front, so it’s worth taking another
look at what it all means. Like it or not,
MP3, Napster, Gnutella and whatever
new file-swapping technology gets in-
vented between the time that I write
these words and the time you read
them are changing the way that music
is distributed in the industrialized world.

For anyone who isn't Britney Spears
(or a member of the foodchain that
lives off of her products), it’s about
time. New labels are cropping up all
over the place, offering artists similar
share-the-risk/share-the-profits deals to
McGuinn (I just signed one myself),
many of whom use MP3 files as come-
ons: Download this song, maybe for
free, maybe for a small charge, and if
you like it, order the CD through our
online shopping cart. They provide a
glimmer of hope that as playlists of
radio stations become increasingly tight
and formulaic, radio (and the shrinking
number of corporations who control
the stations) will become decreasingly
relevant. As the larger record compa-
nies continue their quest for risk-free,
innovation-free, appeal-to-everyone,
milla-vanilla “talent,” they hopefully

30 MIX, OCTOBER 2000

will—like the TV networks in the face
of competition from cable, home video
and the Internet—steadily lose market
share to independents and alternative
delivery systems.

The record companies, naturally, are
scared out of their pants about all this,
but it’s their own fault. They should
have seen this coming and are only
now scrambling to put the genie back
in the bottle, trying to figure out how
they can exercise some control over
what may well be uncontrollable. And
while they were screaming, “Theft!”,
they got caught recently with those
same pants down around their ankles:
In May, the Big Five labels settled an
antitrust suit by the Federal Trade Com-
mission that accused them of forcing re-
tail stores to sell CDs at inflated prices,
ripping consumers off for some $480

Gnutella reported its hit
count went from 30,000
to 1.3 million the first
day after the restraining
order. When one
technology is squashed,
another will rise up
instanily, like mushrooms

million. (By the way, if you look for this
story in the normal media outlets, you
may have trouble finding it—it ain’t on
the New York Times’ site or Wired mag-
azine's or Bloomberg News. It took me
a half-hour of Web searching before I
tracked it down at www. ftc.gov/opa/
2000/05/cdpres.htm.)

This realignment of the record in-
dustry is good news. With the top-
down orientation upended, a lot more
artists and producers can participate
and hopefully eamn a decent, if not al-
ways spectacular, living. In the old
structure, it normally took hundreds of
thousands of sales before a record com-
pany could make a profit (or at least,
that’s what they tell the artist who'’s sup-
posed to be receiving royalties), and an
artist whose first record sells 2 million
but whose second album sells “only”
half a million is discharged like so
much bilge water. The Britney Spears,

"NSyncs and Ricky Martins of the world
would continue to multiply, while inno-
vative groups would never have a
chance. (And the irony—pun unavoid-
able—of Metallica, who built their en-
tire original fan base on metalheads
swapping live concert tapes—scream-
ing about Internet “piracy” is almost too
absurd to be true. Almost.)

But if an artist can spend a couple
thousand dollars producing a song in a
studio, upload it to his/her site and
charge 50 cents to download it, even if
he/she splits the royalties 50/50 with
the site owner, it will take fewer than
10,000 people—the average drive time
audience for a second-rate radio station
in a third-rate market—to listen to it be-
fore the artist breaks even and can go
on to record another song. And maybe
5% of those people will buy CDs—
there’s another couple of thou in the
bank. Maybe it's not going to buy
him/her a villa on St. Barts, but there
are a lot worse ways to make a living.

But that’s fiction. There is no World
Government (although Bill Gates is cer-
tainly trying) and suppressing technol-
ogy is almost impossible today (ditto).
When the RIAA succeeded in getting a
restraining order against Napster (which
was overturned a couple days later),
people just went somewhere else:
Gnutella, which represents an even
greater threat to the RIAA since there’s
no central corporation behind it and
therefore no one to sue. Gnutella re-
ported its hit count went from 30,000 to
1.3 million the first day after the re-
straining order. When one technology
is squashed, another will rise up in-
stantly, like mushrooms during a wet
summer.

Which doesn’'t bother me, because I
think the RIAA is writing fiction, too.
There simply is no objective data that
supports its position that downloading
hurts CD sales. The surveys it has com-
missioned has been deeply flawed (just
like the one years ago that Warner/
Elektra commissioned that tried to show
how blank tape sales were killing LP
sales), and surveys from less-biased
sources have shown quite different
data: That in fact, in the few months
right after Napster appeared, CD sales
at major retail outlets actually increased.

Despite all their jabbering about
artists losing control over their cre-
ations, the record companies—like the
large book and newspaper publishers
and broadcast/media networks—are
not really concerned with that at all.
They're concerned with their losing
control over their artists’ creations. As I
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write, the labels’ lobbying organization,
the RIAA, is pushing to get the words
“work for hire” written into the parnt of
copyright law that covers sound record-
ings, which means that even those pid-
dling artist royalties that Roger McGuinn
can’t live on would disappear com-
pletely. (You can check this out at
www.hitsdailydouble.com/news/news
Page.cgi?news00873m01, but be pre-
pared to go through a fairly painful reg-
istration process.)

Also, witness the pickets at The
Boston Globe protesting a new agree-
ment that freelance writers are being
forced to sign, which not only gives the
newspaper the right to re-publish on
the Web—or anywhere else—anything
the writers create for that paper, but it
instantly gives the paper the right to re-
publish anything the writers have ever
created for the paper. The Globe is now
owned by The New York Times, which
according to one source is using this as
a testing ground before they try to
force the same agreement on their own
contributors.

For us as producers, studio owners,
engineers and artists, I'm optimistic that
the net result of all this chaos will be
positive. People who like music will
continue to pay for it, if the music is
what they want and the price is reason-
able. Folk singers, rappers, garage
bands, jazz players, world musicians,
techno heads and anyone else who
wants to make a living in this business
without turning their music into zillion-
selling pabulum can’t possibly be
harmed by technologies that make it
easier to get more music to more peo-
ple, and we as professionals, helping
them make their dreams into reality,
will always be needed.

Maybe that sounds naive, but re-
member, despite dire predictions in our
own industry, Fostex %-inch, 8-tracks
didn’t kill the commercial recording stu-
dio and neither did ADATSs or Sound
Forge. Our business realigned itself to
accommodate a larger number of play-
ers (albeit operating at smaller margins),
and by most accounts, we're healthier
than ever—as subscription figures for
this magazine and hit counts on our
Web site demonstrate well. Even the
giant studios who do lots of major-label
work have known for years that they
can’t be dependent on that forever and
have diversified into post-production,
film scoring, multimedia and other
areas. I really think we in the recording
business (as opposed to the “record”
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business—and we could all do the in-
dustry a favor by sending a litde note to
the editor every time we see a newspa-
per article that calls the RIAA “the
recording industry”) have a lot to gain
by this little civil war.

Of course, it does need to be said
that not everyone’s hands are all that
clean on the “pirates” side, either. The
folks behind MP3.com stand to make a
fortune on their piece of the download-
ing action, as well as advertising and
promotion on the site, and the venture
capital has been flowing into them.
It's also been flowing into, amazingly
enough, Napster, which since it doesn't
charge for anything and has no e-com-
merce side, has no possible revenue
source. Where's the investment money

For us as producers,
studio owners,
engineers and artists,
1’'m optimistic that the
net result of all this

chaos will be positive.

coming from? One could assume it's
from people who hope to make a
killing when some large corporation,
like one of the Big Five labels or Mi-
crosoft, buys up the company, either
just to put it out of business or to get
exclusive rights to the technology.

And that, to me, is the greatest dan-
ger in all of this: Not that the technolo-
gies exist, but that somehow they will
be co-opted by the existing media con-
glomerates to serve their own ends. Al-
ready Microsoft (surprise!) has come
up with an “alternative” to MP3 that
can easily be controlled, metered and
watermarked and has entered into a
distribution agreement with Sony
Music. MP3.com, in an effort to settle
some of the lawsuits that threaten it,
has signed agreements with several of
the major labels, allowing music in
their catalogs to be downloaded for a
price. That’s all well and good for the
larger labels, but what about the small-
er ones? Do they have to sue to get a
piece of the action as well? Or are they
simply going to be shut out of this dis-
tribution channel?

There’s one more side to all this that
needs to be looked at. The cudgel that
large companies are using against file

sharing has another target. and that's
the concept of “fair use.” Fair use is the
age-old tenet that allows anyone to
comment, satirize, share for personal
use and create “derivative works” from
copyrighted works. It's what lets me
quote that newspaper story back in the
fifth paragraph, or tape an episode of
The Simpsons off the air, or write a re-
search paper based around someone’s
autobiography or take a CD out of my
public library. The media companies
are salivating at the idea of media being
digitized and available from a central-
ized source, because then it can be con-
trolled every step of the way. If they
could somehow get those pesky fair
use “loopholes” closed, they could get
their gram of flesh every time a book is
read, a movie is viewed or a song is
heard. And they're working on it—and
they have lots of friends in Congress.

Island Records, some years ago,
forced Negativland to bulldoze thou-
sands of copies of a parodistic CD in a
lawsuit that, if it had ever been brought
to court, would have been thrown out
on fair use grounds. But because the
low-budget experimental band didn't
have the legal muscle that the record
company did, they couldn’t afford to go
that route. The idea that this practice
might actually be legislated into exis-
tence is rather chilling.

As you listen to the RIAA and the
MP3 community shriek at each other,
keep in mind what the original purpose
of the copyright law was. There was a
very astute article on this subject recent-
ly in The Nation which says it nicely:
“Copyright allows users—that’s citizens
to you and me—to enjoy the benefits of
cultural proliferation at relatively low
cost through a limited state-granted mo-
nopoly.” It doesn’t say “no cost,” nor
does it say anything about an “unlimit-
ed” monopoly. It’s there to protect the
public, as well as the copyright holders.
Let's hope that the current skirmish,
which has tipped the balance at least
temporarily one way, doesn’t cause a
backlash that will permanently skew it
the other way. And in the meantime,
just be grateful that you don't yet have
to throw a nickel into the Disney-meter
attached to your console the next time
you complain that the guy who fixed
your tape deck did a job that was strict-
ly “Mickey Mouse.” |

“Insider Audio” columnist Paul D.
Lebrman is the editorial director of
Mix Online, mixonline.com. His in-
nermost thoughts (and some tunes)
can be downloaded at antbeil.org.
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THE MIX INTERVIEW

SAM PHILLIPS

THE BIRTH OF ROCK ‘N’ ROLL

hen a baby is born,

everything kick-starts

in that first breath:
heart thumping, lungs pump-
ing, feet kicking, voice howling.
Rock '’ roll got its first gulp of
air in 1951 when a young engi-
neer named Sam Phillips—pro-
prietor of the town’s first studio,
the Memphis Recording Ser-
vice—recorded an artist sug-
gested to him by Ike Turner.
Jackie Brenston’s Chess Rec-
ords single “Rocket 88” had a
contagious, driving beat and a
raw sound that set it apart from
other records of the time. “And
that takes nothing away from
Bill Haley or anybody that
came later,” Phillips says. “It's
because you're talking about
automobiles, and everybody—
and I'm talking about young
people—everybody wanted one.
And the rocket age was coming in,
so the subject matter is right, the

PHILLIPS

ALL PHOTOS COURTESY 3AM

Bom in Florence, Ala.,
in 1923, Phillips was the
youngest of eight children
in a family of tenant farm-
ers. “I probably didn’t
really know it then,” he
says, “but my being associ-
ated with black people
and other poor white peo-
ple who didnt have much
in the way of worldly
goods was, I think, one of
the reasons [ became so

which eventually landed him at
CBS affiliate WREC in Mem-
phis. The more he heard of
local talent, the hotter he got to
capture it. In the liner notes to
Rhino Records’ Sun Records
Collection box, he says, “I did-
n’t set out to revolutionize the
world. I wanted to see if what [
had thought all of my life—that
there was something very pro-
found in the life of people with
less means when it came to
money, less means when it
came to social acceptance—
was right or wrong. When I
opened the studio, the main
thing T wanted to do was keep
it open until I had the opportu-
nity to do some of these things

interested in what could
be done with so little.

“I was also impressed
with preachers in the South, both
black and white,” he recalls. “And
by courtroom tactics, which, of
course, in the old days involved
unbelievable speeches to the jury,
and the ring and the sound you'd
have in some of the old court-
houses with the hard benches.
Sound is something I've been fas-
cinated with as far back as I could
remember.”

sound is right, and in my opinion it
is the first rock 'n’ roll record.”
“Rocket 88" went to Number One
on the R&B chart. Later that year,
Phillips made the first recordings by Phillips began his professional
unknowns B.B. King and Howlin®  career as a radio engineer and DJ,

Wolf. But, of course, that was only e
the beginning. .. BY BARBARA SCHULTZ
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Top: Phillips today. Above: in the Sun days with Jerry Lee Lewis.

that I had in my mind since I was a
child in Alabama.”

Was he ever right. This year,
Phillips is being inducted into the
TEC Awards Hall of Fame in
recognition for an engineering and
production career that is arguably
the most critical in the history of
popular music. What would any of
our jobs be now if Phillips had
never sent his artists’ raw blues to
Chess? Never started Sun Records
and signed and recorded Elvis
Presley or Jerry Lee Lewis or John-
ny Cash? In his 1997 autobiogra-
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THE MIX INTERVIEW

phy, Cash, Johnny Cash writes “I have
so much respect for Sam. He worked
$o hard and did so much good for
people like me. If there hadn’t been a
Sam Phillips, I might still be working
in a cotton field.”

Twant to talk about bow you became a
recording engineer and a producer.
How did you know bow to do it?
Instinctively. [ started out in radio in 1942
in Florence, in Muscle Shoals, Alabama.
There was only one station there at that
time, and [ went from there to a little
town 40 miles east of the Shoals area in
Decatur, to another 250-watt station,
from there to WLAC in Nashville, as an
engineer and an announcer.

So, you knew about audio equipment
Jrom your experience in radio?

Yeah, mainly, and I took an extension
course during the war from Alabama
Polytechnic Institute, which is in Auburn.
Really it was over my head, but I
passed. It was an advanced electrical
course, but so much hung on that for

Sun Records artist Johnny Cash

me and my family that somehow or the
other I got through it.

I don't classify myself as a real tech-
nical engineer in terms of knowing the
actual makeup of the electronic gear,
but I do know quite a bit about that,
and [ am an expert in what I hear. So, I
came to Memphis—that was in 45—
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An ‘80s Sun reunion (L fo R): Johnny Cosh, Roy Orbison, Jerry Lee Lewis (seated), Corl Perkins and

Sam Phillips.

and the WREC studios were in the
Peabody Hotel, and here [ am 22 years
old, and I'm mixing the bands that go
on the CBS Netwark every night, six
nights a week, and I never thought two
years before that I'd ever see a big
band.

What was a typical day like for you at
that time?

I never thought of it as being a work
day, although it was sometimes hard get-
ting up in the moming. I was at the stu-
dio every morning by 7:30, because 1
had to record a program off of the CBS
network, a news program, and that was
before we had tape. This was on the 16-
inch disc.

Then 1 had to be there until 11 at
night. By the time I got home it was
close to midnight, so the hours weren't
what you’d call optimum, but I loved
every minute of it. I loved the big bands.
And the bands seemed to really like
what 1 was doing in the way of a mix.
Everybody has a different notion of what
they want a band to sound like. A lot of
times, 1 would play around with it just a
litle bit. I got fussed at sometimes, but
most of the times I was complimented
on how I wauld be able to hear what
they wanted to be emphasized in the
recording, so | became known as one of
the better mixers. I also learned a lot
about microphones, because I had to set
up the microphones, and we only had
four for the whole 12-, or 16- or 17-piece
bands.

So, what did you do with them?

One of the most fascinating things is
setting up microphones. I mean, you
might think, “*Grab a mic, take it over
here, get some sound,” but I could never
do that in my life. Whether my boss was
looking aver my shoulder or not, I

couldn’t do that, because 1 was fascinat-
ed with how, for example, I could get
woodwinds with the brass and rhythm
and piano and this sort of thing, and that
was a challenge. I did that for six-and-a-
half years.

Was that unusual at that time, do you
think, to spend a lot of time on mic
placement?

Yeah. People usually had a standard
setup on programs like that, but if there
was anything unusual about a particu-
lar band that I found out, I would al-
ways make a note of that, and at the
time I was ahead of the game.

It sounds like a lot of what you learned
about mic placement was from work-
ing with it on your own.

That’s right, because 1 never had a
course in any kind of audio. The engi-
neering course that I passed in Alabama
was more about the electrical circuits—
light bulbs and transmission lines and
transformers and that sort of thing. But 1
needed to take it. It was a good basis for
understanding electricity.

When did you make the break and
stop working in radio to focus on the
studio full time?

That was in the middle of '51. I had
been at WREC since June of 45, and 1
quit in June of '51. That was after I had
a nervous breakdown. I opened the
studio on January the 2nd, 1950. I had
worked an it with saw and hammer
and nails and paint for almost three
months before we actually were in po-
sition to start recording.

I loved radio and I loved the big
bands, but when I saw all the potential
here in the Delta region, I was totally
amazed at the confirmation of all the
things 1 had heard on a small basis in
Alabama. 1 heard all the great rhythms
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INSIDE SUN STUDIOS AND PHILLIPS RECORDING

Memphis is the home of rock '’ roll and the blues, thanks
in large part to the recordings that Sam Phillips made of
Elvis Presley, Carl Perkins, Jerry Lee Lewis, Charlie Rich,
Howlin’ Wolf, Rufus Thomas, Roy Orbison, Johnny Cash
and many others.

Besides the legendary artists who have recorded
there at 706 Union Avenue, Sun Studio has attracted
artists from all over the world who have wanted to
catch the vibe of that space. A short list includes U2,
Ringo Starr, Def Leppard, John Fogerty, Tom Petty, Paul
Simon and Bonnie Raitt.

“The major thing about 706 Union to remember is that
when Sam Phillips had it, all the great recordings were lit-
erally made with five microphones,” says producer Jim
Dickinson, who has worked at both Sun and Phillips
Recording studios, and whose credits include Bob Dylan,
the Rolling Stones, Ry Cooder, The Replacements and
more. “So even when Sam was using the RCA as a vocal
mic, it was a room mic, if you get my point. The instru-
ments were clustered around them, so the major character
that you hear in those recordings is the room, or some-
times the room with slapback added.

Rock ‘n’ roll history just oozes out of the walls inside the live room at Sun.

“Beyond a question of a doubt, the room is really the
thing with 706 Union Avenue,” Dickinson continues. “The
room sound, even with the gear they have in there now,
is still special. It has to do with that old ashestos square
acoustic tile, which covers everything but the floor. The
ceiling is no longer flat. Sam made it into these kind of V-
shaped rows with the acoustic tile and straight pins. When
you speak, you can feel the air pressure in the room. The
more volume that you put into that room, the more the
midrange compresses. It is sort of like the Phil Spector
principle of putting in too much in too small of a space,
and the whole room becomes a compressor.”

In 1938, Phillips began constructing Phillips Recording
at 639 Madison Avenue, just a few blocks down from the
old Sun Studio. After the move to Phillips Recording, the

The humble storefront exterior at 706 Union Avenve.

706 Union Avenue address turned into a scuba shop, and
then into a garage where sports cars were stored, until it
was reopened as a studio in the mid-"80s.

At the time Phillips Recording was built, it was de-
signed to be a stereo facility with a custom-made console,
and it had an Ampex 3-track recorder. There were also
three live echo chambers. The tracking space had an iso-
lation booth and stair-stepped risers that were designed
for setting up guitar amps. Phillips had also custom-built
reversible acoustical wall panels that are reflective on one
side, absorptive on the other.

*Sam was very much involved in every detail of the
design of this studio. He put a lot of thought into it, and
he’s still very proud of it today,” says studio manager
and chief engineer Roland Janes. Music history buffs
might note that Janes was the guitarist on many of the
Sun classics, including Jerry Lee Lewis” “Whole Lotta
Shakin’ Goin’ On” and “Great Balls of Fire,” Billy Lee
Riley’s “Red Hot™ and “Flying Saucer Rock & Roll” and
Charlie Rich’s “Lonely Weekends,” among others. He
has been at Phillips since 1982. “This was probably one
of the best-built studios in the world when it was built,”
says Janes. “It was state-of-the-art.”

Over the years, classic hits were recorded at Phillips,
including the Amazing Rhythm Aces’ “Third Rate Ro-
mance,” Jerry Jeft Walker'’s “Mr. Bojangles,” Sam the Sham
& The Pharoahs’ “Wooly Bully,” as well as more arcane
cool sessions, like John Prine’s album Pink Cadillac and
The Yardbirds’ “Train Kept A Rollin™ and “Mister, You're a
Better Man Than L.” The studio is still an analog facility
with a Studer A80 multitrack and a DDA 36-in/24-out con-
sole.

*We totally retooled the studio about five years ago,
and we labored over whether to take the studio digital
or not, and we finally determined to stay analog,” says

Janes. “We did get a new Dolby SR noise reduction unit,

which I don’t always use.” Today, both Phillips and Sun
are active studios, and artists come from all over the
world to experience some of the historic magic.

—Rick Clark
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THE MIX INTERVIEW

that the black musicians seemed to
have in abundance, without having any
formal training whatsoever, and so 1
thought you just didn’t hear that [on the
radiol. Black people [on the radio] were
people like Duke Ellington, and they
had to do the stuff that white people
wanted to hear in order to sell records.
Count Basie, Nat King Cole...there’s
nothing wrong with that—they did
what they did so fabulously. But there
were so many people that had such a
great, great feel for the life that many
people lived. 1 knew this, and I just said
to myself, “Man, I've got little enough
sense to start fooling around with this.”

I did both jobs for a year-and-a-half
before it got so hard on me that I just
couldn’t do everything. I had been run
down for some time, because I was a
hard worker. I don’t mean to brag, but
never thought of anything but giving a
full day’s work for a full day’s pay, but

then I got into something [
really loved, and I was
going to do that regardless.
So, I guess it all hit me,
and I was given electric
shock treatment. I don’t
guess | was ever crazy
{laughsl, but I just knew 1
had to have some help.
When 1 came back on
the job, I went to [my boss]
Mr. Wootten and told him
that I had the toughest de-
cision I had ever had to
make. That was to either
give up my little studio—I wasn’t mak-
ing any money out there to speak of—
or my job at WREC. I had two very
young children, and a deaf aunt who
was also blind in one eye and my
mother to take care of, and I hope I
never have a decision that tough to
make again, but I did make it, and it
worked out.
You must bave been scared.

aflM PRILLIPS ON THE SUN ROGTER

Volumes could be written (and have
been) about the artists whose ca-
reers started with Sam Phillips at
Sun, but we asked Phillips to give us
some nuggets about the strengths of
some of the greats.

Howlin’ Wolf: The Wolf had the
most potential of any black artist I
ever had. If I hadn’t lost him, I just
think he probably could have been
one of the biggest artists [ ever had. |
know that sounds odd, but that’s true.

Jerry Lee Lewis: Jerry Lee Lewis is
one of the greatest talents of all time,
but you had to watch his timing.
With his enthusiasm for doing things
live and doing them instinctively,
which I love dearly, he tended to
rush time a little bit, and I had to
watch that but not kill his spirit.

Roy Orbison: Roy was naturally a
ballad singer, and I knew that, but at
that time, you have to take into ac-
count what was taking place. If I
hadn’t done this silly little “Ooby
Dooby,” a huge song, and gotten
Roy to where he was recognized by
the younger people, I honestly don't
know whether Roy would have
been around or not. But, of course,
nobody could do a ballad much bet-
ter than Roy.

Carl Perkins: Carl was one of those
bare-bones, raw-bones-type persons
that absolutely could have been one
of the biggest country singers ever.
That song “Turn Around” is a coun-
try song that I did on Carl before we
cut “Blue Suede Shoes.” 1 didn’t like
converting people—I wanted them to
stay in whatever instinctively they felt,
but by that time, everybody who
came into the studio that had heard
Elvis really wanted to rock.

Johnny Cash: The most distinctive
voice outside of maybe The Wolf;
certainly the most distinctive white
voice. His songwriting is so to-the-
point. You'’re going to follow John-
ny Cash’s narrative on any song that
he sings, especially the ones that he
writes.

Elvis Presley: Somebody I truly
loved as an individual. I wish more
people could have experienced the
real Elvis. When [ heard his voice, it
was the sweetest thing I'd ever heard
in my life. It was not only pretty, it
made you wanna cry, it made you
wanna be happy. Elvis knew that
the thing that he loved better than
anything else in this world outside of
his family was music, and it showed
in everything that he did. |
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It was a scary thing, but I had so much
confidence in my ability, and [ really
don’t mean that bragging. I just believed
in sound so much, and I had such a de-
votion to what I was doing. I loved
what I knew black and poor white peo-
ple in the South could do with music if
only they were beard, and 1 loved the
close kinship between the twa, between
country music and blues music. There’s
not much difference there. It’s such hon-
est music. Each can be very different,
but really back then when you got
down to a fantastic Jimmie Rodgers’
country record and some of the later
things from Lightnin’ Hopkins and peo-
ple like that, it was just an amazing in-
spiration to see what these people had
experienced and would write.

And I wasn't just an engineer. [ had
to be a psychologist, a business per-
son, a family man and totally devoted
to sound, and I knew I had to do
something different in the way of
sound. If I was trving to do the same
thing as the records that were on the
radio at that time, everybody could do
something as good or better, because
they probably had better equipment
and facilities than I had at 706 Union.
But I knew what I had, and that if 1
did the things that [ should de, I could
get what I was looking for. I just
hoped and prayed that it was what the
people would want, if I could get dis-
tribution on it.

So this was when you were making
records for people in your studio and
then leasing the records to a label?

Yes. I really did not want to go into the
label business because of the monetary
[risks], and you couldn’t have just a little
regional record label. You had to have
a national label. You might not have the
power of distribution that the majors
had, but you definitely had to get out of
a region and expose the records to
enough people—north and south, east
and west—to find out whether what
you're doing was going to be accepted
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generally or not. If your dog is barking
up a tree and there’s no possum up
there, you got a dog that ain’t no good,
you know?

So, Iwhen I started Sun] I had to set
up 38 distributors, and [ drove before
we had interstates to do that. We did a
great job of distribution, and that was
very important but also tough, because
we were so different in what we were
doing. Even our blues was different be-
cause it was more of what I call gut-
bucket. It was more down-to-earth-type
blues. There were some good record la-
bels: Atlantic and Specialty and Chess
and Checker, but very few of them had
any artists that were right down where [
thought the grass should grow. That re-
ally made me stick by what I felt I had
to do to give it a fair trial.

The point was that I really wanted to
do something different and give an op-
portunity to some people that didn't
have an opportunity. [ was right in the
middle of what was happening, and I
recognized that. [ wanted to prove that
there was a market out there for these
people and that these people deserved
to be heard. I'm not a good guy, or a

PE 1 C - Program Equalizer

3

EQ 1 A - Equalizer

sweet guy or anything like that, but you
have to be honest to yourself.

Tell me about the studio at 706 Union.
I used the old 1-foot-square acoustic
tiles, and I knew there were a lot of
ways to approach it to make a live-er
studio or deader studio. I never truly
liked a dead room for what was [
going to do with a very sparse number
of people on the session—maybe two
to four or five was a big band—so all
that was taken into account.

[ designed some angles in the litle
studio, about 18 by 32 or 33 feet long,
and I designed a V-type ceiling with
horizontal and vertical Vs on either end
of the studio, and T just kind of played
with it. I would go in and clap my
hands. It sounds kind of crude, but that
was the way a lot of people felt the
vibe of a studio. I wanted to have a
good sound that I felt was natural.

[ never used EQ. I'd reset the mics
or exchange mics. I never used EQ until
we got to the mastering stage. [ had
very little limiting and compression. 1
had a homemade compressor that |
made so if something got out of hand it
would get it. I never complained about
equipment then, even though I had to
make quite a bit of it myself. [ had an

with a single Master gain control.

i

MEC 1 A - Recording Channel

\

MP 1 A - Microphone Preamplifier

CL 2 A - Compressor

§
il

LCA 2 B - Stereo Compressor and Limiter
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old, used RCA 70D board that I'd re-
worked that I got from a little station up
in South Carolina, and [ just had all I
needed. I had six inputs.

[ also knew that [ had to use the
right type of microphones. I couldn't
buy some of the more expensive mi-
crophones, but I knew what I was
doing with what I had. I worked with
how each different vocalist would work
the microphone. Some I'd work directly
in front, maybe six inches back, some |
would have work across the mic.

Can you give me some examples? For
instance, bow did Howlin’ Wolf ap-
proach a mic? How did Elvis Presley
approach a mic?
Well, the Wolf sat down, and he
played the harmonica, too. He never
liked to stand except when he was
onstage. The Wolf liked to have a mi-
crophone that was more or less nondi-
rectional, because he was going to
wiggle his head regardless. He had
played these little spots over in Arkansas
trying to grind out a few pennies on the
weekend; he always played like he was
in a show. So I knew working a direc-
tional mic was not going to work on the
Wolf. You would lose some of those
—CONTINUED ON PAGE 225
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X-10 Studio Monitor

This Really IS Rocket Science.

Actually, it's cutting edge aerospace technology.

[t began with a sophisticated technique developed

to maintain control of inherently unstable
supersonic aircraft such as Stealth fighters.

Now Meyer Sound has licensed an implementation

of this technology from the University of
California at Berkeley, adapted it for
professional monitoring applications, and
built it into the new X-10 High Resolution
Linear Control Room Monitor. X-10 is, quite
simply, the most accurate and neutral studio
monitoring system ever conceived. Frequency
balance is consistently linear regardless of
monitoring level. And the impulse response
looks more like that of an electrostatic
speaker than a monitor capable ot 136dB
peak SPL.

The X-10 is yet another quantum advance
from a company accustemed to confronting
theoretical obstacles and pursuing a solution
for as long as it takes. First it was
the patented phase correction
technology of the HD-1. Now the
X-10 is another experience you
can't afford to miss. Put a pairin
your studio and run them with the
most demanding material you've
got. Then judge for yourself.

Call Meyer Sound to arrange an
audition. But, be forewarned.

You may never want to mix on conventional
monitors again.

“The X-10 is the most
O INECL
application of control
theory in loudspeaker
tlesign to date...”

Pressure Sensing Active Control (PSAC)™ (patent
pending) tracks the driver's acoustic output and
then employs high order feedback technology to
— David Wessel precisely align output with the input signal.
Professor and Director of
CNMAT, Center for New
Music and Audio
‘ “echnologies, University

of California, Berkeley.

"l was immadiately
struck by the clarity
and tonal balance.
Imaging was superb.
There was nothing
artificial or hyped
about the X-10."

Jim Anoerson, Freelance
Engineer (Patricia Barber,
Gonzzlo Rubalcaba)

Meyer Sound Laboratories, Inc.
2832 San Pablo Avenue
Berkeley, CA 94702

Phone: 510-486-1166

Fax: 510-486-8356
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I get plenty of ¢-mail regarding “modi-
fications and upgrades™ to recordir

consoles and other picces of audio
gear. I chose those words carefully 1o
make a point. More often than not,
modifications can he as expensive as

a new picce of outhoard gear, or

worse, a4 major detour into oscitlation-
land. Why modify a console mic pre-
amp when there's aiready a product
whose designer auditioned cach com-
ponent for its sound, or lach of same?
By contrast, the decision o wpgrade
should be borne from the mainte-
nance history of the console or tape
machine.

If you want to know a little more
about basic maintenance, enough to
make educated decisions or possibly
£0 a little further, ya gotta be in the

ballpark to see the game and ya gotta

practice to play the game. So let’s find

our scats and check out the opening
lincup. What better way to demon-
striate the process of comparative
analysis than by testing a recording
console or tape machine, good chan-

nel next 10 bad channel?

|d Radio History



CAPACITORS: SQUARE BIZ
Geeks-in-training need to start with
maintenance fundamentals, which in-
cludes familiarity with test equipment
and electronic components. (A list of
test gear was detailed in the May 2000
issue.)

Capacitors—the weak link in al-
most any aged product—are failure-
prone over time, making travel for low
frequencies difficult. The end result is
“thin” sound.

You can test for bad capacitors
without pulling a module; the fastest
way requires a square-wave oscillator
and an oscilloscope. Fig. 1 shows a
family of square waves, starting with
la showing the 500Hz reference
wave; 1b indicates the bass roll-off tilt
caused by bad capacitors; and 1c¢
shows how bass boost tilts the wave
in the opposite direction. (Any
midrange frequency will vield similar
results.) This test is particularly useful
when checking old Pultec and Neve
modules or any c¢qualizer that has
switched EQ settings. Not only do you
want to know that all frequency op-
tions are functional, but also that the
center détente is really “flat” and that
the output transformer (f applicabie)
is properly terminated.

Also included are snapshots of tre-
ble boost (1d) and cut (1e). All “visu-
al cffects™ were produced with a
shelving equalizer where the slope is
a gentle 6 dB per octave. A lowpass
(high-cut) filter has a much steeper
slope, at lcast 12 dB/octave, leaving
more bandwidth untouched and leav-
ing a recognizable footprint, as scen
in Fig. 1f. Notice how the rise time of
the square wave is affected. The im-
ages will vary depending on the slope
of the EQ curve. Boosting the
midrange EQ at the same frequency
as the oscillator will turn it into a
near-sine wave.

DASS cut

00 Hz
square-wave
- v ™~

treble cut lowpass

(high-cut)

—

le f

Figure 1: A square-wave family, at 500 Hz.

MODULE ETIQUETTE

Once the bad modules reveal themselves, it’s time to find the bad caps. Be sure to
mute the speakers and power down the console when removing and replacing
modules. An extender card makes it easy to probe individual modules. If you don’t
have that luxury, pull a few modules to clear some real estatc. A schematic will
help locate input and output caps—most of the time, the circuit board is silk-
screened with part designations. Using a ‘scope probe, locate a cap at the input or
output of an amplifier and check each leg for the “before and after.”

You might find that many of the same caps in each module have failed. The de-
cision is yours to change only those that typically fail, or go the “wholesale replace-
ment” route. Caps can fail in batches—some are more stressed than others and then
some just plain suck. Once you begin to recognize them, order a quantity to have on
hand when some down time opens up. Digi-Key (www.digi-key.com) is a good
place to buy mass quantities.

1 like to replace electrolytic inter-stage (coupling) caps with Panasonic’s HFS
serics, designed to withstand the abuse of switching power supplies and rated for
105 C. The difficulty with selecting replacement caps is that many were origi-
nally chosen for their small footprint, which is mostly determined by selecting
(some would say compromising) voltage and capacitance values. Construction
materials also affect size. The ambient temperature inside the product must also
be considered. Heat shortens life, so the 105 C rating is a safer bet than the more
typical 85 C.

As a rule of thumb, the power supply rail(s) should be within 70% of cap’s DC
voltage rating. Quite often, caps ride the rails much closer than that (not good).
For example, a 24-volt rail wants a 35-volt cap. Using one rail of a bipolar supply

OCTOBER 2000, MIX 49
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as reference, a 16-volt rail wants a 22.8-
volt cap, which you’re not going to find.
Capacitor voltage ratings are stepped—
10V, 25V, 35V—so the next highest
value is a good place to start. For addi-
tional comfort margin, add the bipolar
rails together, but remember that larger
capacitance values and voltage ratings
make bigger caps. Good, compact caps
cost even more.

Yes, you can argue that different ca-
pacitor materials have a sound. Dave
Hill of Crane Song once told me a story
about replacing the tantalum caps in an
old Neve module. Apparently, the non-
tantalum replacements changed the
sound of the module. Dave’s research
determined that tantalum caps con-
tributed more even-order harmonic dis-
tortion, not as clean—but pleasing.

OP AMPS

Before considering an op amp up-
grade—those little ICs that contain
dozens of transistors—other items are
worth considering. Just as capacitor rat-
ings are often just a few volts above the
rails, many of the “affordable™ consoles
have power supplies running close to
capacity. (Adding a fan, if none exists,
is the best life-extending preventive
maintenance.) "Speed” is important to
sonic transparency—specified as Slew
Rate, in Volts per microsecond or
V/ns—but the most critical parameter is
actually current consumption.

If, for example, the board is filled
with hundreds of TL0O72 dual op
amps—at 3 milliAmps (mA) per chip—
there is no way you can “upgrade” to
an OP275, at SmA per chip, without
putting the power supply into shock.
If, on the other hand, the board is

Table 1: Dval op amp comparisons

stocked with NE5532s (8mA per chip),
then the OP275 is an option. See Ta-
bles 1 and 2 for dual and quad op amp
comparisons, respectively. (The two
parameters in Tables 1 and 2 only
scratch the surface. Any op amp will
behave differently when operating in a
unity-gain circuit or in a high-gain
application.)

GROUND ZERO

A customer once delivered a mixer to
my shop after carefully desoldering the
chips, adding sockets and experiment-
ing by ear with different op amps. His
techniques and intentions were good,
but the end result was intermittent os-
cillations. Modifications have a way of
revealing a product’s soft underbelly,
idiosyncrasies pushed to the edge, in
this case, by the op amp’s increased
speed and current requirements.

There is no perfect capacitor or op
amp; these are just two of many vari-
ables, all contributing to subtle varia-
tions of sonic character. Since this article
is about “global restoration” and not
specific to any one product, I welcome
questions via e-mail (edaudio@tangible-
technology.com). [ encourage you to
collect schematics, pop the cover to
peek, probe and better know your gear.
How else will you know how to ask the
"right” questions?

In addition to Dave Hill at Crane
Song, my thanks to: Greg Gualtieri at
Pendulum Audio and Dan Kennedy at
Great River Electronics for their input.
Next class: op amp upgrades to the UREI
LA-4 limiter, plus power and ground dis-
tribution improvements to the Trident se-
ries 65 console. See you online at
www tangible-technology.com. ]

Dual Op Amps | Current | Slew Rate | Link
TLO72 3mA 13 Vius www.ti.com
1.4~25 at unity gain
per amp
OP275 5 mA 22 V/us www.analogdevices.com
NE5532 8-10 mA 9 Vius www-us.semiconductors.philips.com
OPA2604 12 mA 25 V/us www.burr-brown.com
Table 2: Quad op amp comparisons

Quad Op Amps | Current

Slew Rate | Link

decomp

RC4136 5mA 1.7 Vius www.ti.com
1.25~28
per amp
TLO74 6mA 13V/us www.ti.com
1.4~25 at unity gain
per amp
MC34084 10 mA 25 V/us comp WWW.MOt-SPs.COM; wWww.,onsemi.com
50 V/us
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any and all sibilance will be nabbed. In
addition, I usually cut all frequencies
below 5 kHz to decrease the compres-
sor's sensitivity to those lower frequen-
cies so that it does not kick in when
the spectral balance is okay—such as
during vowel sounds and nonfricative
consonants.

As for compression ratios, I usually
start with ee:1 to really hear the effect
and then back it off to where it sounds
right. I might even go as low as 3:1 to
perform subtle de-essing on a track that
just needs a pinch of control.

BLARING VOCALS

Sooner or later, every engineer is faced
with a vocalist who sounds like a trum-
pet. These singers usually sing primarily
from the throat, rather than use chest or
head resonances. You try everything to
warm up the sound—proximity effect,
tube mic, tube pre, tube compressor or
even a Kenner Easy-Bake Oven—but
such vocalists still sound like an ear-
splitting siren on high notes. The solu-
tion? Frequency-conscious compression.

For this application, I generally boost
somewhere in the 2.5 to 4 kHz range
on the sidechain equalizer, cutting other
frequencies as needed to further sensi-
tize the compressor to the desired band.
The affected band may, in fact, need
surgical treatment, rather than a broad-
stroke approach. For instance, you may
nced to boost 2.5 kHz by 6 dB, boost
3.15 kHz by 12 dB and leave 4kHz at
unity. It all depends on the singer. In
any case, the compression ratio usually
needs to be set to a more moderate
value than one would set for de-essing,
typically in the 4:1 neighborhood.

The above example illustrates the su-
periority of using a %-octave graphic
equalizer in the compressor’s sidechain.
Although parametric and shelving filters
will do the job for many frequency-con-
scious compression applications, I pre-
fer having 31 bands for those situations
where multiple frequencies and slopes
nced to be shaped in the sidechain.
This allows the compressor to do multi-
ple tasks, such as keeping a lid on low
highs and de-essing, simultancously.

To set up for this latter application, [
might slightly boost the 2.5 to 4 kHz
band (keeping in mind the high ratio
I'm using for de-essing purposes), cut all
else below 2.5 kHz by 12 dB and boost
heavily from 5 kHz on up. Set this way,
the compressor de-esses vigorously dur-
ing sibilant portions of the performance
and reduces peaks a bit during hard “a”
vocal sounds (such as during the ubiqg-
uitous rock exhortation, “ba-a-a-a-a-
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by!”). A variation on this setup would be
to keep the 2.5 to 4kHz band at unity
gain on the equalizer, making the com-
pressor act like a non-sidechained lim-
iter on these frequencies only. Just keep
in mind that the release time must be
kept very short in deference to the de-
essing also being performed—unless
you want to give the singer a lisp!

WIND INSTRUMENTS

Small wind instruments can also some-
times benefit from frequency-con-
scious compression. Pennywhistle can
sound incredibly piercing, especially
in difficult multitrack ensemble situa-
tions where it may need to be miked
somewhat closely. In this case, I often
boost the compressor's sidechain EQ
in the neighborhood of 1.6 to 2.5 kHz.
The ratio generally ends up being
around 10:1, the threshold set high,
the attack around .5 ms and the re-
lease roughly 200 ms.

Keep in mind that
the release time must
be kept very short
in deference to the
de-essing also being
performed—unless
you want to give the

Frequency-conscious compression
can also be put to good use on effect
sends. 1 once noticed that my Lexicon
PCM 70’s input level has a tendency to
momentarily spike 12 to 18 dB when a
certain client’s wood flute is sent out to
it. To keep the reverb’s input level con-
sistently high for the best resolution, I
placed a compressor before the PCM
70’s input. Patching an equalizer into
the compressor’s sidechain, I boosted
the nasty midrange frequencies (315 to
500 Hz, in this case) that were causing
the spike and robbing me of headroom.
Problem solved.

DEBOOMING

Debooming is the basement buddy of
de-essing, standing guard over bass fre-
quencies rather than highs. Electric bass
guitar can be deboomed to put a lid on

e s e B

isolated, boomy notes. The offending
frequency is usually the fundamental of
the boomy note being played. For de-
booming duties, set the compressor’s at-
tack time to less than 1 ms. The release
time should usually be set for no faster
than 1/10 ms to avoid distorting the
waveform. (At quicker release time set-
tings, the compressor’s envelope gets
superimposed on a single cycle of the
longer wavelengths of bass frequencies,
often causing audible distortion.)

The same technique works for cello,
but for a slightly different reason. Many
times, it is not the fundamental but
rather the formant of the cello that is
causing the boominess. No matter. The
formant is being excited by whatever
fundamental pitch is being produced at
the time you hear the boominess. Re-
member, unlike with splitband com-
pression, you are not attenuating select
frequencies. You only need a trigger—
any trigger—to compress the entire sig-
nal when the problem occurs. Boosting
the fundamental in the sidechain equal-
izer will result in the compressor kick-
ing in whenever the boomy note is
played, reducing the excited formant
that occurs along with it. Fundamental
pitches are easy to identify quickly. If
you'd rather go hunting, however, you
can sensitize the compressor’s sidechain
to the formant, and the results will usu-
ally be roughly the same.

Up to this point, we've only dis-
cussed the processing of monophonic or
melody lines. Debooming acoustic gui-
tar can be a whole other ball game, be-
cause broadband spectral content is
involved. That is, it’s difficult to attenuate
boomy bass notes without pulling down
the level of higher strings that are ring-
ing simultaneously. This is made all the
more difficult because of the slower re-
lease times that debooming requires.
Lower ratios are a must when deboom-
ing acoustic guitar. I generally find that 1
to 3 dB of gain reduction is all you can
get away with before the compression
starts punching “holes” in the track.

Likewise, the broad spectral (and
often percussive) content of stereo pro-
gram mixes presents an insurmount-
able challenge to frequency-conscious
compression. For such tasks, as well as
for debooming the most stubborn
acoustic guitar tracks, your best re-
course is to use splithand compression.
But that’s a subject we’ll have to leave
for another article! n

Michael Cooper is a Mix contributing
editor and owner of Michael Cooper
Recording in Sisters, Oregon.
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MIX MASTERS

JACK JOSEPH PUIG
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ords like “dull” and “ordi-

nary” are never found in

the sume sentence with
the name Jack Joseph Puig. A sonic
legend since his groundbreaking
production and mixing work on al-
bums for cult faves Jellyfish (Spilt
Milk. Bellybutton), he's been riding
high recently with Platinum mixes
for singles such as The Verve Pipe’s
“Freshmen,” Goo Goo Dolls’ “Iris”
and Semisonic’s “Closing Time™ and
albums by Tonic (Lemon Parade)
and Goo Goo Dolls (Dizzy Up the
Girl). A cutting edge mixer whose
roots are firmly planted in the clas-
sics, Puig has been ensconced in
Ocean Way L.A's Studio A for the
last five years, where he's also
worked with Beck, Hole, Counting
Crows and Remy Zero. There he
has created a private mixing world
comprising the best of vintage and
new gear, all housed in an other-
worldly environment that's part
funky spaceship. part '60s pipe
dream, part gothic castle, curio
shop and musicians' rehearsal hall.

Entry into the sanctum, past the
“closed session” sign, is through a
hallway papered with hundreds of
console tape strips saved from pro-
jects Puig has worked on. In the
control room: a winged Focusrite
console. mountains of outboard
gear, two Sony 3348s, masks and
carvings, colored lights, black
lights, glowing vacuum tubes and,
in front of the patchbay, a good-
size snakepit of cable.

In the studio, a long medieval-
style banquet table, complete with
candelabra, is set up in front of a
tiki bar (a gift from the Goo Goo
Dolls). A red velvet chaise sits be-
side a drum kit. A top-of-the-line
Pro Tools system fills one corner, a
Universal Audio tube console an-
other, a bass rig still another. There
are rows of vintage guitar amps,
funky keyboards, stacks of percus-
sion instruments. The walls are
softened with batik tapestries and
posters of The Beatles, Brian Wil-
son and Led Zeppelin, The overall
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vibe? A musician-friendly altered
state where anything can happen.

Catching up with JJP for this in-
terview wasn't easy. While watch-
ing his mixes for No Doubt’s
Return of Saturn album climb the
charts, he was finishing up Green
Day’s latest (Warning) and also
deep into mixes for Collective Soul
and new bands Electracy, Killing
Heidi and SR-71. 1 finally pried him
away from the console and we ad-
journed to the table in the studio.
A faint scent of incense filled the
air, and KROQ played from a
boombox as we sat down for our
chat.

Is there always d radio playing in
your studio?
All day. 1 like having music out
here. It's part of creating an envi-
ronment that | feel is conducive to
creativity. The radio, actually, comes
from when [ worked with the Black
Crowes. They'd tum on a blaster out
in the studio between takes and lis-
ten to CDs. It was inspiring to all
of us.

Besides, 1 like hearing the records

BY MAUREEN DRONEY

that I've either produced or mixed
on the radio. It's like a tool; T get
to hear how it sounds on the sta-
tion and think, “Okay, what can |
do to make it better”™ Because, in
terms of singles. we are mixing for
the radio.

You're very knowledgeable about
radio in general. And not just
about playlists—ynu know the
names of station personnel and
bow their broadcast setups affect
the sound of your records.
Definitely. I've come to know pro-
gram directors, and 1 find it inter-
esting to listen to the different sonic
qualities [of the different stations).
The cancept of sitting behind a
console listening to a mix on
NS§10s, Tannoys or Genelecs—
whatever—only makes sense from
the standpoint that it’s a reference.
But that’s it. It's not realistic and
representative of the whole listen-
ing world.

The truth is, given the different
systems it gets piayed on and the
environment it gets heard in, when
that record leaves the control room
environment, the half dI3 you may
have concerned yourself with for
an hour means nothing. Take a CI»
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"As a Producer/Engineer, I've spent years sitting at big consoles
wondering what in the world they were thinking about when they
aesigned this automation? With the 9098, the automation is
powerful, intuitive, and | don't have to

get inside some programmers head to

make things work. Mr Rupert Neve
Oh yeah... It sounds amazing t00.” and Brad Wood

Brad Wood, Producer/Engineer
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engine music studios

When only the best will do. When no
compromises are acceptable. When sonic
performance rules. These are some of the
criteria in selecting a 9098i. Along with its
sonic integrity, the feature set is also equally
impressive. Recall, dual moving fader
automation, built in dynamics and
indisputable superior mic preamps and
equalizers. The 9098i combines the best
characteristics of vintage consoles with
features demanded in today’s mix
environment. We invite you to audition a
9098i and experience the finest mixing

’**i

console ever created.
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US Headquarters
1449 Donelson Pike
Nashville, TN 37217
Tel: (615) 360-0488
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and go to Frys [Electronics]. Walk down
the row, play it in each blaster and lis-
ten to the difference in how that song
sounds. It will tear your head off, One
could be left on the jazz setting, one’s
got the bass boost in—what’s important
is the whole picture. How does it make
you feel emotionally? One of the arts of
great mixing is being able to put a song
together so that wherever you hear it,
the heat of the song comes through the
speakers.

You're notorious for your collection of
equipment, yet it doesn’t seem to be
technology that truly inspires you.

Yes, songs have inspired me first. Think
about all the eras we’ve gone through—
hair bands, bands with flannel shirts, ska,
punk, rock, metal—whatever. After all
these eras, the song, which is the main
common element with all of them, still
stands as the king. Song is king!

Making that song come out of those
speakers with that kind of power is
what we’re responsible for. We're com-
municating with people. As far as all the
equipment, to me they're just tools. [
can have a box of eight Crayolas or a
box of 64; I prefer to have the box with
64. Can I take a red crayon and a green
one, mix them together and make a
color? Yes. But I can also make even
more shades with the 64-box.

But, I've also made records with
very little equipment. Either way can be
right. I just, in general, prefer the larger
palette.

When we had finished the Tonic
record [Lemon Paradel, the A&R per-
son, the band and 1 felt there were two
songs that needed o be on the record.
One problem was in our way: no
money. So I said, “Pick the cheapest
studio, tell me what time to be there,
and we will nail the two songs to com-
pletion in two days.” 1 walked into that
studio on a Saturday. The assistant in-
troduced himself to me and asked,
“What mics would you like on the
drums?” I looked at him and asked, “Do
you have a mic locker?” He said, “Yes.”
“Walk into the locker, grab whatever
ten mics are on your left. Those will be
for the drums. The seven mics on your
right will be for the bass, guitars and
vocals. One of the two songs became
everybody’s favorite, and the rest is
radio history.

Okay, but with your current setup,
there is so much to choose from. How
do you decide what to use?

IUs just instinct. One day you'’re listen-
ing 10 a track and something inside you
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Puig and the members of Green Day

says, “You know, that would sound
great if such and such was on it.”

So you bave this giant equipment in-
ventory catalogued in your brain, and
the proper piece of gear for each appli-
cation just pops into your mind at the
proper moment?

I feel everybody has what I call a “pre-
set"—something they default to. The
preset is developed by the synthesis of
all your experiences as you've grown
up listening to music. Maybe your par-
ents played a certain kind of music, or
you lived in a city that was famous for a
certain kind of music. Then there’s your
education and your experience. This
synthesis is an endless list that creates
the preset that you don’t even realize
you have.

What's important is to put yourself in
“manual.” Manual mode means that you
are in operation from your gut and cur-
rent instinct. You will do your best
work in manual!

Lot’s of times when I'm working, T'll
think to myself, “Oh, [ better save this
mix,” and I look up at the computer
and it’s already saved. But I don’t re-
member doing it. That's when you're
on. At that point, you're not thinking
about it. It's the same thing for the
equipment. You just reach for an EQ or
a compressor the same way a musician
would go for a Stratocaster or a Les
Paul. It's what makes sense for this
song.

When you're a busy mixer, it becomes
difficult to avoid going for that preset,
that thing that you know will work
and that also gives you an identifiable
“sound.” You, boweuver, don’t seem to
bave an identifiable sound.

Keep in mind that the identifiable or

commercial sound 1sn’t aiways a great
sound. It’s just what is popular at the
time, because it was attached to a hit
record. Thai's where commerce and art
meet. Life is a compromise.

What [ do for a living is make com-
mercial records; that's my job of
choice. We ar¢ in a service-oriented
business. It's true that some people
want their CD to be done as fast as
possible and for it to sound like every-
thing else. In other words, they like
McDonald’s, where they're in, they're
out and they know what they’re gonna
get. And yes. it's possible to develop
systems where you don't have to
change anything and you can move
very quickly.

I also have had A&R and bands
come to me for sonic creativity. Who
wouldn’t want to have the luxury of lis-
tening to the song, talking to the band,
discovering what they're about, what
they're going through, what CDs
they've been listening to and why they
wrote those songs?

You prefer to bave input from the
band while you're mixing?

Of course, when it's possible. Because
you're working with them for only a
few days or a few weeks. You haven't
made the record, lived with the record
like they have. Instead, you've gotta get
up to speed—0 to 180, now!

Youw're talking about establisbing a
relationship.

Yes, with the artist and the song. Take
Arif Mardin, whao is a genius. He always
established a relationship with the song
and artist. He always knows how to
allow everyone 1o do their best and
how to put them on target. He under-
stands the value of the artist.
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That’s great, assuming you're working
with great artists.

Of course. But 1 helieve at some point
in the '80s, people who do what | do
for a living—mixers or producers—be-
came the stars. It was the beginning of
us having managers, percentages on
records; ceverything started to change.
And it was no longer the guy recording
the record who was mixing it.

I'll give you an example. Take Janet

Jackson's “What Have You Done For
Me Lately?” Hear that record in your
head, then try plaving it on a piano.
You can’t come close to it fecling like
the song you remembered. 1t's all about
the sound of the backbeat—the atti-
tude, the arrangement-—the way it's put
together. The real true artist there. .
Was the production.
The production team. Meaning produc-
ers, enginecrs and the mixers. They
were really the artists. The computer,
which was a large part of the technical
"80s revolution, was coming in. Every-
one got very engrossed with the ma-
nipulation of what we could do to the
music. So the focus was not on the
artst.

GRAPHI-Q:

5 PRODUCTS.
1 UNIT.

2 BUTTONS?

Taking a break with the Goo Goo Dolls during the sessions that produced the smash hit “Iris.”

Artists became, in many cases, inter-
changeable.

We were the artists in those cases. And
that's not the total perspective. It got a
bit out of control, and that's why it's so
important to understand whose wed-
ding it is. Now, I'm not talking about
being a wimp. You have to have confi-

FBX Feedback

. o
Exterminator
Up 10 12 filters of the
industry standard in
automatic leedback
control Works in setup
and during the program.
Super-accurate algorithm
places filters only on
feedback, not on music.
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Graphic EQ
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New! Firmware/
Software Version 3.2

Parametric EQ'
Up 1o 12 fully
programmable filters.

Free upgrades
available online!

L (]
Compressor/Limiter
Now with additional features:
graphic transler function
display, and stereo mode®

L)
Digital Delay
Up 1o 1 second delay,
adjustable in 20
microsecond
increments.

dence, and you have to realize your
contribution. The artists are the diamond
in the rough, and it’s their wedding.
But great production is also art.

Of course. What's Thriller? There’s no
production in Dark Side of the Moon or
Kiss from a Ros¢? Or Abbey Koad? |
mean, George Martin’s a genius. Or

It's your choice: 91 sliders, knobs & buttons for the ultimate in hands-on control -
or the 2 buttons on your computer mouse using our New Version 3.2 software!
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As the great studios of the warld refit with new SL 9000 SuperAnalogue ™ and Axiom-MT digital consoles,
it’s never heen easier to buy a classic, pre-owned SL 4000.

Professional Audio Design is North America’s exclusive factary-authorized supplier of pre-owned SSL consoles,
each sold with a full warranty and on-site commissioning by our SSI-trained technicians.

tvery console is prepared for Sale in strict accordance with factory procedures and we can also undertake
custom upgrades, expansions and reconfigurations to customers’ requirements.

Professional Audio Design always has a wide choice of pre-owned SSL consoles in Stock and favourable financing
is available. Call taday or visit our web site for a full list.

Professioaal Audia Oesign, 357 Liverty Street, Rockland, MA 02370 Tel: 781-982-2600 fax: 781-982-2618 info@proaudiodesign.com
SEE US AT AES BOOTH #1735

CIRCLE #031 ON PRODUCT INFO CARO




MIX MASTERS

what about Led Zeppelin? That's not
what I'm saying. I'm pointing out that
those records happen when all the
parts are in the right relationship.
Where they all come to the party. What
a great record is about is people com-
ing together making that indescribable
chemistry. When it really works on a
huge level, it's bigger than all of us, and
you don’t even know it’s happening.
You're lucky to bave experienced that;
it doesn’t bappen to everyone.

I've never taken this for granted. 1 will
be able to look back and say I appreci-

ated every moment of it, with resperli"

C'mon, you never bave those moments
when you put your bead down on the
console and go, “I eannot do one more
pass of the song”?

The business doesn’t owe us anything.
We're very, very fortunate to be a part
of it. T get to work at Ocean Way Stu-
dios, one of the best recording studios
on the planet, with phenomenal artists.
They write great songs. They can sing
and play, and they have something to
say. What's wrong with that?

Who were your mentors?

I had three. The first one is Bill Schnee,
who was like my Obi Wan Kenobi. And

-

SERVERSOUND
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The "spotting" process of
choosing effects can be a
tedious task. Four-time
Golden Reel Award
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needed an automated
spotting solution for

a creative edge on
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Entertainment's

"ProSpotter integrates ServerSound's

search capabilities with a well thought out
project management scheme. It's a powerful
tool to organize any project with elegance

and consistency."
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» Film (Show/Reel/Scene/Spot) & TV (Show/Spot) versions.
Independent Search & Spot windows.
Grab and assign multiple effects from one spot to another.
Intelligent SmartFX "knows" to assign the same car door
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Cross Reference by Related Sounds.
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the roof, and you
ating their sound, y
aspire to ulimately e ; % )
print! That separates vy, ~
boys. Certainly all three¥ %

I came up in the late '«
how those records were
wanted to know how rec
made in the "60s and "70s and «

The three of them gave me tha

tion. Each of them gave me a di
perspective, and I continue to pull |
them all the time. 1 actually hear th
voices in my head sometimes when I't
doing things.

What do you bear Glyn Johns saying?
“Nothing is precious.” True rock 'n’ roll
is not precious. Glyn was very much
against the idea of becoming anal over
any aspect of a record—down to plac-
ing a microphone on a guitar amp.
Glyn was like, “Whack it! Just move it
til you think it’s right!”

I remember once, engineering for
Glyn and spending a lot of time miking
a guitar, trying to find the exact spot
where it would sound amazing, be-
cause T wanted to blow him away. Fi-
nally, he said, “Are you done?” “Yes,
what do you think?” “It’s great. But let
me show you something.” We walked
out of the control room into the studio.
He walked up to the amp and looked
me straight in the eye. Our eyes were
locked, and he took his leg and
knocked the mic over. And he kept
looking at me, waiting for my response.
Which was, in my mind: “You're a dick.
You're an asshole!”

And that’s when he looked at me
and said, “Nothing is precious. Use your
instinct. Use your gut. Mike it again and
use your instinct.” He was right. In two
seconds, 1 had it sounding better.

As simple and mundane as that
sounds, it’s one of the greatest lessons 1
learned in this business. That's why
rough mixes and demos are so often
amazing. You're not thinking about it,
you’re just doing it.

You seem to bave a special affection
Jor music of the "60s.

Actually, I feel all the decades had great
qualities to them. I want to take the best
of all of them and create the future.

The '60s were innocent; the records
were bright and vulnerable—splashy
and roomy with so much character.
They were blazing a new way, and no
one knew where they were going. That
mentality was in the artist, it was in the
people making the records, the people
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Stand-HAlone Digital Mixer
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hen a tune hits

you need to

respond fast—
before the magic moment is
lost forever. So when
inspiration strikes, grab an
€Zbus, and hot-plug the
latest and greatest recorder/
processor/controller/mixer
into your computer’s (or
laptop’s) USB port and get
busy making music.

(Or you could use a
traditional interface and
bust open your computer,
wrestle with IRQ conflicts,
and troubleshoot a couple of
failed driver installations.)

May we suggest Option #1?
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Because it's really (really) EZ to use.

Because it makes getting precision 24-bit audio
into (and out of) your computer a no-brainer.

Because it's got a ton of gozintas and

gozoutas, and you've gotta ton of things

that need gettininta and gettinouta.

(Just look at the huge variety of

connectors on the front and back panels—

the EZbus can accommodate just about any
source signal—analog or digital—you can imagine.)

Because you can create, store, and instantly recall custom

JSat-ce: Miwes+Sercs Fhource: Jrlical 2
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mixes designed exclusively for your computer audio recording environment.

s

Because everything you need—from precision 24-bit/ 96kHz microphone,
instrument, and line inputs to realtime, zero latency dynamics processing
and EQ (use it while you're tracking!) to dual MIDI ports to remarkably
flexible mixing, monitoring, and routing options—are all built-in, and
available at the touch of a button.

Your creative juices will
thank you....

(Cue 50's teen movie dialog track) “It's positively dreamy...”
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ate instantly recallable
ups for recording into
ir computer. Up to 32
J-programmable mires
1 be stared and recalled
the fly fram the front
hel. .1a footsweitch. or

g MIDI program

nge commands. Or
o-d your EZbus mix

/85 INt0 your sequencer.

sophisticated dynamic
oiated mixes.

.

Each EZbus channel and
Main Mix bus offer super
responsive, musical EQ—
four bands worth. with high
and low shelving plus two
fully parametric bands.
And just in case you go a
little overboard, the EZbus's
esclusiie AudioAlert™
system vl let you know if
you erceed maximum
digital levels and point you
to the offending channels.
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Realtime dynamics
processing on every
channel means never
having to worry about
clipping that perfect vacal
take. Make your synths

breathe with the Expander.

Tame your vintage gear
with the Noise Gate. And
since the full complement
of dymamics processing is
also available on the Main
Mix bus. you can give your
final masters a smooth,
polished sound.

The EZbus supports asynchronous sample rates
(i.e., two different sample rates at the same time],
performing high quality sample-rate conversion behind the
scenes. Why do you care? So you can record at 44.1kHz, for
example, and simultaneously bring in DAT tracks via
S/PDIF that were recorded at 48kHz. So now gou care.
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Any analog or digital input
can provide the source
for an audio channel.

Mix and match source
signals with total
freedom—you can even
mix signals with different
sample rates. Plus our
unigue TSI™ Triple
Summed Input channels
can each accept up to
three analog input
signals. so it's EZ to
accommaodate multiple
synths, or a rack of
outboard effects—ar both.
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What could be easier
than hot-plugging the
EZbus into your
computer's USB port
and getting your
musical ideas recorded
fast? No PCI cards to
install. No IRQs to
configure. No DMA
channels to mess with.
Just plug it in and go.
(Sorry, you still have

to provide the creativity.
But we'll make sure that
when inspiration does
strike, the hardware
won't get in the way.)
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Software

Control
Surface

Hecause you get 1 conteed your MIDI/ audio sequencing

siftware with e hasrdhiame conteols.

Aus ol comes loaded with presets for controlling

Wi Sanwame

Hecatss you can oustormze the MIDI command

andl coniml set 1o the nth degree

Because you gt fulifeatined fransport controls
for easily navigating thisugh your projects.

Because Thasd same ranspont controls
[
can also generate MIDE Machine Control

commands for operating you ?lf_‘,lt"l

set and recali multiple locate points.

Becaude you st ramlom aleess (o fader banks.

ot

World Radio History

nder wheel can control just about any
r seguencer supports—even audio scrubbing.
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A single batton-push |
allt takis 1o nstantyy
trandorm the E7bus rom

€Zbus anatog hizulr fve, six, seven, and eight an Audio Recardlin
feature our enclusive TSI™ (Triple Summed Inptl) :
architecture, so you can ceanect up to three audie
sources to a single inpat channel You coudd, for , A
example, bring the signals froms tiree steren youi lavonte MIDE ana
synths it dnputs 5A and 68 (syuth T1). 58 and audl()" oftware using
6B (syntn£2), and 5C and 6C (synth £3). You condd EZbUEY Tarware contred
then bring the steres returns from three extermal ~gun scrub e ek
effects devices (or three mare synths!] nto mputs with the data wheel!
7f and 8A, 76 and BB, and 7€ and AC. [Softwae dependent.)
fill logether, thal's 12 audio signals Customize the continls
Brought inte the EZbus using with your own eommand

SEL OF USE e comani

Intertace into a Contrp!
Surtace. Then opersis

factory preaste LN
tor major soHw e
PROEHIMS 18 ncluted.

The EZins provides

fuft-festured transport
controbs that el gou easily

start, stop, recwrd, rewind and

fast forwsaed through yoor projecis.
The same transpar! controts can

also generate MIDI Machine Cootrel
comunands for operating yeur digital
souttitrock recarder(s). You can alsa st
mailtiple locate polnts an the My, and
On screen: Stenberg Cubase VST World Radio History mh‘ mm.' ‘m
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WD) out of your controtier
heghoard to efther of the
MID! inputs on the EZims,
then connect your computer
{a the E2bus via USB. New,
when you pldy a note on your
controller, that MIDI sigual
goes oul of EZbus via USS and
friggers the virtual spath. Here’s
where § gels fur: The sudie
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back iata & couple of EXbus
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regular hardware synths
[which ere plugged into
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your Laptop, on which you record yeur
whele show. (Of coarse the
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In keeping with the EZbus
design philosophy of ultra-
flexible audio routing, the
Faur Retuns can accept
audo from any EZbus
analog or di SMUICE
Those signals are ther
autornatically routed to
the Main Mix hus, Need
more mputs? The EZbus
Returns provide you with
four extra nputs to calt on
shienever you need them.
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Generate independent
control room., stage
monitor. and front o
house console mixes. O
(reate a four-hus se
multitrack recording, The
EZbus lets you route any
signal from any soutce

to the Main or Alternate
(or both) Mix bus

tull contro! over level, bus
assignment. and i the
case of the Main Mix. EQ
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Specifications

Computer Recording Interface

18 analog inputs (16 TRS balanced line inputs, two mic preamps
with +48U phantom power, two instrument/line inputs)

o 24-bit/96kHz analog-to-digital and digital-to-analog conversion

e Optical 1/0 for ADAT Lightpipe and S/PDIF (automatically senses
source type)

o Coaxial S/PDIf input
o Two independently assignable coaxial S/PDIF outputs

« Eight independent analog outputs (Main Mix Output L/R, Aux Output
L/R, Sends 1 & 2, Headphone Output L/R)

« fludio recording via USB on Macintosh or PC computers;
USB operation provides full-duplex two-channel 24-bit/48kHz
recording/playback

o Two independent MIDI inputs and outputs, plus a third virtual 1/0
port for EZbus-specific communication

o Word clock output
o Programmable footswitch jack (punch-in, Mix advance, etc.)
o Hot-swappable; requires no IRQ (just plug it in and go!)

Control Sunnface

o Fully programmable front-panel faders, switches, encoder knob,
and transport controls for sending MIDI Controller data via USB
and the dual dedicated MIDI outputs

o Presets for Cubase UST (Mac/PC), Logic Audio (Mac/PC), Ruendo (PC),
and Cakewalk (PC) included for controlling most mixing functions,
including volume, pan, send levels, mute, and solo

« Front panel Localizer™ (Local On/0ff) button for instant switching
between on-board audio mixing and control surface mode

o Four selectable fader response operation modes (Actual, Bull,
Relative, and Smoothing)

o Transport controls with jog/shuttle wheel for controlling
sequencers as well as any MMC device

o Set and recall up to eight Locate points
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Stand—-Alone Digital Mixer

« Eight primary audie channels; source signal from any
analog or digital input

o Four virtual audio channels (source signal: €Zbus Returns)

o Four multi~input analog channels; accept up to three
independent source signals per channel

e EZbus Audio Routing Matrix™; provides super~flexible
input/output routing

¢ 4-band €¢ on each primary audio channel and on Main Mlix;
sweepable high and low shelving plus two fully parametric ban,

» Programmable dynamics (compressor/expander/gate)
on each primary audio channel and on Main Mix

o Mute and Solo on each primary audio channel

« Save and recall 32 internal snapshots of all mix and
system parameters

« Two mono Returns and one stereo Return; Returns may be used
as additional inputs

o Four Sends per channel, independently assignable
pre- or post~fader

« Supports multiple bit-resolutions and sample rates up to
24~hit/96kHz

« fisynchronous sample-rate support via S/POIF with high
quality sample-rate conversion.

o fludioflert™ function notifies user of errors, such as overloadin
an analog input, digital dropouts, or clipping due to excessive €Q

 ADAT Lightpipe output functions as direct outputs for primary
audio channels (for use as a front end for an AOAT or
Lightpipe -equipped audio card); Lightpipe output channels
can also be independently assigned as Main Mix outputs,
Alt Mix outputs, and Sends

o USB port can be used for Main and Alt Mix buses,
Channel inputs, Sends, and Returns

use COAXIAL'SPONF ~ ~-OPTICAL
ouT1  ouT2 ~ ouT

°b

FOOTSWITCH

- B °

PONER

If you think the EZbus sounds interesting, just wait 'til you hear it. Better
| yet, wait 'til you use it—either with your computer, or live at the gig. (By the
Lo £ way, it's available for less than most single-purpose digital audio interfaces.)
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Santa Barbara. CA 93140-4189
Voice: 805-566-7777
Specifications subject to change without notice.

Fax: 805-566-7771
E-mail: infodevent1.com

www.eventl.com

World Radio History
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MIX MASTERS

who were making equipment, the peo-
ple who designed studios—everybody
was excited.

Then the "70s happened: multitrack
recording, a collection of mono tracks
and the beginning of control. The initial
concept was the ability to change the
arrangement later. The first mix session
came, and someone asked for the
drums to be taken out. But they didn’t
g0 away—there was leakage! The result
was to create more isolation.

And that led to blankets on the pi-
anos. Now you had drum booths, iso-
fation rooms and gobos. And that begot
the '70s sound. It was thuddy, warm,
thick. It was dry and in your face. Peo-
ple were taking a microphone that used
to be five feet away and putting it five
inches away.

Then the '80s came, a board came
into the business called SSL and every-
thing changed. What I just described
about the '70s, in terms of that kind of
presence, now was done further with
gates and compressors on the SSL. It

Puig (left}, Couriney Love and Hole guitarist Eric Erlandson

was a new xind of thinking.

What was great about the "80s was
hearing a new impact to the front of the
note that you'd never heard before—a

JACH JOSEPH PUIG. oELECTED CREDITS

PRODUCER
Tonic: Lemon Parade (Atlas/Polydor,
1996) (also recorder, mix engineer)

Jellyfish: Spilt Milk (Virgin, 1993) (also
recorder, mix engineer) and Bellybutton
(Charisma, 1990)

The Black Crowes: Amorica (American,
1994) (also recorder, mix engineer) and
Three Snakes & One Charm (American,
1996) (also recorder, mix engineer)

The Verve Pipe: “The Freshmen”
The Freshmen (RCA, 1897) (also
recorder, mix engineer)

Abra Moore: “Trip On Love” Cruel
Intentions soundtrack (Virgin, 1999)
(also recorder, mix engineer) and
Strangest Places (Arista, 1997)

Taxiride: Imaginate (Sire, 1998) (also
recorder, mix engineer)

Pushstars: After the Party (Capitol,
1999)

MIX ENGINEER
No Doubt: Return of Saturn
(Interscope, 2000)

Goo Goo Dolls: Dizzy Up the Girl
(Reprise, 1998) and “Iris” City of Angels
soundtrack (Reprise, 1998)

Hole: “It's All Over Now Baby Blue”
The Crow: Salvation soundtrack (Koch
International, 2000}, “Be a Man” Any
Given Day soundtrack (Atlantic, 2000)
and “Hit So Hard" Celebrity Skin
(DGC/Geffen, 1998)

Semisonic: “Closing Time" Feeling
Strangely Fine (MCA, 1998)

Counting Crows: “Mrs. Potter’s
Lultaby,” “Hangin’ Around“and “Four
Days” This Desert Life (DGC/Geffen,
1999)

Days Of The New: “Weapon and
the Wound"” Days of the New 2
{Interscope, 1999)

Weezer: Pinkerton (Geffen, 1996)
Talk Show: Talk Show (Atlantic, 1997)

Big Wreck: in Loving Memory Of...
(Atlantic, 1997)

Robbie Williams: The Ego Has Landed
(Capitol, 1999)

Remy Zero: Villa (Interscope, 1999)

Collective Soul: “Blender” (Atlantic,
2000)
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new attack, a new kind of punch. The
"80s had this exciting power to it. But it
was what I call implied power, where
when you listen to it, your brain tells you
it's big and powerful. Unlike "60s or "70s
records that had real power and tonality.

Then, the '90s came, and everybody
bought an SSL, a pair of NS10s, two
Studer tape machines, a REV 7, SPX 90,
two LA2s, two 1176s, a Panscan, and
they could now charge $2,000 for the
room. It could be in a skyscraper in
New York or in a strip mall in Van
Nuys, and you could walk into either
one of those places, thousands of miles
apart, and make it sound exactly the
same. The concept of the personalized
studio was gone.
Ab, now I see where we're going.
What I want to do is merge the decades
together. This is why the cover of this
magazine looks the way it does. The
room that I created, and am currently
working in, has gear that ranges from
the "60s to the '90s, to the newest pieces
that aren’t even out yet. A UA tube con-
sole and the latest Pro Tools rig are
available. I use a United Artist tube con-
sole for my digital reverb retums and
the latest 24-bit Pro Tools rig for its cool
digital plug-ins.
Not very many people are as passion-
ate as you are about both music and
equipment.
Well, this is not a hobby. Fm very, very
serious. This is not a 9-to-5 job. If you
want to be great at this, and you want
to have a great reputation, you must
eamn it. It's a lifestyle.

The crew here are all top gun or
they’re out. The engineers in my room—
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Jim Champagne, Daren Moro, Richard
Ash—have all been great and are top
gun. They have to be; there is too
much riding on it. You've got to deliver
greatness. That takes 100 percent dedi-
cation. I have never understood 90 per-
cent. Good enough? Ocean Way has
always had technical excellence, and
[chief engineer] Bruce Marian is a tech-
nical wizard.

We're very, very
fortunate to be
a part of it.

i get to work at
Ocean Way Studios
one of the best recording
studios on the planet,

with phenomenal artists.

It wasn’t an accident of fate that you
ended up working at a recording
studio.

No, I always knew. | knew at 10 years
old that I wanted to be in the music
field. At the same time, I played in
bands as a bass player. One day when
my band was doing demos and there
was a problem in the controi room, I
went into the control room and realized
I was much better on this side of the
glass. It was so natural for me; so |
switched to this side of the glass.

How did you get your first studio job?
I was offered a job through a friend, at
Whitney’s [MCA Whitney in Glendale].
But I really owe my career to Bill
Schnee. He took me in. He's a fabulous
talent, and I will always be indebted.
Do you ever turn down projects?

If I don’t get it, absolutely. I only do
something if [ feel that when I step up
to the plate, I'll know how to hit the
ball. If I feel like 1 don’t understand the
artist, or I don’t understand the music,
or it doesn’t make sense to me, I don't
doit.

You're so into feel; don’t you think Pro
Tooled perfection does away with it?
A large number of operators don’t think
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fit and finish to the new

90 SERIES for DMX-R100.
The Argosy 90 SERIES
allows users to integrate
the R-100 with other gear,
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Creating an environment

that is not only ergonomic, but a worthy centerpiece of your room.
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Westlake Audio booth for a closer look at the new 90 SERIES!
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like musicians. They think like techni-
cal computer people, and they’'ll line
things up to be exactly the same
whether they should be or not. When
you mix a record that hasn’t been Pro
Tooled, depending on which parts,
which musician you favor, you can cre-
ate different feels. When they line it up
all perfectly with Pro Tools, some of
those choices are taken away. A great
Pro Tools operator is sensitive and
aware of the musician’s feel that he is
manipulating, but those people are rare.
What format do you mix to?
I mix to half-inch, DAT and DA-88.
What are some of your pet peeves
about tracks you mix that otber people
bave recorded?
I can't stand it when I get something
that’s been recorded on Pro Tools, and
they've gone through and erased all the
sound between the tom fills, because a
drum kit is the sound of all the drums
vibrating. If there is too much ring in
the toms, I would like to deal with the
problem with the millions of easy solu-
tions there are.
What else?
Over-compressed tracks, poor track
sheets, mislabeled tape boxes com-
bined with a lack of creativity in the
recording process leaves me disap-
pointed sometimes. These are problems
that have always existed. However, I'm
fortunate to work in a day and age
where technology allows for easy solu-
tions. But I do live for those days when
I push the faders up and say, “Wow!”
Why do you like the Ocean Way Focus-
rite console so much?
Because it has all the bells and whistles
of any modem console. This console is
truly one of a kind. It's been so radical-
ly improved and customized by Ocean
Way that it bears little resemblence son-
ically to a stock console. The ISA 110
EQ in this console has top-end air and
altered frequencies that don't exist in
the original.
What do you monitor on?
Primarily NS10s. Why? Because I can
get off the plane in New York, France,
Egypt, Japan or Mississippi, and they’re
everywhere. I've learned to make them
work. They have become a monitor
standard.
“Iris” was a breakthrough period for
Goo Goo Dolls; one of those instances
where all the components work togeth-
er. Can you describe some of what you
did on it?
When we did that record, we talked
about wanting to make the drums have
a '70s vibe. We wanted a wide, full and
—CONTINUED ON PAGE 250
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CONSOLIDATION HITS 1T 1 AR
THE POST-PRODUCTION 3 M=
SERVICES INDUSTRY

or the past few years, the glob-
al business economy has ex-
perienced an almost nonstop
metamorphosis. One corpora-
tion after another has sought to ac-
quire or merge with its competitors,
usually in order to strengthen market
position in today’s rough-and-tumble
business climate.

To most of us in the music and sound production industries,
these mergers seemed like events off on the distant horizon.
When Daimler-Benz acquired Chrysler, the only concern for
many motorists was whether or not the local dealer would re-
main operative—no one wants 1o drive too far to have a vehi-
cle serviced. Similarly, the pending consolidations of United
Airlines and US Air, or Northwest and Dela, will likely mean lit-
tle more than the fact that travelers have fewer carriers to com-
plain about.

CONSOLIDATION STRIKIES CLOSER TO HOME
But now, consolidation has hit the audio post-production in-
dustry in a big way, though perhaps less visibly than in the

ILLUSTRATION BY DAVE EMBER

72 MIX. OCTOLEER 2000






mergers mentioned above. In June
1999, Burbank-buased 4MC (Four Media
Company) acquired Digital Sound &
Picture for $7.2 million in cash. The
next month, the newly formed Liberty
Livewire, a subsidiary of Liberty Media
Group, announced its intention to ac-
quire 4MC, Soundelux and Todd-AO.
Meanwhile, the consolidations contin-
ued with Todd-AO’s acquisition of New
York’s prominent Sound One.

But the real clincher came on June
12, 2000. Todd-AO Corporation an-
nounced that it had changed its name
to Liberty Livewire Corporation. The
change took place with the closing of
the company’s transaction with Liberty
Media Group, through which Liberty
Media acquired a controlling interest in
Todd-AO.

Immediately tollowing this transac-
tion, Liberty Media contributed to Lib-
crty Livewire 100% of the capital stock
of 4MC. (Liberty Media had completed
the 4MC acquisition in April.) Then in
July, Liberty Livewire announced its
completed acquisition of Soundelux’s
post-production and sound-related
business operations for approximately
$90 million in cash. By the time all was
said and done, Liberty Livewire's trans-
actions were valued at more than a
half-hillion dollars—with still more ac-
quisitions in the offing.

HOLLYWOOD

CONSOLIDATION HITS THE POST-PRODUCTION SERVICES INDUSTRY

Livewire also announced an agreement
to acquire 100% of the stock of Video
Services Corporation of Northvale, NJ.,
a deal valued at approximately $125
million.

As the dust settles, Liberty Livewire
now has the infrastructure to provide
the full spectrum of post-production,
video and Internet distribution services.
Liberty Livewire can now offer a “one
stop shop” for the talent and resources
needed in the rapidly emerging fields
of interactive television and computer
multimedia delivered via new broad-
band technologies, DVD and the more
traditional broadcast television and film
markets.

SMALLER INDEPENDENT

SHOPS CONVERGE

The significance of the Liberty Livewire
consolidation has prompted some in-
dustry observers to refer to it as “ele-
phants mating,” but Liberty has not
been the only consolidator in the post
industry. In 1998, Pacifica Media Affili-

As THE DUST SETTLES, LIBERTY LIVEWIRE NOW

HAS THE INFRASTRUCTURE TO PROVIDE THE FULL

SPECTRUM OF POST-PRODUCTION, VIDEO AND
INTERNET DISTRIBUTION SERVICES. LIBERTY

LIVEWIRE CAN NOW OFFER A “ONE STOP SHOP”

FOR THE TALENT AND RESOURCES NEEDED IN
THE RAPIDLY EMERGING FIELDS OF INTERACTIVE
TELEVISION AND COMPUTER MULTIMEDIA.

Later in July, Liberty Livewire com-
pleted its acquisition of Triumph Com-
munications Group, a major force in
the design, engineering and implemen-
tation of video transmission services.
The Triumph deal was valued at $29.4
million, with Triumph shareholders re-
ceiving more than $5,684,483 in cash
and 705,554 shares of Liberty Livewire
Class B common stock. Further, Liberty
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ates, led by Harold Katersky, Dana
Arnold, Rick Delena and H. Galen
Walker, began to assemble some of the
best-recognized independent compa-
nies. Presently, Pacifica Media Affiliates
includes Weddington Productions, Dig-
ital Soundworks, Hollywood Recording
Services, Echo Sound and Larson
Sound Center.

Unlike the larger firms within the Lib-

erty Livewire fold, Pacifica Media Affili-
ates focus almost exclusively on sound
editorial. According to H. Galen Walker,
president and COO of Pacifica Media Af-
filiates, “Pacifica is based on sound edi-
torial. Our strength lies in the quality
and talents of our sound designers and
editors—the people who are the meat
and potatoes of this industry.”

Of course, not every post house has
been swallowed up by a larger one. A
small, select group of high-profile com-
panies are independent and likely to
remain so, including Skywalker Sound,
Lucas Digital Ltd., The Saul Zaentz Film
Center and The Outpost Film Center in
the San Francisco Bay Area, Wilshire
Stages/EFX and SoundStorm in Los An-
geles and C5 and Sync Sound/Digital
Cinema in New York. And, unless there
are surprise mergers among the major
film studios, Universal, Disney, Warner
Bros., Sony/Columbia/Tristar and 20th
Century Fox will all continue to oper-
ate their own sound editorial and mix-
ing stages. In addition to their own
projects, the film companies also mar-
ket their services to outsiders and are in
competition for much the same busi-
ness as everyone else.

THE NEW LANDSCAPE

What are the factors that have brought

about all of these mergers and acquisi-
tions in the post industry?
Two major issues are the con-
tinuing migration of work to
Canada and a downward
trend on the pricing of proj-
ects. Compounding these con-
cerns is the fact that to keep
their own facilities booked,
the major film studios are
courting independent projects
more aggressively than ever.

Rick Larson, CEO of Pacifi-

ca Larson, says, “Our industry
has experienced a heavy
downward pressure on pric-
ing. Whereas we may have
charged $70,000 for our work
on a movie of the week five
years ago, that same type of
project in today’s market is
typically generating roughly

$50,000. That makes matters very

tough.”

H. Galen Walker agrees: “The trend
toward downward pricing has made
the business very challenging for every-
one. Without being able to get suitable
monetary compensation for its projects,
it becomes difficult for a facility to re-
main competitive, from both a person-
nel and an equipment perspective.
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Without creative, capable and experi-
enced people, you can’t attract the
types of projects that you want, nor can
you get the kind of compensation you
need to remain profitable. This, in tumn,
impacts your ability to stay on top of
technological changes. It all figures into
the equation.

“I also believe that the ongoing mi-
gration to Canada is an additional factor
contributing to the consolidation
among the independents,” he contin-
ues. “Many of the shows produced in
Canada are made by independent pro-
duction companies, and these projects
were previously available to mid-level
firms such as Echo and Larson. With so
many projects migrating to Canada, 1
believe the post-production community
needs to band together. You can’t op-
erate in an environment where some-
one ¢lse is forever undercutting your
bid on a project.”

In recent years, the major studios
have become yet another competitor for
the independent filmmaker’s projects.
Many of the independent audio post-
production companies opened during
the 1980s, a time when the major stu-
dios did not yet have their own facilities
up to technological standards. During
this period, the studios were making
deals with independent producers to
produce their shows off-site.

Several of the smaller, independent
shops priced their work lower than
many of the firms that remain in busi-
ness today, making it hard for mid-
level facilities to maintain a grip on
their previous pricing structures. As
the major studios upgraded their facil-
ities, matters became even more diffi-
cult. And now that the studios are
financing more independent projects,
they have the clout to keep the pro-
duction work on their lots.

“These factors created a situation

HOLLYWOOD

COMSOLIDATION HITS TH ION STRY

where many independent facilities not
only experienced a decrease in rev-
enue, they also saw far fewer opportu-
nities,” notes Walker. “Given these
pressures on their business, several of
the mid-level companies were con-
fronted with the prospect of facing a
very challenging marketplace or be-
coming part of a larger organization;
thus, Pacifica Media Affiliates was
born.”

THE IMPACT OF NEW MEDIA
While pricing pressures, the migration
of work to Canada and the more ag-
gressive efforts of the major studios
have all figured into the equation, the
consolidation at the high end of the
post-production services industry has
also been fueled by the Internet and
emerging broadband technologies. Lib-
erty Media, whose interests include
Time Warner, USA Network, Fox
Sports, News Corp., MTV, the Discov-
ery Channel, Starz Encore Group LLC
and Black Entertainment Television,
among others, has ambitious plans to
move the traditional post-production
business into a position where it can
capitalize on these new technologies.
David Beddow, founder and CEO of
Liberty Livewire, is focused on the fu-
ture of interactive content. “If you focus
on consolidation, you’re focusing on
the wrong thing,” he says. “Consolida-
tion is simply one necessary element of
what is a more exciting and productive
strategy. The consolidation that has oc-
curred is purely a mechanism to assem-

ble a critical mass of talent, skill and fa-
cilities necessary to realize our long-
term vision. It’s really nothing more
than that. It gives us a means of being
able to accomplish what we want and
to execute our strategy quicker than if
we actually built the facilities from the
ground up. It's a make vs. buy decision
more than anything ¢lse.

“Our strategy is one that defines the
production, post-production, archiving
and distribution of what is referred to
these days as Internet content—and
particularly as it relates to interactive
media—as not being substantially dif-
ferent from the normal production and
post-production systems currently in
use,” he continues. “By assembling this
group of companies, we are able to es-
tablish a consolidated company that
has an excellent reputation with its
client base, as well as an excellent rep-
utation for quality work. This ‘new’
company is a trusted player in the the-
atrical, long-form TV, commercial pro-
duction and music video communities.
We're involved in literally every facet of
production.”

It is that same client base that now
needs interactive services. By assem-
bling the required production elements
up front, Beddow believes, the process
of producing interactive content for the
Internet, DVD and emerging media for-
mats will be that much more stream-
lined and efficient.

“It has been our supposition,” notes
Beddow, “that the production of Inter-
net content in an interactive environ-
ment is best handled if that material is
produced, post-produced, archived and
distributed in the same chain and under
the same creative control as the video
content. Under our plan, there will be
people focusing on the interactive as-
pects of material from concept through
final delivery. By planning for and in-

WI'III.E PRICING PRESSURES, THE MIGRATION OF WORK
TO CANADA AND THE MORE AGGRESSIVE EFFORTS OF THE MAJOR
STUDIOS HAVE ALL FIGURED INTO THE EQUATION,
THE CONSOLIDATION AT THE HIGH END OF THE POST-PRODUCTION
SERVICES INDUSTRY HAS ALSO BEEN FUELED BY THE INTERNET
AND EMERGING BROADBAND TECHNOLOGIES.
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CONSOLIDATION HITS THE POST-PRODUCTION SERVICES INDUSTRY

corporating these various elements dur-
ing the normal stages of production, you
then have all elements under the same
creative control as the original product.”

THE DISTRIBUTION PIPELINE
Having major post-production compa-
nies under its belt places Liberty Media
in the enviable position of being able
to accommodate Hollywood’s creative
community in every aspect of produc-
tion. In the distribution area, Liberty
Media has a particularly strong deck of
cards. To grasp the scope of the con-
solidations outlined above, it is crucial
to understand the relationships among
the various players.

Liberty Livewire is a partially owned
subsidiary of Liberty Media Group,
which owns approximately 85% of the
company. The balance of Libernty
Livewire trades publicly on NASDAQ
under the symbol LWIRA. As mentioned
earlier, Liberty Media Group has invest-
ments in a huge number of companies.
If Liberty Media were a free-standing
corporation, it would have a market
capitalization of approximately $77 bil-
lion. In practice, Liberty Media doesn’t
produce anything; it acts as a holding
company of media interests. While
there are instances where content pro-
duced by one Liberty property is pur-
chased by another (such as by Time
Warner or Fox), Beddow describes
these transactions as “arm’s length rela-
tionships.” He was also quick to point
out that “there are some cases where
companies that we have investments in
compete with other companies that we
have investments in.” Liberty Media is
also a tracking stock of AT&T. (A track-
ing stock is a special type of stock is-
sued by a publicly held company—in
this case, AT&T—to track the value of
one segment of the company, enabling
investors to value the different segments
of the company independently.)
Through its relationship with AT&T,
Liberty Media has established an
arrangement whereby the company
now provides a very cost-effective
means of hosting Web sites that are as-
sociated with interactive content. Given
AT&T’s access to approximately 45% of
the homes in America, this gives Liberty
Media an unprecedented delivery
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mechanism for its material. In Beddow’s
words, “Just as today we have access to
satellite and fiber capacity for the distri-
bution of material, we now have access
to the full AT&T IP (Internet Protocol)
backbone for the worldwide distribu-
tion of Web content—and that’s what
makes this whole business exciting.”

EXCITING TO SOME,
A CONCERN FOR OTHERS
The scope of Liberty Media and its Lib-
erty Livewire subsidiary is huge com-
pared to anything the music and sound
services industries have witnessed thus
far. For the most part, industry ob-
servers and professionals alike are opti-
mistic about the recent activity, though
there has been speculation that Liberty
Media will at some point make an offer
to acquire a major studio. Should this
occur, some people have voiced con-
cern that Liberty Media and AT&T
could find themselves in the position to
define and control content all the way
from production through distribution.
When asked about this scenario,
Beddow emphasized, “The fact of the
matter is that none of this falls under
the control of a single entity. The com-
panies are all operated as separate in-
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vestments, and the relationships that
exist between the companies are all
arm’s length relationships. We have no
call or first-priority right to any AT&T
distribution. Our content companies
deal with AT&T for distribution just as
any other company would. The people
who run the broadband distribution
make their own decisions as to what
type of content they put on the cable
systems—as they rightly should.

“If you look closely, you will find
cases where our content is not being
carried by the broadband cable sys-
tems. It is not a whole set of assets that
are managed as one company, because
they in fact, are not. The Liberty board
has a fiduciary responsibility to Liberty,
and the AT&T board has a fiduciary re-
sponsibility to AT&T. Likewise, we own
about 12 percent of Time Warner that
happens to be a non-voting interest.
We have absolutely no say in what
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The Furman Remote Mixer, and
its accompanying distribution
system, allow you to have your
very own personal mixer sitting
next to you on a mike stand. It
gives you (and fifteen others) up
to 8 mono and 4 stereo signals
for on-the-fly control. No more
hand signals to the engineer.
And it doesn’t even need its own
power—so no hook-up hassles.

And purify your mix.

Time Warner does.”

REACTION FROM THE TRENCHES
With so many companies, facilities and
people involved in the Liberty and
Pacifica consolidations, everyone ex-
pects the nature of the business to
change. That change, however, is ex-
pected to be gradual, with both organi-
zations streamlining their operations in
order to add the greatest value for their
clientele.

Jonathan Porath, chief engineer at
Liberty Livewire, expressed enthusiasm
over recent events. “What we have
now that we didn’t have before is mix-
ing talent from both coasts working in
facilities on both coasts,” says Porath. “I
think we’ll see more shifting of talent,
which, I believe, will be good for all of
us. By learning how to accomplish var-
ious tasks in a more effective manner,
this sharing of knowledge makes us all
that more competitive.”

With the Internet and various inter-
active mediums poised for an expand-
ing role in the post-production process,
Porath echoed Beddow’s vision of the
future. “Ultimately, I would expect the
organization to make an effort to exert
greater influence over how a project is
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CONSOLIDATION MITS THE POST-PRODUCTION SERVICES INDUSTRY

produced—both to better control costs
and to make the content available in a
wider number of media.”

THE REALITY OF
THE “ONE STOP SHOP”
While the considerably smaller Pacifica
Media Affiliates expects to concentrate
its efforts on building the sound editor-
ial side of its business, Liberty Livewire
is now positioned to operate as a “one
stop shop.” In a business that is very re-
lationship-based, there has been con-
cern that the “corporate view” could
interfere with the creative process.
Burbank-based SoundStorm, one of
the few remaining independent sound
editorial facilities has, thus far, not ex-
perienced any negative fallout from the
recent consolidations. Daniel R. Chavez,
VP of client service and sales, shared his
take on the changing nature of the busi-
ness. “The primary concem for Sound-
Storm is to address the needs of our
clients,” says Chavez. “Companies that
are vertically integrated and can offer
the ‘one stop shop’ may at some point
find themselves unable, in what is a
very relationship-based business, to go
outside the company for various aspects
of production. When you own your
own stage, you are under tremendous
pressure to keep that stage busy as
there is a huge capital expenditure in-
volved. As a result, a project may be

forced onto a particular stage when, in
reality, it is not the best choice for the
filmmaker.

“Often, it’s the filmmaker’s feeling
and past experience that to achieve
their sonic vision, they not only want
their particular sound supervisor over-
seeing the project, but they may also
want a particular mixer that they have
worked with in the past who quite
often resides at a separate facility,”
Chavez adds. “We will package with
anybody, enabling a project to have
sound editorial performed at Sound-
Storm and mixing elsewhere. I will
arrange a deal for any mixing facility
where the client would like to go.”

Rick Larson echoes Chavez’s senti-
ments. “Our sister company, Echo, has
been very successful by not limiting
their clients to one set of stages for mix-
ing,” notes Larson. “In many respects,
Echo pioneered the concept of taking
a project to be mixed at whatever facil-
ity was best for the producer and the
project itself. As a result, they arrange
deals where the project can be mixed
at Sony, Universal or whatever other fa-
cility is best suited from a creative
standpoint.

“While Echo now has dubbing stage
facilities through its affiliation with Lar-
son, we are not limiting the way they
conduct their business,” he continues.
“We certainly like to handle the project
in-house, but if it is best served by
being mixed at another facility, then by
all means, we want to ensure that the
project goes where it belongs.”

Walker concurs, “Pacifica is in no
way looking to compete with Liberty.
Interestingly, while we are one of their
largest competitors, we are also one of

WI'I'H SO MANY COMPANIES,
FACILITIES AND PEOPLE INVOLVED IN THE
LIBERTY AND PACIFICA CONSOLIDATIONS,

EVERYONE EXPECTS THE NATURE OF THE
BUSINESS TO CHANGE. THAT CHANGE,
HOWEVER, IS EXPECTED TO BE GRADUAL,
WITH BOTH ORGANIZATIONS STREAMLINING
THEIR OPERATIONS IN ORDER TO ADD THE
GREATEST VALUE FOR THEIR CLIENTELE.
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their largest clients. We dub on a num-
ber of their stages for much of our tele-
vision work. Weddington works on their
stages with some of our feature projects.
Our strength is in sound editorial—this
is where we will remain focused.”

The Wilshire Stages in Hollywood is
another independent facility that contin-

ues to thrive in the current business en-
vironment. Paul Rodriguez, senior
VP/Advanced Digital Post Group, is op-
timistic about his company’s status and
offered the following thoughts: “I be-
lieve that though ownership has
changed, the physical structures and the
people who work in the various facili-
ties remains largely the same. As a resul,
not too much has changed—at least yet.
Right now, it’s more of a conceptual
‘strength in numbers’ issue than any-
thing else.

“Ultimately, there’s still the same
amount of choices, it’s just that many of
these companies are operating under a
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common name,” he adds. “This business
is largely based on relationships, so pro-
ducers are going to continue working
with people they know and feel com-
fortable with.”

KEEPING THE STAGES BUSY
While the studios’ slates may be some-
what reduced, the success of films such
as There’s Something About Mary, Good
Will Hunting and others have led to a
greater amount of independent product,
though these days, with Disney owning
Miramax and AOL/Time Wamer owning
New Line, it’s often hard to say just what
makes a project “independent.” These in-
dependent projects have inspired film-
makers, and both the independent
facilities and members of the Pacifica
Media Affiliates believe we will continue
to see an increase in smaller projects.

This, in turn, makes one wonder if
the increased number of independent
projects will be enough to sustain the
smaller companies. Paul Rodriguez be-
lieves the volume exists. “Our stages
are running day and night with a num-
ber of very interesting projects, and tra-
ditionally, summer is the slow period.
We don’t limit ourselves to just sound
for TV and film. We're also involved in
video games, large-format shows, spe-
cial venue assignments such as theme
parks and other projects. We look at all
segments of the market in order to
keep our stages and our people busy.
Ultimately, this gives us a much broad-
er base in the market.”

The audio post-production business
is experiencing dramatic changes
throughout all levels of the industry.
While a fair amount of uncertainty ex-
ists, the opportunities presented by the
Internet and interactive media, com-
bined with a resurgence in the market
for independent projects, is fueling far
more optimism than pessimism.

What this all boils down to is the
fact that the post-production industry
needed to address the evolving market-
place—and accomplishing this required
a reshuffling of the deck. The changes
that have occurred are expected to pro-
vide a significant expansion of both ca-
pability and work that should be a very
positive turn of events for all involved.
With more streamlined operations, a
pooling of resources and talent and the
public’s never-ending thirst for new
forms of entertainment, the post-pro-
duction industry stands at the threshold
of opportunity. ]

Roger Maycock is a Mix technical con-
sultant.
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NBC BUILDS PIPELINE FOR

hile it’s true that the Olympics occur

every (wo years, don't tell that 1o
NBC's Philip Paully. As director of
graphics engineering and opera-
tions at the network, he knows that work-
ing on that biennial sports extravaganza is
a year-round. full-time job.

“We get back from Sydney with equip-

ment at the end of November, and then we
have under 13 months to go before we do Salt
ake,” says Paully, referring to the upcoming
games in Australia (scheduled for Sept. 15-Oct.
1, 2000), and the 2002 winter contest set for
Utah. “We have a month and a half off. From a
nlanning perspective, we're already on Salt
Lake. We're way past Sydney.”

And with an Olympics contract that extends
until 2006, Paully is already thinking Athens and
Milan. which will host the 2004 and 2006
Games, respectively. But from now
until the zftermath of the 2000
Olympics, he is entrenched in Sydney.

ALL PHOTC
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°s Audio

To carry off the Herculean task of beam-
ing the games to tens of millions of view-
i ers—and listeners—in the US., NBC has
] built a state-of-the-art In-
ternational Broadcast
Center with an im-
pressive array of
audio recording, mixing, post-produc-

tion and routing equipment.
“When we build this IBC, we're one of the
- biggest facilities in the world for a two-week pe-
riod,” says Paully. “And we're not alone—every other
country is in the space around us, sending this thing
out to close to 3 billion people around the world.
Everything comes into the IBC live, we pull it together

1 and retransmit it from there.”

The IBC consists of two control rooms, A and B; a
pair of small editing suites, C1 and C2; and an audio-
production room positioned between C1and

C2. The remote audio and video record-
ing devices at the various Olympic venues
feed cach of these studios. Sound signals

8 PHOTODISC.. INC
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from the field are gathered in a Yamaha 02R digital
console at the IBC and distributed to the appropriate
audio mixing or post-production systems on site.
These include Calrec boards in Control Rooms A and
B, Zaxcom Aria consoles in C1 and C2

and a new Fairlight FAME system

in the audio-production room, & @&
which also contains an isolation
booth used for last-minute
voice-overs. A fiber optic network

links ali the systems, allowing audio and video
operators to perform nonlinear edits to virtual-
ly any material and then send it on to the final
broadcast destination.

The networking aspects of NBC’s produc-
tion system are not only critical to the workflow
at the Olympic venue, but they also allow opera-
tors back at headquarters to control machines
located on-site. Such was the case in the
1996 Games, where playback devices in At-
lanta were controlled from the New York facity.

While the technical and creative standards for all
broadcast audio have increased over the years, audio
for graphics has evolved at a particularly dramatic
pace, according to Paully. “Audio plays more of a
part in graphics in the last couple of years than it
ever has,” he says. “I mean, it’s always played a part,
but I remember at the 1996 Olympics in Atlanta,
someane said to me, ‘This is graphics, there’s no
audio in graphics.” But there was a tremendous

amount of audio, and there’s even more this time
around. Most of our segments, shorts and everything
else have to have audio and music.”
Paully adds that NBC has transcended the cheesy
sound effects used on many sports broadcasts
nowadays. “It's more than just the male-ori-
ented, special effect of a piece of gear get-
ting hit fast, like a whoosh sound with a
puck,” he explains. “It's more than that. [
doubt you would see a golf ball in our NBC
Sports coverage turn red and go whoosh as
Tiger hits it toward the hole. Our graphics
are there to convey information about the
events themselves, as opposed to highlight-
ing things for shock value.”
From a technical standpoint, handling the
multitude of digital audio and video formats
that are used in broadcast is a monumental un-
dertaking, but one that NBC has honed to a fine
art.“We never met a format we didn’t like,”
quips Paully. “We have audio on Digicarts,
DATs, DA-88s, hard disks, etc., and we back up to
CD, Exabyte or whatever else we need. Most of the
audio is 24 bits, and it’s all routed digitally through
AES/EBU connections at 48 kHz. In fact, we've had
our Denon CD players modified to output 48 kHz.”
Computer file formats have also multiplied in re-
cent years, and NBC needs to have a grip on all of
them in order to meet its storage criteria, as well as
its Internet needs. (“Any audio that’s going to get in,

OCTOBER 2000, MIX 87



[ SYDNEY TO NEW YORK

there’s going to be one program that’s going to read it and
translate it to any other program,” says Paully.)

In order to assemble, mix, edit and broadcast audio ele-
nments in various formats coming from several locations
around the clock, NBC needed a powerful, rugged and in-
tuitive digital console. It chose the Fairlight FAME, which
complements NBC's existing Fairlight MFX3 system. (The
FAME and MFX3 are networked together, with the latter es-
sentially serving as a librarian.)

“We were looking for a system that could handle the rig-
ors of what is essentially a post environment,” says Paully.
“Because of the 16-hour delay from Australia to the United

the whole thing in advance, which is the safest way to do it,”
he says. “We already know every single cross-point, every sin-
gle fader location. We know we have to take live feeds into
this room as well, so it a director or a producer says, ‘Look,
track and field's going on, get me some crowd noise for this
event,” we can do it instantly.”

Audio signals come in through the 02R and are distributed
throughout the IBC as needed. Any audio element that will
be used in graphics production is channeled to the FAME,
while sound for audio pre-production is sent to the Arias. Ul-
timately, the main broadcast feed goes to the Calrecs in con-
trol rooms A and B, which send it out to air.

Although NBC is not broadcasting this year’s Olympics in
high-definition or surround sound, the network is technicalty

—CONTINUED ON PAGE 90

WE ALREADY KNOW EVERY SINGLE CROSS-POINT, EVERY SINGLE
FADER LOCATION. WE KNOW WE HAVE TO TAKE LIVE FEEDS INTO
THIS ROOM AS WELL, SO IF A DIRECTOR OR A PRODUCER SAYS,
‘LOOK, TRACK AND FIELD’S GOING ON, GET ME SOME CROWD NOISE

FOR THIS EVENT,” WE CAN DO IT INSTANTLY.

States, the fact is we have time to finish up and post a lot of
different things. And also, we're bringing our artists and op-
erators in a little bit earlier than we did for Atlanta, so they
have time o prebuild a lot of the bumpers, the stingers, the lit-
tle shots to get off air, all the billboards, etc. So we're no
longer just the control room with audio mixes that takes in
live studios’ feeds or announcer feeds. What we're doing is a
lot of voice-over work and a tremendous amount of music
editing to whatever types of animations we have in there. So
what we decided to do, after looking through half a dozen
systems at a recent NAB, was go with the Fairlight FAME.”

Besides its high-audio specs, the Fairlight offers an case of
use that appealed to Paully and NBC director of audio imple-
mentation Bob Dixon, who oversees the entire audio opera-
tion, from microphones to recorders to consoles.

“We needed to have a system here that we could train on
and have operators get used to before the Games,™ says
Paully. “The learning curve for a guy who's worked every sys-
tem but a Fairlight is three days, maximum. As engineers, we
basically are tasked with integration, making sure it works,
coverage of it, maintenance of the unit itself. But we're not
the guys who have to sit there 12 hours a day working it. So
you want your high-end operators to have a system they're
happy with to get stuff done quickly.”

For Fairlight, NBC’s choice of « FAME was particularly
micaningful, given the manufacturer's Australian roots. “We're
very proud to be a part of this.” says Fairlight VP of broadcast
Michael Mueller. “It’s especially important, because our plant is
in Sydney. Participating in this event meant a great deal to us.”

With the FAME installed at NBC's New York headquarters
well ahead of game time, the network was able to train its
staff and configure the system according to its needs. That al-
lowed Paully to hand-carry the configuration info (on a floppy
disk, no less) to Sydney for the IBC's FAME. “We configured
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By Tom Kenny
Dennis Baxter landed in Sydney on August 7 and
was not scheduled to leave until long after Clos-
ing Ceremonies in early October. As an audio
consultant to NBC and the Sydney Olympic
Broadcasting Organization, he had logged count-
less miles back and forth, beginning with an ini-
tial site visit in 1997 In conjunction with Bob
Dixon, director of audio for NBC, and Al Craig,
director of audio for SOBO, he is responsible for
all miking schemes and signal flow—from each
venue to the International Broadcast Center, from
the IBC 1o the satellite, then back 1o New York.

Baxter filled much the same role in Atlanta in
1996 and in Barcelona the Olympics before that.
He learned a couple things in Atlanta that in-
formed his decisions in Sydney. One had 1o do
with the weather, where flooding in Atlanta took
down most of his boundary mics ringing the
track until he could dry them out. The other had
to do with the desire for stereo shotgun mics,
knowing that Sydney would be the first true-
stereo Olympics broadcast for NBC.
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with the new ULTRA-DYNE® PRO from BEHRINGER®
The ultimate (B-band) 24-bit mastering processor.

A news dimension of power mastering

The new BEHRINGER® ULTRA-DYNE® PRO is our ultimate 6-band
mastering machine with unheard-of power. Two high-performance DSP's,
combined with ultra high-resolution 24-bit A/D and D/A converters, give you
perfect muttiband mastering with incredible loudness, transparency and
sound optimization.

6 bands for 6 times the power

Simply stated: the more frequency bands you have, the more loudness
you get without side-effects like pumping etc. While the competition offers
amere 3 or 4 bands, the ULTRA-DYNE® PRO delivers ultimate power from
6 bands.

VIRTUOS0®: mastering magic

You won't believe your ears! Your sound can now stand up to top-rate
CD productions. Extreme punch with no dynamic loss. The magic word is
VIRTUOSO®, a synonym for intelligent and fully automated parameter
settings based on your program material. Quick, easy and always perfect.
The incomparable wizard VIRTUOSO®: available only from BEHRINGER®.

ULTRA-DYNE® PRD DSP9024: experience the ultimate revolution in

multiband mastering

ULTRA-DYNE® PRO stands for total power mastering. Next to an
explosive multiband Exciter for complete transparency and powerful low
end, and a multiband Denoiser®, the DSP3024 features authentic tube
simulation for that extra bit of heat in your sound. Hear and experience the
ULTRA-DYNE® PRO — and feel free to compare it with any other unit,
including broadcast equipment in the $25,000 range.

But remember to buckle up: the ULTRA-DYNE® PRD is pure power.
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2-band power mastering with Excnér, Denoiser® and Surround Processor:
The new ULTRAMIZER® PRO DSP1400P. At your dealer’s now!
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The ULTRA-DYNE® PRD's powerful features: * * * * *

Digital stereo malnframe with two 24-bit high-power S|gna| processors
State-of-the-art 24-bit A/D and D/A converters from Crystal for
phenomenal audio quality

Up to 600 msec. of delay for "look-ahead" compression, limiting

and noise gating

~ 6-band compressor with separate peak limiter section

ULTRAMIZER?® function for extreme loudness and signal density
6-band noise gate for "inaudible” noise reduction

Multiband Exciter with adjustable ratio of odd and even harmonics
for punchy bass and dazzling highs

+ Tube simulation with selection of popular tube types

Extensive MIDI implementation

24-bit AES/EBU digital interface (optional)

Large high-resolution graphic LCD display
Servo-balanced XLR and 1/4" TRS inputs and outputs

* Relay-controlied hard bypass with auto-bypass function for power

failures (safety relay)

Free downloadable
Windows" " editor
software for
ULTRAMIZER® PRO
DSP1400P.

* Windows is a registered tradomark of Microsoft Corporation
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cquipped to handle 5.1-channel mixing, or
cven 6.1, according to Paully. The
Fairlight FAME is surround sound ready,

as ure the other boards used for the
Olympics telecast. Furthermore, all the con-
trol rooms in New York and on-site could be
casily configured for multiple monitors.

Having invested untold millions building a
production facility for the Olympics’ broad-
cast, NBC is well-poised to repurpose the gear
for other uses, including transterring some of it
1o its affiliates. However, given the year-round
production schedule for the Olympics, it’s
likely that the FAME and most of its support-
ing equipment will remain on duty for Salt
Lake City and beyond.

“When we return from Sydney, we'll re-
group in New York, switch everything
back to NTSC from PAL, reassemble the
Olympic pre-build area and start on the
graphics for Salt Lake City. We had a year
and a half for Svdney: now we have 13
months. There are days when you wish you
had 18 armst”

Asked how the production process for the
Olympics broadcast has evolved in recent
years, Paully notes that the speed of execution
has increased exponentially. “The equipment is
faster and has anywhere from 15 to 20 times the

storage capability of what we had even
four years ago,” he says. “We've gone from
1 gigabyte 10 36 gigs of storage, and our
access time to that information is faster.”
Another element that has increased
productivity in the Olympic Village—and
back at headquarters for that matter—is
the software orientation of the new gear,
which allows for e-mail-distributed up-
grades and manual addendums.

“Every bit of equipment that we have
now is getting updated through e-mail,” says
Paully. “Vendors are now attaching to us
software and hardware upgrades. This is
wild. I'll get a PDF now on a manual that
tells me how to do changes. We get an at-
tachment to put into a laptop, and then the
laptop plugs directly into the console. How
can you beat that?”

If the technological development on the
production side is tangible to the engineers
and operators who bring the broadcast into
people’s homes, the final product also re-

flects the increasing sophistication that goes
nto it.
“This is not like the old days, where graph-
ics were nothing more than a picce of paper
with black letters on it rolling under a camera,”
says Paully. “I mean, now with all the 3-D work
that we're doing, we've got to put an equally
high standard of audio on it, because standing
alone by itself it just doesn’t sell the same way.
Our job is to put eyeballs on the screen.” [
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stereo Olymipics broadceast for NBC.

“Coming out of Atlanta, there were very few stereo
shotguns on the market,” Baxter says. “Myself and Bob
Dixon went to Audio-Technica and said, ‘Guys, we have
1o get serious about these stereo mics.” They spent about
18 months putting them together, and now we have
about 600 handmade stereo shotguns here in Sydney.
These aren’t even in production yet: they'll be released
at AES.”

The stereo shotguns, model ATS15ST, will likely be
mounted on cameras and are used primarily tor crowd
ambience and rejection of rumbling P.A. In all, Audio-
Technica supplied well over 1,000 mics to SOBO for use
at the Games. Many incorporate new developments in
housing (weather-resistant) and capsules, both to main-
tain low profiles and to ride through inclement weather,
which is expected. In the case of rain and wind, Rycote
has developed a Shaggy Dog with more viscosity. and in
some cases, they will have double- and triple-wind shear
protection.

“We've looked at all kinds of ways to get away from
the distant-miking, shotgun sound,” Baxter says. “From
shotgun mics in Barcelona to houndary mics in Atlanta
to miniature hypercardioid mics the size of a pencil
mounted along the lip of the track in Sydney. For jump-
ing sporits, we've taken contact mics, put them on a picce

of Plexiglas, then buried them in the sand pits so that you
hear the impact as the athlete lands in the long jump or
triple-jump. We've put lavaliers on the high bar in the
pole vault and in the mats, and we’ve placed them in the
ficld to hear the shotput and discus fall. We put as many
as possible where we expect sound to be. If there is ac-
tion in a certain part of the field, the mixer will know he
can raise that mic. It’s very much close-miking and fo-
cused mixing.

"Gymnastics is a classic example of that,” he contin-
ues. “Betore 96 in Atlanta, we used shotguns—long,
shon, lavaliers. Gymnastics is a running, jumping sport,
and they don't wear shoes. We sent A-T boundary mics
to the Federition in *935, and now boundary, flat-plate mi-
crophones are the only thing acceptable to the Gymnas-
tics Federation for podiums and fields of play. They don’t
care where we put them, because they have such a low
profile. In "96, we went crazy with the boundary mics.

“The sound, in general, is very much layered,” Baxter
says of the sound design. “There is the sport-specific
sound, very close to the action. And then there is the gen-
eral ambience of the room. the atmosphere, the event,
the crowd—we want to capture hugeness there. And
then on top of that, you have announcers and music and
tape machines. We provide two of the three layers, and
my favorite sports are those where we can kick 1t up a
little bit.” ]
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IS THE ROAD TO YOUR MIX
PAVED WITH GOOD INTENTIONS?

Choosing the right audio mixer can be mighty confusing. Especially with all the hype and
exaggerated product claims, whizzing by at the speed of sound these days.

ELIMINATE THE CONFUSION.

Perfect for live sound, Peavey's new RQ 2300™series mixers boast more XLRs than any product in their class.
Plain and simple, that means you'll get the most inputs anywhere, for your hard-earned mixer dollar! There are
three models to choose from. Each has a uniquely different channel configuration to meet any need,
with great EQ and flexible signal routing.

QUALITY?

You bet! The full-featured RQ 2300's sound sparkling clean. Their high headroom bus structure uses each
channel's full dynamic range and all of the fader's available gain, to yield pristine signal reproduction.
And those high quality discrete mic preamps are amazing!

WHY TAKE OUR WORD FOR IT?

ell, for one thing, Peavey has been designing, building and supplying the world with complete sound systems
for more than 30 years. Fact is, we've been satisfying customers for a heck of a lot longer than many of our
“spin doctor” competitors have actually been in business!

So, don't fet any silver tongued hypesters lead you down the wrong road. Head on down to your local Peavey
dealer today and hear the new RQ 2300 series for yourself.

SEE US AT AES BOOTH #663

Available in:

RQ 2310
RQ 2314
RQ 2318

(shown)
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